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Introduction

To André Brefon

misrepresented. It has been identified, wrongly, as an aspect of the Belle F.paqw1 and the

many names given (o the style have merely camouflaged this blunder: for example, 1goo,
Nouille (“noodle™) Swyle, Stile Liberty, Stile Florcale, Morris Style, Métro Style, Whiplash,
Sezewion, Yachting Style, Glasgow Style, Jugendstil, Lilienstl, and Wellenstil (respectively
“youth style,” “lily style,” and “wave style™).

It is therefore esaential, as a preface to this study, o analyze briefly the political, social, and
psychological forces amid which Art Nouveau was born, and then to show the repercussions of
these forces in the assthetic field.

Toward the end of the nineteenth century the evolution of the modern world (which had
begun in the middle of the sixteenth century | was showing signs of stabilization. The European
countries, so often divided and redivided by war, settled down; the frontiers had been redrawn;
the map looked permanent. But European expamion was marking time and the prestige of the
Old World was diminishing. Skills developed by Anglo-Saxons and Latins had been exported
from Europe to the United States and were now rebounding across the Adantic; vigerous
American competition was already a force io be reckoned with, Only yesterday the New World
countrics had been scorned by Europe; now they were hurrying to catch up and even had the
aundacity to dream of overtaking her, The Americans actually dignified their giant factories and
office blocks with a homemade aesthetic label, the Saracenic Style.

The European powers no longer had to defend themselves against military aggression; but
internally a number of social and political problems were threatening the security of the middle
classes, all sections of which (except in Russia) had been deeply shaken by the consequences of
the Revolution ol 1848, the reverberations of the Paris Commune in 1871, and the economic
erises of 1875. The big cities of Western Europe housed a poverty-stricken proletariat which was
aware that its numbers implied sirength and which was struggling desperately 1o organize itself.
Industrial advances which the middle classes themselves had brought about, together with
Socialist propaganda and the upsurge of democracy, had created new and bewildering sitaations.

Faced by the proletarian threat, the bourgeoisic did everything it could to strengthen its
position. Politically, it used nationalistic aspirations as a disguise for its natural greed; and on
the social plane it successfully confused the issue by the exercise of a moralizing authoritarianism.
Trade unions were permitied but strikes were suppressed. Universal suffrage was declared but
the issue of voters' cards was held up. Free education was granted as a concession 1o popular
demand, but designed in such a way as to preserve social conformity and class divisions.

Poverty, the struggle for better wages and conditions, and the conflict between paternalistic

!u'r Nouveau was a great artistic movement, one which, however, has been constantly
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employers and Communistic workers, all made their presence feltin the painting and caricatures
of the time, like watermarks in paper. The titles and subjects of the pictures exhibited in the
Salons between 18gh and 1goo reveal the cares lurking behind the fagade of a period which
people liked 1o think was happy and prosperous. Firedomp Explosion: a handsomely bearded
industrialist, with a watchchain looped across his ample paunch, is pinning long-service medals
un the victims' corpses; a young lady in her nightdress, sporting a pair of wings and carrying a
laurel wreath in her hand, is the dominating Agure in the composition., Clrist the Canpenter: in &
wretched workshop a doddering old man gazes with wonder at Chnst, The Saviour has a plane
in his hand and is putting the finishing touches o the old man's coffin.

Unitil the Congress of Amsterdam in 9oy, the mood of the Socialists and Communists
remained conciliatory; after the soikes in London, Brussels, and Parns the emplovers made
certain definite concessions to the workers and calm was restored. Unity between capital and
labor stll appeared possible. Cheap industrial production provided the customers of the big
stores—lower-middle- and working-class people—with goods which, if not exactly works of ar,
were at any rate pleasant to own; and a few half-hearted attempis to solve the howsing problem
put a brake on demands which nowadays would seem extremely modest.

With the aboliton of child labor, and the fourteen-hour work day ; with voters’ cards, Sunday
suits, and a day trip to the seaside once a year; with “artistic tile” decoration in cafés, and the
hope ol one day possessing a bicyele, the proletariat gained some sort of respectability and were
able to identify themselves o some extent with the middle classes. This hopeful aimosphere
supplied the setting for the endeavors—iinged more or less with the earlier socialism of Saini-
Simon or Francois Fourier—of William Morris, Henry van de Velde, and the School of Nancy,
All these artists came of middle-class origins.

It is elear that the dawn of democracy had shed a disturbing, confosing light. The propertied
clasges conceded a gruwiltg im|.‘d.rllaut'r 1o those below, gave them a limited dq;rce ol i.'lulit.i.cll
scope, and abandomed some of the old aboos; the result was a profound psychological shock
which made itsclf felt at all levels of society.

This upheaval stands out even more glaringly in the religious field. For the better part of four
centuries religion had been drying into rigidity, changing from a spiritual amimde into a moral
code. Authorities and flock alike had become negative, sinking deeper and deeper into habits of
faultinding and life denial, Formalism reigned. In his encyclical, Quanta Cura (1864), Pope
Pius IX sweepingly rejected modern socioty and the spirit of 1785 (the French Revolution),
sctiing up a complete opposition between the Catholic ideal and the liberal spirit. He was
adamant against secular educaton and the freedom of the conscience and the press. Leo X111
was more accommodating, and in 18g1 enunciated a social doctrine for the Church, but the
resulting democratic movemnent was condemned soon alter by Pius X with lis attacks on the
errors of modernism. Religious adherence had become a matter of social position; religious
practice, merely the result of early training. In same localities the presence of working-class
people at Mass was strictly supervised, and in all parishes the “servants’ Mass™ was held early
o Bunday mormings.

All that the established churches had o offer 1w eager hearts was a monotonous and, as time
went on, thoroughly superficial rule of conduct. It was, therefore, only o be expected thai some
people should search for God elsewhere, reviving old beliefs or creating new ones, and indulging
in spiritual activities condemned by authority as dangerous or sinful. Magic and spiritualism had
never had so many supporters, and when Hyacinthe Chantelouve pursued terror and exaltation
along strange paths, il.l:.lu.djng diabolism, she was perhaps struggling to assuage desires she no
longer dared to confess to a priest.

Atheism had opened a void which worried a number of churchmen, university teachers,
writers, and artists, Cardinal La Vigerie, who was especially active against boulangiome, a re
actionary movement led by General Boulanger, opened the way to those who thought it possible
to be both republican and Catholic. J. K. Huysmans and Aubrey Beardsley were converted to
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Catholicism. Ferdinand Brunctiére, in 1895, protested against the bankrupicy of science and
speculated on the means of rescuing a soul for God. Confusion meanwhile was total: the French
secularists were even accused by the Christians of being reduced to worshiping a mysterious in-
dividual named Léon in place of the banished Christ: “Léon is watching us™; *“There is only one
Léon,” run the captions on a caricature depicting a classroom in a secularist school, Tt was in this
climate that the Affaire Dreyfis burst on public attention.

A glance at history and society during the so-called Bﬂkf}uﬂldﬂkﬂﬁamwdunn
confusion—moral, social, religious, intellectual. The world was no longer in tune with F.u.rc-pt',
Socialism was no longer the expression of generous impulses; love and marriage were incom-
patible; and art was aimed at the senses, not the soul. The churches were empty of God. In these
circumstances Art Nouveau was simply the aesthetic manifestation of & deep hunger for some-
thing different, something new.

Along with these moral and material perplexities arose another problem, as important as it
was unforeseen: that of woman, or rather, women. The real-life originals of the women in the
novels of Stendhal, Balzac, and Flaubert were middle-class female objects, passive and subservi-
ent—at least economically, and usually in other ways as well. They might choose a confessor or a
lover 1o suit themselves, but that was the limit of their freedom. “Adultery,” preclaimed Willy
[{Calctte’s hushand, and a well-known author}, “is the foundation of society : by making marriage
bearable it ensures the survival of the family,”

Certainly in literature, from Balzac to Henri Beoque, marriage is depicted as a social and
commercial institution almost entirely unconnected with Jove. A girl is taught from her childhood
how o please the opposite sex; her upbringing is based not on absolute moral standards but on
recipes for seductiveness. Feminine behavior degenerated into a handful of conventional, artificial
attitudes sct in motion by conditioned reflexes.

The whole life of women, and hence morals, literature, and the art of love, was controlled by
fashion, and any feminine gesture might supply the subject matter for a supposed work of art. To
take off a glove with deliberate slowness was caleulated, by the standards of the period, 1o throw a
man automatically inw a frenzy of desire | Woman with Pink Gloves, by Jacques-Emile Blanche),
I the Garden, by Georges de Feure, helps us to understand the maste of the tdme for cergain evoea-
tive aspects of nature, for rare flowers, and for lace petticoats embroidered with hearts and vines.
Never had there been such a flurry of legs in the air, of conspiratorial fingers, of skirts hitched up
(Searat's The Cancan). On gusty Sundays, yvoung men leaving church afier Mass are thrilled by
the fleeting revelation of a girl's ankle { Jolt mois de Marie, by Paul Chabas). Aud in the evening,
with their top hats'rammed down tight on their skulls, the same young men are spectators at the
crude unveiling of sexual mysteries in the form of professional dancing which is merely a rhyth-
mical exhibition of garters and bloomers [ Le Cabaret de la Souris, by Bowind).

Cartoons in the daily press shaw us other facets of the situation: for example, a handsome
girl, half covered by her mumpled bedclothes, teases her departing elderly lover, as he glosmily
puts on his jacket, with its buttonhole displaying the rosette of the Legion of Honor: “Poor old
pussycat, I wonder how you'll manage to honor the mother of your children tonight!™

The lives of working-class girls had run into an intolerable dilermma. The urban proletariat
had increased enormously; o had prostitution, In the closing vears of the century it was as if the
inﬂnxui'pupulumnmlhemmh:dbemiuﬂmdbyamhrmmrmnfdm;upnmm
mochis; in the London, Vienna, and Paris of 18g5, anyone with enough money in his pocket
miu)rnd the same freedom as a feudal lord. Laborers' wages were low; girls, whose labor was
muostly piccework, earned even less, and their only hope lay in finding a rich “protector.” In one
of Forain's cartoons a thirteen-year-old girl is selling long loaves of bread; a financier whispers
into her car, *No need to0 go on toting those great things about; I can tell you where to find
smaller ones.™

Various writers, especially Zola, made society aware of its responsibilities. Feminism, which
in France at any rate was a resolutely Socialistic and at times revolutionary movement, attracted
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women of all classes. Society, fondly imagining that the lot of Woman had been unalterably
decreed for all eternity, suddenly found itsell confronted with the problenis of real, live women.

Here we must interrupt this historical survey for a moment 1o define two words, The first is
“historicism.'’ By this we mean that excessive fondness for past styles which was the great weak-
ness of the nineteenth century; preferring pastiche, however mediocre, o anything new, his-
toricism stifles all atterapts at original creation. The second word is “Mannerism.” Today it is
generally used in reference o the highly refined, subjective exaggeration of artistic canons,
subject matter, o composition that developed at the end of the High Renaissance; but in dis-
cussing nincteenth=century art we shall use the word in an unfavorable sense: Mannerism is the
spirit which is set on achieving something precious and rare at all costs; it falls readily into
preciosity, tends wward decadence and the bizarre,

A new intellectual elite had arisen. Its leaders and standard-bearers were such artists as
Gustay Klimt, Beardsley, and Thomas Theodor Heine, who had given graphic expression to the
psychopathology laid bare by Freud and the Nancy school of psychologists, and writers such as
Huysmans and Lorrain, who had rejected ordinary morals 1o seek the savor of life in various
kinds of irregularity—"forbidden loves,™ drugy, and aloohol. Two distinct vicwpoints, sensuous-
ness and sexuality, became the poles round which two opposite artistic principles ok shape: the
apostles of the first principle were the Symbaolists and the artists of the Sezession; the second was
exploited in the salacious pictures and illustrations twned oot by the prize-winning painters of
the Salons.

The arts cnable ws 1o decipher the whole attitude of a society or a country. In the present
context, the relevant gquestion is the degrec to which the modern world was rejected or accepted,
The monuments, paintings, furniture, and objects of the time all reflect one of two trends. On
the one hand there was bourgeois Mannerism, the final expression of an aesthetic already on its
deathbed ; on the other, a bold, prophetic, revolutionary impulse which prepared the ground for
the art of today,

This duality manifests itself even in the humblest artistic productions. The posters, political
pamphlets, and educational jowrnals published during that period make it clear that the cntire
left-wing camp in France —Syndicalists, Socialists, Anarchists, and the campaigners for the
secular control of education —had been stimulated by both Symbolism and Art Nouveau. In one
of these publications there is an illustration of a schoolmaster inspired by a Marianne with naked
bosem, who points to the rising sun. The tite page of a journal on higher primary educa-
tion i3 decorated with Japanese flowers which might have been drawn by Félix Bracguemoncd.
Propagunda posters, such as “Soldier! When are you going on strike 2 or a capitalist’s offer o a
starving proletarian: “Send your children to the monks to be educated, marry the Church, and
then we'll give you a job,”” are weated in the popular style dear to Théophile-Alexandre Steinlen.

Correspondingly, Royalist, Christian, and ant-Dreylus propaganda remained faithiful w a
mare or less classical style. The fashionable, cold-hearted humor of Jean-Louis Forain, and the
titillations of Adolphe Willette, gave the moneyed classes what they wanted.

Ln the visual arts, the unrest underlying bourgeois Mannerist society reared its head in the
form ol & misguided and excessive use of symhbolism. Comparable symptoms appeared in litera-
ture; lyricism became heavily tainted with decadence. This superpreciosity, this exaggerated
straining alter novelty and refinement, infected not only minor figures like Féndon and René
Ghil, but also poets of such significance as Jules Laforgue and Jean Moréas. Some of the word-
coinings and metaphors of that period make hilariows reading wday. No doubt our grand-
children will be cqually amused by many of the laudatory articles and prefaces now being
published about contemporary artisis,

The paolitical, social, and moral upheavals in the latter part of the nincteenth century were
paralleled by the passionate warfare constantly raging in the artistic world. Art Nouveau was
particulurly distinguished by its determination to break with academicism and to create an
aesthetic in harmony with the needs of the age. This drive and, indeed, vocation, which was a

INTRODUGTION i

common factor of the movement in Brussels, Chicagn, Glasgow, London, Munich, Naney, and
Vienna, was often emasculated by a certain predilection toward falk art and the like; the succes
of the m architects cmulahng the Tudor style, or Louis Sullivan when his m:-ri: i too
“Oriental,” is pot entrely convincing, But in spite of the charges leveled against iy, including
that of going astray in Mannerist blind alleys, Art Nouveau has the honor, particularly in the
wrﬂlm,dhtmnbnntbeﬂﬂtmmmtmremgmmtht&mmnfm modern
world. Moreover, it was also the first o participate in Freud's clarification of human issues and,
by purging the symbols of art of their outmoded clements, to strip the mask from the human face
10 reveal its naked ansiety, Sincerity was restored.

Omne of the weapons Art Nouvean forged for itsell was the undestanding of ornament, which

itdeveloped 1o a state of perfection; all the represencatives of the movement, whether they are

like Leomardo Bistolfi, Henri Cros, or Hector Guimard, or modernists like Van de
Velde and Josef Hoffmann, arc as determined as any primitive artist to achieve harmony
between the object and its decoration. This is equally true whether it concerns a sculptural mass,
a vase, or the facade of a building. But the greavest trivmph of Art Nouvean was that achieved by
the painters, who boldly threw off their technical shackles and created new color cffects which
remain unequaled cven now. No one until then, neither among the Impressionists nor even the
Pointillists, had dared 0 conceive such unexpected chromatic delights: emerald, ruby, and
violet, and astonishing opalescent tones abruptly juxtaposed with an inimitable turqueise hue.

Whenever it walked in Pre-Raphaclite footsteps and made obeisance to the obsclete dogmas
of John Ruskin or William Morris- -turning its back on industrialization and preaching a uni-
versal return to crafis and guilds—Arn Nouvean had no claim to novelty; but it was genuinely
new whenever it sought unusual, original effects, and was colorful, consistent, harmonious, and
fimctional, prefiguring the shape of things to come—the Bauhaus, Surrealism, and abstract art.

So protean is Art Nouveau in its manifestations that it demands to be studied country by
country. But we should first dispose of a possible misconception: it is common to think of France
as & center and of Paris as the capital of Art Nouveau, as its French name implies. On the con-
trary, however, in France the new possibilities opened up by the movement were neither wel-
comed nor understood. 15 we deseribe Art Nouveans as the creation of an appropriate setting for
modern life, more particularly in architecture and the applied arts, we have to admit that it did
not originate in Paris and, what is worse, that the French remained blind w it It may be ob-
jected that in the work of Emile Gallé, France can be credited with having given birth to an
original and charming style, but that style soon died out becawse it made no attempt to satisfy
the demands of its'epoch.

By 1910 almost the only traces of Art Nouveau in France were Jules Aimé Lavirotie's
Céramic Hotel in Paris, De Feure's faded flowers, and Sarah Bernhardt in her seventies; the
country had exhausted its imagination and had simply turned over and gone 1o sleep again,
Lethargic complacency lay over all—a spell so deep that only the First World War eould break
it; but that blow was too heavy: instead of awakening, France was shattered. By 1925, she was
beginning to rediscover, with amazement, things which had been conecived a quarter of a
century earlier in Austria, Germany, and the United States.

Surrealism—the most pasionate voice that has ever been raised against banality and
staleness in life and art—left the majority of the French indifferent. Following the example of the
Goncourt brothers in an earlier generation, they preferred to linger among the desiceated
charms of a bygone age. What a paradox that, in 196y, Paris, proud of its heritage, should have
held its Antique Dealers” Fair {an interesting exhibition but essentially a conservative gesture] in
a building which was one of the “high places” of modernism: a palace in the 1900 Style!
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building; it did not occur w anyone that such a mundane object should or eould be

beautiful. After 1815 the rise in the material and social status of tradesmen brought about
certain changes for the better, and the interest in historic styles, with their evocation of past
glories, canght the favor of the newly rich. In 183g, in the then heart of New York, Richard
Upjehin built Trinity Church in the Gothie style; meanwhile in Paris, where a multitude of
facades with Aoral or psendo-eathodral decoration were making their appearance, Théodore
Ballu built his inimitable Sainte-Clotilde.

Orthers preferred classiciem to this medieval revival. Karl Schinkel in Berlin, Kornhausel in
Vienna, Raffacllo Stern in Rome, Monferran in Saint Petershurg, Alexander Thomson in
Glasgow, A J. Davis in New York, Viscontl and Lefuel in Paris, Espérandicn in Mareilles—
with such architects as the leading spiris, “Parthenons™ and " Forums,” duly edited in the spirit
ol Ledoux or Sir John Seane, proliferated on every side,

Along with these two tendencies there can be detected, from about 1830, the development af
modernist trends. Industrial progress and the first large-scale constructions in iron (both due 1w
the initative of the most affluent section of the middle classes) had opened up substantial new
possibilities; an interval of forty years separates the Palais du Commerce et de 'Indusiric in
Paris by Grisart (1838) and the Provident and Trust Company Building by Frank Furness (187g)
in Philadelphia. Ten vears later, in St. Louis, Sullivan was constructing his first buildings, and in
185, Horta™s Maison du Peuple (plates 6o and By) was opened in Brussels,

The means of expression of Art Nouveau were extremely varied and even, at times, mutually
exclusive, with the result that we cannat apply simple classifications like *Louis XV or “Louis
XVT” or “Empire.” The ambiguitics and hylbrid forms which are so commen in the realn of the
decorative arts have equally striking parallels in architecture, Two such different creatons as
Charles Rennie Mackintosh's Glasgow School of Art (plate 32) and August Endell's Elvira
Photographic Studio [plate g9) both date from around 1897, and both are examples of Art
Nouveau,

Thus, there 35 not a single Art Nouvean style, but a number of movements with a great
variety, even conflict, of stylistic traits (the symbolism of some making a violent contrast to the
modernism of others| which nevertheless were ultimately and amicably joined in a single cause,
that of rampling on the established order and clearing the way for all the revolutionary manifes-
tations of the twenticth century.

In this chapter we shall have 1w deal with the sinucus arboreal structures of Guimard (plate
15), Sullivan’s Carsen Pirie Scott & Co. Department Store (plate 79}, and Sommaruga’s
buildings (plates 21 and 22)—a medley which represents the contradictions of the period maore
eloquently than any werds.

U sl the beginning of the nineteenth century no one felt the urge to beautify a commercial

——
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It may indeed be ohjected that Hendrik Petrus Berlage's Amsterdam Stock Exchange and
certain Scandinavian buildings in the “Viking” style should have been passed over. But they
characteristics which make it seem logical to classify them as Art Nouveau—the use of
dreamlike symbolism, lbr example, or a h.lg'hl'[r conscious manipulation of space. Like the medi-
eval revival in the middle of the nineteenth century, the 1goo Style varied from place to place;
it was wildly exuberant on the banks of the Rhine, but it was serious and restrained in Northern
Iﬂlﬂ Nouveau was & great moment in the evolution of artistic styles; the works of Horta
{plate 63), Guimard (plate 5}, and Gaudi {plate 27) showed that the art of the past could be
carried to an ultimate stage, while those of Josef Hoffmann (plate 36, Sullivan (plate 56), and
Tony Garnicr were among the first to point to the promise of the future.

The architecture of Art Nouveau can be likened to the Bight of a Fourth of July rocket. Some
architects, such as Auguste Perret and Sullivan, chose the moment at which the trajectory is
starting to curve and fall away; others, such ay Guimard and Horta, subjected conventional
materials to convolutions which recall the spirals that appear when the rocket bursts and floats
down, opening like a fiery flower.

FRANCE

The beginning of the Second Empire saw a wave of expansion taking place in the environs of
M‘: f‘u.rh'n h.'l'u] Pirh gavr wd.)' (V) i“.'i*\":f" _J;IIJ“I“.}', h'!gh—n.'nl apartlln‘nl lJui.llJ:ing! dﬂllgﬂﬂd I.l:f'
uninspired hacks.

The decorations of the fagades of these disastrous edifices—which were hopefully dubbed
“eclectic,” “hygienic,” or “economical,” and which are dotted about in an area bounded by the
Gare de I'Est, the Colline Montmartre, and the Gare Sami-Lazare—show an alarming tendency
to break out into excrescences [heads of Minerva in consternation, or muezles of snarling lions)
on the rectangular masses of their funereal balconies.

In the eyes of the promoters, already numerous in the time of the French President Thiers,
the newly affluent classes were better accommaodated by those conventional, massive dwellings
than by the charming but over-modest little Parisian houses of the “keepsake’” type (for example,
20 Boulevard des Italiens, 1 Rue Vinewse, and g Rue Victor-Massé],

While bourgeors classical architecture was expiring, a few “engineers,” as these innovating
architects were slightingly called, conceived the idea of using iron girders as the framework for
industrial buildings. Iron and glass made their first appearance as early as 1835, in Rohault de
Fleury's greenhouses for the Jardin des Plantes, Pans. Finally, in 1864, by inaugurating his
lectures at the Ecole des Beaux-Arts with his famous series of Exretiens sur 'architecture | Discourses
on Architecture, 2 vols,, Boston, 1B75-81), Viollet-le-Due was 1o sow dismay among the defenders
of eclecticism. He was a convinced medievalist, but at the same dme an equally convinced and
evien excessive rationalist; he made it his business to debunk the ideas of the Gothic revival, so
dear to mid-century designess and decorators. In his view the thirteenth-century architects had
been primarily technicians, engineers in fact; as for decoration, they had wsed it w soften and
humanize the austerity of the pointed arch, so well adapred to sustaining the most daring
thrusts of their architeciure,

But where Viollet-le-Duc showed himself most prophetic and influential was in his suggestion
that it might be possible to erect an armature—a lightweight metal skeleton—and cover it with
masonry, Thirty years later, Sullivan, Horta, Frantz Jourdain, Perret, and Tony Garnier,
replacing stone with iran, concrete, and glass, bore witness to his genius. Just how far he antici-
pated and shaped Art Nouveau can be seen from the tributes paid him by Camillo Boito, Berlage,
and even Gaudi. Viollet-le-Duc was a rationalistic foree; and although legend had tended o
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turn him into a disciple of Lenoir, a kind of Goncourt of the medieval movement, in reality he
was like Oto Wagner and Mackintesh, His ultmate ambition, like theirs, was to conceive
architecture as an intrgral whole which, “in order to be acsthetically pleasing, must be fune-
tional,"

French Art Nouvean architecture belongs almost exclusively to what we shall call the Latin
school, ay distinet from the Scottish and Viennese schools. In France, Guimard created this
architecture ; but 1o Perret belongs the honor of having subjugated the excesses of the movement,
preventing it from suffocating in its own preciosity, and saving it from premature decease.

Guimard showed courage and imagination in designing the Castel Béranger in Paris (18g7);
the extent of his courage and imagination can be seen by taking & walk along the Boulevard
Haussmann, the Rue de Maubeuge, or the Rue de la Pampe. It was in this building that for the
first time, at least in France, the principles of Art Nouveau had been embodied in a house built
expressly for leasing to milil’ill:—t‘l!!! tenants, The Castel Béranger gave people a shock; st the
time, it was described as *'a building which seems to have sprung up out of nothing,” Moreover,
uts perfectly integrated design was an unkind comment on the banality of the surrounding archi-
tecture. As in the work of Horta, symmetry and the straight line had been eliminated wherever
possible, yet the building as a whole had a curiously unified air. Both inside and out, Guimard
allowed lavish scope for sculpture and eolor; by using a two-toned vardety of brick, and also a
glazed brick with a graduated blue shade, he succeeded in ereating a distinguished chromatie
effect both on the facade and in the inner courtvards, similar to that achicved by Otto Wagner at
40 Linke Wienzeil in Vienna,

Like Horta, Guimard designed buildings in complete detail, even specifying the locks and
bolis, fastenings for windows, the tradesmen’s entrance, and the fircplaces (a remarkable r‘.liun]:lk
is found in the concierge’s room in the Hue La Fontaine house of 1908), In a house on the
Avenue de Versailles he made use of a hend in the stairs, between one floor and another, as the
place for a couch, which becomes an integral part of the Erm:ﬂ] décor. He surrounded doors
with hypnotic arabesques, his fireplaces seem 1o blaze by themselves, and his perversely twisting
lines have nothing o learn from the allurements of the Sezession Style.

Destiny, it seemed, intended this unusual art to be placed within everyone's reach : Guimard
was commissioned o design station entrances for the Méwo (plate 19g), Up from the sidewalk there
sprang a profusion of interlacing metal, bouquets of aquatic plants, lominous tulips, gorged with
the rich disturbing sap of Paris, its cellars, and subsoil,

Imprisoned in his own aestheticlsm, Guimard began imitating himself—which he did very
wellin 1508, as seen in the enchanting private honse at o Rue La Fontaine (plate 5}, But by this
time Peter Belirens, Van de Velde, and Frank Lloyd Wright had appearcd on the seene, and
Tony Garnier's prodigious plan for the eity of Lyons had been in existence for seven years.

At the beginning of the century a certain number of French architects, stimulated by contact
with German theorists, became passionately interested in exterior decoration. Their desire for
active collaboration with artists in wrought iron and sculptors in wood or stone enabled them 1o
achieve a striking unity in the fnishied building.

The mansion by Georges Pradelle, in the Rue d'Orldans at Neuilly jabout 1go4), was the
result of excellent teamwork between this architect and the decorative sculptor, Armamnd i
Seguin displayed an aptitude for composition which lent gaiety to a commonplace facade, The
balconies, which are particularly successful, the charming sunken door leading to the cellar, and
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the front gate, which foreshadows characteristics visible in French painting of 1925, were de-
signed and executed in iron by Emile Robert,

x..m Schocilkopf, who graduated from the Ecole des Beaux-Arts in 18g5, deserves es-
high praise; his butldings, particularly Yvette Guilbert's house {plate 6] in the Boulevard
y Paris (now unfortunately destroyed), put him among the best ornamental architects of
his time. Ttis true that his excitable, emotional style sometimes runs off into superfluities, but his
well-modeled masses and his d.cmr:h\f: motifs are felicitously blended together. The facade of
26 Boulevard de Courcelles, Paris, with sculpuures by Rouviere, shows the architect’s desire 1o
attain a flexible form in the rnn-cllﬂln.g of the stone, The surface is .lhl.pn:l into wavelets which rise
gently from the stone and melt back into it the effect is one of plancs interpenctratng and fusing,
But simplification of some of the decorative detail (overlapping foliage, fowers, and shells) would
have been an improvement, Like Charles Plumet, Schocllkopl continually conceals his appetite
lor Art Nouveau under imitation eighteenth-century effects; both these archutects appear w
have felt slightly ashamed of their predilection for this odd new style.

Plumet, & “rationalistic Symbaolist,” was one of the first w humanize the appearance ol
commercial buildings by reconciling the medievalist leanings of his contemporaries with the
financial demands of the real-ostate developers. Like many architects of his tme, Plumet wanted
art to be everywhere: in the concierge's room, on bakers' shopfronts, in brasseries. Reactions
were sharp: “Ever more insolently, art is slopping out into the streets, on the fronts of shops and
houses. ... What a disgraceful mess! If you want something outstanding you must look 1o men of
outstanding talent if not, be content 1o have something decent and ordinary™ (Camille Mau-
clair).

The strictures of Mauclair are merely a symptom of the ambiguous state of affairs which
arises whenever an important new creative development is in question. (A similar situation arose
arcund 1948, when art directors in the film world were handing out Surrealism of the kind
usually associated with hairdressing establishmenis. )

Plumet and his, partner Tony Selmersheim enriched the Paris seene with a number of ele-
gantly designed buildings which have since disappeared (the entrance of the Hitel du Havre, the
Kohler chocolate shop, the Maison Cadolle, the establishment of Roddy the shirtmaker, and the
Restaurant Edouard in the Place Boleldieu). Among buildings by this partnership which have
escaped destruction, 39 Avenue Vietor-Hugo claims our attention by a certain stylishness and a
somewhat forbidding sobriety—although it might have been improved with a licde warmih, a
touch of madness somewhere. The decorative stonework, whaose airy, supple carving is by
Lucien Schnegg, is nicely in harmony with the fagade.

The architect L. P. Marquet succeeded in marrying new [orms with an apparently classical
style. His bow windows are incorporated inw the fagade by ingenious floral decorations, In the
front doors of the Rue Hermel and at 2 bis Avenue des Gobelins in Paris, Marguet lelicitously
combined wrought iron with the stone carvings of Emile Derré and Seguin,

Auguste Perret began his career in the Art Nouveau period, as is evident from his building,
119 Avenue de Wagram, Paris. Though the facade hardly forecasts the genius of his future work,
several unusual details can be seen: the weight-supporting consoles beautifully integrated with
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the general mass of the huilding; the two trees climbing audaciously up the front; and the sim-
plicity of the iron balconies, which foreshadow the staircase in the Rue Franklin,

The residence designed in 1903 by Perret at 25 bis Rue Franklin (plate 15) marked the end of
Art Nouveau in Paris, and the erection of the first house in what can properly be called a con-
temporary style. It was also the first time any architect had used such a diversity of materials
—glazed tile sheathing, fience mosaics, glass bricks, ashestos cement, ferro-concrete and eon-
crete—which Perret humorously described as “'rich man’s conerete on poor man's concrete.”

Jules Lavirotte is undoubtedly one of the most attractive figures of Art Nouveau because, like
Gaudi and some of the ltalian architects, he was first and foremost a Symbolist. His building in
the Avenue Rapp, Paris (plate 4), with its asymmetrical vet balanced fagade, its consoles and
their thistle decoration, its hues of greenish gray and faint blue, its roofs which evoke the Gothie
past and the more dreamlike parts of German Romantic literature, 5 one of the strangest
buildings in the world. His Céramic Hétel in the Avenue de Wagram, with its pebble-dash
decoration by Bigot, soon acquired an appearance of preciesity equal to that of the Chinese pa-
vilion at Drotningholm, built two centuries earlier. Lavirotte was more decorator than architect;
this is what distinguishes him from Horta and Guimard. He tended w get carried away and o
exaggerate, and though the parts are often admirably unusual, they do not always add up wa
happily integrated whole, a charge which can never be brought against Guimard.

The disappointing curve described by French architeciural development can be gauged by
looking at the Liceo Italiano at 12 Rue Sédillot (18gg), then at 151 Rue de Grenelle, and finally
at 24 Avenue de Messine (rgofl). Like Horta, and probably for the same reasons (middle-class
clients' passion for imitation Louis XV1}, Lavirotte retreated into prudent conformism.

Between 1900 and 1910 most architects borrowed from the new style, some because they
really wanted o, others beeause it was the fashion ; touches of Art Nouveau can even be found on
exteriors dated 1630, Along some main Parisian arteries, such as the Avenue des Gobeling,
Avenue Victor-Hugo, Avenue Henri-Martin, and Boulevard R;ufl.'l.il:l doens of baldings show
similar traces.

The influence of Guimard and the School of Nancy was great in the provinces as well. The
works of Micnville and Eugéne Vallin, who designed the entrance gallery of the Decorative Arts
Exhibition in Nancy, are characteristio of the style of that city. Their buildings, and especially
those of Vallin {often named as the leader of the School of Lorraine), are well balanced and have
great power; they are closer 1o Guimard than w Lavirette, but often lack the grace of the first
and the singularity of the vecond. Weissenburger, who designed the Magasins Réunis de Nancy,
continued what Emile Gallé had begun; his style 15 characterized by the use of wide bays
separated by robust pillars with clean, sober lines.

About 19og or 1go4, variows building firms put up what were called “hygienic dwellings” for
tenants of modest means, such as members of the liberal professions and the lower ranks of the
civil service. Despite low costs and the unpromising soubricuet, architects like Henn Savvage
and . Sarazin did manage in some cases to give these houses a pleasant, welcoming appearance.
Instances can be found in the Rue Damrémont and at 7 Rue Trémigne in Pars; the fronts of
these howses have a pair of bow windows, each window being surrounded with tles and sur-
mounted by a rounded cornice. The brightly painted window frames, the stained-glass windows
lighting the stairs, and the floral decoration of the banisters, all combined to give the visitor an
artistic impression. Finally, an interesting new note was struck by bathrooms embellished with
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decorative tiles, the first attempt in France to make such installations beautiful as well as com-

It is impossible o discuss Art Nouveau without saying something of the petit bourgeois
howses which sprang up everywhere in outer Paris, Some day, if they are not mown down by
time and real-estate developers, we shall start noticing that these innumerable tiny villas built of
millstone grit, wsually regarded as a standing joke, are not without charm. Fanciful, saucy,
Hﬂy, they well deserve a few moments' contemplation, Built on plans imporied from England,
they were in most instances adapted to French ways of life by the architeet Bliault. The price had
0 be kept down; these littde houses were economically built—no paneling, and a minimum of
other interior woodwork; no moldings and often ne wainscoting, so that sweeping and dusting
were made casy. The wusual price was 7,000 [rancs (aboul §3,000 at that time); furniture,
designed by the architert, came to about 1,500 francs; and another o0 rancs went oward
painting and decorating.

To sum up this section, we can say that between 1845 and 1g1o, French architeciure remained
decorative rather than functional; in eluding the clutches of historicism (the recent rediscovery
of the cighteenth century by the Goneourt brothers was still very much in the air), it frequently
fell into the pitfalls of Symbolism, from which only Perret and Tony Garnier were capable of

extricating it

ITALY

Apart from a few new achievements such as the Café Pedrocchi, built in Padua by Giuseppe
Jappelli in 1816, and famous for a fagade which succeeds in being both academic and functional,
ltaly in the nineteenth century remained fithful o the tradidonal glorics of her architectural
past: Palladio, Vignola, and Sangallo. Aficr the Risorgimento, the appearance of ltalian citics
began to change, a process to which speculative builders had, inevitably, contributed. By

new main avenues, the Italian emulators of Hawssmann modified the archaic
character of Rome and Milan; they gave these cities a bourgeois “"New Look."

The middle of the nineteenth century was the heyday of bourgeos historicism throughout

. The monument to King Vietwor Emmanuel erected in front of the Forum in Rome, and
the Galleria dei Mercanti which was put up in Milan to conneet the Piazza del Duomo with La
Scala, were dubbed “Stile Umbertino.”

Out of an entire generatdon of conventionally oriented colleagues, the Roman architect
Camillo Boito, about 1860, was one of the first Europeans to argue the priority of function over
decoration, (Berlage was to do the same thing some twenty years later in Amsterdam.) In 1871,
Boito built the hospital at Gallarate. He achieved the feat of putting the service rooms all on the
same level, and he kept his deceration simple; the building is functional, but the monotonous
severity of the bare brick walls is broken here and there by a frieze with a trefoil motil, and by the
omamental metalwork of windows and guners. The Ricovero dei Musicist (Milan, 1fgg)
confirms the fact that Boito remained 4 servant of historicism and never became a real adherent
of Art Nouveau,

The birth of the Stile Florcale, the name given in Italy to Symbolistic Art Nouveau, is
chsive. No date can be assigned o it. From 1885 onward, in Turin and more particularly in
Milan (in and near the Via Mozart), buildings with unfamiliar outlines began w appear. This
may have been an effect of the historical ties between Northern Italy and Austria, or it may have
been due w the influence of Symbolism. But many of these Floreale houses exhibit a Mannerist
‘character, a feeling accentuated by curious statues which seem o explode from the stone,
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Two men deserve a special place in the architectural history of this Pl:rll:ﬂ: Raimondo
d' Arenco, whose buildings reflect his admiration for the Sezession and for orientalism; and
Giwseppe Sommarnga, in whom the Floreale tendency was impregnated at once with his-
toricism and modernity.

Raimondo d’Aronco stands out as the most important Lalian architect of his generation. In
his early works he was still dominated by Romantic historicism; such are the Porta Tenaglia
[ Milan, 1882), the fagade of the architectural exhibition in Turin (18g0), and the Ponte Maria
Teresa (Turin, 18g3). The latter reminds one of another bridge, at that time still unbuile, the
Pont Alcxandre 1T in Paris.

Lt was not long before the artist in him threw off the restraints of orthodoxy and allowed his
imagination (o range at will. In 1Bgg, aller a violent earthquake devastated much of Con-
stantinople, D' Aronce was invited to Turkey by Sultan Abdul Hamid. Like Gaudi in Barcelona,
Josel Maria Olbirich in Darmstadt, and Sullivan in Chicago, but in his own fashion, I Aronco
sought to fuse traditonal Moslem art and the spirit of Art Nouveau, In Constantinople, in 1900,
be designed a slender, tall, gaily impudent house for Edem Bey which, with its sloping roof, makes
one think of a young woman, her hat perched on the side of her head and coming down over
one r)‘(‘,

IV Aronco was represented at the Exhibition of Decorative Arts in Turin {1ge2). Nothing now
survives of that remarkable display; only from photographs (ree plate 23) can we conjure up a
mental picture of in extravagance, it exaggerations, its Mannerism. The exhibition sounded the
death knell of the Stile Liberty. With the passing of the years, D'Aronco’s imagination pro-
gresively dried up; his Palazzo Communale at Udine (1gog) shows a partial return to the clichés
of orthodoxy.

The architcetural style of Sommaruga has the peculiar interest of providing a bridge between
eclecticism and rationalism. A passionate proponcnt of Boito's theories, he built, in 1901, the
Casa Castiglioni in Milan {plates 21 and 22). This rebellious masterpiece, with its striking
decoration and its base of bare, rusticated blocks of labradorite, seems at first glance to be in the
Baroque tradition, a late Barogue which has nothing in common with Horta's “Whiplash™
manner of with the abstract, increasingly stylized forms pursued in Glasgow, Vienna, and
Darmstade. It was by his handling of contrasting planes that Sommaruga showed his modernity
in this building; his guiding principle scems to have been a feeling for space, The staircase, one
of the functional themes which appears to have had an especially intoxicating effect on this
architect, acquires maximum importance, becoming as it were the respiratory system of the
building as a whole.

Sommaruga built a number of villas, of which the most remarkable is the Villa Faccanoniat
Sarnico. This most unusual dwelling, rising from a base of untrimmed masonry, abounds in
interesting detatls: twin vaulting which intersects at a lorty-five-degree angle over the main door,
elliptical bow windows, and lintle Gaudiesque tufis of stone crowning the roof,

In 1508, on a hill overlooking Varese, Sommanga embarked on the construction of a hotel;
the result, with its two main blocks connected by a high, vaulted passageway, is something titanic,
bizarre, and almost frightening.

-

To sum up, Art Nouveau architecture in Lialy was the work of isolated individualists,
Delightiul buildings in this key are to be found here and there, at Pesaro (plate 25, Florence, or
in Sicily; no one can remember who designed thom,

ARCHITECTURE 0

SPAIN

In the course of 4 journey in Catalonia toward the middle of the nineteenth century, Queen
Tsabeila LI conferred her on the plan for extending Barcelona. The Ensanche, the wide,
gently sloping plain which surrounds the old town, became the training ground for young men
from Barcelona's new school of architecture, founded in 1800, Census figures tell what was
achieved: in 1860, Barcelona had 17,000 houses and 200,000 inhabitants; by 1905, the figures
‘became 40,000 and Gooooo respectively. In addition, due to the contribations of Gaudi, Bar-
«celona had once more regained her stature as an artistic and liberal center temporanily free of
Spanish (Catalonians consider themselves Catalonians, ast Spaniards] domination,

Antoni Gaudi was born at Reus, Catalonia, in 1852, He showed an inclination lor drawing
and architecture from carly youth. In 186q, he entered the old School of Architecture in Bar-
celona, but had o earn the money for his fees and so did not take his diploma until eight years
later. Between 1850 and 1880 he worked as assistant under Juan Martorell and José¢ Fontseré on
@ large number of commissions, one of which was the monumental waterfall in the Parque
Ciudadela in Barcelona, Interested in technique rather than aesthetics, young Gaudi was au this
stage still deeply under the influence of medieval architecture. In 1880, he completed the Casa
Vicens (plate 26), which gives a foretaste of all his work 1o come, but the full character of his
style did not emerge until 1885, when he set about designing the Palao Giell,

A pasionately devout Catholic who walked several miles to church every day, and a patri-
otic Catalan whe declared himself unable to speak Spanish properly, Gaudi with his originality
and eccentricities is one of the most fascinating characters in the whale history of art. Even his
death was strange. At six o'clock on the evening of June 7, 1926, he was knocked down by a
trolley bus and draggad along for several yards, No one recognized the victim; he was jost an old
‘man raggedly dressed, and the taxi drivers declined to pick him up. He died on June 10, in the
public ward of the Santa Cruz Hospital, without regaining consciousness. When his death was
announced, all Spain went into mourning, and his funeral two days later was followed by a
procession two-and-a-half miles long. Many Catalonians regarded him as a saint,

Craudi’s work is based on a profound, abnormal, almost monstrous knowledge of all the
styles of the past, which he transmuted with astonishing ease into something all his own. The
intense power of his imagination confronts us frresistibly in the double parabolic design of the
doorways of the Palau Giiell, mysteriously veiled by the serpentine reticulation of the iron gates
behind which they stand. A boundary wall of dressed stone, as sinuous as the brick walls built
by John Palmer a century earlier at Bath, encloses the sumptuous park. It carries overtones of
medieval castles and modern machine-gun nests; its mosaic decoration, composed of ceramic
fragments; bears & resemblance o some of the surfaces contrived by Klimt.

About 1goo, he gave free rein o his imagination. The chapel of the Colonia Gaell (1898~
1914) is a most extraordinary attack on conventional architecture and decoration. Everything
which nermally appears solid and stable (walls, columns, towers, roofs) has been transposed into
a new, wild key; architecture and its mathematical laws are translated into the stufl of dreams.

In the Casa Mila (1go5—10), Gaudi declared war on everything rectangular, It is as if he had
succeeded in making a cast of the ocean surface on a stormy day ; decoration based on plant life
hangs from the edge of parapets and balconies, as if left stranded by a receding tide. The windows
have saft, melting outlines and are placed according to the vagaries of the form, with the result
that they reflect the light from a number of angles. The unclassifiably shaped chimneys, formed
rather like totem poles, appear to be ready o take wing at the command of a disquicting,
mysterious messenger.
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It would be aliegether too simple o catalogue Gaudi's creations under the general heading of
Art Nouvean. They make one think of the fantastic flights of certain medieval architects ar,
again, of what would happen if the torrential verbal visions of Victor Hugo could be cast in con-
crete,

<

Four architects, none of them rivaling the genius of Gaudi, also made their contribations o
the beauty of Barcelona, The works of Lluis Domenéch vy Montaner belong to Art Nouveau in
much the same way as do those of Lavirotte in Paris. Like the latter, and like Sommaruga in
Milan, Domenéch y Montaner showed his originality in his irregular windows, the floral designs
of his decorative details, and sculptural figures which seem o come surging out from the walls
(Paséo de Gracia). He embellished his brick walls with white enamel, blue figures, and coats of
arms in curling relief, so that his buildings strike a notwe of wealth, gaicty, and extravagance,

Don Henrique Sagnier used medicval, Rocoeo, and Art Nouveau cffects side by side, not
without a certain success and elegance. He had an unusual way with balconies, making them
look a little langer than life. The five-windowed mirador projecting from the first story of one of
hix apartment houses is like the woodwork of an Austrian or Baroque organ.

With Don José Puig v Cadafalch and Artiges, traditional Spanish architecture resumed it
sway and Catalonian architecture fell into a long, deep sleep.

SCOTLAND

Charles Rennie Mackintosh stands out as a leading figure in the history of Art Nouveau. His
architectural abilities, no less than his genius and versatility as a designer of decoration, cansed
the style he created 1o be named after him.

Born in Glasgow, where his father was & police superintendent, Mackintosh found his
vication at an carly age; at sixteen he was already working under the architect John Hutchinson
und going to evening classes at the Glasgow School of Art. During the next eight years his name
was always in the lists of prizewinners at the school. In the National Competition of 1888, he
won a bronze medal for a design for & mountain chapel; in t8go, hc won the Thomson Prize with
a design for a town hall in the classical style. Armed with a scholarship, he set out on & tour of
Italy.

While still a student he became friendly with Herbert MacNair. He and MacNair later
married the Macdonald sisters (Mackintosh married Margaret in 1900}, both of whom had some
influence on the development of the Glasgow Style. Known as The Four, this coalition of com-
plementary talents quickly won a reputation extending fir beyond Glasgow and Scotland, and in
1502 The Four took part in the Turin Exhibition.

Mackintosh turned his hand with equal readiness to the design of houses, posters, fabrics, and
turniture, and his versatility rapidly caught the attention of artistic circles in Munich, Darmstadt,
and Vienna. In 120 Mackintesh, who had left the group, retired to Port-Vendres, France.

Viewed as n whole, the work of Mackintosh reveals a sharp contradiction. His architecture
proves he was a modernist. His style, always extremely severe, was subordinated to functional
demands, and though it gives off an occasional whiff of musty Celricism, it reflects the rigid
standards of his native society, austere und habitually devoted to industrial work. But he was
als an acsthete whose hypersensitive sense of line faunted its charms in Miss Cranston’s Buchan-
an Street Tearooms in Glasgow,

Mackintosh's first hig architectural job was the Martyr Public School at Glasgow (18g5)., The
door, despite a bulky portico, is a success; otherwise this massive building, with its tall rectangular
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windows, is thoroughly commonplace. But with the new Glasgow School of Art, in 1897 (Library
‘Wing in 1907-09), he showed his mettle (plate g2); difficulties brought out the best in him, as
they did in Gaudi. He took advantage of the sloping site to make the front of the building rise up
sheer for eighty feet, giving the impression of a Highland stronghold. Like Edward William
Godwin in the White House, Mackintosh mellowed a lange blank wall by piercing it with small
‘windows placed asymmetrically, and the drainpipe from the gutter was cxplmled to emphasize
the midline of the pattern. The northern part of the building, with its enormous bays and
irregular arrangement of windows (four in the west wall, three in the mt!.mkuadllfcrenzm
from the rest. The entrance would appear overbearing were it not for the curving ironwork sup-
port at the foot of the stairs, which restores the visual balance. The impresion of height from the
south and west aspects is increased by the vertical rectangular block jutting out from the fagade,
dominating the main entrance. The appearance of the building as a whole is that of an impregna-
fortress.

In 1901, Mackintosh built Windy Hill, at Kilmacolm. At first glance, the outside of this
small country house offers nothing ing to a Continental eye, but certain details [the
chimneys, the boundary wall through which the front gate passes, and the shifting planes of the
walls of the house itself) are clearly from the same hand as the School of Art. Hill House (1go2-
o3) shows Mackintosh's imagination in a quicter mood (plate 31} this country house, complete
with dovecot, is less functional than the rest of his work.

The fundamental differences between the architectural thinking of Mackintosh and that of
Guimard or Sommaruga remind us vet again that Art Nouveau was a movement rather than a

style.

AUSTRIA

By ordening the demolition of the ancient fortifications of Vienna and building the Ringstrasse, a
great external boulevard, the Emperor Franz Joseph opened the capital to new sources of in-
spiration. For half a century the city had been subjugated 1o that overpowering, solemn, bour-
genis architecture which has been so well named the “Burcaucratic Style.”

In 1Bg7, the architects Otto Wagner, Joseph Maria Olbrich, Josel Hoffmann, Koloman
Muger, and Adolf Loos, united by their resolve to ghatter the conservative spirit of Viennese
society, formed a group and made their breakaway-—the Sezession, as their movement came to
be called and, with it, the whole of Austrian Art Nouveau. It was, incidentally, just at this
period that Freud’s early studies first became available to the public in book form,

Whereas in England, Scotland, France, Belgium, and Ttaly, Art Nouvean grew out of the old
familiar styles, such as medicval or Rococo, in Vienna no connection can be drawn betwesn
Austrian traditional styles and the Sczession. Indeed, the creations of Hoffmann and Loos are
visihle evidence of the disdain of that generation of artists toward the Mannerist Baroque which
had been held in highest esteem in their country for nearly three centuries. Another striking fact,
paralleled only by the difference between Barcelona and the rest of Spain, is that no Austrian city
other than Vienna was excited by Sezesdonism,

Otto Wagner occupies a pup:mdcram position in the history of Austrian architecture, but
because hie was of the Symbolist generation his relation to Art Nouvean is ambiguous, rather like
that of Gustave Moreau in painting. Wagner's titanic achievement, with its variety and apparent

contradictions, i often hard to define,
As early as 865, he put forward a revolutionary project for the Kursalon in Vienna's
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municipal park. In 1880, afier building a number of apartment houses, he designed the Artibus
butlding and the offices of the Giro und Kassenverein, in which he epitomized all the funda-
mentals of European architecture, inoso far as the latter can e regarded as a definable entity.

In 181, he produced a project for the Berlin Cathedral in which, despite an accumulationof
superfluous accessory fearures, the underlying vigor of the structure makes itself felt, In 18ig4, he
built the Kaufhaus Neumann ; the pure, austere lines of its rectangular fagade, ornamented with
floral designs, prefigured his future work. The same elimination of incssentials appeared in the
Ankerhaus {tBg4), a work which reminds us of Sullivan's Wainwright Building in 8t. Louls and
the Guaranty Building in Buffalo,

In his inaugural lectare at the Vienna Academy in the same year, Wagner declared: “Only
what is practical is beautiful,” and again: “The cssence of the structure of a building, and the
material employed, must be left visible,”

Wagner's project for the Hofburg, in 1808, showed how Van de Velde's "déblaioment dart,”
the clearing of the ground in the ars, had been put into practice. Decorative encumbrances were
banished and the architectural mass thus purificd had an undeniable majesty of its own. The
curious project for the Stadtmuseum (1901], with its happy distribution of the principal masses
and its sober lines—marred, however, by an exaggeratedly statuesque quality—at the same tme
looks back 10 the Symbolist period and forward to the world of tomorrow.

Betwern 1gog and 1go7, Wagner built the church of Sankt Leopold and the Postal Savings
Bank (plate 45). The Villa Wagner [1912) proclaimed that he had left the Sexession behind and
was henceforward a European.

The most substantial figure among Austrian architects and decoraiors of the early twentieth
century was Josef Hoffmann, Born at Pirnitz (Moravia), he campaigned for the reform of
Austrian aestheticism from the beginning of his stademt days, when he entered the Austrian
.'\:a.drrn}r of Fine Arts. He rr'prmtntrd the grum.rtrirai clement in the Sezession group, the
tendency later known as the “"'Quadratel Hoffmann."

In 1848, he collaborated with Olbrich w build the offices of Ver Sacrum, 8 magazine which
plaved a leading part in spreading the influence of the Sezession. In 18gg, with Koloman Moser,
he designed the Apollo store, whose decoration, based on the classical volute, shows that Half-
mann had not yet discovered his true path, In 1901, he built a number of small houses on the
Hohe Warte in Vienna; the strangest of them is a villa for Koloman Moser, conceived in terms of
large planes broken up in various ways—an unrxp-ccf.cd balcony here, 3 bow window there. The
Punkersdod Sanatorium {1903} was his first resolutely modern work on a large scale. The rigor
of the planes and the limpid structure make it Europe's first attempt at a rational architecture.

In 1904, disgusted by the poor quality of Austrian peasant crafts, Hoffmann founded the
Wiener Werkstdtte, a group of studies and workshops in which, with the help of professional col-
leagues, particularly Koloman Moser, he designed furnishings and interior decoration of every
kind—lurniture, carpets, and all the appurtenances of everyday life. Like Van de Velde,
Guimard, and Mackintosh, Hoffmann obliterated the distinctions between fine and applied art,

He was just thirty-five when he produced the work which above all others bears the charac-
teristic stamp of his genius, the prodigious Palais Stoclet, a private house in Brossels (plate 36).
In later years the Hofmann style, ruthlessly siripped of inessentials, tended toward monotomy;
his rounded masses, unrelieved by slenderness anywhere, became ponderous. The last traces of
the Sezcssion spirit had disappeared.

Adolf Loos stands somewhat apart from the other architects and designers of the Sezession.
He disliked symbuls and rejected exerescences, Whether he was concerned with business premises
{such as the shop for men's clothes, designed by him in Vienna in 1898) or a café (the Café
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Museum), the emphasis throughout was on structure. The Villa Karma (Geneva, 1904) testi-
fies to his concentration on the ever more perfect distribution of volumes, To him, architecture
existed as a function of new needs: “Every epoch must create its own style.”

As time went on, Loos exhibited an increasing urge wward synthesis: witness the smooth,
massive front presented to the world by the Losshaus [Michaclerplate, Vienna, 1g1o). In the
Steiner house (Vienna, 1g10) he used big convex surfaces, cubes in step-formation, and plain
compact blocks. The fagade and interior of the Rufer house [1512) were completely up to date,
based on the latest architectural advances. In 1926, he built a house in Paris for Tristan Tzara
and, the following year, a shop for Knize, a firm of shirtmakers, on the Avenue des Champs-

Thcl artstic pcmu'lm.lity of Loos is such that one cannot neatly pigeonhole him as a member of
the Sezession; like Sullivan, Auguste Perret, and Frank Lioyd Wright, he transcends the limits of
Art Nouveau.

It was not long before the Sezession acquired the stature of a school. The charms of the new
movement gained adherents among the younger Hungarian architects, who hroke with the
Bureaucratic Style and affirmed the existence of a natonal siyle in Budapest. Some, like Odon
Lechner (plate g8), showed great originality ; others, like Karoly Bos and Béla Zrumeczky, who
built the Zoo, and Aladar Arkay, the architect of the Zebegeny church, subseribed 1o an archi-
tecture bearing folk-art overtones, rather like that developed by the Finns.

The tendency most closely related 1o the Hoffmann Quadratel was represented by Béla Lajra,
whose remarkable Ressavolgyl house is most Viennese in fecling, very much a child of the
Sczession. Later, Béla Malnai (whoe designed the Creditc Bank), Moritz Poginy, and Istvan
Medgyaszay (the first Hungarian architeet to design a building in reinforced conerete) pioneered
in the modernization of urban aesthetics.

GERMANY

The monument o Frederick the Great, designed in 1797 by Friedrich Gilly, exhibits the nos-
talgia for Roman dntiquity which was prevalent at that ime in Germany. The same attraction
was one of the ingredients of German Romanticism throughout the nineteenth century ; examples
of it are the Trinkhalle designed by Heinrich Hibsch at Baden-Baden in 1840, the Johanneum
built in r836-3g9 by C. L. Wimmel and G. J. Forsmann in Hamburg, and the museums in
Munich by Leo von Klenze, a pupil of Gilly.

Soon, however, the clash of Wagnerian cymbals heralded a new arrival, the Rundbogenstil
{Romancsque style), a militant architcctural movement addicted 1o a mixture of ancient and
musty recipes—a passion for the Middle Ages and a nostalgia for romantic fifteenth-contury
Italy. Germany broke out into a rash of granite and brick, the medium employed by Gotudried
Semper at Dresden fior the Opera House, the Museum, and the Synagogue, and at Vienna for the
Burgtheater.

Alfred Messel revolied against historical eclecticism and the charmingly preposterous castles
of Ludwig I of Bavaria. Inspired by the use of iron and glass in France and the Unived States,
he applicd the same methods in designing the Wertheim Department Store (plate 83) in Berlin
{1896-1900). At about that time, intellectual circles—Symbolists and Liberals—in Hamburg,
Berlin, and Munich, with support from individuals here and there in the ranks of the bour-
isic, became enamoured of Art Nouveaw, Julius Meier-Graefe with his magazine, Par,
Pankok, Bruno Paul, and Richard Riemerschmid with the Minchener Fercimigte Werk-
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statte (United Workshops of Munich) played influential pars in Teutonizing the various doc-
trines from abroad.

But though Jugendstil (vouth style) showed real originality in typography, posters, furniture,
and the decorative arts, its success in the architectural field is by no means so clear. With the
exception of August Endell, the Germans were receptive rather than creative.

It was in 1897 that Endell was called in o design the studio of the photographer Elvira
(plate ga). The fagade was all straight lines—it brings to mind Perret's Thédtre des Champs-
éyu'm {(1g1g). Within this frame the windows and doors were placed asymmetrically; their
upper corners were cut off and rounded, and the leading of the window panes described whimsi-
cal arabesques.

Many Germans found this variety of Mannerism too Latin for their taste; they preferred the
simplicity of the Sezession or the Edinburgh School, which had appeared an their borizon in
1858, in Mackintosh’s contributions w the Munich Exhibition,

Between 18g8 and 1gro, three men devoted themselves 1o ensuring the triumph of the
Jugendstil: Olbrich, Peter Behrens, and Van de Velde.

By his design for the Sezession building at the Vienna Exhibition in 1808, an astonishing
structure which prefigures the work of Hoffmann, Olbrich (plate 4] asserted his independence
not only of the Austrian classical school, but also of his early mentor, Ote Wagner. It was this
building which, in the following vear, earned him the task of planning a miniature city of the
arts on the Mathildenhthe, in the suburbs of Darmstade. The Grand Duke Ernst Ludwig of
Hessen-Darmstadt, an ardent admirer of the new creative architecture in Britain, financed the
undertaking.

Olbrich achieved a remarkable synthesis of Britsh and Viennese theories, and in so doing
abolished all traces of Symbolism and historical lyricism. The whole complex of buildings on the
Mathildenhthe (plates 1-44), in whose design Behrens was also involved, took over ten years to
complete, The finished work is less than homogeneous, so that it hardly seems possible 1o speak of
a “Darmstadt style,”” and certain features—the shapes of some of the moofridges, the colors of
mosaics, the bottom of the reflection p-unt Lplan: 42}, the porch of the Ernst Lud.wl'g Haus
(plate 41}, and the fountainlike roof of the Hochecitsturm (plate 44 —show a decided infusion of
orientalism,

Peter Behrens, alter making his contribution to the Mathildenhéhe, took part in the Turin
Exhibition of 1902, and the Diisseldori Exhibition of 1go4. A disciple of Mackintosh, Voysey,
Sullivan, and Hoffmann, as time went on he modernized what he had leamed from them and
adapted it to suit German taste. In 1910, he produced designs for the turbine factory of the AEG
(Allgemeine Elektrizitats Gesellschaft) in Berlin, which stamp him definitively as a man of the
twentieth century,

German architecture over the last fifty years has received an equally strong imprint from
Van de Velde who, after spending some time at Krefeld, designed several buildings (examples
are the Folkwang Museum at Hagen and, in 1914, the Werkbund Theater in Cologne).

To sum up, we may say of the Jugendstil and the Darmsiadt School, those remarkable
offihoots of the Sezession, that both of them, especially the latter, if not always successfil in
living up to Ot Wagner's dictum, “Only what is practical is beautiful," did succeed in elearing
the air. They counteracted the intoxicati ng influcnce of Symbolistic idealism on a Germany still
throbbing sympathetically to the memory of Wagnerian cyclones, and thus prepared the way for
Walter Gropius and the Bauhaus,
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ENGLAND

For the average Londoner, unversed in architectural problems, it would be difficult to describe
the made between 1830 and 1900, New ground was won discrectly, not by sweeping
mmy advances; we must look for it in matters of detail,

Nineteenth-century London had two faces. One was classical, elegant, and contained —the
‘character imposed by Soane and Thomsan on public buildings and investment buildings; the
other was “period”"—medieval, Queen Anne, and the Gothic Revival, which evenually grew
‘into High Victorian Gothic, The men who, between 1860 and 1910, were to transform traditional
architecture were reeruited mainly from the medievalisis. Unlike the Europeans and the Ameri-
cans, the English were not much interested in the problems of designing big buildings or big
groups of buildings; they devoted themselves wo improving the structure and decoration of
private houses. The heavy English cottage, hall buried in the damp soil, and burdened with its
clusters of chimneys, was w beeome lighter, rise 1o the surface, and open out o the light,

In 18i5g, with the Red House (buailt in Bexley Heath, Kent, for William Morrisj, Philip Webh,
a fnend and collaborator of Morris, blazed several unobtrusive litde wrails which in tme became
the path leading 1o English Art Nouveau. The brick walls of the Red House are a composition of
successive vertical planes which are broken here and there by a gutter or by a room jutting out on
& slender console (this reminds one of the slim supporting column used forty years later by La-
virotte in Paris in a corner of the Square Rapp), the purpose of which was to counterbalance the
chimney stack. It was at this period that Webb, Ford Madox Brown, Fdward Burne-Jones, and
Dante Gabriel Rossetti, the leaders of the Ans and Crafis movement, set up the firm of Morris
and Company with a capital of £100; their aim was to revitalize the dwelling house and every-
thing in it.

Even belore the Glasgow School started, there were a lew architects who bad bad encugh of
medicvalist flummeries and were turning in the direction of the purcly functional. The contrasts
of light and dark in the White House (plate 45/, built in London in 1879 by William Godwin for
his friend, James MeNeill Whistler, its asymmetry, and the unfinished look of the facade (a lapse
from good taste by conventional standards), prefigure some of Le Corbusicr’s works,

Unobtrusively, Richard Norman Shaw showed similar preocoupations. Though less severe
than the White House, his Old Swan House, London (1876), is remarkable for the irregular
arrangement of the seven windows on the third foor, an asymmetry which i cleverly masked by
the projecuion of three of them outward from the fagade. The decorative tracery and stylized
foliage on the masortry band dividing the ground fAoor from the first floor are particularly happy
touches. The light-colored horizontals, standing out against their background of dark brick,
impart a decided vigor to the building. Holy Trinity Church, Latimer Road, London [1887],
also by Shaw, proved that gaiety could replace the gloom so frequently associated with religious
buildings; in this case the effect was achieved by the airy, graceful lines of the leading in the
stained-glass windows. Shaw's inspiration was diverse; he passed from the perfectly orthodox
Duich style of his Albert Hall Mansions, London {1879), to tiresome exercises in the manner of
Ledoux, while the Piccadilly Hotwel, London [1gos), is different from both of these, He is an
example of how difficult it is 1o apply w the English architects of the end of the century a single,
‘simple definition or descriptive phrase,

The wark of Charles Harrison Townsend is closer to European ideas than any of his contem-
poraries. The front of the Whitechapel Art Gallery (plate 47), one of the most stantling buildings
in London, is like a fortress designed by a Moslem for a Spanish king; the doorway, with its

arch, strikes an cxotic note in English architecture, In the Church of St. Mary the
Virgin at Great Warley, in Essex (1g04), Townsend, with the assistance of Sir William Revnolds-
Stevens, created something which was entirely Art Nouveau ; certain details of the interior are
reminiscent of Josef Hoffmann's decoration, and the pillars are clenched to their bases in a way
which recalls a device that had already been used by Horta in the Maison du Peuple in Brussels,
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Arthur Heygate Mackmurdo, one of the most dexterous figures of the whole Arts and Crafts
movement, was responsible for the celebrated Cadogan Gardens, London (18gg); the private
mansion there, with the purity of its unornamented fagade featuring strong parallel lines with
vertical emphasis, and its oblong windows nearly two stories high, reminds one of German and
Austrian buildings of the same period,

The works of W, K. Lethaby (for instance, Avon Tyrrel, Hampshire, 18g1), with their
careful arrangement of masses and the geometrical simplicity of the forms employed, with
caleulated contrasts betwern lines, are related to bath the Viennese school and to that of Mack-
intosh.

Charles Francis Annesley Voysey, at the outset of his career, took a much livelier interest in
decoration than in architecture. His carliest buildings had a stocky, very Queen Anne appear-
ance, but soon, in his houses in Bedford Park (18g1) and Hans Road (plate 50), he displayed an
urge toward a more sophisticated refinement. Given a small site and having 1o build high in
consequence, he avoided the narrow-gutted look which afflicts so many London houses by
proportioning the windows in such a way as to give breadih and lightness 1o the fagade. But it
was by radically transforming the style of English country houses (plate g8), yet at the same time
preserving traditional appearances, that Voysey really made his mark. His ideas seemed so new
and original that he became even better known than the young Frank Llovd Wright.

In the Julian Sturgis house (1899) and “The Orchard,” Chorley Wood (1900}, Voysey
handled rectangular windows in groups of four in such a way as to give the gabled fronts of these
houses a simplicity which borders on perfection. An equally startling Bair is to be fbund inside—
the unusual staircase and banisters, for example, and the way the brickwork of the hearth makes
a frame for the fire. Like Wright, Vovsey leveled off the chimneys with the top of the roof, thus
lightening and simplifying the form of these small houses, As s the case with Sullivan, Behrens,
and Perret, Vovsey's insistence on simplicity of line makes him a man of the twenticth century
rather than a practitioner of Art Nouveau,

In g0y, in London, the designer and archivect Charles Robert Ashbee built 38 Cheyne
Walk, Chelsea (plate 511, one of the most harmoniously conceived houses of the earliest part of
the century. Like the sixteenth-century Ttalians, he juggled with visual effects, framing the front
door with an arch, and sketching an imaginary porch with a thin half circle of wrought iron.
And though the necessity of ensuring that his rooms were adequately lighted forced him to use
excessively high windows, he restored the balance with an asymmetrical pediment which soars
“kf Il ATTIW,

L

S0 varied was English architectural talent at this period that it hardly seems possible 1o speak
of English Art Nouvean. The main conclusion seems 1o be that, between 1850 and rgra, the hest
English architects strove to break the chains of historicism, but they were not invariably successful
in doing so. In general, Latin and Symbolist influences did not take hold in Great Britain. Har-
rison Townsend's few esays in this direction, and the highly Parisian Michelin Garage in
London (plate 75) were, so to speak, medicinal doses of a Continental At Nouveau of which the
islanders had no great opinion.
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HOLLAND

Huolland remained deeply loyal to her own architectural traditions. Her charming small howses,
many of them dating from the “golden age,” proved perfectly adaptable to the needs of local Life
under modern conditions and, s ever, were admirably integrated with the landscape,

To satisfy urban needs, P. . H. Cuypers and subscuently Berlage were commissioned to
w large-scale complexes, such as railway stations, Cuypers, classically trained and unimag-
inative, built the Rijksmuseum and the Amsterdam Central Station in the medieval style, To
Berlage fell the task of rejuvenating large-scale architecture without running counter 1o Dutch
style and national character. But first came his trip o Chicago, He also fortified himself by
studying the techniques of Boito, Sullivan, and Frank Lloyvd Wright. Only after this preparation
did he undertake the Amsterdam Stock Exchange. Although he used ornament sparingly,
avoided gratuitous effects, and restored large flat surfaces o their proper value, Berlage, like
Godwin, Shaw, and Richardson, could not refrain from little, over-picturesque details here and
there,

The town-planning ideas he achieved in Amsterdam and The Hapue (see plate 52] made
Berlage the indisputable leader of the younger generation in Holland. To contemplate the
works of this sturdy Dutchman takes us into an entirely different world from the exotic Symbolist
blooms of Horta, Guimard, or Sommaruga.

UNITED STATES

Until the middle of the ninetcenth century, American architects were fpllowers of Frangois
Mansart, Claude-Nicolas Ledous, and Sir John Seane, and despite a marked bias in favor of
pediments and colonnades they created many highly elegant, graceful buildings: witness
Thomas Walter's State Capitol building, Columbus, Ohio | 18309-61) ; James Bucklin's Washing-
ton Buildings, Providence, Rhode Island (:fiy3}; William hmcl:laml s Philadelphia Merchant's
Exchange (1832-34); and Russell Warren's buildings at Newport. Consequently, when James
Bogardus designed the Faing Stores in New York, in 1840, one of the fimt functional buildings,
he was not so much reacting against the vices of an American historicism as responding o the
needs of a nation of businessmen and industrialists,

American contractors subscribed to the revolution in building techniques sooner than did
their European counterparts, New materials (iron, concrete, Bessemer stecl) were used by William
LeBaron Jenney in Chicago, and Elisha Graves Ous presented the first elevator at the New York
Imternational Fair in 1853. Innovations like these made deep inroads on the traditional methods,
Soon the new spirit assumed visible shape in buildings of meoumental character but relatively
small dimensions, such as in the Provident Life and Trust Company by Frank Furness, Philadel-
phia (1879). Bogardus and Jenney were technicians of architecture; those who came afier them
were decorative architects. Henry Hobson Richardson, who was born in New Orleans and stud-
ied under Henri Labrouste in Paris, succeeded in his Trinity Church {Boston, 1873-77) and
Cranc Library (Q;unny, Massachusetts, r8io-3) in asimilating and Americanizing European
medievalism to a certnin extent, But if we compare Richardson’s Marshall Field Wholesale

Store (Chicago, 1885-87) with Adler and Sullivan’s Wainwright Building (St. Louis, 1Bgo-g1),
we see that Richardson already belonged to a past epoch,

Curiously, it was on the especially difficult marshy soil of Chicago that the young Louis
Sullivan elected to build his first skyscrapers, Sullivan was born in Boston in 1856, In 1872, he
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entered the office of Frank Furness as a student, but the current economic depression caused him

to return to Chicago a vear later and take a job under William LeBaron Jenney. In 1874, he

decided to go to Paris and become a pupil of Emile Vaudremer (designer of the Eglise Saint-
Pierre in Montrouge), from whom he acguired the orientalist leanings which became one of the
characteristics of his work.

In 1881, Sullivan (in partnership with Dankmar Adler) built the Rothschild Store in Chi-
cago which, with its four storics of large glass windows, was an early embodiment of spatial
exploration with the accent on light. The Ryerson Building (Chicago, r884) shows us a Sullivan
still under the influence of Richardson, but it has an wnusual fagade composed of rectangular
clements stamped, as it were, on contrasting vertical planes,

The Troescher Building {1884), the Kniscly Building {1884), and the Wirt Dexter Building
(1887, all in Chicago, illustrate Sullivan's preoccupation with mass: he distributes masses by
tapering his buildings upward, The influence of the new English architecture can be seen in his
smaller buildings, such as the West Chicago Club {IHBEl; In the same year, wark was begun on
the Auditorium Building—a colossal creation, with Dundations of monumental dimensions
carrymg a tower weighing 15,000 tons. In the Walker Warchouse (Chicago, 1888-8g) the theme
of the entrance with its sets of huge double arches is a prelude to the twin volute of the interior
stairs,

Sullivan varied the size and form of his buildings to suit the local climate. Thus in the Opera
House Block { 1850) in Pueblo, Colorado, an amusing pastiche reminiscent of Florentine palazzos,
the windows are sunk into the I'..n;ad.c as if they had gone intoe hiding, whercas in the very Hanse-
atic style of the St. Nicholas Hotel in St. Louis (18g2-g3) they show up, in a series of three-sided
outward-jutting bays, in the English manner. The Chicago Cold Storage Exchange Warehouse
(18g1) 15 a blind, purely functional, deuble rectangular mass.

Sullivan's work became more anid more rigorous as his career procecded, as seen in the Stock
Exchange Building, Chicago {1893), and the Guaranty Building in Buffalo (18g5) {(plates 56 and
g3). And though the fagade of the Carson Pirie Seott & Co. Department Store, Chicago {1800~
1g04), is robed in exuberant decoration (plate 55}, the body of the building is perfectly flmcl‘.nng],
presaging the architecture al our own day.

BELGIUM <

About 18g0, tendencies which had first seen the light in England nearly half a century earlier
began to appear on the other side of the Channel, but with their scope and impact enlarged. The
theories of Morrs, Mackmurdo, and Mackintosh, and Liberty’s bold ventures, now started
fusing with Continental developments,

Between 1880 and 1890, Brussels became a crucible seething and bubbling with new trends.
The process was mitiated by Octave Maus, founder of the Cercle des Vingt and the Libre
Esthetique movement, Glancing through his book, significantly titled Trente anndes de futte pour
Cart (“Thirty Years of Struggle for Art™), one is dazzled by the richness, boldnes, and versatlity
of his thinking. He organized an exhibition of the sculpture of Rodin in 1884, and of Georges
Minoe in 1836, The presuge of the Symbolist movement, and alse its ambiguities, ensured that
evervone whose thoughts were tending in new directions felt himself immediately involved. Van
de Velde joined the Libre Esthétique in 1889, and Jan Toorop followed him the year after. Soon
the Nabis were to [nllow suit, and Symbolism triumphant was 1o assure the victory of a certain
Mannerist tendency which was already beginning to appear in Nancy.

RE 29

The greatest of all nineteenth-century Belgian architects was Victor Horta. His style was o
fertilize ﬁt majority of Eurnpean buildings for a number of years. Under his tracher, Alphonse
m an orthodox architect of first-rate quality, Horta studied the various creative ways in
which Viollet-le-Duc had used iron, and was moved to announce: “The realization of any and
muﬁm:hnghmim the empirical execution of a program which is technically appropriate
to lk-pm'pm: in hand.”

‘As Vian de Velde was also to do & little later, Horta sliminated the endles corridors, then in
eommon use, by placing vestibules at different levels so that the other rooms became independent
entities. He conferred nobility on the humblest materials—stone blocks, steel girders, and rvets.
His houses showed their muscles and viscera, as if an anatomist had presented a skeleton ot
dead but alive; he left exposed everything which Haussmann's architects had been at pains to
conceal.

TIn Brusscls peaple were scandalized by Horta's work, and the aged Balat, the rebel’s former
‘master, was said to have burst into tears on seeing the Tassel residence [ 1Bge-g3). Within a
year, architects and designers from all over Enrope were flocking to see Horta's buildings.

‘The Solvay residence (plate 63), which looks more spiky and rococo than the Tassel residence
but is in fact more Buent and “musical,” expresses the perfect maturity sometimes achieved by
Art Nouveau at the crossroads of Latin and Anglo-Saxon impulses, Everywhere, on the exterior
and interior, runs the famous Horta line—insidions, sibylline, voluptuous, light as air. In a more
wigorous form but airy as cver, it was o reappear in the Van Eetvelde residence; it is the magic
kmot, the common factor connecting all his works. Among the uninspired buildings which sur-
round them, Horta’s discreet and harmonious fagades make an immediate impression of good
taste; the traditional decorative vocabulary of garlands, folisge, masks, caryatids, and lions'
muzzles is nowhere o be seen.

Waon over by Horta's modernism, the Belgian Socialist Party decided that this revolutionary
architect was the right man to design their headquarters, The Maison du Peuple (plates 6o and
84) was opened on April 2, 1Bgg, “to symbolize,” as the official inscription declares, “the
energetic and persevering endeavors of the Brussels working o ;

For some reason—critical opposition or perbaps lack of continued bourgeois support—
Horta's inspiration expired about 1goo. It fell to the French, and especially Heetor Guimard, to
continue and perfiect his work.

To find a suitable label for Henry van de Velde is indeed a balllingly intricate task, Perhaps
men of his scope and stature existed in the early thirteenth century, under the wing of Christian-
ity. This Belgian, who worked mainly in Germany but remained essentially Flemish, could
design a house and its decoration, and coordinate everything in it and about it; he was also a
goldsmith, ship designer, bookbinder, enginecr, and typographer. He built residential blocks,
museums, and even a hairdresser’s salon (Hahig's, in Berlin). Ardent but clear-headed, Van de
Velde was bomn to lead the modernist movement. “The destiny of art,” he declared in 18g4,
“will attain its consummation in the Far East.”

He started as a painter and exhibited in Brosscls at the Salon des Vingt, but snon switched
over to architecture. In his carly work it s difficult w0 tell how much is due to English and
Scottish influences. His first house, Bloemenwerf, in Uccle (plate 55!, was built in 1896, and is
simply conceived, closely akin to Voysey's manner, After the completion of this house he wrote:
**The truth is that just now we are experiencing the dark night of reason, We have come o regard
the maddest things as reasonable and the most reasonable ones as madness, ... A stroke of Tuck
has enabled me to build a house, and every time a funeral goes past it, this house makes cheerful-
nesssuddenly and irrepressibly break through the ranks of pallbearen. And yet it differs from the
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nearby houses only in its modesty and by the fact that it is built in a completely logical way and
is devoid of ornament.” The house does indeed exhibit an exact congruence between design and
purpase; the function of every part is clear and unequivocal,

In 18y, Julivs Meier-Gracfe and the Parisian art dealer Samuel Bing commissioned Van de
Velde to design four rovms for the Dresden Exhibition, and in 1goa, by which time Horta had
abandoned Art Nouvean, Van de Velde was summoned 1o Weimar,

“The character of all decorative and ormamental work springs from one aim and one only: the
applicadon of reason.” The opportunity had now come for him to apply his theories by embody-
ing them is his own designs. It was during his Weimar period that Van de Velde finally aban-
dowed the symbolic style of ornament so dear to the French (Guimard, Lavirotie) ; this element
appeared henceforward only in & subtly schematized form, the Van de Velde line which, like a
reptilinn body, continually changes direction as its activities may require but always remains
graceful.

He was fascinated by the potentialities of rectangular relationships and conceived the notion
of “the cube as such,” as his biographer Karl Ernst Osthaus puts it, “whose corners can be
rounded and modeled at will."" Not a cube, therefore, with the sharp cdges favored by Hoff-
mann, but a mass firmly anchored to the ground by means of oceasional sculptural additions.
Haohenhof, the house built by Van de Velde for Osthaus near Hagen in 1§og, is the earliest ex-
pression af these ideas; they were to remain characteristic of his art until 1914,

From 1910 v 40 Van de Velde kept on designing with unabated ardor—railway cars,
vachis, the Kraller-Milller Museum in Omerlo, Holland.. .. He was over ninety when he died.

He invented the Belgian style which Goneourt defined in a phrase which caught an
giously, the *Yachting Stvle.” Nevertheless, Vande Velde wrote: @ assert that 1 have discoversd
nothing; unless vou call someone a discoverer for merely having realized that to be a man of
sense is enough to distinguish him from humanity at large.” By combining beauty with comfirt
and serviceability, Van de Velde successfully created a new aesthetic; today we call it “fune-
tdonal.”

Horta and Van de Velde were the masters of Belgian architectural Art Nouveauw. They quite
overshadow their contemporaries. It would nevertheless be unjust to overlook such men as Paul
Hankar, Adolphe Crespin, and A. Waesbergue,

Hankar, who designed houses in the Rue Defacaz (plate 61) and the Rue Ruysbroeck, as well
as the astonishing grill-room of the Grand Hétel de Hl‘:l.sr.u:llﬂT followed Heorta's example in
preaching the virtues of a style adapted w utilitarian needs. People used to say of his house in
the Rue Defacqz, with a disapproving shake of the head: “Just the sort of house an artist would
have!™

Brussels also fell under the influence of the English and Scottish architects. Between 1805 and
1910 a number of charming houses were built on the same general lines as Voysey's; hence the
tall, narrow windows, which conflict with the medieval traditions so lovingly cherished in the
Belgian capital,

DENMARK

Danish architecture, which had been sensitive for many vears to the ancient Teutonic and
Viking sagas, vielded to the attractions of Art Nouveau from about 18g5.

It would seem as if Martin Nyrop felt obliged to transplant the new doctrines under can-
servative wrappings. For the fagade of his impesing Copenhagen Raadhus, or wown hall [plate
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@.Mwﬂl traditional red brick, heightened with granite and white stone, but he lefi the interior
1o the imagination of his decoratrs (plate 64). The capitals of the burgomasters” staircase are
carved with animal details reminiscent of those in the Nancy-School glassware designed by
- Walter. The floral omamentation of both the staircase and the loggia of the great hall, the

sculptures by Niels Hansen which represent crafsmen building the Raadhus, the extremely
botanical decoration of the doors, containing various characters in medieval dress, and
the tiles by Hermann Koehler transform this public building into an Art Nouvean comples.

The world's opportunity to discover Danish Art Nouveau came with the Universal Exhibition
~of 1900 in Paris. In such details as the very modern entrance by Bindesboell, and the agriculture
and food pavilions by K. Arm Petersen, the influences of Hoffmann and the Sézession are to be
seen. The progress achieved can be gauged by comparing these with the Danish pavilion, in
which the architect Koch failed wo free himself from the chains of folk art and the Viking tradition.

FINLAND

As soon as the Finnish pavilion, by Herman Gesellius, Armas Lindgren, and Eliel Saarinen, was
erected in Paris at the Universal Exhibition of 1goo [plate 66), a chonu of exclamations arose
fram the visitors, and astonishment soon turned into admiraton. What they saw was an en-
thralling, dreamlike building—contrasting gables, vaulted doorways, mofs bearing small spires,
and a swelling campanile; this building might bave illustrated a deeam of Albert Robida, the
highly imaginative French painter and poster designer, had he been a Finn or a Slav,

‘Such a gesture from Finland —a country which had been subjected for a good half-century
to the Imperial Teutonic style first imported about 1030 by the German, Engel—was in line with
the desire for pational independence.,

Two men were to contribute to the awakeming of patrintic foelings; the painter Akseh
Gallén-Kallela, who illustrated the old epic legends of the Koferala, and the writer and designer
Louis Sparre who, after travel and research in Karelia, was able 1o prove the existence of an
ancient, national, Karelian style. Anyone who looks at those massive, archaic churches and castles
and their heavy pillars—roughly trimmed tree trunks or granite columns, ornamented with
- mysterious geometrical signs—will at onee be aware of the sources drawn upon by the Finnish
architects who built the Northern Bank (plate 67) and the Pohjola building (plate 68). Thesc
monumental buildings, at once Cyelopean and functonal, which contain sumptuous offices and
whose interior decoration frequently bears traces of the Sezession, are the beginnings of the
remarkable, lively, and youthful Finnish art of our own time.
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@A Siwpwey and P, Jovawsm, G1-64 Rue Réaumur,
tigs. Pari,

This hybrid building i typleal of the dasorientation
rampant in archirectural design betwern 1840 and
19, Bywantinism  and medievaliion are jumbled
togeiher here with dire resulis,

a2 @ Bpovann Amvarn and Frasgon Hesseugue,
1 Rue Banton. Iﬂl}n Paria.

The first building constrocted entirely in ooncrete, i
was built by Hennebigque after the desigos of Amaud,
The total cost, Including elevator, heating, and parti-
tions, was 235,000 france, & high price for the period.

§ & Cusmies Keemi. o Rue Eugine-Manuel. 1909,
Paris.

The intention here & preponderantly decorative, as in
the Céramic Hitel {1g04) in the Avenue Wagram. The
Céramic Hotel m more graceful than this building, but
less powerful. Certain features—the arches over doors
and windows, the elaborate imowork, the remarkabile
wse of “thistle” decoration, and the exterior eovered
throughout with coramdc tles—make this building a
part of French Art Nowvean,

4 @ Jures Lavmorre. Private House, 1901, 29 Avenue
Rapp, Paris.

Diesigned by Lavirotte wha, like Guimard, was a na-
tive of Lyons, thiv is one of the most surprising houses
in the world. Tt is also the . Weitern eximple of
such a levah vee of eoramic facing in an ordirary
butlding (glazed tiles pre inbedded in the stone or in
the reinforced bwick and cover much of the fcade),
The design for the doorframe, by the sulpror Jean-
Bapitiste Larrivé, was carried out in glazed terra cotta,
this avoiding the expenie of maolding and ating. The
ceramic decoration was the work of Alexandre Bigot.
The sculptors Sporrer, Firmin-Marcelin Michelet, and
Aliredd- Jean Halou abo ook part in the building of this
howse which would have enchanted Jules Verne

5 B Hecron Gooessn, Private House. 1go8, 60 Rue
La Fontaine, Paris.

T was in baildingy of this kind that Guimard displayed
the full seope of his geniu. This small private reidence
s n good illustration of the architeet's sstonishing
mustery; note, for example, the small door of the
tradesmen’s entrunece, sormounted by the sloping
triangular roof edged with foral arnament. Here,
CGrumard juggles his materials, mingling glared with
unglazed brick, and rusticated with dresed stone.

B & Xavier Schnoriimory. Yvetwe Guilbert House
1900, Beulevard Bertliber, Parl,

A delightful picce of work [unforunately destroyed),
this house designed for the chantense Yvette Guilbert
in o reminder of the sivle, al once French and Gawn-
diessgue, whose spirit i abso to be found st oo b Roe
de Rennes, Paris. Schoellkopl disliked sharp edgrs)
“The eyes and mouth, which sre to & face an windows

m.ﬁ{-it.lmnot-hu]ﬂ.udtm Ihylz
softened by their rounded and inclined forms

7 8 Usxwows Ancarreors. Two Howser, 18Bgb-1901.
1416 Rioe o Abbeville, Pari

This pair of joined howses illustrates the architectural
situstinn at the beginning of the Third Republic, just
ut the end of the century. Dn the house at far l=ft (the
oldest of the rwol, & pair of ondads do ther best o
invigorate a hybrid fcade. With its Louis XV1 con-
woles, halconies, and windows, and i masda from the
time of Napoleon 11T, this pastiche is snething the
Germans hove called “Rundbogenstil ™ The facade af
No. 14 (nearest the viewer], whose bow windows are
as effective as those by Lavirone in the Avenue Rapp,
bears the stump of Art Nowvesu,

B wm Caverrr 7 Avenue Pictet-de-Rochemon, 1903,
Genrva.

The wrought fron on this building is by Alex Vailly, If
ane could imagine & rest-liome for tired octopuses this
wouild be t! Here we find ourselves hetween Culmard
and Gaudl, The picture-book folklore style of the roof,
the plump juicy arabesques which form consoles for the
haleomies, and the embellishments round the windows,
are slightly reminiscent of the buildings erected in the
Rue de Rennes and Roe Réaumur in Pass for the
Societd Felix Potin, Art Nouvems architectural at-
temnpts in Switzerland remained sporadic; the architect
E. Fatly was almost alone in attempting to start 3
Sexeminn Style in his country.

g2 A Bocack, 6 Rue de Hanovre, 100405, Paris.
The general lines of this building seem to be borrowed
from Perrer; what makes it remarkable i the decora-
tive treatment of the wrface, done by the cermovist
Aleandre Bigot. The fagde in golden-brown stane.
ware, with ssaweed and shell, and the opalescent
ceramic tiles of the entrance, are an echo of the gro-
tesqques of earlier centuries.

1o @ Usmxows Ancsureor. “Les Arvma"” C. 1goo.
33 Rue du Champ-de-Mars, Paris.

This building, with its groups of bow windows, is notes
the felicity with which the sculpture, even freer than
that of Schoellkopf, is applied.

1t @ P Rocue. Theater for Lale Fuller, €. 1geo
(mow destroyed ). Paris

Pierre Roche i one of the most original artists of the
entire Art Nouveau period, As a sculpior, be left the
exquisite momument, Awil, which graces the fmgade of
the Palais Gallicra, Paris. In his architectural capacity
be designed this small theater for the dancer Lo
Fuller. The walls arc like the veils which the American
star Joved 1o drape and wiirl around hersell. Same of
the works of Pierre Roche, his reliek in plaster for
instanee, are s “evanocent™ a o verge on abstrac
tioe,

33

G. P Cwipanr. Fromch Embassy, 1901-00.

Vienaa.

is thoroughly Parisian; it recalls
the hoanses in the Avenue Victor-Hugo, bui it
o has touches of the Sercsion Style—the decp-st

:Mmummhmmm

-and some of the fixtures inside, such as doors
and lighting installations,

window-catches,
.MWHPMI:MNW

13 B Heoron Guianp, Castel Henriette. 1503,

fﬂumnmummduh.mmu

th“ﬁIMﬂuHM"m unusuel

_combination of materials—brick, coare aggregate,

and rusticated rock of & type shmilar to meteoric sone

- —gives the house even more character than it would

‘wtherwise have had. The bulconics and especially the
ruilings of the flat part of the foof (op right in the

ilhustration) look as if they had been inspired by

‘Mackintosh, A strange, attractive house, which is now
threatened with demuolition,

t§ B Uskwows Amcurrect, peesibly  Epovann
AvTast. 2 Rue Emile-Meunier, 1907, Paris,

“fagude compossd of large stone blocls is open to the

light end makes ooe think of the Gouman, Auwstiizn,
and English architects: Loos, Belrens, and, still move,
Townsend.

a5 @ Avesre Peseer, 25 by Rue Frankdine 1gog.

Paris.

The fonter between Art Nouveau and our own
ant runs through this apartment house,

contemporary
‘Here Perret i still making dight concestons 1o Art
Nowvesu: the deign of the cermmies on the fgude b

carried out in a graceful eompesition of leafy boughs,
aned there i3 decoration around the doors. But Perret's
verticals are totally opposed to Guimard's arabesques.
‘The different angles at which the lines of the windows
face the bght should be poted ; =0 abo should the rigor
‘of thve baiconies and stircases and the use of boutle-
glas decorating the vertical wiretches of the fagade
{the later is also found in a house by Guimard in the

Avenue de Versailles),

16 @ Bwe Aowmd Maison Huot, 1909-03. Quai
Claude-Lorrain, Nancy.
this house might appear to be copied

Superficially 0
from Guimard, but it actually belongs o the flkart-

cum-medieval species so much fvored by the School
of Nancy. The front door, the windaw to the right of i1,

~and the stane balcony above the tradesien’s entrance

are particularly steccsdisl,
7 @ Uncwows Arcrriicr. Pavilion, . igoo. g Rue

“Thi Tl pavillon adjoining the Musée d Peole de

Mancy is hardly typical of the syle of the Schoal of
Loreaine, Iis arches, and its base of rough mmonry,
make it not unfike certain Italian works by Somma-
TUER.

B @ Mneeazn, 99 Via ScpioneAmmirau, 1901,
Florence.

This i a far ey Fom the dreamlike, Mannerist style
which had developed in Italy. What is the dominant
influence ? Guimard, perhag, or the Sexssdon, or
Shekhtel's Ryabushinaky house (plate Gg) in Moscow?
A difficult question; bt in any case this Florentine
bouse is o masterplece.

9 @ Usknown Anciorecy. Fagade of the Trianon
Theater, 1goe. Milan

To save it from destruction, this fagade was cleverly
superimposed on a now bullding a fow yeam ago. The
siriking décor, with the seulplures seeming to surge
outward and detaech thensehoss o the Dwade, is
typical of lalian Art Noavea,

o0 @ Uskwowns Amcwrrsey, Apartment oo, C.
1o, Mlilan,

This building in the style of Somunaruga is reminiscent
of the Old Palace at Tsarkoe Selo (Lesingrad),
Certain features—the msicated stone at the base, the
irorwock, the floral tion on the inter
combine to make i one of tie sl suceesful buildings
i Milan.

ar @ Goserrs Susaanoos, Casa Castighiond. Detl of
deor. 1901, 47 Corso Venezia, Milan,

w2 @ Gromrre Sopranvos, Casa Castigliond. 1901, 47
(I:I :Vgﬂm'. nail.n

Sommarugs devigned s aumber of buildings in Milan,
Barnico, Swesa, and Verese in o peo-Barogue spirt
quite different fom that of Parterna Baldizd, Evncito
Basile, and the tendencies of D' Aronco—partly Se-
zesion and partly orientalist. Everything about this
badldhing is resarkable, from the rusticated masonry
supports at the base, which stamd up like monoliths, w
the claborate workmanship of the wrought iron by
Giowanui Magnons,

23 & Rapucwpo p'Amosco, Central Rotunds. 1gog.
TFurin Exhilsrion.

For the Turin Exhibition of 1goa, 1" Aronco deslgned
& series of buildings in which an Ovriental touch
mingles with Ihmudlmd-‘&@:ﬂmmtu A con-
temporary  critic described  them @ “lrapesoidal

24 B Raseonpo p'Axonoo, Pavilion of Decorative

Arts, rgog, Turin Exhibition,

The functionaliom and rigor af the lines of force,

wﬂmiﬂprﬂiwmwlgnﬂlndﬂﬂhhﬂ,hw
been sencthered under & Mannerist décor—ioo
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tvies, bath deplay reminicences of ancient Scottish
The Library Wi, which & ten vears later

a masterpiree of the whliza-
space.”” The bald, dramatic
ter of the w is emphasized by the three tall

cting windows | e the varows levels of the

Remwme Mackegrosi, Hill House
rh, Scodland

Ihis country house outs;

sguw b remminiscent of
the fortified howses built in Beotland in the sixieenth
ough windows have replaced loopholes

i are made to decorative display

Wik COCESS

32 @ Cn
Sclioed of Art. 1By - Crliggrms
In

Les Rewsie Mackoirosm, The li|r.gi:-u'

g & new impets o the art af the irooworker,

3 the pri vailing appsetibe

= he designed unosual,

e '\-'.'1IHII|I:h| i

n this facade

33 @ Orro Wassen ]l|||--||4| 1 ||r|-='|'g1"\||ru| Station

antd the decorutions of the !l:n]:.rl'u|

in Vimna were by o
fior the g or
ittle building at the side. A large
mwingg o was st the severcign’s disposal a8 =

parate room for his soite
ure, wil

IfsCroE 8 CAT

MEOLOPCAT Wi in

, el cur
Seressdon

34 @ Jossrau Mawes, Ovnnsow, Exhibiition Hall of the
Seveaion, 18g8, Vienna

I'he Sexesion baikding is one of the key ma
Art N

siylized | =, i g e by three gorgos

ity of

Ihe fagade, with i shmpl oration of

i i
a the gilded
upeda is i the shape of a trimmed laurel bash

35 € Uhrro Waoesr, The Postal Savings Bank, 1gog

afs, Yaen

sazetl by the
wps, and e two monumenl

wrMaxy, Palais Stoclet. 1905, Bru

In tgug, while ¢

pveking in Awsiria, the mch ||-r|_EI.|I|

Mol e wlet was s

impressed by the
sf Halfmann that he commisioned the

r-ypar=old architect to dosign bim & cone

phar or cubeshaped architec-
Europe exclusively by a few

ged mio lile. To avoud an

ngly masssve effect, Hoffmann sheathed the walls with

s heets of white marbile®from Turil (Norway), and

teed 1

erw hizlme-

ften the sharp corners of the building, he graced

siermn with lines of chidseled, gilded bronzge. Four marble
vii thie tower

athleies, by sculptor Metzner, cro

ITECTURE

I & Orro Waoxen. The Majolika Haus
The ?A[quiil\q Haus is the are |‘|r]:,|||‘ ol i
the tenants with a well-lit, sssthetically §
The |u-|u+|run;r oeramic decorntion, the g
e make the surm

cither as g b

f lnhmg halconies at each end replace bow windows an a for

97 ® Juzser and Lasegid Vand, Wondland Theater
115, Budapest

This most graceful building is typieal of the transition
between the Sezesion and Art Diécoranif sryles

3 8 Opos Leowser. Postal Savings Bank. 18gg

1gow. Budapsat,

Une of the most remarkahle architects produced by tha
Sexession in Hungary, Lechner designed the church of
5t Ladidas, which is in a neo-medieval style, the
Museum of the Decorative Art, and this, the Postal

S &h
ceful ironwork, and the airily e
el

| BIEGFNiD Jppfy [eeasssd]

=%

1L Vienna
tional buildings in whiclh the arcl

TR 1] proe

eqned at moderate renis
2 balconies at
place Nete tha

wiment which can b

¥ e

| element

Savimgs Bank. o (cade, free of the aliyght residue of
historiciom still apparent in hs Museum of the Deco-
ritive Aris, .'|._-_.|1-.-. P e s eil with laniasy  note
the serpentine line above the third-fAoor windows, and
the way the roofi are hidden behind a ['Idllrl.l'r\.-;m'
|||'.'||'.r ol stone,

99 # Avouvsr Esperi. Elvira Photographic Seudio,
1B 76l now destroved ). Muamch

Augmt Endell was largely self-tanght. He beg
stwdving |J"|i'|-'|1.,||'_-t|'. bt becwme a passinnate i
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of architecture and decorative ars. This budding, one
of the strangest, most Eantastic creations of the Jugend-
stil, was forn down on the personal orders of Adalf
Hitler as a prime example of the mest decadent type of
architecture.

40 8 UsEsows ARGImeny, 75 'ﬁhl.l.vpen'l.mn: 1904,
Beriim

Before the Second World War, there was o lack of
Jugendstil buibdings in Berlin. These which have
surviverl are of no great quality, The architeet of this
building could not escape his eclectic tendencies; the
facade 5 Renaimance, the doorways medieval, and the
incidental decoration seems w have been impired by
Encell,

41 @ Juosawn Mawin Ovsiion. Erost Ludwig Haos
tiert . Marthildenhabe, Darmstady

In 184y, Dibrich joined Ovto Wagner's office. In 18g7,
with Klimt, he founded the Wiener Sexesion, for
which be devigned b first building, the Scacssion
Exhibition Hall {plate 347, In 18ga, he was summoned
w Darmstadt to collaborate in the building of the
artisty’ colony on the Mathildenbobe. He was o poso-
lute enemy of empirician and pontiess decorative
additions; here, in the fagade of the Ernst Ludwig
Haus, he succeeded in uniting functionalism and

poetry.

42 @ Josern Maws Ovswch and Proes Bootess,
Reflection Pool 1go, Mathildenbahe, Darmstadt.

The shimmering pattern on the botom of this poal ks
deliberately designed 10 mingle with the play of light
on the surfnce of the water, The pool b one of the most
sueressful features of the entire Darmstadt comples.
The robast bt elegant pillars are nicely congruent
with the grm—rl] rir:,r'rhm of the I'.mll.rhng\, and the Littde
Rumsian church in the background strikes a lvely note,

43 & Prren Bramess, The Avchitect's Howse, ) goo-woi.,
Mathildenhthe, Darmsade.

In the setting of the arists” colony #t Dacmatadt, buile
under the patronage and with the supportof the Grand
Duke Ernst Ludwig of Hesen-Darmstadi, Dehrem
designrd his own house in a style mmplrt!l.‘y i.hdcpm:]-
ent of local tradition. It n as bare of emament any
of the Edinburgh School howes, and by wing a
pointed arch, the srchiteet bis succeeded in ghving the
front, with its vertically separated plancs, a quisi-
Sluvoruc grace.

44 @ Jomrrm Maria Overion, Hochecisturm [Wed-
ding Tower). 1oo7, Mathildenhdhe, Darmstadt.

The Hochseitwwrm at Darmstade, overlooldng the
Exhibitin Hall, terminates in & mofl shaped like a
hund, symbolizing the marrage of Grand Duke Ernit
Ludwiz amd Eleonore von Solms-Lich, The oon-
struction and decoration of the entire Mathildenhibe
comnples, inspired by the example of Baillie Scott and
Ashhbes, was designed by Olbwrich, Behrens, Christinn-

wert, and Huber, The average age of this group was
thirty-twn; the youngest was anly tweniy,

45 ® Bowann Wittias Goow, The White House.
1. Tite Serect, London,

The White Howr was dengned by Godwin for James
MeNeill Whistler. The architert and his client were
among the few Wederners of that period capable of
apprecinting the singular and rarefied beauty of the
Japanes aesthetic, In designing this hoose, Godwin
defied prthodoy canoms, The windows are positioned
avymmetrically, almost baphazardly, like the rocks in
the gardens of the Ryeanfi in Japan. The rain guiters
play an aesthete as well o & uiilioarian role—they
connect the surfaces of the facade hormontally and
vertically, We are reminded of Loos and alse of Le
Corbusier. (Unformunately, the building has been
greatly altered, and the architect’s original design
somewhat hastardized. |

46 2 Evwanp Winiav Goowis, The Tower House
188z, 46 Tite Street, London.

Eansmous bays bet in the light, and bow windows with
beaniful propertons stemming  from their design
banish monotony [rom the befi wing.

47 2 Cmarres Hangmon Towsasn, The Whitechapel
Art Gallery. 1897 -g4. London.

The Whitechapel An Gallery and the Horniman
Museum, both in London and bath by Townmsend, are
examples of the adaptation of English medievidiam o
Art Nowveau—plain surfices, round wwers, wide
mhﬁqﬂpmmmmwm
objectives had been obtained carbier by Sic John
Soane in England and Frank Furnes in Philadelphia.

4B @ Uniamers Fravoe Assrsiey Vovsey, Homse for
Canon L. Grane. g7, Shacklefnrd, Surry.

Voysey's work was not pevolutionary; he was never-
theless the virtual Jeader of the new schonl in Britain,
Like Boito in ltaly and Berlage in Holland, he was an
innovaior who at the same tme respected all thae
was bext i his own national tradition. Where he
exeelied was in the handling of details: arches, mold-
ings, the pitch of roof. His art i related o that of
Frank Lloyd Wright, who pablished the designs of his
first prairie hovses ahout this time.

49 ® Husev Rucaroo, 8 Addson Road. igob-ag.
Londan.

The general appearance of this house places it in the
historicist style, but by reading between the lines of the
—tall bays, and the vivid note sounded by the flanking
panels bearing the house number, and, inside, the
arientalist wall tiles by William de Morgan.

50 ¥ Csaries Fuasom Aswvesey Vovssy, Hans
Howse, 1891, London,
In additon o his architectural work, Vioysey was pas-

37

of it dm:m—unl:qun in the front
novwhere ehe b functional. Baillie Scott
‘Vopsey sschews the tiresome method employed

 forms; thus be avoided the deplovable effecs of that

architeciure.” For his roofs, Voysey com-
“ﬂpmﬁhlhu;dumuindwi.nduﬁﬂ!umr-
pounded with carved Bath stone. For exteriors in the
eountry he recommended a rendered finish, o protect

 the brickwork sgainst beat and dampnes.
5t Cnanies Rosenr Asanee, 3 Cheyne Walk. 1gog.
London.

walls had 1o be thicker at the beotiom 1o support their
proparticns of the slight curve of the enceinte, which
s echoed in the coved cornice at the lnalding's wp.

56 @ Louvs Suliivax, Guaramy Building. 18g4-935.
Buffalo.

This bs one of Sullivan's masterpicces. Combining rigor
of line with graceful orientuliss and medieval deco-
ration, i has pow beoome o histocie monuament, (In
fhe Uindsed States there are siow collectors of buildings;
thus, the Monadnock Building, for indance, i now the
property af a member of the Board of Trustees of the
Art Instituee of Chicago, “We don't buy Renoirs any
mare,” say the som of old Chicago familiey, “we
inherit them mm grandmama”) The Guaranty
Banlding i halbway between the nincteenth-century

Charles Robert Ashber, architeet and wrter, founded
The Guild and School of Handicrafts in 1888, Thix
bualding designed by Ashbes is typical of the new

- British architectural tendencies. Ashhee was one of the

i

European supparters of Frank Lloyd Wright,

5= @ Hesvrix Pernes Bracace. Inverance Company
Building. 18g3. The Hague,

A building that illustrares the preaccupations of this
Dtch architect, He respected his' compatrion®
love af wadition; at first glanee the building resembles
those of the Duich golden age. At the same tine he
abserved complete functionalism, wing wide, well-
lighted bays and aveiding monotony by means of

i

Museum af Art, New Yaork
This house still stands on the suthrast corner of Frfth
Avenoe and youh Steeet. Teis a Ren imance affalr very
similar we those ad tie Parc M in Paris
during the saine period, and exemplifics the taste of a

and Frank Lloyd Wright were to folbow.

et cial bulldings, mich a H. T Richarchon's
Schiller Building and the Marhall Field Wholesale
Store, and major twentieth-century buildings. “The tall
vertital travises—aof which the first weer in Europe wan
Paul Sédille (see plate 76}—give the building an ap-
pearmnce af lightnes.

57 @ Loum Sucivas, Albert W, Sullivan House. 18ge,
Chicagn.

The fagade, half anstere and half ornate, of this small
heruse which the architect built for his brother, was
ocenpied by thee archiveet himsell from 1Boz w 18,
The house is modern in character despite i date, Cne's
atrention i caught by the simplicity of the lower win-
diw which lonks cut on the street. Che can also detet
Sullivan's preference for - orientalist decoration, the
Saracenic Style dear o Tiflany. The howe cost
$ 12,000 to build.

58 @ Lov Svrarvas. The Bayvard Building. 1857-08.
B5-Gg Bleecker Strect, New York,

This i (he only buellding by Sullives in New Yok
Gy, Tns lean, ebegant lines and ity perfeotly intrgrated
orientalisr and medievalist decoration, make it one of
the fineat momumenis of American Art Nowveau, The
wverage cont of buildings of comparble sze at this
period was about § 400000, The ground foor was
Hsced in white wone & few years ago, therely destroy-
ing much of Sullivan’s decoration, and ruinmg the
arehitoctural unity of the building. A sad atrempt s
modernzzing o masterpiece,

58 & Hemay vax oe Veroe Bloemenwerf, 1805-06.
Uecle, Belgium,

At the age of thirty-thres, untutoeed in architecture
and working by the light of nature, Van de Velde built
his cwn hoose at Uscle, near Brossel. To present-cay
eves it s an i eountry home, but contempo-
raries thought it revolutionary 1o the point of irritation.
When Toulouse-Lautres saw ity he observed, “Diread-
full MNever saw anything like thai before! Really, the
anly decent parts are the ones painted in whate enamel
=—ithe bathmoom, dresing rooms, and the nursery.”
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6o @\ g Homra. Mabkon du Peuple iy~ in historicist costume, With it facade, which = a shrmple

B s clong et Ia:h:]-' rlem

L li fn icep it that Horta ts bell tower, which & sol
ras [ A thuis any hill in Deamark—and (s pleasant color schegme of
elighifal and linct . ¢ ir ad white sinne with warm brick, this building
T T el CAHELLT elude VRAE IS
i i i £ CIHISIHE
5 b i TR Appidy wit Err pport: b Huemsan Grearpinisa, Amsias Lisnones, and Eierd
I I'he fundamental sirsctore Sasmyen. The Finnish Pavilion at the Universal Exhi
1 lding unfald like & melody, In bnti Pari
i H s ched sdy of & i cal career o I'his Fp expresses the paosetic and artistic asplea-
mic Bin and in it own day the Maison du Peupls tions of Finneh mation. [t was, however, Lo
wai as siriking and unusual a8 &8 work by Debo Sparre, born of & Swedish Gather and an liatian mother,
=l xngperaiedly all codum and substle network who ratmred the (olk-art traditiom of Finland 1o kie
l i gt in Y wses, plantlik niher
amalgamare technical  fulfillment  witl raamental 67 @ Hemwax Gesprpms, Anuss Lvnowes, and Erm
! plate By g iden Osakepank (The Morthern

desteoyed ), Helsanki

of this building o

il uapir.-u'm
wncient local legends with the daring the-
ez of the vnonger eeneration of Finmnish anchitects.

68 2 Hunman Gesprpns, Axsas Linocaxes, snd Eom
Saanees. The Folgola, 190, Helsinki

The Pohjols, one of the medt charactesistic Ar
Mouveau buildings in exivence, rives from & massive
stosie base fike theme aserd by Semmaruga ;o Malan.
The pleasantly stanling decorstion (Jess well inne-

grated, however, than that of Gawdl or the Iialiam) &

based on a symbolism comprehensible only 0 readers
il the Keleralw: Pohinla, the name of the land and the
of the north { Lapland} and Kullerva, the 'Fp.iﬂl
over the en-

I'he names can be

rgon. Brsssels

=== Sal.

uls inhabiting the forests
1 squirre The hullding

an

W O Ay

a
ar v SmekuTEl, Byabuhinsky Howse. 1005
v |’ ih
Y O "  glance irl, who alse built the Yaroslavl Stadion m
":r,'-l'..ﬁ-_'i the art of the Sexcssion ablmost
et s ) et into Rassia. The siocky, powerful hnes ol
fig MamTiy Nve Dnterior af the Kasdhas, 18y the porch are the only concesion 1o Muscovite wrchii-
igere. Copenhager tecture
Here, funciion takes pre P r decoration, The
nierior of the bulding was designed by Nyvrop, Wenck, g0 @ Sewcul Maiyverviv, Hoase O i8go. Talashkino,
and Vischer {wh t the Hotel Bristod, Copenhagen), Senodensk, Russia,
iful = |eas ivecal than the foads Princeis Teniheva set up a cralt center at her estate
il ‘Talashiing aro vign, “There, professional artovts
fi5 MasTmy Nyvnor, The Randbuas o8gg-1g0a anl the prasamts w invited tn prve free
enihagen talents in woodworking, the illumination of man-
Lin INAERTERTETNN.  Pea bl ghl wel £ o e wripts, choral singing, amd architecture—all based on
LT pa : But in reality the archi L traditional sybe The facade of this litde howse in-
ntT o cami il functional cludes a bow window; touches of Sesession influence
il I L] are added 1o vaditional Slav decoratin
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mE barth of Art Nouveau s closcly related to both an cconomic revolation and a shift @

| mores. The street and its countenance—shops, cafés, and restaurants—ithfully reflect

this development and give us not only an accurate picture of the most transitory fashions

hu[ .hlhll a ||1||u1'..'1||11-_||.-|--||||" illustrations of the life of the ]:l'llIJ:‘" for whom these fashions were
inl::ul'|'.|'||.

Large department stores made their appearance in citics well before the end of the contury
Zola, in Le Bowhewr des Dames, traces the history of one of these giant establishments which, like a
many-tentacled monster, reaches out to devour the surrounding shops. As
quarter of the nineteenth century, small businesses were threatened with extinetion, but it was

Lk hr' a j;|u.l|-||u|'|l deatli: Ll.l\.il:H ol the thiroes of ||n--.-|||

On and tryving (o adapt W e

1‘1;-||-:|if'[l-1|'§1 ':[:|.||| business was sp .,l(lll-illl.:.' reanimiabed, and Art Nouveau |i|:|.I H |:|||_:|' par

in this. When the initial Pamnic caus d by the opening of the g stores ha | elied dow n, those small
ones which had not vet been brought to ruin by competition understood that they still had a
chance for survival, provided they made a new start on a new :

Standing up o these threatening giants forced the smaller businessmen o make thetr es-

tablishments attractive, o give them a cachet and a pesonality which would make them stan

out against the standardization and anonymity of the big stores. There was no future for thoss

modest little ~h-:.-r|\ whose very humility and reticenoe w a puarantee of genuine poods and
service. Small blsiness had o slough off its Victorian modesty; o win customers and influence
sales it had to catch the eve: it had to charm women, tease them into affection, reassure them

lelt posters and

This meant having recourse to evervithing that modern decoration could offer. 1t

billboards o big business and used s own window displays as a publicity medium, abandoning

quiet colors and adopting the wavy lines and the new materials (notably ceramics) as o setting
for its goods. Better to take the nsk of being a bit shocking than to blush unseen
It would be a mistake, however, to regard this ransformation only as an economic rescue

aperation on behalf of small shopkeepers; the artists who conducted it were impartial and served
large and small alike,

Al their disposal was a gamut of new materials and forms which they could wse very much a
I||.|'f.' liked. A ||i|_; '||'.|||'| Wiis -.'ir1|i||x i lramework or skeleton whose (esh and blososed wers |'_-i||'-
more by the wares it :liw;_l|.|'.r-|: than bv the materials of which it was built. The eady twentieth-
century architects treated such a shop as a cage of iron and glass, freely meated by the light of

il.‘n}", ."ill'|'!l|"r1:|l|r|.|:|-1 decoration was out of the question there was no longer room for sculpiure, an

lF'II' h1Ji.|rtiI.il" malti r|.|L-|_ L Lk |.:'|'1 fgia™ !|.u1 o evince 1|||'i| TS Mnaimiental valii | i
smaller establishments, wooden window frames with ||||.ri|||_ seductive curves, were an importar

part aof the |-..'n;:'1|'||"_il'4\'r hecause I|il."§. -ll[l['-l-r1r'-.| the |_-;| 158, Glass had become a prime factor t e
Ii.L;!'II wis reflected from its decorative pancs, which might be either enameled or engraved, and
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codor was added by coeramics and g tals =||I.‘|]‘.l|"5 cut from sheet 1'|"|]'3||‘n‘r WCINE @ AP i.:t lavorite ).
'H]I'_:.F. fronts took on a lightweight brilliance, and their varned, gr.LL'rElﬂ r:ql'.'r“:. broke up the
monotony of the streets

Cafés and restaurants, which mean so much in the lives of city dwellers, were a fertile en-
meeting place of artists and writers, and
1ous, it had its own regular customers and its own specialty. There were Symboliac
calés, Anarchist calés, |'|.|.I||ri‘l'1 cafis, hterary cafis, not o mention the humbler ones whose

vironment for rich, fantastic growths, The calé was

il 11 were |

mames were legion and which, with their [aience-tiled decoration, were [JIdLn | lq:l'ugg_' and
cscape for the miserably housed working class.

It was i nportant for the cafs and restaurants to preserve the character --1'il'|l:i1'rl.ll"!. which the
ps were losing | cafés oficn retained a2 modest exterior, but the interior was sumptii-
ous. They wok advantage of every technical advance : the effect was based on the use of rare and
exolic woods, with inlays or incrustations, surrounding mirrors or ceramic panels; the supple
branches of these [rames reached up to the |'I|.||||_1 which was |l'|'||_t]1:||i|.5. ol stained I;,:-h-'e. The
|‘|.1r:.r||:'-. Aand 1!n|»|‘1-|'--:.1'_|'-\. an |‘|c'¢.r1 wire often |-1. r"||'1,||, l‘ll'-\.il_;ru'l‘i baw 2l ||1|' r||r' i'h(lill hrunjwnrk_

larger

lhese trappings of luxury were not only the sign of a legendary and indeed somewhat mythical
Belie Epoque, but rather one of the many indices of a certain need: the craving for harmony-—a
warm, intimate, and exquisite unity —which is the major constant of Art Nouveau in all i
aspects. Mackintosh's series of Miss Cranston's Tea Rooms or the Ftablissements de Vichy, the
humblest provincial café or the notoriows Maxim's—the same hunger for comfort and a unified
:il': 0OF 15 |r1;1r1|!“r_~: CV vwhere xn,ui_ shaws |1r| #5 A COmMMmoDN 1'.1|,1||r 'th '||||, mosl |.‘“<'|_'|p1_rﬁt|: contexls.,

I'he big hotels likewise went through an Art Nouveau phase, and this was a progressive step
in the development of their furnishing and armosphere. Some hotelkeepers had the vision w0
employ decoratars of high repute ta refurnish their rooms and public salons.

Preocoupation with hygiene and cleanliness was another noteworthy feature, Finms of deco-

rators and furnishers strove to provide pleasant hotel bedrooms, well lit, comfortable, and easy 1o
look after. They chose simple fumniture, upholstered with washable fabrics; “‘practical” and
“comfortable” became their watchwords, The guest was no longer shoved into a bedroom which
he might or might not like, but had, in any case, to aceept; the aim now was to make the room

It his needs so that, even in the neatral territory of a hotel, his surroundings were intimate and

[riendly

Iheater fronts were modernized, and inside, the wraditional red plush and gilt stucco gave
way to a simpler décor. Without these changes the theater would-have been doing itself less than
justice. Theater-going was plaving an increasingly large part in the lives of ordinary people.
Never h
also in the middle and lower classes, The theater became a “cultural activity” ; at one time 1t was
important o have been seen at the play; what mattered now was o have seen the play. Pro-
duction and stage-sets took a new lease on theatrical life, and acting swong away from melo-

plavwrights enjoved so large an audience, nat only in the upper classes of society, but

Iramatic pomposity to become more spontaneous and natural,
There was also theater tzice the theaters. There was a remendous vogue for the saff

red chanfant, the admirable smbres clnoises of Henrt Riviere at the Chat Noir, and

g0 on, Cinema an dance must also be mentioned. The former developed rapidly and became

the leading form of popular entertainment. The techmique of the second was profoundly rev-

olutiomzed by the innovations of Loie Fuller, Isadora Duncan, and Ida Rubinstein.

J| IJl'( AlTE |..u|1i|_..1ﬂ | Fil] |'-.|,!"_kuj||;"_ 1L was Li:hll!lli' i|:| lhl‘ new .1]}|J-|'.'.1T3I1l'l— nl

The new acs

[Feels .|JII| ubway '.|::i--|'-. i1| “E!lli.‘.l:’ ;|:|-1 >:|-.|[|1 .I.|a|:| .|34|1i|||1'1l'.l'n‘-..
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O & Juuss Teerer, Decormtive panel in the Restaurani Julien [afe we plate B6).
pigon, Paris

Duiring this period the figure of woman, slightly orientalized, was one of the fivored motifs
in decoration. Here she appean as a pensive lemptres on one of a serdes of large pancls
executed in enamel and YAmerican” glas, Enveloped in a concealing robe [and her own
miysterious atmospleere), this visitor from the dream workd belongs &8s much to the vegetakble
kingdom as to the human. She is @ sister of one of Mucha's figures [ plate 2y ),
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71 @ Usksows Ascrreey, Burbershop, 1gog. Pesaro.
As everyone knsws, the borbiere = a key Faure in
everyday Italian fife. The styling of his 1|||'.lp reflects,
Liecause it has w, the e of the times, Here the lines
af the architrave have been interrapted, the symmetry
broken up, and curves wnd edadies have been introduced
everywhere, 'l he resali n r||l\.ta||.r|}' rebated o the
Barcsgyuee

72 @ Avenosse Muoaes and Avcusre Sever, Jewelry
shop of G, Fouquer, C rgor, 6 Bue Royale, Parm.

In his choice of decratars, the jewder Fouguet dis-
phj—fd e murh hlnnt as il j.rww:ir]' dr:l-mm'.n wlarme
Wik Ib: d.“]Jln.'\_rrﬂ'. Rr'nr' La];qut, PlIiJi.liz \'lru]!'rh,
and Emmanuel Jules Jof-Dessomps, His shop was
stybed bath imside and out by Mocha, with the collabao-
ration of the sculptor, Scyse. No sign conld have breen
as cffective as the shop font and window displays in
'HJEH'.‘I“'II.H the hranl'!.'. rariiy, and ||pul|'11rr ol the
artiches lor sale.

73 2 A Moviims. The Cald Amevicain. (1 1goo, Pari.
This caft has lost pene. of its 190 charm. The carees of
the woodwork are demare and well behaved ; the xpace
above the el is adorned with Bowess in peliel; ot
very rﬂ;iwl details include the way the Bowery desigie
on the plate glass nterrupe s rassparency, and the
supple, open forms of the leoering, which s cxecuned in
crnaieled glass.

74 B Coanes Revwme Mainowtoen. Willwe Tea
Koo, 1gag. Sanchichall Stroct, [-'I.a\grrw.

Mackinwah deagmesd this fcade in o compleiely
modernist spreil, Sober dedgn, besuill propontions,
andl the straighe line are i oommand lere

75 8 Usmsows Freeson Arcuericr, The Michelin
[:nrq.;;w .. London

Thi bullding belongs o Art Nonesan becawse of it
decorstion rather than beeause ol the design of s
fcade. The wll central arch, surmounnted by an archi-
trave and flanksd by pilisters, is a very [ree translation
ol the la rge stables of an earlier day.

76 @ Paur Sgoo e Magasing du Printemps. (B81 -84,
Paris,

In the construction af this siore, Sédille was an inno-
wator insofar as he made liberal wee af mesal and plate
glass Tradivonal fatures, howessr, were 1o survive
fior twenty years or more—the masonry palasters, the
wwags and garlund:, and the sculptured female fgures,
Classically draped, with their lucks againa the fugade

77 and 78 @ Frawrz Jornbam, Mamains de ln Sama-
ritnine. 105, Paris.

In tgos, the wmsh of extending the Magasins de la
Samaritaine was entrusted o Franta Jourdain, Real
nmovations made their appearance bere, as the Hhas-
trationg show. The metal frame of the building has
been left clearly visible, The vertoal and hmieontal

b form a erystal-clear neewark, the angles of which
have bren soltened (especially wn the higher floarn)
with decorative ironwork. Oblosg panels of vitreoua
enamel adorn the horisontals; these panels, glowing
n various tints of orange, carry foral decorations
alternating with the sames of the goods on sale,
and Fr\mﬂd-r a vivid contrasi 0 the blue of the iron-
work. The large pancl ab the wp, carrying the wore™s
name, was designed by Eugine Grasset. The bullding
i erowred by a dome wheose surface b of glas bricks,
and whase armatare is chearly visible, Air and light are
et in everywhere, The architect has used the con-
cavities of the vertical ginders & & housing. for his
ventilation and heating systems. Much simpler than tlie
Cerand Bazar in the Rue de Rennes by H. B, Gution,
the Samanitaine cujoys, & it were, birthright membee-
ship in the world of medern architecture. Scveral
Esctors make it one of the groat secccmss of early
Itmnhrlhvrmtnnl mmmrn‘i.d an:l'l'llrrlun-. i *I:,n-
ration, derved fom the matedial ioclf; i poly-
chroatism; the ornmmental wse of lettering; amd
finally, the sheer Toddness of line,

79 @ Loum Bunavas. Canon Pine Scout & Co.
Dieparument Store, 1l -1g0q. Chicagn.

Sullivan's thoroughly individual sense of ornament i
well demonstrated on this fagade. By coinchdence
rather than influrnce, this is very similar o the our-
vilinear style in vogue in Europe at that time.

8o @ Faree Ronent, Arcade. vgog. Salon de 1A,
Paris.

Iron and gles in architecture and decorathon were &
sign of modernism. They were, comeguently, particu-
larly appeopriate for housing & display of amomabibes.
For the Salon de 1 Auto of 1go4, the firm of A, Ciément
called in Emile Robert, the mos famons speciulise in
iromwwork in Pars at the time, to design this triple
arcade with a broad horizontal band scross the froar.
Thie ephemersl, glowing, openwork type of archi-
tectuee, wo light and fragile in appearance, o very
mugh of the Bl Epgue,

B1 @ Avrewre Peseer, Gamage. 1905, Rue de Ponthics,
Paris,

This cefebrated gurage wis bodlt in the same vear a8
the Magasing de la Samaritaine, but the two buildings
have nothing in common escept their date. Here,
Perrer moves away from Art Nowvedo in search of “a
modern clasicizn,™ He gives 1o concrete that light-
weight, luminous quality which a metal Famework
renders possible; this ficade alreddy cosaing all the
essentinl clements of his aeshetic.

Bo @ Lams Sooex and Warren Jowe, Privatbanken,
1gog. Hebinki.

Thes monsdithic coluttos with their cubic capitals are
i feature of this bank, whose decoration was by Walier
Jung. The whole comstruction reflects clearly the
tenchencien of Finnish Ast Nouveaw: a return to

m

“mmmwmmmgs-ﬁ

‘; -Ib:h Store was built by Mesel in two
ex. In the first part, much we was made of iron and
and the mall windows hetween the pillars ran the

ﬂmﬂhmm“mmm

‘closer 10 Art Nouveau than the scoond part [closest o

the viewer in this photograph], which is quite clearly

‘of larter-day Giothir inspiration.

Ay ® Vicror Hoera, Maison du Peuple. Auditorion,
1847 -4, Brumels,

In the Maison du Peuple [alw see plate fio), Horta
allowed the structural framework 1o remain visible,

:hianmmthulylndwh—
terior of bulldings. This was the case with the Grand
'ﬂﬁ_ﬂuhﬂhmdﬁpdqﬂuhﬁpﬂuﬁw
‘of the exterior. The staircase is a real masterpiece. The

stringboard is supported by light, graceful comsoles,
and porphyry cohunns enclosed in vertical rilis of iron
farm the trunks of these luxuriantly branching metal
rees.

86 & Juiss Treewe. Restaurant Julicn, faterior, € 1900,
Paris.

All the favorite themes of the period are concentrated
in the interior decoration of this restaurast. Colarplate
11, page 77, shows a detail which is clearly visihle at
the far right of this photograph.

By ® Ussnows Droosstor. Gare de Lyon. Divigg
fevem. 1goo. Paris.

This restaurant interior was executed i 1gou, Nevers
theless, with its heavy arches and their embellishiments
im deep relief, it ceiling cartouches supported by large
figures, it mamive chandeliers, and the opulence of the
decoration, it remains loyal to the bourgeois eraditon.,

88 and By B Louns Marmez and Liox Sownsen.
Rewaurant Maxim's, 18gg. Rue Royale, Paris,

This famous reseaurant was completely renovated oo
few months during 189y under the divection of the
architert Louts Mamez, with the collaborstion of the
painter Léon Sonnier, The ample curves of the mirrors
are surrounded by mahogany frames, brightened by
satmwood inlays or decorative Coprper. Similar frames
enhanee the discreet murals, in which nude girls
bathing can be scen in soli morning light. Here, as at
the Brasserie Cadéac and the Cafe Vobin, we find the
main constamts of French Art Nouveau: straight fines
are never allowed to become curt, and the décor is
based on flowers and plant forms,



o

BROQKEYN

MUSIEYN
IARA9=1951










-
Ly PR

4 -4
—

Lt
e —

L e

o= g
¥ i =
W= 4.9
s
—

- L
7,




ol w

» -ur
-, ;z'! .
.r._ihr

T-T




Decoration in Stone and Wrought Iron

wee the frst Aurries of creative '\:||l-sl..1I:|l|JL were over, the new Appearance assumed oy
Pu:ri1 .1,r|_ I:l'||' Art _\--nnl"ilj ]Jl'll d

there, but whole streets and even neighborhoods were in the new soyle

Was |1|. o s8oe NU] | 151 Aan .i'hlll.1'||'l| ||-||ln' |-r'r|' .|||||
.||.s~., viery lew
of the many buildings embodying the new aesthetic were as original, or as extravagant, as the
Clastel Beranger, or 20 Avenue Rapp. They were simply middle-class houses whose architects had
obedicnily made concessions 1o the fashion of the time. However ,l|.:-'r|--l|!- we gain a truer wles of
the new décor of the streets from this diluted form of the siyle than we would from a few ex-
ceptional creations.

What strikes one immediately is the abundance of sculptured vegetation: |

lowers, fruat, and

foliage are everywhere. Not one species per building, but several on a
bination varying from story to story. Surprisingly, the resulting impressi

facade, the com-
1 s one of unity, In
some places, the leaves melt into the wall, losing themsclves in the stone; in others, the wall itselt
seems to be swelling with sap and bursting imto vigorous growth,

It did not take long for this wave of vitality to reach other European countries, passing from
Catalonia w Daly, and from there w Germa
preferences in the matter of orname
it chara ]
well have been the pace-seiter in this—and an evident Iondness [or bay or bow windows, whether
with undulating outlines as with Gaudi, or rectilinear {as in Scotland, Austria, and France), in
the work of Perret.

Ihis decorative stonework s partnered by the wrought-i

And although every country had its own
t, Art Nouveau buildings of all nationalities display com-
istics: an abundant use of sculpture projecting from the wall surface—Ttaly may

nn ti.:llll-\. .1'|-:i |J.1|-.|-.'|e!3 .\}:i: II.
blossom with an even greater freedom. In France and Tialy, the dominant style was - with
results often very similar o C:gh“'i'!ll!lviI'||.|||.1'\ wronwork, The CUrving lines ol |k'!q|.1:| Art
Nouveau were admirably served by iron. Belgian ironwork, from which Guimard in France
drew much :|'|,=.]'|-'u-.=‘1ir.r~,I made such play with the interstices between the iron and with the st
pleness of its lines that it created, both cutside and i
almost fluid, and VETY characteristic of the rgoo aesthetic. A curious feature o be noted is that
the designers of the Glasgow and the Sezession styles, despite their preference for straight lines and

nside huiil.l.'m_-;

2 new kind of Space

emphatic angles, allowed wrl-'.u_:hl. iron to remain as sinuous as possible Finally, & |:||.||,- apart
must be made for Gaudi, whose work belongs to Art Nouveau but nises above and beyvond is
limits. Until he embarked on his cubical phase, Gaudi decorated his structures with strang
metallic efflofescences, disturbing forms, like dragons or monsters from se
side,"” things from a dream world rather than items from any esiabl

But it was not only ironwork and sculpture that composed the new décor of city life, In many

imaginary other

e repetr tory of ormament

capitals it was under the surface, invisihly, that the sireets harbored the great novelty of th
century—the subway. Stations and station entrances, both of which were made

mito true work



) DECORATION IN STONE AND WROUGHT IRON DECORATION IN STONE AND WROUGHT 1ROM

Usnkmows Arpcarresr. Pharmace (G |_.—-._1;_;.
Deouvres la D ande, Calvados

Art Notveau o Franoe was nof o

of art by Guimard in Pariz and Oto Wagner in Vienna, sct up & new pulsation in the arteries of
the city, Glas and cast iron were combined in hitherto undiscovered visual forma, .&uiiﬂ.hl‘_.

of this revolutionary means of transport

nderlining the prese to Paris. The movement also spread to the provinces

witnieas this huilding in Mormar with i flar facade

ge 2 1 MY Cilass anid meta atceArt Mouvean. Consisting of o delicate tracery the ground floor and first fic which have been
i L yial Streel, Now York hueh pomilnnes gecinetrical with botanical slemenis, e v WHErewEr pammil I'he beautiful

| v i attribuned Tiffany this ornameniation owes much o the Byzantine, the Aowering lines of the monwork should be an wel

It pulence overhangs the door like a pro- Celtic, and the Late Gotbhie art, a4 well a3 1o that of as the anachronisic Renaisance d the top
Livie i |, contrasting with the beavy balcomny mnd William Morris. A1 the same time, it iy perfectly Fhesr

Oy riginal

1 09 @ Wasos. Door. 1906, 24 Place Félix-Faure, Pari

LK Lipvan. The Bayard Building, Mmn Far, fuig temd, full of movement, i frcam

il gh. 65 60 Bleecker Street, New York wiell-defined roats, Frame the dooe af this building. Th

gla limig e rroumnd R wis redaced & Tew LRI |.|.J.||-.:||L; curves are echood in the irenwork af th

plate 58], this magnificent doorway door itsell, but in & more delicate and airy way. Th

rew Carnepie, now houses the Calu

| uf Sockal Work

untouched. The same st seen in At Has retained ihe e |I.. ic vertical ars over ame

the O usranty around which the tall irises go wre ne their Wi

and orosmeniati

L bere, where dense, carved ! o . anal buds shoog « reely all over th
gt & Famr Dierme. 276 Boulevard Haspail. | i foliagr and the thousand-and-one combination of surface, underiiping the aaymmetry of the while
Pari the volate celebrate 3 joint tricmph of exuberam )
Derrd was abwsvs the sulpior of love, From the lesign g avsEppr Som I Clisa D
Chapdteew der Baisers 1o the Fontomee des Amours, with o wl. Mlila
g series of Pard the 85 @ Reng Langrr, The Artists House. Doarsay, BFoias irom gate i symptomatic af the pas
ender pasiion is m the I g0 Conars la Reine, Pari renewal which swept through Europe at th

are For the decoration of the hoase which he dosigned for I'ihie sutketh century, Here, the desi

al the v

himsell, Lalique chose the pine e 8 4 motfl A y purpose of the of rwisting the

unk rises o cither side of the fromt door; seme v this way and

rigorous vertical compy T wa

g them wi

wiches have been ped  off, others spread om that like ribbons, and mingl vislutes,
against the wall and melt imto it in a softly modelod fuwers, and short horzoptals. He has deliberaiely
gradats Wi t being interrupted by the e denvwd the symmetry and regular rhythm w h

. bt has arranged

fuliage i

ntinued into the expanse of glus, W

undoubtedly see here the keen

vation of nature of which this ar

was 90 food, we
slin motier the decnrative instinet and semse of jirr=

poartion which safrguarded him agatnst exeesses,

Evoann Wittias Braxor. Door, 1900, Rue de
Pari

By gy, decoratiom had hecom

ore refine

Haohert,

Tl Avicusre Praner. 35 b Hue Frankbm  feermoai

the oo

[ straaght Lases,

par

and. indeed, t

T d of interl

~ach oo l"""'l I 1 SErEpe

creatie a reclanguiar pallern The

[p=rill .||an ane of the prricel is the sl

wanch connes Laing amd cont TLLTE the brass

wles. But this detall = licate, w0 subitle, as

Iie prass whnnoticed under thae impact o ihe enseimbile

M & Usesows Desoser. Rue d”Abbevil

The tradesmen’s entrance was not overinoked
it was often sereed upon as an opportunity for typical
At Nouwveau decoration. In this example, the lines are

LEArey 4|IH_-|:_ Lhe enges ol the p|.|l|ul s

CUsps, e decoratrd heve and there wit

Mo pains have been spared 1o

traciive as posible.

dominate the work of previodss centuries, preferring to
oiter an illuuon of anarchie fantasy 10 wheh a nse

Cianor o o betwern botancal and purely

incar elemenis,

FlomTa. Solvay Hir
nee | . Halurt

ot @ Voron

Wittamer de

amps Resid
Brussels,

Solvay residence was the moat mclusive con
en by Horta, He de

ilssion ever und \
thing, from the building itsell o the door handles. An

utitanding featere o this sthircase and i balustrace
an admirable picce of ironwork. Its design, derived

I vEge

I'he only aspect of tf nt which Horta has kept i

the orgs e, the dyna

ur o

1c movernend

which ke tramforms into a pure
ol &
sbundantly. At the s

haw

Y AIETA, e

ey & sk i

in the

il coanpe
in the werk of Horta, He was o

dernratiee eélfect, notably in the &

hotase b biadlt for Baron Eetvelde

TN | I'he Dakoia

meniy, Can-fron Hefgr, CL BH. 1 West g0

Mew York,



04 DECORATION IN STONE AND WROUGHT IRON

Until sbout sBoo, America’s attitude toward Europe
was provineial and subordinate. She always adopted
Europe"s farhines with a time lag, adjisting them to
meet her own oceds, bt ill.iﬂdlin"; few herselll 1t s
iherclore not |ul|.|uia.ii||| i see on this New York [:-h‘,-'
building (ome of the first apartment houses built for the
wealthy) this decorative cast-iron motif derived fnom
the Renamsance, consisting of & semi-herm flenked by
pwi dlragons.

1oy @ Hemwax Gesoows, Asvas Lvoowes, amd
Eomt Saaxmven. The Pobjola. Staicase 1go:. Hel-
minki.

This sthircuse !h‘li“lﬂ'!. for the E'nhjnlq (e phtf {I‘J!
antedates thow designed by Van de Vilde (e plane
tofi} and Perret (35 bis Roe Franklin, Paris]. Tis plan—
all ﬂming Hises withoot a single straight oee—
recalls the p'umﬂ:rinu architectural thought of the
period, At the same vime it has & baniser railing of
astonfshing simplicity and sobricty: ne (dowers or
undulations, just a straightorward reoumgulic oo
network. The aryle of the lamp standards on the land-
ings is a loog way from thar of Horta.

oy @ O Wanser, The .\h.jx,)]:h Hops. Elrdalor
ﬂ"c'l.r.l:. I.qlu.\-']:nmn_

Om this pair off gates the architect has repeated he
motif alveady wsed on the stair raflings. The sealks of
the srylized fowers are armanged to form the necessary
grill. But tradition, deficd i the lower half, resppesn
in the upper, in the form of the vertical bars scros
which the ornamentation has been applied. Lo spite of
their novelty and attempied orginality, these gates go
hack to the safl hgh.h.- trmacims tradition of the rtht-
venth cenlury, P&rhqn uuly men lihc'.m.-h, Guimard,
ﬁl'.ldi.inl.ul.'h, aidl Perrel suceceded in llhwiilg it T

1o 8 Unksows Dencwer, Elevator Cage. C. 1900 71,
Leningrad,

Elevaiors were in commmon wse in Evrope from the
beginning of the ninetcenth century, Chiginally
hypdraulic, they were, by igan, more aofien slectro-
bydraulic. Ther gates, whether merged into the line
of the stairway or treated as & separaie feature, gave
desigrer: & new theme on which to exercise their
imaginations. ln this Leningrad building the designer
chose a plant-form motif and developed it symmetri-
cally aboul the vertical median line, Here, the metal
]Jiqn me structural role it s 1i.1|.1|l|y a decorative frmme,
lJlI:M'iilt the artist to use Ll.r;r blank surfpces and Plivy
[reely with the curves.

108 @ Heswey vas pe Veuoe, Folkwang Museum,
Banister. 1902, Hagen, Germany,

Ths almm.dma{ rreation it made of wond qndwruuglu
tron painted white. It wirs a three-dimensional motif
which in itsell & fairly shuple, but as one goes up the
stairs it offers many different combinations of shapes,
continually changmg and undulating, and the cye
searches in vain for the single underlying form.,

w7 B Usksows Deswisen.  Stair  landing and
clevator enclosare in a bbby, O 1go2. Milan,

The fora which invades this lobly in s Milan house
gives ds wine notlon of the unified, harmonious effect
pursweed by certain artists around 1poo. Rather stylized
thistle blocis rise from tall, vertical stems. The
rlevator gates are decarated with the same theme in a8
broader treatment. Plaster, paint, and wrought iron
are combined here in a dicor whosee opolence and
abundance are decidedly ltalkan, Other cxanples,
conceived along the same general lnes but executed
with greater subtlery, possess inexhaustible charm.

ol @ Josees Marin Ounssoe Door. Inlaid wood.
C. oo, Collection Dr. Wichmann, Starnberg,

This i not merely a decorated deor, but one which has
been conceived exclusively as a decorative panel, The
purely ahstract ornamentation, formed by the different
varwtcs of inlaid wood which compose is surface, s
st ms Imporuant as the livde picture at is center, This
bold, unuswal conception can be regarded as epito-
mizing the whole artof the Sexession—simple forms, rich
materialy, and dematerialized, ethereal line drawing.

zog @ Loves Surcmvan. Metal Gell. C, 1808,

This delicate linear design, ofien found in Sullivan's
errascotla ornamentation, is bere vascribed os oa
oeetal grill, It was oo frail to withstand the ravages of
ume; a few curves have been bent out of shape and &
wire has been beoken off here and there, But ais highly
individual character survives, especially in the T-
shaped central ornament in which we can recognize the
little detacbed leaf and the thread-like tracery of lines
whirh ala AppEAr on thr waime -rhi!htr'l oo hasidle
and plate (s plate 19,

1o @ Exc Expsrras. Bronee Door, 1go7.

‘Thit casi-bronme door exhibits the sober, resrained
lime characteristic of Finnish an in general. Here, each
rectanguiar panel represeni a different species of
undersen life, carcfully and accurately delineared.
Although the subjects are taken from natore, just as in
ek of Art Nowvean, the relt i not Art Noavea.
The suhject has heen wed in a different way: it no
longer plays a Foemal and esential role in the en-
semble, but merely Glls the frame, The simplification
and clagity of this decoration point toward more
CONIEMMparary art.

11 @ Coanies Resn Mackesross, Glasgow School
of Art. Weathersook, Wrought iron. C. 188, Glasgow,

Apuirt from Mackinuuh in Glasgow and Harrach in
Munich, few artists coneerned themseles with weather
vanes of weathercocks, This one is at once modern and
thoroughly Glasgew School, with its lines forming o

e @ Cuances Resen Mackmoross. Mimor for the
“Room de luse,” Willow Tea Room, Glasgow. 1904,
Collecdon University of Glagow,

 DECORATION IN STONE AND WROUGHT IRON a5

Mackintosh showed a marked for deco-
rative ironwork, He wed it abunduntly both in the
Glasgow School of Ast and in his tea rooms. In this

mirror we find his characieristically sober line which

repeatedly moves farward, only to turn back on itself,

intersecting
ovah, & typical of the Seottish designer’s stybe.

a1y ® Orrro Wassee, Project for the Wicner Stadi-
bahn. Indin ink and watercolor. 18gH. Historisches
Museurn der Stadt Wien, Vienna,

Although Orto Wagner wsed fron and glass in this rail-
way station in Vienna, and was thereby modern, he
showed hirnsell much less revolutinnary than Guimard,
His station building corresponds exactly 10 the pref-
erence of his epoch for a lightweight, tramsparent
architeeture, with lacy metalwoek and dender arma-
tures. This drawing indicates that Wagner, then about
to break away for good from an sesthetic which waa by
then duted, was for the time being sl very fin de sdcle,

114 @ Hecron Gusesn, Métropolitain Entrance
Ciate. Painted cast iron and eolored glass. C, 1q00, The
Muweum of Modern Art, New York.

‘These compositions in rmetal were greeted with dismay
followed by ridicule. They were about o be destroyed
when a great collector thought of ing onc of
them on his estate, and the Museum of Modern Art in
MNew York made haste to acquire one of the finest
examples. In its sewting in the Museum's garden, it
recovers all the sirangeness it must bave had for
Parisians at the beginning of the century. Then it
framed the entrapee to a subterrancan abys; now it
vands out sgainst the disturbing sudity of & plain
brick wall which sccentuates it elegant lines, The
material is just right for the curves adored by Guimard |
the ample, Auent modeling suits the viscows quality of
cast iron, which discourages sharp edges and curt,
tight-lipped forne.

115 8 Axroxt Gavpl. Finca Giell. Dvagan Gate. U,
1587, Barcelona.

Wrought iron played such an important part in the
decorative side of Gawdi's buildings that he chose o
ke st of its with his own hands, This gate, typical
of Catalan art af that time, attains new heights of
techmical perfection, and its circumyvalutions, powerful
curves, and decorative value make it & harbinger of
Art Nouveau.
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Heating

EPLAGES, which for a contury and a hall had become progressively smaller and less
E imposing, now returned o favor and offered both o edievalists and Art Nouveau

designers a field in which to exercise their virtucsity. En,

rman architects sbrowve

[LR] ||ut|,|-:. one another 1n i b INE IIAgEInaliom i i IFTLEE hre |

& CASL=IFON BlOW=COTmiDiEsLine B wits @ lmost

|_|:1 !"r:lr:rl'I I||:|I Irus Y EErvan bl

universal. From the first, it had been intended o stand in front of the fireplace. Fir place and
imulus to designers. Many artists gave their attention
or decoration; Paul Follot and Tony Selmersheim

lamgndres. Others created a complete setting, including cerami

SLOYE LLIILl.J?'-JI.L"J. A% ad unit mow IJ\.- AINE & §0r
to the stove iself, s
were among those who desgned

(! " o
eKIng U0 Improve 108 shape

tilis, mirrors, cupboards, and o

sper edmings (cornices in the carpenter’s; not th
sense of the word), At present, o |
they are as much sought after as the Mience stoves ol Lorraine

e stoves are out of fashion; perhaps the day will come when

128 B Josers Mana Ovssicse Interior. 19oo
versal Exhibition, Pari

At the Uniw | Exhibitinn of 1gon, the
ETOup wWis TEp i
heating arrangensent was desogne
wtends in the hearth; whai

"IIJIlfIFIJI'l L) L .'li el sl iraiss

Aasrics o

the stove allows

campersated by { s
decorations o sugy Tl
amasing sk rree
r.'.rg.]nrr.~ b r m th i 5 entablatore
decoration and by attention (o comdfort. All in all, o s the overmaniel,
movel combination counterpart o the op

three shallosy, arclied niche
17 @ Ussmsows Desones
Classtes, Freepdace. 1qog

haell to & reir
ityles; examples in
Dine of these wa
F'-j:licd. here. The d

wonden structure rising 1o

appear to

1 Biky
the ceiling;

contain niches above and columna bebow

family scene balance e tall, wide

fircplace. The wis

ale LT T
ilf-u!g;\'.--\h- and unoriginal




HEATING

v Frvwe Desosem Illepiqru 1 G,

i
0
o
&
-

L] i 1l 1 t s f i ! ng
| ull ap and hife. Thi | v wiolic or foral,
’ n eta f I: | v ronin i wi &l the Paris
: crritid et il ¥ =w junt because
p 1 i w of th ancy Sehoal yho, it is helr o a
E vl and solely—a
= 120 R i I, Fireplace i ¥ il vy enrl =" a -|l|1p|1ni-.1|m||
C I | e L 1 il VL WWERE |lr:|l|m: tov the
o g I 1 rricas O i il Scandingvian countries at the beginning of the ceatury
i T alraid oow riake a o sl prokhl What makes them pan of the van aned varied move-
ment of Art Movvesu i the intention to which they
2 | s Cren Fis A a. Private Cal testily : the search for an an at once functional, original,
ectinn, Clamart ancl marional
| | P i 1 1 th i 8 L
ha vas il i, after all e pes g for ex- 125 B Farx and Buosper. Sketch for Fireplace. C.
L g the | e 1 e 118 ek
ili v ol the lorr b | I valors made the stove the central
W {11} 1 11 private house
viarl raard m: i bzt e K i n, and corved
cal [T i Tstern wings of woodwork flank the . creating @ mche
1 i ar to that found o for the fireplace, Each wing emn a sent describng

1

% abwrve 40 that

L quarter of a circle, with

un take hall acds il the heat provided

ded cormer b rendered sill eozier by Dwo

Classical i iration, but the CAINng ask i LEe wonden baldachins over each scat-and-shell unit

Warron, Fireplace. O rgoo, (Wherea-

Walton, this tme i a billaed

STYITTIAEN

ez @\ ¥ ¥ | 5 g N ror | i= suree el wed of opague
| 0 L ks rnating with he marker for
Symbmbism was very nl [rom that of recording the players ins acrois just under the
2 Oulivern EMPope; o 1 pre L CSLAIT & il pece and i lims i W = muwmnbers on a dark
[__ i el egendds i i X he mind make il wakive il
i . L i I 1 [ I Wi this hilliard room by Walinmn,
™ vrried mot by the fireplace it t tap r room by Valling, and the drawing oo by
lj‘ t a lessgmed by Gerl c i A 1, allpsxpres the sase purpose ; the bullder & ao
d e rali al Falk-a i L i place he & Pomnses,
r | B il weve decoration: on the
pper i by Roblis arpet d not only as & piece
I k Dhrar 1 r Bl shed Ly wh right but also as a center of life
ar s B Wiillae hia Plumset, as b piven a form and arrongement
1 I 5 icnalitie ole, d the functon
i i 1 I northern idea ol riicular setting. That is
1 ol 1 il | rackin ent example a0 IMlCreSiing | the
Pl e warth and the bdlliard tahble is
12y seoncE Warron, Interior, C, rgoo, ™o lunger created by th narker and b nothing arbitrary
EXiaIl bl i Whai e natiiral, from the playems’ point ol
I d " | T P ith e, tha ;.__!.:aluj ¢ between tuble amd
pla " cal e li exhsbnis the spindly fire Ihis ward ks bome, & biebity, aml comiom
i den d k I il i at the time; we can even say that it s, n
il A% el Herent 1 itaslf w conoeplion ol
It i i falie favod billiard rooms,
I pea L i it z

“ 1 T T k obtained &1 T, L
= L | i P wrer] e ST
- r n I i light, b ol iiing to be lived in, Simple as this sourruds, ¥ was in

i the ben M u af fact a great novelty 16
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Locks and Fastenings

HE art ol IJI.l‘ Il.ll. Ii.hlt]l.1jl .'|..u| -:|n-|il|tr.! -:.nu'._ ."..|| \u uveERl rk'x:l:-ll'll i LG I|_.- status il ||.|||

I enjoved three centuries earlier. Guimard, Lavirotte,

Sullivan, and Gaudi |,:|F||||1|||

various strange creatures, some real, others imaginary, and laid gpells on them, trans-

forming them into door handles, gongs, or keys.

a7 @ Usewowx Desowen. Mouthpieee of spraking
tube 8t the front door of a house. 1poz. Milan

*Walls have ear.” An Itaban desiguer, taking the
Tamiliar 11'\3.I1I|,l,'='i|Fr.|||\' has replaced the vsual dostiell
with an immense car. Thi decorative matifl m bronee
provides commurgeation between visitor and porter,

An ingenious combination of humor and syl

ral and 130 2 Vicron HorTa. Solvay Realdernce | mow
the Wittamer de Coamps Retidence). Deor Flandla,
18g5 - 1goo. Brasscls

Juast as every French designer eventually worked out his
awn floral repertory, s every Belgian designer had his
own linear style. Van de Velde's line i abstract,
mobile, and aervoun; by contrast, Horta's s more
stativ, closer Lo is vegetalile origlo, I B applied here
o door hamdles whose omial and decorative qualitie
the architect sought to re-create and revitalize. In these
twn examples the handle & adapted o the grasping
action of the hand, and is backed wo longer by a
smooth blank pJ,gt-n but by asubtle weave of interiscing
contours, By mearm of thess and other fixiures, Horta

and

l'lh]:hnu:ll EY |||.|r|I-|u:r Liprar -||,J|'}|I'\. in thie ross
its Fur IJ|'|'||.'u||.r-: EViET hlngm were converted unobirg-
ltk'FI'} im0 essential decorative Metors

g B Lovs Stiisvan. Door Handle, C. rgon. Provate
Uullttl.'.i:l:l, f.h:raqu':-.
S l'aj.ll:iull Ly J.II.J.I.E' LKy

g @ Haisiv Riccanpo. Door Handle. igob i7

B Addizon R--JIII London [alie s plate 45

I'he Litthe English beal shows no v

; develop-
IneEnts, bt it Frows Every where, used & &
border on an extensive escutcheon which is ctherwise

unadorned except for a few butterflies, The practical

English artitude s a1 work. Decoration b releganedd

» place where it will neather get dirly nor get worn

away, but this inevitably means banishing it o the

main body of the elyect, The Prench, German, and

Belgian approach was different

32 @ Hicrox Guiiasn, Door Pulls, Gilt bronge.
g1 i-1 2, The Museum of M
The irregular sl

odern Art, New York

5 and gentle lines of these handles

13

are imviting 1o the hand, but the modeling ia solfter
and less firmly pocenited than Horta's, These owo grest
designers were not the onlv ones who strove to make
At

A arl was

their decora nit down to the last detail

the bemnning entury, the locxsiar

fourishing all «

Ewrope. Alexandre Charpentier,

with his outstanding sculptural wlent, wrned his an
tentdon to it; Ville Vallgr

within the contines of a door knocker | and many othes

e depicted a sad  story
artists with an interest in the applied arts designed
handles and escuicheons

133 & Hausey Riccapno, Plawes for ) s frefies
Il-lll'rl
[hese plates exhibit some of the favorite 1
English At No Snall

triangular arr

ved metal. tgofi-o7. 8§ Addison E

ed leaves fi

metrical |r|-.-:|r.|!-_ af the vermin, and bt ne

arim of the |ll;[\.‘

Metal Kevhal

il Urewoer e

134 B Hexm Grorirann, (lasi

L pgon, Mupegm fir B oaist

ri GGuérard
| R T

devaoratiy

simteenth century




Bathroom Design

o amount of sociological serutiny will tell us as much about private life in respectable
society fifty years ago as the pages of the Countess de X, in her prolix frd
(*"The Woman’s Breviary™ | :

*There are some women who tike particular care of their beaaty ; one can reproach them
only as regards the publicity which surrounds such matters in these days., There are others,
alas—and their name is legion—who have no aesthetic sense whatever and even—cruel
though it be to record—no standards of elementary cleanliness. So narrow is their mental
horizon that they regard virtue and dirt as natural partners, and equate innocence with the
absence of soap and water.

“Certam details of personal cleanliness are completely unkmown to them, and if the mere
glimmer of such an idea succeeds in penetrating their minds it is dismissed at once, with
indignation, as a piece of shameful immodesty,

“So powerful is their sense of chastity that it prevents their bathing in pure water those
parts of the body which a morality, as austere as it is stupid, lorbids them w include in the
same category as the parts which they submit to a more or less complete wilette every day.

“A sad state of affairs for any hushand who loves beauty and the ideal woman.”

The design of bathrooms was slow to evolve. The interior of a bathroom could be laid out in
any number of different ways, vet very few bathrooms were frankly and openly sanitary. Not
only was a room “reserved for hydrotherapy” regarded as a luxary, it was often disguised tw loek
like something else. Usually it resembled a drawing room in which sanitary equipment had been
discrectly accommodated, As the Countess puts it: *“The buckets and oot baths, and the articl
which cme straddles, are shrouded in invisibility ; the Last-named [the bidet] may be permitied o
appear in the elegant guise of a Louis XVI chair.” This is not the only form of expensive fancy
dress which the bathroom mav be compelled o wear. “The bath is either ordinary or luxurious;
in the latter event it may be a sunken pool of pink marble at foor level, with steps leading down
into it, or of Bohemian glass with a gold border.” In neglecting the praciical side, the decorators
sometimes omitted certain clementary precautions; wallpapers with painted patterns and a poo
risistance to heat and damp were frequently used in bathrooms

What we are witnessing here are the infant footsteps of an art which, in the nature of things,
could not grow faster than the social changes which produced it It is well known that in de-
signing working-class houses in the early part of the centary, architects often provided for a
rainwater supply on the lirst floor (bedrooms and sanitary arrangements), and that sanitation
was meager in most apartmenits and villas, “Their cabine! de toilette,” as the Countess relates in hes
deseription of society ladies, "'is so sketehy that if they have one at all they can ke it away with
them whenever they go travelling.™ Servann’ bedrooms never had running water; “the lawer is
reserved for their masters,” and as for the bathtub:

tire e Jremmia
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40 ks one ol the Ioema ol 200
‘Litcde children wake tl

mmoned o perform as
ultimate secrets of those whi
In Europe, hvgiene was
1918, that iz. Most af ¢

 perilous one at that

ex, YWmnlstand. 138

I'he Victora

Vitreous

lers wera
g edletl bowl

sance foliage

Note the name of

L & ) I Bl 5 Ad it } for
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Painting

» the year zo20, it will doubtless seem possible to sum up the many tendencies of present-day
Ipainl.iug by using some simple, general phrase such as “the 1g6o Style." In just the same

way, the appellation “1goo Style” does not even begin to cover the various artistic manifes-
tations flourishing at the beginning of the present century : Post-lmpressionism, bourgeois Realism,
Populism, Symbolism, Pointillism, the Nabis, Expressionism, and the beginnings of Abstract art.,

To most people, “painting in 1900™ probably means no more than the depiction ol a certain
kind ol long-extinet elegance, with an infusion of sprightly gaiety in some cases and of por-
nographic humor in others: Slav-cum-Iwalian princeses by Boldini, pastry cooks by Chocarne-
Moreau, and Parisian dressmakers’ ervand-girls by Béraud. Yet it is quite obvious, and has been
increasingly so since the exhibition beld in Paris in 1gbo-61, entitled Somrees du XA® stdcle
("Sources of the Twentieth Century™), that we have no clue to that deeply disturbed epoch
unless we also look at both Symbolism, with its new interpretation of love, and the then nascent
science of dream interpretation. These reflect more truly the impact of the political, social, and
moral problems then current, and the effects of both scientific progress and psychoanalytical
self-examination.

THE SOURCES OF ART NOUVEAU

Art Nouveau arose oul of Symbolism, and its sources arc as diverse and bewildering as those of
the parent stream. It &5 customary (o pomnl to Piranes and Blake, two precursors who whipped
up the pack of satanic creatures and twilit forms so carclully excluded from the pastoral world of
the Trianon. But are not the possessed women portrayed by Stuck and Klimt related as closely 1o
Diirer's Melewolia, a Flora of Niccolo dell’ Abbate, the Titans of Géltzius, or the disturbang
androgynes of the elder Luigi Sabatelli ? And have not Gustave Doré, Grandville, Brocquemaond,
and Manct—with his sarprising poster Lex Chats (1Bbg)}—just as good a claim to the paternity
of the movement as the Christian Mannerist Philipp Oto Runge, for whom color ttself had a
symbolic value, or as the “Nazarenes,” who played a part in turning religions Romanticism
toward a Symbolistic mysticism which is found again in the work of the Pre-Raphaelites ?

THE PRE-RAPHAELITES AND GUSTAVE MOREAIL

The Pre-Raphaelives, because of their minute treatment of nature {one of them declared it had
taken him three months to paint a tree) and the facility with which they combined the reasonable
and the irrational, had an important influence on the development of Symbaelism.,
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First cousins to the women depicied by Ingres, Chassériau, and Moreau {and also distantly
related 1o Emma Bovary), the Anglo-Italian ladies of Burne-Jones and Rossetti are all the
fwirer and more desirable for being perpetually lost in mystical reveries. In fact, Pre-Raphaelite
paintings and illustrations, apparently devoted to piety and mystical revelation, are really far
mire concetned with sensuality, which Romanticism had banished lrom both picture and word
for nearly half a eentury.

Gustave Moreau, last of the Romantics and first of the Symboliss, opened wide the doors of
the underworld and gave a face tw faceless creatures—chimeras and lost souls-— but did not
cancel out their strangeness in so doing, His originality, however, s to be found ssentially in his
relation to religious myths; he is so clever at exciting disturbing, ambiguous feelings that no one
can say o which element his work owes more, the liturgical, or the erotic, His surprising blend of
cruelty, sadism, and brilliant barbarity, a mixture which had already delighted the German
engravers of the sixteenth century, explaing why André Breton and the Surrealists admire him so
much. Moreau was a Christian in quite as ambivalent a way as J. K. Huysmans showed himsell
to be around 18g5. His painting made him the iconographer of Satanism and the other strange
cults then current (1888 saw the revival of the Rosicrucian Order by Sar Mérxdock Péladan),
and his influence turned an entire generation—rom Max Klinger to Carlos Schwabe, and from
Jan Toorop to Aubrey Beardsley—toward the murky world of dreams, the paranormal, and the
cultivation of sensuality: Heinrich Heine's Lareled, Gérard de Nerval's Balkis (a lily surroundied
by jonquils), and Stephane Mallarmé's Pidnomines nafurels, " Art does not live by will alone,” said
Gustave Moreau, “Everything depends on docile submission to the inrush of the unconscioys.™

Women or youths—men count for little or nothing in the imspiration of Symbolism—wvhether
painted by Burne-Jones, Morcau, Beardsley, Lucien Levy-Dhurmer, or Franz von Stuck, always
seem to be plunged in a dream or trance, and the frigid beauty of their faces never expresses
anything but perverse, furious sensuality,

The difference between Symbolist Art Nouveauw and the other pictures being produced
around 1qo0 can be ganged from the women in them. There i nothing in common between
Boldini's fake princesses on the point ol taking off their clothes in a bachelor Hat somewhere on
the Plaine Monceau, and the haughty, drug-eyed ladies of Klimt {5 plates 175 and 176}, Itis
worth noting that out of the forty-one possessed, hallucinated characters in the paintings we have
selected, twenty-five have closed eyes.

The works of Moreau, Beardsley, and Toorop are a constant reminder of the affinities
between Symbaolist poctry and the various other arts. Painting, sculpture, and the applied arts,
I’1ghu.ug under the same flag at the dme, were r.ru.ly Symbaolistic whenever they succeeded in
giving form and substance o myths and chimerical visions, without regard for the poetic cast of
the subject matter.

In the first section of the illustrations accompanying this chaprer, the reader can judge for
himsell how various were the inspiration and genius of Eugéne Carritre, Maurice Denis, Gauguin,
Van Gogh, Klimt, Munch, Puvis de Chavannes, Giovanni Segantini, Toorop, and others. He
will also observe the connective power of Symbolism, which makes a unified mosaic out of such
a medley of personalities as Gustave Morean and Odilon Redon, Max Klinger and Puvis de
Chavannes, Jan Toorop and Eugéne de Feure, Gustay Klimt and Edvard Munch, Joseph Maria
Olbrich and Frank Kupka.

At the dawn of the twentieth century, Symbolism, in painting at any rate, sloughed off its old
skin, Color was broken up into a mist of tiny particles, but whereas the Impressionists amd
Pointillists controlled this new fluidity by thinking about it in terms of physics, Symbolist
painting and sculprure let it flow and made it volatile, Women and the stems of flowers are
enormously elongated, and bronzes look molten. The arabesques of Toorop and Segantini
herald abstract art; Klimt's bejeweled patchwork prefigures the ovoid masses of Mird; and the
demonologist’s world of Klee is already implicit in the disturbing evolutions of Kupka, F. Ma-
tusck, Riemerschmid, and Hans Schmithals,

Ciassou, in the remarkable preface he wrote for the catalogue of the exhibition Sowrcer du
YX* sidcle [now published in the book, Gatacey fo the Twentieth Century, New York, 1961}, points
out the parallel between Symbolism and man's transient feelings, refining themselves ad infi-
nitum. This, he says, “enables us to understand the resonance produced in German idealism, on
contact with the linear and compositional simplifications of Gauguin, and his ‘will to style,” [and
to understand alsa] the effect of the outsize allegorical performances of Puvis de Chayannes and
Hudler om a Germany still vibrating sympathetically to the memory of Wagnerian cyclones,”

THE DECLINE OF SYMBOLISM

We come next io the psendo-Symbolists. These were Mannerisis who were lost in admiration for
a decadent Hellenism or a witless historicism but who, by a mere or les adreit idealization of
their models, tried to show that they were adherents of Art Nouvean when in fact they were
simply its contemporaries.

The results are equivocal and make uneasy viewing. If, as he may well be, the spectator fecls
baffled by Max Klinger's Fudgment of Paris (see plate 151) because he cannot decide how much in
it is genuinely poctic and how much mere paraphernalia, what is he to make of Mademoiselle
Dufau’s mythological hodgepodge (s plate 203)?

What we see in or about the year 1900 is Symbolism in decline; the virtue had gone out of it.

A hopeless attempl was being made o combine Symbolism and Classicism and thus attain
“supreme expression,”’ a lendency which appears in literature with the last words of Henri de
Régnier, Francis Jammes, Samain, Charles de Guérin, and Madame de Noailles,

Mannerisms topple (like the Biblical Gadarene swine) inio an abyss of the worst vices of
petit bousgenis grotesquery. In the mad race for gold medals, artisis ground our an enormous
number of chairboys, pastry cooks” apprentices, ecstatic communicants rolling their eyes as they
imbibe the consecrated wine, and historical groups, such as the conspirators of Ambaise, In
Europe and the United States there was a swarm of pseudo-Symbolist artists who, in salons and
academy exhibitions, sought to satisfy the customer with infernos peopled by corseted and hated
ladies surrounded by grinning demons, Some of the paintings are so silly that they come full
circle and are comically charming, in the same vein as the fllowing scene from the biography of
Madame de Cliarmailles:

“The undulating, twisting torsos of lower-maidens emerged from enormous blulsh lilies;
tresses, whose intredible golden hue hovered hetween mahogany and cgg yolk, surrounded
their faces; bloodless faces like those of girls fresh from the operating table, with their pupils
still enlarged by the anesthetics. Further on, in the tangles of coral and feshy madrepores,
where the seaweeds and submarine creatures swayed slowly to and fro like a pendulum, were
the livid fiesh tints of drowned women, whose termor-stricken faces crowned by grass-green
mancs of hair personified [Wagner's] three Rhinemaidens: Flosshilde, Woglinde, and
Wellgunde.™
~ Besides these ervatz Symbolists, there were a number of painters of varying talent-—Jean
Béraud, Jacques-Emile Blanche, Giovanni Boldini, Frederick Karl Fricscke, William Glackens,
Paul Helleu (ser plates 219, 221, and 2257-229)—who have left us a pitiless record of the attimudes,
customs, morals, and vices of the society of their time ! an asocial society, conformist and paternal-
istie, sexual and satirical, rather than genuinely free and fippant in matiers of the heart and
senses—and cowardly on occasion. (A Parisian duchess, the day alter the fire at the Bazar de Ia
ﬁu‘h&, exclaimed: “At Montmartre they'd have saved the women!"] On the whale, this
society got the painters it deserved.

Guided by the same urge as the poets Tristan Klingsor, Paul Fort, Guillaume Apollinaire, and
Francis Jammes, poets whose aim, in the words of Marcel Raymond, was to “reanimate the
world of simple things and feelings,” there were a lew artists such as Carritre, Constantin-Emile
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Meunier, Minne, Picasso, Steinlen, and Joaquin Sunyer who succeeded in blending Symbolism
with the spirit of popular naturalism, despite having shed some of the artifices of the former;
examples of their work have accordingly been included in this book (s plates 160, 236, 298,
242, 264, and 265).

FLOWERS, NATURE, LANDSCAPE

Flowers have such a peculiarly sensitizing effect on both Symbalism and Art Nouvean that they
reqpuire special mention. Flower painters at the beginning of the nincicenth century, notably
Redouté and his pupils, had achieved perfection in their art: the rose was never without s
opaline pearl, so dear to Van Huysum. Flowers became the allotted province of well-bred girls,
who were encouraged to pick them, limn them in watercolors, and preserve them pressed and
dred mn albums. Aflter about 1850, when greenhouses had been improved and horticuliure
reached a new level of excellence, amateurs delighted in cultivating the dazzling blooms which
Bracguemond and Owen Jones, ollowed by Grasset, De Feure, Ashbee, and Maorris not long
after, were to introduce into the eovironment of daaly life, in the form of decorated books, fabrics,
wallpapers, and other items

Des Esseintes (in J. K. Huysmans' A Rebours, published in 1884) delights in flowers which
have “textures like skin™ and are “furrowed with imitation veins... eroded L",F' i"'Phliw and
leprosy ... damascened with eczema. .. studded with sores. .. pitted with uleers and embossed
with chancres.”

The reason why Art Nouveau fell into such disrepute was probably that its notions of repre-
sentation were so completely opposite to those of Impressionism. Impressionism was concerned
with one problem only: the impact of light on objects, and the way the light i refracted and
reflected an different rimes of day. It enjoyved increasing success for a couple of generations; it was
a positive and physical doctrine, and was consequently reassuring. Painters like Renoir never
arouss introspection or raise awkward social problems; objects are everything, the soul disap-
pears behind a mask of flesh, and eroticism browses happily on caryatids & J2 Rubens and the
heartless faces of the Misses Cahen of Antwerp,

An entirely different world emerges in the pictures of Thomas Theodor Heine, Xavier
Mellery, and Carl Strathmann. These painters loved to lure the spectator to desolate shores
overhanging treacherous, slimy lakes in which ghastly fishes swirg, and into which the dreaming
soul, despite shudders of revulsion, can hardly forbear to venture, Gli Amanti del Lago by Boceioni
(see plate 184) is an example: the vegetable monster on the right-hand side of the composition
has nothing in common with the happy, cxpansive landscape beloved of the Impressionisis
dense wheat fields spangled with cormnflowers and poppies, rivers on which leisurely barges move.

In conclusion, we must point out that this chapter—devoted to a medley of the unusual, the
precious, and the poetic, with overemphatic lyricism sometimes spilling into absurdity -aims

only at providing a broad panorama

It was because no one had defined the necessary critical standards that writers of the time
alt with Art Nouveau were so often at loggerheads. Between 18a5 and 105, manifestos
and such periodicals as Fugend, Pam, Art ot Décoration, The Studia, and Mir Iskustra reproduced
hich seem to oppose cur conception of the movement, and omitted others which today we

whs o

works w
\'-l".]ld i.IL-. I..J:'.-:'

It seems to us that in drawing up the ideal inventory of Art Nouveau, we can use great
latitude: we can, and should, admit any work in which the Symibolist brew has been modified
even minutely) by the cult of the dream world, studied or otherwise sunusual sensuality, Sa-
tanism, and humor

*Symbalism,” Marcel Rayvmond has said, *is one of those verbal fetishes which are all the
more suggestive for being loaded with complex meanings, difficult to formulate.” (L Bawdelaire
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group of paintings, which set out to charm the spectator by appealing to the irrational side of his
NALUTE.

SYMBOLIST PAINTING
(Sources — the Dark Side, the Dream World, Slavic Folklore)

IV @ Sm J:uw Evererr Mrrams, Opholia, ( Ml on canvas 1853, The Tate Gallery, London,
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The German Romantic Runge painted striking Fuscli and Blake cromied the frontier af the unknown
“inhahited™ portraits and pictures in which paiti as and entered the antechambers of Symbel Their
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V¥ @ Gurrave Moseav, The Endhanted Fosert. Oil on canvas. C, 185, Collection
Maurice Rheims, Paris
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A e fiond pay offevcser g puoleur dea dicomiies du romge.,

“The divinitics of dreams are chaste and reticent;

do not ek o violate thelr reserve.™

(Giérard de Nerval)

O what specics, we wonder, iz the alarming animal
which i threatening the dreaming reader enclosed in
Yibe inlaid cabinet of sleep™ ¥ In the case of Heine it
would be beside the paint o talk in terms of Romanti-
ciem, Realiom, or Improsionion; he seems rather o
bave dealt in deliberately calculated Freney. Lines like
eephalopods curl round the gracefd dender bodies of
Tita dewi-pierpen wha are dauphters of Rosseut's goddesses
and sisters 1o the trescherous manneguin of Beardsley.
K. O, Ceewchba, Oiin Eckmann, aod Pever Belirens
showed coormous skill in conveying phaniasms in
pictorial erms, but Thomas Theodor Heite surpased
them all,

154 @ Xaven Mreoreny, Fol of ke Law Leaves of
Autars. Mixved media. 1go2. Muste des Beaux-Arts,
Brussets.

The dream of flying i a theme which has been much
treated by the poets. A friend of Octave Maw',
Xavier Mellery exhibited several times at the Salon de
la Libre Esthétigue in Brusels,

155 @ Fennaso Kusorgr. J Lok My Door gpow Mypself,
Ol on carrvas. 1851, Neue Pinakothek, Munich.

Jind tomt el "t baml rllod, que fo e uis plr d"iek,

“I've dreamed ss much, so much, that I don't

belong here any more."™ [Léon Paul Fargue)
An Austrian by birth, Khnopif stedied under Gustave
Maorcau before seuling i Belgium, This pictore and
i1z title sufficicnly deamonstrate the complex personalivy
of the artist, who was fond of saying that he give away
the symbolism as a bonus. Certain axpects imbuoed with
an ambiguows mysticnm (Khooplf exhibited at the
Salon de la Rose Crom in Brussels) relate him 1o the
Pre-Raphachiies; his relish for fiody executed detadl
puts ldm in the company of the Flemish medievalists.

138 @ Came Stmarmans, Stplioed Landscape, Ink and
watercolor. t8g6. Stddtische Galerie, Munich,

Under the eyes of Stathunann, a strikingly unusual
lamdscape painter, leaves and branches and tress took
on a froeen, mosaic quality. Novalis had the same
vidon of nature, “a petrified magic wand." Like
Franx vom Stuck or Hugo von Habermann, Strath-
mann belongs to that minority of Jugendstil painters
who liked 10 combine bizarre detail [see, for instance,
the glove under the bird's foor) with an overblown
eroticism; an cxsample i hin Sabwow, a ft-checked
dancing girl sucly facing & serpent, an enormmous
saunyge with a lulrioous sare.

157 @ Rocranp Rosmescamin. Clea-apectes. W
eolor, 1Bga. Stadusche Galerie, Munich.
La mabiére tind & w0 eolabiver, ['esprit i'emparant & la
sentiatnen por o projeter d mu-chemin mire {f conceed of
Fabutrait.. ..

thpciln:lmnﬁumbmmhﬂh

ACITING UPon sensation and projecting it
hulfiway between the concrete and the absiract ...

mﬂmmllﬂnahm

mwmmwhmn.tﬂm .

and Moréas,

158 @ Grovanm Secanvinr. fefmntiods. Mixed medin,

184, Bumsthistorisches Museum, Vienna
Fuicinated by nature while still in his *

ran away from huumluwwilhﬁepbuﬁhh*
l\lF lﬂ'l‘.'l' i h h Lok
mwﬂm@mwm#‘wﬂ

from the Alpine massifi, the last refuge of the divine
and the demoniacal. Despite his impatient, rebelliou
tetnperament, he became an enthusiastic adherent of
Divisinnivm, insofar a5 that wechnigue enabled him
tramcribe light m a shower of tiny colored particle.
His love of natwre was his undoing; he died of pneo-
mania contracted while painting in the open air on the
Schalberg.

158 @ Ravem Arnenr Buaseroox. The Fivon of Life
il on canvas. C. 18g5. Charles H. and Mary F. 5,
Worcester Collestion, The Art Institute of Chicaga.
A pative New Yorker who lived in Greenwich Village,
Blakelock refused to foliow the example of other artists
al his generation and complete his studies in Europe,
A painter of the Far West and the Indians, Blakelock,
Like Byder, bore witne to the exiitence of an American
Symbuolsm.

who ¥ Evctse CarnrEne. Dycorntior Panel for the Mairid
af the 107 dArrondissement. Ol on canvas, C. 1gog. Musée
s Petit Palais, Pars.

Not only did Carritre enjoy high regand among the
¢lite of his day, he abo exercited a profound influence

Troubetzhoy, all exprescd keen admiration for him,
Carridre was aone of the few Symbalists to be free of the
fetters of historicism, Disdaining the artifices dear 1o
Gustave Moreau and Puvis de Chavannes, he was mare
successful than Emile Meunier or Steinken in idealining
popular or bogrgeois themes, from mother-love to the
Hamily growp.

lle['ﬂm:r_mkmm FPaudwra. Oil on canvas. ©. 1910,

Uine reyormante finme_..du milien de cos plamcher
agitdes, s levail seveing of colwe, une figure de lu
Mélaneele, auise, dotmt be dioge Pum solel, e dor
rochers, dint war pose accablde of marme,

“A radiant figure... amid this confusion of planks
rose up in calm serenity, o figure of melancholy

Lk 1

~ semted on rocks before the dise ol the sun, in a pose
ol sadness and defrat.”™
(J- K. Huysmans, 4 Rebowrs)

it mwtﬂnﬂtﬂﬂ:mmh
and Bresdin, a friend of Mallarmé and
d by the Nabis as their spiritual leader, Redon,

belongs to Art Nouveau parily by virtoe of tlie
finish and magical aspect of his detail, bur
because of his individual use of charceal and

MH portraying figures who are ** posesed ™
ﬂ-humw

a6z @ Ferxpmano Hovwew, The Chomen One. Ol on
“eanvas, C. 1903, Karl Ernst Owthaus Museum, Hagen,

“A day will come when man will be aaleep and

awake ai the same time,” (Nowalis)
The Rosicrucian, Sar Mérodack Péladan wroe in
rgro: At present M. Hodler is undoubiedly the most
authentic of Switzerland's paintees; he is better than
obwious, and | fancy they are enough o satisfy both
of his race to achieve their own acsthetic amtonamy,
which in the person of M. Hodler they have abready
‘begun 0 do”* The reproach has been leveled at
Hodler, a Bernese Hoguenot, sometimes handicapped
by the tense, reserved manner in which he expressed
his mvysticinns, of being & “monumentalist” in wendency
but not by instinct. It is by means of repeated linear
Crhythma, “parallelizm™ au he himedl called it, dhat he
suceteds in symbolizing rectilinear objects, His art is
ecriainly ecrchral but founded on o remarkable styl-
mation of reality.

#® Luvwio von Horeass, Nedr, 08l on canvas.
Paffrath Gallery, Désseldort.
el ear tom mom ? — Conrtance, — (6 var-u ? - Je w'm

FREETR

D tui-mdme el rriene i@ hai-mime. - Souléog

G dimend de b fiave et e pe vivche oy paning

8¢ tu resrembler i la seur d'un de mes véves,

(Jean Camsou, Sawnels compesds au Secref|

The elegant bathers of Ludwig von Hofmann (who
frequented the Académie Julian in Paris) make one
think of Puvis de Chavanies and Albert Besnard, and
abo of Hodler, although his style displays & certain hesi-
- wamcy, In the work shown here, we see snmething which
5 also 1o Le found in a number of other paintens of the
time and which Marcel Raymond has detected in sme
of the poets: a "deliberate attempt to marry Symbolism
- and Classicism and to derive from them a supreme are
'hﬁh“lﬂpﬁm’mmml
pure lnnguage, radiant with the fire of a lofty lncidity,
(D Bandelaire éu Surriatisme, Paris, 1964,

by @ Avnmey Bearnsuey. La Daww awe Camelias, Pen
and ink. thpg. The Tate Gallery, Lansdon.

Numerous adjectives—perverse, satanic, tyranmical,
melancholy, preciows, artificial—have been psed o
deseribe the motive power of this momsee charmen who
influenced Klimt, Toorop, Will m:lhgr De Feure,
MacNair, and the Glasgow School, corrupting an
entire generation wha were thirsty for experience. In
debneating his pallid Eurasians (creatores of yesteryear
like thune in Comime Tura, Maniegna, Crivelli, Burne-
Jooes, and—even—Utamaro), the febrile and, as it
were, diaphanows Auvbrey Beardiley (who died of
tuberculosis at the age of twenty-six) employed India
ink to create strange and carnal works,

165 @ Marcus Buaest. The Sivlen Oreing. Pen and ink.
1503, Callection Emilic Bertonati, Milan,

There was a Bearddey trend in both Beclin and
Munich, Beh '+ Th Theador Hedne, and Emil
Prectorius were inspired by the English master, but
their work leans too heavily toward the conspiratorial
wink and, fior want of the necesary spice of Satanivm,
is snmewhat savories.

166 @ Jan Toowor. Seulr around the Sphiny. Black chalk
and pendl. 18297, Gemeente Museum, The Hague,
Et dans ir silence de ln muil, Caderireble dabopwe de
ta Climdre o dy Sphins commenpa, rdciid poe dn poin
purturaies, af prafonder, )uuw commet ST ¢
”—fn,ﬁnhf.wm
e Niow; famais.™
“And, in the silence of the night, began the ad-
mirable dialogue of the Chimera and the Sphinx,
invoned in voaces at fiese guttaral, deep, and hoare,
then shrill and almost inhsoman :
“Here, Chimera; hal "
Mo never." "™
(J. K. Huysmans, 4 Rebowrs)
Toorop loads hin compositions with dramatic detail:
clmed eyelids, hair which dings 1o bodies like &
winching=sheet, emaciated arms and fingers. It s by
mieans of these “elements of cultivated melanchoky™
(flewamis mefancolisandi |, w0 berrow Huysmans' expres-
sion, that Toorop catches and holds the eye of the
speetator.

o6y @ Coances Ressin Mackoerom and Marcaser
Macnosacn Mackiwrose. The Cpera of the Sea, UM
and collage. 1goz. Prvate Callection, Landon.

The art of Mackintesh, apparently stemuming rom the
Celtic movement, is largely instinctive, und dwws a
vigor often lacking in the work of the Dutchmen
Toorop and Nicuwenhuis In 1g: 5, after breaking with
his partner Keppie, Mackiniosh, who had always
shown a strong intereyt in painting, gave up archivec-
e, In 1g2o, he serled in Languedoc, where he spent
the rest of his life and painied noteworthy watercolom,
The werk reproduced here, done in collaboration with
hin wifie, is based on & poem by Maeterlinck, and was
painted for the Warndorfer Music Room in Viensa.



V1 @ Frase vou Stoos. Spring, Ol on canvas. 1896, Eigentitmer der

Bann.

Adier studvying at the Munich Academy in 1882, Voo Stuck became s member of the Jugendstl movement. An entire
generation of enthusiastic supporters of Neo-Romanticism passed through his studie, lnihiuui,ﬂﬂﬁul.,rﬂﬂ,
and histre tones, the enigmatic face with i deliberate echo of Leonardo da Vinci, and the pose illourate the extreme

refinement of the artist.

68 @ Avocro Woipt, The Kig's Dead Child. Mixed
media. € 1gio. Collection Emilio Bertonati, Milan.
HA upion concloded even for death s & marriage,
which grees us & companion for the night. Love s
wweetest i death; for him who loves, death = a
wediling night—the serrecy of gentle mysteries.”
(Novalis)
In Taly, Gactano Previan, Alberto Martind, and
Wilde, under the influenee of August Endell, Hermann
Obrist, Beardddey, and Edvard Munch, composed
works which were aleeady on the brink of Surrealism.

26y @ Groraes pe FEves. Fairy Tale, Ink and water-
color, 1808, Private Collection, Musich.

L prinierpa, be sobeil, fes bter en chaleur,

Ko ane i mrigme of monstreer frer;

A travers som sommeil, ce mwnde oferd sonffe;

Aevil w'eat e T vhve dratigue du grufee,

1 ma poitutron wariwrme de yaiceans,

D vmeasr, de parfum, Caube ol de chants deisee,

"Spring, the sun, and bessts in heat,
Are a chimerical and monstrous fower;
In its sleep, this panic-stricken veorld is suffering;

April s only the eratic dream of the abyas,

A nocturnal emission of brooks,

I:Vicl:uf Hugo)
"hﬂ*rmmmufhhfmhplinm
 who smiecceded in eapturing the spirit of Bearddey. His
world i an imaginary e de France sown with ex-
WH‘ exotic  plants, strange orchids among
 which are revealed disturhing faces.

130 @ Cancos Sowwant. Death and the Gravedigger. O
o canvas. €. 1oy, Collection Carlos Schwabe, Paris,
1 could not love excopt where Death

Was mingling his with Besuty's reath,™

(Edgar Allan Pae)
Carlee Schwabe, who illstrated Harsucowrt  and
hﬁhlrn,i:nnd lis inspiration in pathos, The Neo-
Y which fascinated the Germans and Floren-
wes i the sinteenth century reappears in the work of
the Symbolists. This painting alsn contains these
- cobwohby shrouds so dear to Toorop and Segantin. In
this work, the Angel of Death is summoning an aged

0 @ Jran Depviee, Seali o fave, Mived media,
AL sgoe. Colleetion Jean Delauille, Brossels,

.. but presently a gigantic ses happened to take
us right under the counter, and bore us with it
a3 it rose— up—up—os i into the sky .. And then
WE A m with & sweep, a slide, and a

_ [Hmaﬂnnhmmnuﬁkbhhlmj
'!h“hd'tlﬂhhhﬂﬁymbﬂlﬂt.mﬂﬂhﬂr:ﬂdm
‘aphrals & lo Behrens, expres a mocbidezio which abo
hawvers round the works of Segantini and some of the
Jtalian Symbolista,

ryn @ Leox Frdpfric. Mawre, Ol on canvas. 1gos.
Uollection Baron Frédeévic, Nouges.
ﬁh’lqlhlﬂumumﬂ:mw

Cumervait chague junr des enfamts monstrane,

*As the time when nature, in her powerful creative

Chotave Maus said that Frédévic worked on the border-
ine between idealiecd expresion and the human
dacument. He belongs 1o the Populist movement.
Beneath the proliferation of human figuns—children
and women with faces inspired by Mabuse or Franz
Flaris—we can perceive the Surrealist vision,

173 @ Murmsoe Desn. Madoow Romren and ber Cat. Oil
o canvas, 1852, Collection Dominique Denis, Saint-

Giermain-en-Laye.

An exponent of the docirines of the Nabis, Maurice
Drenis siates bis on the epitime of what &
picture sught to be: “A plane surface covered with
- colory asembled in a certain arder.” His art s related
o that of Gauguin, Emile Bernard, Ranson, and

Sérudier, and in his early work gracefulness pre-
domiinates at the cxpense of theec-dimensionality,
Sulwequently, he combined religions fecling with a
certein degree of Hellenizm; the result was o slightly
monotomous Symbolism with a Clistian slant,

vy4 i@ Lo Prre, Woaman iu o Gla, Ofl on camvas 1847,
Stidtische Galerie, Murich.

Comeerning wine, Baudelaire wrote that be would sot
be astonished if, charmed by a pantheistic idea, a few
vemsonable mincds endewed it with o kind of personalisy,
Puiz, a Tyrelean, is an anccdotal painter of the sirange
side of experience. His subjects are disturbing but
tempered with humos, and seem o bear some mysteri-
ous kind of menage.

g5 @ Gustay Kuer. Portrd of Fraw Adele Black-
Hiawer, Uil on canvas. 1607, Ostarreschische Galerie des
XIX und XX Jahrhunderts, Vienna.

Klant, the better o expose and analyze the souls of
iy lacdies of the bowrgeoide, sarrounds their fces with
a labyrinthine linear interplay. Here, arabesques are
conrasted with richly polychromed rectangalar areas,
These jewelstudded trappings recall the eries of pro-
test uftered by the Pariian ceuturisrs when Sarah
Bernhardt brought back some dresses from Vienma:
“Curses on the head of this man Klimt, whe adoms
our female bicyclsts in Byzantine, Merovingian, or
Carolingian accoutrements!”

176 @ Guerav Kiser, Salomd. Ohl on canvas 1gog.
Museo Internazionale d" Arte Moderna, Vienice,

By what Amgs¢ is Salome tormented ? Has this neurstc
beauy suddenly been deprived of her wsual drugs, or
has she at last resolved to behead her “analysi™? By
way of entertainment, imagine Freud's Jntroduction #o
Popchoonulpsts with illwimtion by Kot (ibes two
citizerns of Vienna were born in the same year).

177 @ Fevioe Casomam. Por s¢ o fer an cido concepe ¢
fulvn, Gouachie panel. 1go7. Galleria Narciso, Turin.
Fapm bar_youx
Tont ext combly.

*“Closs your cyes,
Ewverything s filled up.™
[Panl Fluard)

The influessce of Kimt was pervasive, as can be seen in
this picture by Casorat. Even widay, the Austrian
painter Hundertwasser fa Klim follower.

7% B Avousto Guaoosurrs, Night. Pancl 1904,
Kumsthaus, Zurich,
L won, et [ spivale pertigimense,
¥ péwtrer trop avant gffare le songeur.
""The sclf ks a giddy whirlpocl,
T penetrate 1o far into it terrfies the dreamer.”
[Victor Huogn)

In Switzerland, a country not greatly amenable w
Symbalise influence, Giscometti remaing 2 solitary



YO @ Gustay Koner, The i, O8] on canvas, 1911, Ouperreichische Galerie dea XIX und XX

Jabhrlvunderts, Vienna
Klimmis e

riul combinations of vielent eolor harmonics relate him to the Moghol miniaturists

Both he and Redon display a pamion for “super-decoration’; the difference s that Klimt was the
first artist who saw the world as if throogh a Lglrid.u:r_upr. whereas Eedon weems o have been
aithcted I|!. a henehicial mynpa Klrme's influence, as impartant st the time as that of Marean or
Beardsley, 1 seen in the works of Egon Schicle, Richard Gerstl, and Oxkar Kokoschka in Austria;
Melehior Lechier in Hungary; KhoopiT in Belginm ; L. Bonozzs in Ialy; and Augusio Glacomett,

amd possibly Hodler, in Switeerland

panncer LY hlgh v hnished and somewhat procions,
imay ke regarded an ]1ru'.'|r||ug' B !\T::'I_n;.l hetween Klimi

and Seganting

139 @ Char Gursmassson. Peeinat of Ceming Steboum.
Drawing. 1go4. Sulduische Galerie, Munich

Fhe Norwegian draftsman and painter Gulbransson,
like Thotnas Theodor Helne, worked on the Munich
veal Sempiisionimus. A disciple of the Japa-
fese siyle, and a carccaturnt of genius, be eliminates

Eramiic e

ecoidary material and concentrates on the most
telling [raturei—eyes, mouth, and hande (as by his
portrait of Duse) | he tears apart the wrapping of his
maodels 1o reveal the eaentials

Be 8 Envarn Mimion, Maedsnma. ]_irhngmph. rl:lgls_,.
Munch-Musest, Osla

The N-:ert-g:'.ln. Munch, was the Bist io r]q'.liﬂ thee i+
pommunicabbe: man's ]:rr.rprlu.ll malation amidst an
equally impesetrable nature. There is no need v be a
peychianalyst 1o enderstand this painter. The mother,
intoogicated with her own anxiety, is alrcady scparated
from her child (the foctwn has its cyes closed). To
convey her solatlon more effectively, Munch sur-
remunded the compemtanna with straggling spertnatozna-
ke forms, The F:LI.'I:L‘Li..I:“ of this Symbsolist, who was
also the greates of te Expresionists, leaves no room
for aneedote. Munch’s life, a succesion of eatastrophes
[he lost his mother and two of his sisters at an early

PAINTING

agr, lumﬁ:d: .lmFIt nouribhment for his bestiary ol
Angai.

il W Févoren Rores, Tie Secrol Side o @ G of Wi,
Dvawing, CL 1858, Musts du Luxembourg, Paris,
“She was a young person, as near io nakednes as
I|'|c :'Id.t:zlu:'p ol eurrent [ashina prrmlrlr\d' hl'r
e Wele hra'.'ih_,' lined with kol and her mouth
bled with lipstick. Her spectral make-up trans-
formed her into & vampire by Rops,”
(Jean Lorrain, Matan pour Damri)

s @ Lvoex Levv-Diveses. Mot of (earger
Rodeabach. (8l on camvas. O tfgh Muse d'An
Moderne, Paris.

Gaston Bachelard contends that by weiting Breeges T
morte, the poet Rodenbach attempied the ' Opheliani -
sation”™ of an entire city. Leve-Dhurmer, who was
phnemed by the work of Leonardno da Vinei, would seem
to have interpreted Rodenbach's words admirably
*In this twilit auumnel solitude, with the wind
whirling the kat leaves away, he feit more strongly than
ever the desire to Anish his life; he was .i:lnp.lJ.bcnl for
thie tanbs, Inwas as il a dead woian were siretching out
over his soul from the wwers; as if the old walk were
offering him their counsel; as if a whispering voice
wire rising from the water (and the water came up 1o
meet him, as Shakespenre’s gravediggers said it came
6 heet (}Fﬂqgﬂq. " Gustave Soulier wrote of [.P\'\,
Dhurmer in phugy “The danger for this talent enam-
ared af an CXPICET, J'mllrhis' art s that withomt
continual vigilsnce and self-restraimt 8 may become
ower-refined and irritating.”

1y @ Ennanno Goopa, Symeer, (il on canvas. C. 1855
Private Caollection, ltaly

Among the lalans, English, amd French of the period
there was a !rntlrnq- o pqlrli @ ],runalr.l.n; this te nd-
ency 5 nmotcealde today in the works ol certain
pairiers who are on the fringe of Surrealian

by ® Usmncero Booocwsi. The Loeoers on the Lalke,
Etching. 1908, Collection Emilio Bertonati, Milan,

“Haut when the .'ughr had throwwn her pall

Upon that spot, as upon all,

And the mystic wind went by

Murmuring in melody—

Then—ah then | would awake

To the terror of the lone lake.”

Edgar Allan Poe, The Lake: To—)

The miluence of Bresdin can ke seen in Boookond.
Belore Marineni’s Futurbt Manifesto clalmed  his
nlh’g‘ilm‘r. Boccinmi, like several other ltalian arvists,
hevitated between Neo-Impresionism and the newer
European tendencies

1Bs @ Vicror Vassersov, Chrigt an the Cross, Ohl om
camvas. L 18505, (Whersabouts unknown. |

This canvas, a “symbolic iwon™ which is of particolas
interest for a Mannerism | the pose of the holy women)

Fgl

qll.iﬂ- pmipnial in Russian art, was commissinned from
the paanter by the manager of a grvernment fctary in
Viadimir for the worken!' chapel.

186w Neootas Rosmice. The Plowse of God | possibly a
sheteh for a stage-set for Rimeky-Konakov's opers
The Inorrible Lty of Kutezh| . Gowmache, € T iy [ Where-
J.IHILI 17 I.I.'|Il.l| I, |

The parnicr Nicnlas Roerich was & latecomer e what
waa to be knewn as the Mir fobwetea group, A passionate
delver int archasolory and folklore, he took part with
M.qlg.ulin in Princesi Tenishevas artistie undertakings
at Talashkinn, and in |Jl-|_|Jl prnlurlrrl her o hnance
Diaghilev's periodical, Mir fdusitre, From then until
1ping, this remarkable magazioe was 1o open the mil-
dewed doom of Stay folklore 1o the surprining world of
Western Art Mouveau. Foerich managed o give his
landseapes & Slavonic srangensss which i abo fooand
i Gallén-Kallela—iender green of eool pine forests;
blwe glints of sircams edged with hoar-frost

:Il'_l B Wassiiy Kaspissky ‘I--;.&n' ll'r|1pr1'1| N cRavas
piyoli, Schdiische Galerse, Mumich,

From iBah 1w igog, Kandioky bved in Munich
Artistically spreaking (as with Mucha, Mikhail YVieabel,
Sergei Malyutin, Frank Kupka, and Pougny), hi
adolescence was torn between the pull of home and the
attractions of the West. His “daughicrs of the night"
are i|rr.m:h,' Ex p{ﬂqr_milli;;. yet sl carry the fmprint af
Ol Rousain

8 @ Ivas Buaemi. The Bopatwe Folpa  Frelamiich
Muiemorphosad into o Pike. Ink and watercolor drawing
1oy, (Whereabouts wnknown, |

Bilihin, like certain Cherman artisss sich pe Clarl
Strathmanm, created a simple, powerful universe alive
with oddity and homor, The spirit of Jugendstl and
Ari _"k'nt,n.'ran WS r:'\-r,'q.ircl to the M frkmsiew Rroip hy
a French djp]n:ld!m!, Charles Birld, whio, as mrl}'.n 18z,
exhibdted in Russia works |r!.' Crau@uin, Hf“rrlt, \'44!
quh. Thomas Theodor Hr.:illl.‘. and Stcinlen

18y @ Liox Bakst, Nonph (costume design for the
hallet Ecw af Narcire ). Watercolor, O 1915, Musere des
Beaux-Arts, Strashourg.

The reaction against bowrgeods realisin was initiated
in 1880 by the “Wevsky Piekwickians,” This group,
led by Alexandre Benods, included Dimitr Filosofov
and the Symbolist writer Dimitri Merezhkoveky, In
rlgn it was }|||,||-r'1| by Ih.qnhnlw.-. Valentin Serov, and
Konstantin Korovine [who has been called the Fussian
Henn Rn‘:ihf_. who banded !u{ﬂhrr and later issawcd
the periodical My Biwen (*“The World of Art™). Thin
splirer group, which also included Alesander Golowin
and Bakst, aimed at regenerating the art of the theater
Until then, throughout the West, déoor and costume
were the work of designers after the manner of Paul
Defaroche —imitation ferns, trellies—amnd  elaborate,
gaudly costumes were d fa Pooson du Terrail. Dhaghiley,
warking with Bakst, who was nicknamed the Delacrmix
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of cosmume, revoluotionised ned only décor bor alo
choreography  throughout the workd, The first per-
fremance by the Ballets Russes in Paris ok place at
the Thébtre du Chitelet on May 18, 1909,

190 @ Mavmice e Viassvek. Lasdfegde. Ol on canvas
:-Hﬁu. Fri!.j.l.l.fﬂnﬂl.q:hﬂn.‘ Fm'h,

E\'m in the carlisi CRINVARES, Viamimcks work & Ex-
Frmiml.ix!. T'l'lt u:mpuu'l.'rrm ahown |'p?lt. with s
rupidly rereating lines and general cumualoand iement,
charges the landscape with profound drmatic intensi-
ty. Yet the painter is still searching for his own style.
The agitated brush strokes and & lincar preoccupation
recall the works of Seganting ad the Ialians.

19t @ Como Asuer. Winter Lamdregpe. (il on canvas.
a0z, (Whereabouts unknowin. )

This highly talented Swiss painter would have arained
a personal style had be nos assimilated all o well the
paintings of his fellow pupil at the Munich Acwd

1ﬂp4\pdmn&dm lu-nth

tha hilwﬂlhlﬂu—ﬂuhhm
spectator is interested only in the two eresed hands,
the enigmatic portrnit of a young woman and, shove
all, the tny key hanging to the lefc of the window,
duoubitless the key w the mysterious cuphboard, We
fined here the same domimant mlence and disguict as in
the pictures painted wday by Balthus.

194 @ Acexavore Beson, Clasioed Londsape. Water-
calor. 1go5. Collection Emilio Bertonati, Milan.

Benon, whose French ancestors settled in Rusis
during the reign of Peter the Grear, was one of the
founders of Mir fbnstre. Painter, art historian, eritie,
and stage designer, b ambition was to a
Rmnhmmmd,mmmtq
wmp-mlbmandmmamwdﬁn

am] the Académic Julian jn Pars. His love ul'nnturl:
and & tendeney to prefer color to convour make him
akin also tn Gallén-Kallela,

g @ Ansers Gacefx-Karsein, Winker Londionpe. Ol
on canvas, 1002, Ateneum Art Mueum, Helsinki.

Nt Manche de glagons o de neige cvuelle .

“White, sleepless night of icicles and cruel anow .. ™

{Mallarme)

A pupil of Bouguerean, Gallén-Kallela is one of the
ment interesting, crmplex figures in Art Nowvean. His
wrrks first appeared i Puris ai the Univermal Exhaby-
ticst of 1400: be was respomsibie for the frecoes in the
Finnish pavilion, A natoralin and Symbolist, and
influenced by Japanese art wa the Nahis, Gallén-
Kallela depicta a nature frozen and icy, apparenthy
empty landseapes which seem o be waiting with a
barely restrained tremor of impatience for the it
moment of springtime and Hheration.

193 @ Clare Lanssow, Ssedepria. Ol on eanvas. 1igo,
National Musewm, Stockholm.

Carl Larsson was a member of a group of Swedish
artmty who called themselves the Parisensenbarmee, and
wha worked m various Paristan ateliers between 1875

Sy SC Art.

198 2 Haxs Scmsorreas, Cemposiiin v Biee. Ol on
canvas, C, 1910, Stadtische Galerie, Munich.
“Mythalogy,"” sabd Gaston Bachelard, “is the printitive
wiew of metenmlogy.” Anguizh fill the spectator
anﬁmﬂhy&mdnnmmwt-ﬂ
which have resained captured in glacial e for the
Tast few millenmia.

196 w Frave Marovssx Compecition. Ol on canvas.
1507, | Whereabouts unknewn. |

As early as 1903, the Caech painter Matousek was pro-
ducing strange configurations which may have been
imupired by Klim but are abo prophetic of Klee

197 @ Fuaxe Kueka. Lineor Fomtory, Indis ink. C.
1z, CHMMMMM
Prague at the beginning of the century was a remark
nm:mmiiﬂﬂkmﬂqﬂthmi&
mhﬁﬂd%&vﬂk&nhmm
followed by arabesgues intersecting with straight lines,
rather similar o the early work of Kandinsky, Endell,
and €, (). Caeschka. Kapka was the fimt to tread the
path leading frnm Art Nowveau to abstraction.

THE STYLE NOUILLE
{Pseudo-Symbolism, Historicism, Bourgeois Realism)|

198 @ Witian Liwosay Winnts, Tas Lake, Odl on
canvas. 1850, The Tate Gallery, Losdon,
In this picture with social overtones, lustrating the

fher fowwrmer folles de lrurs corpa, en fisiile bordocwldes,
U Waomen with crased bodices, with the rumps of

thetse that “a gick can's take risks,” there s a residue of
Pre-Raphachive romanticismn.

3

L. {nm&-m'l Cle gut retient Nimn)
In Switzerdand abous 1goo, there were stirrings of a
E and Sezewion tendency. Results were
“mot abways convineing, but the experiment did allow

mu-mmwdmmm their sincese
MRCErE.

mﬂumm The Rudly of Fate. (il on canvas,
18R, Callection Emilio Bertonart, Milan.

This picture points b the comic-opera side of wme
historkcist paintings a1 the end of the nincteenth
exntury; the traditional myths have lost thelr ntrinsic
pawer. Another characierisic 1o be notod i that the

- masculine face registers emotional disorder les readily
than the feminine.

‘#01 @ Assrrsee Froensaan. Mmrq&w-&,ldb
Ol on . 16, Kumihalle, H g-

“In Germuny about 1820, o Raphacli i
mmwwmmﬂmmumw
, and Maria  Albertie, Movalis’

?

h ® Cuoguesrine Hivkue Duowanr, Componition in
.&Mﬂﬂumn :pu‘l’mﬂhhny

Ei " Art vide anjound” Aui o wn ssmnril sams sfis
Recremble d cex diens mortcgur rondent s wos por.

“Amd art, which is s emply today as a dresamiess

slexp,
Remembles those gods over whose dead hodies nur
foutsieps pass. "
[Wicolas Beauduin, Gles oo I stielr)
In & few French academic painters (Mile. Dufau and
m&:-qi:},h!mhmndﬁ:hr
tentios of wedding Symbolism tn Classicism in an

attemnpt to achieve a supreme art. Thers was a similar
episode in literature: opposition between the Symbalin
poets and the “Méditerrandens.”

woy @ Frep and Pioxroun Masuovr. Ewchanimoe,
Gesso gunel with meallic beal aned tempera. O, 1goo,
[Whereabouts unkaown., )

K tontt " esd gn"er, e, Doomedire of dicmants,

Reesplendit i jamais, comme wn wstre iadile,

L frouds mugjests de la femme wtévile,

“Where there is nothing but geld, steel, light, and

diamioneds,
That shines forever, like a useless star:
The cold majesty of the barren woman, ™
[Charles Baudelaire, Ler Flears du Mal)

The cult of the dream wordd has toppled inte melodra-
. Fred and Pickiord Marsort, the better to render the
meud-Wagnerian Byzantinim dear to Sarah Bern-
Dardt, userd gesso, o miniuee of ghie and plaster, which
enahled them 1o model their work in refief. Some con-
temporary artists have adopied the same technique.

aug @ Francn Invoaenr, Fable, O on canvas, . 1003,
(Whereabouts unknown,
e vuis et Sphpnge, o it I i,
Pindratigue, {immarcencable.
1 am the Sphins, 1 am Isis—
the hieratic and uniading. ™
(Willy)

2o @ Jossrn Evwawp Sovinait., Hend™s Doupbles,
Ol on canvie. ©. Bo5. (Whersabouts wnknown. )

In Great Britain, Southall and Robert Anning Bell, by
dressing figures with elegany, emntiomlbess faces in
lieavy enstumes, eontributed o the ememgence of the
Pre-Raphaclioe Mannerism which enjoyed much suc-
cess in Burope between 1895 and 1914,

207 @ Feroemmx Lesoorrox. FPrwke's Bath, Ol on
canvns. C, r8go. The Tate Gallery, London.

Histotchm was prone @6 a corlain coy saughtiness; in
this picture we reach the very vorge of hourgenis Art

Maouveau,

zoB @ Joun Rrmmano Wecoias., The Mermdid of
Jemnn, Watercolor. 1o04. (Whereabouts unknown. |

Dawan Lt béte g o agencusilie

J e ruerfris mn regpard kumgen

e s fbre change demain

En hibow, Wzited an grenuwille,

“In the kneching beast

I have perceived a human gaze:

Tomomrow | may be changed

Tnto an owl, a lizard, or a frog.™

[Anded Mary, Pait Berger de Cilydon)

The middie classes (like everybody) were avid for new,
strange esperiences, Many painters kb Fraoce were
ready to mtinfy covtomers who wanted demonology, of
& safe kind, nuitable for any weanan who stiended Mas
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reqularly. Even so, supply barely kept pace with de-

aned. One of the musierpieees of this genre was &
el L' dcesdent
mver e Dhon

3 al the roacssde ;

thy young w in sitting
s apart, applyving Gt aid 1o the
hies been knoncked down by
ey in the wmiform of &
ut a4 bandage. In the paintings
-A, Beche, Falero, Penot

Battle of Linse, DHl on co
Galerie, Vienna

NIRRT

“In the days when Mars i vaging

l-pery

ating, whistling,

wrade, arde vl
i hear [

o il drer fayas

The Ausirian painic

pale i

th crucial batile scene g her

L. ewend takes p of the
T T | I the

0 I

aeo @ Arsoen Booxow, Tere Play of the Wi, Oil on

canvas. 1885, Neuwe P k., Mumich,
cized Swiss |

Basel, was a

esaionist, full of frg! ving hamar Bt

pration. He ia at his bhest

centaurs locked in
lasd by the smaithi. Tlie

LheE ¢

gl bl very fine e

wil 1o faniaey

m: was the caricaimiriat

211 @ Nomsax Wiekisaos, Mk

I f Lmrarier, Ol on canvas,

Symbwilist pamtern were not generally inlersted in

en, but exceptions were made for cortain

ates " —drug addicts, | WAl

mid @ Cruwray Anory Mossa

canvas, 1godi, Muste Chiret, !

ary ® Geomcrs Avenen Bornsi  Orental  Soee.
Crouaclve, 108, Musde d"Ant Moderne, Paris,
"Harlots with padded bodices sip icy ligueurs
hrcrngh straws,™
Maopcas and Paol Adam, Demouselles Gouberd
Mo one eoild compete with Dottind in his e aof
gouache, and in his hybrid style | Persian and Japanese)
in presenting scenes of imtimate life, in which young
seern in be drowning their
or drags

wosrmseds of it

VE VIr

melancholia in shee

ang | Avron van WeLLie, S, Ol on canvas ]Bgf,
v thor, Paris

of ope of
s ﬂ!'pn

ach drsg addicr weking with-

m the woubled wa
2 lcated on the 44

vale &

drawal, that Van Wellie fished out this strange snbast

snitea: "o slim, Frall young man ol Lhill!.l.

nervous Al hallw-cheeked, with cold steely

5, a straight nose with faring nostrils, and dry
J. K. Huysmans, 4 Rebowrs.) Touche

barreewed froan Gustave Moresu will be noticed in ihe

slendder h

landscape background and the sunset radiance of the
light

axy @ Errone Trro. The Lageon. Ol on canvas, 1848,
MMusen Internazimale d’Arte Moderna, Vendee

Dex fermet de Venre, au lever fu solesl,

Ripanden! dans Saini- Mare [eur besefamle el

* Arsonrizse, women of Venioe
Let their hesitant ecstasy take wing in the
Cathedral.™
(Anna de Noailles, La Mee de Fdwore d Fewlir)
Im this work we see how morkidezza has degenerated into
allectation and v

wity

ar8 g Jowx Soicen Sancest. Siudy for a purtrail of
Madame X | Mu Pierre Gautrean). Ol on canvas
188y, The Tate Gallery, London

Sargenl, as a sucicty paineer, secks 1o show off to the
bt .|.'1'L‘|1|.f.|ﬂ" thie [-rnh.r af the lady who has ooi-
missioned the portrait

zvy @ Jasees MoNeor Wisroes. Portradl of Thiodon

Dwrel; Arvangement in Fl olor and Bk, 48 on

canvas. 188y, The Metropolitan Museum of Art, New
York (The Walfie Fund

In the wmit which is called 3 nation, I.I-Illrl.'sljllll\

and castes introduce vanety not only in gesture

and manners but also in the very form of the face.™
Charles Bandelaire, L'Arf mmantipur

An mnusgal portrait of a man Théndore Duret, with
sft Teature and silky |.n7uu.L holds & woman's fan in
lais haar |J. and her cloak ||.nJ!E'| over his arm The por-
-|a]'|unrlr-r.|ﬂ.'rrrlti .

trait s shgmed with Whstler's gua
busirertly .

ail B Coneee Hasmas, Rafny Dap, Besn. Chl on
arvas. 1882, The Tolodo Museum of Art, Toledo, Ohio.

PAINTING

Childe Hamsam, a painter of daily life, fulfills in the
United States the same function a: Béraud in France,
He excels in rendering atmosphere, light, and charae-
teristic attitodes. Yet despile concentrating on “the
tramsitory, the fugitive, the contingent,™ he gives his
pRctures the accent of unchanging truth. He has not

recorded merely the outward appearance of a certmn
sireet in Boston with the contowrs of ks budlebings
diluted in the weeming rain, amd people with |
hurrying along over the shining pavements; be has
succeeded in conveyimg the chill, p
ol ram anywhere

lead

eI TRLENE IR L0y

44
atg @ Furorrpor Kan Frigss wrly Laadier on She
A Chl oo canvas. L, 1go0, | YWiherrabouts unknown. )
The United States, as & young equniry, folt the neod

1o have ils own Society™ with a capital 8, like that
i thee Ol Warld. As pavine
of B

Frieieke, who d

b wocicty, Europe

imd, Hellew, and La Gandara i m the

oomld o
United Sia
Huotel ared other public buildings i New York, amd
Munitin o of th
the murak for the Boston Public Library, were among

srated the Shellboorne

¥, who v

180y whieo provided

those who strove w emulate Vaillard, Maonee Denis,
and Puvis de Chavannes.

VI @ Loue Asguens. Gil Raoding. Pastel, 180, The Tate Gallery, Ls

A Pl:{“-.\,vrn.'-r]l:lh;||i|rn.|i.||||||n'-"||.l-']‘l.‘L'“p'-I. Here, the face itelf has hecome decorntinn,

part of a cloisonné design.,
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mao @ Cromnia Brarx, Afier e Mesting, 05l on canvas,
1904 The Toledo Museum of Art, Toleds, Ohio.
Some Amercan painters, shackled not by the strength
of tradition but by its alsence, remadned GithRsl to Art
Nouvean when European painters had passed on fo
other things. An example is Cecllia Beaus, whoin 191y
was still working in & *Japanese” style. The birth of
avant-garde movements in the United States is a com-
paratively recent phenomenon,

a1 @ Jeas Binavn, Af the Cofis Ol on canvas, 1080,
Musibe Carnavalet, Paris.

Beraisd's Tange ol visdom wis Furrly ul'.ljlsl:tht. In this
canvas he re-ereates thevery Parisian atmosphere of the
Symbolist cafis, the dejected, clegant manners of
familiar members of a oo, and the cxact pose of &
relaxed errand-girl, More profound olservation he Ieft
to Degas and Forain

FxEa -jL'LIJ. Cutarr, fancer madh a Tambonriar, CThl an
canvas. 1gos. Musée Chéret, Nice,

- “Emergivg fom a pether world, prowd o be
appearing in the blazing artificial sunhght of a
stage, girls of the htde theaters—thin, frail, sl
adobesceni—use  their sickly virginal bodics w
shake wnd waggle sbsurd wavesties which belong o
no period and which they imply sdore.™
{Charles Baudelaire, “Les Fenymes et les Filles,™

i L Art romantigue |

Chrret was a better poster artist than paintor; be was
guick-witted and abresst witl e eye of the tioe, but
be lacked personality. The “steam-deiven Watteay'
[l Waiteaw d vapeinr}, wae Forain's description of him.
He successfully sssimilated the elghieenth-cenmury
masters and impsed & Chéret style which i commuonly
regarded as being “very 1goo,™

a8y 2 Aprmonse Mucna, .!'hmt_,l'nr w Pogier, [posache,
£gin, Ciollectinn Murcha, PI'I.!'II":.
“T have said that every period had it own gait,
glance, and gesiure.™
[Charles Baudelaive, LAt rrmantine)
O the day before the apening of his private exhibition
in Febraary, 18g7, Mucha, the dancng dervish of the
graphic line, received the following note from Sarah
Hernhardt:
"My very dear Mucha,
You have asked me 1o present you to the Parisdan
public. Well, dear friend, be advised by me:
exhibit your works, they will speak for you; 1
know my . dear Parkian public. Your delicaie
draftsmanship, the orginality of your compesitions,
the admirable coloring of your posters and
pictares, will be found enchanting, and 1 predici
that your exhibition will make you famouw.
Both iy hands ko vours, dear Mucha,
Sarah Bernbardt™

ang @ Kees vax Dosoes, Wewen in ber Corer, 06l on
canvas. 1gog. Private Collecthon, Parls,

. Dongen wus an enthusiastic advecate of a sensual type

saw Robert de Saint-Loup come into a gathering
- where [ was, hie had such a way of throwing back
 his head, gally and proudly crested with iis tufl of
iﬂﬁh-ummuﬂuhmm

Beiore be emesged as a leader of Fauvism, Vaa
of Expresionism.

sag i@ Svan Crnosevis. Fargfion. Ol on carvas. 1906,
Private Callection, Sweden.

et I"hewre o bex maris, Iy brameil achevd,

Reviemuent ot bz paix du soir onpli! les dmes.,

“This is the hour when work is over and hushands

come home, and cvening peace flls every soul.™

[ Andre Dumas, Le eillage)

This is an example of that fierce humor, “the doglike
appearance of these men reflecied from eight angis,™
touches of which appear in France in the work of
Albert Guillaume, bat which fowrished especially
beyond the Rhine in Thomas Theodor Heine, who
excelled in imitating the failings of “Mineleuropa™
sucicty.

‘whether Faubourg
or at the Zoological Garden, and whether you
- were watching some nobde lord walk scros the salon
or some wonderful bird walk about in s cage.™
{Marcel Proust, The Past

trans. Frederick. A. Blomom)

wiandard-bearers of a typically 1900 dyle. In
he was the painter belonging 1o the category
‘medinere people who played a minor role in the
whise jdol was their own insolence, whose

286 8 Joir Stoa. Hgwerkst, Ol oncanvas. 1903, The Mum*um A curlous fact ls that

Bronldyn Musewm, New Yook
“Ar the entrance to a calf, lounging against the
door whose plate glass is lit from within and
without, stands one of those brainless creatunes

whise clegunce has been Boluoned by his tailor
and whone bead by bis barber,™
[ Charles Baudelaire, “Les Fenmes et les Filles™ ) "
in £ Art romantique) #.P;‘;;‘%mlzhﬂ"'"ﬂm Ol on

In the Unitod States as in Europe, a style ¢~ “social™
painting emerged on the borderline betwee s Impres-
donism and Expresionism

say @ Winnam | Goacsess, Ches Mawgmes, 4 on
carvas. 190%. Frcnds of American Art Cammittes,
The Art Isstitute of Chieage.

At the close of the nincteenih century the sime duality
ean be found in the United States as in Euwrope: two
tendencies, one Symbolistie [Albert Pinkham Ryder,
Ralph Blakelueks, lh:ukhrrhwrgm:qr:ﬂ.u&lﬂ
amgl  Post-Impresionintic  [Childe Hasam, Cecilin
Beaux, and Glachem).

“sionjsm. Tt was due 1o Gauguin and especially 1w what
:ﬁhwﬁmhmhiquiunml,.w
“abaorbed from him by Munch, that Symbolist art was
able 1o unite its lot with that of Expresionism.

'Iﬂlﬂmuxm\l'm In the (Garden. UHI on
“eanvas. 18g2. Newe Pinakothek, Munich,

M*vmmmmm
jonalism. Like Toorop amd
M{uh‘hhﬁnﬁ-.imhuﬁnn
m‘?-:ﬁ?ﬂhm&:
h, in his own expresion, are “like ongan wnoe."™
it was Gauguin who gave the final twrn to the

208 8@ Pave Hiroeo. Au Seles. Eichicg. C. 1goo.
Private Collection, Paris.

The figure is full of melancholy—the melancholy
which springs fiom emptines. This is one of the
elegant “'déhanchés™ of Hellen making the rounds of
the fashionable art exhibiss,

soy @ Giovasst Bocnusi. Pertrart of Rebort cr Afonte-
guion, Ol on canvits, 18e, Musée d' Art Mide. ne, Paris. |
... pven when he was motionless, that colouring, B33 @ Gciuciin Seukat, Study far La Grande fotte. Uil on

memmMmﬁmm

tidified : srange ~The date of this painting rxplains the importance of
;M m'h:nﬁﬁ:w ~ Seurat in relation i the art movements of the end of
and priceles specimen that one would have liked (the century. He was the firt 1o we “mechanical”
v vt it fr . oenithodogical colleetion ; but when ww-u-mwnmmmw

the adult male (perbaps because he s usually moee
impamive than women) plays hardly any part in the
visual symbolism of Art Nouvesn,

230 0 Haoun v Ganoes, Ow the Heork. U on canvas.
C. 1goo. Private Collection, Paris,

“Memaries, so lrail, wan, and melanchody, gliding

intn the blue tinge of the distance,”™

(Gustave Kahn, Palais Nosnedes |

Jacgues-Emile Blanche, D Gasdier, and James Tissot
ur!ll'!punuﬂdde‘tnl%upnh pretty dresies,
ace and s, conversation nicely adjusted
mgnﬂll]whll.,ldehulef::ﬂnlhd;ﬁ:rm‘l
materials and the whole mine m seme of what wall be
worn this semson, from the style of parasal to the syle
of soul. This was the Hmit of their talent; it was for
others to illesteate the depehs of life, life painful and

Bted, with s tificd cymicism, it thwarted
impulses toward bettes things, i vanities and i
liatreds.

GAUGUIN, SEURAT
(Puintillists, Populists, Nabis, Art Nouyeau|

mues which toduy woull] be called atorie. Does not
his particular way of posing his models (“they seem o
e expecting some mysierious event™| and of envelop-
{n' tlum in a noctarnal un-hr:m as seen o s

, ke § t inio uh holist ?

s34 B Jases Essow. Mads, Ol on canvas. 186,
leﬂhﬂ:,l‘hmblng
Hm:yn!'"iun mbembdmmhﬂ
Exsor: Symbwoliun, lmpressionism, E , il
nwFlmThhhhtwlihhmlﬂl.ﬂdhw
the first to anticipate Rovault in ensuring the renewal
of the traditional imagery of modieval religion. But
whmﬂnmpﬁmdlpﬂﬂdwhhl-w‘)
grotesque masks suggest that behind them lie
fear, and doubi.

235 @ Joswen Guas, Porbesd of @ Wesnen, Oi on
canvas. 185, Musée d"Art Moderne, Paris.

The Art Nouvesu movement cannot be separated from
social and political movements. The spread of world
Socialism, the lirature of popular protest and reform,
Anarchion, world's fain—all these encouraged the
ferment of ideas and the weakening of clas harriers,

296 B THEOFHILE ALEXANURE STEINLEN, Puerly.
Drawing. 18on. Usllection Maurice Rheims, Pari.
Seeinlen occupies & remarkabie place in revolutonary -
minded populist art. He was tremendously adept at
the pictorial transliteration of poverty, unemployiment,
and the atmosphere of the first big strikes, whereas
artiss like Forain specialized in minute olservation of
w siqualid, recenily enriched bowrgeoiie,
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w3y B Ricnarn Geasri, The T Bisdern, Ol ox I i cheeply s enderi [ con
canvas. 1905, Csterreichinche Galerie den XIX and XX idd le-cla i ilinr su
Jahrhu ris, Vienna
Creratl, s Egon Schiele, w qae ol the Ery % y
b b eyl I A I the Cafe, Chl on canvaa. ifkgy
=l I. |
he Acadr nl ne [ ey otler paint
Art, Vienna sriel Art Mouvean 1
-;-ﬁ i Pamin Pesassn, Nhe Letter. Ulharonal and waber agy @ Piennr | i Charcoal drawain
color. 185, Colleciion Maunee Rheime, Paria, 1go1, Collection Boas, Part
I [I.II'.!.'-' Tieil 1 1 (ELAR] 1T Wl :" Ml '\"I dd A Young man wWas cnpdaoy o as i
a school o sl t h cenirated o wil regisiry oflicr e & practi [t "
I=i Mo i toward Symbodism: it was indirectly, throog hi
AT Clasa | gendus for al I nese piclorial elements
portraits i g siyle rather like that of Lautree, Tle rougte the deey P CECTTE I
scenes chonen by the young Ficasso wer 1 Aber ¢ h nich, that his earl rk
wlty, popular upriings, and deat ll conceived in a peciall i Ty W' %t
Svimibalise ayle ¢l that ol Seeiile M A
a3y @ Eooua 243 | LBV S
18gh Musée d' At L it
Although he remma Iu ihe li
A

Vuallard, lik
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Sculpture

HEN one acts about studving the s I|.|||I||.||' of the turn=of-the-century, the (UESLION ATISes
thrrhrr there is, in fact, an Art Nouveau sculpture
Less independent, because more closely controlled by bourgeois taste, sculpture
would appear not 1o have excited the same fever of innovation as painting. It was stll the art of
the Salon or the salons, conceived for the p||'.h|||'|' of the well-to=do middle-class customer and,
ultimately, in the secret hope of being chosen o embellish a city square. Here and there, within
this restricted [rame, individual I';|:|r.m_\ strugeles for expression. One sculptor shows a bias For
oricntalism; another descends directly from the masters of the eighteenth century: and a third
cuts his stone with such sensuality that his work borders on fagrant indecency —the kind which
is enjoyed with special relish because, as a work of art, it can be contemplated with impunity, To
sculptors, the essential thing was the body; the public demanded that they render flesh, portray
it soft and round, firm yet woder, and overllowing with leeling. Feclings there were in plenty

conventional fine feelings; poignant, atrocious, or heroic feclings ; sublime ones too on occasion,

in which case it was compulsory that the eyes be raised to heaven. The figures in sculpture
laughed or killed or suffered ; their inspired eyves and tortured hands masked the immodesty ol
body and attitude,

It was the triumph of the pomgpier (which may be briefly defined as banahiy, stuthness, and
pomposity |, a paroxysm of hypocnsy, the acceptance of perversion and even obscenity, provided
they were suitably sad, veiled in noble intentions, and stamped with the recognized sign of
approval —a prize at the Salon. Taste was degenerate, sadism unacknowledged. Desperation was
lovely if griel divesied her of her garments; she could be poverty-stricken on condition that
poverty had not spoiled the shape of her breasts. Ornental or barbaric women were much ap-
preciated. Of course their morals were not the same @5 ours, but then that was a gquestion of
authenticity, local color, was it not? The art of statuwary was exhausted ; in its senility it erred all
the more for trying to follow in the footsteps of Glodion, Carpeaux, and Dalou. Tt copied attitudes
I:Pul. could not rec "..1[}I;L|||' the -|pii'll. It AppCars to have remained wedded to these tendencies even
at the height of the At Nouveau period, and the few outstandingly gified sculptors who did
glimpse the social revolution going on around them made only occasional borrowings from it

Against this, however, we ought in justice to remember that sculpture has always been in-
tended to occupy a definite place, whether a public square or a private apartment; it can
therclore discngage itsclf from official standards of taste only with difficulty, Unsold canvases
can be stacked ip a studio ; sculpoures, if only for reasons of space, cannot, Sculpuare is still an arn
ruled by commissions and regulated by the law of supply and demand.

The buyers of sculpture were of two kinds: official organizations and private individuals,
Miniature pieces, which the later sought, were usually close to eighteenth-century traditions,
Few sculptors were eager to commit themselves to large works, a field largely monopolized by
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Rodin and Meunicr—dangerous rivals for anyone (o take on. Because of this there was a plmﬁﬂ'}
outpouring of statertes, carefully worked trifles exactly in line with bourgeois tastc. Some
sculptors nevertheless made cautious forays into Symbolism. But while large-scale allegorical
eifusions might have been within their powers, small Symbuolistic sculprure posed more dim
problems, and it wavered between the pretty-pretty and the grotesque, Direct, :
themes were discarded in favor of mysterious ones, emblematically treated; one of the &mﬂu
themes was typified by Masseau's Thr Secret: a woman resembling an idol who, her robe half
parted, holds a mysterious casket close to her enigmatic face (ser plate 251).

It would be wrong to condemn all the sculpture which appeared around 1goo fisr having been
wotally untouched by the new artistic movements. Consciously or otherwise, mxu.]pmm
affected by modern theories. Curiously, however, the new tendencies were expressed mainky in
works whose importance goes beyond that of Ant Nouveau, like those of Rodin and his school.

Roddin is one of those unusual beings whose genius is o vast o be contained in any mowe-
ment: he is not merely a man of his own century. He is a Symbaolist, bot is classed among the
Impressionists; he is Barogue, yet his works have the greatness and grandeur of Classic monus
ments, He i in himsell an entire epoch, schoel, and tendency, which, however, cannot be con-
ceived and understood without recourse o Art Nouveau. From the Impressionists he borrows the
ceaseless movement of objects in light, but he enriches that movement with the characteristic
dynamism of his time; every line vibrates, every volume throbs. From emation he elicits a depth
which scts him apart from both the realism of his predecessors and the emotionalism of his con-
temporaries, His texture is always alive, expressive, endlessly diverse, in tune with the massive
varied natwre of the stone itsell [see plate 257). It never takes on that prettified, washed-out,,
soapy quality which others were at such pains to achieve. The curves are never Haccid; passion
does not sink into rhetric, nor love intw affectation. He is all strength and power; his vial
impulse never flags.

Although it was never possible to regard Rodin as belonging 1o any particular wadition or
school, he influenced a large number of young sculpors who looked up to him as their master,
One of them, Camille Claudel (s plate 258), sister of the poet, working in unusual materials
[onyx and bronee wgether, for example), infused her sculprure with such lire and energy that it
stands apart from other work of the period.

There is, broadly speaking, a certain unity in the sculptural themes of the end of the century,
Sadness or joy, motherhood or mu.rm.ug confidence or despair, all these were seen as indwelling
feelings rather than cutbursts of emotion, and were meant to touch the heart without bewildering
the eyve. Amd not only the subject, but its plivsical treatment bear witness (o the need for tender-
ness and affection which was manifested by sculprure at that time. Sharp ridges, brutal lines, and -
abrupt angles had given way to curves; volumes are supple, smooth, and refined, bathed in
gentle light. Obsidian, marble, and bronze have become fluid and misty; the native directness
and solidity of sculpture has been dissolved into evanescence.,

This tendency was particularly strong in Ltaly, Justice has never been done to the way in
which ltalian sculpture, and especially lalian funerary art at the end of the nineteenth century,
blossomed afresh, passing rapidly from popular realism o the most poignant Symbolism,
Abandoning academic clichés, the Ttalians created new, powerful, strange works whose equiva-
lentis 1w be found in no other style {see plates a5, 261, and 26g). Never had anguish and distress
been expressed with such intensity; never had such primitive imagery been so felicitously
married o a dazzling technifque. The same tendency was displayed by the Swede, Carl Milles
[see plate 262), and by the leelander, Einar Jonsson (s plate 260), both of whem could handle
stone in such a way that it seems to flow like a liguid, a feat ut‘vi:tumiw to which other sculprors
were fairly quick to react.

While it must be admited that zgunmdpuur:uhmdmrhtﬂﬂmfmnmml,nu imporiant
to note that this tendency consisted of two distinet streams. The first was love and its sorrows, and
the usual collection of family emotions. The second, while remaining faithful to acceptable

3

1 patterns, glorifying manual labor and depicting the sufferings of the proletariat, made
e attempt to be modern and o come o grips with historical reality. Attractive yet
g, ist and populist at the same time, this art was the product of irreconcilable
dictions. For while the sculptors no longer consented to carve bourgeois scenes and
) s, and depicted nothing but work or poverty, they saw their new subject matter through

 eyes (and felt it with the emotional reservations) of the property-owning classes. And so,

spite being involved in the life of the people, and especially that of the urban laboring classes,

were in effect continuing 10 work for bourgenis society and, while producing work in a
wvein, o give that society the satisfactions and even the reassurance which it wanted. The
exhausted bodics they fashioned, and the faces ravaged by fatigue or hunger, ex-
Mmtlmltlfmbl[. Far from it Llnumwaaa::epmdnscxpmtgdupeﬁect
MHM ofmlﬂf and the unalterahle j Juﬂ‘.rrr ol fate, The worker, ennobled 'by toil and purl-
fied by pnv:nmt, could look out over the world with a calm, clear gaze, his eyes shining with
pride; he had done his duty. Far from disturbing anyone, this art was a comfort w the public for
whom it was made. It declared that in the very depths of poverty a certain happiness was siill
possible —a happiness, noble and discreet, sustained by the old, simple virtues. But however
much the implications of this sculpture may jar us, they need not make ws overlook its intrinsic

gualities of truthful naturalism.

Thus, through popualism, sculptore was stepping out of the trappings of costurme—goddesses,
allegory, all the ald glamour-—-and putting on modern dress. The pictorial and above all the

 sculptural representation of people in ordinary clothes was an even more revolutionary event

than the acceptance of a mlngum by the Académie Frangaise, It became possible 1o speak
mare directly. Figures clothed in Antique dmprnr were no longer the required means of ex-
Fl:mun.. Reality was worthy of presentation just as it stood, and the modern, workaday world
was no longer automatically equated with vulgarity and ugliness. This was a large step forward, a
much more decisive one than sculptors had made by modeling their sitters in the fashions of the
moment, An expensive dress is a myth in itsell, but a blue overall, 2 miner's helmet, or a mason's
shirt lends no wings o faniasy. The admission of these things into art was an acknowledgment
thai they posscssed a certain beauty. [t permitted a glimpse of the not-too-distamt day when the
black smoky horizons, the factory chimneys, and even the machines would have their own
painters and poets. It was a proclamation that modernity and art had never been really opposed.
It amounted 1o accusing art of never having looked ar modern life,

ist seulpture, reactionary though it was frem a purely social point of view, had a place
to fill in the modern world, Tt shook the traditional acsthetic o the foundations; the words
“noble” and “beautiful” pertained now to things formerly despised as trivial, as well as to the

Of the many sculptures whose subject matter was provided by labor, the most beantiful and
also the most moving are probably those of the Belgian, Constantin Meunier (e plate 265). In
mentioning this fine artist, we must not brget Guillion and E. Rothans] ; or Naoum Aronson, “the
sculptor of social suffering,” who faithfully adapted his procedure w the demands of his subjects,
but kept his modeling firm at all times; or Alfred-Jean Halou, whese handling of the medium
expressed the harshness of laboring life,

In the northern countries, especially Belgium, the populist sculptors endeavored, some with
more felicitous results than others, to escape from sentimental convention. While they did not
abandon entirely their predilection for “pathetic™ and “moving” effects, they did avoid affec-
tation, and achieved an Expressionist realism by no means devoid of amplitude and power,

Férime—Mithful reflection of real life—is not the only merit of the works of Minne (see plaie
26ig}, Wouters (rer plate 266), and Mendes da Costa. Their compositions are the more intense and
expressive for being controfled by eqml:hnum in both volume and line. Their sculptures de-
picting grief, love, or work have a vigor and harmony recalling both the late-medieval stone
carving of Flanders and the energy of certain drawings by Van Gogh.
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Tradition, Symbolism, and Socialism, with their variants and derivatives, constitute the three
major tendencies of sculpture at the beginning-of the twentieth century, But there are certain
artists who remained outside the main currents and who claim a special place here, in some cases

because of their total fidelity to carlier traditions, in others because of their complete originality.

One of them, Prince Paul Troubetzkoy (see plate 268), first appeared on the French scene at
the Paris Universal Exhibition of 1goo. The elegance and fweruh madeling of his portraits place
him in the same line as Carpeaux. These portraims in the realistic vein are natural and lively, 2
if done in a hurry.

Another figure whao stands apart from the rest is Edgar Degas (we plate 267, who in hissmall
bronzes continued the systematic study of movements and atitudes which he pursued in uﬁ
media. His dancers and women, modeled in the heyday of Art Nouveau, seem to have

ta do with any of its trends. They are stamped solely with the master’s genius and belong to him

alone,

Finally, we must name Gaudi, whose sculpture moved forward very rapidly from fantasy and
the dream world to arrive at abstract expression. The perennial question of whether Gaudi ever
really belonged to Art Nouveau, even momentarily, is still unanswered. All the evidence seems to

point to his having allied himself to the movement only insofar, and for as long, as it enabled him

to enrich his own mode of expression. Thus he drew inspiration from nature only in order to
create, as she does, 8 world of strange and living forms whose like exists in no other realm. Inso

deing he was the annunciator of a revolution which was to be greater than any the plastic arts

had known for many centuries.

Gaudi was one of the first to discover a new role for the artist: h:mmlmgﬂ:rmmm
but a ereator, with no laws except the limits of his own imagination. At a ]:Inmt in history when
technical progress had made it possible (o reproduce reality without the intervention of the
human hand, he showed unprecedented boldness in cxploring a new universe, a new way of
expression which was natural only in being of human provenance. To him, 1900 art was at oncea
last, inspired, brief Bowering of the styles of the past, and a premonition of the uncharted future;
a development and dual carrent were summed up in his work, from its neo-medicvalist beginnings
i its final destination in the language of the nonfigurative.

Art Nouveau sculpture seems therefore to oscillate between two poles. On the one hand, itis
traditional, sentimental, and not infrequently mediocre; on the other, there is the achievement of
the isclated geniuses who prefigure the style of the future but do not really belong to Art Nouvean.

1t foklows that a true 1goo style would consist of a compromise between these two extremes,
but there are no signs that this golden mean was ever attained. Sculpture merely borrowed a few
tendencies from the new aesthetic—predominance of the curve, soft, gentle modcling, fuid
volumes, expressive line—at the same time as it was swayed by other currents about which there
was nothing specifically Art Nouvean, The growth and development which wok place in the
applied arts have no equivalents in sculpture. Between the traditional miniature sculpture and
the first works of Brancusi there is a great gulf, Detractors of the 1900 Style are ina strong position
here, since it is a fact that there is no great Art Nouveau sculpture. There are only “moments™ of
Art Nouveau, clearly perceptible in the pleasing trifles such as small bronzes and ceramic pieces.

243 @ Usenown Anvor. Camed Orgen Care (detail).
Wood. 1goo. Casile De Haar, Vieuten, The Netherlands.
Sculpture is the field in which Art Nouvean made jts
least successfiul showing. All too often, inspiration was
confined within the limits of Symboksm, which lacked
the necessary connections with dream and the un-
comscioas, wod which tended o confuse the power of
legend with the prettinesy of o Romantic album for
young ladies. In the Low Coontries the tradition of
medievalism remained strong, as is shown by this

gigantic and curious complex of sculptural decoration
at the Castle De Haar.

2g4 @ Avemen Grosent. Moot s Quen Alexardre,
Cast bronze. 1ge5, London.
The date of this monumept confirms the strength of the

fondness for medievalism. Alfred Gillert and:

Alexander Fisher belonged to that Mannerist, Wagner-
ian band who, under cover of spirituality, indulged in
a Walgwrgimahki of sexuality.

e medievalism of the Englishman Reynolds Stephens
 alkdn 1o that of the Frencheman, Jean-Auguste Dampa.

246 B Awrnon STiasswn Triwoph of Hark Antoy, Cast
) Austrin of the “bureaucratic wyle™—
| it safe by isioning Siraser to represent
it at the Paris Universal Exhibition of 1900, Theugh
the Seaession was revolutionizing architecture and the
decorative arts, it seems not to have exercized its

 charms upan sculpture,

agy @ Max Kuscen. Sethover. Mived media. 18gg -
g, Muscum der Bildenden Kunst, Leipeig,
hm%m:pﬂuﬂ:ﬁliﬂnmmﬂu‘mu
uh-ﬂdlﬁnmumlhmy His
Adall Hildebrand, illusirate the
m&hhﬁq‘:mﬂwﬁhﬂnihm
“uwwhh‘hﬂmﬂmmmﬂ.
. engraver, and sculptor, this German artist
: hmﬁ:mﬁr‘u excitement by em-
mmmmmmqqnhim!imﬂh
wax o from shi ing substances—
silver, bironze, omyx, porphyry, agate, and ivory.
vhmmﬂumlmdhhthn,h:[nlulm
make an uncom cloice between naturalism
and Symbalism. Thus in his Bretharen be ased the com-
poser's life-mask taken by Klein, yer did not hesitate
o dress up his model as an inhabitant of Clympus
(mote the footgear). Max Klinger had an almost
unbridled pasion for his materials: the body is
executed |n dazzling white marble; the eagle in veined
black marble; the draperies are onyx; and the throne
i composed of polished gold with imets of agate, jade,
and opal. This predilectiin for precious substances aznd
imagery reveals the artist's ambiton o be
the Gustave Moreau of sculpiure.

‘agfl @ Bowumie Karka. Decorative Growp for the Fapods of
the Pragus Dpera Howse. Plaster model. O 1900,

“In Prague at the end of the nineteenth century a desire
Jor new things was in the air. The Symbolistic inpi-
ration of Bohumil Kafka wa fod by tragic dreams and

Miennier and Rodin, and produced works with a sound

sense of structure,

249 ® Jras-Avovsre Dawrr. Reflectior Masd. Tvory,
mﬂ,-ﬁm:mmummmu.n

He was distinguished from his colleagues, like Froment-
Mieurice and Falize, by his Symbolist leaning.

ag0 B Twdovore Rovikus. Adem and Ere, Ivory, G
1900, Musée Gallidra, Paris,
Here the sculptor has contrived to give his material &
shimmering, silky quality, like the seventeenth-century
ivory carvers. The titles of some of his works are
wgnificant: Mesoling in the Subwrr, Selammbd Visiling
Addtia, ancdd Soowd-Lance, Rivitre was a disciple of the
virtunsd of Byzantium and the Fast. He belongs to the
of d ive Tt who incurred the
mn:h:ryn[lunkhn-e.ﬂeun:ﬂtdmwwpﬂ,
very, and i stomes, using archetypal literary
sulsjects taken from Flaubert, Leconte de Lisle, and
J. M. de Hérddia. Similarly, did not the half-vesled
wainan pacing before the wall of Alesandria give
Freud the model for his Gravida ?

,agt @ Fix Mamear. The Secret. Gili-bronze. G, 1900,

Callection G. Lévy, Pacis,

Fin Mawcau, who underwent a long training in
Flowence, i related 1o the line of Dalianized artist
which includes Bouval, Cauwssé, and Ohbiols,

52 B Gronces Towvewer. Temgptation of Soimt Amcbony.
Ivory, €, 1goo, Musée Galliéra, Paris.

These “remptations,” a favorite iconographic theme,
reveal the attitudes of respectable penple woward the
attractions of Satandam. In the Middle Jpges, tempta-
thon ook the form of Gmastic monsters seeking 1o
entice the afflicted hermit. During the reign of Lowia
XV, Satan’s delegates have become barely nubsbe
nymphas, disguised as shepherdesses. By the late nine-
ieenth century, the Evil One has inunuated himsell
into the bodies of wellendowed, preumatic young
ladies whi seerm to be threatening the unfortunate abd
man and terrifying him with their overly voluptuous

taste for unintelligent sensuality on the part of respect-
able society.

253 @ Usmnvown Awrst, Memorial Grogp (in honor of
the Marquis de Dion-Bowton], Silver, ivary, and stone,
C. 1gog. Musée des Arts et Méters, Pars,

High craftsmanship was a dying phenomenon. Faberge
and his contemporaries were it last representatives,
ch.lpvpunn;mthﬂmpdmm]ntdulndu'whichthq

the direction of Realism. At the mumu.ﬁrgh—
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eomsidered sensuality in American art around 1 oo are
hard to find. MacMonnies” works, such as his equestrian
growp (which » semewhat dmilar to that exccuted by
Recipion for the Grand Palais in Paris), his Bacchante
(Brooklyn Museum, New York), and this bronze Paw,
are inspired by the Talian Renadsance.

w5y 8 Raoun Lancus. Lele Fullor, Gilt-bronze. C, 1900,
Collection Joveph Servon, Paris.

The nuclens of Lofe Fuller's Hlmdn‘ was a small
but deeply devoted band of admirers. Plerre Roche
designed and execuled an amaxing cntrance for the
beautifiul dancer's own theater [se plate 17). Larche's
style is full of the Mediterranean Mannerism then so
much in vogue in the Salons; the same can be said of
Jomcph Chérct, and of Léonard, who designed o soracs
of corpphies for the Manufacture de Sévres.

asf @ Lrvs Dossxten v Moxtaswen. Palau de [a
Mimica Catalany., Detei. 1gofi-o8. Barcelona,

Aus early as the end of the seventeenth century, churches
won the Therian Peninsuln and in Mexico, Peru, and
Brazil had begun to display the same fentures seen
here—the desire of the eye to be led a dance, led
matray and intoxicated by unexpected thruss and
dynumistns capturcd in stone and plaster. In the hands
of Domenéch this tendency became the expresion of o

Iyricism which bad been brought under the contral of

reannn § the undulations of his wu!]-rmr.d Itlrlifgn hand
m hand with the flowing architectural forms which
support them,

257 @ Avctare Boois, Pygmalion emd Geloiea. Marble.
. rgro. The Metropolitan Museum of Art, New York.
Though claimed by both lmpresionsts and Sym-
bolisn, Fedin was unigue; he cannot be grouped
anywhere, The reason he occupics a pre~eminent place
in this anthology of Art Nouveau is the deep, warm-
hlnoded  pasion for the | hody which nins
through his work.

238 B Casmiie Cravoee., The Waor, Onyx and bronge,
. 1g0%. Collection the Claudel family, Paris,

Camille Claudel, 3 pupil of Rodin, was one of the most
original of Art Nowveau sculptors. She had her own
way of combining media {especially rare metals and
semiprecious stones|, and here used onyx w give her
wibject a wondecfully slky, tactile quality. “Justasa
man sittmg alone in the countryside makes we of seme
tree or reck on which his eye has fawened o an ac-
companiment bs his meditation, so o work by Candlle
Clandel in the middie of a room functhons in the same
way a3 the curious rocks collected by the Chinese; i
very form makes it & monument of the inner life. Itis a
budding theme, an invitation to the private muse."
These were the admiring terms in which Paul Claudel
surmmned wp his sster’s work

#58 B Leowapoo Bovoir, Mesorial f0 Sipantie
Marble. € 1gon, S1. Moritz, Switzerland,

Batolfi created this saperb momument o symbs
mountatn which ployed 4o great a part in § in
inapirastion. am;uy.;mmm,m_

ﬁcﬁmhﬂﬂr

titles s Glassblvower, Man with @ Haeonner,
Firedamp, He felt the despair of working-

260 @ Ervan [dusmon. The Wave of the Conturier, Stone,
fe but avoided Eulling into paternalistic sentimen-

1394—1905 Eingr Jomsson Musewm, Reykjavik, Toee

[nchndh: Art Nouveau had Einar Jonson as one of its
best exponents. His protean talent ranged from o Bis-
talfi rype of Symbolism to the kind of “constructivism™
beat typilii Iy Bowndellc:

@ Rk Wouress. The Coquatte. Bromee. 1917,
| lmhm.llru-di-

rhythin, A weakness was his h-HH:r o
efr @ Epoarno Runiso. Famale Figue [for the facade w off—cven in this depiciion of a coguetic—a
of the Pavilion of Decorative Arts at the 1902 Turin
Exhihition). Plaster model.

Italy was rich in remackable nineteenth-century
Mannerist sculptoes, among them Rubino, Romagnoli,
Amtnmio Kuggeri, Arturo Dazed, and Antondo Maraini,
Their full importance will not be realized until o fll
survey has been made of the seulpioral treasures which
appearcd in Taly toward the close of the century, both
in cemeteries and on the facades of buildings. These
woarks are execured In a flowing, IY Annunziesque style
which snine have related (mistakenly) w0 Impression-

fm.

bz 8 Care Micees. Elgpdents, Marble. 1go4. National
Museum, Srockhobm,
Swedish scnlpture from the beginning of the nine-
mantle of Canova's prestige falling on his disciple,
Thorwaldsen. Carl Mills, who was influenced by
Rodin, was ambitious 1 reflect Sweden's new artiitie
aspirations (the playwnght, August Strindberg, had

tempted 1o call him a Mannerist Expressionist.

aby @ Meoamoo Rosso. The Bwkmaker, Cast bronze,
tByy. Galleria Nazionale o Arte Moderna, Milan.
Bené Huvghe, writing of the “process of dematerializa.
tion" which cccurred in the nineteenth century, goes
on o syt ““The nndulating graphic line of Gauguin,
derived from the Japanest arabesque, has its counter-
part in the fuid modeling of Rodin and Medarda
Rasmsn® | Larwusse Encyelopedia of Maders Art, New York,
1965.) The weakness of evanescence is that it tends 1o
become abstract. Sixty yeam later, & certain species afl
abwtract art was to collapse in just the same way, under-
mined by its own preciosity.

‘g.&mﬂﬂnfuﬂﬁu’ﬂvd&l’ﬂ-
Marble. 18p8. Kunsthistorisches Museum, Modemne

Galerie, Vienna.
Minne tuccrsfully kept apart from both pepulist

touch of populism : the elaborate Sounced dres in this
work creates @ jarring nowe,

o687 @ Evcan Decas. Dancr in @ Tuin. Bronze and
elohy rgor The Metropalitan Museum ef Art, NewYork.
The seulpture of Degas eludes formal clasification. It
neverthebess shows affinities w Art Nouvesu : a populist
tendency in the chiice of subjects and a sense of effort
in the pose.

268 @ Purvce Pavt, Teovmerzooy, Purtrod of Reberi de
Mustesguion. Bronge. . 1goz. Collection M. Mallort,
Lomdon.

Troubetskoy wis perhaps the only Fussian sculptor of
s time who managed to throw off iraditional Slay
tendencies. Instead, ho was a pupil of Rodin and dis-
played a leaning toward a certain type of ltalian
nineteenth-century Mannerism,
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The Applied Arts

oviLLe Sivle, Modern Stvle, 1ooo Art, Stile Floreale—ithe names reflect differences not
\| onlv of nationality but of atttude, However, in the end there was general agreement in
favor of Art Nouveau, the name chosen by Samuel Bing for the shop he opened in Paris in

|H|'I: |.!|r|,-', exhibited and sold 1'|=|.|-.||u|-. textiles, ceramics, ';'l.llk. and jewelry, L' Art Nowpeau Jrl".".._:

wis a [urnilure l.hf!tl and an intenor decorator’'s establishment where the minor arts were on
r]'igpl.v_. It was precisely in this ficld thai the most im poriant innovaions were taking place. Art
Nouveau was provid

It is impossible to overlook the extraordinary revival of crafis—and of crafismanship—which
wok place at the end of the nineteenth century. Not only did technical ability reach new heights,

ing an cotirely new sctiing

wilh a L-.u|:1|§L||'I-' revision of the vocabulary of motis, buat there was an even more stenilicant
change: many artists turned aside emporirily or permanently from the so-called fine ars and
devoted themselves to the applied arts

Numerous causes —social, economic, and aesthetic—can be [ound for this, Nineteenth
century painting, sculpture, and architecture were commissioned and judged by the middls
classes. There was a well-dehined road which the artist was CX e texl b0 follow. First cam
the art school, which in France meant the Ecole des Beaux-Aris or one of the athe |
institutions, and after that the Salons, where artists exhibited their vearly output. Outside tha

cursns Momorum there was no salvation and, moreover, no chance of

wiaking a living. Creative
innovation was actually a handicap in attaining success, and was permissible only within strict
aperity and fame was a respect for tradition. For years
_\.|||. :'-II |.]| -.-._.-..-||| ‘| Ris .:||'||
i of those who had been uns:

limits, The prerequisite for

struggled to escape these strictures, and in

O o

in satishing the jury’s tastes. There was an increasing determination on the part

a Salon des Refusés in deference to the indignan
[ artists t
throw off the ebligations which society imposed, and which they were no longer nchined 1
accepl Since this meant they could not subsist by painting, they diverted their talents 1o the
poster and to & wide vari ty ol eraft avocations, and thus rapily became aware of the bad tast
dominating their surroundings,

Che wpical interior of a fin-de-sidele home was built around an astonishing collection of
bric-d-brac. Little light and less air, heavy

hangings, massive furniture cluttered with small

ohjects—rooms full to the bursting point, solemn, tedious, appalling. The century was punctu
ated by successive waves of infatuation with Antiquity, the Middle Ages, and tl

with an undercurrent of conviction that the Lonis XV style was the best of all and could never

be i”'"l""'“"l] L. Rooms were crowded with Henrd 11 buffets, and the embroidered loves ol
troubadours or shepherdesses hung in perpetual suspension on net curtains, whose partings
revealed glimpses of Romans perched on clocks and pugs immortalized in | iin. The style of

the nincteenth century, if it had one, was achieved by copying the styles of the past. Alfred de
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Musset deplored this as early as 1836, in the Confersion o'un Enfant dv Sidele: “The apartments of
the rich are cabinets of curiosities: & conglomeration of Classical Antiquity, Gothic, Rm
Lowis XI11... ssanething from every century except our own, a predicament which has arisen in
no other period... so that we seem to be subsisting on the ruins of the past, as if the end of the
world were near.”

After another forty years, criticism had become still mare violent:

“What do we see on every side 7 Wallpapers which wound the eve; against them, ornate
furniture which wounds the eye; at intervals, a gaudily draped bay which wounds t]n-em
and every spare nook and cranny is hung with plates of spinach with decorative borders
which wound the eve. Let the eye come to terms with all this as best it can.” (At Dideoratif,
1Bgg, No. 7.) Or again: "The subjects chosen to enliven the dining-room wallpaper are
enough to put anyone off his food. The knives, lorks, and glassware testily 1o a long and carefial
search 1o discover ugly and inconvenient shapes, The plates are either adomed with linle
punning devices calenlated (o induce neuropathological symptoms, or colored patterns of
flowers and fruit created by school-girls who were taught porcelain painting as a genteel
accomplishment to be sandwiched in between their sketching class and the piano lesons.
Around the drawing room and bedroom mantels are clocks and wall sconces of indefinite
shape, beds like gondolas, couches and sofas like instruments of torture, imitation gold frames
and cardboard rose paneling are contemplated with serene satisfaction by the rent-paying
occupant before settling down 1o sleep in this delightful seiting.” (Gustave Gefiroy, 1900,
New periodicals rained curses on the bastions of bad taste, and lavished illustcratons and

landatory articles on designers of the younger generation who were striving to create a style,

But what had caused this sudden outburst of resistance? Why this abrupt disgust, these
newly opened eyes, this desire w change the visual setting ?

The discovery of Japanesc art would seem to have been a principal factor, Enthusiasm for
Japanese prints had been universal since about 1880, and their influence on painting was of
capital importance. But they did more than inspire painters with a new outlook, new possibilities
for humaor, or new typographical compasition or page layout. The greatest revelation they had 1w
offer was simjﬂirity, a capacity for delight in nature which the European eye had lost. A few
boldly simplified outlines, filled in with broad patches of color and skillfully distributed on the
page, were enough ; there was a :umplc:r absence of anecdotal subjects :.:xipmnpm.nﬂ:rhﬁ‘ This
dazzling sobriety made everything Europe was producing at the time seem very anificial and
heavy. A clean sweep was imperative; imitation styles, however adroitly confected, must be
abandoned ; ugliness must be banished ; something new must be created.

Japanese influence also affected the msemblfers—interior decorators, as they came o be
known. Exhibitions, galleries, and prints familiarized the Western eye with the supreme re-
finement of Far Eastern interiors which, unlike the European apartment, consisted of practically
empty rooms, with walls which were in many cases quite bare.

Interior design and decoration, so important during the Art Nouvean period, were affected
by two distinct and indeed opposing tendencies: on the one hand, architects and designers cast &
nostalgic eve on the homogencous styles which had governed past epochs; on the other, they
were determined w make their interiors modern—that is, adapied to new needs and desires,
They wanted to create a new style which would continue tradition but not copy it. The occa-
sional echoes of the past which can be found in their work were unintentional; above all, what
they were trying to recapture was the state of mind, the ideal (whether concrete or imaginary)
which had presided over the creation of the models they admired. This ideal had in some cases
not existed at all, but that is not the point. The creative artists concerned were convineed that at
certain specially favored periods in history cven the humblest crafismam had labored joyfully,
making the most insignificant objects into works of art. Of all these inspired the one
chosen as exemplary was the Middle Ages—but not the Middle Ages as envisaged by the
Romantics in the t830's, & mysterious realm in which the shadowy, inseparable figures of love
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and death were forever moving, forever on the watch. On the contrary, the new model of the
Middle Ages was compounded of simplicity, goodness, poverty, and hard work, and animated by
disinterested faith, a world in which everyone had his own share to contribute in the making of
beauty. The apostles of this new belief were many; the ones who lefi the deepest mark on their
age were William Morris in England and Viollet-le-Duc in France,

William Morris was an ardent disciple of John Ruskin. Much earlier in the century Ruskin
had condemned the spirit of the Renaissance, with its ideal of knowledge and perfection, and
exalted the spirit of the Gothic age, whose leading aims were simplicity and freedom. To Ruskin’s
way of thinking, the violence of social unrest sprang from a sense of frustration on the part of the
workers, who had been deprived of mitiative and liberty, and therefore of joy and human
hhy, rather than from any d:rp-s:al.'rd resentment pocasioned hry the uneven distribution of
wealth. The reason the lnboring classes demanded a larger share of that wealth was that they did
not know how to express their real need, which was for joy in work itselfl

These arguments were taken up by Morris, whoe condemned not only the excessive division of
labor, but any use whatsoever of machines. Human beings needed a human setting; their
sarroundings must be beautiful. Machines destroyed beauty and brought death 1o the spirit of
man. In a lecture delivered in 1882, Morris analyzed the state of the various minor arts at that
time. The only merit of the nincteenth century, he said in substance, waz to have suceeeded in
making pottery and glass into ugly objects, a result attained by no earlier civilization, even the
most primitive. Every time the machine was interposed between matter and the human mind the
outcome was a debased article. To Morris, artistic truth and beauty lay in the imperfections
which moved the soul, the trace of the human hand which alone was capable of giving life to
matter. To the technical prowess of the Classical age, he preferred the clumsiness of the Middle
Ages, which breathed sincerity and humility. In these he saw the expression of a simple, healthy
joy which had been stifled by the Renaissance. He was no doubt manufacturing a legend when
he depicted the medieval craftsmen as free and happy men; but, even if historically unjustified,
Morris' vision was received by many artists as that of a “Paradise Lost," and the path to “Para-
dise Regained” had 1o be discovered before a new style could be created.

Morris must in any case be given credit for putting his theories into practice. When he came
to set up house for the first time, he found nothing to his taste. He appealed to his friends, and
with their help eventually composed an interior which satisfied his standards. When he studied
the problems of book production, he did not confine himsell 1o raising his hands in critical
despair, or even to giving valuable advice; he founded the famous Kelmscott Press, which
printed books from specially designed types on handmade paper. It was largely owing to his
initiative that artists in various parts of Europe organized themselves into groups or guilds, under
arrangements approximating the medieval condition of anonymity, to design and produce works
of applicd art. And he was perhaps not far wrong in attaching so much hportance w the state of
mind attributed by him to the craftsmen of the Gothic period, for by 8o doing he re-created the
artist’s humility toward his own handiwork. Thanks to Morris, it became mare important, at
least in theory, that a dish or a basket be practical and beautiful than that the maker’s name be
known. An even more laudable feature was that the object’s beauty was regarded as springing
solely from its perfect fitness for use, without thereby being relegated o second place. Both
designer and eraftsman submitted themselves to the laws of matter and function. They controlled
and directed these elements, but were also in a sense directed and controlled by them,

This same subordination of decoration to form and function was insisted upon by Viollet-le-
Duc, both in his architectural work and in his lectures. He discerned the most perfect realization
of this principle in Gothic art and architecture but, whether from excessive admiration or a lack
of confidence, he was mare modern in his theories than in his buildings. It is not so much from the
latter that his influence must be judged, but rather from his writings. It was the fashion (o attack
and ridicule him; nevertheless, he had the enormous merit of marvelously understanding the
real, revolutionary essence of Gothic art and revealing it to his contemporaries. At the same time,
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he restored the applied arts to their rightful place and denounced the errors into which they had
fallen. But, like Morris, he was still too close to the traditions and models of the past, especially

the thirteenth and fifieenth centuries, and it fell to other men to create a truly new stvle. m

of the all-important initiative taken by Morris and Viollet-le-Duc, the next generation was able

o fashion & truly modem style,

In tracing the origins of Art Nouvean, we are canfronted by delicate and, as it seems, lﬂﬂﬂ*
problems of historical precedence—all the more so in that any strict chronological account
presents us with an interplay of influences so complicated as 1o be completely unrelizble. In
theory, Art Nouveau first appeared in England, then Scotland, and then suddenly expancded,
extending to Belgium, France, Germany, and ltaly, But the order in which these countries are
named is simply a matter of individual preference on the part of historians, who frequently omit
the importance of the movement in Scandinavia, Russia, and the United Seates, The truth is that
there would not be much in common between most of these countries were it not that they were
moved by a single undertying ideal: to settle accounts with the historicists. Irrespective of nation-
ality, new ideas were, within a few years, o beget works which were original in relation (o both
the past and the present. This abrupt flowering between 180 and 1895 was due w the influence
of such groups as the Century Guild, founded in 1882 by Selwyn Image and Arthur Hevgate
Mackmurdo, In 1883, Mackmurdo designed the title page of Wren's City Churches (see plate 519),

" which was one of the first characieristic manifestations of Art Nouveaw. At abour the same dme,
the art of glassware was being revolutionized by Emile Gallé in France, and a new repertory of
lorm and decoration was being created in Scandinavia in the Royal Copenhagen and Ildhsu-mp
workshope of Denmark and Sweden,

There was not cne point of origin but several, and the flame was lit almost simultaneously, the
spark coming in each case from the work or personality of some oustanding individual —such as
Mackmurde, Gallé, Carries, Chaplet, Van de Velde, or Tiflany—who brouglit about a complete
renewal of one or more technigues of production. This amazing epidemic, which spread o se
many countries at once, was propagated by international exhibitions and by periodicals dealing
with the decorative arts; the latter, with their abundant illustrations and lyrically enthusiastic
commentaries, fostered a laudable spirit of emulation. If we are to discuss dates at all, let us
contfine ourselves 1o demarcating the period when Art Nouvean was predominant. 1t was born,
as we have noted, in the carly 1880's, but that was only the first emergence of the seedling. By
1890, the style blossomed all over Europe, and its fanciful and fiery youth eccupicd the last fve
vears of the century. The subsequent history of this art, which is erroneously labeled 1900, is
ane of mal-development and decline over the next ten or fifteen years. Some people give 1902 a5
the date of it decease, and adduce the Turin Exhibition as evidence of death. Doubtless the
“art of the fin de sécle™ had become a dead letier by then, But was not the simple style which
followed it, stripped of nonessentials, the real Art Nouveau ? First the Cubist revolution, and then
the outbreak of the First World War, which forced the nations of the Old World to face the
immediate reality of the twentieth century, marked its end. Nevertheless, substantial echoes of it
can still be found as late as 1928, notably in architecture and funerary art. With the 1920°s came
Art Décoratifl, whose debt 1o is predecessors was enormous.

Thus, the life span of Art Nouvean would seem to cover twenty years. This leads us to cortain
observations which may give a clearer focus on the character and consequences of the Art
Nouveau style, which is inadequately understood even today.

There is no longer any excuse for confusing Art Nouveau with the “style of the hﬂ@m
nowclle,” which b typical of the fin-de-nécle aesthetic. These fantastic excesses (which in any case
were peculiar to France and Belgium | lasted only a few vears, Art Nouveau is far more than just
a tentacular art, peopled with cophalopods and drowned women, To seduce it 1o these terms
woild be to deny its very existence, In reality, impassioned curves, fainting fowers, and swarm-
ing tendrils were enly one aspect of it, a trend which was resisted as early as 1900, and in some
cases even earlier, in the name of the principles of Art Nouveau itself. This resistance is particu-
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Narly noticcable in the applied arts. Whereas an aquarium-like sinuosity and mystery dominates
the early works in bronze, pewter, and ceramics and the first redecorations ol restaurants, these

are followed almost at once by something simpler and more avstere: definite and often angular

, :Wurnh pure, rigorous lines. Settings and objects conjured from the depths of haunted ponds

passed quickly out of fashion, making way for a more rational, less tormented conception—less

'haquz.mnﬂrthtwurquﬁenhnndmdahoulmcmmbmmﬂlhnﬂlmmuu,Sottunbc

seen that after a temporary passion for the strange and morbid, there was a real regeneration of
‘decoration and the crafis, a renascence which definitively pushed out effete formulas in favor of

‘new, simple forms, conevived for a rational use,

For the last sixty years we have been—perhaps without realizing it—Jiving in a sctting which
owes almost everything to Art Nouveau. Indeed, our whole attitude toward interior decoration,
our demand for something harmonious and intimate, is inherited from the 1900 period. Tt i
probably idle w speculate what our surroundings would have been like without Art Nouveau;
12 mark is everywhere, even in the smallest details. A good many of the shapes which we take lor
granted would never have developed without Art Nouveau; and when we study the lamps, vases,
and other small objects of that period, it comes as a shock to realize how many ridiculous, ugly
objects are still being produced today, Alas, we are the last people who should criticize an art
which is called **decadent” or *fin de sifle,” in view of our tardiness w avail ourselves of its
benefits. Only the Scandinavian countries have succeeded in going forward on the path initiated
more Lthan fifty years ago, Looking at some of the examples in this book, whether they be flatware
by Ricmerschmid (see plate 478), a cup and saucer by Van de Velde (s plate 357), or Austrian or

Scottish interiors {sée plates 341 and g25), the reader will doubtless find himself exclaiming,

“But that's modern!” No, not modern, but typically Art Nouveau, which is to say not fin de
siele, not late nineteenth century, but early twentieth. In a few short years the minor arts
made a prodigious stride forward. We, sixty years later, are still living on the capital they accu-
mulated.

Of course, Cubism, and the schematized Art Décoratf style, and abstract art have, in their
turn, transformed the way we visualize objects. Surprisingly, however, while some of the forms
realized during the last ten vears in furniture and in smaller, more casual objects seem to have no
connection with the aesthetic of the carly part of the century, and while others are totally
Manneristic (as seen in the exhibition Obfet Art Décor beld in Paris in 1962) and look as if they

have sprung fully armed from the senile imagination of a few survivors from the Belle Epogur, the

fact remains that the great majority, however revolutionary they may scem, reflect the same
solicitude for functionalism, comiort, and, in some cases, sober design which originally entered
the world with Art Nouveau,

Consequently, it is no longer paradoxical o argue that Art Nowvean paved the way for a
Salutory return to simplicity, Objects have lost the lalse modesty, as it were, which made it
compulsory to disguise them as something else, not only in form, but even in material, During the
first three quarters of the nineteenth century the aim was not to make beautiful things, but
things which looked expensive. The reaction of artists and crafismen to this hypocrisy focused
their artention on folk art and commonplace materals. They took to carthenware and pewter,
used string for embroidery, and desigoed glorious brass settings to enhance the mdiance of an
artificial pearl.

Their insistence on complete sincerity led them to reject any decoration arbitrarily imposed
upon a surface or volume. Their eyes had wearied of plain backgrounds on which hackneyved
ornaments were applied at random, of medallions from which the profiles sioad out rigidly, and of
senseless flower patterns on plates. What their souls thirsted after was an intimate connection
between background and motif. There must no longer be decorated surfaces, but only decorative
surfaces. That was the reason planes were kept firmly restricted to their statutory two dimensions ;
to add a third would have been 1o tell a visual lie, and would, moreover, have amounted to
dividing into two what was essentially one, by distinguishing between the value of the decoration
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and that of its ground. And for the same reason it was ne longer possible for arust and erafisman,
architect and carver, designer and executant, to.work in isolation from cach other.

Art Nouveau is sometimes written off as a reactionary, bourgeois phenomenon, an absurdity,
an illusory attempt to return to craft conditons which had disappeared lorever. Instead of
indulging in condemnation or absolution, let us rather say that artists at the beginning of the
century found themselves in an intlerably false situation, caught between the aesthetic bank-
ruptcy of mechanization and the necessity for creating a style. In the absence of an environment
in which such a style could have been developed, they turned toward an artisan-based society
which was disappearing under the pressure of an economic and social evolution. But the problems
at the beginning of the twenticth century reached beyvond the bounds of art. They were double
headed, at once sociological and humanistic, and perhaps we are still waiting for the solution.

Furniture and Decoration

LassicaL art has reassured conservative people for the better part of twenty-live centuries.
It raises no awkward questions; it is always respected by the critics and venerated by those
who take their opinions from the critics. It creates confidence. Rome in 1550, England and
France in the cighteenth century, the United States about 1820, Munich in r86o—all these held
Greco-Roman Antiquity in high esteem because it drew on the adventures of the past to stir
people’s imaginations decorously, comfortably—not too little, not too much.
This passion for Antiquity lives on today in motion pictures. People buy their tickets to sit in
the dark and share the intimate life of Cleopatra.
Art Nouveau was not lacking the foible, There are chairs designed by Von Stuck which
would not be out of place in Pharaoh’s court as envisioned by Cecil B. DeMille.
As a compromise, the Middle Ages were a frequent source of inspiration for designers anxious
to provide an interior both reassuring to the mind and pleasing 1o the eye.

MEDIEVALISM

The fashion for medicvalism had its arigin in emotional factors. In France the style of the mid-
nineteenth century—the Restoration, Duchesse de Berry, “Keepsake”™—with its sideboards and
chairs reinforced with flying buttresses and acanthus decorations, delivered the country from the
solemn Empire style and its reminders of the immediate past.

The upholsterers, who had not yet started calling themselves “decorators,”” surrounded their
customers with a style imitated from the medieval court of Bourges. *“Medievalism and polished
walnut” could have been the slogan of the cabinetmakers of the Faubourg Saint-Germain or the
Vallée de la Loire, who did well for themselves by turning out degoberts, kuchiers, and coguefires
{medicval chairs with low seats, tall backs, and no arms). Havard's dictionary of furniture gives
no fewer than one hundred names for the various imitations of this kind. We can imagine the
exclamations any of them might have elicited from Mlle. Dolly, a character in a novel by Jean
Losrrain (Les Pellégstres). Here is her own account of her visit to Monsieur Dormoy, a collector of
Guthic weapons who is also a bit of a satyr:

“He prostrated himsell before me: ‘But you're Bradamante! Clorinda! la belle Heaul-
miére!"

“*Now just you mind your manners!'

“1 showed him 1 wasn't standing for any of his sauce, But do you suppose that was the end
of it? Oh dear me no, he had only just begun. What does he do but get down a lot of ald
iroonmongery off the wall—a breastplate, and a lot of other old pieces to fit on your arms, your
thighs and your stomach, in fact the whole body as you might say, and this crank wanted w
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lock me up inside that lot! Inside that hardware, 1 ask you, and me with my sensitive breasts, b

not to mention my tender thighs! So then I became really angry with him:

“**Now that's encugh from vou, you old peop! Yeu go and take a bath—mno, a cold
that's what you need. You must be a lunatic, escaped from Charenton, . I've seen enough
you!""
In Great Britain, Chippendale and Regency furnitare, the lutter of which was a combination,

often a very happy one, of rocadle forms, was abandoned by the fashionable furniture dealers in

favor of “French Renaissance™ style. To push up their sales they gu.u-.m:n:d that their furniture

was “in the purest Frangois I taste™ and that, as Sir Walter Scout wrote in 1838, it presented "ﬂu-"'

appearance of a curule chair, ancient distinction, Greek majesty, echoes of Italy.™
Irritated beyond bearing by this mongrel eclecticiem, which reached its nadir in the High
Vietorian period, Owen Jones (in The Grammar of Ornament) declared in 1856: *“The world has

brcome weary of the eternal repetition of the same conventional forms which have been borrowed

from styles which have passed away.”

In German and Austrian furniture and decoration mediocrity reigned supreme, and the
revolt against the haphazard Empire revival of the dealers was particularly aggressive, Gm
was Hooded with horrors, of which the bracerse sivle was a relatively mild example, The Studio’s
_ eritic wrote in the sue of October 15, 1901

“There has never been any genuine style in Germany, as far as the city-dweller i con-
cerned ... whenever something a little bit better was wanted, recourse was made to horribly
eomplicated carving or o an imitation of the furmishing of the old French courts: there was
nothing o be scen but @it and stucco.

“In Imperinl Germany things were even worse; there was only imitation. As the impres-
sion sought after was one of wealth, sumptususness or (in a word) gold, rich meldings and
very heavy furniture were predominant, But the middle-class person, who could afford enly

moderately priced articles, was furced w resort to imitation. There is varnish instead of gold,

plaster or stucco instead of marble, papicr-miché instead of leather, and vencer instead of
golid wood. Such was ordinary furnishing in Germany between 1830 and 1890,

FOLK ART

Folk art, medievalism’s poor relation, fourished in the nineteenth century, Local interests .l.'lﬂ
local legends were embodied in fabulous creatures, dragons, and geometrical repeated patterns.

These authentic themes became an all-too-ready prey to debasement when, under cover of
“tradition,” they were exploited by mass production, Venerable nustic relies such as Norman
cupboards and Brewon chests and settles were not only piously preserved ; they were copied by the
thousand. This fetishistic appetite for folk art was so strong at the end of the century that, in
Russia, the idea of defying the “Old Russian” spint by designing ncw fumiture must have
seemed as sacrilegious as an attempt on the life of the Tzar. At Talashkino, therefore, as in
Scandinavia and Switzerland, designers working in the spirit of the Sezession had to disguise their
formature by giving it a tradivonal, old-faslioned air,

PERSISTENCE OF THE LOUIS XV STYLE

The cighteenth century was “invented” in the nineteenth by the Goncourt brothers and also by
Huysmans—it is well to remember that the latter was fonder of the Louis XV taste than of Art
Nouveaw, But a preference for the cighteenth century had been in the air all along. Even as late as
1830, Louis XV articles were still being produced. Indeed, an apprentice who had signed his
indentures in 1775, could have carried on guite happily under Louis Philippe, who reigned from
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g0 1w 1848, A certain class in socicty, which included many of the leaders of fishion and which
made fun of the pefit bourgeors” fondness for medievalism, remained tied to the eighteenth century,
o which it looked back with longing and whose splendors it persistently hoped to revive, At

~ court, the entourage of the Empress Eugénie professed touching sentiments for “our poor martyr,

Marie Antoinette,” and while the heavy, compasite architecture of Napaoleon T1s reign cludes
definition, the furniture which went with it remained faithful to the recaille convention. The
chairs, with their acanthi, their cambered feet, and their shimmering mother-ol-pearl inlays
liglhting up the surrounding ehony, are by no means ungraceful or lacking in originality.

THE CHIFFON STYLE

The war of 1870 brought the decline not only of medievalism but also of the Napaleon T style,
Instead of pancling modeled on that in the Chétean de Chenonceaus, the upholsterers now
supplied heavy drapes hung in Turkish or Indian fashion, with openings like those of stage cur-
tains. Rosewood chairs, varnished like patent-leather shoes, with tight, tufted upholstery,
replaced the Gothic-type pieces covered with what was called, by courtesy, Cordova leather.
Occasional tables were inlaid with brass and mother-of-pearl, and were usually cluttered with
imitation Limoges enamel chalices or Palissy dishes, or their ops were adomed with coats of
arms in nicllo work (pseudo-anticques of this kind were manufactured in the littde workshops off
the Marais quarter of Paris), 1t was, as it were, Franz Joseph “at home” (o Maric de” Medici.

Today, this taste for such fripperics seems both surprising and amusing, but it was intrinsic to
Tﬁmhnlﬂipum, Huysmans gives this description of the bedroom of M. Des Esseintes in

Rebours :

“Having pondered the question from every angle, he concluded that what his objective
really amounicd to was this: he must use pretiy; plessant things o ereate a gloomy effect or
rather, while keeping the room as ugly as it really was, he must impart some kind of elegance
and distinction to the whole., The aptigue du thédire was o be reversed. On the stage, tawdry
fabrics were made to appear luxurious and expensive, The effect he had o achieve was
exactly the opposite; genuinely magnificent fabrics must be made to look like rags. Ina word,
he must devise a monk's cell which would seem genuine without, of course, being s0,"
Symbolist Mannerism, which was the final spasm of bourgeois taste before the coming of Art

Nouveau, manifested itself throughout Europe. In Italy, the Stile Umbertino was no more than a
distorting mirror for various glories of the past. Anyone exploring some of the immense palazzos
in the vicinity of Milan, and na.miniugihc gilded chairs inspired by the ornamental carvings of
the seventeenth century, may find it difficult to distinguish the ones made on the eve of the
Risorgimento from those of a much earlier date. Add 1o this the Bicdermeicr style, which was
ragiog all the way from Turin to Venice, and a clear impression of these fossil edifices will result.
The same spineless “style’ was in evidence everywhere. Russia, Austria, and England were
: with it. The novels of the closing years of the century make the reader feel that the herocs
Maupassant, Tolstoi, and I’ Annunzio must all have had their houses furnished and decorated
by the same firm. The aesthetes, on the other hand, men like Huysmans, Robert de Montesquiou,
and Jean Lorrain, were no longer content with the formula. Where there had been black they
spread & rash of gold, and they substituted precious stones for the cloth buttons on uphalstery, the
better to lacerate their characters' skins.

The Americans [pllowed a similar path. The rustic “Early American” style gave way to the
Saracenic, which was considered very smart, Dark fabrics, contrasting with artificially tarnished
braid, were draped on rosewood and ebony inlaid with mother-of. and ivory. The trans-
atantic antique dealers, quick 1o exploit the new fashion, imported the “Thiers” monstrosities
which were falling into contempt in Europe. Edgar Allan Poe’s description (in the Philosophy of
Furnishing) gives us a picture of one of these New York interiors:
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“Two large low salas of rosewond and erimson silk, gold-flowered, form thcﬂll.h’!ﬂll,'ﬂﬂt
the exception of two light conversation chairs, also of rosewood. There is a pianoforte

(rosewood also), without cover, and thrown open. An octagonal table, formed altogether of

the richest, mlld-thr('ndi:d marble, is placed near one of the sofas. This is also without cover;
the drapery of the curtains has been thought suflicient. Four large and gorgeous Sévres

b
in which bloom a profusion of sweet and vivid fowers, occupy the slightly rounded angles of

the room. A tall candelabrum, bearing a small antique lamp with highly perfumed oil, is
standing near the head of my sleeping friend. Some light and graceful shelves, with gold edges

and crimaon silk cords with gold tassels, sustain two or three hundred magnificently bound
books. Beyond these things, there 3 no furniture, if we except an Argand lamp, with a plain,
crimson-tinted ground-glass shade, which depends from the lofty vaulted ceiling by a single
gold chain, and throws a trancguil but magical radiance over all.” '
The wretched pseudo-Renaissance sideboards, which now languish unsold in auction rooms

and junk shops, indicate bow strong was this mania for “antiques,” affecting both the middle-

income group and the Ach. From about 185, the catalogues of the big stores offered Louis XV or
Louts XVI suives at “highly competitive” prices, payable in monthly installments. Some of the

well-to-do were irritated by this “poor mun's luxury,” and there was no lack of mercenary

scribblers, such as Arthur Millet, who described in 18g9g the “delights" of working-class life and
the dangers threatening it:
I onee lived for years in & working-class district and 1 observed the people st first hand.
At every street corner in that district there is a bar, of vast dimensions and swimming in
artificial light, like the cafés on the boulevards. When the workshops empty 1ht bars Iillup.
Like the muore pmspﬂmmdnmcn,pqmronﬂhutthmhmdehmh [
time]. From six to eight in the evening an intolerable stench of absinthe fills the streets, How

has all this come w pass ? Wily industrialists, anxious at once to make their contribution

the people’s happiness and o line their own pockets, have produced a cheap absinthe which
sells at ten centimes a glass. Others have concentrated on increasing the luxury of working-
class interiors. The furniture in these homes is now infinitely more luxurious than it used 1o be;
there are Renaissance sideboards and Louis XV beds which, however, fall tw pieces if the

Family moves a fow times. The lower classes have other new enjoyments; they like horse races

and are acquiring a taste for going w the seashore, In short, they are intent on proving that
class is nonexistent and that they have the right 10 enjoy themselves as much as the rich, What
they are doing, unfortunately, is squandering both their savipgs and their health. Aristocracy
was undermined, and finally destroyed, by the abuse of pleasure. I am very much afraid that
democracy may suffer the same fate. To me, this rapid growth of calés, concerts, and every
other kind of entertainment and enjoyment looks devidedly ominous.™

The Art Nouveau artists were in revolt against an entire century of mediocrity and pastiche.

As in architecture and the applied arts, two trends were at work: one was Symbolist and ornate,

a welter of lustoricism in most cases; the other was modern-minded and sought simplicity. The
sidehoard (see plate 296) designed by Gallé in 1892, which has a Symbolist-inspired back and
heavy Louis XIII feet, contrasts sharply with the simple, functional furniture designed a few
years later by Eliel Saarinen and Frank Lloyd Wright (see plates 360 and g61).

THE SYMBOLISTS

The Symbolists were very diverse in their stylistic leanings; they might be naturalises (Gallé,
Majorelle, Basile), rococo (Sclmersheim, De Feure), exponents of the dream world (Gaudi,
Rupert Carabin), Wagnerian (Gotthold Riegelmann ), Orientalists [ Toorop, D" Aronco, Tiffany),
Medicvalists (Berlage ), Celtic (Mackmurdo), quasi-Japancse {Whistler, Ferdinand Boberg), or
fislk-art oriented (Princess Tenisheva's group). But they had one thing in common: they were all
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. perhaps the most complete Mannerists the history of art has ever known. Though

¥ #MMhmdmhmkthtun they were united by asingle ideal: they aspired to

improve the setting of daily life, within the financial and social limits imposed by their clienis.

From 1890 on, this missionary state of mind was manifesied by the creation of innumerable

“in Paris, Vienna, London, Hebinki, and Glasgow. Crafismanship was restored two its

eminence, and painters such as Van de Velde, De Feure, and Brangwyn, not content with

‘having thrown the drawing-room doors wide open to decorative designers, finally joined their
ranks to become craftsmen themselves.

ORIENTALISM

Samuel Bing was instrumental in opening new vistas as he imporied various ohjects rom Japan
and ordered his designers to capture and translate their esence. Exasperated by the turqueries
which Fromentin and Decamps were so fond of and which enraptured Sarah Bernhardt, Whistler
and Bing sought 1o adapt exoticism o the Western eye. This formula created a refined acsthetic
of decoration which can be seen in Whistler's Peacock Room, Bagery's chairs, the printed ma-
terials by De Foure, and Baillic Scott's salmon and rose<pink hangings (see plates 280 and 2g7).

But however influential the Orientalists were, the Nancy School was even more so; it created
a truly Symbolist furnishing stvle which s of capital importance in the history of Art Nouveau,

THE SCHOOL OF NANCY

The plans and aims set forth by the School of Nancy stated a unificd ideal: the revival of an
artistic center which would draw its originality from the spirit of the ancient province of Lorraine,
& regional aspiration not unlike that of the Medical School under Charcot,

We can gain information on the various ideals entertained by the youthful School of Nancy
by reading its manifestos. They are rather reminiscent of thase issucd by supposedly lefi-wing
partics amimated by sincere, gencrons convictions but which, being partly sponsorcd by the well-
to-do, become the most ardent defenders of capitalism.

Gallé wanted his works to be available to the masses, but they were so refined and 0 expensive
to produce that only the rich could afford them, The same dilemma separated Ruskin and his
disciple Morris, who wanted evervone to have beautiful things to enjoy, but fell into the clutches
of mediocre manufacturers,

The School of Nancy succecded not only in joining animal and flower motif in is decorative
schemes but also, hyl:.llhrgmg a field poppy, for example, or a gnat, achieved a kind of super-
matural effect; this is its most remarkable characteristic,

The dmgm:rs at Nancy were so enamored of unusual effects that they wandered into
:hm inhabited by formless monsters. Similarly, some furniture by Gallé and Majorelle makes

the hallucinated imagination of the artists of carlier centuries look like tamely realistic modeling,

Warking on lines parallel to those of the School of Nancy, a few creative spirits such as Rupert
Carabin, Jean-Auguste Dampt, and Gaudi went beyond the frontiers of Symbolism and success-
fully transliterated delirium into stone or wood. They penctrated decper than anyone had hefore
into the realm of dream and fantasy—deeper than Andrea Brustolon or the lae-fificenth-
century Florentine cabinetmakers. The Gaudiesque mirror (see plate 906}, Endell's staircase (e
plate 318, the cabinet by Carabin (e plate 400, and the astonishing table by an unknown
designer (o plate g01) are spirited, amusing, disquicting masterpieces, which would be quite at
home in surroundings dreamed up by Hieronymus Bosch or Edgar Allan Poe.

Paris was more amenable to the #tyles advocated by the fashionable upholsterers and the
Ganeourt brothers, and was somewhat intractable at first when presented with the ideals of the

‘ .



223 FURNITURE AND DECORATION

School of Nancy, France's first new, revolutionary interior must be credited to the adventurous
spirit displayed hv the owners of the Café de Pars and Maxim's, The work of Sauvage and Sara-
zin at the Café de Paris, and the rooms in the private house designed by Schncllknpf&urm

Guilbert, vield an impresion of license, preciosity, and originality ; standing in front of

panilinns, inlaid with volutes and arabesques of different kinds of rare wood, the m

furniture seems 1o be dancing a strange lascivious ballet in the light falling from perverse can-

delabra which coil and wwist like angry cobras, The ordinary run of customers incvitably

resisted this type of decoration, and in order to keep the commussions coming in, Schocllkopf and
his colleagues hiad 1w draw in their horns.
The undeniably important position held by France in Art Nouveau was largely won by

Emile Gallé, the movement's leader, and by countless cahinetmakers and decorators—such men

as Majorelle, Emile André, Gautier, and Jacques Gruber —who made the most of the arboral
sinunsities nf the style without transgressing the example set by natare, the supple energy and

formal construction of filbrous growth.

IMPASSE

A glance at the furniture and examples of decorative art included here will show the reader that

this Mannerist art lacked roow, both spiritually and socially. When we contemplate this excess of
affectarion (and indeed of vulgarity, w which it often descended), we feel that the failure of
Symbolism involved that of decoration also, or rather of super-decoration.

This was why the Nowille Style, which was the bridoe between the world of vesterday and the
workd of wmorrow, was slanghtered by the public’s lack of understanding, One can indeed
sympathize with the irfitation of some of the critics, one of whom wrote in Le Gaulois in 18903

“The Art of Decoration has been reborn. Are vou thirsty ? Try buying vourself a drink ina
brasserie. Don’t be nervous, go on in.... But alas! at once you will feel the chill of the ceramics

desornding on your soul, and the menace of the wrmentedly fsing candelabra suspended

over your head....”

Like Dali, the writer gocs on to complain of “the flaccid twists and turns of these appurte-
nances created for o democratic clientéle’” and s “nauseated by their ordinary, wm‘kﬁ.‘r
apprarance.”

In many cascs, especially where the applicd ars are concernerd—the very term “applied,”™ as
Jean Cassou rightly poins out, “reveals the absurdity, sophistry, and unnecessary complicaton
of the curves, their reckless eclecticism’—we are confronted by “a jumble which simply does not,
and cannot, constitute a unity.” [ Ler Saurges du XX Sidcle, Exhibition Catalogue, Paris, 19bo-61.)

BELGIUM

Belgium made such progress on every artistic front, especially that of the decorative arts, that the
end of the century found her in an exemplary position.

Two tendencies, often in conflict, held the field, One was the vein of Symbolism n.nd [antasy
associated with Horta, Hankar, and Gustave Serrurier-Bovy, and fairly closely related to the
School of Nancy and the British, The other was created by Van de Velde and was resolutely
functional; it “set up an experimental formula in opposition 1o the religious exaltation of Ruskin
and the generous socialism of Morris,” The idea of experiment underiay everything attempted
by the voung architect, who had adopted Michelangelo’s statement ghat “beauty lies in the
elimination of superfluities.”

Van de Velde first turmned his attention to simplifying the décor of everyday life. His gorpe
ruose al:
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*,..the insane follies which the furniture makers of past centuries had piled up in bedrooms
and drawing rooms.... Procesions of fauns, menacing apocalyptic beasts, benevolently
- hilarious Cupids (bawdy in some cases and complaisantly anxious to please in others), and
swollen-checked satyrs in charge of the winds.”
‘His reaction to this décor was unequivocal :

“Reason i revolted by this perennial cowardice, this persistent refusal o seek out the

right form, the form which is simple, truthful, and absolute.”

And he rejects a certain deeply ingrained misconception:

“Style and beauty are two sharply differentiated things; neither of them depends on the
other; indeed, cither may exclude the other. To strive for style does not necessarily mean
striving for beauty. Style results from the general connection arising between all the mani-
festations of creative thought in a given period, Style includes all the characteristics which
constitute the family; some families are beautiful and others are ugly, So the same is of
course true of styles.

“In architecture and the industrial arts it is dangerous to pursue beauty for beauty's sake.
Such a quest can end oaly in baroque confusion.”

[Henry van de Velde, Formule o une Esthétique Moderne)

Henry van de Velde was just turned twenty-six when he was admitted to membership in the
Cercle des XX, the group of painters in Brussels who were fighting for a new aesthetic.

Am idealistic Socialist in the manner of his time, Van de Velde was anxions to connest the lot
of art with that of society, to unify the civilization of thought with that of the machine. It was in
this spirit that in 1845 he built his own house, Bloemenwerl, at Uccle (see plaste 5u), designing not
only the building itself but also the furniture, lighting fixtures, and hardware, and creating an
ensemble which was revolutionary for its ime because it was completely, consistently modern.

The finished ensemble drew the aneation of artists from all over Europe, and the French
dealer, Samuel Hing, was so enthusiastic that he brgan exhibiting works by Van de Velde as
carly as 18y7; Germans of various sorts and conditions—Count Harry Kessler and the art critic
Julius Meier-Graefe, Walter Rathenau, and the Grand Duke of Saxony—became ardent sup-
porters of his work and ideas.
~ Between 1897 and 1goo, there was still a certain unity in Art Nouveau, regardless of whether
its country of origin was Belgium, Britain, France, Germany, or Austria. The distinctions which
were saon 1o arise between Art Nouveau and modern art had not vet appeared in any significant
way; the same sense of line (though aof course with individual variations) was displayed by the
School of Nancy, Horta, and Van de Velde.

But, as one year followed another, Van de Velde eliminated * uous ornament’” from his
farniture, ceramics, and fabrics; at the same ume, however, unlike Josef Hoffmann and more
especially Adolf Loos, he retained from his Brussels period and the bewitching influence of
Horta a certain fondness for the style which he made so much his own, and into which he appears
somechow to have ranslated the slow, irresistible surges of the sea.

Van de Velde was therefore the one artist who achieved a balanced position between the
excesses of the School of Nancy and the arid simplicity of the pioneers of the Bauhaus, His
standpoint was that line was fundamental, that its shining excellence came from its having
“derived its strength from the energy of the man who drew i, and that it should never be
disguised or concealed. Despite being so hostile 1o superfluity and to the pursuit of beauty for irs
own sake, Van de Velde was well able w perceive the good side of Symbolist Art Nouveau.
Years later, he wrote:

“The same critics who have nothing but enthusiastic exclamations for Gothic and
Renaissance ornament are ever ready with severity when evaluating the exceution and
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artistic value of contemporary works. But they have no right to depreciate thﬁqnlﬂf#‘
m!pq ration of the men wha g:u’.dcd. the industrial arts in the Aourishing days nl'l:hrjm

in Germany, Art Nouvean in France, and the style which borrowed briars and
and chlorotic girls with opulent tresses—from the English Pre-Raphaelites,

“If [Art Nouvean and Nouille Style] fell so rapidly into discredit, the reason lay in the
strikingly poor execution of the objects it was trying to get the public to accept. With the
furniture and other utilitarian objects of the Middle Ages and Renaissance it wuh'ﬁf
reverse: the workmanship was so superlative that the inspiration of the artists of those periods

has never since been sai'cguarded against criticiam; only wday has the suspicion percolated
that the guality of the inspiration was inferior aml pq.mlhly even corruplt! Once again we
come up against the important truth thar workmanship alone does not constitute beauty,”

[Henry van de Velde, Formule &'une Esthdtique Maderne)

An axiom of Leonardo da Vinei's which was taken up by Van de Velde, that “beauty and

utility can exist together, like castles and men,” became the battle cry not only of Art Nouveau,
bt also of the new age which followed it. Thus, when the directors of the Magasins du Louvre in
Paris announced, in 18g6, a competition for the design of a motorcar which was to look like &
genuine automobile, not just a carriage minus the horses, they were contributing to the birth of
what is now known in France as le styfiime.

GERMANY

In France, with Bracquemond, Gallé, and Guimard, and in Britain, with Mackmurdo and
Marris, decorative Art Nouvean arose from the work of specialists. In Germany its origing were
different ; its proponents appear to have been three intellectuals, Justus Brinckmann, who founded:
the Museum fiir Kunst und Gewerbe in Hamburg in IB?T, the painter and collector Otto
Eckmann, and Jacobsen, a pastor who set ap a village weaving center.

Acting on motives similar to those of the founders of the Ars and Crafts movement in Britain,
Brinckmann wrote in his intreduction to an exhibition of contemporary posters in 18g6:

“Art must be accessible to all.. . notenly to those who can afford to buy pictures, butalsoto
those who have the leisure to enjoy them in art galleries. To attain this goal, art must go down
into the street and station iuclfin the view of the workers hurrying by, to whom you can offer
neither time nor money."'

Ihe prummuu.. and success which the movement attained in Hamburg were due partly o

another piemeer, Alfred Lichtwark, who communicated his passion for the art and horticulture of

Japan to intellectual and industrial circles in that ancient Hanseatic city.

Between 18gz2 and rgoo, the Hame of the new movement was lit simultaneously in Munich,
Darmstadt, Berlin, and Plrzheim. Whereas in France Art Nouveau remained a local ;ﬁ-
nomenon, largely confined o Naney, in Germany every city contributed through its own
originality to the creation of a general national style,

Munich, where the success of Ant Nouveau was total, became the mecea ol all these Il]ﬂ-
raticms. The periodicals Jugend and Pan opened their pages not only to German artists but te
anyone, no matter where he came from, who was eager to battle for the same cause. The spear-
head was provided by Simplizicamns, whose liveliness and malice were reinforced by drawings,
Ty [!r Vl.!.'l.il_!l Were Ll).llt.l'ih.llﬂj b’r’ 'rhm ’l‘tlﬂ.‘l’].l:‘ H&I'I.I_'.

The Germans, with admirable intuition, were much quicker than the Belgians to appreciate
the genius of Van de Velde, Berlin, Munich, Darmstadt, and Hagen ied with one another to
secure his services as teacher and designer. And although court and aristocratic circles sneered at
his revolutionary efforts, big business, in the form of shipping companies, gave him commissions,
as did eraftsmen—the former for the interior decoration of ships, and the latter for shops.
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Munich also attracted Mackintosh and the Hoffmann section of the Sezession from Austria,

ch, Obrist, Riemerschmid, and, above all, Endell found there exactly the climate in which

could expand and bloom.

French had developed an inferiority complex about Germany after their defeat in 1850,

#“Mmﬂmhﬂm seething cauldron of artistic activity make an interesting study, They
‘mhﬁmﬂdmdhumﬁaud Fortwn:mmﬂm,ﬂermnyhnﬂhmdwn{edmthe
 charms of French art; now, with the indisputable success of this strange new movement, she had
Mhﬂmhmxmw.mm and in France not only the painters, but the dealers as well,
-m alarmed. A French eritic wrote in 18g7:

“Germany, as we arc beginning to realize, has entered a period of magnificent develop-
ment. No sooner had she atained military supremacy than she set about winning supremacy in
the industrial and commercial fickds; and this is now almost in her grasp. Today, her eyes are
oni artistic supremacy. Some of our own people believe this is an unattainable dream. They
are wrong, A lew years ago, il anyone mentioned the jewelers trained an Plorzheim and
Hanau, they used o laugh disdainfully. But they have stopped laughing. German jewelers'
shops can be seen in the boulevards. The center from which the whole world draws its supply
is no longer Paris, but Plorzheim. If anyone thinks I am exaggerating, let me inform him that
one of the leading French firms has just set up a branch in that city. T could cite several other
no less convincing facts.

“What the Germans have done for their army, their industry, their trade—and for many
other branches of their activities—they are now determined 10 do for their decorative art, Let
us make no mistake about this, It is all part of the same struggle, and it will be waged with
even greater tenaciry and patence, if that be possible, because their previous successes have
given the Germans houndless self-confidence. Will our own blindness be equally boundless ?
Alas, [ am much afraid it will. In any case, | hereby sound the alarm; 1 would be Giling in my
duaty if [ did not. This time the struggle is at least taking place in the full light of day, German
periodicals, its most active instruments, far from concealing the aim in view, publicly
proclaim it; and they are displayed for sale in the windows of our bookshops."

AUSTRIA

Art Nouveaw and “Modern Style,” and even Jugendstil, eventually allowed themsehves to be
tinged with a certain pervasive dandvism. Vienna was different; it resisted, The adherents of the
Sezession, who were the spiritual brothers of Mackintosh and his pupils, were up in arms not only
against the old traditions, but also, and just as strongly, against the decorative ideas of Ouo
Wagner; their ambition was to move directly from the “bureaucratic™ siyle, so lovingly cherished
g_ﬂu:mm-t of Franz Joseph, o a truly contemporary style. To the new “wreathing, writhing, and
fainting in coils,” they preferred straight lines, and, o the resounding contraptions of Max
Klinger, surfaces in light or pale colors sprinkled with abstract geometrical ornament. But while
ﬁ]ﬂuﬂ'md an unbroken respect for the forms created by Mackintosh, Voysey, and Baillie Scort,
the Sczession underlined the rigor of those forms with startling inlays of pearl, silver, and jewels,
as if to remind the world that Vienna was nearer to Constantinople than o Glasgow.

The balanced masses and elegant genmetrical patterns of Olbrich, treated in severe harmonies
of black and white, are an carly prefiguration of Cubism and Art Décoratif.

GREAT BRITAIN

In 1861, three of the best Pre-Raphaelite painters, Ford Madox Brown, Dante Gabriel Rosserti,
and Edward Burne-Jones, joined William Morris in launching the firm of Morrs, Marshall,
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Faulkner & Co, The venture was imaugurated with a flourish, and copies of their prospectus

urging radical reform in both furniture and decoration were widely distributed.
Morris" group came just at the right moment to satisfy the ambition of the English to have a

naticnal an of their own, Some of them, influenced by Ruskin, had already had their houses torn
down and rebuilt; these moedern buildings now required appropriate decoration and furniture.

The transformation of English art was the work, dircetly and indirectly, of William Morris, a
painter, weaver, printer, typographer, glazier, decorator, and dealer who also found time o
write poetry, edit a Socialist journal, and give lectures,

The character of his prtf:ﬂ:ni.c: recalls Gallé rather than Van de Velde or Loos. He w
for examples among such relics of Celtic and Saxon handicraft as he could find in farmhouses and
in the provinces generally. Jean Lahore wrote of Morris in 18g8:

“In his magnificent endowment of natural gifis he resembles the ‘universal men’ of the

Renaissance, He is by turns an outstanding poct and an admirable wood carver ; he designs

wallpapers; he prints and weaves chintzes and damasks and velvets. And these latter are

masterpicces of line and color and inspire a whole youthful school. They compel emulation

from such particularly mlented men &s Voysey and Walter Crane. They make a new and
charming art come bursting, branching, and flowering into life on wallpaper and fabries.™

There has been some argument about the validity of Morris' work, because of the varied
nature ol his output; it was a mixture ol cheap items tumed out by ordinary manufaciaring
processes, and expensive ones produced by crafismen. But it has been rightly observed by Kurt
Dingelstedt that Morris' suceess was of prime importance insofar as he reformed and re-invigor-
ated the crafisman’s life, both technically and acsthetically:

“It was he who made it subscquently possible for the relationship between the raw
material and the machine to be clarilied, as Van de Velde also did. Morris" works were too
rich and rare to be within the means of any but a small circle of amateurs, and were therefore
eompletely inconsistent with the social eanvictions and aspirations of Morrds himself. But it
wits unavoidably necessary o make o start in this non-social way in order (o restore the statos
and savor of the crafisman’s position and liberate him from the industrialization which he
had undergone in the nineteenth century,”

As can be seen from this chapter's illustrations, the Englich and Scowish schools resembled
those on the Continent in that they frequently represented the conflicting currents of historicism
and modernism. Ashbee and Baillie Soott succeeded in both respecting British tradition and
striking (though not as boldly as Mackmurdo) an original noge. Mackintosh and the Glasgow
Schoal, with their severe lines, both daring and graceful, shaped the future growth of the decor-
ative arts notonly in Scotland and the rest of Great Britain, but throughout Europe. The Blue Bed-
room and the White Bedroom ar Hill House are among the most remarkable examples of late-
nincteenth-century decoration, and Mackintosh's stepped chairs have an unsurp.lluhlr. beauty,

George Walton, regarded by Hermann von Muothesius as one of the best decoratons of the
period, was Grear Britain's most interesting all-round interior designer alter Mackmurdo.
A feature of his elegant creations is the floral fricze with which he not infrequently covered the
whaole wall, George Walton, J. 5. Henry, and a number of other English and Scottish artists gave
a new impetus 1w the design of fireplaces, a speciality in which the British have always excelled.

FURNITURE DESIGNED BY ARCHITECTS

Lt is almost true o say that in earlier centuries money was no object; the architect could make the
furniture match the building. Indeed, the master mason or his later counterpart often designed
the woodwork and farniture himsell

During the greater part of the nincteenth century, architects left these matters 1o others, but
toward the end of the century, their interest in interior decoration revived, D'Aronco in Ltaly,
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Guimard, Plumet, and Sclmersheim in France, Horta and Van de Velde in Belgium, Berdage in
Haolland, Gaudi in Spain, Elicl Saarinen in Finland, and many others attempied 0 realize a
total unity. Guimard's designs for apartments included wallpapers, the settee oo a stairway
landing, the fireplace for the concierge, and all the necessary moldings, but this tcndm:)', which

stronger with the interest to which it ministered, was tlwug'l'u to be too expensive by real-
m promoters and builders from about 1905 on. Phe corruption of taste which they enforced
was encouraged by the increasing trade in art objects, both privately and in auction rooms, and
newspapers devoted a considerabile amount of space to the art ehject market, The decorator’s
mlnm'mvrr, was pursued by furniture dealers and upholsterers who hid oo lmagmdllun
and were stubbornly resistant to reform. In 1gos, a Parisian decorator boasted of having given
Louis XV interiors to hundreds of New York apartments.

TOWARD MODERN ART

A glance at the pianos by Majorelle (see plate 362) and Hoffmann (ree plate 567, or the desk by
Saarinen (s plate 360), enables us to see what these designers were aiming toward, and the
directions in which they were moving.

Majorclle, Gallé, Horta, Basile, and the Russians working in a folk-art style were leading
decorative art toward an impasse, Their work sounded the knell of the old historicist and
Mannerist styles.

Hoffmann's pianc looks twenty years in advance of its time; it would have been at home in
the 1925 Exhibition of Decorative Arts in Paris. This is because it represents a certain modern-
istic style tinged with a kind of Japanese aestheticism, which disappeared not long after that
exhibition. Only Saarinen’s desk, which woald not be out of place twday in a New York office
building by Philip Johnson, affords dircct proof that there was a successful varicty of Art
Nowveau, the ancesior of COnCmporary art,

CONCLUSION

It may still be too carly o estimate the success of Art Nouveaw in relation to the styles preceding
it. The day before yesterday it was ridiculous; vesterday, irritating; today, it is what antique
dealers call “anmusing™ ; tomorrow, couches by Gallé and Gaudi and lacquered furniture by
Mackintosh will assume their natural places among the masterpieces of all ages. Meanwlile,
decorators are beginning to “do” their clients’ homes in the 1goo Style, and are finding it no casy
matter o reproduce the boest of that style's achicvements. One reason is that its life span was
short: a bare ten yewrs; another is that many of the things produced in i1s name were ol poor
quality—lack of unified design in some cases, poor materials in others, Moreover, duplicating the
décor and especially its colors, which were all-important, is a delicate and perhaps impossible
task because the fabrics w be copied—curtains, draperies, upholstering materials—have pracii-
cally disappeared. (However, Liberty and Morris fabrics are now being reproduced in London,
using the original plates and blocks. |
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HISTORICISM, SYMBOLISM
STYLE JULES VERNE

28y @ Vamiovn Deuoxeas, The Howe of M. Jérdme
Douces, “Man of Lettens™ [wic). Sady, 1gus, Private
Callection, Clasmaurt.

The exterior of this simple, unpretentions house at
Clamart is decorited with eeramies by Bigol, who ako
eollaborated with Gaillard in executing the fireplace
[which cost 2,500 francs—about $1,000). The murals,
representing ofd tales and legends, are by J. M. Avy;
the stained gliss by Félix Gauding door and window
hardware by Alexandre Charpentior; doors, wainsoot-
ing, cupboards, and objels d'sri were supplied by Bing;
the desk s by Eugine Colunna (cost: 740 frama),
wooden chain by Guillard {each chair cost j50 francs),
Not to be overinoked is the inevitable potved palm,

270 @ I*. |. H. and Josern Covesrs, The Hall of Hoanor,
Castle Die Haar. 18gg - 1goo. Vieaten, The Netherfands,
In 1808, Baron van Zuylen replaced an ancieny ruin
with an immense fortress in spone and brick in an
undiluted historicist style. Lhing medicvalion as his
basic sryle, the architect carried out an interior which
is & Romantic-age “Folly,” but cne in which An
Nouvenu details can be detected here and there. The
total effect is as charmingly absrd as the architectural
famtasies of Ludwig 11 of Bavaria

27t @ Gorruoin Rieceiuaxy. Steirecgse. The Geaman
Pavilion st the Universal Exhibition of 1goo, Paris,

Al the end of the nineteenth century, Germany was
still divided technically as well as aesthetically. Jugend-
#til was in opposition to both Wagnerism and Munich-
style Hellenmm, This decorative creation, in which
Symbolizm i still beavily impregnated with medieval-
istm, recalls the doorway of the Pohjoia building in
Finland (s plate 68},

a7z @ Micsaes Musaacsy, Finiting ibe N Mather, Oil
on canvas, C. 1878, Newe Pinakothek, Munich,

As late as 1lgs, thl' style Fallidee, Wictorian style, and
Rundbogenstil were dominant in well-to-do circles in
Western Europe, Munkacy, & Gsluonable Hungarian
painter, takes u into the sitting oom of & pretty young
mgther, decorated with potted palms (placed in the
usual false bras coche-pd to hide the clay pet),
Renaisance armehair, and *Japancse™ hangings.

#73 @ Unkvows Desiosen, Dresing feem. The Rocke-
feller house at 4 West s4eh Sweet. (& 180, The
Muscum of the City of New York.

Toward the end of the nineteenth century the Rocke-
fellers, who were already wealthy, modernised the
inside of their howse. To the existing “Duchesss de
Berry™ style (satinwood and other rure woods), the
American decorutor added a wuch of “Saraceniun.”
Only a fiew, “the best people,” had dressing rooms,

which, however, wese probably not o rare s bathe
rooems were in France. When in 1895 the Trear Nicolas

11 resided officially in Paris at the Qual d'Orsay (the

French Forcign Office], he had to go to the Rim
whenever he wanted a bath,

a34 ® Hemmy Evies, Rosewood armchair with

ceramic plague. 1851,
Museum, Londan.

The Victoria and Albert

Diesigned for Albert, the Prinee Consort, this imposing
armchair—a pleasant monstrosity, so to speak; the

grasdson of a Louis XY bepbe—prefigures later exs
cemey under Victoria and Napolcen 111, and als Ary

Mouveaw. It already calls to mind cerain chairs by

Basile.

275 © Frasz vos Stuck. Ebony bench with ivary
inlays. C. 1go2. (Whereabouts unkoown, )

The insatiable appetite for Classical Antiquity which
dominates Crerman architecture is abo 1w be found in
decoration and furndture.

276 @ ArTiEn Heveate Macssmurno and Meunees
oF THE Cextumy Gun. Cabinet. 1886, The Victoria
and Albert Museum, London.

Mackmurdo, architect and decorator, and a disciple af
Rouskin and William Morris, set up the Century Guild

in 1882; two vears later be started & magazine, Tie
Hosdy Fovse, e was an influential figure in the applied
arts, and contributed to modifying Britsh interion.
He was interested in all facets of decoration—wall-
;-pen,ﬁhn“hth:mmmhm.hﬁ
cided to abandon the decorative arts.

lﬂ.ﬂmn;ﬁm {antr.}. Sideboard. C. 1goz-o4.
Property of the Amoriation des Mutilés de la fce,
Paris.

The School of Nancy and a number of architect-

designers attempted 10 combine medievaliom and Art

Nouveau. This sideboard, which graced a fine 1000
house, is typical of the resulting hybeid style.

a78 @ Usmsows Desosen. Doer, Castle De Haar,
18g8-1goo. Vieuten, The Metherlands.

In this door, the Dutch decorator achieved a sucosssful
synthesn of the medievalist and Art Nowveau styles by
orlentalizing the decorative panel in the manner af
Whistler or Toarap.

279 @ Jan Toowor. Imterior., C. 1goo. Gemeente
Ml.ltu.m'l"lul'l-gu
lnﬂ:mlrpmuhhhmr Holland's decorative
style was divided betwesn her traditional tendencies
and the influence of the Far Easi. (The same situation
had occurred earlier, during the period of ber Easi-

e« s —
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Jmmjmmm'wmmhuﬂm
art set about adapting it for Dutch use: Jan
: ‘Thern-Prikker, Gerrit Willem Dijsselhof,
#mm:-acwwm
seulpior Mendes da Costa. Toorop, whe was born in
~ Java, did ot in any way tone down or tame Javancse
 aymbolism; on the contrary, he made it more dis-
turbing, pushing it 1o the brink of Surrealivm. The
rooen can be scen reflected in the mirror, and the very
impassivity of the glas brings out the poctry of the wall
decoration. Note the curved, angular pose of the hands
on the figures decorating the frame. The pose b
mmhhmdhﬂm&hmxﬂhhln
e ber aff Art M i 5
ale @ Jamrs MoNuii. Waeerier, The Peacock Room
of the Leyland residence, London. 1876-77, Freer
Gallery of Are, Smithsonian Institution, Washington,
D.C.
The ravishing Peacock Boom, replete with |
influence, i one of the greatest of Whistler's achicve-
menty. (Robert de Montesquiou said of Whistler that
“he wus like & rare bird; it crest wis his forelock, its
eries the painter’s waords.") This moam announces the
foture American stvie (the “Saracenic”) and the
verticah dear 10 Koloman Moser, Loos, and the Ar

green, In conwast to the Byzaniine decoration, the
architect has introduced Art Nowveau detaib in the
lighting fixtures, door handles, and switches.

sla @ Usxnown Desower. Detml of Drawing Room,
Jupanese Embassy. 1900, Avenue Hoche, Paris,

with details: pote the perforations of the erons bars on
the chair legs, and the sun-ray design on it back, Like
A. Wallenberg, he spught unuual effects: tables whose
legs resembled those of women and whose vops were
griffinn” wings. This chair is yet another example of
Japanese influence.

sy @ Towy and Preese Seosessmom, Roscwood
settee, O, 102, (Whereabouts unknown. )

The best French interior designers and decoraton were
Plumet, Barberis, and Teny and Pierre Sclmersiseim,
The latter were opposed to Symbolism and aimed at
creating an Art Nouvesu based on  hisworicism—
Gothic, Lowis XV, and even Divectoire, They preferned
decoration in a Hght key (with white wall), and
achieved counterpaint in color by means of colannades
of semipreciowns stone. Like the Anglo-Saxons, this
French group was conpemed with “functionalism™;
this setice incorporates drawers amd a glas-fromied
miche fior boaks.

abs 8 Evoinve Vares, Chair. C. 1900, Musée de
I'ficole de Nancy, Nancy,

Eugine Vallin served an apprenticeship ar Nancy
under his uncle, who made ecclesinstical furnishings.
He was a Symbolist who as a rule was Jess successhul
than Majorelle or Guimard in giving his work indi-
widuality.

286 B Ltox Jarior. Chair.
Museum, Logdon,
Between 1ligq and igio, a certain number of French
1 who were irritated by the Symbelit his-
worickm of Latin Art Nooveau began breaking the trail
which eventually led 1o Art Décoranill As early as 1gog,
Maurice Dufréne was designing forniture in - which
three horizontal planes were connected by a richly
infuid stylived Gicre—muple inlaid with murquetry in
kingwood, ehony, mother-ol-pearl, and ivory, in the
manser of Hoffmann and Koloman Meoser. Con.
temporancously, Paul Follor executed  enormous
wainscots which he harmonized with the wall above in
the manner of Van de Velde. Jallot, who designed the
chair shown here, was one of the finest furniture makers
in this group; it was to him, together with Gaillard, De
Feure, and Colonna, that Bing entrusted control of the
warkshops of his Art Nouveaw establishuents.

1g00, Bethnal Green

By @ Evoine Covromna. Glass-fronted cahiner. (1
190, Musewin fikr Kumst und Gewerbe, Haunbung.

Colonna was one of the most accomplished exponents
of Latin Art Nouvean, The spidery architecture of his
furniture, with its dreamy, graceful, organic forms,
makes him very different from Van de Velde, whese
plastic sense b quite unemotional, In the Universal
Exhibition of 1goo in Paris, on the Esplanade des In-
valides, Colonna collaborated on Bing's Art Nouveau
House, whose ceramic facade by De Feure made a
striking comtrast to the blatant folklore of the Breton
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pavilion, which stood next o it. Watercolor skeiches
made at the tme convey same ides of the special charm
of which 1900 an was capable, They show walls whise
saunwood pancling has insets of green plish; dresing
rooms hung with Japanese silk printed in two colors;
bedroom walls covered with embwoidered silk—gray,
e, mauwve, green—paneled with Hungarian ash, and
bordered with wpholsterers piping; at the windows,
hand-painted silk curtuing duned with powdered gold,
through which the Iight Aliered gently,

o83 @ Cuarces Pooser, Dresing able, © 1goo,
Buserwm fir Kot und Gewerbe, Hambung.
Functional, graccful, strong yet slender—this piece by
Plumet is the perfect example of the Whiplash Style as
inlrr[.rll‘ll h‘.f a Frenchiman.

a8y » Viotor Howva. Ewtranee Hall, The Salvay
Residenee (oow ithe Wittamer de Camps Residence).
18G5 < rgo, rissels,
The stone sculpture » by P. Braccke. Horta, a4 con-
temporary of Masterhnck and Théo van Ryeelberghe
win the first archaiect to beeak up the traditinnal
interior anatomy of buildings by abolishing the usoal
ges and wbstiuting an octagonal vestibule; a
wﬂcwwnwm which beeome in-
dependent entitics. A passionate deveder of functional-
sm, Homa raised the satus of utilitarian objects;
steel, baolts, rivens, and naked stone became decosative
elements in their own right.

o @ Vicrok Hokra Mos Sigin. The Sobay
Residence (now the Winamer de Camps Reddence).
185 -1g00. Brussels

The stairs of the Sobay residence afford & glimpse of
the startling gemivs of Horta, On the landing, framed
by the volutes of the banisters, the magnificent pancl
h!.- Wan H.\Ir-rlhﬂ:gh: asumes i full npartance.
an'rthmg, cven much details as the stair rods hnIrth
the carpeting. was designed by Horw himsell

agy @ Gosray Ko (design), F. Sreaer {margueiry),
and Ernwtry Puchieone [frame). Panel for a music
room,  igou.  Osterreichisches Museam filr Ange-
wandie Kunst, Vienna,

“Symbalism sevon functionakism™ was the mane of the
twn fraternal yer contradictory iendencies which dis-
puicd the ficlkd in 1goo, Tha pancl (shown st the
Universal Exhibétion of 1goo in Pacis), with strange
motifi fraemed in copper, i an example of the sublifminal
fantavies favored by such Aostrian artss s Klime,
Ouo Wagner, and Moscr. Adoll Loos, the apostle of
simiplification, rebelled sgalost this tendeney,

sge @ J. | Guar. Marquetry pancling illustrating
Ligemies Alsacionnes, 1goo. The Victoria and Albert
ﬂull.ugunl, Inndun.

The spirit of this inlaid panel i pure Symboliom,
Might this not be a siage-sct s imagined by Gallé or
Majorclle for Trisfan wad fsolde?

oo Loves Majoreioe Writing desk.  1Bag-1g09.

Mdtlﬁwlede.\mr.!'tmr

The style of Majorelle is epitomized by this desk,
whmbnbdyﬂgrﬂﬂ:]lim—nﬂc ttuﬂphﬁ
splayed fect—recall the finest achicvenents of the
cighteenth-contury masters. Majorclle & the Charles
Cressent (one of the greatest  eightecnth-century
cahinetmakers) of the Art Nowwrau era. Despite i

remoteness  fromn the sdmplicity  and ﬁ.m:m:
advocated by Lo and Van de Velde, this phece, with

its organic stracture, is very muach ol its time,

agy @ Lovs Maposrice Standing cabinet. Bog.
1o, Collection Edousrd Roditi, Paris.

It is difficult to separate rembity from fntasy in the
work of Majorelle, He was not content 10 derive his
farms from nature; he developed them, carvied them

further, Tlrmmmlu traprzoidal fieet of his pieces of

farniture have & load o carry—the bony structure, B8
it were, represenied by the woodwork above them,

295 © Evuine Gacans, Chaire. C. 1goo, Private
Collection, Clamart.

These chairs have a tree-like towch disguising their

ementially functonal design. Gaillard was  very
talerted, as can be seen, and |like Cuimard) he wax

particularly adept a1 camouflaging the lines of foree in

his creations, This centrofled lyricism is e hallmark
af the Nancy Schoal,

26 @ Esae Gavis. Sideboard, dutimn Patlonays, rige.
Priviite Collaction, Pask,

When delivering this picoe to his cstomer, Emile
Gallé accompanied it with a lengehy written ag
In fulsome prose, which was & nabve imitation of

sayle of Mallarmé, he poured ut his love of nature and

his delight in work well done, and alo gave detalled

imrructions fior the cleaning, polishing, and preservas

themm oif the wondwark,
“ Awtwime Pathegys:
"quu-dum;wmnmm:
brought forth not withowt pain and labor, 1
harbor  within mysell certain  particulars oon-
cerning it, which 1 mwt now deliver 1o its
chaser. Allow me to dedicate them o you.
are but a slender tribate; these lines are not meant
for the public eye. .
.. O this occasion, my work was generated by
its own joy in being magnificent, dense, and
lsuriant, and in singing & sog of praise to the
warmih and abudance of harvesi, My intentbion
was to build a médenr, & Credo expressed in the
aceents of Autwnn, o representation of might,
growth, and majeny, whose festal gleam and or-
chestral shimmer woubd reflect not only the
Eﬁudlﬁm*hmm-ﬁh
logical grace.
“All of us who love good work fecl that it springs
-u.l;lﬂ&m:hnﬂaﬂﬁmrmiwiﬂﬂ
harmonics which presided over i birth. May this

|
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present piece be o you as & forest growth rising
from the feor 1o the beams of the ceiling.

You are to imagine, then, that this handiwork of
mine sprang imtegrally out of the burgeoning of
oo gnarled and ancient vine-stocks whose wood
B brother to the clusered grapes and the year's

‘mew shoots and the supporting elm with i

bark, and the lizards and other littde
round about ..

md’dﬂnﬂhﬂl in this sideboard i
m based on  the deliberate contrast
“between the representation of tangible things and
the vision of cortuin lally realities, thoe wysteries
- which we desire and muat divine if we can,

i‘

“Look below. There the ornament makes contact
with our ancient land and the life of the ficlds,
Abuwve, on the eontrary, the depths are full of

shadow; the decoration abandons saturalism w
become misty and symbeolic.

“Under your hands, therefore, are the animal and
wmd&emﬂ ‘in the heat of
the day.” Here are itx own peculiar plans, por-
trwyed from the Efe in nusaics of wood and ting of
August and Sepiember, from the woodspurge
which opens at dawn to the golden buttercup,
Here 100 the winged guews of the site, the
the tipey thrush which feants on the
grapes; and the lines of the deign are notations
of bird-cries, the strident ! i’ of the great
morming flights, and the autumnal
refrain of the crested lark, i/ iif.... [The
“Pating! | have conphaszed the antithcss between
realistic representation and symbolic adornment
by applying a waxy patina only in eertain places,

i

warn anyone
the future against the mate surfaces.
“These bave the bloom of the heartweood,

clate, e wishes 1o say in what manner he has
married the variouws hues of the wood with his
mosalc dlesigns, ..
“h:mwlh:ruﬂam;nhﬁnnhmqhnwkm
the master resigns himself 1o bidding it farewell.
“Sadly he inscribes Iy name upon i,

{Signed) Emile Gallé"

297 © Ceoroes on Frume, Setiee. O, 1900, Private
Uinllection, Paris.

The work of De Feure is characterized above all by
refinement and elegance, One of the most venatile ex-
ponents of Art Newveau, deeply interested in every
kind of decoration, e loved to allow his creative spirit
to wander into large which he filled with
sirange flowers of the field, A predileetion for hosurio
materialy eaped him o uphobier the fine Hungarian
ashwood of his furniture with embyoidered silk and to
give i wanen glage © the stueco with which he sur-
roumded his fireplaces,

-ﬂ 2 Geouwces Hosxrsconeer., Cabiner. © L,
Muscurn fiir Kunst und Gewerbe, Hamburng.

The style of Hoentachell has a more yielding, evanecs-
cent quality than that of Majorelle and Gaillard. Tt
recalls  the  weventeenth-century  Iralian  crafaman
Andrea Brustolon and the desigmern of the fountaing at
the Villa d'Este. Algerinn plane was one of Hoent-
schiell's Bivorite woods.

agy @ Evoine Grasser. Cabinet with pier glass inset,
18, Collection Brocksieds,

Chaly the 1goo Siyle could have ||m:hm:d this delibermic
mixture of medicvalism and Japanese influence.

oo @ Howresr Camamw, Cabinet. O 1868, Private
Caollection, Paris.

Ta reveal the contents of this cabinet, it was necessary
to lower the strangely sculptured panel [depicting
bathers with their boacks tumed toward a camiage
which & dizappearing into the distance). A pair of
entwined shags, in bronze with 3 heavy patina, form the
bandle. The pedestal i formed by 8 bound woman
whaose grave expression is decidedly populist in style;
shie recalls the models of Gauguin, Sérusier, and Emile
Bernard, Carabin, Damps, Sararin, Sawvage, and
Schoelllopd manifested this tendency to out-symbolize
Symbolism, wmewhat in the manner of Gaudi, by
integrating the sculptural theme o the main
siructure,

son @ Usknvows Disosies, Inkaid olivewood tabile,
. 18a8, Private Collection, Paris.

We have been unable wo discover the origin of this
thve raggedly contorted lines of the wood itsell, are
reminiscent of Carribre and of the carvers whao
decorated Milancie facades in the early part of the
century. The marquetry of the table top, eoecuted in
pewter, mother-of-pear], and semiprecious stones, and
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the two repiilian women (who seem o be swaying to
the rhythm of mmsic which Debuny might have
writien] make one think of Klimt, The able bears two
Gallé vases.

gox @ Haxs Bomoesses. Armchair, C.
Calleetion, Sweden.

This chair (whose carving is applied rather than in-
tegral) bearn a resemblance to some of the work of
Ferdinand Boberg. The rings carved around the hases
of the legs create an impresion of strength and solidity ;
the forms at the ends of the mrms mre mysterious and
hermetic.

1gnz. Private

go3 @ Ewvesro Basns and Duesocg. Gilded ma-
hogany armchair. C. 1902, Private Collection, Ttaly.
Near the end of the century, the designer Ducrocg, who
lived in Palermo, secured the collaboration of the
architeey Hasile, the panter Mana Bergler, and the
sculptor Augao. His furniture is among the most original
ever made in Taly,

oy B Jeas-Avcusre Dawrr, Amnchasr, C igoe.
Private Collection, Paris.

A sculptor, engraver, and decorator [he decorated the
house of Mme. de Bohague in Pariy, which is now the
Romanian Embassy|, Dampt was also s cabinetmalker.
He was part of the North European Symbolistic trend,
closer to Huyemans than 1o Maltarmé.

395 B Uswnows Iracias Demosen Arnmchair, ©.
rgoz. Collection Héléne Bouche, New York.
Thllup-rulddﬂmdlhumwxummmy
other Italian designs of the tme) are o compromise
between Gawdi and the School of Nancy.

gof 2 Auributed o Francsoo Beresoven or Augo
Crarts. Pier glass. Collection Amigos de Gaudi, Caza
Musco Gandi, Parque Gicll, Barcelona.

This mirror has a beawtifully balanced quality, and
recalls the bunches of seaweed left by the tides on the
rock walls of rdal caves.

307 and 308 @ Asrvomio Gavsi, Carved armchair
and chair. 1808-1g04. Collection Amiges de Gandi,
Casa Museo Gaudl, Parque Goell, Bareelona.

The elegant carving and slender spiral forms of the
chair (plate 30f| give it the sir of being ready to take
wing. The architect Gaudi, who combined and
sublimated afl the styles of historicsm and folk an,
designied farnituee, as did Guimard and many other
archivects. In this, as in other thingy, he was & genigs,
and turned oot an incredible number of sstonishing
decorative creations.

sop @ ArTiom Bmenrrin, Drawing room. C. igoo
(No longer extant.)

Im this drawing room or boudoir by the Berlin designer
Arthur Bibecfeld, the accent is on the corner. The
entire room s completely original. Note, for instance,
the broad gesiure of the hanging lighi, with its elegant

ellipsss—a qnnnnlih—udlhemhmh
ceiling appears 1o have opened 1o corceal the fxture
o which the light is attached,

gie @ Josern Manta Ovnwcn. Drawing room. €,
1goo. (No longer extant), )
In 880, the setting of daily life in Germany was still
Fifteen years later, Olbrich, Endetl, " !
Pankiok, and their disciples sueconfully united
with functionalism to enrich their with a
striking though ephemeral smvle. In this
feels that the decorator had h-mbedhummﬂ
room, inflating it like 8 membrane of silk. The paneh
Mwlﬂuﬁrlgquﬂq,lmm:dllqhahunm
unificd, ﬂrl\-nhmg flowery mm-mh
wall, scattering it petals onio the furniture and carpets,
“The dynamic ceiling here, submarine rather than ter-
restrial, rercalls Captain Nema's cabin on the Nanfilor,
Jugenchtil? Mo—Siple Fules Ferne! '

i @ Rimarn Roewenscrvm. Room for u.ﬂ:t__
Lower. rooo. [ No longer extant.)

A room for an ant Jover had of necessity vo sarprise the
cye with its daring and grace. The

hanging lamp resembles the interweaving ﬂw‘
swallows, andl the decorative fricse above the window
amid door is as delicate as eyelashes.

giz @ Beuno Pavi Annchair. €. 1goo. Private
Clollection, Munich,

Bruno Paul, whe tosk an active part in the founding
of the Vereinigte Workstatte far Rond wed Handwerk, was
ane of the leaders of the Muonich School His style
is mot easy to define: it is a combination of good tame,
simplicity heightensd by the ravishing oddity of a
detail here ar there, and coenfort—the shapes of his
chairs are open invitations to anyone who likes good
Tiving. Much of Bruno Faul's furniture is made of dark
stained ash, with mahogany veneer inset.

13 @ Hersasy Osmwr. Tray table. C. 1goo. Stadi-
muscum, Munich. ’
Obrist studied portery-making in Karkrube, scolpture
in Paris, and embaoidery in Florence. He later became
director of the Fervinigte |Verktitte fiir Kuonst und Hand~
werk in Mumich. Much of his furniture appears to be
ennceived in o Gaudbesque spirit

14 & Riomapn Rovesacum. Cabines. C. 1000,
Stndonuseum, Munich.

This partially glasifronted calsinet and bookease, with
ity bifurcated feet (abo seen in works by Pankok,
MMMW},EWH&-MM
sibele Symiblism,

g15 @ Beexitanp Pasxok, Cabinet. G 1goo. Seadi-
museuwm, Munich,

33

g affinity to that of Gandi This table can be
. with & sofs by the great master of Barcelona.

y 8 Braxwaxp Pawkox. Drawing room. C. 1g00.
1 Munich.
was one of the manters of the Munich School

which support the ceiling, a troe vault, unusual

Nouveau. The light seems w flow from eleven
hhhl larnps, formed like the corollas of daisies.
Emerald tones aliernate with the pearly grisaille walls,
‘& combination which accentuates the red upholstery of
the furmiture,

ﬂ'hﬂn&m&.\fﬂhdlh:ﬂmn[’hﬂmw

g&m 18g7-08 (now destroyed). Munich,
records we can gauge the intensity

ilﬂﬂ’llﬁthtlalmwupmqmﬂ in

stairs, walls, and ceilings. The Elvira Photographic
Studin was @ Gaudissque constrection {see plate 40)
with dissonant contowrs, a submarine palace whose
components feel the pull of conflicting currents. This
i & long way [rom Van de Velde, Lo, and the
Bexrcssion und Glasgow stybes,

o9 @ Hisi Savvaok and C. Sanazin, Calé de Paris.
G, 1goo [now destroyed | Paris,

Stylistically, the Parisian architects Sauvage and
Sarazin, who designed the Cafit de Pamy, are relawed
to Obrist and F. Siegel by their we of curved lines
enriched with flore]l armbesgues and abstract metif
outlined with mahogany. Some of Sauvage's furniture,
imitating insect forms, i among the most surprising
which the period produced.

g0 @ F, Smwant. Inserior. O, 1gog. | No longer extant, |
Vienna { 7).

The elliptical forms allected by the Auwtrian designer
Siegel, hike these of the French architects Sauvage and
Saragin, relate him o what we have called the Styls
Jules Ferme. Siegel composed bentwond wall decoration
whose elegant arabesques stand oot against an un-
sdomed, light background, relicved here and there by
an open flower in the manner of the other Austrians
and of {ibrist.

ART NOUVEAU
{(Functivnalism, Slavism, Toward Arn Décoranil)

at @ Cranees Beseris Mackivross. Chair. 1goo, The
of Modern Art, New York.
m&mmihmdmnhmhnhm
mnﬂllﬂﬁlm His elegant, functional
was made of the commoner sorts of wood.
uimnhudvhuw“md.umm
Iimlim

8 Coanies Bevsie Mackoirosn and Marganer
%M Writing desk, 1goe, Oster-
reichisches M fiir Amge Jie Kunst, Vienna.
MMwmmmumm:
#a his buildings. Tt has & military strength enlivened
partly with a few decorative motifs, Tke the armor of
oy gl

3 & Epwann Witiam Gopwiw, Sideboard, 1867,

Victoria and Albert Museum, London,
mmmmwmm
mmmmwm
wtill & dubious conglomeration of warmed-over scraps
!_ﬂmﬂsdnm*udymlhﬂdhy.]l?

!M-kmﬂmmumdmmu
Miscxmross. Interior panel of the desk
iimhﬂlhm

This ravishing design executed in gesso s by Mackin-
tosh's wife Margaret {(they were married in 19o0). Her
sister Frances had married Herbert MacNair in g
{see plare gab).

325 @ Cnances Ressme Mackieroan. Library Wing,

School of Art. 1goy-og. Glasgow,
Mackintesh gradually abandonod architecture for
decoration. The severe, functional interior he created
for the library of the Glasgow School of Art is especially
remarkahile. Rigor and boldness are everywhere, from
the library itwelf, which bas been enfled “a masterpiere
in the utilization of architectural space,” 1o the upper
loggia, from which the surrounding city and country-
tide can be seen like o vast panorama. [t i almost
unbelievahle that the same man thowed a complewely
different spirit in his clegant, almosi frivolous tea
TR,

826 @ Hunsgir MacNuer and Fravces Maopoxavs
MacNam. Interior. 1go2. [No longer extant. )

The imterior decoration of Herbert and Frances
MacMair is charming—perhaps even a little ton charm-
ing. On walls of eggshell white, goismmer linear
bemsruets stand out in subtle harmonies of color: gray,
Light green, and lilac. Theee-legged chair, the front
leg having a bracketed foot, add the final extravagant
tomrch.
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gy @ Oeoan Levwe. Dairy Restaurant. €. sgoo,
Nijmegen, The Netherlands.

||:| r'.p.r|.1_,' lmntizd:-rm!m nul.l:h -umrt!. llhl.lp!‘, i
window displays, the English style was often espoused;
but for im donestic interiors, the siernly dignified
Dhsteh bourgesisie preferred the austore decoration of
K. P. C. de Bazel, with historicst furniture by Berlage,
P Julir:l' (A msterdam ), or Willem Penaat | Hasrdem).

a8 @ S Fruank Baasowwe. Project for a drowing
room., Watercolor. 1904 (Whersabouts unknown.)
Brangwyn was one af the mounres saceds of the e pan
of the century. He wan world-famous as a patnier. Asan
interior designer and decorator he recalls Loos and
Hoffmann, With hs enormoos, hoouriows panch of
woud separated by broad moldings, he anticipates Art
Dhéparanif The murals in this illustration ave also by
Hrangwyn.

s 2 E. A. Taviow Skewch For 2 sitting soom.
Watercolor, 12 (Whereabowts anknowi, |

Thia sketrh enables us to recapture the charm of this
interior designed for the Turin Exposition of 1goz. The
white walls contrst with the pink and pale-green
pastel shades of the dooes and waiscoting: the part
shove the paneling is strewn with stylized Roral motif
on & pearl-gray background, which is picked up aeuin
in m livelier key by the carpet mod rags, The lines of die
ping are prophetic - very Y 195" This simplicity and
economy of means are characteristic of the English
style af the period. Mavseared by overhlown Vie-
toranism and George Seott’s [tahan Gothoe, English
wrtists [ollowed Mo cample and foreswore the
paarmit of effect and semsation. Their influence was it
thronghant Enrope, especially in Germeny | Hermann
Muthesivs, who was attached o the German Embassy
us un architectural reseurcher, and Justus Brinckmann
were both gront admirers of English  Sachlichlen
!nbi-u:'r.lv]u_.'- and comatituted themselves lpw{lﬂ, of the
new tendencies.

330 @ Aosmas Livoeees. Sideboard. 1901, National
Melnmenm, Helzinki,

531 @ Lowis Seamey and the Jus Guove, Tabie. C.
oo, Private Collection, Finland,

Underlying the renaimance of the decorative arts in
Finland and the develnpment of her architecture were
two [orces: resction against German historiclem and
the attraction of Slavic folklonivm. Louis Sparre was
instrumental in the emengence of this “Kalevals styie,”
s Ebovard Roditi has so aptly called is.

332 and 333 ® [un Grovr, Chair and interior fior the
Finpish Pavilion at the Universal Exhibition of 1go0,
Paris. (No longer extant.)

The decoration in general, the Reorroture—note the
arched form of the table—and the simple fron hings
an the door are typical of the new Finnish style, The
chair with embroideree upholtery in by Galbén-Kallels

35

m.mmwwnm

{Whereabowts unknown. |
The German designer Spindler has attempted .‘.

combine folk themes with the decorative ideas

by the Englishman Baillie Scott.

and the
335 ® Vuums Crarmoes. Princes Tm-ﬂ s noticeable in this chair. In the carly part of
drawing room sl Talsshkino. C. 1goa. m v, VA mvovernents in Bussin laid

Ryssin. (No longer exuant *)
Whereas the Scandinavians, particalarly the H
were resolutely modern and showed a marked ﬁ_
evence for the Glasgow sivle, Russian

turnied toward] the Sczrssion and Symbaolivm, combining
carving and painting in s stylized Aloral decoratlon.

ﬂmﬂhﬂiﬁn'l'lmri—plmhm
o that of the Ars and Crafts movement in
Sl was in 1884, wrote Mis Netta Peacock,
3 of the Rusisn rural industries
cof the Universal Exhibition of rgos im Paris,
Polenoff first turned ber attention o the
mhmmumnmmnn
?‘mn“wﬂmlﬁlhlmmd
~ a friend, Mme. E. Mamontov, who i her country
at Abramisevo, outside Moseow, hed recently

336 B MNwolss Rormicn. Cowch with appliqué
uphobitery. C. 1goe. Talashkino Workshops, (Whese-
abouts unknown, )

This couch, designed by m&ﬁ:'f%
colony, i very different from the naive works of
Kuartarys, just a it ks from the retrogressive qﬂrhil"lh

veminded of Diaghilev’s Ballets Russes and of Alexan-
dee Bero and Bakat.

437 @ Eowoxp Fagacd, Armchair, exhibited at the
Hungariun Pavilion, Universal Exhibition of 1g9og,
Paris. Bethoal Groen Muscwm, Lendon. i
The spirit of the Sezesion spread quickly from Vienns
to the Halkars, and from Pragoe o Kiev. Budapest,
uw:ynl‘\’um- nen-Byrantinem and Bureaucratie
Style, fnvited Walter Crane to teach at the Miseum of
Decarative Ars hhnmd“w:ﬂnwdﬁfﬁ
de Velde line and designed furniture in a

unified st udhunbﬂsuiuﬂtuﬂ-
of Ellwasestd. In Resnania, Sterian injected new bilog

mluth:lmdu:gﬂﬂ!:dmwnlndm
designed furnitere in Ih:Tlluthuv\:m{lﬁH‘rﬁ
cent Slav folk art, twenty per cent Sezesdon influenee).

@ Joser Hosemass. Dining room af the Palais
rgo5-r1. Brosseh.

ﬂ:ﬁ;mmhﬂ—dmwmﬂ
while the walls were decorated with friezes:

338 @ Vamous Drsacwims anp Crarmses. Fumniture
from Takuhkine, C. 1oz, (Whereabouts unknown.)
Thie Tiskashkino designens created their * New Ruosdan™
styhe by from hath the Seacesion style and
mm'mdrmnumdm-wm%
imitative of folk art. mmnnmmnﬁhn
cpuite rustie nor quite moders, [t represent: an
tively orlginal stage in the transition from ane siyle
1o anuther,

339 ® Gustave Spsnvmme-Bovy. Drawing room.
C. 1gog, [ Whereabouts unknown. )

Lile: Vion de Velde and Horta, Serrurier-Bovy wan one.
ol the great architectuspl decoraors of Belgian Art
Nrwtveat, But he was lew bold than his eolleagues; bis
tien to orthodexy were closer. This interior, with i
shundance of wavy lives and Aoral d:l-.i.w.w
rowel in ity owm day, but it lacks the inspiring breath

masier budlder of inferiors” and *the artiss of the
home.” Muthesius considered him one of the best
decoraten of the tme. His own style, and lis furniture
afier Chippendale, were both enorinouly succesafil.

33 2 Kowosax Mosew. Ebony sidebward with
marble inlays, 1geo. Osecrreichisches Muscum fir
Angewandie Kust, Vienna,

Tha elegant picce, with its decoration of stylized fish,
is a perfecy example of the symbiosis thar existed be-
tween the Japancse style and the Sezesvon. Koloman
Moser was one of the founders of the Wimer Werk-
riilia,

944 # Crosmsy Frossiee. Cabinet in boll hardwood,
1gog.  Owterreichisches  Museum  fir Angewandee
Kunst, Vienna,

A happy amalgamation of Hofmsnn's influence with
thar of Japan, and an anticipation of Art Décoratil, as
seen in the fine wood, simple motis, and rounded legs
comtrasting with the main cuble mass,

345 @ Avorr Loos. Billrd room. 1fgh. (Ne longer
extant.)

This billiard room has & beautifully balinted design.
The vertical glass panels form a hsminow eourterpaint
with the deeply sct wrebed windows: the three siripa
decorating the ceilisg suggest the crusbar of a scale,
with Ihhilﬂm‘d nhh i‘n-clfail.l hlt. Lawm wias
s & survival of Symbolimn—that i 1 sy, obsolete.
Steiner’s shop in Vienna, with ity unadorned surlaces
and its glass front two stories high, and the Kanner
Bar, buil: in the same year [vgoq), demonstrate what
anﬂtbt:ﬂ:ﬂdummdun:ﬂr-ﬂnnl:he
Seseision muoveinent

346 © Swcwwm Janay, Wandmbe, C. 1gos. Chier-
reichisches Musewrn filr Angewandie Kunst, Vienna,

This wardrobe is part of & suite of bedroom furniture
devigned by Sigmund  Jamy “for an  unmarried
workman,” The line b simple, and the agrecable
floral coarving prefigures Ant Décoratl. In Belgium,
ratioe, created “interioes for artbans,' and in Paris,
Maurice Lucet and Rayinoad Perrnod founded the
“American Combined,” whese purpose was 1o allow
eredit terms to young couples for “wardrobe-beds”
containing “'a concealed washsmnd.” These articles of
feerniture for customerss with small incomes had their
origin in the theorcticnl side of Art Nouveau, winse
spokesmen proclaimed - Nothing without art™ ( Roger-
Marx}; "Cheapness must be combined with wiefulnes
mnd good tasee™ (William Morris); ©To perpetrase
ugliness is o sin against one’s own comeience’ | Van de
Velde). Such men were in opposition w0 a certain
section of the wealthier clases, whose mouthplece was
Artbur Maillet: “'Is it true that the people, s Uctave
Mirbeau would have we bebieve, demand beauty # |
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have no hesitation o answerisg, Nol™ The owners of
the depariment stores, vigilantly watching for new
eomsumer markets, soon began exerting themsebees o
wpply “the useful and the pleasant™ o the working
untd lower mididle classes whose purchasing poweer had
recently increased.

347 @ Rosa Dwesw. Cabinet. © rgos, Osterreichisches
Miuseum fitr Angewandre Kunst, Vienna,

It & evident that the desigoer of this calinet, who was
a pupil of Holfmann, had already begun 1o leave Art
Nouvean behind. Both ity shape and it decoration

prefigure certain works by Jouve, an ilhasrasor active

around 1gs, who owed much to Far Eastern in-

fuence.

348 @ Jowr Horraass, Cigar cabinet. 1gro-ig
Osterreichisches Museum fur Angewandie Hemst,
Vienna.

An ancient stepped siggurat ¥ No, a cigar cabinet! The
rigidity of the form is softened by mother-of-pearl and
ehuony, semiprecious materials such as were later o be

much used by Emile-Jaoques Rublmans and the prag-
titioners of Art Diéeoratif.

FURNITURE DESIGNED BY ARCHITECTS

340 2 Hexprx Prrmis Bengace, Table and chaim,
G, 1goo, (Whereaboats unknown. |

Berlage's efforts to mrrive at a wuly moden style
always appenr ILuulru:!-n:l by Duich historicism, from
\n.h-mr BIip he coubd nest qu:!e break free. This imward
conflict obliged him to disgoise his rmovations: be
always returned, ss i in spite of bimself, w alightly
rustic forms with a strong tinctare of medievalism,

450 @ Essgsro Hagie Tea cart. (O 1, W hres
abouts unknown, |

All cvrves and Hule fower, this tea cart was desigoed
by the Dalisn accliteed Baule foo e decoalor
Dracrocy of Palerm, Looking like a cross between a
tricycle and a Japancse fan, it would murcly have
upset an arch-fonctonalist such 25 Van de Velde.

351 @ Victor Horra. Rocking chair. Solvay Residence
(now the Witlamer de ('a.mps Hedidence). IH%
Hevisaels,

The design of this museular yel graceful chair has the
tepsile strength of fron, the great Belgian architeet’s
faworite material, Horta's works separate Van de Velde
fromm Gaiimard.,

353 @ Hicron Guiseasn, Char. C. igoo. The Cooper
Llmion Musearm For the Arts of I)w:nrnl:irm, Mew York.
All the Gulmard archives and the greater part of his
Turniture and bibelow were presented by Mme. Guimard
to the Cooper Unon Muscum. With superh indiffer-
ence, France allowed this historic oollection to cross the
Adlantic. In this chair one can appreciate the highly
menl luscmr :l1.'|r. af the artst wihse g'niu.l )‘nurpd
lis happiest and mcst natural form of self-expresdan in
certain aspects of Art Nouveau style. The steadiness
and bakanre of this piece are in noway impaired by the
grace af the slopes and curves.

353 ® Heony vaw me Vievom, Desk. 18g7-1500, (iter
reichisches Muscum fur Angewandic Kunss, Vienna,

Ohe of Van de Velde's manims was: “To conceive
reasonably 5 new and ancieot simultancowsly : it leads
io extremed, not o the tried and true.” Ebewhere he
wrote: *The templations and uneoncious. insimthons

of Romanticism will induce ua to vwist and bend these

skeletons, these schematie constructions, and to present

themn @ ornamentation. This b the function of con-
strusction or, equally, tumtm:lic_m inbued with the

rhythm of linear ornament.” *“Skeleton,” & word.
froquently used by Van de Velde, applics nicely to this
desk, whose perfection nonetheles carrics a diswurbing
quality, like the dry booes of some unknown monster.

854 @ Heeron Gornusnn, Desk (desigued for the ars
chitect’s house st p22 Avenue Mozart, Paris). wan3.
Theet Museum of Modern A, New Yok,

o this desk Guitnard surpassed hiswsell; due inanimate
wond has been given life. This asymmetrical “object™
would hardly be out of place among the warer Filies
Heating on the surface of a pond.

955 @ Cranes Rexwm Mackimosn. Table, raoo. The

University of Crlasgow,

Mo other cabinetmaker would have thought of de-
serihing this incisive, slender line, which ewrves toward
I upper extremity to swell invitingly. This simple
picee of kitchen furniture, painted white, is one of the
mowr suceessfal creations of Art Nouvean, and would
have been worthy of gracing the cell of one of Zurba-

ran's nuns,

338 @ Orro Waoxen, Chair, C. 1goo, Osterreichisches

Postsparkassenam, Vienna

Chive Wagner was the mussionary of the “absoluie pri-
macy of structure over decoration.” This functional
picce reflects no time, o epoch; it could have been
designed i Egypt i the cighteenth dymasty ar 8
twenticth-century Finland. lb rigorous metallie arma-
ture recalls a Sarmural weapon,

357 @ Mackay Hoon Banve Scorr. Sideboard. rgel.
[Whereabouts unknown.)

“To make war an ugli e blish beauty in
daily living™ w-ihwﬂvﬂﬁ\’mm
interest taken by architects in decoration s one of the

ITURE AND DECORATION

=7

might architcct and crafisman wgether for the first
., 50 that furniture and other objects of daily use

e more closely in line with the house and the life
on inside it

@ Caanies Frapos Awsssiey Voveew, Writing
k. 18g6. The Victoria and Albert Museum, Lon-
s desk has a quality of perfect cquilibrium ; the slim
aprights sound a note of clegance reminiscent
medmmwm
y, Malitor fior example. The only “effect™ the artist
allowed himell i the decorative wrnught metal of
_ﬂnl&q-.
359 @ Josur Horvasos. Desk and chair, 1g0g. Palais
Brussels.

o

m“mmmmmmmd
rare woods. Hoffmann has succesfully combined
functionalism and deep refinement. When not in use,
the chair can be pushed away neatly under the desk 10

a8 10 beerume part of it, ereating a rectangular mas in
 complete harmony with the room.

g6 2 Eumr Saarmces, Desk. 18951900, Finnish
Soclery of Crafis and Devign, Helsinki,

This piece is fifty years ahead of it time, Where is the
contemporary architect who will send some of our
present-day interior decormtors into frced retirement?
For the last fifty vears they have been emasculating
creative taste by decorating spartments from  the
Avenue Foch, Paris, to Fifith Avenue, New York, in
& spuriows "“Neo-Louis™ style.

g6 @ Frasx Luovo Wrisar. Office chair, 1gog. The
Museum of Modern Art, New York.

This chair by the American archiicct was designed in
1gog, the year in which Tony Garnier exhibited his
projects for an Indusirial City. As Rend Huyghe once
wrote: “Dynamic formé are introdoced  everywhere,
even where they are not needed. [t is perfectly legieal
to think of a chair in terms of a problem posed by the
weight of the seated body, and tw et up the design by
combining the fexibility of the uphobiery and the
elasticity of the supporting metal,™ | Histsiee Ciindrals de
I"Art, Vel. IL) Here, Frank Lloyd Wright has not even
bothered with upholstery.

MUSIC

® Lows Majoneiis. Plano, 1858 -1goo. Musée de
de Nancy, Nancy,
Van de Velde accused Majorelle of elephan-
“hﬂmﬁmmmwh
muster from Naney, one fecls that the
Belgian architect was not far wrong.

w&m Piano, (2. thgs. (Whereaboues

']
Pleyel commissioned the decoration of this pizno from
Mm?mmm

4 @ Axong MeTmaEY. Models for a music stand,
and stool, C. 1900, |Whereabouts unknown. |
n&iﬁnmhnﬂ:ﬂﬁ:ﬁmm
formed into o futtering dancer, while the harp seens
hhmw vlln.th; o the mud: of a
ceramist, Metthey, mammhimh?kp:l
hhm

@ Guarave Semacrmn-Bovy. Plano. C. roos.

i unknowi. |
Serrurier-Bavy, a master in the art of Aoral and serpen-
tine decoration, designed this piano, whose hefty legs
mwwwm bouguets of campa-

368 & Leosaun Wymmo, "“Valkyrie" upright plana,
excouted by the firm of Hopkinwon. O, 1goz. (Where-
abouts unknow., |

Wyburd supported the kevboard not with the osual

comsole, but with substaniial vertical suppors, and
added shebees jutting out at either side for hobding
EXITA Tusic.

36y @ Joswr Hormasws., Plane, 1gos-of. Palais
Swochet, Brussels.

This piano by Hoffmann & onc of the great Viennese
architect’s most  interesting  creations. There s a
difference of only ten years hetween this and the piano
hm@m:ﬁﬂ}.hMLﬁm
i much greater, illostrating the fundamental differ-
ences between the School of Nancy and the Sezesion.

368 @ Avexasone Cuarrix s and ALeent Besuann.
Piano, 1goz. Musée Chéret, Nice.

The design and the carving of this cbony piano are by
Alexandre . His alm was to make the
imstrument superlatively light and  graceful. The
decorative paintings by Besnard are one of its maost
interesting features. On the inssde of the lid the painter
has attempted o embody the ecstasy of musical
enjoyment in the nude figure depicted in gray mono-
chrome on waves of gold. Along the vide of the case he
has extended an illisminatod fricee; using fat colors
with & dark outline, he has represented all the passions
excited by music, from dream to crime. The gemeral
stybe is not typical of Besnard's work, Our attention i
caught particolarly by one fgure in the frieze, the
soldier beside the white horse; he is exactly hike the
Cuirarger by Roger de la Framaye, dated igio (Musée
d'Art Moderne, Paria). Had La Fresnaye seen this
piano?
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Ceramics

opportunitics to display his decorative talents, in engravings, bookbinding, posters, wall-

papers, carpeis, or fabrics, in fact, in any medium where tw ~dimensional decaration was
required. But ceramics, as a threc-dhimensional art, demands a more specialized approach
compared with the other applied arts, it is a special case. Although its laborious wechnique proved
a deterrent to many designers, there were more potters at work than ever before, All over Europe
and the United States ceramists of both sexes were building their own kilons and finng, decorating,
and exhibiting their work with unprecedented enthusiasm,

This creative passion had begun around the latter part of the thind quarter of the nincteenth
century, and had sprung from several sources: Chinese and Japanese influences; a new interest in
chemistry [in line with the scientific bent of the century); and the rediscovery by Ruskin and
Moaorris of the cralt virtues. The result was a complete renewal of the art of pottery which, like
most of the other minor arts, had confined izell during the greater part of the century to the more
or less successful reproduction of time-honored articles, with a traditional repertory of form and
a limited range of glazes. The great natonal or roval porcelain works repeated the pieces for
which they had become famous in the righteenth century. Having anained near-perfection, they
felt o urge to strike out in new dircctions. But in the light of recent importations from the Far
East, their output suddenly acquired a monostonous, impoverished air, The shock ol disillusion
was hard to bear, but it had the beneficent result of forcing many craftsmen to discover the
secrets of those nich Oriental colors, and a wave of activity ensued. There was a search for fade-
proof colors and for glazes which would stand up 1w the high temperatures required in order to
obtain great strength and impermeability. Hitherto it had always been believed that certain
colors were incompatible with high-temperature firing; the Chinese and Japancse had now
dazzlingly disproved this, and Western craftsmen were eager to emulate them. It is impossible to
say just where the movement began. Production was enormous; every ceramist pursued his long,
arduous experiments in the privacy of his workshop ; all one can do is note the emergeice in one
place or another of highly original pieces with an astonishingly wide range of delightful colors
and glazes.

In the latter part of the century, ccramics had its heroes and pioneers who soon discarded
ltalian and Oriental influenices as they discovered their own styles. But they retained much from
their early models: a fondness for neglected materials, especially earthenware, a passion for
perfect craftsmanship, and the decorative sense which had been so painfully absent in the
preceding decades.

There was a suceession of pioncers who were looked up o as leaders by other European
ceramists. A number of them were French: Théodore Deck, Ernest Chaplet, and Auguste
Delaherche, for example. These three were fervent admirers of Japanese and Chinese earthen-

Evﬁrx artist of any importance, in the period with which we are concerned, had many
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ware, There were also fanatical seekers, such as Jean-Charles Cazin, Emile Lenoble, and Emile
Decoeur, who followed the example of Bigot and conducted bold experiments to find the proper
glazes and temperatures which would yield warm, varied colors and new combinations of
texture and luster. Mention should also be nud.coflhc curious and not very attractive fulence of
Gallé, who obtained novel tints by mixing metallic oxides with the glaze. In England, the most’
representative figure during this period was William De Morgan, a perfectionist deeply en-
amored of fine glazes, who said of himself: *It is probable that I am a better chemist than many
potters, and more of an artist than most chemists,” This sally tells us much, not only about
De Morgan himself, but about the motivation of the others,

They were at once virtucsi and men of science. They were as familiar with the qualities of
the medium and the chemical properties of oxides as with the form and decoration of the par-
ticular piece they were creating. They were determined to make it beautiful; they also wanted
it to be strong, useful, and practical. This resolve was intensified by the fact that most of them
were not content merely with bowls, vases, and hibelots thrown on the wheel, but were interested
in ceramics as architectural adjuncts. In France, Bigot and Muller played an important role in
this field; in England a number of firms, as well as a great many individual artists, followed De
Morgan's example and produced wall tites. Pilkington and Royal Doulton were two E:nn:mﬁ
employed by architects. Alongside this industrial production, which was especially great
England, there were numerous individual craftsmen with their own kilns, and a few fuﬂr
concerns, such as that of the Martin brothers.

The movement was not confined 1o France and Great Britain. It was also widespread
throughout Germany, Belgium, Ltaly, and the United States. Cﬂntﬂnp:lrar]r exhibitions were
plentifully supplied with pottery from different workshops, all of which had their own individual
styles, but were united in their pursuit of technical and artistic improvement. The public was
dazzled by this display of ingenuity and aesthetic riches. Discovery and progress in ceramics
were followed with acute interest. No other art seems to have attracted so much attention; there
WEFC 50 many ceramists, so many new works to look at, such surprises to be enjoyed! Ceramics
appears to have been the ficld in which novelty was most obviously prominent and mest widely
appreciated. Critics writing about this regenerated art were eager to point out its beauties, and
did not shrink from discussing its technical procedures and difficulties; both they and their
readers, being aware of the obstacles, were all the more ready w admire the deep, warm reds, the
delicate blues and greens, and the streaks, mottlings, and highlights adorning even themh
of vases.

Artists were especially excited by the potentialities of cartbtnwam Poreelain was mot
neglected, but its development was different and slower, since its production was usually confined
to the great royal or national establishments. Like the other branches of the arts, moreover, it had
a great deal o learn from China. In xﬂﬁg,bhzumkprhlcmhnﬁngd:vuedzmhtﬂ
carthenware which would stand comparison with Far Eastern work. But although there were
improvements in the technical standard of French bulk production, there was little or ne
corresponding change in shape and decoraton. The pioneer role seems to have been assumed by
the Scandinavian countries, especially Denmark, where pottery imbued with the new spirit was
being exhibited well before 1g00. And while the Royal Copenhagen factory declined any abrupt
break with the past and continued decorating its pieces with delicate landscapes in gentle colors,
rjuwurhhnrpnfrhr_ Bing and Groendahl firm used bright colors on a white ground, and floral
decoration in reliel. Both establishments, though, refreshed their vocabularies by a minute
examination of natural forms: animals, plants, and landscapes became more real and more
poetic, an example which the larger firms were soan trying to imitate. It must, however, be
admited that these various advances were of greater benefit to decorative than w utilitarian
ceramics. Vases, drinking cups, and statuettes were more interesting to make than tableware,
which consequently lagged behind. So did useful pottery in general; it was both plainer and less
beautiful, rarely a work of art. Sill, there were exceptions: in France, De Feure designed

2l

ﬂmuhﬂmn&ﬁm color harmonics of saffron, coral, and azure; in Belgiom, Van de Velde

for both artists and purchasers.

@ Awma vas Bucoie, Loeds vase, O 1goo.
Brooklyn Museum, New York.

“The American painter and ceramist Van Hriggle was

much influenced by the years he spent in France
[M«g‘i} Afiver working for Rookwood Pottery, he

in Demver, producing works which quickly won
ﬁrhﬂnmtmnllupuuuun. In o0, some of
s wases, this Loveles among them, were placed on sale

(i Paris. This side of Van Briggle's work illustrates the

fondness of Art Nowvesu for the dreamn world, the
phantasmagoric side of human experience. No one has
more sucoessfully captured this spirit in the ceramic
‘medium, and indeed, few people in any medium have
s powerfully Tulfilled the urge to create forms which
wiere new and irrational yet obeyed an internal logic.
Thix waa onc of the many sspeets af Art Nowveau
which captivated the Surrealists.

70 & Witriam De Morcayw. Earthenware plate, (oo,
Private Collertinn, Londan.

Sixweenth-century Ttalian influence & doninant here,
both in the geometric decoration and in the central
medallion. Oriental influence b clearly evident in De
Morgan's wall tiles. De Morgan, who began praducing
coerantica us carly a3 1855, was an much interested in
Hispano-Moorish art as he was in Italian art. He
allowed himself to be influenced by each in tura; his
main interest was in rediscovering beautiful glazes,
ummual eolors, and the secrets of silvery or coppery
highlights. Tt wos in this area that he achieved his
greatest Influcnce. He was obe of the originatons of the

-muhﬁmhtnghﬂumbu.&hfmhmmu

drew abstract lincar designs; and in Sweden, Wallander, who worked for the Rérstrand firm,
decorated cups and plates with flowers in delicate relief. Other factories and crafismen, notably
'hﬂumnur,ﬁmma,nnd Italy, produced interesting table picces; but in general the renaisance
of ceramics took place in other fields. Delight in the medium and a fair for unusual colors found
readier expression in purcly decorative work, and it was these which held the strongest attraction

C. 880, The National Gallery of Art, Washington,
B.C.

This sober vewel, devoid of hibtorickm or exoticim,
has a timeless air and seema o stem directly from some
ancient traditon. Tt keoks like a highly succesful piece
of decorated folk arct, but in Get it dates from afier the
middle of the nincteenth contury and comes from &
firmy in Albany, New York, For several reasons, this
simple pot s proplietie of Art Nouveau ! it vestifies to an
interest in folk producms which was abmest enknown at
the tme, and its dender, lisome grace is accompanied
by & soimewhat formal handling of volume. [t is a work
ol art.

373 @ Usenows Cuarrsuas. Porcelaln vine, Limoges.
rBafi-1gos. Muscum fir Kunst und Gewerbe, Hame-

Lasrg.

This shows that even the Linoges porcelain works fele
the touch of spring in the air, though it repome was
primarily on the hooury side of the trade, Where more
ordinary objects, like this one, were concerned, the
manufacturers were often accused of sacrificing beauty
on the altar of utility. However, the material itell was
always fine and the workmanship perfect. A dragonfly
and a livtle foliage helped o bring out the ramparency
of the glase.

a7 8 Usenows Caarrseas. Swoppered porcelain
decanter. Meissen. O, rgoz-og. Musewm Rir Kurst und
Art Nouveau compelled all the royval or national
porcelain manufacturens e revise and redesign their

such an Mariws Fourmont, began
idess, and schieved remarkable obj 15 which, like De
Hﬂwl,nllhdth:ﬁ.rlﬂumuuﬂtm&
metallic over-glazes of rare beauty,

an ® Mexors pa Cosra. Earthenware plate. oligh
Cemeente Museum, The Hague.

The Duich sculptor Mendes da Costa was one of the
strangest figures of his tme. What was said of him by
eontemporary critics, who admired him, can be
summmed up in four words: “A Goth from Java.” In
it senall figrires and ceramic pieces le liked to portray
strange flora and fauna, whose forms and attitudes he
styfieed in & manner st once and highly
conscious, 1t is well knows that Javianese art exercized

@ stromg influenes on Dutch decoration.
¥ B Usksows Crarmmax, Earthenware pot,

1 tiom, and to perfect their workmanship. Meissen
was affected along with the other; it changed it style
eoinpletely, encched it palete, abandoned rococo and
aneedotal styles, and took its themes from foliage and
flowers. Here, cach facet b adorned with an open
carnation an the bulge of the body, and with & long
stem ending in o bud on the peck, emphasicing the
decanter’s graceful form.

375 B Usknown Unarrssas, Faience vase, Gustab-
berg, C. 1900, Museum fur Kunst und Gewerbe,
Hambumrg

Many faience picces made by the Gustalberg firm
have dark decoration on a light ground—deep hlue on
pale blue, as a rule—which was designed by such
artiats as Enkwon, Ekberg, and Wennenberg. Gireenish
matic ghazes were abo used, although brilliant colors
were cmployed for more ordinary work, The freely
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treated foral motil enchoey the form in a network of
felicitous decoration

376 @ Uswnows Crarrsaan. Ve, Rootrand. C.
Ligpinin g Museusn iy Kunst und Gewerbe, Hsll'l'lbl.ll‘ﬂ.
Swedith cevamic factories were very active ai the
beginning of the century. The one at Rorstrand choss
pink or pinkish-mauve, snd soft greems, for the
uncomplicated forms of it vases, on which & floral
design in delicate reliel rises to the rim, festooning it
with & cnclet of Bloosms. &m[ﬂz forma and lﬂ:ﬂ!
colors. make some of these plecss comparable 1he
Danish Frnciul:b—rlunc uf Bin_l and  Groendahl
(whiewe decoration, however, 1 brighter and stronger
and covers the surfice moee emphatically), and those
made by Roval Copenhagen.

877 @ § Jusmiasax Kok (design] and ]. Senriusc
decoration), Teapot, Rosenburg, € 1g00-0y. Stede-
lijk Musewm, Amsterdam

Bath the shape and the decoration of this teapot are
wVEry charactersiic d.'K,uk'l R.nl::uburg pun:dqih. ]Il
all of this firm's wares sent to the Ulniversal Exhibition
of 1900 in Paris, we find these Oriental-type fofms in
which there are subtle oansitions from rectangle o
curve, extending without interruption into the handle
and spout. The low-fred decoratios ako displays
exodic touches; highly colored, sireaky fowers, Ieaves,
and birds make a strong contrast against the plain
white pround.

78 @ Panie Muciem {exevution and decorution) and
VimERT -:'ﬂz:ign_. Vavw. IGO0 Oy, Callection G.T..fry,
Paris.

The ceramist Emile Muller is best known for his
decorative architectural ahng. He executed a number
of plagues in “grés Muller™ (a type of earthenware
named for him) for exsterior and interior use, He abo
created & womber of small ceramic picoos, such as the
example shown here. The theme of this piece hecame
very popular in Art Nouveau; the sculptor Vallgren,
For instance, exploied it severn) times. The originality
of this vase ls m s hl{;h!y ul.l.“-tl. :u:rfn.v:r, which
catches the light and sccentuates the contours and
masscy

379 & Acxis pr Feowesm., Oudine. C, 1900, Private
Onllvction, Paris.

Mime. Agniés de Frumerne was a Swedish artmt living
in Paris. Some of her works were cast in earthenware
by Lachenal, others by Dalpayrar. Most of them are
cither small figures or vases with three-dimensinna?
relbef decorations. Her favorite subjects were wamen or
children, seemingly wrapped in a mysteriom atmos.
phere of Scandinavian legend. She wis fond of clinging
drsptr}-. ﬂm.'rin‘ b.li.l, and -ﬂ.l'tm:u'lr Ve, @S in this
Oridine whe leans her pale head again 3 green rock.
Her tenderly modeled shoulder barcly emerges From
the surface of the base, and her long neck sweeps up in
a graceful curve. The structural trend of the piece is a

strong ablique movement arrested by the vertical force
of the rock, No doubt there is an overdose of sweetnes

m this work; at the same time, no one will deny it a
eertain grace and excellent qualities of design.

380 # Avoyvs, Ceramic figurine, C. 1goo-oy. Collection

G. Lévy, Paris

Ceramists could wot remain mmlmﬁuglﬂym_

however beautiful. They could not resist

figurines as well, especially ones of willfil, wquﬁ'

wamen—the type ane might have seen any day on the

AVETIE, Mﬂhdmhr:;ﬂdumm“

Threugh his modeling, color contrasts, and the play
of light, Aleys has simultanesusly transmitted the

supple sweep of the figure and the opulence of her
clothes.

38 @ Gineux. Earthenware vase. Sévres. C, 1900~
toeg. Museum fir Kunst und Gewerbe, Hamburg.

In rgan, a stylistic revolotion tonk place at the Skvres
works: old habin were sdoughed off, natore was
allowed 1o inspire & new type of decoration, the runge
of colors became richer, and technical procedures were
repriented. The result was a triumph at the Universal

Exhibition of rgoe in Paris. Unkind voices whispered

that these exerllent resulis were merely the oulcome

of growing forcign competition. As if that mattered|

At any rate, te results were there, An example is this
vase decorated with ferm,

sBa & Asewv-Louvs Dasseousi. Earthenvware vase,
C. 1goo-og. Musée Galliéra, Pars.
Art Nouwvenu artits enjoved wsing all varieties of

earthenware, There were two trends; some artisis

smply cultivated the beaury of the material melf,
urmisual or infinitely delicate color, surprising forms,
and the random effect of streaks and runs in the glaze;
wihers, fike Damnwuse, enriched the surface with a
sirnple, colored floral decoration o enhance the ro-
mundities of the form,

383 @ Pavt Gaveuy, Doublesmouthed sarthenwars
vase, 180687, Private Collection, Paris.

Gauguin was the first great painter to become inter-

1886, he was already
pottery. These pieces sometimes verged on abstraction,
like this example, which ks decorated with cats and
incised foliage. In Gauguin's work, the aesthetic
formulas of the Mabi become o tramparent veil; we
can see through it and waich his passionate, wi-
compromising quest for the primary sources of arl.
There in nothing forouitoms in the ssymmetrical form
he chose here and the graffiti be serawled upon it On
December 0, 1964, this piece, formerly in the collections
aof Gustave and i ayet, was wld a1 auction, at
the Hiwel des Ventes in Parks, for 6,500 franc.

By @ Usmnowy Crarrseas. Earthenware bowl. C.
10—z, Private Collection, Pari.

ereating deliberately primitive

s

gt

hnﬁhuwwmwmﬁww-

ware which was very close to Art Nouveau and
Morgan’s color schemes. A good example is this bowl,
which has & handle consisting of two intertwining
monsters. It exhibits the intimate harmony of deco-
ration and form, the fondnes for reptilian fntasy, and
the sinuously interwoven lines characteristic of the
entire period.

05 @& Vieseos Zsorsay. Earthenware vase. O 1goo—og.
Private Collection, Fars.

In 1892, Zsolnay founded a ceramics works in Pécs, an
important Hungarian industrial city. In collaboration
with & professor of chemintry, he invented 4 new type
of reddish glaze, sermae sosin, which served to make the
Péea ceramics world Bunous.

#06 g Eowns Mamrov. Earthenware vase, 1893
‘Willlam Marris Gallery, Walthamsiow, England.
The foausr Martin brothers were smong the first English
craftsmen to pioneer the ceramics revival in Great
Britain. Robert Wallace Martin attended the lectures
of the great French ceramist and painter, Jean.
Mﬂnﬂ{uﬁﬂﬂhﬁguﬂmﬁﬂmtﬁt

South Kensingon Museum in 1871), which inspired
hwmammﬂuﬁwn“mtﬁﬂw
of pattery. His enthosissm communicated itsell o bis
m-ﬂﬁeﬁwﬁﬁmmhdqcﬂthﬂlh
Walter was the l'lmihu chemit and hd:umn,
Charles was the business manager and saleuman (or the
clnsest o one that they had); and
Mﬂmmwﬁwm
The latter, probably i d by the Jap ok
his. inspiration directly from nature. He ornamented
his pieces with dragonflies and other insects, and

scenes, delimeated with delicacy. The
i b st g e g
this vase admirably set off is roundness.

387 # Unenown Crarmaaas. Piccher. Rookwood
Pattery. 1880-1g00. The Brooklyn Museum, New York.

988 @ Unknows Caarrsaas. Vase Rookwsod
?ﬂn-r.:gm.'lhllmmfuudmlht,ﬂw
ork.
Rookwood Pottery owed its existence tn the indtiative
of ane wornan. bn 1875, palnting on china had become
the fashinnable pastime for kadies of leisure in Cincine
natl. In 1830, one of these budies, Mrs. Maris L. Storer,
art up a little potiery workdsop which rapidly beeame
one of the most impartant in the United States, it
special appreciation at the Chicago

products winning
World's Fair of 1893, Rookwood Pouery has Rem-

brandtesque cobora: rich browns, reds, and yellows. Tt
& alwo like certain Royal Copenhagen picees. The besi-

tramslucent masses seem o be fecked with gold.

3By & Uscvows Crarmsmas. Vase. Avelier de Glatigny.
1goo. Museum fir Kunst gnd Gewerbe, Hamburg.
The Avclier de Glatigny was run by a group of
anonymeous artists who devoted  themaelves almest
entirely o porcelsin, Added 1o this deliberate modesty,
reminiscent of medieval guild workshops, was a resolve
o produce comparatively inexpensive pieces, and 1o
wse only natural clay, as the Chinese did. Evidently,
the spirit animating the Awelier de Glasigny was that of
Art Nooveau., The same spirit comes through in the
teramics themaelves, which are always intended for
use. The decoration was derived from nature, explored
cither microscopically or by submarine abservation.
The beauty of this vase and its vertical segmentation is
enhanced by a sifver mounting, designed by Lucien
Gaillard.

80 & Vamous Crarrsiesy, Selected ceramic objects,
CL rgoo-o8. Pravate Callection, Paris.

This shell displays u selection of small ceramics from
different  countries. They show that while every
country had its ewn siyle, there was nevertheles o
common source of inspiration, a single Art Nowvean
spirit! all of these picces are decorated with, or repre-
senl, animals or wormen's faces, The stylized pelican,
elongated to fit the enclosing rectangle, is a Delft piece.
The vase decorated with a severe profile, a contem-
plative, very Klimtian face, smiling enigmatically and
wreathed in flioating treses, come from Austria, as
dises the bead of a young girl to its ket The vase
formed like & coiled snake is by the Hungarian,
Zaodnay (e plate 385}, The remaining piece is Jtalian
and combines the two faverite themes of Art Nouveau,
the woman and the flower. T style owes much 1o bath
the fificenth century and the Pre-Raphaelites, Th:
thread which unites these very different works s
:luu'm]nlllnhma:hmnu-u}yd:mﬂtﬂtut.
abandoning stock models inhierited from past centuriss
and seeking themes from nature. Every human face or
animal body is suylized and sometimes distorted in the
interests of ornament. Bul this sylization s never
comventional; all the plants, animab, amd human
beings retain life and truth; form b governed by the
form of the object, but never becomes mere arbitrary
decoration, gratuitously added.

290 @ Max Larvces. Vase and pitcher. 1909, Stadt-
muscum, Munich,

Max Lacuger, of Karlsrube, was not & ceramist in the
proper sense of the word, since he merely provided
designs for roccution by the Black Forest firm of
C. F. 0. Miller. But his copious output exhibits a style
that is both originad and simple; in his wall tiles,
pottery, porcelain stoves, and manielpiecss the forms
are clear cut, sometimes deliberately rustic, and
tastefully decorated with brightly colored foral or
alstract motifs,

#px @ Linkmows Coarmstan, Dawdelion vase. Royal

Copenhagen. . igoo. Museum fir Kunst und
Gewerbe, Hamburg.
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This Danish vase includes some of the familiar Copen-
hagen characteristics, The double row of petals in
relief around the base i rather fike the products of
Bing and Groendahl, but the heavily ribbed sides and
squat neck are out of line with the tenets of Ar
Noarveau. Though the form and decoration arc atill
floral, & certain deliberate stiffvess. and the extremely
schematic designs make this vase point to the style of
the future. Sharp rdges and almost straight lines show
that the semewhat nonchalant grace of the end of the
century is being abandoned for a new aesthetic, com-
pounded of rigor and clarity.

998 ® Vamous Urarmiwes, Talashkine Pottery.
G, 1gon. (Whereahouts unknown. |

About 1By, under the leadenhip of Elena Polenova,
there aroee in Russia a movement concentrated on
encouraging folk art. Workshops were started Tor the
peasants, one of the mest important being that of
Princess Tenisheva, at Talashkine, the source of these
rustic and in some ways slightly naive pieces. Much of
the incised decoration is geometric and the shapes are
very simple or, a4 in the case of the rather entertaining
rahbit, stemming from ancient traditions. The inten-
tion was not o copy the past, but o resieee Bie and
suthenticity to raditional motik. On the face of it this
is a long way from Ewropean Art Nouvean. But it
ehemild be remembered thar the art of 1gon was not just
a rint of whimsical curves, but & geauine guest for new
decoration adapted to the object. All roads were
legitimate, ncluding that which led dwough the

ancient lolk art.

3o & Usenowex Cnarrsuas. Vase, Rookwood Portery,
C. 1gon, The Muscum of Modern Art, New York.
The decoration of thiv vase b stylized almost o the
poaint of abstraction, and retsins osly 4 distaot link
with its floral arigin; the branches arranged in regubar
curves, and the simplified froits or bods, are beyond
the fontiers of Art Nouveau. The goometricized
forms on this picce have a more modern ook, verging
on the Art Décoratif style,

395 & Pamirrs Rosesmaal. Soup tureen.  1g04.
Hewisches Landesmuseum, Durmstade.

Here, English fioral decoration scms (o have been
applied abmost without modification. The long,
thread-like stalks end in heart-shaped leaves orpa-
menting the cover and bow] of the ureen, Note how
this utitarian object unites elegance and simplicity.
The designer has given it an elongated form which sits
well down on i havnches without beeonting squat or
heavy. The handles do not interrapt the flowing line :
the handle of the lid follows the gently rising curve of
it presfile, while those of the bowl reinforce it elongaied
slimness. Subtle harmony unités the elements of the
design; the painted decorations extend both above and
below, and the handles are complementary o one
another, weaving an arrangement of pierced famms
around the boundaries of the compaoition to create an
imnpression of lightnes,

398 @ Acemen Winitam Prvon, Tea serviee, C. 1900,
Lm:luu.

and green Pensian glazes. Wi

'hlﬂ't*m‘huhﬂuﬂhﬁm
his house. In order to popularize the ar-

rge number of decorative paneh. The decoration was
' onmn medium which was applied to
e clay before and firing; the medium was

mpbf!d-ﬂvfllrlruﬂﬂml bm&rm
he imseribed on them, with it graceful curves and
dyanmbe lines, has an Art Nouveas character.

goa—gos @ Various decorative panels. C. 1goo,
decorative wall dles bring the Selle Epogur to
ﬂiu-uuﬂrumhﬂduknnrunﬂuw
arrungement. The fashinn for them was universal;
wmwmmmw\mm
brilliant pancls, Yarious subjeens were cmployed. At the
Michelin garage in Londen {plate go0), the theme o
“the motorcar, At the Café Lipp in Paris (plate 404}, a
Apray of flowers occupies the whole panel and s re-
1 in the adjacent mirrors; in another calé in the
de Richelieu (plate 4oz, a street scene creates the
manmmlhaehnlmm
ftite ferwue in the Foreground casts o glance at every

At a bakery in the Avenue Jean-Jaurds
m:},“iﬂlnﬂmuﬂdﬂm the hresd
the front wall of & shop in Nevens [plate 4o5), a

997 @ Hexmy vay e Verne. Cup and saveer. €, 1000,
Collection D, & Wichmann, Snnh-ngﬂm
A practical, very ample cup with a classic saucer
everyday picee of porcelain, humnqmitﬁ
genits of Van de Velde. It s worth noting that
handle s not stsck om as a kind of afterthought;
tpace it encloses arguires significance M

I'

398 & Love: Baxovvinie. Ceramic tiling. C. 1906, Rue
Spontind, Paria.

In this bowse, Benouville beflt litthe room for cersenic
expanees of tle, ranging from bive to ocher, with 2
deeply ineised floral moul. Facilise for firing large
surfaces enabled him o make his decorstion only twe
slabs high and w se a single large mwlll'm
d‘h’id‘hﬁltmtnllim

m-muumw-mmm
Manuel, Pars,
The wse of ceramic decoration in buildings made s
reappearance in France in the middle of the ninctoenth.
century. A few examples can be found in the poly-
chromed friczes with which Gabriel-Jean-Asitoine
Davieud decorated caretaker’ kiosks in  puhlic
squares, But technical shorcomings made it apparent
that a stronger material was needed, and canthenware
tnok the plare of glazed terra cotta. Tt was extremely:
durable and would ke sich, beilliany glazes; a further
advantage was that large surfaces could be fired. This
house by Charles Kilein o sheathed with soberly
colored carthenware slabs oo which a thisde motl
emphasizes stories and bays. The inaterial and its
decoration were both by Emile Muller, wha was called
in by a number of archjrecs.
o @ Winsias De Mozcas, Plague, 1838 g8, William

Morris Gallery, Walthamatow, England.
In ihifia, D¢ Morgan hegan to search for the seeret of

Like the building components. with which they are
closely integrated, these paneds Inok as if they had been
placed arbitrarily; the relief has the same value as the
differently colored stone. Notice also the way in which
the figures are subordinated o ther background and
treated in a somewhat medieval spirit. Surprisingly
enough, this careful ireegularity and deliberate
archaswm arc probably resporsible for the modern

- [




twentieth century. At the same time, never have artists created so many useless oljects.
UJH.H! k::ir.‘ltaknacls were tul'!ll.‘d ot il’l II“.:H.'h H:E‘auﬂf ﬂm‘ﬂ:ﬁ lhq'l.'l'l 'I.umbkl" m dﬂ-
camnters.

Unusual varicties of colored glass were eagerly sought afier by artists, Transparency hardly
interested them; they preferred a laver-cake of many colors, with du.'p, warm toncs—cloudy
gravs, flecks of gold, ramnbow shimmers, and brilliant reflections, all of which were admirable in
themselves but quite contradictory 1o the normal function of table glass: the appreciation of the
color of a wine, its density, or its transparency. Some people have dismissed all these objects asa
symptom of decadence or Mannerism. This is, however, unfair, since this output of abstract
objects (by virtue of their own decoration and their influence on the rooms containing them)
had a positive value which should not be overlooked, if only for the role they played in forming
the taste of our own time.

In Europe and the United States, as we have seen, numerous crafismen (and even a few
ladies of leisure) turned to ceramics. Glassworkers were rarer. A few great names dominate the
period, headed by Emile Gallé and Louis Comfort Tiffany. These two had disciples and imitators
all over the world: Brocard and the Dauwm brothers were profoundly influenced by Gallé, the
master crafisman of Nancy; in Central Europe there was much copying of Tiffany, and Lotz-
Witwe exhibited pieces which were simply duplicates of Tiffany vases. There were two major
tendencies in the “art glass™ of the peried: the floral and the abswact-—but it would be hopeless
to atlempt any classification by schools or countries.

Outside of the Gallé and Tilfany spheres of inlluence there are a few solated special cases,
such as Koepping. His work combined Bohemian and Venctian techniques, and has misty colors
and delicate floral shapes. René Laiiquc, who began working in glass afier 1goo, reacted against
Gallé’s artistic aims and cherished the clarity or impidity of the medium. Although he regarded
glass as a precious substance and used it for works which were truly art objects, he was equally
interested in industrially manufactured everyday glassware, Wincglasses and decanters with new
designs and decorations were produced in cut glass by the Val-5aint-Lambert firm in Belgium,
O these nicely balanced creations, embellished with discreetly colored stylized flowers, Van de
Velde wrote: “The finest of Val-Saint-Lambert glassware is a comfort to the cye; their strongly
marked ribs underline the organic growth of the shape and sirengthen the design.”

In England, interest seems to have been centered mainly on manufactured picces of moderate
price. Industrial glassworks, such as Powell and Couper and Sons, steured the collaboration of
well-known artists who, without deserting simplicity and time-bonored tradition, turned out
pleasantly imaginative work which was considerably indebted to the new spirit.

Nsw.n has so much astonishingly beautiful glass been produced as at the beginning of the
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427 & Lovms Compont Towawy. Vase, Favrile glass, O
1goo. Corning Glass Muscum, New York.

The forms invented by Tiffany were always sirange
and sometimes Guitastic. Here, o narrow siem opens
out broadly into a fower—the lind of lower someons
might see in a dream.

408 @ Exne Mioker. Vose, O 1g00. Mnce Gallidra,
Parm.

This opaque glas vase with fowers and foliage in
relief ® “very [apanese.” The undulating siems
decorate the blank spaces and make them more wvivid;
the flowers, like globuls of darknes, emphasize the
bady of the vase.

409 B Asvoniy and Avcuste Dacs. Vaees, C. 1o,
Muste Cralliéra, Paris.

The Daurm byothers were dorply imfluenced by Gallé,
They adopied a supple, asymmetrical, naturalistic
decaration | broad leaves were stretched and elongated
on the slender necks of their vases. But they were imore
sober than Gallé in their choice of shapes. The
consistency of the material, also, b different, keoking in
many instances as if it had been hewn from a binck and
allowed to retain traces of roughness,

4ro @ Gannier Ancy-Rousseay, Bowl C. igoo, Musée
Gallidra, Paris.

Following the example of Decorchemont and Henrl
Cros, Dammouse and many other artists worked in
opaque glas. The scrui-translucent material  was
beautifiul in el and demanded littde decoration.
Argy-Rousean wis alo interested in it posibiilities
an example of hs work i this restrained bowl deco-
rated with Lchens

411 @ Brocann, Bowl O 180, Museum Fiar Kuist aod
Gewerbe, Hamburg.

Brocard was 4 contemporary of Gallé whe sought 1o
revitalize the art by rediscovering the bost secrets of
Tsdamic glass. He was later influenced by Gallé and,
like him, found thesource of his uninhibited, naturalistic
decoration in plant life. On the surface of this piece
branches, leaves, and berries unfurl as ensily and
naturally as they might in a garden.

422 @ Avoirr |. F. Learas. Vase, Private Gollection,
Paris,

Gallé was universally adoired : this vase by Legras s
an example of the powerful influence he exerted, both
decoratively and technically, The firm of Legras et Cie,
of Saint-Denn, was awarded a Gromd Priv at the
Universal Exhibition of igeo in Paris.

453 @ Bacoawar. Vases, decanters, and a “"Fairy
Light.” C. 1gon. Baccarat Collection, Paris.

The Manufacture Nationale de Bacearat Lroughe
aboul improvements in engraving, both with the burin
and on the wheel, 1t abo adopued the floral decoration
of Art Nouveau and wsed it on tubular vases colored on

the inside, Same of its pieces, usually these in mono-
chrome, have a deeply incised peometric decoration
which catches the light, while others exhibit o liberal
display of carnations, dahlias, and irises.

qrg @ Twosas Fieeoay {23, Vase, C. 1gio. The
l:bn]:lﬂ' Union Mueum for the Arts of IJEDDII.III:I“,
New York

This camec-engraved vase, executed lor the English
firm of Webb & Son, s thought to have been designed
by Fereday, The decoration is naturalistic { Japanes |
st a time when abstraction had captured the design
field.

gt5 @ Lovm Cowronr Twrrasy, Vases, Favrile glas.
L igou, The Museumn of Modern Ari, New Yook

Tillany devoted much effont o loventing & new,
sesmitive, opulent type of glass with a hester comparable
o that found on picces brought to light by excavanon,
which had been subjected 1o centuries of erosion and
the action of mineral walis. During blowing, the glass
was exposed to metallic vapors and other chemical
reagents, The form of the vases was olten rather ore
dinary | wimness these bwo cylindrical vases, of which
the ome with a narrow neck is deliberately irregolar and
abmmg pnmq.m.'\c, while the oiher has merely a slight
inwusl ﬁJH al the ILF wl oo pui.lll. Wh'.:,t imakes thein
rich and strange are the patches, streaks, and textures.

416 @ Love Coseorr Toray, Vase Favrile glas,
C. 1900, The Muscum of Modern Art, New Yook,
This vase is characierstically Tiffany. The glass looks
like lava which was suddenly congealed while [t was
stall Aowing.

417 @ Usenows Dissgsun, Vase, Lite-Witwe Glase
works, €. 1goo, Musewn fir Kot uod Gewerbe,
Vienna,

This might easily be mistaken for a TilTany vase; it is,
in fact, by a Bobemian glass firm which imitted the
style and technigue of the American master.

418 and g1g @ Lovw Coscort Towaxy, Vase and
bowl. Favnile glas. O 1gem, The Metropolitan Mu-
sewn ol Art, New York

T’i"lﬂ':,l"l forme, designs, amd II:L"II.I'.i.I.'I.E'l-. however
wriginal and pem:ﬂ:ul IIH',' weere, creibd be imitated ; his
variety and imagination conld not. Marhled, veimed,
and motiled surfaces can always be imtegrated con-
scicamly into design, but in Tiffany’s hands they retain
a lock of spontaneity.

gzo0 @ Kanr Koerrsa, Wincglas. G 1goo. Museum
fitr Kunst und Gewerbe, Hamburg,

This German desigrer & best known for his wineglasses
in the form of flowers. In this example, & sender,
eapriciously twisting stem  torminates in a  lightly
tinted calyx whose tmmparency is modified by o
choudiness in the material itsell [which was not 4]1|||Jr\d
afterwards, as in many Tiffany picces). Two leal-like



GLASS

ribbons of spun glass give the stem increased strength
and underline the Ooral characeer of the piece,

421 @ Bucusav, Vase si. Bl usewm Qe Kunst und

Gewerbe, Ha
This wase 1 by the Bavarian designer whose work is
chowely akin to that of Litz-Witwe. It is i
Ereatest expe
glasa,” Gallé and Tiffany, both had an mmmense fol-
s worked in difTerent,

I

foresting bo

noie that while the two win of ““ari

ective influe

lorwiing, ¢
arsd indeed contrary, directione. (Gallé discovered a

I res

world of new posibilities whach other eould exploat
without losing thedr own originality. Tiffany, on the

r hand, eould not be followed ; he eould only be

taled
4am @ Esn Garad Vase Glass, metal, and woond
. rgon, Musée Gallidra, Paris,

Yes, the different mpterials, forms, colormngs, amd
natural decorations all spring from contemplating the
mare. N ¢ i wonderfully evoeative of
N | present; things one can feel but no
see. In my case, new wayvs of ]Ja:l.llLial.u; and tr :Mj]lﬂ
thee glass havve abwavs arisen lrom new expressive needs
These innovations, which onme into pla, after en-

reality ol

the certaint

graving, acid, and glires have had thelr tam, am!
glass inlay work, overlays of clenr glass, and insglio
plass. These are calices in two senses: hoth flewers and
pu, thirsting for bght and air, form, in a2 woed, &
Emile Gallé

mirdature floral - antbokogy™

423 @ Hewm Chos. Plaque. Opaline glas, © i,
Caollection Mme. B. Lorencean, Paris

Henn Cros, who died in 1007, was determined o End
o durabile material and absolotely permament colors for
Py hiromed i IJ]IJI'UI:I' His EXperinents, which e
began in thly, cavsed a critie 1o dub him ©F bamne de la
pdte de verve (“the opaline-glam man'). This maierial
a Lllﬂ] |Jt l:ILuul_'! II'E f][lr_llll'\'ﬂJ .[rl ILL'I hlvldiﬁ -M
memarial j-hnqu-'-\ The scerets he was :-r.'|rr.|1:i|q‘ s
had perished with Antiquity, and he himself was miach
mfuenced by ancient model. Mot of his work has the
curiis charm which resulis when muodernism B
tesmpered with echoes from the distant past. The
standing nude seema to have been borrowed directly

from (reck worka af the fourth erntury W, and the
B 1 ]’.ll.&\'l.nﬂ the double Aute, as well as the na.nd.mg
figure hobding two torches, are also eloguent of Greece.
Al theese reminkscences g borrowings, however, are
unabirusively animated by the spirit of Art Nouves.
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Lighting

still a relarive novelty in 18go, but snon became widely used, and by the end of the century

had been adopted by most towns and cities. Some people complained that the quality of
the light was harsh, others that clectric lamps were always tethered by their wire and could not
be moved about freely. Electricity, nevertheless, was soon recognized as the lighting medium of the
future. Even in its early days it generated its own special enchantment, a fairyland complete with
inhabitants. One of these was Loie Fuller, the celebrated American veil dancer: her art, which
combined movement and rhythm with light, was an inspiration to many artists. Nor was the
practical aspect of clectric lighting disrcgarded. Despite certain essential requircments which
had to be met, lamps could now assume a greater variety of forms; they could be blended into the
decorative scheme, disguised as flowers, fitted with colored bulbs; they were something for
imagination to play with. An electric lamp was both bouguet and bibelot, a floral element or an
abstract interplay of line and globe; it became indispensable from both points of view: the
practical and the decorative. The art of lighting was born with electricity. The placing and
intensity of light could be controlled at will and used to break up the old obligatory grouping
impased by oil or gas lamps; the intimate character of a room could be creatively altered. The
latest advances in the manipulation of metal and glass brought electric lamps into the field of
decorative ohjects, including stained glass and even, on occasion, statuettes. Like other inno-
vations, lamps gradually shed their wilder follies and assumed the forms used by decorators today.

3 &1 Nouveau took full advantage of the possibilities offered by the electric light, which was

oy B Lio LarowTe-Biatnsy. Electric |.1.|11|:|. Bronee
. 1900, Collection Joseph Seton, Pari.

The bronze lumps designed by Léo Laporie-Blairey are
mot flowers but women. About 1go1, he brought out an
unuwually odd version, a girl leaning slightly forward
and raising a panel of her drese, behind which the bulb
8 concealed, The operative part of a lamp was often
disguised a3 a sleeve or an enormm clrysantbemuom,

The example shewn here b a typical French object of

the Belle Epoque; the dreamy face, the ample, thaid
modeling, as well as the mannered style and shghtly
wtrlluu'pu'eu.i.nn.n, woere all I|i,|1'||]'!.I appmc:qurj around
1goo. But the Buhion was short-lived; public and
critics alike had soon had enough of feminine silhouettes
which had an equal chance of purning out w be, on
closer inspection, inkpots, vases, lamps, or one of the
statuertes which were the rage for a few yean. In this

one, Len [.nimrlrnllhaul. s |||-.p|..::.r|.| the Full range

of hilis seubprural skl

438 B Usxnown Descanpk. Chandelier. Castle De
Haar. 1899 1900, Vieuten, The Netherlands

The size and style of this enormous chandelier were
dictated by those of the room. The designer was
obviously addicted to hstomcum (note the mounted
knights in armeor ), but Art Nouveau influence is evident
im the abundance of plant life. All the volutes, even
those which form the horses' legs, are sprouting leaves

426 @ Lovs Majougiie, Lamp. Gilt-bronge and
glass. C. 1goo. Musée de I'Ecale de Nancy, Nancy

Having won it reedom, the lamp could now became
completely floral. [ndeed, given a siem and & shade,
this was the most natural form. Majorelle has here

D
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dhividiedd the gilded brouge oot into three stalks crowned
with glass blooms designed by the Daum broihers, Cne
of the petaly has been opened out in srder w release
mesre lighe. The foral motf is echoed in the base by a
curling stalk which carmies the switches, Almost all of
Majorelle’s lamps consist of more-or-dess  stylieed
Howrrs and have r\s!h'l-.d-glun shadew

a7 @ Fruasnz Jovroaw. Lamp. C. igoo, Magasin de
la Samaritaine, Paris

The graceful line of this w@all iron suppart embodies
fruit and flowers, but the lamp jisell has been con-
ceived s a sepurate entity, Endell ond Horta gave
this type of Exture a different ireatment: the stalks
carrying the bulbs sprang from the heart of the sup-
porting foliage and the lampy bocmme it fowers.

438 8 Unsows Duscses, Lamp, Glass and bronze,
L rgon. Cinllection Peinture, Paris,

Art Nowvean designers were particularly attracied by
the charm of water plunis swaying in the current of a
stream.  Thss movement B communicated in the
elegantly groceful example shown here, which i
reminiscent of the Nancy School, bat might with equal
justice be atribuved w 8 German designer.

4239 ® Hesm Bovmerow, Candlestick: Bronze. ifion,
Musée (iallitra, Pars

By the end of the nincteenth century, electricity was
already bedng installed, but gas, oil, and candles were
still widely used. A study of the applied arts during the
period veveals a number of candiestichs and gan, as
well as electne, chandeliers. ““The End of the Evening™
was the title given by Hesri Bouillon to this gili-bronge
candbestick. Around the buse three women in cloaks are
nodding off 1o sleep; chaséd on the central upright are
the figure of a man and a givl Hoing each other
goodnight. The wwmbolism is simple and unobtrusive,
and so is the object as a whole. The traditional form of
the candlestick bas been retained; what makes this &
wark of Art Nouvean s the decoration, and the soft,
fuid modeling of the fgores. Like many candlesticks
of the perod, this one i decorated with flowers. The
base forom a broad I.ml', with the stemmn u.l.rh'll! h.l.i,k on
imelf to form the handle, amd continuing toward the
center to provide the candle-holder, Brass, copper, and
pewier were the maicnial wed for endowing cancle-
sticks with a new charm before they disappeared from
the scene as necessary household asticles forever.

430 & Vicrox Howrra. Chandelier. 18g5- 1900, Sobvay
Residence (now the Wittamer de Camps Residence;.
Bruseels,

The chandeliers of the Sobvay Residenoe are more
emphatically Soral than the rest of the decoration, [n
the dining-room chandelier, the aceent is on line; the
wertical metal stems are left bare throughout their
length. The diminutive ight bulbs are no hidden, but
treated as an integral part of the decoration. Despite
certain resemblances, this chandeber i at the oppos

pole from the French ideas of design, which

masked the source of light and changed its color in

order to make it glumoms and mysterions. Here, the
portry is concentrated on the play of line rather than

color, Horta has conceived his fixture from the point of -

view of & designer and architeet rather than that of a
painter.

430 R Jeasw-Avcusre Daser. Wall sconce. Copper.
G rgom. Musenm fiir Kunst und Gewerbe, Hamburg.

Damp i remembered primarily for his sculpiare, but

and wall lamps, such as this ane formed like a lily, He
kept as minch as he could of the natural appearanee of
the flower, and the distortion of the central

whchhmnhhlhnluﬂlymumﬁ-.l‘hhi

lamips shown here give ws an ali-ico-scanty ideas of
French lighting designs. In most cases, the lamp wis
formed like a floser or a banch of flowers, This was

the imterpretation chosen by Dufrine, Colonna, De
Feure, Sclmembicim, and many othes. Not to be
overlooked are the lamps of Gallé and Daom, which

were a0 popular in their day that they were copied
extenssvely (and badly) in the worst kind of mass-
produced exunples,

432 @ Riomann Ruewenscinap, Music stand, Copper
and wond. C. tlgy-gll. (Whereabouts unknown,)

Rictnerschaid was a prominent member of the Musieh
Vereindgie Werksigtte. He waa abo a “Renniusance

man'"; painter, architect, and designer of furniture,

Jewelry, glas, ceramics, fabrics, and wallpapers. This
muric stand i of stamped copper, mounted on wooden
feet, and illuminated by a kerosene lomp. The com-

bination of two purposcs i one article & intereiting,
and is a good example of the search for simple, practical
solutions characteristic of Art Nowveau One of the

great merits of the Musibch designens was that they

formulate, namely the peed for [unctional, beautifal

furniture at a moderate price.

433 & Louvs Cowvorr Towasy. Lamp. Cast brosose

und Favrile glass. €. 1goo. The Museum of Moderu

Art, New York,
Tiffany, ke Galld, created a vast number of lamps.

We should remember that ane of the carliest forns of

devorative glaws was the stained-glas window, an art
form which combines glas, color, and light. The
design of this desk lamp makes no effort 1o conceal jn
formas, which are based on plant life, but the treatment
s quite different from French designs of the same type.
The bronze buse and stem of the lamp seem 1o be an
upride-down mushiroom, while the shade of Fawrile
ghnss is mor part of the fungus at all. Ivis fir (o pormise
that o meipgmhmmm
have left the tshroom i i naturel position and wed
tuupnnﬁd:lnT‘ﬁnﬂMﬁtMm
unlyavqt!ihlafduwu]ﬁnﬂ. I

T which pletes the ge 'Iiu‘-ﬂu-

»

‘most harmoniou way | the bronee and glass network

F. W a sumpiuous, many-colored glow.

m-mmmmm
gwu 1900, Hesisches Landesmmsewm,

 Olbrich's artistic development moved wward & certain

hlﬂdﬁﬂ:mﬂhﬁ Here, shiny silver is set off by
the mauve Juminosity of amethysts.

® Hesoem Poous Beweacx, Candelaboum,
cheer. C. 1goo. Gemeente Museurn, The Hague.
Berlage, undoubiedly one of the greatest Duich archi-
tects of his time, is noted lor the austere, truly modern

swhat matters is the form, the alternation of solsd mem=
bers and empey spacer, and the balance of volumes.

438 2 Josi Horreasn, Chandelier, Meial and glas.
10566, Palais Stoclet, Brusel,
Haffmann eschewed both Symboliem and floral deco-
ration in this chandrlier which embodirs 3 play of
foems and volumes and has no decoration mther than
s own compotients: chaim aed lght globes of white
glan, among which hang small, solid crystal balls
resembling  elecrric bulbs. This chaste simplicity,
which was characteristic of the Sezesion, was o vweep
all through Europe a felv years later,

437 @ Eanc-Ovvo Ceesanca. Chandelier. Silver and
glass. 1907 Museorn fiir Kunst und Gewerbe, Hamburg,

In apite of its blance to a houguet of %, this
chandelier really represents a move away fom Art
Nouvean trends. The artlst barrowed his theme from
the immediate pasy, bat treated it in o totally different
spirit. The veins on the leaves and perals are quite
arbitrary, and the clongated stems have hardened into
formal vilutes. The lamps designed by Gallé, Major-
elle, and Dampt imparted the grace of growing plants
to metal and glas; here, on the contrary, everything is
ruled by functional laws which are alien o the
vegetable kingdom.

438 ¢ Gemroarn von Sceserreseiwer. Candela-
brum. Silver-plaied brasa. € g, Stademusenm,
Munich.

This blazing vovel with sconces for twenty-fowr candies
may appear more denve and overgrown than the most
pontorted Art Nooveau examples, but its profusion of
curves and volutes possesses a rigidity which relates it to
the Art Décoratil style. The lines have loat their onganic
spomtancity, the deign i colder, more caloulating, and
mare logical than anything produced at the dawn of
the century, Tt subscribes 1w a completely different

39 B Usicows Ciovrrmeas, Candlestick. Bronee. Tal-
wihking Workshops. €. rgoo. (Whereabouts unknown, )
This bronze candlestick, decorated with  shomplesd
enamel {areas were first incised and the enamel then
Laid into them ), was executed after & design by Prinees
Muric Tenisheva. Nothing like it was being produced
in Western Europe at the time. It displays the decp
oviginality of Russian art, which drew on national
tradirion to create novel form and decoration, Above
the base, which is picked out with a simple grometric
maotif, two interlacing, knotted stalks of metal rse up,
converge, Rl away, and support two swans, one on
each aide. This piece can be mogarded as one of the
masterpleces praduced at Talashkino ; deft composition
and perfect workmanship are ar the serviee of delighi-
fually fresh inapiration. It shows none of the symptoms
of spuricus naiveté or deliberate archadm; it is simple
and elegant throughout.
















Wallpapers, Tapestries, Carpets

century were not content mercly o give a new style o furniture and minor decorative
objects. These were only two elements in a general harmony, Wall decoration also plaved an
important role in the scheme of things.

I\i their desare o crcale a modern sctting for daily life, the artists of the late nineteenth

|1 REETIE [Jr!ljl1r||t By |:l|'J|i.1 ot that there are essentially twao WAYs al de Dralung a wall, The
first ia the rflfkl_lf.'\-'-ln-‘.'l'lllrl which wses the illusion of the third dimension to make the room scem
larger. This method reached its peak in the psendo-Pompeian styles, whose practitioners covered
the wall with perspective landscapes or theatrical vistas. These artifices were rejected by the Art
Nouveau decorators; they used a “closed” conception which emphasized the flat, vertical
quality of the walls and created a finite space. The old kind of escaj
barred. This second method sprang (rom a basic need, the need for creating an atmosphere ol
intimacy

wsim was deliberately

. there was an
attempt during the next few years to represent plants or trees in the most realistic and concrete
manner. But the tendency overreached itsell. Critics protested. *We saw inses with phenomenal
blegsoms thrusting up everywhere; delirious orchids, dropsical roses, pregnant azaleas, di-

As a reaction against everything which had been done unul 1880 or 1885

sheveled chrysanthemums like Papuan golliwogs, reeds as formidable as Priam's lance,
wild flowers mincing like pretentious acsthetes; a whole new genus of flora which seemed toh
been glimpsed through distorting lenses or borrowed from antediluvian nature. In ad
hectically congested or pitifully anemic colors accentuated the morbidity of the outhne”
{Alphonse Germain

Obnaously, this jungle had to be cut back; it must be taught its place, allowed to decorate the
wall and contribute its share to the general scheme, but no more. The wall was of n
nEUtraJ_ﬂii(‘lHi““:. ||:|\h. rect 1,;|||| ||.J||-|n!,'|l-\.|1|' i hie hirst men Lo dscover l|_|xu'|. el were I‘l.]-||“. _|:|:d

LECHTE,

'ﬁll]'.\'ﬁt"_\. .[-hr r-.qnt-:' -:rf I".ILL‘JF\}I \.\.:||||.-||:l|'r\ BCHRT wl_ul',p:l. I||Il-'.||_;}-- ut the '.1.---'||1_ and manyv Con-
tmental artists imitated them ."\llr‘:||||'!|l'|| T ‘\.I:ull:!r'li flovwers became decorativ . yet sulficientls

reticent; they provided a colored surface against which the furniture and pictures
their full value. William Morris covered his papers with a background of litde flowers,
impasing larger ones at intervals, and connecting them by the wavy lines of their stems, Voysey's
method was different; his flowers were larger, more stylized and closer together, giving a more
abstract decoration to the wall surface. Mackmurdo was another leader who attracted a large
following; in the closing years of the century he created an unmistakably English style which
universally admired and which led to the new spirit in wall decoration

Every country adapted the British fashion in accordance with its own temperament. France
and Italy remained faithful to Alowers and trees, The Belgians covered their walls with a cunning
play of lines. Germany wavered between a naturalistic style, strongly influenced by Japan, and

ASSUITAE




— WALLPAPERS, TAPESTRIES, {M.lnﬁ

pure abstraction. Scotland and Auvstria both tended o cover the wall with paper or fabric of 2
single color, or else dispense with these materials altogether and rely solely on paint.

It need hardly be pointed out that the principles of decoration still followed today were n
powerfully anticipated by the Sexession than by any other section of the movement. But anyone
interested in appreciating the contribution of Art Nouveau to our own lives should be carcful not
o overlook some of its mest cutmoded aspects,

e @ Artinm Hevoare Maokwvsio, Wallpaper,
1882, The Victoria and Albent Museum, London,

In his farnioure and his typographic ornaments, in lis
designs for fabrics and wallpapers, Mackmurdo showed
himself to be a precursor of Art Newven In this
mmplr_, wWe Can !'n:npinu: wpime ol the li‘l.'lilil::l.l'll
el s of his caan ial style, elements which were
o become basic characteristion af “igoo Art.” The
nuturalistic motl 8 oeated in an excleively two-
dimensional fashion. Az om the tithe page of Wren's City
Churches (see plate 519), the fowers undulate and the
folisge darts ke flames. That s a characterisic
Mackmmrdo touch ; another &5 the perpetual undulation
which extends to the whole, It & set ap here by the
mewement, the rhythin and counterthythm of the
planits and birds. A few vears later, Vossey and the
artists on the Cantinent were to take over Mackmurde's
decorative principies: rigeeoasly flat surfaces, a pre=
doeninance of curves, and the sivleation of oeturel
forma.

r @ Coroapurs Hammmon Towwsewn, The  Arboreaf
Deevration wallpaper. 1898, The Vieoria and Albert
Museumn, London,

Wallpapers and wall fsbrics were a baitlefield, and the
ratists had a hard fighe. After passing through a phase
of imitation Middle Ages or Renaissance at the end of
the century, conventinnal wallpapen tended to become
imitation pictures or, in some cascs, counterfeits of
expengve, luxurious fabrics. England was the firm
country w0 produce a resiance movement  to this
Ill‘.'hl‘l,, with the work of Morr, 'l"rr:.rlr:{. Hll'tl.rxﬁrji..
and Towonsend. The latbers siylized iree beara
branches which are symmetrically kootied in a way
that severs any connection with naturalism. The broad
leaves overiap, yet produce no illusion of a third
dimemion. The artist makes po use of relief, modeing,
ar shadow ; he has taken a natural motil as his point of
departure in order to arrive at a purely ornamental
design,

442 © Gosrave Sewvwa-Bovy. Wallpaper. C. 1goa,
(Whereabouts unknown. |

Outiide Grear Britain, it was diffienlt to find an ar-
tistically presentable wallpaper—at any rate, before
the end of the nincteenth century. People of taste, if
unable to find swmething in England, often wed a
plain paper in one color and ran o decorative fricze
acrons the top, Henee the vogue i France, for ex-
ample, for wenciled fricees. Around 1902, Serrarier-
Bovy made a number of swch designs, sober and

refined, yet lively and intelligent. He employed tree
and flowrrs ; eyelamens, in the example shown here, All
along the wall, supple stems climb upward,
out a few beaves here and there; oqlrulhnpﬁ:ﬂ
il albowed 1o open sue By this msesens the
\lm:rfdnnrmtmglhtfrm.ﬂimmﬂ‘
the wall: the delicate draftsmanship and vertical accent
lmmmdmmmmmmm%
design bs discreet and harmoniows; it remains neutesl
without (lling into imipidity. And, although the forms
are stylized, Serrurier-Bovy has ingenicusly taken
m»wdlhmwamﬂmtmmmt&
and topmeost fricze. The deawback of this kind of
design i thst it has 1o be made 1o measure; Serrarier-
Bovy solved this problem by printing his designs on
lengthes of paper suited 1o different ceiling heights. This
solution, besides being almost unique, is interesting in.
itn cwm right. Inwiead of covering the walh uniformly,
the artist has when nin aceount their architectursl
character, exploited their verticality, and drawn
artention to the top and the bottom. Repetition B not
alloveed 10 kill vitalivy; the partern blasoms our jit
wmiluu@tnmmmrimﬂ
fixtures, where ft can be seen to advaniage
comception & diferent frum that of the English; we
shall encounter it again in the work of one or two
Gernman designers.

3 ® Liosay P. Bormemmoo.  Printed  limen.
Cireated for the'firm of G. P. Baker. 1900. The Victoria
and Albert Musewm, London,

Buttcrdield, who alw worked for the firm of Liberty,
placed enormous stylized leaves and Aowers on a hack-
ground decorated lightly with a repeated “
pattern. Here [m in Townsend's wallpuper), th
volumes have been reduced 1o flac surfaces:
the petal are curled back w0 show the msde of | '.
fowers, everything is kept on one plane. A
ottline is used, huih.rl&whnl-“ﬂﬁﬂ

sion of the two motif and the natwralistic drawing

ate precuror of te truly Art Nouveau papors
“ﬂ by Voysey for Liberty, which also use large,
simple flowers and rely heavily on line.

DX @ Acrnosse Muena Printed vebeet, O 1600, Collection Mocha, Prague.
Mucha not only designed poucrs (for which he became celebrated), hm;lnwuiumﬂnrmmlnldmuﬂvt
for ingeriors. To the three books he wrote between tgun and 1gog, ©
atifs , aned Figwoey Dévoratioes, be inchuded numerous designs for wallpagers, jowelry, ﬁn‘nilurt silver, and ceramics.
Mucha's highly personal style was widely copled, and contributed greatly to the growth of a new visual repertoire.
¢ figure of a woman combined with flowers was his favorite theme: whether he designed advertisernents for
cigarette papers or Sarah Bernhardt, when designing o poster or a decorative panel, he always presented—as in the
mmw;wwmmnmwnm:mmaﬂmmmm
weryspecial Bminine type, with a meditative, dreanny expression, a great mass of intertwining tresses, and a
oo diresa that is at ance Oriental, barbaric, and refined, This type & s0 personal to Mucha and so completely
that we find ourehees wondering whether nature did not once more copy art, and whether women
0 were ne trylng o be women by Muchs, He uwed soft, gentle colors—temler greer, faded yellows, and dilutad
- reds—anid the effect of thee reticent hues enhanees bis sunptuous foems and opulent drawing.

and et ahle shapes, He alo had a
1m:h:|=ylnmhtﬂm“ﬂ-mhlmnwdua‘ppuu
giving it a positive, purely decorative value, a4 in this
example. The forms mix and overlap so much that it is
snmetimes hard to tell what they are. Thick outlines
are used, and the details enclosed by them are either
simplified or comstted. Voysey's crowded, natural forms,
even more stylized in his fabrics than in his wallpapers,
are made more abstract, more purely decorative, by
being wsed in 8 repeating pattern. Voysey was more
adept than any of his colleagues at taking some bit of
the vegerable kingdom and transmuting &t o a
srrictly two-dimensional decoration, which becomes a
neutral background by virtue of its very abunidance.
William Morris wed a background and o moaif;
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Voysey changed all that, constructing a surface out of
forms and lines.

446 @ Geonoes Levuzs. Wallpaper, C. 1000, (Where-
abouts wnknown. )

With thix designer we come 10 an cxample of purcly
abstract decoration which does not even remotely
echo nature. This take s away from French and
English wallpapers and brings us very choae 1o Van de
Velde's conception of lincar decoration. Georges
Lemmen was a painter who carly n his carcer de-
veloped an interest in the applied arts, especially the
decoratiom of surfaces. He designed carpets, fabricy,
wallpapers, and typographic ornaments. As a theorist
he expressed idews very similar to those of Willam
Morris and the artists of Art Nouveau.

#H7 ® Warren Luermow, Wallpaper. . igoo
{Whereabsnats unkmown. |

I this exumple, Leistikow paid great attention to the
[rieze at the wp. In it he repeated the same motil used
in the main part of the paper, but emphasized it by
means of emphatic drawing and sharp eolor contrasts.
His flight af wild swans with outstreiched necks—a
theme which might have been monotonous, but which
he adrodtly varies in three different arrangements—is
given a schematic treatment reminiscent of Japanese
ar.

8 2 Oro Eckwans,. Wallpaper. C. 1900, (Where-
abouts unknown. )

In this wallpaper, Eckmann employed the same
principle as Serruricr-Bovy, but added an undercurment
af b, The uq:mmlﬁlqz coisbis of a Flmn ol
wwand; the rest of the wall containy only expanding
circles, sugpesting these seen on water. There bs an
amusing snbiguity in the drafismanship: the artise has
not sought to create the three-dimensional diusion;
neverihelbess, the rings on the water are seen in perspee-
tive. What he has done b 1o decorate a vertical wall as
o it were a bm‘imhlplmn_hth:mhmz‘ Ihﬂ'nu
no wenpe-lasl effiect; this paper is & true wall covering,
most ingenbously weated. It i abo a thoroughly
competent piece of work, and not just a wick. The
lower part, which is meant to provide a background for
furniture and pictures, has been left almost bare;
cobcentrated decoration s confined (o the upper
frieze. The two paris are oot independent; although
they have ne actusl motil in common., they are com-
plementary as regards the theme (water), and the lnk
berween them is wittily establi

449 & Omo Eckmass. Fice Swonr. Tapestry. C 1goo
Museum far Kunst und Gewerbe, Hamburg.

This famous work, with its tall, slim dimemsions, ape
pears to contain & large number of peculiarly Art
Nouveau clements, The Japanese influence s cbvious
—the horizson & at the twp, wnd the ground surface,
divided by a winding beook, occupies mot of the
picture space. Formally designed trees are reflected

dear to Art Nouveau, The swan was almost

bmnd.hﬂummlt“hﬂhﬁ
long, graceful neck and it impassive movement over
the water. The compmition of this design is also
Japanese, The curve i the Formal dominant; the
verticaly counterpointed against it—the trees, the

swans' necks—are prolonged by their own sinuous
reflectiom, The artin has rejected ancedote and ilusion,
‘hmr:nrq:luﬂmdhmmuhudhlm
the artst not onoly with his subject, but with his
derarative motifs as well,

wl{h'm&:lm Tapesiry. C. rgoo. Muoseum fir
Kuns: und Gewerbe, Hamburg.

I this wark the subject matier has been vggested by a

fairy wle. The influence of German Romanticim i
strong, but is counterbalanced by graphic and deco-
rative talent of a high order. The graceful enchantment
af the story is fully conveyed by a harmony of light,
supple, predominantly corved lnes,

451 and 453 @ Fama Hasees and Genmans Musyne.
Tapestries, C. rgoo. Private Collections, Scandinavia,

A very different path was followed by Norwegian
tapestry designers, s shown by these exsmples. For the
most part, the artists sought their inspiration in an-
cient legends, folk tales, or national history. Human
hrmpndnmhmd:libemlydWinnﬂ,
styhized attitudes. Munthe, in particular, was given o
thin sumewhat barbaric primitivism, o cult of the ar-
chsic. Flowers are not exempt from the formula; they
are distorted, coarsened, enlarged, and unnatucal.

452 & Vo Browsreovr. Tapesiry. sgos. National
Museum, Finland.

The same clfwracteristics are sometimes found in
Finnish work, such as this tapeury by Vaino Blomatede.
The hgures and landscape have been treated with the
the lucrr_hmﬂht side of An‘.i@mwnu [to uﬁh
sources of inspiration, Ih:nl.murufnphﬂnu,ﬂ.
the treatment of motifs are different from those of the
Belgian, French, German, and English artists, and
sometimes, indesd, quite alien to them in spirie
The results, however, are parallel. These tapestries do
fol ey to imitate paintings or to imitate the effect of
frompe-lwil. A tapestry s made for a particular purpose,
with a particular technigue, and these acion dominate
the expression.

454 @ Sm Fuase Bpasewys. Fine carpet. g,
Private Collection, Clamar,

“This carpet was exhibited ai the Paris Salon of 18gg; it
was theught mest wisoal and created a great stir. The
vine has been stylized and geometricized into a
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mosaic of a near-abstract character, The
idual grapes are tiny squares. and almast noe of
 miain featuee of the design, and are accentuated by
] e3 weaving in and out among them, there s

umﬂemmm.mm
gontrary, what strikes one s the slightly Oriental
MwMMMthmm

;mmm Carpet. 1907, Finnish
of Crafis and Design, Helsinki.

played a very important role in Fin-

\.

_wimii'. H:“m:ul'ﬂwﬁ:rltpummm
- delve into the ancient poetic and artistic raditions of
the country, and he exerted a powerful

influence on his

colleagues. Like many paintens of the period,
wna interested in the applied arta. Architecture and

'mmmmﬁu the wirld with tie

suber Finnish style; we are confronted with it again in
this carper. 1t is very noticeable thar, unlike whar was
being done in France, Belgium, and England, ﬁe

.*ﬂulm of straight lines and circles,

458 B Viorom Hoxta, Carper. Salvay Residence {now
the Wittamer de Camps Readence), 18g5-1900.
Brumels,

Although deign for wall Eabrics and tpestries were

very numerous, projects for carpets were decidedly
uncommoi. They presented the designer with &
number of problems. The motil had o0 be such that i
could be looked at from any direction, and if it was a
floral one, it had at all costs 10 avoid freage-l'eil. In
France, Colonna and De Feure designed some very
beautiful carpets, but England provided the chiel
influence for Continental artists. Voysey supplied
designs for Liberty, and Brangwyn's carpens deployed
stylized vegetation in & colored mosaic with a slightly
Oriental flavor. In Belgium, Horta designed the
carpets for the Solvay Residence in his very personal
botanical and linear style. Indeed, it was by subjecting
the plant wo stylization that he gave it its decorative
value, He turned it into a collection of volutes, de-
naturing i almost 10 the point of ornamental ab-
straction, This enabled him to awvoid any illusion of
depth; the treatment he achieved was geninely two-
dimensional. His carpets are disereet; the moul i noe
insdstent, it B repeated indefinitely, and it does not
importune the eye nor encroach on the importance of
the hangings and furniture. These earpers supplied
just the right fimishing 1ouch 1w the interior decoration
of the howe, Hora's inspiration never became stale,
never repeated itself, and the powerful unifving force
al his stybe ensored harmony throughout. Both in detail
and in the over-all concept, he satisfied the urge for a
Pleasing, combitent interior—one of the major demands
of the period.
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Bibelots

HERE came a time when vases by Gallé and Tiffany, and Koepping's airy flowers, lost their

I ability to please—not because they were fragile or useless, but because prople had begun o

prefer other objects which were equally fragile and uscless, and which had the ment of

being in a different style. One result of the growing popularity of these objects was the awakening

of the public's interest in barbaric and primitive art, the first manifestation of our present-day
taste for colors and volumes unencumbered by representational allusions,

Much bric-i-brac was cast out of interiors after 1890, but bibelots were not included in the
holocaust. Actually, the reverse was the case. The crisis in painting and sculpture, compelling
numbers of artists to invent new techniques, was reflected in interior decoration by a new wave ol
demand for sbjets arl.

In this context it is instructive to look at the styles of interior decoration shown at exhibitions.
Small objects in metal, potiery, or glass were far more popular than canvases, which were less
favored than tapesiry and stenciled wall decoration. Large sculptures were rarely seen, and
statuettes took their place. The influence of Art Nouveau on sculpture was undoubtedly strongest
in this subsidiary domain. Initizlly, there was a fashion for petites femmes adomning even the
smallest objects (until the general tremd toward simplification took over, affecting minor
sculpture along with everything clse), Flowers on long, flexible stems had also had their day, but
were fairly rapidly subjected to stylization. The design of vases, objects on desks, picture frames,
ashtrays, and clocks all became progressively simpler; the exuberant flora which had threatened
to stifle them disappeared and the innate beauty of the material was allowed o emerge. In his
jewelry Lalique brought certain unpopular gemstones back into fashion, and the same tendency
can be observed in bibelots; all sorts of materials were examined and tried out. New thought in
decoration was not the only factor in the rescue of the minor arts from the doldrums; there was
also a passion for crafismanship and pleasant, harmonious forms. Trends in fashions come and
g0, but the real value of Art Nouveau is permanent and cannot be denied. The leading charae-
teristic of the movement was serupulous attention to matter and Form, and the perfect adapation
of each to the other. And is this not the very foundation of all acsthetic judgment ?

457 @ Usenerwn Crarmman. Inkwell. Pewter, . 1900
Collection André Breton, Paris.

An octopus and a mermaid; evidently this wnknown
crafisman was fascinated by the poetry hidden in the
deptha of the sca, and attempied 10 capture it magic
in pewier. The theme i characteristic of early Ant
Nouveau, representing the spell of submarine life— thar
strange world n whose rhythms plants and animals
hﬂﬂhlﬂhﬂhl,’lﬂ unknown on land,

“l & Hesna Humow, Salver, Silver. O, (LT Museés
du Perit Palais, Paris.

Henri Husson, the goldsmith, enriched the warld with
many examples of jewelry and silverware. This salver
in hammered silver is a typical example of his style,
which coinbines the new decorative r!prnni:n- of
HTEJ:CI. mstifs wath Er\t'rlurnt echoes of the Renads-
sance.
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468 & |. H. Wernen. Vases. Silver, (. 1goo. (Whene-
AN UELK DEAATI
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X 2 Koromas Mosen. Jewel box, Silver, enamel, and semiprecious stones, rgof, Oaterreschinches Museuwm far
P

Angewandie Kunst, Vienna
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47 & Usimnorwn Carmaman. oy Silver. Made Bor
Chrisiofle et Gie, Paris. 0. 19 M
und Gewerbe, Hamburg

um filr Kounm

Alver 1800, the work produced by this firm was in-
fluenced by Japanese art and the direct study of
mature. Their dishes and poblets were decorated w
flowers and fi

eend and sugar bowh book 1

o and canliflow
This silver dish i a typical example of the now siyle;

shapes from pumpkins, ¢

sthictic of the Sexemion was doominant throughout most of Eur e Ihel

nd decorated with different

o
rates the base and

ored pems dece

¢ delicaely w outh, treated in a ctly two-

mbsers of the Sezesion who was not an archieet, vet the rigorous
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b play

e main lines of the

e it emphasizes and strengtens

the fower s used as
eontrel the form
70 8 Jures Brarran, Salteellar, Pewter, 1806, Musewn
fiir Kunst und Gewerbe, Hamburg.
the Femaissa

ury are still versy

Ihe comdxined mfuences of e and the

eighiteenily « Flestieey

example, but they are a vehicle for strong Art Nowveau

mermadd's face owes ningl

leeling. 1 1 ¢ o thie pasi

and the delicane ral decoration of the cellary and

apeoads belongs firml ¢ maker's own tme.

472 8 L. Kass, Teapol. Pewter and copper. ( am
Musée Caallséra, Paris
Wi At Naw

il repiate e

eal eager (o popularize ugly cr

whopus, bat, jelhyhiah

sneake ? O, rather, did it make we of their repulivensa
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to render them more [escinating—in the present
instance, to force a chrinking hand o grasp the snake
forming the handle and spout of this pewter and copper
teapnt? The body of the pot & formed lke a gourd,
cracked open by the creature's mohbile head, which
emerges from the belly of the pat to form its spoat.

473 @ Lous Sranse. Trophy cup. Silver, . 1goo.
National Museum, Finland.

An English critic, writing in The Stwdis, complained
sadly that sports enthusiasts never looked an peridicals
devisted o the arts, and were satished with trophies
wially devoid of acsthetic value. The srticle was illus-
trated with drawings in which the leading English
sdlversmiths had attempted w turn these primes into
works of art. This endeavor was not confined to Great
Britain, Tn Finland, Count Louls Spasre designed this
cup for presentation to & champion varsman. The
natre of the contest inspired the decoration (which is
in contrast to the conventional shape) and the in-
scription in Gothic characters around the lip,

474 ® Unrnown Crarramas. Teapot. Silver and enam-
el. Made for TilTany & Co. C. 1goo. The Metropolitan
Museum of Art, New York.

The name of Tiffany is chiefly associated with Louds
Camfort's Favrile glass, but it should not be forgoiten
that be came from a family of goldumithe and jewelers.
After his father's death, it was Louis Comfor: who
became liead of the firm. Far Eastern influence s very
obwious in the treatment of this teapet, whowe exterior is
entirely covered with eolored enameb. The decoration
i lavish and the shape = liule héavy, but thee
blemishes are offict by the evident relsh For foe
materighs (which alse characterizes everything that
came from the hand of Lowis Comiore Tiffany).

475 ® Dagosert Peonn, Coffec service. Silver and
ivory, C. r1go5-07. Historisches Museum der Stadt
Wien, Vienni.

Dagobert Peche was still a student during the peak
period of Art Noovean. He belonged to the sceond
generation of the movement’s Vienoese protugonists,
amd it was primarily around 1910-20 that be exercized
a powerful influence on the applied artes in Germany
and Auwstria, The handsome rotundities of this coffes
service are typical of his work. He has made everything
contribute to enhancing the beauty of the metal. The
slantwise grooves duperse the Bght and accentuate the
airy delicacy of the material. The Large ivory handles
lend balance to the form and contrast with its sparkling
surfaces,

478 © Hugo Leves, Tea and coffee servier. Silver.
Made for Eayser Sohn, Krefeld. 1g02-05. Hesisches
Landesmusewm, Darmstadi

The rengissance of pewier began in Germany. Nu-
mierous picces were shown at the Pars Universal
Eshibition of oo, This service i subtly decorated
with small, stylized roses, the stems and leaves in low

relief. Iti originality resides entirely in e forms and in
thie play of light over the highs and lows,

477 @ Usknvows Crarmsuax, Spoons. Silver and
w.mmh%thg:;—-ﬂ.
Collection M. 5. ]. Bury, Londan.

The Liberey firm was so famsous at the end of the nine-

teenth century that the Italiam borrewed its name to-
label the new style: *Sule Liberty.” The firm peoduced:
both simple, ordinary silver, and more expensive

pirces st with enamels and precious stones, The great

purity of line which is so striking in this sct of spoons is
English, and the slight but unexpected

thoroughly

curves of the handle, its slender stem, and the stylized
flower with which it terminates are typical of the forl
side of British Art Nouveau.

478 ® Fonmawp Rossesscwsnn,  Flaoware, Silver.
1902 05, Deutsches Klingenmusewm, Solingen.

The painter, architect, and decorator, Richard Riemer-
schmid, worked in different metak; here is an example
of hip desigre for fatware. He was particolarly fond
of gently curving handles which sccommodated the

shiape ol the hand. He kept the line simple and the

decoration quiet, reducing the latter 1o a fow engraved
sirokes echoing the main comtour. These pieces are
bath decorative and functional ; their elegant simpliciny
and lormal boldness put them well albead of their dme.

479 @ Cramrrs Ronenr Axieer. Porringer and spoon.
Balver, tgog. Uollection Mre. 5. | Bury, London.

The formal purity and bocar clegance of these unusoal-
ly shaped articles are very characteristic of Adubee’s
work. Architect, dedgner, wiiter, and a prolific jgold-
smith, Ashbee played a prominent part in fournding (in
PB6E) and running the Guild and School of Handicraft.

48e B Cnaries R Mackivrosn, Fish servers
Silver. 1904, The Museum of Modern Art, New York:
The art of Mackintosh was original, sven unique, in
every field he entered. Sa troe s this that some crities
have actually regarded him as representing a reaction.
against Ast Nouvesu, Cerwsinly this knife and fork
heve a very modern line. But we must emphasize once
again that the “modern style™ was not restricted toa

shart period of unbridled fntasy. 1t had sko s

functional, susere si mainly by Scot-
land and Vienna—in which lay the germs of the art of
woday.

481 @ Growo Jisses. Teapot Silver and ivory. 1902 -
05, Jensen Studio, Copenhagen,

Grorg Jonsen was a sculpior and ceramist, as well ana
silversmith. He was one of the most important Danish.
representatives of Art Nouvesu This plump texpot is
in the traditional shapg: simple, practical, and pee-
fectly suited tw its function. There is something familiar
and eomfortable about its stocky lines. The big flower
forming the finial on the domed lid pats it unegudv-
ocally into Art Nouveau.

35

mmm

lﬂithMlhpﬁ pmnd,m!mwhkh

hwmﬂmwwm-ﬁmuﬂ

de more besutiful, This curious and elegant cigar

ﬂhhkﬂrﬂnﬂhﬂw“nhm
designer.

I

8 Hexey vax pe Vewee, Coffee and tea service,
and fvory. 1050, Stadtmuseum, Munich.

h this service, Van de Velde returned o less tur-
forms. The lines have lost nathing of their
grace, but they are calmer, more restfinl. OF
Van de Velde was moving twoward greater
o like mvest of the artists of his time. However,
cxample, as in all his work, he was not concerned
with the decarative aspect, The two pois, the
the milk jug, and the silver tray with ivery
were all meant (o be used, and their form and
decaration are subordinate to their function. His
earlicr sinuesity has survived only in the legs of the

i

*i

3]

Alsa tw be noted are the boldness of
the flat lids and the very elegant broken line of the
ivory handles,

484 B Max Kumors. Epergne. Oxidized silver, (Bos.
Musewm der Bildenden Kinste, Leipzig.
Max Klinger had reached maturity by the time Art
Newvean was born, and he was never les than fithiul
o a certmin romantic mixture of Symbolium and
myaticin, This epergne séems to conlorm to tradition
mhzrﬂ:mmumc.maque.wnhmwnp
t—a hnm!nphgrlmdnaf
JII. it has a 'lﬁ"'ﬂﬂ
nflhchllrhlndvmhlheﬂemuﬂpluﬂlm
exploring spirit of Art Mouvean is undoubiedly evident
in the balanced volumes and in the effect deliberately
created by the rmpiy space hetwoen the woman's
extended arma. But the whole thing b ovendone, A
very few years after it was made, it would have been
our of place in oy modern interior.




overep in rich fabrics from head to toe, crowned with feathers or fowers, twying with

parasol or {an, the 1goo Parisian woman enjoying an afiernoon at the Longchamps track

waore, and reveled in, twenty-five pieces of jewelry ; six hatpins by Lalique; nine rings (two
Classical, three Byzantine, and the remainder by Fouguet); three rows of Onental pearls with a
clasp by Henri Vever; a chain studded with opals, brilliants, and rubies, ending in a lorgnette by
Faberge; not to mention some half-dezen bracelets set with opaline glass and morc-or-less
precious stones. What must the horses have thought!

From the 1840% to the 18g0" (that is, from King Louis Philippe to President Sadi Carnot),
precious stones were worn primarily as a badge of wealth. From the time of the Sccond Empire,
the discovery of new diamond mines diminished the creative role of the goldsmith. All that
mattered was the purity of the stones—-and, of course, their size. At the Tuileries, carats were the
currency by which people reckoned their own and each other’s fortunes. This was the state of
mind againat which Art Nouveau reacted.

The new start was made possible by the creative genius of René Lalique. He showed a few
wuorks at the 188g Exhibition in Paris, but was not very successful. His first big triumph came at
the Salon du Champ-de-Mars, in 18g5. It was not long before he had an enthusiaste following
both in France and abroad. Peaple initially were astonished and shocked, and declared firmly
that however admirable his bits and pieces might be, they could_not be worn—they were fit only
for window displays and the stage. But gradually the novel colors and shapes he introduced won
over the public, and for a period of ten years most French jewelry reflected his influence.

At the cloge of the century, there was much talk of 2 return to nature, but for Lallqu.t,thu
tendency took the form of a passion for metals and gems, If he fashioned narcissi, violets, thistles,
and ears of com, the reason was that they gave him the opportunity to juxtapose opals with
carnclians, baroque pearls with ivory. The creatures he represented are not so much stylized as
transposed. The life and grace of pmtnn'pu. real or imaginary, have survived intact in his
enormous dragonflies with enameled wings, his gleaming lizards which grip an vory bas-relief in
their jaws, his thistles, his bunches of mistletoe, his pairs of swans with intertwining necks.
Transformation into gold, enamel, and gems has not succeeded in making them lifeless.

After a few vears, Lalique deserted bright, ringing colors for more discreet harmonies, subtler
shades—the shimmering whites of opaline glass and engraved crystal. While retaining his
originality to the full, he tempered the fantasy of his forms and evolved a more quict but always
flucnt style which is evident throughout the wide range of his work: jewelry, glass, and decorative
designs for rooms or houses. But for all his indisputable genius, Lalique remained faithful o
tradition, whereas in the first years of the century Germany and Austria were beginning to
produce geometrical and abstract jewelry which prefigured the twentieth-century aesthetic, The
stones which Lalique arranged in bouguets of fiowers were used by these inmovators solely for
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their brilliance or strangeness, without any reference 1o nature, In this we can already detect an
interest in the primitive civilizations which had been disdained for centuries, but were 1o acquire
importance and significance only a few years later. This preference for the barbaric can be seen
still more clearly in some Scottish and Scandinavian jewelry, inspired by the Celtic tradition.

But while different artists were inspired by different objectives, some striving for an apotheosis
of the past and others secking to anticipate the future, they had in common a passion for the
intrinsic beauty of their materials: color, glitter, sheen, and iridescence. Their interest was in the
artistic potentialitics of the materials rather than, as in an earlier generation, their monctary
value,

What counted now was not carats but the charm and I:n.-auty with which the craltsman-
designer could succeed in endowing his work. This revolution in values was a boon to costume
jewelry, which could win high csteem provided it was at once original and simple. Bronze rings
no longer imitated silver, and colored glass abandoned the attempt o compete with emeraleds
and sapphires, Far from trying to conceal its humble origins, this jewelry exposed them for all to
scc, a8 il to proclaim that money was no longer a substitute for beauty, Every epoch has its own
proper style in jewels, We may incline toward Cellini, or Fougquet, or Vever, but if so, the cause is
a passion for the decorative object, Women today can no longer wear the elaborate ornaments
conceived for long-haired Ophelias, who were dressed by Doucet and undressed by Toulet (a French
novelist of the urm-of-the-centary). From head to hip, the female worso in 1900 was a feast of
possibilitics for the jeweler’s craft: a graceful armor of gems, a light buckler caught at the shoulder
by a chain matching the belt buckle, and a comb ol horn, tortose shell, or ivory, surmounted by a
jeweled spray & la japonaize. On the other hand, the necklace had shrunk in width and did not
come lower than the neck itselfl Sleeves were long, so bracelets were rarely worn.

Fans, rings, cufflinks, and the knobs of canes, executed in precious materials and with perfect
workmanship, were the prerogative of a certain type of gentleman—"cey messienrs,” and more
especially the *pelldasirer™ [the name was partly a reference o Debussy's opera, Pelldar of Mili-
sande) =

“...handsome young men {almost all the Debussy-ists are young, very young), tender youths

with long hair carelully pulled frward into a Fonge, with sinooth complexions, full, rownd

faces, and big, deep eves; jackers with velvet lapels and slightly puffed sleeves, overcoats a

trifle too pinched in at the waist, coplous satin eravats engulfing the neck or left floating free,

or, if the Debussy-ist is in evening dress, a floppy bow tie negligently sprouting from a soft,
turned-down collar; on the little finger (invariahly, for they all have beautiful hands) a few
precious rings from ancient Egypt or Byzantinm, a turquoise scarab or a green gold caduceus

—and they always go about in pairs.”

{ Jean Lorrain, Les Pelléastres)

These pelidastres described by Jean Lorrain were the first representatives of that oligarchy of
inverts who, as in the ancient world, were to dominate a certain segment of socicty. Beginning in
1goo, homosexuality became the privilege of a closed circle, a social and intellectual élite which
launched fashions, carved out reputations, and eventually exerted a real tyranny over literature
and the arts. Homosexuality had come out into the open; it was no longer a vice, but a way
of life.

At the beginning of the new century, homosexuals frequented well-known drawing rooms,
and were dazzling figures both in conversation and in dress. What concerns us here is their
influence in the acsthetic field, rather than considerations of their moral probity or sociological
classification. Decadence was a thing of the past, and alert refinement had taken its place. The
tastes of the homosexual were all guided by the beautiful. He surrounded himsell with jewelry
and bibelots to create that pleasing, well-ordered environment 1o which he of all men was

exceptionally sensitive.
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4By B Usknows Crarmeuan, Pendant. Sihoer, mal-
achite, mrqueise, and pearl. C. (B85, Private Collection,
Paris,

Nincteenith-century jeweley was marked by every taste
in turn—Egyptian, Groock, Etuscan, Gothic, Renais-
wance, and Loul XV1. The sisteenth century provided
the inspiration for this German or Rusian pendant, an
eval of Bowers and seaweeds framing Saint George an
borseback slaying the dragon. Certain stylized tonches,
and the plants appearing in the decoratlon, point
forward to the jewelry of A Nowveau.

4B6 @ Crnanres Fougrer (7). Comb. Gold, tortoiss
whell, and amethysi. 1Bag—rooe. Museum fiir Kunst
und Gewerbe, Hamburg,

Unlike I.J]:iqur, I"m.rr|'|.u'1 and VYever remched out
toward formal synthesis and the peometric. The
“architrave™ of thiy camb consios of a waman's @ee
and hair, but here there are none of the clinging,
stremming tremes of & drowned ladv—that lady who
appears so ofien in the designs of the period. On the
contrary: stylisation has been carvied to the limi,
transforming every lock into a neat little volute which
provides the setting for an amethyst, and the whole
resemnbiles more some weird caverpillar than o head of
h.q'r tn:h-r this “lmgr Crown nf'hm'l;lq.ril; OF TR e~
tathon, the comb acquires a faindy Oriental air, a
mixture of memories from Japan and Byzantiom,

487 @ Bexié Lavgue. Brooch. Gold, enamels, drvs-
oprase, and brillinnts. 1898, Gulbenkian Foundation,
Lishon

Dragonflies appear frequentdy in the jewelry of
Lalique. Ar this tme, Lalique had not yet attempled o
ourb b mmgmation, and the imwect's trapsparent
wings are joined to the green torso of a woman. This
picce was the property of Callowste Gulbenkian, who
wan the solitary pionecr eollector of Art Nowveau
jewelry carly in the century. He lent thiv brosch to
Sarah Bernhardy, and it was shown at two exhibitions,
that in Paris in 1900, and the T'urin Exhibitdon of 1goa.

488 @ Pave Armewr Beavsoin. Brooch. Gold, enamel,
peark, and beillianes. (Bgg-igos. Schoouckmpsenm,
Ploreheim

In this broach, the Pards jeweler Beaudoln surrounded
a woman's face with a fow viclem and their leaves,
These dicamy countenances framed by a hals of
flowers were popular around 1goo, They died out
quickly, the result of Innumerable repetitions on
wirthles pieces. The salt had lost its @vor.

4Bg & Cami, Faspno#, Cigaretie case, Gold and sap-
phires. 18gg-1g02. Private Collection, New Yark.

Cigarette cases by Fabergé are stll much in demand
|II'J-1'_L'. For l]:rir\i::lrﬂe l.l:dl.ll'_.'].rldpt‘rrl:t: r.nf:ummh_‘ip.

490 @ Usmwows Cearmouas, Purse. Leather, silver,
peark, amd sapphires. C. 1goo. The Muiseum of
Modern Art, New York

Here, the mounting consists of writhing sibver snakes
framing a face, The mounting is set with baroque
peark and a few small sapphires, which add their
brilliance to the decorative composition. The cholce of
subject maiter makes it a typical creation of the
perind. The cminoas sinuosity of the wnake, one of the
favorite motifs of Art Nowvean, is combined with a
wurman's face, The use ol irregulacly shaped barogue
pearks ks alve typacal.

4 @ Usknows Crarmdas. Evening purse. Silver,
rong. Collection Luodwig Werner, Berlin,

The artistic jewelers of the period took wood, ivory,
gold, and leather and Guhioned them into lorgnettes,
bandbup, and other graceful, sophisticated objects,
Ome of the most common decorative themes was the
inake, as seen in thi= mesh bag. Mention should be
madde here of Laligue's embroidered handbags, the
leather purwes of L. Germain, and the numerous
embroidered fans of lace, mother-ofpearl, or torteise
shiell, @5 well as the parasol handles. Even men's
walking sticks were subjected to decoration, proving
that such frivolities were by no means confined o the

fair sex.

492 @ Penoy Stamr, Hat pin. Sibver. Executed by the
firm of Charles Horner, Halifax, England. 1900, Privae
Caollection, New Yaork,

This hat pin & very Art Nouvean; the line is full of
movement and compels the eye 1o follow its restless
twists and rurns. English jewelry, with its linear and
often ahstract design, was practically onafected by
French influence.

493 B Cuances Ry, Ring and pendants. Gold,
chalcedony, pearls, sapphires, etc. 18og-1g02. Fit-
william Musenm, Cambridge, England.

The English artin Rickerts was infloenced by Japan,
the Antique world, and Byrantium. The stones of this
ring llmmcmtilul:llfultlhm.tiud:mhw&ﬂl
dome of Wuist-gray chalcedony, A gray stone in the
mterior of this miniatore building lights up s
“windows" in accordance with the movement of the
hand. In the pendant on the right, the naturalistic
portrayal of the bird contrasts with the deliberanely
archaic style of the whale.

404 ® W. Avooms Stewanr. Pendant Gold, sap-
phires, and pearls. 1905. Collection The Worshipful
Caornpany of Gobldsmitls, London.

Here, & woman's face is again the theme, This time the
face @ choacly enshrined in ber hair. But this aristo-
cratic lady, fashioned by the London goldsmith W.
Augustos Stewart, wears ber enchantment with o
difference; the face b mysterious, but in no way
dreamy; the features ape regular, but not tender.
Perhaps we may read into it an inhwman, sightly
malevolent coldness which makes the lady more akin
to the fairies of the Narth than 1o the pesite
Semme of French Art Nouveau.

JEWELRY

155

495 ® Ussvown Croarmseas. Belt buckle. Gald. €.
1got. The Museum of Modern Art, New York.

Art Nowvean bracelets are rare, but Art Nouveau beht
buckles arc imnumerable. They were so prettily and
artfully devised that fashion decreed they should be
worn behind, The one shown here i the work of an
unidentified Americas crafisman. [t commts of two
feminine faces—the treatment of which & a litte
hesvy-handed—encircled by their loating hair, which
 adorned with Howers: an ever-familiar and recurrent
theme.

gof @ Hecrom Guimasn. Ring and hat pin. Gilt-
bronze and paste. gy -1go2. The Museum of Modern
Art, New York.

The octopus, which sapplied the motl for this ha
pin, ale gave Guimard a pretest for indulging in the
curves he so delighted in. As for the cmiume-jewelry
ring, it must have boen an act of almost sacrilegiou
provocation to wggest an engagement ring with a fake
stome. Guimard war a lonely figure in his native
France. Not only was he deeply mifluenced by the
Foreign origins of Art Nowveau, but he was ahead of
his time in his taste for alstraction and things rich and
serange.

497 @ Kant-Unrro Cresciia. Necklace with pendants,
Gold, enamel, and opals. 190205, Osterreichisclies
Museuss fiir Angewandie Kunsi, Vienna,

The very delicate linear design of this necklace can
hardly fail to remind us of the decorations and jewelry
which the Mucdonald sisters were producing in
Scotiand. One of the curious things about Art Nouveau
is this community of tste between Scotland and
Awsiria, which win characteristic of the movement at a
certain stage in in development. In this necklace bry the
Amtrian, Ceeschka, a system of ienvous chaine con-
nects oval plaques in which odd, conves, golden leaves
are combined with opali and further decorated with
birds and delicae little spirals. The botanical element
- 80 powerfully and strangely stylized that ar firs
glance one might mistake it for an alsicact design,

498 i Fernivaro Hatsee. Brooch, Gold, enamel, and
moanitones, 1goe-05. Landesgewrrbemumeam, Stutis

gart.

The wavy stema of linde golden flowers, which have
been simplified a3 far as possible, stream upward on
& round, blue enameled placue which features a large
moomtone. The fiowers above are balanced below by
thirteen moonstones danglisg fram linke chains, which
Tollow the lines of the stem. This brooch b typical of
the Seression. The flowers are pure geometry, nnd

499 @ Punarrs Worrsra, Choker, Gold, gamets,
wourmalines, and enamel, igos. Collection Wolfers
Fréves, Bramels,

Wisteria provides the motil for this necklace The
tramglucent enameled folisge unfolds onto sinoous

XI & Rast Laugue. Brooch. Gold and enamel, G,
1. Gulbeukjan Foundation, Lishon,

In drawing his inspiration from natore, Labgue lnoked
woward her strange, disturbing side. This brooch was
shown at the Universal Exhibition of sgoo in Paris,
The writhing coils of nine snaked terminate in ndne
heads with gaping, threatening mouths, The lively,
varicolored enamel lends diversity to the symmetrical
arrangement of the heads,

branches picked out with garnets, and the solid clusters
of twurmaline blusioms, The relstively naturalistic
treatment of the motifs, in soli mauve-pinks and greens,
shows an affinity with some of the work of Lalique;
what differenuates it from ks work 5 a deliberate ar
of extreme apulence.

5o @ O W, MuLies. Pendant. Gold, ametliyst, rulw,
agnte, and diamonds. 1go3g. Bchmuckmusewm, Porz-
hecien

In a sense, Plorshein was the birthplace of ihe
twentieth ceniury, since il was the birihplace of the
‘ﬂhmeltlt foemna which were to be an the crest of the
wave around 1gae. An example is thi pendant, where,
in a framcwork of gold with emphatsc right angles, the
agate plague makes the amethyst and the red and
white stones fairly sng

581 @ Kovosas Mosew. Pendant. Silver, coral, lapis
baguli, agaie, mother-of-pear], moonsooe, sapphire,



emerald, opal, turgquidse, amethyse, amd - amber
tgoi-0f, Caterreichisches Museam fir Angewandie
K iknsi

14
Koloeman Moser did not take loog 1o abandan
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naturalism for abstraction, He sought the combined
beauty of form and matier—as in this pendant in
which the jrweb make a colored crown around a very
stylized flower,

CLOCKS AND DESK ACCESSORIES

soa @ Growoes oe Frowe, Clock Gil-bronge, 1900-05
W hereabouis unkmowr
Heroic figures of Jubiue Caear and those personifying

the bowrgeos wvirtues have been ll"|JE

Below the face, a

wmen with

suggesicd i the ¢

face B swrrounded by bdg

fimbhy beaves. 17 ne lancls ApE cnmpnued ants

the secdes, and the hack b decorated with a Soral meogil

sog @ Hroror Gonearp, Fioture frame. Bilver. 1607
The (s P U'nironn Musenm for the Arts of Decoration
New York

A prophet has oo honor i his own country lemst of

gll Guimard i 1goe. He was accuned of being os
“Heleian,” and of imitating Horta, And as sox

1k e
described himself az an “erchuscle o warme of his

ertics became indignant and others sarcastie. They
damned his decorative alsirsetion and the undulating
i s wilh ed, bie remnained

ton Jong & timme. This frame, designed i

phcks, it st be ade

fashicned look: the ol

had already begun to struggle inle cxstence

iy i Treo Nerwesnrs, Clock. O, 100, Silver and
semiprocions sones. Gemesnie Muarum, The Hagoe
Moderniun and English influcnce are discernible in
both whe stylized leaves and the outline of this clock by
this Duich designes

s08 B Linewows Cearmsmay. Clock, Inlaid wood
=0 Private Collection, Muonich

It slemder, hunctional shape of this clock i typical of
ctivn taken by Art Nowvean in Girear Britain,

ds and face are the main design elements;
I3 elar 15 subsordinate. The case, arln.rn.ed u.'ith

wal lesngn, :F|1_.- prov mlies hupp-mt md

v Toraxy, Inkwell Bronse C,
tgoo, The Brooklyn Muoseum, New York

A catabogue of Are wiveay mkwells would need a
ook o iselll In d:.'l.p;' style, and material, rI|H_|.' are
ey Thaere s hpm'rrﬁiﬂl[mln'a symbobic  silver
inkw a marble base, entithed The Mysiery of Liffe;
a china octopus inkwell, like that by Hewrd Nocyg; and
Becker's The Brambie, in iron, boxwood, and ebony,
I'hie list would be incomplete without this V' Egyprian®™
inkwell by I:Ii‘qn'!._ a composition whoss cffect i
deliberately monumental, decorated with large, sim-
plified winged scarabs in relief

507 @ Unmsowes Crarmaean. Inkstand. Ceramie and
11:'u||:.r|.'-',:ill. G LGy Prvate Collection, Pards:

The period uho peoducsl sdmple inovell, ke i
r:l.hr|||l|r The containers stamd at either end of the ]
trough; and the metal bawe jx ightdy emphasized with
a touch of floral decoration.

508 2 Urnewvown Crarpsean, Clock. Bronze. C. 1goo,
Private Callection, Paris

This clock was made in Chicago, The decoration
leatures a rather androgynous winged figure (rep-
resenting  feeting tme?) with a dsguicting ex-
pressdod. The clock fsce ivsell has no relation wiatse-
ever to the Art Nouvean case containing it.
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which did in fact exist. To fashion, embroidery, and the luxurious little exoras of life, artists
and designers brought a serious approach and a standard of technical excellence which
conferred high value on even the most superficial objects. The most ordinary fan or commonplace
umbrella handle became a gem in its own right. Indeed, matters went so far that a woman tended

TH}. expression " La Belle E?mqm” implicitly suggests an era ol frivolous pleasure, a world

to become a mere mannequin or dress dummy for creative ideals, an impersonal “area w be
decorated.” William Morris was one of the first pioneers of design to interest himself in fashion.
He attacked it on the score of hypocrisy, the ridiculous attitude which insisted that the body be
squeezed and pinched to fit the garment, rather than shaping the garment 1o fit the body.

By 1900, the “Eugénic crinoline™ had been abandoned, but the feminine silhouette was still
abused. Fashion plates, which exaggerate the lines considercd essential, are most revealing in this
respect. A slender waist and exaggerated curves are accentuated by a skirt which molds the hips
and flares out at the hem. The belt is supported at the back by the buttocks, but in front comes
down well below the waist, to lengthen the bodice. Nothing eould be more unnatural than these
twa curves which, when seen in profile, make an 8, with its mid-point at the waistline—the
hour-glass silhouctte.

Locked in a suffocating corset, with her buttocks sticking out and her bosom thrust forward,
a woman was prevented from standing up straight. Though in the year of grace 1900 there were
some women who refused to go on wearing “air balloon™ bloomers, there was none who would
let hersell be seen without that indispensable item of the female uniform—her stays, A dress and
its accompanying petticoats, which had been designed for a woman in a corset, would have lost all
charm and style on a woman without one. Under the most clinging bathing costume, under the
lightest or most mannish attire, even actresses or dancers had their waists constricted and their
hips forcibly rounded by this cruel armor, which was a fertile source of stomach aches and fainting
hits. Advertisements in fashion journals insisted on the virtues of this or that corset, recommended
by doctors because it did not interfere with the digestive functions. [t should be noted, in thas
connection, that plumpness, fostered by copious meals, was greatly appreciated.

", ..as for her figure, and she was admirably built, it was impossible to make out its continuity

(on account of the fashion then prevailing, and in spite of her being one of the best-dressed

women in Paris) for the corset, jutting forwards in an arch, as though over an imaginary

stomach, and ending in & sharp point, bencath which bulged out the balloon of her double
skirts, gave a woman, that year, the appearance of being composed of different sections badly
:1

fitted together...., (Marcel Proust, Swann's Wap, trans. C. K. Scott Monerieff)

This tyrannical cincture, in which a woman had 1o imprison herseli every morning (with the
indispensable aid of a maid's strong hand), far from being considered a mere picee of orthopedic
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apparatus, was actually an essential condiment in the graphics of croticism : postcards of the kind

called “ardstic” frequently displayed a woman in nothing but her corset. And the evil which the
corset did lived after it; when a woman took it off, her body remained mishapen. From the
nudes of Courbet to the pornographic pictures of the late 18go’s and early 1900’, the female
anatomy shows the same deformation—atrophy of the waist, hvpertrophy of the pelvis.

In dressing, the first item to go on was the chemise ; over this came the corset, then the corset-
cover; over that, the camisole, a little bolero of fine, heavily embroidered lawn, Next came the

petticoats, molding the hips and garnished at the hem with a band of flounces or lace. Finally, the
dress, often of lightweight material even in the most bitter weather, since the underclothes

provided warmth. Boned collars were high and sleeves long, often prolonged 1w a point on the

back of the hand. Long, many-buttoned gloves modestly concealed the lower arms, and women
had nothing left bare except their faces. The legs, preferably plump, were clad in black stockings. .
Feet went into laced boots or shoes with high vamps. (Colette’s Clandine, whose friends criticized

the fine-drawn slenderness of her legs, showed exceptional boldness when she did not wear her
stockings during a heat-wave.] An enormous hat, kept in place by lethal pins, completed the
outfit, and there were the usual indispensable accessories: handbag, mull, and parasol.

At home, o woman would frequently put on a tea-gown, the work of a great couturier and as-

sumptuous as a court gown. In this attive she received her intimate friends. Dut on her *
receive, she was adorned from head to foot 1o meet the succesion of enviows or hostile glances as
her guests entered the drawing room. At no time has dress been so much talked about, and never
has it been changed so often in the course of the day,

A prosperous middle-class woman besicged her dressmaker with orders. This person, a sort of
tyrannical employee, came to the house, advised, draped, and fitted the customer's dress for her
next dinner or ball, The woman of fashion was dressed by one of the artist-tyrants with illustrious
names like Worth, Redfern, or Rouff. These couturiers commissioned the most prominent
painters to design new “creations,” seck oul materials, sketch embroideries, and ereate jowels.
Georges de Feure was one of those who excited the crites’ admiration:

“In the dresses designed for them by De Feure, women keep the gracefil cutline of their

figures, which are lengthened a littde but remain very supple. The dress, simply decorated at

neck and shoulders, molds the waist and the hips; the skin falls in straight folds, Sares out
with the grace ol a reversed lily, and the hem is heavy with original embroidery whose design
is never a repetition of what has gone before. Gold mingles with sombre gray. Startling reds

enliven delicate beiges. Pearly pink stands out on dull green. And the tranzition from white

o black passes through a hint of blue created by juxtaposing mauve and green.”

DRESSES

509 @ Hixny vax o Vewor Dress. ©. 1096, Kunsi-
gower bemuseun, Lurich,

The architect and decorator YVan de Velde was above
all & ereator of harmony; everything, from the general
lnes o the smallest detadl, contriboted @ the per
fection of the whole. The artist in him ensured that
when he designed a dress it would suit oot only the
wearer but abo the survoundings in which she was
going to wear it. We can well imagine this dark velvet
gown in e setting of a Van de Vielde drawing room.
The lncar motl accentuating them, and the w-in
panel (a perfeet we of appliqué), put the finshing
touches 10 the decoration of the room. They sound the
wubtle, refined note which complets the harmany,

Though many artiss concerned  themsches  with
fashion and iw light-hearied bit and picces, none of
them pomoned Wan de Velde's ability to creste a
universe apart, with its own lows and its own sgnifi-
canl fwiures,

se0 i Usexvowy Desowes. Afternoon dres. 190205,
Any pretty woman, heartbroken beeause she was a
little 100 plomp, could abwiays tum for help to Mme.
Blanche Leigh, 4 Ruc de la Paix. Her advertiiement
promised results which wese nothing shart of magieal:
#The wratment s largely bosed on the ncluwion of

T T — g —————

39

mmam:m:m batiom, and
bandage leave po marks on the dkin,"

san @ Uswsowy Descnen. Ball gown, 160z o5,
.t A charming evening dance was given
By the Mamquise de Mowsticrs; never has the light
fantastic been more zestfully in evidence. Among the

were: the Duclesse de Gramont, the Count and
detﬂml.cheﬂn the Prince and Princess
R. de Fancigny Lucinge, the Count and Coonies de
Cossé Briwae, Mme. Vagliano, Princes |. Murat,
Mme. de Beiegui, the Count and Viscounten of
Contades, M. and Mme. de Yidrbe, the Marguise de
Saine-Sau . Mime, Bemb the © de ln
th:ﬂm:m?huldthumuﬂ‘l the Coumt
and Countess Chandon de Briailles, the Count of
Puris, M. Haas, the Counies Meunier de Housoy,
Boldini, Mme, de Kermaingan, M. Lasare Weiller, the
Countess de’ Gomtaut, the Marquise de Mun, the
Marquise de |awcourt.”

stz @ Unmsows Descvee. Aficrnoon dress, 1o -o5.

o

I\

E

Froment Mearioe, M. Groul, the Duke of Devonshire,
Mr. Beit, M. Jean Dupals { the senator), Mme. Parges,
M. Lebaudy, Baron Lejeune, and M. Hubert Faure

513 @ Usgsowy Desoven. Ball gown. 1gog—o5.
Fashion journals were lyrical: " Here s 4 maracalous
creation in coral-pink vebvet with silvery highlights.
The skirt is long, Aowing snd langorouws, and is em-
broidered with an enormous spray of pale fesh-pink
andd sulfur-yellow roses, “The skirt b slit tn reveal an
embroadered panel, the bodice, of & most strange and
| desiget, has a shoubder-strap on the right and a
crvs-piece of Venetian lace; while on the beli it is
draped from a gold clasp connecting it with the back,
The upper arms are hare, and extremely long, supple
weede ghivees rise high but not so fr s o hide thst
superb shoulder, the beli i chiscled gold, a gorgeously
rarified piece of work.” Further sclections from the
fashion descriptions of the day must inclode: “chirys-
anthemum-colored, the fiower of a dream, all the
peetry of charm. . . made of finegold. . . . splashed with
autumn rust.. ., wan and white as the sky in winter. ...
Bunhied like the roses of spring.. .. the myriad tints of

To attract clients, the manager of the restaurant ot the smtmer,,,, wisteria velver. .. skirts of leshopink sarin....
Ritz included the names of leading guess in his ultramarine blve velvet.... pearl-gray material....
publicity material. You could be certain of meeting meteoric erépe...."
Lord and Lady Chelsen, Count de Gabriat, M.

EMEROIDERY

515 @ Peoecwm Manme Tevoova, Embroidery.
gs-1g06, Talashkine Warkshops, (Wherrabouts

unknowe |

New themes and methods were adopied fur eme-
broidery, that esential ingredient of adormment.
Embrasdery for upholstery and interior decorarion was
made by Mme. de Rudder in Belgium and Ann Mac-
beeth in Bootland) by decorating the fabric witls motif
in appliqué, outhined with boaid. In France, Mme.
Otry Hobin made panels and wreens by sewing piping-
cord on evane linen and helghtening the cifect with
sibver and old-gold thread. Embroidery was no longer
an exclusively feminine art: Van de Velde, Hermann
Ohbrist, Mackmurdn, Mackintosh, Brooe Paul, amd
Panl Ransan found new outlets for their imaginatinns
hhﬂpmmm“pmmdmhn
we have selected two examples, The frst (plate 514) is
an embroidered with a red and yellow color
schestie, made in Darmstadt after a design by Patriz
Huber. The repeating patiern & & small group of
feathers rising out of a circle, each unit being connected
s it neighbor by linet reminiscent of a peacock’s
feather, The stromgly sylized forms are designed for
machine production. This readines 10 make designs
for inchustrial manufacture was ooe of the great merin

second example (plate 515) 5 Rusian. The decormtive
palicrn of this embroidery on canves is a fusion of
stylized vegetation and abstract shapes. The reader will
lave noted other instances of the special style ema-
nating from these workshops, which were respansihle
for the mest sipnificant prodouctions of Rusdan Art
Nouveau. This skillful compusition, buth simple and
modern in effect, is caried oul in very soft mauves,
pinks, and yellows, with staccato touches of dark
violet and interse blue.

518 @ Hrowcma, Lace collar. 1900, Private Colloction,
Paris.

The Weamar Werkudtie played a leading role in creating
ncw desigms for lace and scemng that it was wed inonew
ways, In 1gea; Professor Hrdlicka puldished a col-
lection of pieces designed by hersell or under ber
direction, 1t inchided eollars, fars, and handkerchicf,
which comprise some of the finest examples extant of
plant and flower forms adapted w the echnigue of
lacemaking. The stoms and leaves are natural ad in
perfect conformity with the shapes they decorate,
falling the curves and rhythms of those shapes with a
semitive arrangement of filled and cmpty spaces,

537 @ Fhux Avezar, Lace collar. €. igo0. Private
Collertion, Paris.

In this eollar of multicolored lace, Féliv Aubert chose
the poppy @i the bask of his design. A broad festoon
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T ypography and Bookbinding

w the Symbolist period, writers and artists showed a new interest in tvpography, an interest
Iwhi{h gradually extended to other aspects of the book as well. From its primary purposc as a
vehicle for thought, the book as a physical entity became the object of o cult. For Des
Esseintes and Dorian Gray, the container was as precious as the contemnts,

But others besides these unusual, and in any case imaginary, characters had become weary ol
the 1m|mpin-|] ]1'llr'rinI: and rules (in thi Ly -LLT':I;'lhiI'.'lI sense) gpilding the spines of books. In the
attempt to rediscover the true art of the book, a return was made to the sources: German and
Italian incunabula. These prototypes were rare, sumptuous, and the work of crafismen; they
possessed just the qualities to charm the most exacting eye and mind.

The first books that William Morris printed are decidedly striking. The heavy, handmade
paper is modeled on one produced about 14703 the text is compact, the margins wide, and the
type, although deveid of complicated verticals and elaborate ligatures, is obviously inspired by
Gothic models. This archaic touch is noticeable in 8 number of works produced between 1880
and 18go. Thereafter, the typographers began cutting new type faees.

I'he reworking of book design affected much more than letter forms and other detailed aspects
al typography; the very conception of what a book should be had changed completely. Artists
were tired of simply providing illustrations for the text; they longed for a closer connection be-
tween thought and picture. This quest for a deep underlying unity was extended to the binding.

After vielding for a time to the temptations of medievalism, bookbinding in the Art Nooveau
'pl"r!l'ﬂ" WaS Tll'r‘lﬂrﬂl:l'd Ir'e.' \1_;1r!|1||'|i1|n _|'|1|i fl‘l.l new Lasie rilr I|l-ri|| or |'.1|_:':1r J'r||1q'||i~'r||r|-'1|‘. L)
special place of honor should be kept for the artists of the School of Nancy, whose work was
original in every way and raised a storm of both protest and enthusiasm. It was between 18g3
and 18gg, that Martin, Wiener, and Prouvé designed and executed their pictorial bindings, in
which a masaic of leather and pyrography on the boards and spine create a single, continuous
decoration, and bright colors abut directly, one upon the other, instead of being separated by
gilt rules. These works, undertaken partly as feats of technical daring, were revolutionary in that
they anticipated modern tendencies, As late as 1905, some designers were still adorning their
bindings with Symbolist landscapes, the style used by Clément Mére and Waldraff in Le Miroir
dw ciel matal, by Rodenbach, and Kamuntcho, by Pierre Loti.

In addition to these highly specialized productions, there were other, more traditional
designs which kept to the old form but sought a certain limited renewal by using floral themes,
sometimes stylized, sometimes not. The bindings of Marius Michel are the most famous of these
Other namez to note are those of Kieffer, Georges Canape, Petrus Ruban, H. E. Berlepach-
Valendas, and Eugéne Belville.

It was in England, with the work of Beardsley, T. J. Cobden-Sanderson, and Douglas
Cockerell, that the linear style took root and flourished. If the English, with their fine-drawn gilt
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tooling, appear to have made less radical innovations than some of the French, they were

nonetheless the originators of the abstract tendenty later adopted on the Continent by Behrens,
Van de Velde, Bindesboell, Kersten, and Countess Sparre, Like their predecessors in the
fifteenth and sixteenth centuries, these binders intended to startle and attract. To mﬁi

this they employed a wide range of materials: silver, copper, wood, or straightforward cloth, as

in the bindings of Talwyn Morris, Theo Nieuwenhuis, Berlage, and Toorop.

This wave of novelty ercated n sensation. Books and periodicals, reaching a larger public than
other art forms, broadeast the new aesthetic ideas. Posters, menus, greeting cards, and, in fact,
even the most trivial pieces of printing benefited from recent advances in presentation and
decoration. Finally, binding brought about a revival ofinterest in the art of leatherwork: panels,
screens, and office furniture became again waorks of art.

TYPOGRAPHY

518 ¢ Wiviam Mowne, Title page of The Guldw
Legend. 1Bz, William Morris Gallery, Walthamstow,
England.

It was o 1Bgi thay Willism Muorri, bent on reviving
the art of typography, founded e Kelmscoon Press in
partnership with Emery Walker and Edwarnd Bume-
Jones, He designed new type, derived fairly closely
from Gothie examples, and abo endpapers and other
ornaments, This tite page is richly medicval in aumos-
phiere. Significantly, Morris and his fricnds brought out
new editionn of various other miedieval thk" nntnl'llv_r
Chancer’s The Canterdury Tales,

al.’ P Asrrick Hi’."'uﬁ'lh M.m_'l.iL'un.l. '['illl: AR uf
Wiea's -I':ib Chwiches. rH:Rg. William Mowrzs Gnlltrfr
Walthamuow, England.

This titke page is generally regarded as the firm
manifetation of Art Nooveau, [t contains all the ele-
ments which were toemerge triumphant ten years later:
broadly stylized Aowers, undulating stems, leaves
!!'dng hh- "p.l‘ﬂ.l-l.| i.ntr!ﬂtmn ol the t“'r ﬂnﬂlsn wlﬂl
the decoration, and an arresting distribution of biack
and white, giving the background a positive decarative

value.

sa0 i@ Germr Wiirss Dyssennor, Title page of Kl
o Samenlroing, C. oo, Private Calleetion, Amsterdam,
The orgimality of Dutch ornament—one might say of
all Dutch art--at the emd of the nincteenth century
was doe o the influence of Java. It was from that
cobony that priists borrowed the techniques of hatik, a
method of dyeing in which portions of the design are
protocted  under a wax coating  Detween  variowm
applications of cobor, What attracted the Dutch de-
signers was not so much the technique itself or even the
suliject matter for which it bad been wsed, but the
pecaliar effccts obtained, which they thought w
reproduce In other docorative media, An example &
this vitle page by Dijselhof, which also shows medieval
influchiee,

sat @ Mwomiav Donupsscy. Titde page of M
Trlustva. Cl. rgoa. Private Collection, Pans.

In the title page for this periodical, Dobujimsky
achieved an amalgamation of new and old. The
stipphing and the nervous, whirling line recall the
drawing of the “clliptical” portaitins of the late
cighteenth century, while the letiering and layowt
show & crearive desire for moderniry,

szz @ Geomoes  Aveion, Monograms and  ype
ssmples. (B8 rgoa.

Like Grasset and Giraldon, Georges Auriol designed a
new type face. His alphabet, which uses some of the
upper case farms in lower case, 1s phomp and sapple; as
if drawn with a brush. Auriol worked for a aumber of
prublishing howses, including Flanmarion, Hacheite,
and Larouse; he alw worked fr Enoch, whe pub-
lished the most successfil songs of the time with covers
designed by Lucien Métivet, Stcinlen, De Feure,
Cheret, and Henn Rivitre.

523 B Wire Beapiwy, Poster. 1895 Koch Collection,
Chdeagno.

Will Bradley, ofe of the most interesting permonalition
in American Art Nouveso, b beit known for his prstens
and book illustrations, hn}m-l-unudnw

own country, and he was knovwn and admired in Enrope
ancarly as tllog His cireer continued long afler the
decline of Art Nouveau; until 1g30, he was the best-
paid designer in the United States. The example
shewn here i dated 1flgs, and i characteristic of hid
mhwhwhmm:hm!mﬂl!tymm:
severtheless, his drafismanship, and more expecially
hucmpmlmnmpemmllndurﬁnl He adepeod
the Japanese perspective and «parial synthesis, and like
mahudrﬂhnrnufth:pﬂilﬂ.h;mwdfl
profision of corves, The weatment, however, s
entirely his own. Bradley conits the third dimension and
frequently disregards the normal articulation of the
human body, aliering its proportions and rejeeting all
allusion 1o natural models in order to accentunte the
purely ornamental character of his design. He suggests
forms by & mosaic of whites, grays, and blacks, the

_#!illt--
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arsangement of which abeys the laws of equilibrimm
#umamawwum
accarded the verbal content of the poster;

gives it a decorative valore almost equal to tha

@ Tuxo Neowsswon. Calendar, fgh, Private
iermany,

adorned with the dreadiul choomolithographs which

were destined to be pinned up 0 s many cotlages.

sa5 @ Cnances Ruomeres. Title page of Rubaqrt of
Chmr Klypan, 1oz, The Vietoria and Albert Museum,
Laondon.

Charles Ricketts, who founded The Dial in 1838,
played an mpu'unt pant in the development of
decorative art i England. Gified with responsive
curiosity, he was a great admirer of William Morris,
Greek and Japancse art, and the paintings of Gustave
Morean. He was abio particularly interested in German
fifteenth-century woodeouts, whose influence i obwvious
in this tite page. The tite itsell has been teated
scparately; the desgner has tried W derive as much
decorative value as possible from the letter forms,
Joining and superinposing them in a most goossal way,

BOOKBINDING

Thas nocturnal scene depicts o black cat, back arched
and tail bristling, silbouetied against the subtle tonal
of & fantestic moonlit landscape. It is

su7 B Viowom Prouve. Binding for Salemmbd, by
Gustave Flaubert, 1854, Musée de I'Ecole de Nancy,

This binding was executed by René Wiener. [t makes
sl use of the different ways of treating leather: inlay,
engraviong, gikdugg, and, glaeieg, Wienes adroitly uses
the design of the veil of Thnit o conpect the boards
with the spine, This Salammbd is one of the carliest
examples of 3 binding treated as & picture. Insiesd of
merely illustrating & theme from the story, the binding
tries to present the essential spirit of Flaubert's novel.
Oirthodox craftemen were critical of these pictorial
bindings, which they corsidered o be a betrayal of the
art af the book.

538 @ M. Louuias Sewrsow, Book cover, Metal cbeoom-
186, The Victoria and Albert Musewm, London,
artist created this work while she was a student st

o4 8 Saman T, Primearx. Binding. 1gez. The Vie
toria andd Albert Museum, London,

This binding is irly clse 1w traditional prececent,
bt the flowers and leaves are natural rather than con-
ventionil and reveal the awakening of a pew decorative
sense in Fogland,

530 @ Juswy Hoswsass, Bindings for Adolie Siocler
e, Palais Stoclet, Brouscls.

These hindings (and the inkwell) are typical of the
style of the grear Viennese architecr. Like the Palais
Seoclet itself, they are some twenty years abead of
thcir fime,

580 B Avesey Beanosey, Binding fr Viecent
(¥ Sulbvan's The Honser af Sin. 187, The Victaria and
Albert Museum, London.

The esence of Beardsbey's genius is in his pure, almost
weightles line. Though extremely tenaon, it siands on
i own, and serves 1o decorate the entire outside of a
book. In his illustracions, it divides the white page in
much & way that every part becomes extraordinarily
intense through mere foree of suggestion.

532 @ Hesuy vax ok Vieoe Binding. . g,
Muscum fiir Kunst und Gewerbe, Hamburg.

The bissdings designed by Van de Velde were executed
and tooked by P. Classsens. They display the curves
familiar from the other works of Van de Velde whe,
while maintaining the integrity of his own style, may
also have Jearned sopething from the experiments of
Cobden-Sanderson in England. In this example, the
interlacing lines play up the value of the expanses of
flat color between. According to Van de Velde, every
line *“owes its power to the genius of the man who
drew it,™ From the lips of & lesser artist, such a stae-
ment might tempt us o smile, but from Yan de Velde
WE Can accepl il




Posters

in the development and change of this art form. In a mere twenty years the advertising

placard became a new art, embodying its own principles and techniques, It was no
lomger merely a printed notice, nor was it a picture; it became a decorative composition designed
for a utilitarian, commercial purpose, combining image and letier, line and color: It had to catch
the eve and charm it, the attractiveness of the design causing the mind to take in the text. It had
to astanish, yet be easily understood. It was intended to be seen rather than looked at, grasped
immediately and almest unconsciously. This type of poster art was born in France towand the
end of the wincteenth contury. Iis progeniiors were Toulouse-Lautrer, Jules Chéret, and Eugene
Grasset,

There were several canses for the metamorphosis of the poster. Painters (other than prize.
winners at the Salon) lived precariously and were often not far from starving. There were also
financial and technical factors: busines competition, the new techniques of lithography and
zinc engraving, and the success of Japancse prints and drawings had provided the conditions for
this entirely new combination of publicity and art. The poster became an essential part of the
street as a visual entity-—many people pointed out the likeness of walls and fences to a decorative
fricze. Finally, a new species of business was created : the renting of suitable locations where these
outsized creations could be posted. -

There were further consequences and benefits. Posters not only trumpeted the virtues of
Menier choeolate and Ripolin enamels; they also presented a new aesthetic. They augmented the
color and gaiety of the street and familinrized everyone with a strange new concept of ornament;
they accustomed the eve 1o a new repertory of line, color, and form, to modes of representation
and decoration which may have been bewildering at first sight, but which through constant
repetition rapidly created new visual perceptions and sensibilities. To its contemporaries at the
time of its birth, the poster was a manifesto; and 1o historians it became a source of evidence, for
it both launched fashions and reflected public taste. There was a tacit dialogue between designer
and spectator, each imposing his preferences on the other. The poster thus deserves equal rank
with its coeval, the motion picture, as the pupiﬂnr art form par excellence of the twentieth century.
Lt also reflects the style of Art Nouveau peculiar to cach country—the particular line, fowers,
stylization, abstraction—and shows us how the specific national clements in cach of these styles
became more marked as time went on, At the end of the nineteenth century, the posicr was
international in style; the masters of the genre were almost all French, and it was from them that
the other European countries ook their cue. But by 1goo, or even a little earlier, each country
was discovering an easily discernible style of its own,

Grasset, Chéret, Capiello, and Steinlen created typically French posters, full of fourish and
bria, The English designers, such as John Hassall and the Beggarstaff brothers, combined humor

O vk interest in late-nineteenth-century posters is not only in their inherent values, but also

POSTERS iy

and a touch of caricature in a way which was entirely alien to France, The Glasgow group, here
as elsewhere, showed affinities with the Sezession, but on neither side was there any loss of indi-
viduality, The Macdonald sisters and Herbert MacNair brought out posters exhibiting a typically
Scottish preference for elongated, slender, slightly rigid forms, while Koloman Moser and the
other Viennese designers settled for a more geometric stylization, a more emphatic ngor of
construction.

.ﬁvtrf spcnai case is the work of the Dutchmen 'i"mmp, Thorn-Prikker, and Nicuwenhuis,
who availed themselves of Javanese influence to effect a renovation of their country’s decarative
stock-in-trade. Finally, the posters of Mucha lie outide all the main classifications: indeed, and
in apite of their Byzantine flavor, they cannot be classificd with any tradition whatsoever. They
are the work of a genius whose uniquely personal style atiracted imitators but did not found a

school. It had little in common with the trends which made true poster art possible.

533 @ Juuws Komsos. Adnstlerplatate. 1602, Museumn
fiir Kunst und Gewerbe, Hamburg.

Thin poster by Elinger shows the ultimaie outcome of
the Viennse geomeiric tendency, In it we can
recognise, on the ane hand, seme of the typical elements
of Art Nouveau—schematic sllhauettes, rejection of
modeling, and an over-all treatment in expressive o
and decorutive surfsess—and on the other, a pre-
monition of Art Décoratif- extreme elimination of
detail, and a stylization devold of sentiment but not of
beauty,

534 @ Juies Cusuer. Thidiraphone. C. 1000, Collection
Document, Patis.

Far once, a petite femens by Chéret is found in a moment
of relative For a few short seconds she i
captivated by the sound of the " Théftrophone,” but at
any moment she will be off again—she b already
exploring the distance with her eyes. In spite of having
settled down for 4 moment, dhe has lost nothing of her
hﬂh}ryhﬂhmﬂwh:rpﬂpﬂn-lnhmn,whd:hn

parent shadows. A few summarily drawn figures in the
l;-d'mnn:l indicate depch,

535 @ Jean Avoud, Poster for a cigaretie. C. oo,
Collection Document, Paris.

In this poster the influence of Mucha s manifesly
present; the pose, compostion, and ireatment are
reminiscent of his more celebrated posters devoted to
Sarah Bernbardt, o Ruinart’s champagne, and o
Schaal's chocolate, The present example, whose
intention is more Intcresting than ils exerution, aims to
adwertise the quality, and indeed the magical virtues,
ol a conunercial product. To buy the brand of dgarene,
whese smoke makes so graceful a halo around the
lady's face, would not be to enjoy the whaceo for i
mildness, ity delicacy, and flavor; the purpose would
rather be to approximate as closely as possible a coriain
mwmm-mmhmmw

536 @ Cruoncrs pe Feone. Chimiees f Grimaces, C. 1goo,
Callection Document, Paris,

Lithograpled illustrated covers for sheet music were
wimcsing the victims of photography. This type of illus-
tration was still flourishing in 1go0; people not only
sang & good deal then, but they were alio capable of
reading music, Music both light ad serious could be
effectively und profitably diffused by publishing col-
lections of songs or operatic arias. The most famous
artists congributed 10 the [lustravion of music by
deugning covers for these collectinm and posters an-
nouncing publication of the latest picces. This poster
i u sample of the oddity and Ratasy unfobded in the
work of Georges de Feure, The conlusion of hair and
flowers is treated with much fresdom and originality,
and the exalted expression of the face framed by the
lyre belongs t the enigmatic world of this artist, in
which every promiwe is charged with memsce, and
every pleasure with fear.

537 @ Masver Onazr, Thedire de Lowe Fudler. G, 1900,
Caollection Document, Paris.

Certainly no dancer inspired so many wruist as did
Laodie Faller, When we examime the works dedicated 1o
her—statuctics, drawings, and posters—we find our-
selves visualizing her in a perpetual whirlwind of
trunsparent veils, To most of those who depicted ber,
Lote Fuller was a gigantic billowing skirt under whose
undulation the dancer's body i engulfed and drowned,
Orazi rejected the idea of representing this valatile
creature dircctly; he sought only o suggest her pres-
ence and movement, and therein lies his originalicy.
Her face, toro, arma, and the muscular carve of her
want are all firmly drawn, but the rest of the body
dissolves into o whirling mist; a few enlarged spangles
explode colorfully in the foreground.

538 @ Josers Mama Ovswicit. Poster lor the Darm-
stadt  Exhibition. 1goi. Hesisches Landesmusenm,

E

'I'Hlpcuﬂ-wudugnadfmlheﬂh:lﬂumn{:h
Darmstadt artiss’ colony where Olbrich had been

but the woman—her elegance, the incli
of her head, and the curve of her uplificd hand.

working since 18g8. Its geometric character makes it
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540 @ Kovomax Mosen. Poster. 189g. Graphische

Samimlung Alberting, Vienna

FOSTERS

For the fifth enhibition of the Sesessdon, Moser

designed this poster, Hthograph

gold by A. Berger of Vienna, [t is representative af

{ in blue, vialei, and

sath Moser's style ar the end of the century and the
general iendencies in posters al the time, It is full of
wosd  curves, and also displays the growing trend
ward abstrace design, especially near the top of the
o ton. The seated genie, which forns the main
sulyject and sets the structural scheme, i treated in a
mnner both naturabistic and decorative; the hair and
wingy are pretexis for a line play in which forms and
curves extend and curl m dehy

er ol natural ap-
and the abstract
vrins and kaes, prefigure Mosers later works.

pemrances. The mosic tendenc

547 @ Hicnaen Tesonsen, Sketch for a poster 1.
Cirmphasche Sammlung Alberting, Vienna

Ihis design reslly comes under the heading of An
Decoratf. It contains the typical crnamentation of that
style: stylized circular flowers, Discipline of form is
vile -evwhere  the corh of the letters, foe m.,lluplc,
|1_. caleulated. We are already far from Art

Nouveau—bul without the extraordinary revolution

arE Cll

wint] rencwal il elfecied in all the arts, thas posier could

ot have been created. e debt wo i pioneering |J|u:1n
ecemsors i obvisus—eomposition, repertory of ornss
ment, and thoughiful creativeness in the design of the
ietiers

RHMACKMURDO,ARIBA,

GHALLEN, SUNNYSIDE ,ORPINGTON, HENT.
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Graphics

would range from colored woodcuts w ex-fibrir plates, and include landscapes, poriraits,
and typographic crmaments, each of these examined in detail. We shall simply point out
general characteristics, fully aware that this summary treatment is all oo superficial
In lithographs and woodcuts, whether in black and white or in color, the decorative con-
ception and treatment was of prime importance (especially in the case of the Nabis}. This meant
taking into account the flat surface and, consequently, being prepared to emphasize purely
ormamental details at the expense of volume and the illusion of depth. Time and tme again the
dl‘.‘SiJ{I]L‘T Il;|1 I|;|,1.I: 'n.i!E'u-n.:I a darker ]’}.’lh'll i!’| (1] i [||'.'|| B Or .1|:|--IE|1'J'_ his ¢ 0T witiom would become
unbalanced, and thus put in a shadow or thickened a line accordingly. Objects and people are
frequently stylized, surrounded by a heavy outline and conveyed by a broad, fat treatmeent.
Both in color and in monochrome the tendency was to make the print 2 mosaic of arnamental
forms, a harmony of lines in which curves played the main expressive role. Decoration was not
achicved through drawing alone; background itself had a definite form and was not mercly an
empty space lying alongside or behind the figures. Contiguous blacks and whites, each main-
taining their own identity, were subtly matched and balanced. These characteristics are
cspecially prominent in posters and typographic ornaments by Van de Velde, Toorop, Olbrich,
Behirens, Will Bradley, Eckmann, Brangwyn, Grasset, and others—almost all the artists who were

!EI Nouveau graphics demand a lengthy study, not just a brief enumeration, Such a study

involved in the general decorative revival of the time concerned themselves at one time or
another with typography and the design of printers’ ornaments. Of special significance are
certain English figures who were all more or less related to the Pre-Raphaelites: Walter Crane,
Burne-Jones, and above all Aubrey Beardsley, that curious, disturbing genius who exerted a
powerful inlluence on designers both in England and abroad.

542 @ Evcikse Grasser, Dsg Adidict ]_,i|h-,q|a_p]i_ O
1. Collecon Brockaed, Hamburg

This wormnan is an astonmhing Agure. Above her inpe-
head rises the rebellious Bde lock of hair which & the
IIM“ITIAIJ‘:. ol Grasset's models. The rest of her hair
streams down in heavy tresses over her violently tensed
back and around. her equally tense face. She is giving
hersell an injection, The keynote is expresivencss
brought out by the arrangement of whites, grays, and
blacks—the top of the stocking provides a contrapuntal
touch (o the black mas of the hair—the concentration

of the pose, the curved back, and the convulive hands.

543 B Hesm Rivikne, Grapag Horwe, Lithograph, ©
s, Private Collection, Pari

Lake many nthers in the p-(rlnrl_ Henmi Kiviers bearmed
much from the masters of the Japanese woodcut. He

did not learn the seevet of their e hngyue rElY a5 w
mechanical trick. In his Tieeloe Aipects af Nuwer, frefrn
Lavaficopes, nnd Views of Porie he shows a personal
I wliar io
himsell, He does ot isolate his forms I-:. mrans of a

touch and conveys a ot semstliality

beavy outline; he buailds them up, wing only an inci
dental aceent here and there to bring out the relie o
denote some irregularity of the ground. He aimed ai
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recording aspects and momenis, pot for their quality of
transicnee but for their eternal content amid the ever-
changing play of light. The moving melancholy of
the landscape was kv subject: the soul of the place, not
the soul of Henrd Rivddre,

544 @ Foakne Graser. dstews, Woodcwt. O, 1goo,
Caollection Dir. Sachers, Munich.
Auturn wad issued as a black-and-white woodcut and a
six-cobor lithograph, The prool reproduced here i
black and white. It is very characteristic of Grasset’s
wtyle, with Hs wide areas surrounded by outline, the
rejection of depth and reliel, and the absence of empty
spaces. The dedgn covers the whole page, and the
background makes no attempt w0 suggest the third
dimemsion. No cvideness of light or shadow or gra-
dations of color are present; ling and surfscr alone are
featured. The hair is o dark mass contrasting with the
bright areas of the face and thoulder; the fruit, leaves,
and hranches are carried out in varying tones of gray.
All the representatives of Art Nouveau we have
encountercd so far have this same resalurely decorative
wttitude, Here, it B particulardy interesting because of
its Janus-like quality, at once naruralistic and anr-
realistic. The artist takes his subject matier from
nature, and his people and plants arc perfectly
recognizable; but by depriving them of volune and
light, he deliberately removes them from life, All that
Grasset retains is the outline, which he transplants into
m'u-drmrmmﬂ space. Mnmh. ﬂzrrfrrm h:wmn
an orn t. The pr bt
many artists, but s especially pmlllmnil in this pmlzl
Objects are not stylized or distorted ; on the contrary,
they have been carefully smudied and aceurately
drawn, subject only to & alight degree of formal
schematization; but having lost their weight and their
glhitver, they have lofi reality. Grasiet applies w the
poster the formula lakd down by Maurice Denis for
painting: “a plane surdace cowered with enlors
arranged acconding to a certain order.”

545 B Saurel Jesmus pe Mesgrima, Woodeuat,
C. 18g4. Private Collection, Parn.

This woodeut by the Dutch artia Jessarun de Mesguita
represent the tendency of Art Nouveau o we flat
areas in which black and white are conceived as
commplementary oppoiites. The surfaces are kept intact,
with nnly a sinuous bne here and there v disturs them
lri.rj!ll.l.'l.nld'mndd.ing; muhﬂmnt:rﬂlnihy
the shape of s silhouetie, This weork s modern, not
only in stybs But in swbject: a caf® swene, a ssapshot of
people in everyday clothes and camual attiruees,

546 ® Pavt Rasson, Program cover for Maeterlinck's
Lev 7 Priwcenies, 18ga. Private Callection, Parks.

As a destgner, Paul Ranson tried his hand st everything,
bt was best st designing carpets, hbreies, and wall
papers. The program reproduced here is an example of
the flowing, essentially decorative lines which are
characteristic of his work. Here, everything undulate,

and the nonchalantly drawn letters are
out of proportion and fanciful. The background is
mﬂuﬂymmﬁu}rmlﬂhm
the pen strokes stand out les than the spaces
between them. The figure of the woman, beautifislly
drawn with great restraint, balances the white expanse
carrying the tite.

|

i

ontlines, especially that of the woman's hgure, show a

Japanese imfluence, but the monser is typically
Genmanic,

548 @ Evors Kmcunen., November (from the periodical
J"'hll.l .'qu.uluL Iag'ﬁ

Here we have a_Japancse-type perspective, leading op
out of the top of the picture; Japaness humor i
evident in the parallel sillowerees barling against the
wind. It would be difficult to exaggerste the indebted-
mess of Art Nowveau to Japan,

540 @ Wners Vorz. Saleme. Lithograph, ©C 1900,
Caolleetion Dir. 8. Wichmann, Starmberyg, Germany.
Salome was a figure of great interen for artists near the
eod of the last contury. For Gustave Morcau and
Aubeey Beardsbey she conveyed a certain coneeption of
woman., To them] as to Vole (a Munich artist), she was
no longer the Salome of the Middle Ages, a charming
little dancer. She was wanton, cruel, and sensual. Tt
was from her that the delicate feminine creations of
Art Nouveau acquired their streaming hair, both
plant-like and serpentine, and also their air of mysiery
and perversion, In this example, the decorative com-
peztion (which i vypically Jugendstil] is accompanied
by a violent yet restrained realism; the wortured laces,
depicted simply and economically, and the passonate
twist of the body contrast with the calm lines of the
background, This is not the light, carclree

captured so frequently in the works of the Bl

but rather the mmst impassioned and bizarre aspect af
Art Nouvean.

550 @ Jan Tooror. Poster for Het Heapeland Beebberpen.
1896, Collection §. Lankhout, The Hague.

Johan Thorn-Prikker and Toorop had a considerable
influence on the applied arts in Holland. In this pster
we notiot the same wybe pe in Toorop's paintmga: ver-
tical emphasis, elongated forms, and a mysterious,
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mystical atmesphere. However, the decorative sense is
different, being perfectly in aceord with the different
technique imposed by the medium. Toorop has
rejecied modeling; everything which would normally
be by the illusion of the third dimension has
bere been conveyed in terms of flat surfaces. The folds
in the sleeves of the winged have |

cleinenn which Art Nouveau was 1o borrow from him.
In will be seen that he used perspective w transform and
refine the architectural setting into & few unexpecied
curves, One noles in passing, that these linss both
situate his characters in space and tell us that we are at
mmmmwmmwmmy

curves and volutes, and the bodies of the crouching
figures have not been shown in the round, bur Aamnencd
and purpesely distorted. Everything pessible has been
dane to give the improsion of a fat wrface coversd
with interwoven lines, The tendency, which had al-
ready become perceptible in some of Toorop's paint-
ings, has here become deliberate and overt, On closer
analysis, every detail would confirm this, from the lines
surrounding the suppliants and infilrating all the
while spaces @t the butiem of the compoition, w the
serrated fretwork of the lettering.

551 @ Hevowr or Tovvovss-Lavrese, Lo Grende Lage,
Lithograph. 1fgz. Muscum flir Kunst und Gewerbe,
Hamburg.

As o drafisman, lichographer, and poster designes,
Toulowse-Lautrec exerted a strong influence an the
Ast Nouveau graphics, Borrowing much from the Far
East—its new way of depiciing perspective, i fat
patches of colos, and s graphic syothess—he [ound

his ““Salon™ in the street, His humor and eruel realism
helped him to delineate a sithouette in a few expressive
linex. He rencwed the artist's subject matter—no more
eternal landscapes, grandiose scencs, or noble historic
subjects; he was excited by reality and ceality alone,
Lautree did for his own epoch what Callor, Goya, and
Diaumier did for theirs: he rovealed the poetic aspect
lurking in the weary, tagic round of banal kabitual
pleasure. Ti s impossible in a few lines 1o analyse the
richness of his contribution. We shall therefore confine
ourschves to this one lithograph and point out the

i pposites, are established by con-
uﬂm; whdzmtrnmdhunlynl?m
towches; in the woman’s white coat, the shapes are
und:rﬂnrdlryl.hluﬂ‘.u ing an omamental
quality. As for the third characier, a broadly laid on
composition in black and white, the two strokes in-
dicating eye and mouth convey his expression more
effectively than any amount of detail.

552 @ Pave Hesseans. The Cab. Lithograph. . 1gon.
Caollection De. 5. Wichmann, Sturmbery, Germany,
This lithograph by the painter and lithographer Paul
Hermann & a typical example of the Art Nouveau
print. The treatment s in & very japeuisand style,
reminiscent of some of the work of Bonnard. Outlines
have been almost omitted, and different values are
Juntaposed without a frontier line between them: the
identical bodices are rendered in a single color, as
are the enormous bows on the hats. [t was 2 eomman
whity wmoay Lithographers 1o leave the drawing
unlinished in this way, leaving it w the spectator o
compbete it in his mind. Félix Vallorton employs the
trick with peculiar boldnes; for a crowd, he uses an
expamse of black, some whiic faces and hands, and
nothing more. Hermann has conceived his composition
as o patchwork of flat washes differentiated by their
thapes, their eolors, and a few decorative sookes
within their boundaries, This may be regarded as a
compendium of the leading tendencies in graphics
around the wrn of the century. The sulifect & con-
temporary life, but the main presccupation is o coeale
a decorative work.




Medallions

Perceptibly influenced by the style of the 1goo's, it threw off the shackles of conventional

Tm—: art of the medallion underwent a renaissance at the beginning of the present century.

pompozity and began w portray aspects of everyday life with a new freedom and fluency
of modeling. At times it followed painting and sculpture into populism and sentimentality, but
with restraint and without absurdity, We are indebted to the artists of the period for some ex-
tremely attractive works in the form of medallions and small plagues, which are not only

admirable in execution, but aesthetically valuable through their purity of line.

553 @ Danmrr. Daros, Plagoe commemaorating nmis-
matice. Bronze. (1 1gon. Museum fiir Kunst und
Gewerbe, Hamburg.

Daniel Dupuns was one of the artbss who applied
themselve 1141 |r~.uw:'[.'1t'mg the |I|-e|:|.n|.|.i|,m, an art wh'pch
had endured the last three cenruries under the dead
hand of official allegorical pomposity. In this instance,
the artist has surrounded & oude fguee with oon-
temnporanecus furniture. The pose &5 natural and the
drapery supple and gracious. The improbable subject
hecomses aoorptahle,

554 @ Canun Josees Beoexe, Plague commemorsting
an asoctaten o amaleus Fﬂnmg—rapllﬂ1 in Arrsiers
dam. Bronee. I:H-p:.. Auseum fliir Kuns und Gewerlse,
Hamburg

In this plague by Begeer, Anuguity mingles with
modernism. [t appeared in connection with a phoog-
raphy exhibition i Amsterdam. It celebrates the
I:r.ill.rnph of modern I:rchnnlng:.‘ in a l:irlthrlulvl-l'!lI
traditional language reminieent of the croamiocution
emploved by Pope Paul V1 when he found himsell
obliged to  ranalate “‘photographess™ imo  Latin
* Tachmics prepority oo Dragines cavemoutae lnci experiowndar,”™
However, the allegorical figure has been rejuvenated
!q, means o a madern hair ll':‘lﬂ. ard I]smqh she in
huldqu aut a lawrel crown with one hn.'ll‘.‘I| the nthgl
rests on @ camera in ber lap. The astist has employed a
smooth, unctsous reliel, and the soft romundities of the
clouds are related 1 Art Nouveau.

555 @ Avexaspne Cwawensren, Medallion porrait

af Emile Zola. Bronze. thgo. Museam fiir Kanst und
Creweerbe, Hamburg,

In this admirable portrait of Zols, Charpentier has
shwown what he eould do when he applied his lslent o
the medallion. Along with the delicate, fluid modeling
there k& an extraocdinary ring of truth in the profile.
Mathing i= conventional, snd idinsyneracies of charse-
ter are comrveved by telling dewails: deep folds i the
meck, the siighily unkempt hair at the back of the head,
the bushy moustache and beard, and the interrogative
arch of the eyehfow rising behind the pance-nez.

556 2 Lovis Borrie Medallion, Brooge, C. oo
Museumn Fiar Kumst und Gewerbe, Hamburg.

In every feld, Art Nouvean articts streve 10 create as
close a relation as possible berween background and
decoration, so as to make them two axpects of a single
entity. In the medaliion, this is evident as a quest for a
softer, more semsitive style of modeling, Botide di-
minished the r]r_plh of the relief and surrounded both
background and subject with the same “spatial enve-
lope." Here, he wes a delicate modeling with progres-
ave gradations of depth to depict his flying nudes,
symbaolizing the inspiration of the poet.

557 ® Essst Bagiacn. Plague honong  Justus
Brinckmann. Bronee. 1902, Kunsthalle, Hamburg.

This plaque displays the strong wouch and intense
expressiveness which in a few years led Barlach o the
brutal but poigrant Expressionism of the small figures
he created about 1510, This broadly modeled profile]
with its deliberate simplifications and omisiona, fairly

. e
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shouts with life and truth. The anist has led the light
along the projections of the temple and over the haollows
of the cheek and the eye socket, This portrait of the
founder of the Musewm fiir Kunst und Gewerbe in
Hamburg gives us the likenes of e man created by a
method totally different from that of Charpentier in hin
ZLotamedallinn. Here, Barlach s not only the woemented
sculptor with whom we are familiar, but & skillful
designer as well: the inscription forms an integral part
af the composition and plays an important ermamental
rale, This work = related 1w Ant Nouveau hy yirtue

of the undulating lines near the botom of the plague,

558 @ Rorext Camames, Gl wh Gt Bronae plagque
C. 18g8, Kunsthalle, Hamburg.

Carabin was above all & sculplor. This reliel would
appear to have been conceived in three dimensions,
not twi, The surface which the artist has left bare
between the two figures is not a filled-up background,
but rather & volume containing ar and light. The
naturalistic portrayal of the girl's body is characteristic
of Carabin’s llf!z.













Machinery

a violent change in man's relationship to the world about him. The speed and precision af

mechanical manufacture threatened to eclipse the artisan who was compelled © concede,
inch by reluctant inch, the termtory in which formerly his skill had made him maseer.

Physical devices have always been necessary to man to assist him in his undertakings and
strengthen his control over natore. The attitude of Ruskin and Morris—with their refusal to
recognize that mechanization fulfilled a need, was beneficial, and had a gigantic future —seems
1o us not only reactionary but futile,

It is not enough, however, to make the machine as wseful a servant as possible; there is the
further problem of making it fit to look at. Industrial aesthetics is 2 very modern science, the very
passibility of which was unsuspected at the end of the nineteenth century. After a few half-hearted
attemnpts, foredoomed to failure, the notion of encumbering machines with decoration was
abandoned; it was elear that there was no point in trying to disguise them, and that they had
better be left black and unadorned, sinister and functional. Since factories were manned, for the
maost part, by a kind of second-class humanity, the limpengroletariat, it was unimportant whether
the humming machines had any pretensions to artistic attractiveness. But the problem reappeared
in the case of machines for the leisure classes: motorcars and airplanes, for instance, The first
took some years before it shed ity resemblance o a horse-drawn carriage, and during its infancy,
the airplane had to look like a bird—although Clement Ader's, in name as well as appearance,
loaked like a bat (e plate 550).

Thus did modern man attempt to appease the past (and also reassure prospective customers)
by veiling startling mechanical novelties in antique habiliments. In the early years, an engine was
actually just what people thought it was, an auxiliary, an alterthought with a conventional
eovering. Its aesthetic power, its ability 1w engender new fbrms, was not admitted until much
later.

IH the nineteenth century, the machine took over every area of technical production, causing

559 @ Cresiest Aner, (hawee-Sowrts, Musée des Arte ot
Métiery, Paris,

"o oo further trial was held on 14 October [ tig7]. The
Ariow took off, skimmed the grass, was driven off the
track h’\' the wind and finally suffered severe -Jul:'.u;l;:
on abruptly regaining contact with the ground. The
distance thus traveled was about 300 yards. Although
the Military Commision had expressed itsell favorably
and recommended that the experiments be continued,
the Ministry of War considered this result inadeguate
and withdrew its subsidy. .. ."

(Marcel Jeanjean, Les daper de avéation, Pars, 1948)

560 @ Beow eal automohile. 18gg. Deutseles Musenm,
Munich
“They were curous machines, these early *pudf-puff

with a tny engine, big wheels, o horizental oller for

:|“'I.i.IJH .lllll IJ"i:.d .tl.l'\.'lﬁ.l TIIC'I II{'"’“II J.Fl‘lll AIng
timidly on public highways, raising clouds of dust,
making a Mrightiul noise, exhaling foul smelb, and
sowing tervor mmoag horses and the PEASANTTY Ihe
thoughtiul shrugged their shoulders and predicted the
early demise of 40 unaightly, noissme, and fragile o

movelty, But the sseken |lr|'i-le||. and every year

|l!-:l'|.‘.;|1l BEw i1:|||ll|1'l.-I||F||1~. i
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Religious and Funerary Art

art we find that the architecture and decoration of churches seem to have escape
vailing trends. Grandiose conventions held the field, and only superficial concessions wer

the pre

E ; o far we have seen renascence and JUVETIATHN 06 CVETY gide, but when we turn 1o o i!i.:l"'l‘.

made (w the new style. How are we to explain the stagnant condition of religious art during a
Middle Ages,
one of the most profoundly religious epochs in history ? This curious paradox may perhaps be

period when all the other arts expericn a renewal whose vital sources wers
explained if we analyze the situation.

Essentially, the Catholic and Protestant churches in the late nineteenth century were official
mstitutions. Belonging to cither was like belonging to a social class or a political party, Their
function and impact were political and social rather than mystical

What, for the churches, were the great questions of the day ? There was discussion concerning
the temporal power of the pope and the separation of church and state. In France, there was a
waye of hosulity against Protestantism, caused primarily by rivalries between banking houses,
Even the Dreyfus case eventually lost all but the remotest comnection with Dreyliss himself and
became a pretext (in the minds of some people, &t least) for asserting that adherence to this or
that religious beliel determined a certain kind lll..Ell_II:-[ii al behavior, To all Appearance religion
had become no more than a basis for external attitudes: it was no longer concerned with mvst
cism, metaphysical concepis, or the mner life

."pil'..;“'.\h”r. a |.‘<:-'.-|':|h| current of .1t.li!i.II]..1|].‘||II .1I||] I||f..-r|| I x||".|'|- ||,|i| 4 |:"-| ITRELTNY

of little

years, organizing itsclf outside the sphere of the churches. There was a multiplicar
- o sects &and hr-ll|||'1'||1:v>-1;i_. ol secrel socicties concerned with &l the manifestations of super natural

o = powers, One end of the scale was occupied by black magic, the other by a hazy, scientific,
HD ‘lm =~ humanistic spirituality which tried to be more broad-minded and more receptive than the tra-
f = -.'l-!- ditional forms of beliel. People wanted a more adaptable, living relhi Ihey argued and in-

o 'h h'l'l‘r‘r!:[l,:d, !illl,lg_'lll God h‘.. [|'1|I!s[l||H’ the ey I':, vaoted Christ a member of the Socialist P;II'.I, |'

may be that these spiritual and intellectual stirrings, and the little sects to which they gave hirth
we of them may have been, they
did at least proclaim, even if they could not satisfy, the need for renewal in religious CXPT s8101

The official churches were nssificd ; they spoke in a dead language. No creative impulse coy

were really rather unimportant. But bowever insignilicant so

be expected from so cold and pompous a source. The artists left the churches o their own devices
or, at best, designed their frigidly solemn buildings and wsed floral motfs in the decoration of
r. No artist or

.l.|r|||p-;|||,. L

religious objects, since the old symbols and themes had become empty of me

craftsman whose faith was real and vivid could nourish and express it insade

work of religion. It is not, therefore, in places of worship, large or small, that we must look for
any artistic expression of spirituality. With few exceptions, it could find no place in them.
But the exceptions are important. In England, a new current appeared in the

wake of church
¥al




420 RELIGIOUS AND FUNERARY ART

restoration activities, which were widespread. One of its champions was Sir William Reynolds-
Stephens whose works include the interior decoration of the little Church of Saint Ma.rr the
Virgin at Great Warley, Essex. He lined the vaulting with aluminum and surrounded the choir
with a screen of small metal pillars, like tree trunks, decorated with a horizontal foral band,
Aluminum and hronze alternate with panecls of green marble and carved wood. Natural objects—
recds and vine [oliage—are treated with a graceful rigidity which has mt]ﬁn! to do with
imitation Byzantine or Gothic.

The Sezessinn artists, notably Otte Wagner and Koloman Moser, were bolder still. In the
Church of Sankt Leopold outside Vienna (s plates 560 and 571), their perfectly restrained

approach and unadorned rigor of line and volume produce that decply religious atmosphere
which was so rare in the period.

Finally, the greatest exception of all was Gaudi, who expressed his mysticism in an original
and indeed unique style combining medieval references with cubic contrasts of volume. The
work of Gaudi, especially the Church of the Sagrada Familia in Barcelona (see plate 5630,
confronts us with the intense religious feeling which is o be sought in vain clsewhere. What the
English and Austrians contrive to suggest by dint of lincar strictness and discipline, the Catalan
Gaundi utters spontancously in an architectural and decorative language of inexhaustible variety.

Counterbalancing the stasis in church architecture, the cult of spiritualism invaded every-
thing which concerned man’s fundamental fear, his apprehension of death. In this area, notably
in the decoration of wmbs, emotional constraint and dogmatie control were absent, At the
beginning of this century, funcrary art enjoyed one of the most flourishing periods it has ever
known; in the various tendencies of the Modern Style, it found exactly what it needed in order 1o
blessom. Of all monuments, the tomb i= ideally suited to griefstricken symbolic figures. The
sctting and oceasion sanction what would be considered excessive in other contexta.

Lt is significant that funerary art was not relegated W indifferent artists. On the contrary,

much of it bears faimous signatures: Sullivan, Mackintosh, Albert Bartholomé. Bartholomé is

responsible for the great monument to the dead at the Pére Lachaise Cemetery in Paris, regarded
by the critics as one of the finest and most significant sculptures of its time. In it, the sculptor
contrasta the serenity of a young couple on the threshold ol the unknown with the g'nd.l.nd
anguish of thuse who are stll living, Through the discrect archasm and the realism comes an
indefinable religious fecling which rejects the narrowness of the purely Christian concept and

borrows from ancient Egypt and modern idealistic philosophy. By expressing the timeless

anguish of man in the face of his own destiny, Bartholomé has given us onc of his finest works,
Like most sculptors of his time, he produced his best when giving utterance w this deepest and
most disturbing of all human preoccupations.

1t thus seems that cemeterics are the place in which to seek the most successful achicvements
of Art Nouveau sculpture, We shall also find there faithful testimony to the development of the
bourgeoisic and their aesthetic in the nineteenth century.

The Pére Lachaise Cemetery in Parls is a bourgeois burial ground, a Paris in miniature,
complete with middle-class neighborhoods and aristocratic residential areas. During the first
third of the nineteenth century it remained hidden away, humble and romantic; but after 1830
when the bourgecisie disengaged isell’ from Romanticism and simultaneously conselidated i
complex position in society, the gravestones became monuments and the paths between them
assumed the proportions al streets lined by rich, lofty mavsaleums, like the houses in a city of the
dead. The grande bowrgeoisie of the XV arrondisrement (a fashionable section in Paris) established
its quarters in “Monceau” style in one section of the Pére Lachaise,

From that cemetery, however, we get only the bourgeois side of the picture. To realize what
funerary art of that period has woffer, we must visit Italy, and particuldrly Genoa, There, in the
huge cemetery above the city, the Staglieno, we can review, clearly and precisely, not only the
evolution of the bourgecis aestherie, but also the division between Symbaolist and bourgeods art,
which became more sharply marked as time went on. The evolution strikes us as the most natural
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expression of human grief, the griel of the commaon people as well as the rich. The division, on the
other hand, passed from applied realism 1o haughty frigicity, loitered palely and perpetually on
the fringes of mythology, and merely reflected the anxieties and preoccupations of a single class
down the centuries.

In the period we are considering, the first preoccupation of this type of art, chronologically
speaking, was to raise the bourgeois flag by displaying the bourgeoisie’s wealth and power through
an exact, minute portrayal of the worldly belongings which attest its position; the subsequent
phase consists of rising above the common herd by disdainfully refusing w indulge in any
concessions to symbolic expression, In the Staglieno, the monument of a rich Genoese family,
nn'-ﬁng of a black cross on a white marhle base, stands out from the other tombs, not because it
h’ﬂm?k., but because it is insolent. Tts Spurious Jansenism is & mark of pride. The gull decpens
and widens in direct ratio to bourgeois prosperity. About 1880, the distinction was still not acute:
Moreno (see plate 582}, one of the oddest sculptors of that tme (he must surely be the only one in
the world whose statues included even the eyelashes!), wuches our hearts with his realistic pathos,
In his statucs of men in their Sunday suits and women in moiré and lace, there i a quality truly
of the people, a naiveté and good sense which are infinitely moving. Later, the bourgeoisic were
to turn up their noses at allegory (which continued to flourish on the graves of the poor), ex-
pressing unashamedly the agony and bewilderment of the living in the presence of death.

If these baroque, over-srmamental mausoleums are allowed to remain intact, it will not be
many decades before their merit is acknowledged. Homage will be rendered to the misunder-
stood, unjustly neglected talent, to the imagination and deep poctic sense, of such men as Besesti,
Bringiotti, and Leonarde Bistolfh. Their monuments have an astonishing expressive power which
makes them fit the definition put forward by a contemporary critic, H. Fierens Gevaert:

“A tomb is the symbaol of our afterlife, which we conceive as an endless existence untram-
meled by vain complications. It is therelore the most concrete representation of the eternal
and unchanging. As such, and through the purging of unnecessary detail, through the unity
of emotion which it embodies and the immortal poetry of it purpose, it must be considered
as one of the highest manifestations, perhaps indeed the highest, of which the decorative arts
are capable.”

The ombs designed by Sullivan, Sommaruga, and some of the Caechoslovakians are more
sober, more architectural, already modern. They are sieles, upright stones, almost undecorated,
They anticipate a funcrary art in which grief and fear are expressed with more restraint. And
this is our own tendency today.
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aby @ Anront Garnd. The Church of the Sagrada
Familia. 1889 1956, Barcelona,

Gandl devoted over forty yeses of his Life 1o (e Cliureh
of the Sagrada Familia. He died before it was com-
pleted; as he himeell had said, “Saint Joseph will
fimish i" Tt was oviginally intended to be consecrated
to the Holy Family, whose virtues it glorifies, and
especinlly 1o Saint Joseph, who s much venerated in
Catalonia. It aho expressed a dedre 10 expiate the sim
of a matcrialistic, age. Initially conceived 22 2 nen-
Gothic bullding throughout, it was vansformed by
Gaudi imito something complesely original. Tt guiding
intentions were remfurced by the mysticism and genius
of its architect, From 1884 1w 1843, he worked on the
erypt and the apse; the fagade and tramepts were not

basile wintdl 1oy, Just as inoan old church the sucoosive
periodds of architecture can be distmguished, we can
follow here the developenent of the architect’s ileus,
The bays of the porcles are Gethic, but a new clement
I8 already apparent in the carving of the gables abiove
the porches, Strange stalactites cvoke the entrance of a
cave hollowed oul by the sea and the wind, Floating
figures emerge on the surface of the stone, adding a
note of fantasy, The towers soar like fountains and
secmn io be drawing the building up 1o hesven. They
conform o the traditional verticaliom of the Middle
Ages, but their shape b eotirely new. They are tower
and spire in ane. Their colared-tile finials, which belang
strictly o Gaudi's cubic perod, were added much
later.
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sbg-566 @ ]. B. Szoviwo (architect) and Hovey
Winsow (metalwork), Holy Trinity Church, Sloane
Sereet, Lomdion

After necGothie, architects turned to neo-Romanesgue
and neo-Byzantine styles (for example, the churehes in
Montmartre and  Fourvitgres), In  England, Haoly
Trinity Church in London reveals Gaelic sources of
inspiration, which are evident in the copper crocifix,
the enamel and preciows stomes of the high altar, the
copper sheathing on the arches, walls, and pillars, the
carved capitaly, and the embroddered altarcloth, in
which medallinn-framed ﬁ@lrﬂ alternate with simi-
larly bordered symboly, The srtists involved, averawed
by the past, did not succeed in giving religiows art a
stybe of its own. Although often tasteful, their work
leaves s with a certain embammassment, the embarrass-
ment which they, no doubt, felt in expressing them-
schves in an out-ol-dabe idiwom.

567 and 568 @ Lucies Maose. Mosales iand high aluar,
Parish Chuirch, 1goo—o2. Bougival,

The church at Bougival was restored by the architert
Lucien Magne at the beginning of the present century.
It was in a state of such dilapidation that this cepre-
sented an enormous task, He first had to srengthen the
structure itself. He then redecorated the church
throughout in & peo-Gothic Art Neuveau siyle which
be attempied o harmsoniee with the building, He did
nol seek to re-create the vanished forniture and
arnament, bet trisd rather to produce a harmony of
heth spirit and frm between hiv predecessars’ work
and his own. This, for example, he made the high
altar completely truditonsl, but decorated it with
Modern Style floral motifi. The same splclt appears in
the treatment of the very fine door of the tabernache,
by Noiseux, and in the mosaic adomment of the arches
we recognize the typically loxuriant, msturalistic,
decorative flora of the period. Only Art Nowvenu is
capable of filling the space beneath sn arch with such
an embrofdery of undulating branches. Thers & no
trace of pastiche in the carvings. The sober treatment
of the erucifin i very modern, and the wntimental note
added by the two litde angels prostirating themselves a1
its foon B thoroughly in the wste of the period,

569 and 578 @ Oro Waosea. Charch of Sank
Leopold. Steinhol 1904 -07. Vienna.

Crte Wagner's mamive chorch st the top of the
Steinhof in Vienna ls ciriking becanse of i form. The
eruciform plan, wopped by & dome at the crosing, and
the towers lanking the weat door have been traditional
elements in church architecture since the Middle Ages.
But here, everything has been made over in a new
ipirit, Full soope has been given to the taste for simple
geometric forms, clean-cut surfaces, and sber deco-
ration, Religions art has been given an unusual,
original path by the aesthetic tenets of the Sczessbon,
The interior decoration, which is very Wiewsr Berk-
ctte, follows the same principles. In his moaic over
the high altar, Rudoll Jettmar hay made the deliber-

ately righd Bgures of the sains lead upward fn wo
+ symmetrical rows toward the central figure of Chris.

stylization, creating & contrast to the rolling ground of

the site. The clearest indication of Oriental influence is

in the arrangement of the high altar. However, the

influence is imerpreted with originality throughout,

never becoming merely pastiche. Ohtto Wagner and

his eollabormtors have succeeded in creating 8 moderm

ﬁhmf:;diﬁnmm'rhhmphkahntuiqn
iis kinel.

570 & Hecron Guimarn. Synagogue. 1913, Rue Pavde,
Paris

Coimard remained faithinl to his style in this syns-
gogue. The undulating fgade, with a shallow concave
ity rising up the middle, marks the three main
divisions of the interior: the central nave, and the
adeles abeve which rise two galleries with seats for the
women, The restricted breadith of the building is
eormpensated for in it length and height, The motifi in
relief which add an accent 1o the bays of the main door
ure repeated inside in the decoratioe of the eciling and
tall pillars. They are closely akin 1o those adorning
Couimard's celebirated entrances 1o the Métro stations.

572 @ Resi Lavgue, Chalice, Silver and glass. C.
185 pgoz. Collection Maurice Rhezms, Paris.
There is nothing religious about this chalice except the
rame and the thape. The suave flow of the crysal glas
can be seen between the openwork formed by silver
pinc-nevdles, Tt is ecomparable to a chaliee in silver and
cuamel by Feuilldtre, who employed the same deco-
rative theme. I exception is made for a few works by
Boorgoim and Pausielgue-Durand, ecclesiastical ap-
purtenances designed in France are distinguished mare
fuor their sumptoous appesrance than for the sptoes of
their symbslism.

573 @ Luveses Macwe, Candlestick. Brasi, O 1BgH-—
vonz. Parish Church, Bongival.

In the chutch at Bougival, Lucien Magne showed the
same care for minute detail as be did for the ol
concept af his restoration of the church (ee commentary
to plates 5hy and 368), The can be seen in the brass
candlesiicks be designed for the high aliar. The shape

is traditional, but the organic decoration and its genthe

modeling put thess picce among the finest metalwork
of the Art Nowveau era.

This cross by Lalique, in ity cnameled silver-gilt
mount, is a piece of jewely rather than a religious
blem. Tt bs indeed legitimate o wonder whether the
form was fiot chosen more for it decorative value than
for f religious significance. It certainfy makes an
admirable senting for the full-blown petals of these

e
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STAINED GLASS

B Kovowanw Mowen., Stained-ghon window. €.
jopgos, Church of Sankt Leopold, Steinhod,

Vienna.
These windows echo the stres on verticals which is one
of the dominant characteristics of the building. Saints,
hieratic figures like those by Hodler, bearing their
attributes, foem & procession. Each fugare fills a strict
rectangular frame, which accentuates the deliberate
of the companition. Except for the hales, the
artint has wsed small pieces of glass, which underline the
muscular anatomy of the figures, the folds of their
robes, and the ornaments. The glas has not been
heighitencdd with paint or details in grisaille. These
windows are simple, radiant, and richly ornamental,

578 B Acsewr Bossaro. Staincd-glass window. 0,
188 1goz, Hitel des Guenles Cossées, Paris.
The Hitel des Guenles Cassbes [Home for Dhsfigiared
Veterans), at 20 Ruoe d'Apguessean, & the perfect
example ol a style both Art Neowvean and bourgents,
T proprietors have shown the good sense (o protect it
Frosm regrettabile alterations. The fagade, the jronwork
of the enirance, the balconies, the charming dining
room, the ceiling of the large drawing room, and the
ravishing stained-ylass windows by Besnard speak for
thenmeelves. The window shown here s on the first-
foor landing. It is entirely filled by a landscape whose
and blues are puncinated by & few
smill dashes of red. Bonard reecived numeroms com-
missions for stained-glas windows, notably sane in the
Paris Hotel de Ville, Hin designs were executed by
Henri Clarat. He used fine, lvely eolom and preferred to
take hin subjects from nature.

5770 Fame Garid, Seained-glass window {posibly for
Sarah Bernhardt's dresing room). O 1ia8-1goa,
Muscum fiir Kunst und Gewerbe, Hamburg.

Is oot every vmse by Gallé a stained-glas window
madeled in three dimensions? With his taste for color
and light, and alsn for Symbalism, he could hardly have
been mberwise than charmed by these transparent
screens of eolored glass, and the art of making them.
He has covered this panel with airy fliage, the red of
whese flowers seeris 1o spill owt over the entire surface
without detracting from the transparency of the glass,

578 ® Jacgues Guumes. Stained-glas wransan. O,
tBgB-rgez. Musée de I'Eeale de Nancy, Nancy,

One part of the house containing the Musée de I'Eeole
de MNancy was buile about 1ge. The transons of the
windows are panels by Gruber, who chse water lilies
for the subject of their decoration. This wasa typical Art
was a strong bias in Bavor of the supplenes, movernent,
and magic of life, both on and under the water. Just as
‘typical of the perind is the use of colored glass, After
three centuries of eclipae, the art of stained glas came
1o life again all over Europe at the end of the nine-

teenth eentury, Such great artists as Girasset, (Mo
Eckmann, Van de Velde, Lejutikow, and Patemon, to
cite only & few, designed stained glas for churches and
private hotmes. 1t wos particularly in domestic interior
decoration that tye art struck owt along new fines. The
window had now bocome a surface inviting ombellish-
ment, and every artint who sccepted the invitation
brought along his own favorite style. (In France,
architects  frequently called in Socard 1o adaren
windows with g'rpcrﬁ.ll Heowral :I:u[.m._l This pl'ln'mrnm
non was part of the general sagerness with which the
new decoration was greeted, but it was abo, perhaps,
a result af that pecd for an intimate atmasphere, which
hecame more and more nrgent as cities became nalsier
and more populows. These windows masked the ogliness
of the urbian landscape, polated the ccoupaunt of the
liouse, amd enveloped them i colored light,

570 & Warren Cmase. Design for o stained-glass
windew, (. Bgl-rooz, Willlam Mosris Gallery,

Walthaivatow, Englssd,

I this design, Walter Crane showed himsell’ very
much the Pre-Raphaclite. The figure and the setting
are derived from the earlty Rengisance. The woman m
Classical costime stands out from a background
tapestried with leaves, Her figure and draperies freely
overlap the frame with s decoration of grapes and
vine leaves, and her pose has a grace which recall
Botticelli. Thin, and other mach designs, shows Crane to
be an important figure in the stained-glas revival,
It & worth poting that be fllowed the sixteenth-
century technigque, using large picocs of glas on which
he paimted the sobowdinawe details. He made the
leading follow the cutlines of the figure, imtead of
employing it as o devorstive clement in itself, as later
practitioners were oo, The stained-glass window had
not yet undergone the influence of the Nahis, who
were to change i development and give it new

sBe @ Lovm Usseromt Towawy, Four stained-glas
panch. O sgoo. The Museum of Modern Art, New
York.

Tiffany's ttained glass won bim the admication and as-
tonishment of his contemporaries. His fame in Europe
was great, and he received numerous commissions,
WrmhwindminninnhMMAﬂ
Nuowvean, which be exccuted in 18gq alter desigos by
Brangwyn. Bonnard, Vaillard, and Toulsse-Lawtree
also created desiges for him, bat most of the resulting
windows have since dissppeared. Ovcasionally Tiffany,
whao did work for both chunches and apartments, made
hit own designs. He executed them in “American”
glass, an opaline, multiveined substance which vielded
richer colors than any previowsly wed glass, On this
glas he overlaid no glaze or pigment of any kind, As
carly an iHgh, critics were enthisiastic over these
“strange windows. .. through which the light filtens
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2 Monewo. Family wtomb. 1Bgr. Stagliena C
I
etery, Genoa

DOm the threshold of the unknewn—which & suitahly
masked by a curtain so realistic that it might he real
brocade—father and son bid one another Grewell

This wouching f]:li--rh’ staged in stone, is witiesed by

two other decensed members of the fumily, whose faces
| i by a garland

srely coumierpars
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These medallions are more than
of the venerable famuly portraits hung m the home;
they are a frighteningly vivid reminder of those who
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i status, Foar
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that maiter, the whole sorme b designed to indicate the
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good upbringing. The real anguish of death seems not
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the first place w intellectual probaty, The ano
crovd lying under the surroanding stomes is ds
by the thinker's face

584 @ Frosexr Mevmoe. Chopin Memorial. C. 18g8
1G0T Parc Monceau, Paria

This 13 mot a toanb, bt har:r.g A lament in stnme for the
death of the great composer, it can property be included
here, eipecially since both the concepton and i

woatment relate it ta the style of funerary art in the

1BHo’w Itis s mixtore of the realistic and the symbolic,
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bourgean art, whose idea of expressing N Wil to
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