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Main staircase of Villa Luigi Faccanoni, also known as Villa Surre. It was built in 1912 fo Giuseppe Sommaruga’s design

Escala principal de la Vil-la Luigi Faccanoni, també coneguda com a Vil-la Surre. La Vil-la va ser construida el 1912 segons el projecte de Giuseppe Sommaruga
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A Stroll
Through Sarnico Liberty

Andrea Speziali
Doctor in History of Art, reporting from Sarnico
info@italialiberty.it

arnico is a town perched on the shores of Lake Iseo

in Lombardy. Its fame as the “Liberty Village” comes

from the numerous villas and frescos in Liberty

or Floreale Style that abound in the town. Thanks

to the renowned architect of Italian Liberty Style,

Giuseppe Sommaruga, Sarnico makes a handsome

living as a tourism centre, boasting a proliferation
of modernist constructions that made the town the talk of all
Italy at the time they were built. In urban planning terms, Sarnico
partially reflects a very Milanese flavour of singular Liberty
architecture - elegant villas, funerary monuments and mausoleums
- that pay testimony to the power of elite tourism that took hold in
the opening decade of the twentieth century, thanks to the wealthy

Faccanoni family, originally from

Somn]aruga Milan. Such was the source of
the fortunes of this tiny village,
which prides itself on having
more Sommaruga-designed

transformed Sarnico
into a Liberty town

buildings than anywhere in
Italy. Among all the modernist designers in Italy at the turn of
the nineteenth and twentieth centuries, in comparison with other
contemporary architects, Sommaruga knew how to make his own
original interpretation of that international artistic current labelled
Art Nouveau.
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The history of Liberty in Sarnico begins with construction of
the Palazzo Castiglioni in Milan. There, Sommaruga experienced a
period of intense notoriety in Milanese circles and the surrounding
towns, such as Lanzo d’Intelvi, Sarnico and Stresa. A number of
families from the business sector’s haute bourgeoisie (the Carosio,
Comi, Faccanoni, Galimberti, Salmoiraghi and Piccinelli families)
began commissioning the architect not merely to design their
homes but also their funeral chapels. Giuseppe Faccanoni was
a man of business, an essential skill needed to sustain all of the
Faccanoni family’s enterprises effectively. He moved to the town of
Sarnico along with his brothers Pietro and Luigi, but kept on their
villa in Milan. He found so much peace and harmony with nature
in this small town that he convinced the entire family each to build
a villa there. All of the Faccanonis set Giuseppe Sommaruga to
work on commissions to design their individual homes, conceived,
in terms of design, in the new style of modern Italy: Liberty.

In Sarnico, nowadays one can admire various examples of
Liberty art, following a route that starts at the children’s school
(1912) in Piazza SS. Redentore, next to the parish church. The
interior was completely transformed to adapt it to the needs of a
modern school, while the outer walls still hold the charm of the
epoch with a bas-relief decoration in Liberty Style that follows
the building’s perimeter. The first stone was laid in 1910, the work
commissioned to the company Cooperativa Construttori di Costa
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Main facade of the Antonio Faccanoni school, designed by Giuseppe Sommaruga in 1910—1912

Facana principal de I'escola Antonio Faccanoni, obra de Giuseppe Sommaruga de 1910-1912
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Una passejada
pel Liberty de Sarnico

Andrea Speziali
Doctor en Historia de I'Art, des de Sarnico
info@italialiberty.it

arnico és una ciutat ubicada a la regi¢ de Llombardia, a la

vora del llac d'Iseo, coneguda com al “Poble del Liberty”

per la preséncia de nombrosos exemples d'estil Liberty

o Floreale en vil-les i frescos. Gracies a la firma d'un

protagonista del Liberty italia com Giuseppe Sommaruga,

Sarnico fa fortuna com a centre turistic amb la proliferacié

de construccions modernes que van fer que se'n parlés a

tot Italia en I'época en qué es van realitzar. En el pla urbanistic, Sarnico

veu reflectit en part el mateix estil de I'arquitectura Liberty milanesa, amb

edificis singulars -vil-les elegants, monuments funeraris i mausoleus- que

donen testimoni de la forca que va prendre el turisme d'elit en la primera

década del segle XX gracies a la rica familia Faccanoni, originaria de Mila.

D'aqui prové la fortuna d'aquesta petita localitat, que es vanta de ser

I'indret que compta amb més edificis dissenyats per Sommaruga de tot

Italia. Entre tots els dissenyadors modernistes de la Italia de finals del

segle XIX'i principis del XX, i respecte dels seus contemporanis arquitectes,

Sommaruga va saber donar una interpretacié propia i original del que va
ser el corrent artistic internacional anomenat Art Nouveau.

La historia del Liberty a Sarnico neix després de la construccié del

Palau Castiglioni a Mila. Aixi comenca per a I'arquitecte Sommaruga un

periode de molta notorietat en I'ambient milanes i les ciutats limitrofs

(Lanzo d'Intelvi, Sarnico, Stresa), on una série de families pertanyents a

I'alta burgesia empresarial (familia Carosio, Comi, Faccanoni, Galimberti,

Salmoiraghi, Piccinelli) comencen a fer-li encarrecs no només per

projectar els seus habitatges, sind també les seves capelles funeraries.
Giuseppe Faccanoni era una home de negocis, imprescindible per a la
sostenibilitat eficac de totes les empreses de la familia Faccanoni. Es va
traslladar a la ciutat de Sarnico juntament amb els seus germans Pietro
i Luigi, perd va mantenir la villa de

Mila. En aquest petit municipi hi va Sommaruga va

trobar tanta pau i harmonia amb
la natura que va convencer tota la
familia per construir-hi una vil-la.
Tots els Faccanoni van posar a mans
de Giuseppe Sommaruga I'encarrec de dissenyar els seus habitatges
particulars, concebuts, pel que fa al disseny, en el nou estil de la Italia
moderna: el Liberty.

A Sarnico s'hi poden admirar encara avui diversos exemples d'art
Liberty seguint un itinerari que s'inicia a I'escola infantil (1912) de la
placa SS. Redentore, al costat de I'església parroquial. L'interior ha estat
completament transformat per adaptar-se a les necessitats d'una escola
moderna, mentre que les parets exteriors mantenen I'encant de I'¢poca
amb un baix relleu decorat en estil Liberty que ressegueix el perimetre de
I'edifici. La primera pedra es va posar el 1910 i |'obra es va encarregar a
I'empresa Cooperativa Construttori di Costa Volpino. La construccio no va
finalitzar fins al 1912. El 1965 es va modificar I'entrada principal amb la
substitucio de la tanca originaria. L'edifici es destina encara avui a escola
infantil.

transformar Sarnico
en una ciutat Liberty

General view of the mausoleum of the Faccanoni family (1907), designed by Giuseppe Sommaruga

Vista general del mausoleu de la familia Faccanoni (1907), dissenyat per Giuseppe Sommaruga
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Fagade of Villa Surre (1912). This building is a magnificent example of Sommaruga’s ingenuity and fantasy

Facana principal de la Vil-la Surre (1912). Aquest edifici és un magnific exemple de la ingenuitat i fantasia de Sommaruga (4_4
v

Volpino. Construction was not completed until 1912. In 1965, the
main entrance was modified, replacing the original fence. The
building functions as a school even today.

If you take the provincial highway, you will come to the
cemetery’s impressive fagcade, within which you can admire the
Faccanoni family mausoleum (1907). Heading towards Predore
(3 km), after the Riva Dockyard, you come to Villa Surre (1912),
also known as Villa Luigi Faccanoni. This is a majestic, complex
building, an early-century product of Giuseppe Sommaruga’s
ingenuity and fantasy. It is an ensemble of rare elegance, inspired
by Medieval and Romantic tropes, emphasised by the severity of
an alluring garden. Boasting a characteristic grotto, the entrance
is decked in ivy with a Mazzucotelli wrought-iron fence, crafted
with his habitual skill and creative energy. Furthermore, this villa’s
cement-frieze decorations engage in a continual dialogue with the
wrought-iron friezes, displaying the same ornamental motifs. The
fence features a latticework of foliage that follows the structure
formed of rectilinear bars and is counterpoised against it, with
bows, winding vines, branches and leaves. Bas reliefs by sculptor
Ernesto Bazzaro are set into exposed stone masonry, with cement
decorations, crowned in a curving eave. A decorated ceramic frieze
shows the date, 1912. Of compact volumes, the villa appears quite
anomalous from Sommaruga’s stylistic perspective, its imposing
rectangular volume denoting a certain rigidity. The facade seems
to have no object beyond containing Bazzaro’s huge haut-reliefs
which, with their agitated yet Baroque sumptuousness, represent
the most striking elements of the whole. Completely clad in stone,
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Detail of Villa Surre’s grotto at garden level

Detall del porxo de la Vil-la Surre a nivell del jardi
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Detail on Villa Giuseppe Faccanoni’s facade

Detall de la facana de la Vil-la Giuseppe Faccanoni

Se surt per la carretera provincial, on sorgeix imponent la facana
del cementiri, dins el qual es pot admirar el mausoleu de la familia
Faccanoni (1907). Seguint en direccié a Predore (3 km), passada la
drassana Riva, es troba la Vil-la Surre (1912), també coneguda com a
Vil-la Luigi Faccanoni. Es un edifici majestuds i complex concebut a I'inici
de segle per I'enginy i la fantasia de Giuseppe Sommaruga, un conjunt
d'una elegancia rara, d'inspiracié medieval i romantica, emfatitzada pel
rigor d'un jardi suggeridor, amb una gruta caracteristica i una entrada
envoltada d'heura amb una tanca de ferro forjat de Mazzucotelli,
construida amb la seva habitual habilitat artesanal i energia creativa.
En aquesta villa hi ha a més un dialeg continu entre les decoracions
dels frisos de ciment i les del ferro, que presenten els mateixos motius
ornamentals. La tanca es caracteritza per un entrellacat de fulles que
ressequeixen I'estructura formada per barres rectilinies i s'hi contraposen,
cintes nuades, enfiladisses capricioses, fulles i branques. Amb baixos
relleus de I'escultor Ernesto Bazzaro, la magoneria és de pedra vista, amb
decoracions en ciment, i acaba en un rafec corb. Un fris de ceramica
decorada mostra la data 1912. De volumetria compacta, la vil-la resulta
forca anomala des del punt de vista estilistic de Sommaruga i denota, amb
el seu volum imponent i rectangular, una certa rigidesa. La facana sembla
no tenir més objecte que el de contenir els grans alts relleus de Bazzaro,
que, amb una sumptuositat agitada i barroca, representen els elements
més destacats del conjunt. Completament revestida de pedra, presenta
I'alineacio regular tradicional de les finestres, i el gran balco (afegit anys
després de la construccio, el 1926, i que no formava part del projecte de
Sommaruga) apareix també com un pronaos més aviat convencional. Al
jardi de la vil-la, Luigi Faccanoni hi va fer erigir un bust de Pietro Paleocapa
(1788-1869) -famds enginyer hidraulic—, alguna estatua, una font, una
glorieta, bancs de pedra decorada, un gabial i la caracteristica gruta de
I'entrada de la vil-la. Ara, I'ampliacié de la carretera provincial ha obligat
a enderrocar el pont i a substituir-lo per un de ferro.

The Villa Giuseppe Faccanoni is' locatedson the shore of lake Iseo in-Lombardy

La Vil-la Giuseppe Faccanoni esta situada a la riba.delilac d'seojregio de-Llombardia
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the windows offer a traditional, regular alignment, while the large
balcony (not forming part of and added years after construction

of Sommaruga’s original project, in 1926) also resembles a rather
conventional pronaos. In the villa’s garden, Luigi Faccanoni had a
bust erected of Pietro Paleocapa (a renowned hydraulic engineer,
1788-1869), along with other statuary, a fountain, a gazebo,
decorated stone benches, an aviary and a typical grotto at the
villa’s entrance. Recently, widening of the provincial highway

has meant demolishing the bridge and substituting it for an iron
structure.

Returning to the centre of Sarnico, along Via Vittorio
Veneto, we come to Villa Giuseppe Faccanoni (1907). This is
without a doubt the best-known of those designed in Sarnico for
the Faccanoni family. Both this villa in Sarnico, and the Milanese
palazzo he built for the Galimbertis (1908), represent Sommaruga’s
most personal definition of the villa concept. It is surrounded
by a beautiful romantic park with a winding path. Situated on
the lake front, it is his most appealing villa. This dwelling has
lost its original elements, of which only some wall sconces and
the fantastical wrought-iron lamp that presided over the dining

room remain, albeit not in their original location. The interior’s
singularity and the villa’s incredible architectural value are
revealed in the arrangement of its vacuums and the perspectives
they create. Inside, a spatial continuity evolves through the
progression of atrium, vacuum and staircase, taking as its axis
and focal centre the wide space that opens as a corner towards

Two partial views of Villa Pietro Faccanoni’s facade, today known as Villa Passeri, designed in 1907 by G. Sommaruga

Dues vistes parcials de la facana de la Vil-la Pietro Faccanoni, avui coneguda com a Vil-la Passeri, obra de 1907 de G. Sommaruga
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General view of Villa Passeri, the house of Pietro Faccanoni

Vista general de la Vil-la Passeri, la casa de Pietro Faccanoni

Tornant cap al centre de Sarnico, a la Via Vittorio Veneto, hi trobem
la Vil-la Giuseppe Faccanoni (1907). Es tracta sens dubte de I'obra més
coneguda de les que es van dissenyar a Sarnico per als Faccanoni. Amb
el palauet milanés que va construir per als Galimberti (1908) i aquest de
Sarnico, Sommaruga assoleix la seva definicio més personal de la idea de
vil-la. Esta envoltada per un bell parc romantic amb un caminet tortuds.
Situada a la riba del llac, és la villa més suggeridora. Aquesta vil-la ha
perdut els elements originals, dels quals només en queden, tot i que no
en la ubicacio on eren originariament, alguns aplics i el fantastic llum de
ferro forjat que dominava la sala menjador. La singularitat de I'interior i
el valor arquitectonic increible de la vil-la es revelen en la disposicio dels
buits i dels punts de vista, que creen, en l'interior, una continuitat espacial
que es desenvolupa al voltant de I'atri-buit-escala, tenint com a eix i
centre focal I'ampli espai que s'obre en angle cap al jardi. Una escala de
tres pisos presenta un sostre que s'uneix sinuosament a les parets i una
barana de forja de Mazzucotelli on es repeteixen, com en altres llocs, les
inicials G. F. del client. L'escala amb la barana de ferro és recurrent en les
altres dues vil-les, aixi com, sempre en posicid central, una amplia vidriera
amb estructura de ferro. Al salo, la llar de foc, feta de pedra de Sarnico i
de peces de marbre gris fosc, amb motius zoomorfics esculpits i amb ferro
treballat de Mazzucotelli.

ISSN 2462-4411 (BarRCeLONa. INterNet)

El recorregut finalitza al numero 1 de I'actual carrer Orgnieri, amb
la Vil-la Pietro Faccanoni (1907), també coneguda com a Vil-la Passeri.
Aqui hi havia la petita filatura on Pietro Faccanoni va decidir establir-se.
Els treballs que Sommaruga va realitzar sobre I'estructura existent van
consistir en I'enderrocament parcial de la filatura preexistent per ubicar-
hi una gran escala i en I'afegit d'un cos lateral per obtenir nous espais
al nivell de la planta baixa i el primer pis. A la Vil-la Passeri hi destaquen
els esgrafiats realitzats al sostre de la gran veranda i de l'escala. En
aquest cas, Sommaruga va aconseguir crear una obra on algunes de les
caracteristiques habituals del seu estil —el fris que uneix les finestres, els
motius ininterromputs que s'entrellacen amb els de gust floral- renuncien
a l'agressivitat plastica acostumada per suavitzar-se en una produccié
bidimensional de gust grafic, segons una técnica que ja havia utilitzat
altres vegades, perd sobretot en decoracions interiors. Prop de la Vil-la
Giuseppe Faccanoni, al costat del llac, es pot visitar I'ermita Stella Maris
(1935), que des de fa anys és el punt de partida de la tradicional processo
estival de barques il-luminades. De nou cap al centre, sense deixar la
Via Vittorio Veneto, trobem I'antiga ermita de Negrignano, una església
abandonada que després de la intervencio de restauracié promoguda per
I'administracié municipal ha estat convertida en centre cultural. |

B www.libertysarnico.it

the garden. A three-storey staircase offers a ceiling that curves
into the walls and a Mazzucotelli wrought-iron balustrade where,
as in other places, the customer’s initials “G. F.” are repeated.
Staircases with iron balustrades recur in the other two villas, as do
- always centrally positioned - wide stained-glass panels with iron
structures. In the salon, the fireplace, made of Sarnico stone and
pieces of dark-grey marble, displays sculpted zoomorphic motifs
and ironwork by Mazzucotelli.

Our tour ends at number one on what is nowadays Orgnieri
Street, with Villa Pietro Faccanoni (1907), also known as Villa
Passeri. Here, Pietro Faccanoni decided to found a modest spinning
mill. The work that Sommaruga undertook on the existing structure
consisted of partially demolishing the pre-existing spinning mill
so as to install one on a larger scale. He also added a side volume
to obtain new ground- and first-floor spaces. Most striking in Villa
Passeri are the sgraffiti on the ceiling of the large veranda and
on the staircase. Here, Sommaruga created a work where some of
the habitual features of his style - the frieze linking the windows,
uninterrupted motifs interlacing with floral motifs - lose their
customary plastic aggressiveness. Instead they favour a softer,
more two-dimensional or graphic style, using a technique he had
employed at other times, but mainly in interior decoration. Near
Villa Giuseppe Faccanoni, beside the lake, one can visit Stella Maris
Hermitage (1935), which for years has been the departure point
for the traditional summer parade of illuminated boats. Back again
in the town’s centre, staying on Via Vittorio Veneto, you come to
the old Negrignano Hermitage, an abandoned church that after a
restoration project promoted by the municipal administration was
turned into a cultural centre. (@

B www.libertysarnico.it
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Wall lamp in Villa Passeri’s main entrance hall
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Aplic de llautd del vestibul de I'entrada principal de la Vil-la Passeri
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Architect Giuseppe Sommaruga designed the entire decoration of Villa Passeri’s dining room

L'arquitecte Giuseppe Sommaruga va dissenyar tota la decoracio del menjador de la Vil-la Passeri
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o podem amagar la nostra satisfaccié per I'exit
del 3r Congrés Internacional coupDefouet sobre
Art Nouveau. L'excel-lent qualitat de les més de
quaranta comunicacions cientifiques i ponencies
que es van presentar al Ilarg de les sessions se suma
a les dels dos congressos anteriors per conformar
una aportacio notable a la recerca i als sabers en el
camp del Modernisme. El Congrés cDf, estretament vinculat a la revista
coupDefouet, és ja un projecte consolidat que sens dubte avanca vers un
futur encara més ambicios. Des del Secretariat de la Ruta Europea del
Modernisme estem treballant perqué aixi sigui.

El Congrés cDf ha esdevingut també en un espai de trobada
periodic on els experts i els professionals del patrimoni modernista
poden donar continuitat i aprofundir en les relacions existents o fer-
ne de noves. Aquesta dinamica de treball en xarxa resulta especialment
interessant pel fet que entre els assistents hi ha una barreja d'experts
reconeguts i joves investigadors, i, per tant, el Congrés possibilita les
relacions intergeneracionals. | més enlla de I'intercanvi cientific rigords,
I'esdeveniment és també un moment de gaudi per als participants gracies,
en part, a les activitats extres i els obsequis que aporten generosament els
nostres patrocinadors i col-laboradors.

El Congrés ésa més una nova prova, com ho és la revista coupDefouet,
que es poden assolir resultats de qualitat a escala internacional sense
grans pressupostos o estructures organitzatives complexes i pomposes. Es
pot fer molt de cami establint objectius clars i realistes i desenvolupant-
los amb un esperit creatiu decidit, amb un treball professional continuat

i amb una actitud honesta i positiva per a tothom.

Three is Accrued

they form a significant contribution to research and knowledge

in the field of Art Nouveau. The cDf Congress, closely linked to
coupDefouet magazine, is now a consolidated project that will
doubtless grow to even more ambitious heights in future. Here at
the Art Nouveau European Route Secretariat we are already striving
towards this goal.

The cDf Congress has likewise become a regular meeting
place for experts and professionals working on Art Nouveau
heritage to develop and deepen existing relationships or meet in
person for the first time. This networking dynamic is especially
motivating bearing in mind that attendees are a combination of
acknowledged experts and young researchers, so the Congress
facilitates intergenerational relationships. And beyond the rigorous
scientific exchange, it is also an event where attendees have fun,
in part thanks to the many off-congress activities and freebies our
Congress sponsors and supporters generously provide.

The Congress is yet another demonstration, as is coupDefouet
magazine, that quality results are possible on an international
scale without the need for huge budgets or complex and pompous
organisational structures. Much can be achieved by establishing
clear and realistic goals, then developing them with a determined
creative spirit, ongoing professional work and an honest, win-win

attitude. (08

fter the success of the third coupDefouet
International Congress on Art Nouveau,
we could not be happier. The excellent
quality of the more than forty scientific
papers and keynote addresses presented in
these sessions builds on the results from
the previous two congresses. Together

couppefouet 31 | 2018 | www.artNOUvVeau.eu
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Concurs de coberta

Cover Contest

Ceramic vase decorated with mice

playing under sprigs of laburnum.

Produced by Royal Copenhagen, ca.
1888

Gerro de ceramica decorat amb
ratolins jugant sota branques de laburn.
Realitzat per Royal Copenhagen, ca.
1888

En aquesta ocasio, el concurs de la coberta del coupDefouet nim. 30 ha
representat un gran repte per als nostres lectors, ates que la imatge no havia
estat mai publicada a la nostra revista.

De totes les respostes rebudes només una ha estat encertada i, per tant, el
primer premi (dues nits per a dues persones en un hotel de Barcelona i una
subscripcio d'un any a I'Art Nouveau Club) li correspon al nostre fidel lector
Frank Welele de Bievres. El segon i el tercer premi han quedat deserts.

Endevineu la nostra coberta!

couppefouet 31 | 2018 | www.artNOUVeau.eu

la coberta d'aquest nimero 31 de coupDefouet? Endevineu-
la i podreu entrar en el concurs per guanyar algun d'aquests
premis:

1r premi: dues nits per a dues persones en un hotel de
Barcelona (patrocini del Gremi d'Hotels de Barcelona) i
una subscripci6 gratuita d'un any a I'Art Nouveau Club

2n premi: una subscripcioé gratuita d'un any a I'Art Nouveau
Club i un lot de Ilibres d'art modernista

3r premi: un lot de llibres d'art modernista

(Els premis es poden enviar com a regal a qui esculli el/la guanyador/a).

Envieu-nos un email identificant el tipus d'obra i el nom de I'autor. Recordeu
d'incloure el vostre nom, adreca postal i un telefon de contacte.
Data limit: 15 d'abril

. | N .
Participeu en el nostre concurs! Podeu identificar la imatge de B"HH

© Photo Musée des Arts décoratifs, Paris / Jean Tholance

100 Years After Koloman Moser
100 anys després de Koloman Moser

Tortosa, Extracting Art Nouveau F
Tortosa, Modernisme fruit de

Art N
Mo

This time, the Cover Contest for coupDefouet No. 30 set a real challenge
for our readers, since the image had never been published in our
magazine.

Of all the responses received only one was correct and so the first
prize (two nights for two people in a Barcelona hotel and a year’s
subscription to the Art Nouveau Club) goes to our loyal reader Frank
Welele in Bievres. The second and third prizes are declared vacant.

Guess Our Cover!

Take part in our competition! Can you name the cover image
on coupDefouet No 31?7 Guess it and you could go in the

Gremi d’Hotels i i7eg:
P s draw to win one of these prizes:

First prize: two nights for two people in a Barcelona hotel
(courtesy of the Barcelona Hotel Association) and a year’s free
subscription to the Art Nouveau Club
Second prize: a free one-year subscription to the Art Nouveau Club
plus a selection of books on Art Nouveau
Third prize: a selection of books on Art Nouveau.

(These prizes may be sent as a gift to whomever the winner chooses.)

Send us an email identifying the type of work and the name of its
creator. Remember to include your name, postal address and a contact
phone number.

Deadline for entries: 15 April

coupDefouet@coupDefouet.eu

NOUveau
CLUB

ISSN 2462 - 4411 (BarRCceLONa. INterNet)

Come join us on Facebook!
www.facebook.com/artnouveauclub

Silvia Vilarroya Oliver, the winner of the “Guess our Cover” competition in coupDefouet
number 28, offered her prize of two nights for two to her relatives, shown in front of Hotel

Medinaceli in Barcelona

Silvia Vilarroya Oliver, guanyadora del concurs “Endevineu la nostra coberta” del coupDefouet
numero 28, ha ofert el premi de 2 nits per a 2 persones a uns familiars, a la imatge davant I'entrada

de I'Hotel Medinaceli de Barcelona

Follow us on twitter!
@ArtNouveauClub
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The Organisers of the 3rd coupDefouet International Congress on Art Nouveau
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ITI Congrés coupDefouet
La consolidacié d'un projecte

coupDefouet
Barcelona
congress@artnouveau.eu

a 3a edicié6 del Congrés Internacional coupDefouet sobre
Modernisme es va celebrar el darrer juny de 2018 a Barcelona.
Amb més de 120 assistents, la trobada va torna a aplegar
molts dels especialistes i investigadors més reconeguts
d'Europa i d'arreu. Amb un total de 161 treballs de recerca
originals presentats al llarg de les tres edicions des de 2013,
el Congrés cDf es consolida com un referent cientific en
I'ambit del Modernisme internacional.

El Congrés es va inaugurar el dimecres 27 de juny a I'auditori de la
Facultat de Geografia i Historia de la Universitat de Barcelona. La jornada
va estardedicada al primer eix tematic del Congrés, "Art Nouveau i cinema”,
amb una conferéncia inaugural a carrec de Teresa-M. Sala i una ponéncia
marc de José Enrique Monterde. Les comunicacions que s'hi van exposar

van abastar des de la presentacié de filmacions cinematografiques durant
el periode modernista, incloent metratge original recentment descobert,
fins a I'analisi de la influéncia del patrimoni modernista en el cinema
modern. Els continguts d'aquest eix tematic es van complementar amb
una sessio especial a la Filmoteca de Catalunya, on el projecte |-Media-
Cities (vegeu cDf 28, pag. 79) va presentar una seleccido de metratge
recuperat de principi del segle XX, que en alguns casos son troballes que
han estat restaurades i que gracies a aquest projecte seran accessibles
al public. El dia va acabar amb un sopar bufet als jardins dels Pavellons
Giiell, obra de Gaudi de 1884-1887, on I'Ajuntament de Barcelona ha
iniciat un pla de restauracié integral.

Per a les sessions dels dos dies segiients, el Congrés es va traslladar
a la Casa Mila-La Pedrera. El segon eix tematic, "Art Nouveau i politica en

First session of the Congress, in the auditorium of the University of Barcelona’s History Faculty

Primera sessi6 del Congrés, a I'auditori de la Facultat d'Historia de la Universitat de Barcelona

REPORL

3rd coupDefouet Congress

The Consolidation of a Project

coupDefouet
Barcelona
congress@artnouveau.eu

he third
edition of the
coupDefouet
International
Congress on
Art Nouveau
was held in
Barcelona in June 2018. With
over 120 registered attendees,
the meeting once again
brought together many of the
top specialists and researchers
in Europe and worldwide. And
totalling 161 original research
papers presented in its three
editions since 2013, the cDf
Congress is now a consolidated
scientific reference point in the
field of Art Nouveau.
The Congress opened
on Wednesday 27 June in the
auditorium of the Faculty of
Geography and History at the
University of Barcelona. The
day was devoted to the first
theme strand, “Art Nouveau
and Cinema”, with an opening
conference by Teresa-M. Sala
and a keynote address by José
Enrique Monterde. The papers
presented ranged from analyses
of cinematographic filming
from the Art nouveau period,
including recent discoveries of
original footage, to exploration
of the influence of Art
Nouveau heritage in modern
cinema. The contents of this
strand were completed by a
special session at the nearby
Catalonia Film Institute, with a
contribution from the I-Media-
Cities project (see cDf No. 28,
p- 79). It presented a selection
of footage recovered from the
turn of the twentieth century
- in some cases new findings
that have been restored and
will be accessible to the public
thanks to this project. The day

Xavier Bolao © IMPUIQV

Xavier Bolao © IMPUiQV

The main strand of the Congress was devoted to the theme “Art Nouveau and Cinema”, in collaboration with the EU Horizon 2020
project, I-Media-Cities. It concluded with a special viewing at the Catalan Film Institute of a selection of period footage from
project member cities. This was accompanied by live piano music as in the good old days of silent film

El principal eix del Congrés estava dedicat al tema "Art Nouveau i cinema”, en col-laboracié amb el projecte Europeu Horizon 2020, I-Media-
Cities. El dia va incloure una sessid especial a la Filmoteca de Catalunya amb la projeccid de filmacions de I'¢poca seleccionades per les ciutats
memobres del projecte, amb acompanyament de piano, com en els bons temps del cinema mut

ouvuveau.eu
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Keynote speeches, paper presentations, debates and coffee breaks during which attendees networked made the two days of sessions in La Pedrera an intense experience

Les ponéncies, les comunicacions, els debats i les pauses de café en qué els assistents feien xarxa, van fer dels dos dies de sessions a La Pedrera una experiéncia intensa

ISSN 2462-4411 (BarRCeLONa. INterNet)
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I'alba de la globalitzaci¢", es va iniciar amb una ponéncia molt aplaudida
a carrec de Debora Silverman, de I'UCLA, en que va analitzar la connexio
de diversos artistes i obres modernistes amb el colonialisme belga a
la conca del Congo. Una dotzena de comunicacions d'aquest eix van
explorar els lligams sovint ignorats del Modernisme amb la politica, des
de I'imperialisme dels poders establerts fins als nacionalismes emergents
i els moviments obrers. El tercer eix, “L'estil en temps convulsos”, va voler
posar llum sobre “el costat fosc” del Modernisme, les tensions entre Eros
i Tanatos en un estil artistic que massa sovint es considera com una mera
festa ornamental que no s'endinsa en els aspectes més profunds de la
naturalesa humana. La ponéncia marc, a carrec de Paul Greenhalgh, va
aprofundir en aquests aspectes tot il-lustrant-los amb exemples de peces
de ceramica. El quart eix va estar dedicat a les recerques i tesis doctorals
en curs, com sol ser habitual en els congressos cDf. Shi van presentar
una dotzena de treballs sobre giiestions molt diverses, sobretot de joves
investigadors.

El Congrés va culminar amb una excursié d'un dia a Terrassa, a
25 quilometres de Barcelona. Aqui, després d'una visita a la formidable

Sonia Turon © IMPUIQV

ln’hﬁ1ﬁ“_“|_ium

AL ST

Xavier Bolao © IMPUIQV

culminated in a buffet dinner in the gardens of the Giiell Pavilions,
a 1884-1887 work by Gaudi on which the Barcelona City Council
has begun a comprehensive restoration programme.

For the next two days of sessions, the Congress moved to
Casa Mila-La Pedrera. Theme strand two, “Art Nouveau and Politics
in the Dawn of Globalisation”, opened with a well-received keynote
speech by UCLA’s Debora Silverman, exploring how several Art
Nouveau artists and works were connected to Belgian colonialism
in the Congo basin. A dozen papers in this strand explored the oft-
ignored liaisons between Art Nouveau and political issues, from the
imperialism of established powers to emergent nationalisms and
workers’ movements. The third strand, “Style in a Troubled Age”,
attempted to shed light on the “darker side” of Art Nouveau, the
tensions of Eros and Thanatos in an artistic style that is too often
seen as a mere decorative feast with no inroads into the deeper
aspects of human nature. The keynote speech, delivered by Paul
Greenhalgh, explored these issues, illustrating them with examples
of ceramic works. Strand four was devoted to research and doctoral
theses in progress, as is usual at a cDf Congress. A dozen papers on
extremely diverse questions were presented in this strand, mainly
by young researchers.

The Congress culminated in a day trip to Terrassa, 25
km from Barcelona. Here, after a visit to its fine industrial Art
Nouveau architecture, Franz Smola delivered the closing address
of the Congress, centred on the Viennese Secession and the 100th

COUPD
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anniversary of the deaths of Klimt, Moser, Schiele
and Wagner. This was followed by lunch on the roof
of the old Vapor Aymerich factory, where a toast
was raised in honour of Mireia Freixa, University of : it and Egon schiele
Barcelona’s History of Art Chair, and President of F

the cDf Congress Scientific Committee throughout its
three editions, on the event of her retirement.

As is traditional at a cDf Congress, attendees
had free entrance tickets to all the major Art
Nouveau sites in Barcelona, as well as VIP guided
visits to several monuments and museums in the
city and beyond.

Papers and keynotes of the Third Congress
can be downloaded free at the Art Nouveau
European Route website, www.artnouveau.eu, as
can e-pubs of the full proceedings of the first and
second congresses, published by the University of
Barcelona. (@&

f the Habsburg Monarchy
of Otto Wagnef, Gusts

v Khimi,

‘B www.artnouveau.eu
The Congress moved to Terrassa for its closing session
El Congrés es va traslladar a Terrassa per a la cerimonia de cloenda

The city of Reus offered Congress attendees a visit to its Art Nouveau heritage, including lunch and a taste of the local vermouth

La ciutat de Reus va oferir als assistents al Congrés una visita al seu patrimoni modernista, amb dinar i tast de vermut de Reus inclos

e\

The organisation offered the first day’s buffet dinner in the gardens of the Giiell Pavilions

L'organitzacid va oferir el sopar bufet del primer dia als jardins dels Pavellons Giiell

arquitectura modernista industrial de la ciutat, Franz Smola va
pronunciar la conferéncia de clausura del Congrés, centrada
en la Secession vienesa i el centenari de les morts de Klimt,
Moser, Schiele i Wagner. Sequidament es va dinar al terrat de
I'antiga fabrica Vapor Aymerich, on es va aprofitar I'ocasio
per dedicar un brindis a Mireia Freixa, catedratica d'Historia
de I'Art a la Universitat de Barcelona i presidenta del Comite
Cientific del Congrés cDf al llarg de les seves tres edicions,
amb motiu de la seva jubilacié.

Xavier Bolao © IMPUIQV

Fy ¥ < “teeel TR e ' - o i Com ja és habitual en els congressos cDf, els assistents
&"\.‘ = Topras = S S Ll _-' ] van disposar d'entrades gratuites per accedir a tots els espais
) . }f.; r'f-*la : A | | = i , Y i modernistes de Barcelona, a més de visites guiades especials
i e g f'f:::}:.:‘ . - =1 =D . i a diversos monuments i museus de la ciutat i els seus entorns.

Les comunicacions i ponéncies del 3r Congrés es poden
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Les revistes modernistes
a Alemanya i Austria

Roberto Rosenman
Professor de disseny grafic al George Brown College de Toronto. Des de Viena
roberto.rosenman@gmail.com

na de les conseqiiéncies no previstes de I'augment de la
urbanitzacid i de I'educacio universal a finals del segle
XIX fou un canvi en els habits lectors: es va passar de
llegir Ilibres a llegir revistes i diaris. En la mesura que les
classes més baixes prenien més consciéncia politica, les
revistes esdevenien un mitja per mantenir-se al dia sobre
qiiestions socials, alhora que, en el cas de les revistes
satiriques, servien com a canal d'expressio de la dissidéncia politica. L'art
alemany i austriac, i concretament les revistes satiriques, van viure un
moment d'apogeu a final del segle XIX, quan el naixement del Modernisme
va trobar un mercat a punt, amb lectors avids d'abracar la modernitat.
Entre 1888 i 1900, només a Alemanya es van fundar 2.150 revistes i diaris
nous, amb tirades que anaven des dels 50.000 (Kladderadatsch) fins als
600.000 (Berliner lllustrierte).

L'escriptor Stefan Zweig, recordant la seva vida a la Viena finisecular,
considerava que havia rebut la millor educacié possible sobre qualsevol
novetat gracies a les nombroses publicacions periddiques que es trobaven
a les cafeteries vieneses. Les cafeteries van esdevenir un punt de trobada
habitual per a artistes i escriptors com Zweig; hi intercanviaven idees
alhora que compartien els centenars de diaris i revistes, tot pel preu

d'un cafe. Al Cafeé Central de Viena, els clients podien triar entre més de
dues-centes publicacions austriaques i internacionals. Sens dubte, Zweig
va estar envoltat d'aquestes revistes d'art i satiriques cada vegada més
nombroses, com Jugend, Ver Sacrum i Meggendorfer Bldtter, que van
contribuir a difondre el Modernisme per tot Alemanya i Austria i van fer
aportacions importants en els terrenys del disseny grafic, la tipografia i
la il-lustracio.

Potser la més famosa de les revistes d'art va ser Jugend, avui
coneguda sobretot pel seu paper en
la popularitzacié del Modernisme a
Alemanya. Quan l'estil va arribar a
Alemanya des de Franca, va prendre el
nom de Jugendstil (I'estil de Jugend),
en referéncia a la revista, que fou la

Les revistes
il-lustrades van
contribuir a difondre

el Modernisme a
Europa primera a presentar-lo al public de

Munic. George Hirth, el seu fundador,
es va interessar profundament pel monisme i el moviment teosofic, i va
establir relacions amb I'artista teosofic Hugo Hoppener (1868-1948). Amb
el pseudonim de Fidus, Hoppener va crear centenars d'il-lustracions per a
la revista, on sovint presentava joves nus en entorns naturals idealitzats.

Café Griendsteidl was one of Vienna’s popular coffeehouses, where patrons would read magazines and exchange ideas. An 1897 photo by Carl von Zamboni for the magazine
Die vornehme Welt

El Café Griendsteidl era un dels famosos cafés de Viena on els clients llegien revistes i intercanviaven idees. Fotografia feta per Carl von Zamboni el 1897 per a la revista Die vornehme Welt

© Roberto Rosenman private collection
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Art Nouveau Magazines
in Germany and Austria

Roberto Rosenman
Professor of Graphic Design at George Brown College, Toronto. Reporting from Vienna
roberto.rosenman@gmail.com

ne of the unlikely outcomes of the rise of

I, J& Ilﬂﬂhﬁﬂ 0
urbanisation and universal education in the ¥

late nineteenth century was the change in
reading habits from books to magazines and

1887 - X APRIL ﬂ + JUGEND -

IN®euveau.eu

newspapers. As the lower classes became more
politically aware, magazines were a means

Heidelberg University © Creative Commons

for them to be kept abreast of social issues
whilst also serving, through satirical magazines, as an outlet for
political dissent. German and Austrian art and satirical magazines
in particular experienced a boom in the fin-de-siécle as the
emergence of Art Nouveau found a ready market with readers
eager to embrace modernism. Between 1888 and 1900, 2,150 new
magazines and newspapers were founded in Germany alone, with
circulations from 50,000 (Kladderadatsch) to as high as 600,000
(Berliner Illustrierte).

Reflecting on his life in fin-de-siecle Vienna, the writer
Stefan Zweig credited the numerous magazines and newspapers
available at Viennese coffeehouses with having given him
the best possible education on everything that was new. The
coffeehouse became a common meeting place for artists and
writers like Zweig to exchange ideas while also offering an
opportunity to partake in hundreds of newspapers and magazines,

Ny
Minchner illusirierta Wﬂhnnx:hnMuus: und Leben, — G, Hink's Verlag in Minchen & Leipzig.
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1897 Cover of Jugend magazine, by Hans Christiansen

Coberta de la revista Jugend de 1897, de Hans Christiansen

all for the price of a cup of coffee. In Café Central in Vienna,
patrons could choose from over two hundred Austrian and
international publications. Zweig would have undoubtedly been
exposed to the growing number of art and satirical magazines
like Jugend, Ver Sacrum, and Meggendorfer Blitter which helped
spread Art Nouveau throughout Germany and Austria and
made important contributions to the areas of graphic design,
typography and illustration.

Perhaps the most popular of art magazines was Jugend, best
known today for its particular role in popularising Art Nouveau

Illustration by Hugo Hoppener (aka Fidus) for a 1900 issue of Jugend

IIlustracio de Hugo Héppener (de sobrenom Fidus) per a un nimero de Jugend de 1900

ISSN 2462-4411 (BarRCceLONa. INterNet)
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On this page and opposite: several covers of Jugend magazine, two by Hans Christiansen above left (1897) and centre (1898). Above right, a cover by Bruno Paul, and below,
by an unknown author, both from 1896. Opposite page: 1896 cover by Josef Rudolf Witzel

En aquesta doble pagina, diverses cobertes de la revista Jugend. Dues de Hans Christiansen a dalt a I'esquerra (1897) i al centre (1898). A dalt a la dreta, coberta de Bruno Paul, i a baix,
d'autor desconegut, totes dues de 1896. A la pagina dreta, portada de Josef Rudolf Witzel, de 1896

couppefOl

A S OERD b L iwoane - g Imatges com aquestes, al costat d'imatges de nimfes, centaures i satirs,
van contribuir a associar el Jugendstil amb el moviment Lebensreform
(reforma de la vida), que propugnava el retorn a un estil de vida “natural”
alhora que s'oposava a la cotilla de l'academicisme. Per als lectors,

I'evasio que oferia Jugend suposava una mica d'aire fresc davant la
realitat social que les revistes contemporanies presentaven amb tant de

© Roberto Rosenman private collection

cinisme. El grafisme de Jugend, ric en colors, distingia aquesta publicacié

d'altres revistes on predominava el text i que s'imprimien en un sol color.
A diferéncia de revistes anteriors que es produien amb la intencio de ser
llencades un cop llegides, Hirth pretenia que Jugend es col-leccionés, una

tendencia que ja s'havia iniciat amb les col-leccions de cartells i postals.
Per aconseguir-ho, encarregava cada vegada a un artista diferent el
disseny de la coberta i la capcalera, i els imprimia a tot color. Artistes com
Hans Christiansen, J. R. Witzel i Bruno Paul van incorporar elements del

disseny de cartells en qué la capcalera i la il-lustracio es combinaven en
un disseny unitari.

De totes les publicacions de I'¢poca sobre art, Ver Sacrum
("Primavera sagrada”), el diari oficial de la Secession vienesa, segueix sent
la més ambiciosa i trencadora. Prenent com a model I'anterior revista
d'art Pan, els editors volien crear una publicacié d'avantguarda que seria,
: gracies a la inclusio de multiples formes d'art, una manifestacié d'una

y JIE Bl Gesamkunstwerk, és a dir, una obra d'art total. A més de belles arts i
. grafisme, recollia la poesia de Rainer Maria Rilke, les obres de Gerhard
Hauptmann, i es va dedicar un nimero sencer a lieder de compositors
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austriacs contemporanis. Ver Sacrum explorava també noves idees en els
ambits del disseny grafic, la tipografia i la il-lustracio. El terme "disseny
grafic” encara no s'havia establert quan les publicacions d'art com Ver
Sacrum van comencar a donar importancia no només al contingut, sin6
també al disseny. Fins aleshores, les arts grafiques les solien practicar
artistes formats en académies d'art que, a més de ser pintors, treballaven
com a dissenyadors tipografics, il-lustradors, cartellistes i dissenyadors de
Ilibres. Es gracies a aquesta manca de diferenciacio entre belles arts i arts
grafiques que trobem mostres tan variades i riques de disseny i il-lustracié
entre les pagines de Ver Sacrum. El principal dissenyador de la publicacio,
Koloman Moser, tractava les pagines en blanc com a parets d'un museu,
i ajustava constantment la maquetacié de cada pagina per crear una
harmonia de text i imatge. EI més singular de tot era el format quadrat
de la publicacio, un nou pas radical en el disseny de revistes. El quadrat, i
encara més la quadricula, havia arribat a Austria procedent del moviment
escoces Arts & Crafts, sobretot en I'obra de Charles Rennie Mackintosh.
De sequida es va convertir en la proporcio preferida pels secessionistes, i
Gustav Klimt |a va triar per a la majoria dels seus paisatges. Aquest format
oferia possibilitats noves en I'Us de multiples columnes de text, marges
decoratius i espai negatiu. Uns anys més tard, la revista holandesa d'Art
Déco Wendingen també adoptaria el format quadrat i encara duria més
enlla els limits del disseny tipografic i la maquetacié.

Rings an Zaun und Biumen
riine Lichterprachi:
Wie vom Tag ein Tritumen
Athmet durch die Nachi.

RICHARD SCHAUKAL.

Fis ¥, B gov. w
i

[CEA R

Ver Sacrum was the Vienna Secession’s official organ, running from 1898 to 1903. Top: cover of the publication’s first issue, designed by Alfred Roller. Above left: the second
issue, with a cover by Koloman Moser. Above right: inside page of issue No 13, 1901, showing a poem by Richard Schaukal with illustration by Max Berenirschke

Ver Sacrum va ser I'drgan oficial de la Secession vienesa; es va publicar de 1898 a 1903. A dalt, coberta del primer nimero de la revista, dissenyada per Alfred Roller. Sobre aquestes linies a

I'esquerra, portada del nim. 2, de Koloman Moser, i a la dreta, pagina interior del nim. 13, de 1901, amb poema de Richard Schaukal i il-lustracio de Max Berenirschke
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in Germany. As the style spread from France to Germany, it
was given the name Jugendstil (in the style of Jugend) after the
magazine, which first introduced it to the Munich public. Its
founder, George Hirth, took a keen interest in Monism and the
Theosophy movement, forming a relationship with Theosophist
artist Hugo Hoppener (1868-1948). Under the pseudonym
“Fidus”, Hoppener would create hundreds of illustrations for
the magazine, often depicting nude youth in idealised natural
surroundings. Images like these, along with depictions of nymphs,
centaurs and satyrs, contributed to the association of Jugendstil
with the Lebensreform (life

[llustrated magazines  reform) movement, which

helped to spread Art
Nouveau throughout
Europe

encouraged a return to a
“natural” lifestyle while
simultaneously opposing the
stuffiness of academicism.
Readers saw the escapism that
Jugend offered as a respite from the social realities that were
depicted so cynically in contemporary magazines. Jugend’s

richly coloured graphic art set it aside from other predominantly
text-based and monotone-printed magazines. Unlike previous
magazines that had been produced with the intention of being
discarded after reading, Hirth intended for Jugend to be collected,
a trend that had already begun with the collecting of posters and
postcards. To achieve this, he had a different artist design the
cover art and masthead, which were printed in rich, full colour.
Artists like Hans Christiansen, J. R. Witzel, and Bruno Paul
incorporated elements of poster design whereby the masthead and

illustration were combined in a unified design.

© Roberto Rosenman private collection
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Cover of Ver Sacrum issue No 7, 1899, designed by Josef Hoffinann

Portada del nim. 7 de Ver Sacrum, 1899, dissenyada per Josef Hoffmann
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The Viennese Secession’s first president, Gustav Klimt, contributed to the earlier issues of Ver Sacrum, as in these two examples from 1898

El primer president de la Secession vienesa, Gustav Klimt, va col-laborar en els nimeros primerencs de Ver Sacrum, com en aquests dos exemples de 1898
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Publisher Alexander Koch’s Deutsche Kunst und Dekoration was one of the main promoters of interior designs and decorative arts. Above, two covers by Hans Christiansen
(left, 1898; right, 1900) On the opposite page: cover for the same magazine by Margaret Macdonald, published in 1902 s T B i
La revista de I'editor Alexander Koch, Deutsche Kunst und Dekoration, va ser un dels més grans promotors del disseny d'interior i les arts decoratives. A dalt, dues portades de Hans
Christiansen (a I'esquerra, 1898; a la dreta, 1900). A la pagina segiient: coberta de la mateixa revista feta per Margaret Macdonald, publicada el 1902
El tombant de segle fou també testimoni de I'augment de revistes de les idees de la Secession vienesa buscant eliminar la distinci¢ entre
dedicades a les arts decoratives i el disseny interior. Per a revistes com arts decoratives i belles arts, i entre ['artista i I'artesa. En les pagines d'un

Das Interieur, Die Kunst fiir Alle i Innen Dekoration el disseny interior era
un mitja per finangar les publicacions -amb la publicitat de dissenyadors
i decoradors dins les revistes—, perd també una manera de promoure una

numero tipic, s'hi podien trobar temes que anaven del disseny d'exlibris
al disseny tipografic o a les coberteries. A diferéncia d'altres revistes de
disseny interior que depenien majoritariament dels esbossos d'artistes i

la publicacié Deutsche Kunst und Dekoration (“Art i decoracio alemanys"). 1"?

Dedicada principalment a les arts aplicades, la revista sequia I'exemple

reforma de la vida en qué el bon disseny i I'artesania estarien presents dels dibuixos arquitectonics, Deutsche Kunst und Dekoration aprofitava i
en tots els ambits. Un dels principals promotors del disseny interior i les reproduccions fotografiques. Koch utilitzava la revista com a aparador ; : _-,Béif._ T :
I'arquitectura alemanys fou |'editor Alexander Koch, que, seguint el model i va donar protagonisme al parament interior disposant mobles i objectes . e L N
a . Loy . Y . . q 9 . Te Myt " Aixi les f Koch di H bl .Il\' 5 A4 il %F':'L ’E—E“ Qﬂﬂm“vr. T
de la revista britanica de belles arts i arts aplicades The Studio, va crear en escenaris "viscuts”. Aixi, en les fotos, Koch podia promocionar mobles, k N - -
téxtils, coberteries i joies, alhora que promocionava I'estil de vida associat ¥ '“"""'_:_*E"" R

a aquests elements.
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Of all the art periodicals from the period, Ver Sacrum
(Sacred Spring), the official journal of the Vienna Secession,
remains the most ambitious and groundbreaking. Using the
earlier art magazine Pan as its model, the editors sought to create
an avant-garde journal that would be, through its inclusion of
multiple art forms, a manifestation of a “Gesamkunstwerk” - a
total work of art. In addition to fine and graphic arts, it featured
poetry by Rainer Maria Rilke, the plays of Gerhard Hauptmann,
and an entire issue devoted to lieder by contemporary Austrian
composers. Ver Sacrum also explored new ideas in graphic
design, typography and illustration. The term “graphic design”
was not yet established when art journals like Ver Sacrum began

to give consideration not only to content, but also to their design.

Up until this point the graphic arts were generally practiced by
artists trained at art academies who, in addition to being painters,

worked as type designers, illustrators, poster designers and book
designers. It is thanks to this lack of distinction between fine

art and graphic art that we find such varied and rich examples
of design and illustration within the pages of Ver Sacrum. The
journal’s principal designer, Koloman Moser, treated the blank
pages as walls in a museum, constantly altering the layout of
each page whilst creating a beautiful harmony of text and image.
Most unique of all was the journal’s square format - a radical
new step in the design of periodicals. The square - and more

so, the grid - had found its way to Austria from the Scottish

Arts and Crafts movement, particularly in the work of Charles
Rennie Mackintosh. It quickly became the Secessionists’ preferred
aspect ratio, with Gustav Klimt choosing it for the majority of
his landscape paintings. This format offered new possibilities in
the use of multiple text columns, decorative borders and negative

The magazine Die Flache focused entirely on surface designs and patterns for textiles, wallpapers, books and other applications. On the opposite page, cover image of the first
issue, 1903, designed by Max Benirschke. Below, examples of designs published in the same issue, by Josef Bruckmiiller

La revista Die Flache es centrava exclusivament en dissenys i patrons per a superficies de teixits, paper de paret, llibres i altres aplicacions. A la pagina esquerra, coberta del primer numero, de
1903, dissenyada per Max Benirschke. Sota aquestes linies, exemples de patrons de Josef Bruckmiiller publicats en el mateix numero

© Roberto Rosenman private collection
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Ua Titelzeichnung in zwei Farben von Max Benirschke.
Stoffmuster von Josef Bruckmiiller. Zeilenfiiller von
pludoRelede Max Benirschlke.” ' ;

Monogramm von J. Bruckmiiller.
Vorsatzpapier (unten rechts) von
Josef Bruckmiiller.

ISSN 2462-4411 (BarRCeLONa. INterNet)



Miindjen Wien L XLII. Bo. BPr. II.

Sduberiimaks & Domgafie 4

_‘chlﬁﬁi illustrierts @O%EHS"”)HFPK o
o wnsr.

T'Cm I-]um,m' und

© Roberto Rosenman private collection

Miggendarfors RumariBifde Blditen &

R e o e, il
% nakisanbrisie Mol

Dwim fawitms Kidi wuief 8
o P Dddin awd fribgen B
Malbsbamgs sk arge b GG

Nsh b reehs s b Rank

et

£r Wi by Wiy ot wed
{0R b om B Bk Baas

| e e i Gl Pt o

b Ty msh el el 30 Y fdrs we e Kt g
Bkl impen s R b = el 0T Beshits, o [Berjrmyledin
il i Sdurm - d e el .
it W P o e i i | [ H || s b, Sdabivn fers
B il e, el B Barfies [} Peysy Mashir givigh awl b am drm ahe Heidders
i Mir B e b R graswnrm, pplp 1 wne B geirer Kovey Ribaed
Fmb Gy s SEAes; J Pa —= » giimyr e ab Firrm ol Bew
[ T
Flsiak il i frag ne gibfpen Hawsds 506 sk
an a liben i, Dbl art aw
S dm e i b3 ks Jrimament biegibdngi 1o
[y AT iekitanks St o Theste
Fr wmiilen wer Bem Srige 1 N::{‘ﬂlrlr-l- mids
Fanh, b e B Ml .
Jrint Tris, Tekiite i aa a8 | Ty warem?® et i
I pa— A B wrmled e Lbass Bink
@ M W b (s,

Jmaies il T ol e
Een i1 S pad Srirnr sl | Lafwa
e g Bumm, pilbroioe

Du (il S ibey fanihs
vor Skyfiit mrtmley ba i L thisr)breesdes Hhibe
e

T
[ TS [re— o Fab®, fagee B il e

e bilten aal, jar et

vaba bt Tl i b Hasin

Kt RaSradem Wi met

Tshligairn jebihim 4e b

Halbvw

(g e b bk IS
N e
St Armre fon pad St
e b Wn i

Purd bl b gefainn, Bu
iy, mektddaan By
b n i P b Miegre
st haw galtene Thee Brm joa
o Lay Bmrie, B b Be in

© Roberto Rosenman private collection
© Roberto Rosenman private collection

0 1 Py by
et it g i
Brin Mlesd, shil Diw
pridmbeglyi] ik - ®

N T g
tanrlp  Seheinh Bk
wad o borty bl e
Tl frden b o bt

| b e Pargen Bl

b n grmerien et fais
St i e Bt, D b,
i Dasy Wil T,
VL b il il

N Degmk i B
e e ]
li- tawry (Calin o Bl phiglid
f widd g1 iy on Pl b

| tmgre 3o fabied P oam s
| i fragt e — —
_— Lal sk Tt
o b, et b o e,
bo e B per da — fui e x y e .
whe Bbiad ai — e i
P
ety Tl

hnvl'lq-n-l?' 'Mlnnm—!l-lhl
Tt Beine Amaicurpholograph Hlallziza, H-l’l.-'w Uil e e !n--l-lw.“

n et b St AU Dawwm D mit | g M mdde gom nan P Sy b e  rian hnu '.""" 2
i ;:.“r;';... skt g, phelegaphior st DUl ey l-nui*ﬂllln .J'h.'n lafrw; whie i3 wm v Lo shrar HHEas = Ba L e :L— i}
pena Dia mady widl gmalim wek pelimal 0 pab jiign B | Buf  Sreden Bl Des Arbimn wmgr sl Sareie et - it e Bisibem, e i Hh_u.#ﬂl'l-
Wil Dumem Bl wtigen [ wiil Peieess Bhibiuban ja el ?q 1. mn-:: ;ﬂr_ﬂ.‘ o iﬂ'l;

byrrmbadu b — P . =
Zam a R Wbl e e Did halh b geirhen, Ba

tatdem Tl bay Dajer % Ljmibiid beosgm, g R e, S S
Ficnkins’ Hiakies ik b B mienigrs (v | Dams. oheiim b e fuere o frabm jir b oo pthabes vl [ S S S

A@R dANE pas i e oo R R
Tagud i mainem Betpis Lijdmm® iy bleikin
%mw LEIIV

The art and satirical magazine Meggendorfer Blitter had a long life, from 1888 to 1944. In its early years, it adopted Jugendstil as the main style. Opposite Page: 1900 cover
by Gottlieb Theodore von Kempf. Two illustrations from 1898, by Koloman Moser (above left), and by Moser and Hoffmann (above right)
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La revista d'art i satirica Meggendorfer Blatter va tenitr una llarga vida, de 1888 a 1944. En els primers anys va adoptar el Jugendstil com I'estil predominant. A la pagina esquerra, portada de
1900 de Gottlieb Theodore von Kempf. A dalt a I'esquerra, il-lustracio de Koloman Moser, i a la dreta, de Moser i Hoffmann, totes dues de 1898

space. Years later, the Dutch Art-Deco periodical Wendingen design magazines that relied heavily on artists’ renderings
would also adopt the square format and push the limits of
typographic and layout design even further.

The turn of the century also saw the rise of magazines

and architectural drawings, Deutsche Kunst und Dekoration
took full advantage of photographic reproductions. Using his
magazine like a shop window, Koch brought the staged interior
focusing on decorative arts and interior design. Magazines like to prominence by arranging furniture and objects in “lived-in”
Das Interieur, Die Kunst fiir Alle and Innen Dekoration took
up the subject of interior design as a way of funding their

Lieblich laue Lifte blauen
Ueberall auf Wald und Feld,
Und der Blumen Kelche tauen
Perlenthranen in die Welt.

settings. In this way, Koch could promote furniture, textiles,
metalwork and jewellery items in the photo, while also promoting
the lifestyle associated with it.

Glanzend gold'ne Kéfer gaukeln
Driiber hin im Sonnenglanz,

publications - through the advertisements of designers and

Und die Schmetterlinge schaukeln decorators within the magazines - but also as a way of promoting Decorative arts magazines also found a ready market
Sich in farbenprécht’gam Tanz. a reform of living whereby good design and craftsmanship should in wallpaper and textiles, as Japanese design and, in turn,
encompass all areas of one’s life. One of the biggest promoters of Art Nouveau rejuvenated people’s interest in pattern design.
lhnen gleich schwarmt auch der Knabe German interior design and architecture was publisher Alexander Japanese pattern, with its emphasis on flat visual planes without
Cy’fheraans dort umher, Koch who, using as his model the British Arts and Crafts perspective, solid colours, tessellations, and linear outlines,
Siissen Bienenhonigs Gabe magazine The Studio, established the journal Deutsche Kunst was quickly incorporated by the Secessionists. This renewed
Ist des nﬁschigen Eegah T und Dekoration (German Art and Decoration). Devoted primarily interest culminated in new portfolios and magazines devoted
to the applied arts, the journal took its cue from the ideas of the exclusively to surface decoration such as Die Fliche (The
Ploétzlich wird er eines wilden Vienna Secession by seeking to eliminate the distinction between Surface), published in two volumes (1903/1904 and 1910) by
Hohlen Fﬂigﬂnﬁiﬂmms gewabhr, decorative and fine arts, and artist and craftsman. Within the Felician Baron Myrbach. Focusing entirely on surface decoration,
Da die Bienlein viel des milden pages of a typical issue, one could find subjects ranging from ex- the magazine is one of the best examples of Jugendstil graphic
Siissen Saftes tragen dar. libris design to type design and metalware. Unlike other interior design, with richly illustrated examples of pattern designs meant
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Les revistes d'arts decoratives també van trobar bona sortida en el
terreny dels papers pintats i els téxtils, ja que el disseny japoneés, i al seu
torn el Modernisme, van revitalitzar I'interés de la gent en els dissenys
estampats. Els secessionistes de seqguida van incorporar els estampats
japonesos, que posaven |'émfasi en els plans visuals sense perspectiva, els
colors solids, els tessel-lats i els contorns lineals. Aquest interés renovat va
culminar en nous albums de lamines i revistes dedicades exclusivament a
la decoracio de superficies, com Die Fldche (“La superficie"), publicada en
dos volums (1903/1904 i 1910) per Felician Baron Myrbach, un dels millors
exemples de disseny grafic Jugendstil, amb mostres ricament il-lustrades
de dissenys d'estampats destinats a elements téxtils, papers pintats,
cartells i llibres. A més de les revistes d'arts decoratives, a I'Alemanya i
I'Austria de final del segle XIX van créixer també la popularitat de revistes
satiriques com Simplicissimus i Kladderadatsch, que combinaven I'humor
i la il-lustracio per treure ferro als canvis en les actituds politiques, socials
i culturals. La importancia que aquestes revistes atorgaven als aspectes
visuals, sobretot a les vinyetes, fou la causa del seu éxit. Es pot veure
la popularitat de les vinyetes politiques en el canvi dels habits lectors a
partir de la urbanitzacié del tombant de segle. Les llargues jornades de
treball i els temps de desplacament a |a feina, van fer que la gent disposés
de menys temps per llegir i aviat els diaris i les revistes van substituir els

Ilibres com a material de lectura principal. Per tal d'atraure un public amb
idees modernes, moltes d'aquestes revistes es van adaptar al Jugendstil
i utilitzaven vinyetes per fer burla de la tensié entre conservadorisme
i modernitat en les arts. Un exemple d'aixd fou Meggendorfer Bldtter
(1847-1925), que comptava amb una colla d'il-lustradors Jugendstil, entre
els quals Koloman Moser, Josef Hoffmann, Gottlieb Theodore von Kempf
i Mila von Luttich. Luttich, considerada I'heroina ignorada de les arts
grafiques de I'estil Secession, en part perqué la Secession vienesa prohibia
a les dones ser-ne membres, va crear unes il-lustracions fantastiques per a
la revista, amb una sintesi de disseny d'estampats i tipografia que cap dels
seus contemporanis homes fou capag d'igualar. Les seves il-lustracions
parodiaven a més |'excés d'estilitzacio de la tipografia i els interiors
Secession. En una vinyeta hi veiem un home de certa edat que es grata
el clatell incapag de desxifrar els nous tipus de lletra secessionistes que
apareixen en uns cartells. En una altra, una dona jove es disposa amb
dificultat a ajaure's en un coixi d'estil Secession molt poc practic.

La recerca entorn de les revistes modernistes és ara per ara limitada,
en gran mesura perqué els historiadors no consideren la il-lustracié i
I'numor com a ambits d'estudi “seriosos". Tanmateix, es tracta d'un tema
important que ofereix una visio Unica de les actituds socials vers I'Art
Nouveau i la seva evoluci6 de ser un estil marginal a popularitzar-se. [[F

‘B www.theviennasecession.com

Two issues of the magazine Die Kunst fur Alle, which specialised in decorative arts and interior design. Left: 1898 cover by Koloman Moser. Right: design by Peter Behrens, 1902

Dues edicions de Die Kunst fiir Alle, publicacio que s'especialitzava en arts decoratives i interiorisme. A I'esquerra, portada de Koloman Moser, de 1898; a la dreta, disseny de Peter Behrens, 1902
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for textiles, wallpapers, poster art and books. In addition to
decorative art magazines, late nineteenth-century Germany and
Austria also saw a rise in the popularity of satirical magazines
like Simplicissimus and Kladderadatsch that combined humour
and illustration to make light of changing political, social and
cultural attitudes. It was these magazines’ strong emphasis

on the visual - in particular the cartoon - which lead to their
success. The popularity of the political cartoon can be traced

to the change in reading habits from the rise of urbanisation at
the turn of the century. Because of longer working hours and
commutes to and from work, people had less time for leisurely
reading and newspapers and magazines soon replaced books

as the main source of reading material. In order to appeal to a
modern-thinking audience, many of these magazines aligned
themselves with Jugendstil and used cartoons to poke fun at the
tension between conservatism and modernism in the arts. One
such example was Meggendorfer Blitter (1847-1925), which had
a roster of Jugendstil illustrators including Koloman Moser, Josef
Hoffmann, Gottlieb Theodore von Kempf and Mila Von Luttich.
Considered the unsung hero of Secession-style graphic art partly
because of the Vienna Secession’s prohibition of female members,
Von Luttich produced stunning Secession-style illustrations

for the magazine, showing a synthesis of pattern design and
typography that was unmatched by her male contemporaries.
Her illustrations also mocked the very excessive stylisation of
Secession typography and interior. In one cartoon, an older

man scratches his head unable to decipher the new Secessionist
typefaces appearing on posters. In another, a young woman
uneasily prepares to lie down on a nightmarish Secessionist-style
pillow.

To this day, research on Art Nouveau magazines remains
limited, largely the result of historians not regarding illustration
and humour as “serious” areas of study. Nevertheless, it is an
important subject that provides a unique window into the social
attitudes towards Art Nouveau as it transitioned from an outsider
to mainstream style. [}

B www.theviennasecession.com
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Some of the most innovative illustrations of the period were by Meggendorfer
Blatter’s contributor Mila von Luttich

Entre les més innovadores il-lustracions del periode hi ha les de la col-laboradora del
Meggendorfer Blatter Mila von Luttich
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Tiffany Treasures
Touring the US

coupDefouet
Chicago

The exhibition “Louis Comfort Tiffany: Treasures from the
Driehaus Collection” has been touring the United States since
February 2018 and will continue to do so until spring 2021.
Spanning over thirty years of Tiffany’s prolific career, the show
features more than sixty objects from the Driehaus Museum of
Chicago. On display are stained-glass windows, floral vases,

riehaus Museum, 2013

John Faier

lamps and a diversity of accessories, many of which had not been
presented before in such a comprehensive exhibition.
Louis Comfort Tiffany

The show will be on was born in New York City in
tour until 2021 1848 and began his career as a

painter, studying at the National
Academy of Design. He expanded his repertoire through his work
as an interior designer and began working at a glassworks in
Brooklyn, where he developed some of his signature methods of
making glass, experimenting with new glass forms and techniques.
In 1894, he patented the poetic term “Favrile”, from the Latin
word fabrilis, meaning “handmade”, to describe the iridescent

ey
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Bird’s-eye view of a group of Tiffany Studios lamps JQ_))
Map of the exhibition tour 2018—2021 Vista zenital d'un grup de llums de Tiffany Studios :)
! Mapa de la itinerancia de I'exposicié 2018-2021 O
V)
A~
Q
Driehaus Museum
Chicago, Illinois
Jun - Sept 2018
Paine Art Center and Gardens Feb - Apr 2021
Oshkosh, Wisconsin The Henry Ford Museum
Dearborn, Michigan
F?b - May 2019 Jun - Sept 2019
Figge Art Museum Munson Williams
Davenport, lowa Proctor Art Institute
Utica, New York
Jun - Sept 2020 Oct 2020 - Jan 2021
Crocker Museum of Art Delaware Art Museum
Tiffany Studios, blown-glass Jack-in-the-Pulpit vase, 1907—1910 Sacramento, California Wilmington, Delaware
Tiffany Studios, gerro de vidre bufat en forma d’Arisaema triphyllum, 7907-1910
Feb - May 2018
Taft Museum of Art
Oct 2018 - Jan 2019 Cincinnati, Ohio
Huntsville Museum of Art
/! - Huntsville, Alabama

Feb - May 2020 Oct 2019 - Jan 2020
- Cummer Museum of Art

Georgia Museum of Art
& Gardens

Athens, Georgia
Jacksonville, Florida
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de gira pels Estats Units

CoupDefouet
Chicago

L'exposicio “Louis Comfort Tiffany: tresors de la Col-leccié Driehaus"
esta de gira pels Estats Units d’Ameérica des del febrer de 2018 i continuara
fins a la primavera de 2021. La mostra, que abasta més de trenta anys
de la prolifica carrera de Tiffany, presenta més de seixanta objectes del
Museu Driehaus de Chicago, com ara vitralls, gerros, llums i accessoris
de tota mena, molts dels quals no s'havien presentat mai abans en una
mostra retrospectiva integral.

Louis Comfort Tiffany va néixer a Nova York I'any 1848 i va iniciar
la seva carrera com a pintor, disciplina que va estudiar a I'Académia
Nacional del Disseny. Va ampliar el seu repertori a través de la seva

feina com a dissenyador d'interiors,
i va comencar a treballar en una
fabrica de vidre de Brooklyn, on va
desenvolupar part dels seus metodes

personals per treballar el vidre i va experimentar amb noves formes i
técniques de vidrieria. El 1894 va registrar el terme “favrile”, un terme
pottic derivat del mot llati fabrilis, que significa "fet a ma", per descriure
el vidre bufat iridescent que va comencar a produir. Tres anys més tard,
Tiffany va construir el seu propi forn de vidre a Queens, on produia vidre

John Faier © Driehaus Museum, 2013
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Tiffany Studios: blown-glass floriform vase, ca. 1902.

Tiffany Studios: gerro floriforme de vidre bufat, ca. 1902

Stained-glass landscape window, by Tiffany Studios

Vitrall amb paisatge, de Tiffany Studios

John Faier © Driehaus Museum, 2013

blown-glass art he began producing. Three years later, Tiffany
built his own glass furnace in Queens, which produced Favrile and
other unique varieties of glass for use in ecclesiastical and secular
stained-glass windows, lamps, vases, mosaics and accessories.
While the magnificence and exceptional quality of Tiffany
glass made this medium the most significant of his career, he
continued to innovate, expanding his operations into enamels,
pottery and jewellery. Despite the enormous success he experienced
in his many interrelated businesses over his long career, Tiffany’s
work went out of vogue with the advent of Modernism. Tiffany’s
work received renewed appreciation in the mid-twentieth century
and continues to be associated with unparalleled quality and
beauty to this day. When Tiffany died in 1933, the New York Times
obituary counted him “among the best known of American artists.”
Curated by David A. Hanks, associate curator of American
decorative arts at the Art Institute of Chicago, the exhibition “Louis
Comfort Tiffany: Treasures from the Driehaus Collection” was the
inaugural show of the Driehaus Museum of Chicago in 2013. Now
reassembled, it is being toured by the Washington D.C. non-profit
International Arts and Artists. In 2018, the exhibition was staged
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Tiffany Glass & Decorating Co., miniature vase ca. 1898—1900

Tiffany Glass & Decorating Co., gerro en miniatura, ca. 1898-1900

couppefouet 31 | 2018 | www.artNOUvVeau.eu

Two vases by Tiffany Studios, 1898—1900

Dos gerros de Tiffany Studios, 1898-1900
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Favrile i altres varietats uniques de vidre per a Us en vitralls eclesiastics i
seculars, llums, gerros, mosaics i accessoris.

Si bé la magnificéncia i la qualitat excepcional del vidre Tiffany va
fer-ne I'element més important de la seva carrera, va continuar innovant
i ampliant la seva obra en el camp de I'esmalt, la ceramica i la joieria.
Malgrat I'enorme exit que va assolir en el conjunt dels seus negocis al
llarg de la seva llarga carrera, I'obra de Tiffany va deixar d'estar en voga
amb l'arribada de la modernitat. Va tornar a ser apreciada a mitjan segle
vint, i continua associant-se a un grau de qualitat i de bellesa inigualades
fins al dia d'avui. Quan Tiffany va morir, el 1933, I'obituari del New York
Times el situava "entre els artistes americans més reconeguts"

L'exposicio "Louis Comfort Tiffany: tresors de la Col-leccié Driehaus”,
comissariada pel conservador adjunt d'arts decoratives de I'Institut d'Art
de Chicago, David A. Hanks, va ser la mostra inaugural del Museu Driehaus

riehaus Museum, 2013
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Tiffany Studios: blown-glass floriform vase (rim detail), ca. 1900—1903

Tiffany Studios: gerro floriforme de vidre bufat (detall de vora), ca. 1900-1903

ehaus Museum, 2013

Tiffany Glass & Decorating Co., fish table lamp, ca. 1900 Floriform vase by Tiffany Studios, ca. 1902 Tiffany Studios, cigar humidor in bronze and blown glass, ca. 1902—1910

Llum de taula decorat amb peixos, deTiffany Glass & Decorating Co., ca. 1900 Llum floriforme de Tiffany Studios, ca. 1902 Tiffany Studios, humidificador de puros en bronze i vidre bufat, ca. 1902-1910
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Stained-glass window River of Life, by Tiffany Studios, early 20th century

Vitrall Riu de la vida, produit per Tiffany Studios a inicis del segle XX

Garden landscape stained-glass window by Tiffany Studios, ca. 1900—1910
Vitrall amb paisatge de jardi, de Tiffany Studios, ca. 1900-1910

de Chicago el 2013. Reunida de nou, esta actualment de gira de mans de
I'entitat sense anim de lucre International Arts and Artists de Washington
DC. El 2018 la mostra ha estat present al Museu d'Art Taft de Cincinnati,
Ohio, i al Centre d'Art Paine d'Oshkosh, Wisconsin. Fins al 13 de gener
del 2019 sera al Museu d'Art de Huntsville, Alabama, des d'on continuara
voltant cap a set ciutats nord-americanes més, fins al 2021 (vegeu el
mapa a la pagina 35).

El Museu Driehaus, ubicat a la rehabilitada Mansi¢ Nickerson
de Chicago (coneguda també com el “Palau de marbre”) esta dedicat a
I'art, I'arquitectura i el disseny de final del segle XIX i principi del XX.
L'empresari i filantrop Richard H. Driehaus va financar-ne la restauracio,
que es va realitzar els anys 2003-2008, per tal que pogués albergar
aquesta col-leccio magnifica d'arts decoratives, a més de convertir-lo en
centre neuralgic d'activitats culturals. El Museu Driehaus és especialment
conegut perque posseeix una espectacular col-leccid d'obres de I'Edat d'Or
nord-americana, aixi com una seleccié molt interessant d'obres europees
de la Belle Epoque i el Modernisme.

B www.artsandartists.org
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Box in silver with transparent enamel. Tiffany Studios, ca. 1905

Capsa d’argent amb esmalt transparent. Tiffany Studios, ca. 1905

John Faier © Driehaus Museum, 2013

Tiffany Glass & Decorating Company, Eighteen-Light Lily Table Lamp. Bronze and blown glass, prior to 1902

Tiffany Glass & Decorating Company, Llum amb divuit lampades de lliris. Bronze i vidre bufat, anterior a 1902

at the Taft Museum of Art in Cincinnati, Ohio, and at the Paine Art
Center of Oshkosh, Wisconsin. It will be on show at the Museum of
Art of Huntsville, Alabama until 13 January 2019, and from there
it will tour on to seven more American cities, until 2021 (please see
map on page 35).
Focusing on art, architecture and design of the late

nineteenth and early twentieth centuries, the Driehaus Museum is
located in the restored Nickerson Mansion, also known as Chicago’s

“Marble Palace”. Entrepreneur and philanthropist Richard H.
Driehaus funded its restoration in 2003-2008 in order to house his
outstanding collection of decorative arts and as a powerhouse of
cultural activities. The Driehaus Museum is particularly renowned
for its spectacular holdings of artworks from the American Gilded
Age, as well as an interesting selection of European Belle Epoque
and Art Nouveau pieces. M

B www.artsandartists.org

John Faier © Driehaus Museum, 2013
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Josep Domenech i Estapa
Entre l'eclecticisme i el Modernisme

Sergio Fuentes Mila
Doctor en Historia de I'Art, Barcelona
sergiofuentesmila@gmail.com

algrat I'injust oblit que ha patit des de la seva
mort el 1917, Josep Domeénech i Estapa fou un
dels arquitectes més rellevants del tombant
de segle XIX al panorama espanyol. Nascut a
Tarragona el 1858, la seva familia s'installa a
Barcelona a la década dels seixanta. Entre 1873 i
1876 estudia Ciencies Exactes i, sequidament, es
matricula a I'Escola Provincial d'Arquitectura, on obtingué el titol el 1881.
A la seva etapa formativa mostra fort interés per les materies lligades a
I'enginyeria i I'estudi matematic de les forces i resistencies.

La vida professional i social de Domeénech i Estapa es va
caracteritzar per una forta vinculacié amb els cercles cientifics, aixi com
amb institucions i politics espanyols. La seva participacio activa a la Reial
Academia de Ciéncies i Arts, de la qual fou president entre 1912 i 1914,
aixi com a la Societat Astronomica de Barcelona, és clau per comprendre
molts dels encarrecs executatsiel seu
estil arquitectonic propi, que sempre
i de gran enginy tindra la voluntat de reformular
solucions eclectiques i mantenir-

Un artista polifacetic

creatiu .
se allunyat del Modernisme. En el

vessant politic, es va adherir a les posicions monarquiques i als partits
dinastics, i es va oposar al catalanisme emergent tot defensant la visié
d'una "Catalunya espanyola”

Aquests dos interessos, a més de la seva dedicacio a la docéncia
universitaria a la Facultat de Ciéncies essent catedratic de Geometria
Projectiva i Geodésia entre d'altres, expliquen les connexions de |'arquitecte
amb el Govern de Madrid i la Diputacié de Barcelona, que fomentaren la
construccio de noves arquitectures modernes per a la Ciutat Comtal. Es
aixi que Domenech fou I'encarregat de projectar a Barcelona el Palau de

The building of the Royal Academy of Arts and Sciences (1883—1894) is often
considered a work that announces the dawn of the Modernista style

L'edifici de la Reial Académia de Ciéncies i Arts (1883-1894) és sovint considerat com una
obra que anunciava I'arribada del Modernisme

“...caldria fer impossible la vida del microbi

ISSN 2462-4411 (BarRCeLONa. INterNet)

que constitueix el Modernisme que amb la seva

Carlos Iglesias © IMPUiQV

destructiva tasca conduiria a la decadencia...”

Logo of the Barcelona Astronomical Society, designed by Doménech i Estapa in 1913

Logotip de la Societat Astronomica de Barcelona dissenyat per Doménech i Estapa el 1913
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Josep Domeénech i
Between Eclecticism and Modernisme

Sergio Fuentes Mila
Doctor in History of Art, Barcelona
sergiofuentesmila@gmail.com

espite his name unjustly fading into oblivion
after his death in 1917, Josep Domenech i
Estapa was one of the most relevant architects
in Spain at the turn of the nineteenth century.
Born in Tarragona in 1858, his family moved
to Barcelona in the 1860s. From 1873 to
1876, he studied Exact Sciences, and later
enrolled in the Provincial School
of Architecture, from where he
graduated in 1881. During his
formative years, he was deeply
interested in matters concerned

Public domain

EXMSIIGE PXIVEISAL

A ROELINA

with engineering and the
mathematical study of forces and
resistances.

Domeénech i Estapa’s
professional and social life

was characterised by a close

association with scientific

circles, as well as Spanish

the emerging Catalan nationalism while defending the vision of a
“Spanish Catalonia”

These two interests, in addition to teaching at the Faculty
of Sciences - among other posts, he held the chair in Projective
Geometry and Geodesy - explain the architect’s connections to
the government in Madrid and the Barcelona Provincial Council.
Both institutions were promoting construction of new modern
architectures for the Catalan city.
So Domeénech was commissioned

PPABELLON

LEON XIII

to design Barcelona’s Palace of
Justice (1886; 1887-1908, with
Enric Sagnier), the Model Prison
(1886; 1888-1904, with Salvador
Vinyals) and to direct works on
the Hospital Clinic and Faculty of
Medicine (1880; 1895-1906).

The project to reform the
premises of the Royal Academy
of Arts and Sciences (1883-1894)
on Barcelona’s La Rambla

institutions and politicians. His
active participation in both the

Royal Spanish Academy of Arts
and Sciences (of which he was
president from 1912 to 1914)
and the Barcelona Astronomical
Society, is key to understanding many of the commissions he
undertook. It likewise explains his particular architectural style,
his willingness to reformulate eclectic solutions and to keep
Modernisme at arm’s length. In the political arena, he sympathised
with monarchical positions and the dynastic parties, opposing

“We should make the life of that germ
constituting Modernisme impossible, for its
destructive task would lead to decadence”

Josep Domeénech i Estapa in his 1911 speech "Modernist Architecture”

Josep Domeénech i Estapa, 1904

Josep Doménech i Estapa el 1904

Elevation of the Leon XIII Pavilion, designed by Doménech in 1886 for
the 1888 Barcelona World’s Fair

Alcat del Pavelld de Lled XllI, projectat per Doménech el 1886 per a I'Exposicio
Universal de 1888 a Barcelona

boulevard is one of the first

sites where he developed his
differential repertoire, forever
seeking a personalised image and
stamp. Some historians cite its
profusion of visually attractive,
eclectic details - recalling even a certain ornamental Baroque style
expressed as wonderfully original plant mouldings and curlicues

- as an example of those new approaches being sought which,
years later, would become essential characteristics of Catalan
Modernisme.

Public domain
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Justicia (1886; 1887-1908, amb Enric Sagnier), la presé Model (1886;
1888-1904, amb Salvador Vinyals) i de dirigir les obres de I'Hospital Clinic
i Facultat de Medicina (1880; 1895-1906).

El projecte de reforma de la seu de la Reial Académia de Ciéncies i
Arts a la Rambla de Barcelona (1883-1894) és una de les primeres obres
on desenvolupa el seu repertori diferencial, sempre cercant una imatge
i marca personals. La profusid de detalls eclectics, visualment atractius
i que s'apropen fins i tot a un cert barroquisme ornamental, tendint a
floritures i motllures vegetals de gran originalitat, ha estat considerada
per alguns historiadors com un dels exemples de nous plantejaments que,
anys després, esdevindrien caracteristics del Modernisme catala.

En linies generals, a les obres de Doménech hi advertim una cerca
de monumentalitat, un predomini de I'esveltesa en les proporcions i de
la verticalitat generada a partir de la profusié de torres, arcs peraltats
i capcers esglaonats. La linia corba alterna generalment arcs peraltats i
arcs rebaixats, aconseguint un equilibri entre verticalitat i horitzontalitat.
Aquestes caracteristiques clau de I'arquitectura de Doménech estan
presents en dues de les obres més importants de la seva trajectoria: el
Palau de Justicia (pg. Companys, 14) i la presé Model (c. Entenca, 155).
En tots dos casos, la contundéncia de les masses arquitectoniques esta
al servei de traduir la psicologia dels edificis, €s a dir, les seves funcions i
ideologies. Doménech i els seus col-laboradors alternen a la perfeccié una
estética diferencial amb distribucions que responen a funcions i serveis .
per a la vida moderna. L'ornamentacid esdevé un complement per explicar ' e “ ; = [ -
els objectius de la mateixa arquitectura, i sempre queda sotmesa a volums : ; i
i COSs0s quasi massissos que s'imposen a l'espectador.

Una solucié estética molt similar és la que aplica a la seu de la T ol o F
Sociedad Catalana para el Alumbrado por Gas (1893-1895), al Portal f 1= R s 8] B aﬁ'-iih‘iﬁ#ﬁ
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Public domain

Elevation of the church of Sant Andreu del Palomar, published in the weekly La

. . . . Ilustracion in 1884
Pediment above the main entrance of the Faculty of Medicine, 1895—1906
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. Lo . Algat de la cupula de I'església de Sant Andreu del Palomar publicat al setmanari La
Frontd sobre I'entrada principal de la Facultat de Medicina, 1895-1906 llustracion el 1884

Public domain
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The atrium of the Palace of Justice (1887-1908) is a good example of how Domenech achieved sumptuousness using eclectic repertoires in his

representative buildings 1
El vestibul del Palau de Justicia (1887-1908) és un-bon exemple de com-Doménech-busecava-la-sumptuositat amb repertoris eclectics als edificis de representacio -
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In Barcelona’s Model Prison, Doménech i Estapa applied Jeremy Bentham’s ideas of panoptic surveillance. Images from shortly after its inauguration in 1904: central
inspection house (left) and an aerial view (right)

A la presé Model de Barcelona, Doménech i Estapa va aplicar les idees de vigilancia panoptica de Jeremy Bentham. Imatges de 1904, poc després de la inauguracio: a I'esquerra, casa
d'inspeccid; a la dreta, vista aéria

de I’Angel de Barcelona. Com a les obres anteriors, Doménech insisteix
a accentuar la volumetria als coronaments per envair I'espai urba
prolongant-se en el no arquitectonic. La simetria és el criteri que
protagonitza els alcats, ordenant les composicions i formes que semblen
un preludi de I'estética Secession. Aquestes son esquitxades per elements
de detall que conformen la resta de la marca Estapa: columnetes en
voladis, motllures trencades, tondos apuntats, vegetacié geométrica,
motius diversos (en rosari, dentats, diamantats, etc), incrustacions de
ferro per a coronaments i fagana i, sobretot, insercio de rodes (dentades,
lobulades, simples, en quart, etc).

En la producci6 de Doménech hi destaca la quantitat i qualitat
d'arquitectura civil per sobre de la privada, tot i que també va fer algunes
cases d'habitatges amb solucions eclectiques molt atractives a I'Eixample
barceloni. Destaquen la Casa Belloso (1908-1909, rambla de Catalunya,
74), la Casa Simdn (1913-1914, pg. de Gracia, 3), o la Casa Tarrago (1916,
c. Cabanyes, 47). També la Casa Doménech i Estapa (1908-1909), al
carrer Valéncia, que fou el seu habitatge i despatx: aquest edifici és un
exemple de com en alguns casos Doménech aplica elements modernistes
a la seva produccio per aportar pintoresquisme al conjunt. Inspirant-se en
la casa del belga Paul Hankar, fa Us del maé com a material estructural i
ornamental, explotant-ne les qualitats estetiques i expressives. Un altre
aspecte que ha fet que se'l vinculés al Modernisme és la utilitzacié puntual
de trencadis en algunes de les seves obres de principis del segle XX, com
ara a l'estacio de la Magoria (1911-1912) a la Gran Via barcelonina, o
a la Torre de les Aiglies que va aixecar per a la fabrica del gas de la
Barceloneta (1906-1908).

ISSN 2462-4411 (BarRCeLONa. INterNet)
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ELS DOS DOMENECHS

The Two Domenechs, a cartoon published in L'Esquella de la Torratxa in 1902, ridiculing the
Sant Pau Hospital conflict. The first public tender had been won by Josep Doménech i Estapa,
but it was Lluis Doménech i Montaner who eventually won the commission

“Els dos Doménechs”. Caricatura publicada el 1902 a L'Esquella de la Torratxa que fa mofa del conflicte
de I'Hospital de Sant Pau. El primer concurs public havia atorgat el projecte a Josep Doménech i Estapa,
pero va ser Lluis Doménech i Montaner qui se'l va acabar quedant

Two of Domeénech i Estapa’s important works in the Mount Tibidabo area. Above, the blind women and girls’ asylum built in 1904-1909, nowadays forms part of

CosmoCaixa Science Museum. Below, the Fabra Observatory was commissioned by the Royal Academy of Arts and Sciences in 1902, when the city’s air pollution rendered the
one on La Rambla useless. It still operates as an astronomical observatory today

Dos treballs importants de Domeénech i Estapd a la zona de la muntanya del Tibidabo. A dalt, I'antic asil per a dones i nenes invidents, construit els anys 1904-1909, avui part del Museu de la
Ciéncia CosmoCaixa. A baix, I'Observatori Fabra va ser encarregat per la Reial Académia de Ciéncies i Arts el 1902, quan la pol-lucio de I'aire a Barcelona va fer indtil el de la Rambla. Encara
avui funciona com a observatori astronomic

In general, we perceive in Domenech’s works a quest for
monumentalism, a predominance of slenderness in the proportions
and in the verticality created in his profusion of turrets, stilted
arches and crow-stepped gables. The curved line generally
alternates stilted and surbased arches, achieving a balance
between verticality and horizontality. Such key characteristics of
Domenech'’s architecture are evident in two of the most significant
works in his career: the Palace of Justice (Pg Lluis Companys,

14) and the Model Prison (C. Entenca, 155). In both cases, the
forcefulness of their architectural volumes serves to translate the
buildings’ psychology; or rather, their functions and ideologies.
Domenech and his collaborators perfectly alternate a differential
aesthetic with distributions that
respond to functions and services
for modern life. Ornamentation

A multi-talented artist
of keenly creative
intellect becomes an aid to explaining the
goals of the architecture itself,
always subject to quasi-solid volumes and bodies that impose
themselves on viewers.

He applied a highly similar aesthetic solution to the head
offices of Sociedad Catalana para el Alumbrado por Gas (1893-
1895), in Barcelona’s Portal de ’Angel Street. As in previous works,
Domenech insisted on accentuating the volumetry of the copings
so as to dominate the urban space, extending them into the non-
architectural. Symmetry is the criteria governing the elevations,
ordering compositions and forms that resemble a prelude to the
aesthetic Secession. These are peppered with elements of detail
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Doménech i Estapa is often wrongly identified as a Modernista architect because he sometimes applied characteristic Art Nouveau solutions. For example, he followed Paul
Hankar’s style on his own house in Barcelona (above) and applied trencadis, the broken ceramic decoration typical of Modernisme, to the Magoria train station (below)

Doménech i Estapa és sovint descrit de manera equivocada com un arquitecte plenament modernista perqué de vegades va aplicar solucions caracteristiques de I'’Art Nouveau. Per exemple,
a la seva propia casa de Barcelona (a dalt), on va seguir I'estil de Paul Hankar, o a I'estacié de tren de la Magoria (a sota), on va aplicar el trencadis tipic del Modernisme

comprising Domeénech i Estapa’s remaining vocabulary: thin
projecting columns, triangular arches, ogival tondos, geometric

couppefouet 31 | 2018 | www.artNOUvVeau.eu

vegetation, diverse motifs (medallions , dentation, rhomboids, etc.),

incrustations of iron for copings and facade and, above all, the

insertion of wheels (cogs, trefoils, simple, quartered, etc.).

In Domenech’s production, the quantity and quality of his
civil as opposed to private architecture should be highlighted.
Though he also built residential houses using eclectic solutions that

stood out brightly in Barcelona’s Eixample district. They include
Casa Belloso (1908-1909; Rambla de Catalunya, 74), Casa Simdon
(1913-1914; Pg de Gracia, 3), and Casa Tarrago (1916; C. Cabanyes,
47). He likewise designed Casa Doménech i Estapa (1908-1909)

on Valéncia Street, which was his home and office. This building

is an example of how Doménech sometimes applied Modernista
elements to his production to give the whole a picturesque touch.
He was inspired by the house of Belgian architect Paul Hankar to
use bricks as both a structural and ornamental material, exploiting
their aesthetic and expressive qualities. Another reason he has been
linked to Modernisme was his occasional use of trencadis (broken
tile mosaic) on some of his early twentieth-century works, such

as La Magoria Station (1911-1912) on Barcelona’s Gran Via, or

the Water Tower he erected for the gas company in Barceloneta
(1906-1908).
Even so, recent research shows and confirms that Doménech’s

relationship with Modernisme was stormy. We should separate
both the man and his work from this distinct movement. In fact,

The “neo-Egyptian” Fabra Observatory is a good example of Domenech’s versatility in embracing different styles

L'estil“neoegipci” de I'Observatori Fabra €s un bon exemple de la versatilitat de Doménech en I'us de diferents estils
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Tot i aix0, les ultimes recerques demostren i insisteixen que la
relacié entre Doménech i el Modernisme fou conflictiva. Cal desmarcar
tant el personatge com la seva obra d'aquest altre moviment. | és que
al llarg de la seva trajectoria, I'arquitecte mostra el seu desacord amb
contundencia. Per a Estapa el Modernisme era un "microbi" que shavia
d'extirpar de la societat, ja que només portava al caos i al desconcert
artistic tant en els processos creatius com en les obres resultants. La
importancia de I'estética de la corba i la copia de la natura en autors
com Gaudi o Domenech i Montaner, eren vistes per Doménech i Estapa
com una involucid arquitectonica, car, segons ell, I'arquitecte modernista
copiava servilment la natura eludint els processos intel-lectuals que el bon
arquitecte havia de realitzar per comprendre I'esséncia veritable de I'art,
basat en la geometria pura i en la relacio amb Déu com a ésser cosmologic
suprem. Els Iligams politics del Modernisme amb el catalanisme, a més
de les formes, composicions i léxic ornamental particulars, son els que
portaren Estapa a utilitzar el terme "amoralitat” per definir-lo, arribant a
comparar les obres modernistes amb bombes anarquistes que atempten
contra I'ordre social establert, les normes i I'narmonia de la ciutat. Estapa
assenyalava el segiient: “[les obres] pueden conducirnos & un verdadero
caos si no se da la voz de alerta y se evita quizas de este modo que
algunos animos, avidos de la originalidad & pesar de que ésta se obtenga
en perjuicio del buen gusto, vayan infectando la atmdsfera artistica de
esta época de nuestro querido pais"

La principal particularitat de la proposta de Doménech és I'estetica
que impera en gran part de la seva produccid, lligada a I'eclecticisme
decimononic perd sota una interpretacié molt personal. La identitat
Estapa s'allunya dels discursos de creadors barcelonins coetanis, tant
ideoldgicament com artisticament, fet essencial per marcar I'obra de
Domeénech com un plantejament diferencial a I'¢poca. La preocupacio de
I'artista vers la crisi i I'evolucié de l'arquitectura esdevingué el germen
que genera la seva inconfusible proposta, sempre en tensio entre
'eclecticisme internacional i el Modernisme catala. \F

The Tallers El Aguila building in Barcelona, a 1915 work by Doménech. This clothing

factory was demolished in the late 1960s

Xavier Bolao © IMPUiQV

L'edifici dels tallers El Aguila de Barcelona, obra de Doménech de 1915. Aquesta fabrica de roba va

ser enderrocada al final de la década de 1960

Head offices of the Catalan Gas company (1893—1895)
Seu de la companyia Catalana de Gas (1893-1895)

throughout his career, the architect voiced his disagreement
fiercely. To Domenech i Estapa, Modernisme was a “germ” to be
extirpated from society, since it only led to chaos and artistic
confusion in both the creative processes and the resulting works.
The importance of the aesthetic of the curve and copying nature,
stressed by creators such as Gaudi or Domeénech i Montaner, were
seen by Domeénech i Estapa as an architectural involution. He
thought that Modernista architects who servilely copied nature
were eluding the intellectual processes that a good architect should
undertake to comprehend the true essence of art. For him, this

was based on pure geometry and one’s relationship to God as the
supreme cosmological being. Furthermore, Modernisme’s political
bonds with Catalan nationalism, beyond its particular shapes,
compositions and ornamental language, led Domenech i Estapa to
use the term “amorality” to define it. He even compared Modernista
works to anarchist bombs, attacking the established social order,
and the city’s mores and harmony. Domenech i Estapa put it thus:
“[The works] can lead us towards true chaos if we do not sound the
alarm and thereby perhaps stop certain souls (avid for originality,
albeit obtained at the cost of good taste) from infecting the artistic
atmosphere of our beloved country in this period.”

The key trait in Domenech i Estapa’s offerings was the
aesthetic that governed most of his production, tied to nineteenth-
century eclecticism yet interpreted in an intensely personal way.
The architect’s identity is distinctly remote from contemporary
Barcelona creators, both ideologically and artistically. This is an
essential aspect of Doménech i Estapa’s work and a differential
approach to the period. The artist’s concern for the crisis and
evolution of architecture became the seed that germinated into his
unmistakeable stamp, held always in tension between international
eclecticism and Catalan Modernisme. (08

Domeénech i Estapa standing on the roof of the Discalced Carmelites’ Barcelona
Convent. This signed photograph is from 1910, shortly after its construction

Doménech i Estapa al terrat del Convent dels Carmelites Descalgos de Barcelona. Aquesta
fotografia signada és de 1910, poc després de la construccio

F.Serra Dimas © AFB

1

In this 1906-1908 water tower in the Barceloneta district, Doménech flirted with
a Modernista aesthetic

A la Torre de les Aigiies de la Barceloneta (1906-1908), Doménech va flirtejar amb
I'estética modernista
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Villa Bernasconi
Cernobbio’s New Museum

Claudia Taibez
Director, Culture and Leisure Section, Cernobbio City Council
villa.bernasconi@comune.cernobbio.co.it

© Andrea Butti

illa Bernasconi, one of the rare examples of
Liberty architecture on Lake Como’s shores
and the only villa in Cernobbio currently
open to the public, was built between 1905
and 1906. It was a project for a “fashionable
residence” by architect Alfredo Campanini
for the engineer Davide Bernasconi, an
enlightened businessman who founded the firm of the same name
in Cernobbio in the late nineteenth century. It is a symbolic space
and highly significant in Cernobbio’s history. We find references
to the owner’s business activity not merely in the splendid exterior
decorations, reproducing the silk worm’s life cycle — a unique
example in the Art Nouveau panorama — but in the building’s
very location. It is situated
A building of great in Cernobbio’s so-called “silk
SylﬂbO]iC and citadel”. Here, you still find traces
of the establishment buildings,
. the workers’ houses, offices and
for Cernobbio the children’s garden.
Villa Bernasconi is one of
Italy’s most significant constructions in Liberty Style, both due
to its architectural project, which shies away from any kind of
symmetry, experimenting with gentler, free, dynamic forms, and
for the fresh conception of its ornamental scheme. This does not
merely enrich the construction but is integrated within it, forming
its most noteworthy aspect. The overall unifying design, the
artistic value of its typically Liberty ornamentation, and especially
the collaboration of national master ironworker Alessandro Detail of the Villa’s external decorations, reproducing the silk worm’s life cycle,
Mazzocotelli, make this one of Italy’s most remarkable works. created in moulded cement

historical importance
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Detall decoratiu de I'exterior de la vil-la que reprodueix el cicle vital del cuc de seda.
Realitzat amb motllures de morter de ciment

Facade of Villa Bernasconi illuminated during the 2017 Magic Light Festival

Facanade la Vil-la Bernasconi il-luminada durant el Magic Light Festival de 2017 Visitors around the interactive table, one of the many innovative multimedia proposals the new museum offers

Visitants davant de la taula interactiva, una de les moltes propostes innovadores de contingut multimédia que presenta el nou museu

ISSN 2462-4411 (BarRCceLONa. INterNet)
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Vil - la Bernasconi
Un nou museu a Cernobbio

Claudia Taibez
Responsable de I'Area de Cultura i Lleure, Ajuntament de Cernobbio
villa.bernasconi @comune.cernobbio.co.it

a Villa Bernasconi, un dels rars exemples d'arquitectura
Liberty a la riba del llac de Como i Unica vil-la de Cernobbio
actualment oberta al public, va ser construida entre 1905 i
1906 segons un projecte de |'arquitecte Alfredo Campanini
com a “casa a la moda" per a I'enginyer Davide Bernasconi,
un empresari il-lustrat que va fundar I'empresa homonima
de teixits de seda a Cernobbio a final del segle XIX. Es un
espai simbolic i molt important per a la historia de Cernobbio. Podem
reconeixer referéncies a I'activitat empresarial del propietari no només
en les decoracions externes, que reprodueixen el cicle vital del cuc de
seda, un exemple Unic en el panorama de I'Art Nouveau, sind també en la
ubicacio mateixa de I'edifici, que se situa dins la denominada “ciutadella
de la seda" de Cernobbio, on encara s'hi pot trobar el rastre dels edificis
de I'establiment, de les cases dels treballadors, de les oficines i del jardi
d'infancia.

La Vil-la Bernasconi és una de les realitzacions en estil Liberty més
significatives d'ltalia, tant pel projecte arquitectonic, que fuig de tota
simetria i experimenta amb formes més suaus, lliures i dinamiques, com
per la nova concepci6 de I'aparell ornamental, que no només enriqueix la
construccio, sind que s'hi integra i en constitueix la part més notable. El
disseny total i unitari i el valor artistic de les ornamentacions tipicament
Liberty, gracies també a la col-laboracié del mestre nacional del ferro forjat
Alessandro Mazzucotelli, en fan una de les obres més notables d'ltalia.

En aquesta joia Liberty acabada de restaurar s'hi ha obert una nova
i original proposta museistica en qué la mateixa vil-la s'explica i guia el
visitant a la descoberta de la seva historia i de les persones que I'han
habitada, des de 1906 -any de la construccié- fins avui, amb I'ajuda de
solucions tecnologiques i de disseny. No es tracta, doncs, d'un museu en
el sentit tradicional del terme, sin6 d'una experiéncia feta de suggestions
i connexions guiades per les #vocidivilla: un recorrequt innovador
) i interactiu  entre  continguts
Es un espai simbolic  multimedia, objectes i documents
historics provinents de col-leccions de
museus o particulars, pero també a
través d'experiéncies multisensorials

i molt important
per a la historia de

Cernobbio (xafardejar els calaixos, tastar alguna
cosa dolca, contestar el teléfon...).

La visita, que comenca ja a l'exterior de I'edifici, s'estructura en
dues plantes nobles de la villa. A la planta baixa s'explica el context
historic, artistic i cultural de I'época en qué es va construir la vil-la (aixd
¢s, principis de segle XX i Belle Epoque], de la qual la mateixa vil-la
n'és un simbol de les transformacions socials, economiques, culturals i
estetiques, i de la qual representa I'esperit de modernitat intrinsec. A la
planta superior s'hi explica, en canvi, la historia del primer propietari de
la villa, Davide Bernasconi, la de la seva familia i, sobretot, del negoci
que va fundar.

General view of Villa Bernasconi

Vista general de la Vil-la Bernasconi

ISSN 2462-4411 (BarRCeLONa. INterNet)
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The exhibition room, furnished in Liberty Style, is home to the first Wikistation, an open computer games programming community created in
collaboration with Wikimedia Italia

La sala d'exposicid, moblada en estil Liberty, €s la seu de la primera Wikiestacio, una comunitat oberta de programacio de jocs virtuals creada en col-laboracio amb
Wikimedia ltalia
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El museu és el centre neuralgic de Liberty Tutti, el projecte
desenvolupat per I'Ajuntament de Cernobbio amb la col-laboracié de la
Cooperativa Social Mondovisione per crear un model de gestio sostenible
de la Vil-la Bernasconi que valori la implicacié dels joves, sigui en termes
de creativitat o de professionalitat, servint-se també de les noves
tecnologies.

Liberty Tutti esta cofinancat per la Fundacié Cariplo (Convocatoria
Patrimoni Cultural per al Desenvolupament, any 2015) i preveu la
participacid, de diferents maneres, de nombroses i importants institucions
museistiques i culturals del territori, com la Pinacoteca Civica de Como,
el Museu de la Seda, el Museu del Cavallo Giocattolo, el Teatre Social
de Como, I'Associacio Arte€tArte, el Magic Light Festival de Como Citta
dei Balocchi, la Fundacio Alessandro Volta o la Fundacio Arte Nova,
que col-laboren amb el museu cedint peces de les seves col-leccions o
preparant esdeveniments o actes especifics per a aquest espai.

La Vil-la Bernasconi ha esdevingut, de fet, un espai cultural acollidor
(amb referéncies a la seva vocacio i Us inicial: una casa) i poc convencional
que actualitza la relacid entre el passat i el present transmetent missatges
d'innovacié i dinamisme. La vil-la, d'altra banda, ja fou un exemple de
"modernitat” en I'¢poca en que va ser construida.

El nou equipament ha estat concebut per oferir un espai confortable
on el visitant se submergeixi en la narraci6 a través de referéncies a la
relacié entre passat i present, amb especial atencié al tema de la moda i
el disseny que, juntament amb la natura, son trets peculiars del territori
que envolta el llac Como.

© Andrea Butti

© Andrea Butti

Above: The interactive installation “The telephone that calls from the past”. Below: Visitors during the museum’s opening in 2017

A dalt: la instal-lacié interactiva "El teléfon que truca des del passat” A baix: visitants durant la inauguracio del museu el 2017
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A fresh, original museum proposal has opened in this
recently restored Liberty gem. The villa itself explains and guides
visitors to discover its history and the people who lived in the
house, from 1906 — the year it was built — through to the present,
aided by technological and design solutions. So this is not a
museum in the traditional sense but an experience made up of
suggestions and connections guided by the #vocidivilla. This
is an innovative, interactive route through multimedia content,
objects and historical documents hailing from museum and private
collections, but also uses multi-sensory experiences (rummaging in
drawers, tasting a sweet snack, answering the telephone and so on).

The visit, which begins outside the building, is organised on
two of the villa’s pianos nobiles (floors containing the principal
stately rooms). On the ground floor, the historical, artistic and
cultural context of the period the villa was built is explained
(early twentieth century and Belle Epoque), of which the villa
itself is a symbol of the social, economic, cultural and aesthetic
transformations undergone, representing the intrinsic spirit of
modernity. By contrast, the upper floor explains the story of the
villa’s first owner, Davide Bernasconi, his family and especially the
business he founded.

The museum is the centrepiece of “Liberty Tutti”, a project
developed by Cernobbio City Council in collaboration with the
Cooperativa Social Mondovisione. It aims to create a sustainable

The gramophone is one of the objects decorating the Music Room

El gramofon és un dels elements que decoren la Sala de Musica

© Andrea Butti
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The Pavone Tacchinato Exhibition Hall shows the importance of silk in clothing

La sala Pavone Tacchinato mostra la importancia de la seda en la indumentaria
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A la Villa Bernasconi s'hi exposa també un arxivador historic
cedit en préstec pel Museu de la Seda de Como que conserva els retols
metal-lics amb els noms i les funcions dels treballadors de I'empresa
Teixits de Seda Bernasconi. Al costat s'hi ha instal-lat una calaixera
interactiva i multimedia que permet als visitants reviure els records dels
antics obrers, treballadors i directius: n'hi ha prou d'obrir els calaixos
que els contenen per sentir i veure les seves histories auténtiques, que
s'han recollit entrevistant els antics empleats de la fabrica i els habitants
de Cernobbio. Es continuen realitzant entrevistes per tal de crear nous
calaixos interactius.

Una caracteristica del projecte Liberty Tutti és, de fet, la de
fomentar la participacio dels ciutadans en el projecte per tal de reforcar
el seu sentiment de pertinenca al territori.

Per aixd, també, una sala del recorrequt expositiu s'ha dedicat a
la historia del llegat simbolic de I'empresa Teixits de Seda Bernasconi,
a través de les activitats productives actuals, que en recullen I'esperit
empresarial i que poden exposar, al seu torn, gracies a la participacié de
Confartigianato Settore Moda, els seus projectes més innovadors.

Totes les activitats paral-leles, com concerts, actes i espectacles
programats dins el museu o en els jardins, s'integren en el recorregut i
contribueixen a enriquir I'experiéncia.

Una de les plantes de la villa, la mansarda, que originariament
albergava les cambres del personal de servei, esta dedicada a tallers
pedagogics de narracié de contes, per a la qual cosa compta amb
I'equipament necessari.

La innovacié forma part literalment de la Villa Bernasconi:
no només perque alberga suports multimédia i espais interactius
d'avantguarda i especifics, sind també perqué és la seu de la primera
Wikiestacio, realitzada en col-laboracio amb Wikimedia Italia per enriquir
les entrades de la Viquipedia dedicades a I'Art Nouveau. Amb aquest
objectiu hi ha disponible una rica bibliografia sobre el tema, que inclou
també la col-leccid sencera de la revista coupDefouet. @

B www.villabernasconi.eu

© Andrea Butti

Sculptural detail on the facade representing a silk moth made of moulded cement

Detall escultoric de la fagana realitzat amb motllures de morter de ciment

Musical event organised in collaboration with P. Giovio di Como High School

Esdeveniment musical realitzat amb la col-laboracié de I'escola de secundaria P. Giovio de Como

ISSN 2462-4411 (BarRCeLONa. INterNet)

management model for Villa Bernasconi that values young people’s
involvement, whether in terms of creativity or professionalism,
while also using new technologies.

“Liberty Tutti” is co-financed by the Fondazione Cariplo
(Cultural Heritage Call for Development, 2015) and is keen for the
numerous large museums and cultural institutions in the region
to participate in different ways. They include the Como Public Art
Gallery, Silk Museum, Museo del Cavallo Giocattolo, Como’s Teatro
Sociale, Arte€tArte Association, Como Citta dei Balocchi Magic
Light Festival, Fondazione Alessandro Volta and Fondazione Arte
Nova, which all collaborate with the museum by lending pieces
from their collections or preparing events or specific functions for
this space.

Villa Bernasconi has become a welcoming cultural space
(referencing its initial use and vocation: a home). It is rather
unconventional, modernising the link between past and present
while conveying an innovative and dynamic message. The villa
itself, in contrast, was already an example of “modernity” in the
period it was built.

The new facility has been designed to offer a comfortable
space where visitors can immerse themselves in the narration
through references to the link between past and present. It pays
special attention to the themes of fashion and design, which, along
with nature, are particular features of the region surrounding Lake
Como.

Villa Bernasconi is also exhibiting a historical filing cabinet
loaned by the Como Silk Museum, which still bears its metal
tabs giving the names and jobs of the workers at the company
Tessiture Seriche Bernasconi (Bernasconi Silk Textiles). Beside

it an interactive, multimedia chest of drawers has been placed,
allowing visitors to browse the memories of former factory and
office workers and directors: one simply opens the drawers to
hear and see their true stories, which have been compiled by
interviewing former factory employees and Cernobbio inhabitants.
These interviews continue to be conducted in order to create new
interactive drawers.

In fact, one aspect of the “Liberty Tutti” project is to
encourage the participation of inhabitants so as to reinforce their
sense of belonging to the territory.

So there is also a room in the exhibition devoted to the
story of the Bernasconi Silk Textiles company’s symbolic heritage.
It does so using current production activities that express the
spirit of enterprise, displaying, thanks to the participation of
Confartigianato Settore Moda, its most innovative projects.

All the parallel activities, such as concerts, functions and
performances programmed inside the museum or in its gardens are
incorporated into the route, helping to enrich the experience.

The villa’s mansard floor, which originally housed the
rooms of the service staff, is devoted to educational workshops on
storytelling, for which it is fully equipped.

Innovation literally forms part of Villa Bernasconi:
not merely because it uses multimedia resources and specific
pioneer interactive spaces but also since it is home to the first
“Wikistation”, created in collaboration with Italian Wikimedia to
enrich the Wikimedia entries dedicated to Art Nouveau. To this end,
a substantial bibliography is available on the subject, including the
entire collection of the magazine coupDefouet. (/¢

B www.villabernasconi.eu

A group of young students during an educational workshop on learning to weave at a loom

Un grup de joves estudiants durant un taller didactic per aprendre la técnica de teixir amb teler

© Andrea Butti
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La Sinagoga de Subotica
Una joia patrimonial restaurada

Viktorija Aladzi¢
Doctora en Arquitectura, Subotica
aviktorija@hotmail.com

ubotica (Szabadka en hongareés), ciutat que actualment

forma part de la zona nord de la regié autonoma de

Vojvodina de la Republica Sérbia, compta amb una de

les millors sinagogues d'estil modernista. Es va construir

els anys 1901-1902 segons el disseny dels arquitectes de

Budapest Marcell Komor i Dezso Jakab, i el maig de 2018 va

reobrir les portes després de ser completament restaurada.

La Sinagoga fou construida com a temple, perd també com a simbol

de la forca i la vitalitat de la comunitat jueva de Subotica. A les acaballes
del segle XIX amb prou feines representaven el 4% de la poblaci6 de
la ciutat (d'un total de poc més de 70.000 habitants), pero un seguit
de reformes legals van permetre finalment la llibertat de circulacid,
de propietat i de negoci i la comunitat va prosperar rapidament.
L'emancipacio i la prosperitat van arribar amb la creacio del nou Regne
d'Hongria dins I'lmperi Habsburg a mitjan segle XIX, i molts jueus havien
esdevingut ciutadans distingits i contribuiren al desenvolupament
economic i cultural del pais. Aixi, era normal que a l'inici del segle XX
els jueus s'identifiquessin amb Hongria i amb I'estil de la Secession
hongaresa. A Subotica, per a la nova Sinagoga, van triar un disseny que
havia estat presentat anteriorment a concurs per a la Sinagoga de Szeged.
En el projecte, els arquitectes (tots dos deixebles d'Odon Lechner) havien

Szabadka

combinat les seves habilitats per produir un edifici modern forca radical
per a I'época: Komor havia dissenyat unes estructures innovadores per
a les voltes i la ctpula central, feta de ciment, mentre que Jakab havia
aportat tot un programa decoratiu inspirat en |'art popular hongarés pero
utilitzant materials industrials nous.

L'estructura de la sinagoga esta sostinguda per vuit columnes d'acer
revestides de guix. Al capdamunt, les columnes es connecten mitjangant
biguesd'acer, que suporten una paret
de perimetre octagonal amb qué¢ es [ 'edifici te
forma la volta que suporta la ctpula una estructura
central, feta de ciment reforcat . o
amb una malla de cable d'acer, una arqultectomca que

técnica anomenada malla Rabitz. La  crea la impressio de

cupula esta reforcada amb nervis ser dins una tenda
exteriors de ciment de 10 cm de

gruix, que li atorguen consistencia cnorme
i estabilitat i eliminen la carrega
lateral sobre les parets exteriors, malgrat els 23 m d'alcada i els 12,6 m de
diametre. Aixi, 'edifici conté una estructura arquitectonica excepcional i
Unica que crea la impressio de ser dins una tenda enorme -aquesta era,

de fet, la intencid dels arquitectes: recordar la tenda com a espai original

[zraelita tempiom

A pre-WWI postcard showing the Subotica Synagogue shortly after its construction

Postal d’abans de la Gran Guerra que mostra la Sinagoga de Subotica poc després de la seva construccio
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The Synagogue in Subotica
A Heritage Jewel Restored

Viktorija Aladzi¢
Doctor in Architecture, Subotica
aviktorija@hotmail.com

ne of the finest synagogues in Art Nouveau

style can be found in Subotica (Szabadka

in Hungarian), the city now situated in the

northern portion of the Autonomous Province of

Vojvodina in the Republic of Serbia. It was built

according to the design of Budapest architects

Marcell Komor and Dezs6 Jakab in 1901-1902,
and reopened after a full restoration in May 2018.

The Synagogue was erected as a temple, but also to symbolise
the strength and vitality of the Subotica Jewish community. In the
late nineteenth century, this community barely accounted for four
percent of the city’s inhabitants (slightly over 70,000 altogether),
but a series of legal reforms had finally allowed Jewish people
freedom of movement, property and business, and the community
had prospered rapidly. Emancipation and prosperity had come
together with the creation of the new Kingdom of Hungary within

the Hapsburg Empire in the mid-nineteenth century, and many
Jews had risen to the status of distinguished citizens and were
contributing to the country’s economic and cultural development.
So, quite naturally, by the turn of the twentieth century, Jews
identified themselves with Hungary and with the Hungarian
Secession style. For their new synagogue in Subotica, they chose
a design that had previously been submitted in competition for
the Szeged Synagogue. In this project, the architects (who were
disciples of Odén Lechner) had combined their skills to produce a
modern building that was radical for its time. Komor had designed
pioneering structures for the vaults and central dome, made of
concrete, while Jakab contributed a full decorative programme,
inspired by Hungarian folk art but using new industrial materials.
The synagogue structure is supported by eight main steel
columns encased in plaster. The columns are connected at their
top by steel beams, which support an octagonal perimeter wall.

General view of the Synagogue before restoration was complete, with the roof tiling only partially replaced

Vista general de la Sinagoga abans de I'acabament de la restauracié, amb tan sols algunes parts de les teulades renovades
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Over the years, roof tiling was renewed, but much of the exterior spent decades in decay

Les teulades es van anar renovant al llarg dels anys, perd en gran part de I'exterior no s'hi va fer cap intervencic en décades

en queé els antics jueus havien pregat. La Sinagoga de Subotica, pero,
podia albergar fins a 1.400 persones; 850 homes a la planta baixa i 550
dones a les galeries. Els elements ornamentals eren els caracteristics de
la Secession hongaresa: terracota de pirogranit en forma de plomatge de
pad, roses i lliris estilitzats a les facanes, i rajoles de ceramica vidrada per
cobrir la teulada, tot de la famosa fabrica Zsolnay de Pécs (vegeu cDf 3).
Trobem els mateixos motius decoratius en les pintures de les parets i els
vitralls interiors, dissenyats i produits al taller de Miksa Roth de Budapest.
En cada petit detall de la fusteria, de la ferreria, als canelobres, els llums,
etc., hi ha un treball d'artesania excel-lent i un disseny meticulés. Tant pel
que fa al disseny com a la forma i I'estructura, la Sinagoga representa una
obra mestra genuina de I'estil Secession hongares.

Durant la Segona Guerra Mundial, els abans acabalats i prospers
jueus de Subotica van ser deportats i delmats en els camps de concentracio
nazis. Els supervivents que van tornar després de la guerra ja no eren
capacos de tenir cura adequadament de la Sinagoga, sobretot després

One of the temple’s corner apses before restoration

Un dels absis cantoners del temple abans de ser restaurat
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Much of the portals’ Zsolnay pyrogranite decoration had been destroyed

Bona part de la decoracid de pirogranit Zsolnay de les portalades havia estat destruida

© Zeljko Vukeli¢

Decades of neglect and misuse had wrought its havoc on the interior. In the debate on whether to opt for minimal intervention or fully recover the original appearance, the
latter finally prevailed

Amb décades d'abandonament i mals usos, I'interior presentava un aspecte lamentable. El debat sobre si fer-hi una intervencié minima o bé recuperar plenament I'aspecte original va ser
guanyat per aquesta darrera opcio

This forms the barrel to support the central dome, which is made
of concrete reinforced with steel wire mesh, a technique called
Rabitz mesh. The dome is reinforced by external concrete ribs
ten centimetres thick, providing it with stiffness and stability and
eliminating the lateral load on the outer walls, despite its 23 metres
in height and 12.6 metre span. Thus the building comprises an
exceptional and unique architectural structure which creates the
A impression of being inside a
The bUIldlng has an huge tent. This was in fact
architectural structure the architects’ intention: to
that creates the recall the tent as the original

. . . setting in which ancient Jews
impression of being

had worshipped. The Subotica
inside a huge tent Synagogue, however, could

seat up to 1,400 people - 850
men on the ground floor and 550 women in the galleries. The
ornamental elements are characteristic of the Hungarian Secession:
pyrogranite terracotta in the form of peacock plumage, stylised
roses and lilies on the facades, and glazed ceramic tiles covering
the roof, all from the famous Zsolnay factory in Pécs (see cDf
No 3). The same decorative themes appear on the interior wall
paintings and the stained-glass windows, which were designed and
produced in the workshop of Miksa Roth in Budapest. Outstanding
craftsmanship and the meticulous design of each tiny detail are
apparent everywhere: in joinery, ironwork, chandeliers, sconces
and so on. The Synagogue in its design, shape and structure
represents a completely genuine masterpiece of the Hungarian
Secession style.

During the Second World War, the formerly affluent and
successful Jews of Subotica were deported and decimated in the
Nazi concentration camps. The survivors who returned after the
war were no longer capable of taking appropriate care of the
Synagogue, especially after the elimination of private property in
the newly communist Yugoslavia. So the community used a small
sanctuary nearby for its spiritual rituals. By the mid-1970s, the

© Zeljko Vukeli¢

© Zeljko Vukeli¢
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Synagogue’s condition had become alarming: the outer ceramic-
coated dome had tilted and was in danger of imminent collapse,
and rainwater was filtering into its wooden structure. Unable

to finance its restoration, the Jewish Community donated the
Synagogue to the city in September 1979. By then, the Synagogue
had already been declared a cultural monument and emergency
work to return the roof to its original position - which required
lifting the dome structure by means of hydraulic jacks - was
undertaken in 1980. Further work on the outer structure included
carpentry, sheet-metal work, masonry and roofing. In the process,

.ARTNOUVveau.eu

however, the Synagogue lost some of its authenticity: it proved

N\

impossible to import the original Zsolnay pyrogranite ceramics
from Hungary and missing tiles were replaced by roughly similar,
domestically produced, common glazed tiles. The original zinc-
coated sheets that used to clad the upper part of the main dome
were replaced by high-quality copper sheeting.

In the 1980s, the authorities were planning to convert the
Synagogue into a multi-purpose hall to host anything from theatre
and musical events to conferences and fashion shows. There
were even plans to equip it with a stage and make the necessary
adaptations for live TV broadcasting from the hall. Luckily such
plans were never realised, although the building did become the
centre for the National Theatre of Subotica for several years.

\

The period from 1985 to 1992 was a bizarre one. On one hand,

© Zeljko Vukeli¢
© Zeljko Vukeli¢
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Thanks to international cooperation and the support of several NGOs, in the early 21st century it was finally possible to restore the roofs and domes fully ‘,f The last three years have seen the final push to complete restoration. Work included reinforcing the structure, insulating the domes, renewing floor tiling, restoring stained-
using adequate waterproofing and Zsolnay-glazed tiles like the originals ! glass windows and decorative paintings, and also renewing heating and electrical fittings

Gracies a la cooperacid internacional i el suport de diverses ONG, en els primers anys del segle XXI va ser possible finalment restaurar les teulades i cipules amb una L'esforg final per acabar la restauracid s’ha desenvolupat en els darrers tres anys. Les intervencions han inclos el reforcament d'estructures, I'aillament de les cobertes, la renovacid de les
bona impermeabilitzacid i teules de ceramica vidrada Zsolnay com les originals

rajoles del terra, i la restauracid dels vitralls i les pintures decoratives, aixi com la renovacid de les instal-lacions eléctrica i de calefaccio

e ISSN 2462-4411 (BarCeLONa. INterNet)
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General view of the interior after restoration

Vista general de I'interior després de la restauracic

que la propietat privada fos abolida en la nova lugoslavia comunista, i la
comunitat utilitzava un petit santuari proper per als rituals espirituals.
Cap a mitjan anys 1970, I'estat de la Sinagoga era alarmant: la ctpula
revestida de ceramica s'havia inclinat i corria perill de caure en qualsevol
moment, i per I'estructura de fusta es filtrava I'aigua de la pluja. Incapacos
de financar-ne la restauracio, la comunitat jueva va donar la Sinagoga a la
ciutat el setembre de 1979. Aleshores ja havia estat declarada monument
cultural i el 1980 es van realitzar les obres necessaries per recol-locar la
teulada a la posicio original, la qual cosa va requerir alcar I'estructura
de la ctpula amb gats hidraulics. En I'estructura exterior també s'hi van
haver de fer treballs de fusteria, de xapa, de magoneria i de coberta. En el
proces, pero, la Sinagoga va perdre part de la seva autenticitat: va resultar
impossible importar la ceramica de pirogranit Zsolnay d'Hongria, i les
rajoles que faltaven van ser substituides per rajoles vidrades comunes de
produccid nacional més o menys similars. Les xapes originals revestides de
zinc que cobrien la part superior de la ctipula principal van ser substituides
per xapes de coure de qualitat.

En la década de 1980, les autoritats tenien previst convertir la

ISSN 2462-4411 (BarRCeLONa. INterNet)

Sinagoga en una sala polivalent per acollir-hi tota mena d'esdeveniments,
des d'espectacles teatrals o concerts a conferéncies o desfilades de
moda, i fins i tot estava previst equipar-la amb un escenari i fer-hi les
adaptacions necessaries per poder fer emissions de televisié en directe.
Afortunadament, aquests plans no es van fer mai realitat, tot i que I'edifici
si que va esdevenir la seu del Teatre Nacional de Subotica durant uns
quants anys. Els anys 1985 a 1992 van ser un periode estrany, en que es va
iniciar un programa de rehabilitacio, amb la restauracié d'algunes parts
com les pintures interiors de la cupula, alhora que simultaniament s'hi
feien adaptacions poc curoses per possibilitar instal-lacions d'il-luminacié
i eléctriques necessaries per a l'activitat teatral, que van contribuir
a malmetre encara més l'edifici. EI 1992 la companyia de teatre va
abandonar finalment I'edifici perqué poguessin continuar els treballs de
restauracio. Perd la guerra ja havia esclatat a lugoslavia, i tot i que s'hi
van fer algunes intervencions (com la restauracio del llum, el desguas
i la impermeabilitzacio i la renovacio dels terres), la manca cronica de
financament va fer que el procés quedés aturat fins al 2000. Aquell any
la Sinagoga va entrar a formar part (per segona vegada des de 1996)

a rehabilitation programme was underway, allowing restoration
of some parts such as the inner dome paintings. Yet meanwhile,

unskilled adaptations for lighting and electrical installations
- required for staging theatre shows - contributed to the
building’s further deterioration. In 1992, the theatre
company was finally moved out of the building

© Zeljko Vukeli¢
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to enable the restoration work to be continued.
However, war had broken out in Yugoslavia,

ART

and although some interventions were
made (such as restoration of the chandelier,
drainage, waterproofing and renovation

of the floors), a chronic lack of funding
meant that the process was largely halted
until 2000. That year, the Synagogue was
included (for the second time since 1996)
on the World Monuments Fund’s List of
100 Most Endangered Sites in the World.
Subsequently, within the newly established
Jewish Heritage Grant Programme, the
Ronald S. Lauder Foundation granted
funding of $60,000 for the most urgent
roof repairs to protect the Synagogue from
further decay. This was the beginning of a fresh
engagement by a large number of domestic and
international experts, individuals, organisations and
institutions and their increased efforts to provide sufficient
funding for the Synagogue’s restoration. These included specific
cooperation agreements with Hungary, which made it possible

Details like the pyrogranite mouldings and stained-glass windows have regained their original splendour

Detalls com les motllures de pirogranit o els vitralls han recuperat tota la seva esplendor
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de la llista dels cent monuments més amenacats del mon feta pel Fons
Mundial per als Monuments. Posteriorment, en el marc del nou Programa
de Subvencions per al Patrimoni Jueu, la Fundacié Ronald S. Lauder va
financar amb 60.000 $ les obres més urgents de reparacio de la teulada
per evitar que la Sinagoga continués deteriorant-se. Fou el comencament
d'un nou compromis per part d'un bon grapat d'experts, de particulars,
d'organitzacions i institucions nacionals i internacionals i d'un augment
dels esforcos per proveir els fons suficients per restaurar la Sinagoga,
incloent acords especifics de cooperacio amb Hongria, que van fer possible
no només garantir el financament necessari sind també accedir a les
rajoles vidrades Zsolnay i als elements de terracota de pirogranit. Fins al
2014 la majoria dels esforcos es van concentrar en I'estructura i I'enrajolat
de la teulada i en la decoracio de la facana. Aquell any, la Sinagoga de
Subotica es va incloure a la Ilista Europa Nostra dels Set Monuments
i Emplacaments més Amenacats, cosa que va propiciar que el govern
hongarés anunciés una aportacié de 100 milions de florins hongaresos
per restaurar-ne l'interior, i 400 milions de florins més el 2015 que han fet
possible que el 2018 hagi finalitzat el procés de restauracio. En aquests
darrers tres anys, els treballs que s'han fet han inclos la restauracio dels
vitralls, les pintures decoratives, els dispositius d'il-luminacié i la fusteria,
aixi com la renovacio de les instal-lacions eléctriques i de calefaccid
i I'aillament teérmic de la cupula i les voltes per evitar la condensacié
d'humitat i el deteriorament de les superficies pintades. S'ha refet la base
de ciment del terra i s'hi ha reinstal-lat el terra original, per a la qual cosa
s'han reproduit les rajoles que faltaven al Marroc.

Al llarg de la quarantena d'anys que ha durat la restauracié de la
Sinagoga, diversos experts han discutit persistentment sobre la conveniéncia

© Viktorija Aladzi¢

Detail of restored decoration on a column of the Torah Ark behind the bimah

Detall de decoracio restaurada d'una columna de I'Arca de la Tora al darrere de la teba

de conservar-la en el seu estat actual, mantenint fins i tot la patina que
ha esdevingut part de I'edifici, o retornar-la a la seva esplendor original.
Finalment es va optar per la segona opcié. Comptant totes les feines que
s'hi han fet, la Sinagoga s'ha repintat almenys dues vegades des de la seva
construccio, la teulada i I'enrajolat de la teulada han estat parcialment o
totalment reconstruits tres vegades i els vitralls han estat restaurats dues
vegades pel cap baix. Aixi doncs, I'edifici actual conté molt pocs elements
originals autentics. Sigui com sigui, quan algd amb un ull poc expert visita
avui la Sinagoga, la impressié que s'endu és la de la Sinagoga de 1902, i
sens dubte quedara fascinat per I'estil arquitectonic unic, per I'esplendor
magnifica d'aquesta veritable obra d'art total d'estil modernista.

Les gairebé quatre deécades de treballs per evitar el deteriorament
de la Sinagoga de Subotica han comportat els esforcos d'un gran nombre
d'experts, de particulars, ONG locals i internacionals, aixi com d'institucions
d'Hongria i de Seérbia. Aquesta unio d'esforcos ha aconseguit el que €s sens
dubte un dels projectes de restauracio de patrimoni més importants de la
regio. El que cal ara és desenvolupar un pla per al futur de la Sinagoga: qui
gestionara I'espai, quines activitats albergara i de quins fons es disposara
per al manteniment. Cal una bona gesti6 que mostri que han valgut la pena
tots els esforcos de restauracio. La sinagoga és una joia patrimonial d'una
importancia que va més enlla de I'ambit local, i podria esdevenir I'eix al
voltant del qual la ciutat podria promocionar el ric patrimoni modernista
amb qué compta i esdevenir un motor per al desenvolupament de Subotica
i de la regio de Vojvodina. [IF

B www.josu.rs

The experience of entering the Synagogue through its main portal is breath-taking

La visié de I'interior en entrar a la Sinagoga pel portal principal pot ser corprenedora

not only to secure adequate funding but also access the proper
Zsolnay-glazed tiles and pyrogranite terracota elements. Until
2014, most of the efforts were centred on the roof structure and
tiling, and facade decoration. That year, Subotica Synagogue was
included on the Europa Nostra list of Seven Most Endangered
Monuments and Sites, which prompted the Hungarian government
to announce an allocation of 100 million HUF for the restoration of
its interior. Yet another 400 million HUF in 2015 made it possible
to finally complete the restoration process in 2018. In the last three
years, work has included restoration of the stained glass windows,
decorative paintings, light fixtures and woodwork. Electrical and
heating installations were also renewed, and the dome and vaults
insulated to prevent moisture condensation and damage to painted
surfaces. The floor’s concrete base was recast and the original floor
reinstalled, including missing floor tiles reproduced in Morocco.
Throughout the forty-odd years of the Synagogue’s
restoration, numerous experts persistently argued whether to
conserve the Synagogue in its present state — preserving the patina
which became an integral part of the building - or restore it to its
former glory. The second approach was finally adopted. However,
taking into account all the work done since its initial construction,
the Synagogue has been repainted at least twice, the roof and roof

tiling partially or totally reconstructed three times and the stained-
glass windows restored at least twice. So the building presently
contains very few authentic original elements. Be that as it may,
when visitors with an untrained eye visit the Synagogue today,
they do get the impression of what it looked like in 1902. And they
are bound to be awestruck by its unique architectural style, the
magnificent splendour of this true Art Nouveau gesamtkunstwerk.
Almost four decades of work to preserve the Subotica
Synagogue from deterioration have included efforts by a great
number of experts, individuals, local and international non-
governmental organisations, and also Hungarian and Serbian
institutions. These combined efforts have achieved what is
undoubtedly one of the greatest heritage restoration projects in
the region. What is now of crucial importance is the development
of a plan for the future of the Synagogue: who will manage the
site, what activities it will host and what funds will be used for
its maintenance. Wise management of the building would prove
all the restoration efforts justified. The Synagogue is a heritage
jewel which certainly transcends local importance. As such, it
could become the pivot around which the city promotes its rich
Art Nouveau heritage and become a regenerative force in the
development of Subotica and the Vojvodina region. (/]
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The restoration was culminated in 2018. Wise management of this Art Nouveau jewel could be a crucial element in the development of Subotica and its region

La restauracio va culminar el 2018. Una bona gestio d'aquesta joia modernista podria ser un element crucial per al desenvolupament de Subotica i la seva regid
N ™
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La Maison du Peuple
Art Nouveau i socialime

Jos Vandenbreeden
Arquitecte, CIVA - Sint-Lukasarchief, Brussel-les
J.vandenbreeden @civa.brussels

"1 de juliol de 1888, es va fundar la Societat Cooperativa

Obrera de Brussel-les sota el nom de la Maison du Peuple,

o Casa del Poble. L'objectiu dels fundadors, professionals

liberals i obrers, era millorar I'existéncia material, moral, fisica

i intel-lectual dels seus membres i contribuir a I'emancipacio

integral de la classe obrera. Aixi, la Societat Cooperativa

funda la Boulangerie, el Forn, al moll dels Charbonnages de
Brussel-les, concebut el 1896 per Victor Horta (1861-1947). Es tracta d'un
edifici industrial d'arquitectura simple. El pinyd estava ornamentat amb
un flord Art Nouveau que servia
d'asta de bandera. En els eslogans
de la fagana hi llegim els lemes
obrers: “socialisme, ciéncia, treball,
col-lectivisme”. La venda de pa era
tot un éxit: el 1899 diversos equips
de forners van fer més de deu
milions de pans que uns repartidors
[liuraven a domicili als "camarades”
El 1899 Victor Horta crea el diposit
central del carbo, els hangars, els
magatzems i la casa de I'encarregat
al moll de I'Industrie. Malgrat que
es tracta d'arquitectura industrial
simple, s'hi reconeix la ma del

© Collection CIVA - Sint-Lukasarchief, Brussels

mestre.

El 1895 el Partit Obrer de
Brussel-les va decidir construir una
nova Casa del Poble, que havia
d'esdevenir la culminacié de la
cooperacio socialista. Es va comprar
una parcella molt ben situada a

Coal workers with their tools and a lump of coal before the foreman’s quarters in
the central coal repository in 1907

Treballadors amb les seves eines de treball i una peca de carbd, davant la casa de
I'encarregat del diposit central de carbd el 1907

ISSN 2462-4411 (BarRCeLONa. INterNet)

© Collection CIVA - Sint-Lukasarchief, Brussels

La Boulangerie, the bakery, designed by Victor Horta in 1896, was built on Brussels’
Quai des Charbonnages Owen, Charles Fourier, Pierre-

Joseph Proudhon, i els belgues
César de Paepe, Jean Volders,

La Boulangerie, el forn, de Victor Horta, va ser edificat al moll dels Charbonnages de
Brussel-les el 1896

© Collection CIVA - Sint-Lukasarchief, Brussels

I'extrem del barri popular Les Marolles, a mig cami entre la part alta i
la part baixa de la ciutat. Victor Horta en fou l'arquitecte. Forca anys
més tard, el 1939, escrivia en les seves memories: “Em van triar per a
la Casa del Poble perqué volien una casa que tingués la meva estetica:
érem 'rojos’ perod aixo no significava que haguéssim pensat en Marx o en
les seves teories”. La va concebre en un periode de creativitat intensa, al
mateix temps que el Palauet Van Eetvelde i el d'Armand Solvay.

La Casa del Poble es va inaugurar durant la Setmana Santa, els dies
23 d"abril de 1899. Els socialistes hi van celebrar la seva "Setmana Santa
Roja" Cent metres més avall s'hi
celebrava la festa catolica de la
Setmana Santa a l'església de
Notre-Dame de la Chapelle: el
"bastio” dels socialistes davant
el "temple” dels catolics. Si
ens fixem en els cartells, les
festes d'inauguraci6 van ser
extraordinaries. La tipografia és
magnifica, d'un estil Art Nouveau
pur, obra d'un jove pintor i escultor
belga, el socialista Jules Pierre
van Biesbroeck (1873-1965). La
Casa del Poble havia de funcionar
com a obra de propaganda. En
les cartel-les que coronaven la
facana hi apareixien els noms
dels grans precursors i defensors
del socialisme: Karl Marx, Robert

-

A team of bakers (out of a total of 105) in the House of the People’s inner
courtyard in 1907

Un equip de forners (d'un total de 105), en el pati interior de la Casa del Poble el 1907

© Collection CIVA - Sint-Lukasarchief, Brussels

MemoRy

La Maison du Peuple
Art Nouveau and Socialism

Jos Vandenbreeden
Architect, CIVA - Sint-Lukasarchief, Brussels
J.vandenbreeden@civa.brussels

n 1 July 1888, the Brussels Workers’ Cooperative
Society was constituted under the name la
Maison du Peuple, or House of the People.
The goal of its founders - liberal professionals
and workers - was to improve its members’
material, moral, physical and intellectual
existence while contributing to the working
class’s full emancipation. So the Cooperative Society founded
la Boulangerie, the bakery on Brussels’ Quai des Charbonnages,
designed in 1896 by Victor Horta (1861-1947). This was an
industrial building of simple architecture. Its gable was decorated
with an Art Nouveau rosette that served as a flagpole. Slogans
on the facade bore workers’ mottoes: “Socialism, science, work,
collectivism”. Bread sales were a resounding success: in 1899,

La Maison du Peuple several bakers’ teams baked more
than ten million loaves, which

aimed to contribute delivery people distributed to
to the working class’s their “comrades’ homes. In 1899,

full emancip ation Victor Horta created the central
coal repository, repair sheds,
warehouses and foreman’s quarters on the Quai de I'Industrie.
Despite being simple industrial architecture, the master’s hand is
evident.
In 1895, the Brussels Workers’ Party decided to build a new
House of the People, envisaged as the culmination of socialist
cooperation. An ideally situated plot of land was bought on the
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Delivery people loaded the bread in the bakery’s large patio to deliver to their
comrades’ homes

Des del gran pati del forn, els repartidors carregaven el pa per lliurar-lo als treballadors a
domicili
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Victor Horta designed the central coal repository and foreman’s quarters in 1899. Both buildings were demolished in 1988

Victor Horta va projectar el diposit central del carbd i la casa de I'encarregat el 1899. Ambdds edificis van ser enderrocats el 1988

Boulangerie N. 1 (L8 @ran
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Désiré Brismée i Edmond van Beveren. Pero Horta volia tanmateix crear
una obra mestra arquitectonica. Escrivia a les seves memories: “L'obra era
tan interessant, la vaig veure a l'instant: construir un palau que no seria
un palau, sind una 'casa’, on l'aire i la llum serien el luxe tant de temps
exclos dels caus dels obrers" Va dissenyar fins i tot una amplia cipula de
metall, recoberta de maons vidrats vermells, que havia de coronar |'entrada
principal. Els dies de festa irradiaven una llum roja, simbol del socialisme
que il-luminava Brussel-les i més enlla.

Traduir arquitectonicament el programa socialista no era gens facil. A
la planta baixa, davant la plaga circular formada pel carrer Joseph Stevens,
s'hi trobava la gran sala café: un
espai sense columnes de 8,50 metres L’objectiu de la
d'alcaria, 16 metres d'amplada i 25 \/[aison du Peuple
metres de llargaria. El café podia acollir

fins a 800 clients.. i manifestants.

L'estructura del sostre, una volta per 1’€manCipaCié plena
aresta plana, inicialment havia de e |g classe obrera
sostenir les carregues de la gran sala de

festes, edificada a la coberta, la qual cosa constituia una proesa constructiva.
En I'angle dret hi havia I'entrada dels magatzems de novetats. S'hi venien
vestits de confeccid, teles, sabates, roba de llit, etc. La carnisseria, I'entrada
als despatxos i la botiga de queviures estaven situades al carrer lateral. A la
primera planta hi havia els despatxos, un dispensari per a consultes mediques,
una biblioteca i la sala reservada als consells d'administracio.

© Collection CIVA - Sint-Lukasarchief, Brussels

era contribuir a

In 1895, the Brussels Workers’ Party commissioned Horta to build the new House
of the People, which opened in 1899

El 1895, el Partit Obrer de Brussel-les encarrega a Horta el nou edifici de la Casa del Poble,
el qual es va inaugurar el 1899

couppefouet 31 | 2018 | www.artNOUvVeau.eu

© Collection CIVA - Sint-Lukasarchief, Brussels

Between 1894 and 1898, Victor Horta was intensely productive: while working on the House of the People project, he had both Hétel Van Eetvelde and Hétel Solvay under
construction

Entre 1894 i 1898, Victor Horta viu un gran periode creatiu: mentre treballava en el projecte de la Casa del Poble, es construien el Palauet Van Eetvelde i el Palauet Solvay Postcard designed by Jules van Biesbroeck for the House of the People’s opening ceremony, when the Brussels Workers’ Party celebrated “Red Easter Week”

Postal dissenyada per Jules van Biesbroeck per a la inauguracio de la Casa del Poble, on el socialistes van celebrar la seva "Setmana Santa Roja”
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Al segon pis s'hi trobava la Sala Blanca, reservada per a les reunions
de la Seccié d'Art i Ensenyament, que tenia com a objectiu assegurar la
solidaritat entre els treballadors i ajudar-los a instruir-se en els camps de
I'art i I'estetica. Crida I'atencio un quadre que representa un cap immens
de Crist -home humil al servei dels pobres i els desheretats— creat per
I'artista Antoine Wiertz (1806-1865). Els socialistes l'interpreten com
"El just" i esdevindra el simbol del messianisme del socialisme. EI 1886
I'advocat socialista Alfred Defuisseaux (1843-1901) havia publicat Le
Catéchisme du Peuple (“El catecisme del poble"), basat en el catecisme
cristia. En set Ilicons tractava la condicid del poble i el seu esclavatge.
Un extret de la primera llico: “"Primera qiiestio: Qui ets? Resposta: Séc
un esclau. 2: No ets un home, doncs? R: Des del punt de vista de la
humanitat, séc un home; pero en relacié amb la societat, s6c un esclau. 3.
Queé és un esclau? R: Es un ésser a qui no se li reconeix més que un deure,
el de treballar i patir per als altres. 4. Té drets, I'esclau? R: No".

La gran sala de festes era la pedra angular de la Casa del Poble.
A la planta baixa, a I'esquerra del café, hi havia I'entrada principal amb
dues escales monumentals que duien a la sala de festes, al tercer pis,
que estava envoltada per un vestibul. A 'alcada de les galeries de la sala
s'estenia una gran terrassa damunt la coberta. La sala de festes feia 60
metres de llargaria i 16,5 metres d'amplada. L'alcaria variava entre 10
i 8,5 metres. Estructuralment, Horta va desenvolupar una construccid
extremadament lleugera, que expressava simbolicament les forces i les
tensions que suportaven els materials. Totes les parts metal-liques estaven
pintades d'un vermell viu. Hi cabien unes 1.700 persones assegudes i,
després de les reunions, la Casa del Poble es convertia sovint en escenari
de manifestacions.

© Jos Vandenbreeden, drawings

© Musée Horta, Saint-Gilles (Bruxelles)

A digital simulation of a project drawing from 26 March 1896 recreates the dome’s glazed

Gracies a la simulacio digital del planol del projecte del 26 de marg de 1896, es pot percebre el color
vermell dels maons de vidre de la cipula
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red brick

The House of the People’s ground plan, showing the entire distribution

Planol de la planta baixa de la Casa del Poble on es pot apreciar tota la distribucio

ISSN 2462-4411 (BarRCeLONa. INterNet)
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fringes of the working class neighbourhood of Les Marolles,
midway between the city’s more affluent and poorer areas. Victor
Horta was the architect. Many years later, in 1939, he wrote in
his memoir: “They chose me for the Maison du Peuple because
they wanted a house possessing my aesthetic: we were ‘reds’, but
that did not mean they had thought of Marx or his theories.” He
designed it in a period of intense creativity, at the same time as the
Van Eetvelde and Armand Solvay mansions.

The House of the People was inaugurated during Easter, on
2 and 3 April 1899. While a hundred metres away, Catholic Easter
was being held in the church of Notre-Dame de la Chapelle, the
socialists celebrated their “Red Easter”: so the socialist “bulwark”
faced the Catholic “temple”. Judging from contemporary posters,
the inaugural events were extraordinary. The typography is
magnificent, in pure Art Nouveau style, the work of the young
Belgian painter and sculptor, the socialist Jules Pierre van
Biesbroeck (1873-1965). The Maison du Peuple was intended
to function as a work of propaganda. The cartouches crowning
the facade bore the names of socialism’s great precursors and
defenders: Karl Marx, Robert Owen, Charles Fourier, Pierre-Joseph
Proudhon and the Belgians, César de Paepe, Jean Volders, Désiré
Brismée and Edmond van Beveren. Yet Horta also wanted to create
an architectural masterpiece. As he wrote in his memoir: “The
work was so interesting, [ saw it in an instant: build a palace that
would be no palace but a ‘house’, one where air and light would
be the luxury so long denied workers’ slums.” He even designed a

© Collection CIVA - Sint-Lukasarchief, Brussels

Cover of the journal L'llustration from 19 April 1902, after the gendarmerie

charge in front of the House of the People on 12 April

Portada del diari L'lllustration del 19 d'abril de 1902 després de la carrega de la
gendarmeria davant la Casa del Poble durant els disturbis del 12 dabril

Left: view of the coffee shop. Right: the auditorium’s main entrance, showing the balcony above, from which politicians gave their speeches

Esquerra: vista del café. Dreta: entrada principal de la sala de festes, i, al damunt, balco destinat als discursos politics
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of the large auditorium built on its roof, which was a
veritable construction feat. In the right angle was the
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entrance to the store for new items. It sold manufactured
clothes, cloth, shoes, bed linen and so on. The butcher’s,
the entrance to the offices and the grocer’s were located
on the side street. The first floor housed offices, a
dispensary for medical consultations, a library and a
room reserved for administrative councils.

On the second floor was the White Room, reserved
for meetings of the Art and Teaching Section, which
had the goal of ensuring solidarity among the workers
and helping to educate them in the fields of art and
aesthetics. One painting is quite striking. It represents
an enormous head of Christ - a humble man who
serves the poor and disinherited - created by the artist
Antoine Wiertz (1806-1865). The socialists interpreted
him as “the Just” and he would become the symbol

of messianism within socialism. In 1886, the socialist

Digital simulation of a period photo of the auditorium, showing the real colour of lawyer Alfred Defuisseaux (1843-1901) had published Le
the metallic structure: red, the colour of socialism Catéchisme du Peuple (“The Catechism of the People”), based on the
Simulacio digital d’una foto antiga de la sala de festes on es pot apreciar al color real de Christian catechism. In seven lessons it dealt with the condition of

I'estructura metal-lica: el vermell, el color del socialisme .
the people and their slavery. An extract from the first lesson reads:

“First question: Who are you? Answer: [ am a slave. 2: Are

couppefouet 31 | 2018 | www.artNOUvVeau.eu

broad metal dome clad in red glazed brick, which would crown the you not therefore a man? A: From humanity’s viewpoint I am a

main entrance. The days for celebration shone with a red light, the man, but in relation to society, I am a slave. 3: What is a slave? A:

symbol of socialism, illuminating Brussels and beyond. It is a being who does not recognise more than one duty: to work
Translating the socialist programme architecturally was no and suffer for others. 4: Does the slave have rights? A: No.”

easy matter. On the ground floor, facing a circular space formed The large auditorium was the House of the People’s

by Rue Joseph Stevens, was the spacious café: a column-free hall cornerstone. On the ground floor, to the left of the café, was its

8.5 metres high, 16 metres wide and 25 metres long. The café main entrance with two grandiose staircases leading up to the

could hold up to 800 customers ... and demonstrators. The ceiling third-floor auditorium, which was surrounded by a vestibule. At

structure, an arch with a flat arris, initially had to support the load the height of the auditorium’s galleries, a spacious terrace extended

© Collection Jos Vandenbreeden

View of the staircase leading to the auditorium. Photo taken in 1964, before the House of the People’s demolition in 1965 View of the auditorium from the committee and speakers’ dais during the meeting against the war held on 28 October 1912

Vista de I'escala d'accés a la gran sala de festes. Fotografia obtinguda el 1964, abans la demolicio de la Casa del Poble el 1965 Vista general de la sala de festes des de la tribuna del Comiteé i dels oradors durant el gran miting socialista contra la guerra, celebrat el 28 d'octubre de 1912
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LA MRAISON DU PEVRLE
RRCHITECT VICTOR KORTRA.

Poster of the House of the People published in the album of plates Architektonische charakterbilder, volume 5, year 1900, by the architect Bruno Mdhring

IIlustracio de la Casa del Poble publicada a I'album de lamines Architektonische charakterbilder al volum 5 de I'any 1900, a carrec de I'arquitecte Bruno Mdéhring

Per intermediacio del pintor Théo van Rysselberghe (1862-1926), el
1897 I'artista pintor francés Paul Signac (1863-1935), home d'esquerres,
va voler oferir al Partit Obrer Belga la seva pintura puntillista Au temps
d'anarchie ("En temps d'anarquia”) per instal-lar-la al lloc de més prestigi, a
la gran sala de festes. La monumental pintura, de 3 per 4 metres, representa
una anarquia utopica, on es barregen les classes socials i les generacions
sobre un fons de tranquil-la felicitat. Perd segons Signac, la Casa del Poble
no era més "que una gran casa de vidre i ferro”, on les parets sense obertures
eren escasses. No s'hi va trobar cap emplacament adequat i, el 1900, el
somni de Signac de col-locar la seva pintura avantguardista dins una de les
arquitectures més progressistes va quedar-se en una utopia. Victor Horta no
només havia concebut una maquina de propaganda socialista, sind també
un palau ideal, "que no seria un palau, sin6 una ‘casa’, on l'aire i la llum
serien el luxe tant de temps exclos dels caus dels obrers".

La Casa del Poble fou enderrocada el 1965, malgrat una campanya
internacional de protesta. \®

Paul Signac offered the Belgian Socialist Party his Painting, In Times of Anarchy
(1894—1895)

Paul Signac va oferir al Partit Obrer Belga la pintura En temps d'anarquia (1894-1895)

ISSN 2462-4411 (BarRCeLONa. INterNet)
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Servais Detilleux’s poster, La Marianne - a symbol of freedom and democracy -
to commemorate the House of the People’s 25th anniversary

Cartell commemoratiu del 25¢é aniversari de la Casa del Poble, La Marianne, simbol de
llibertat i democracia, obra de Servais Detilleux

HISTORIQUE

over the roof. The auditorium was 60 metres long and 16.5 metres
wide. Its height varied from 8.5 to 10 metres. Structurally, Horta
developed an extremely light construction, which symbolically
expressed the forces and tensions the materials supported. All of
the metal parts were painted bright red. It seated around 1,700
people and, after meetings, the Maison du Peuple often became the
scene of demonstrations.

By intermediation of the painter Théo van Rysselberghe
(1862-1926), in 1897, the French painter Paul Signac (1863-1935),
a left-leaning artist, offered the Belgian Workers’ Party his
pointillist work Au temps d’anarchie (In the Time of Anarchy, since
retitled In the Time of Harmony) to be hung in the place of highest
prestige, the large auditorium. This monumental painting, three by
four metres, represents a utopian anarchy, where the social classes
and generations mix freely in a setting of peaceful happiness. Yet
according to Signac, the People’s House was nothing more than “a
large house of glass and iron”, where walls without openings were
scarce. No suitable spot could be found to hang the painting and in
1900, Signac’s dream of hanging his avant garde painting in one
of the most progressive architectural structures remained a utopia.
Victor Horta had not merely conceived a machine of socialist
propaganda but also an ideal mansion, one “that would be no
palace but a ‘house’, one where air and light would be the luxury
so long denied workers’ slums.”

The Maison du Peuple was demolished in 1965, despite an
international protest campaign.

AEAN

Left, elements of the demolished building abandoned in an empty plot in 1988. Right, image of the Blaton Tower, the edifice that was erected in the House of the People’s place
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The auditorium during demolition in 1965

La gran sala de festes durant I'enderroc el 1965

© Emile Venderveldenplein

A l'esquerra, elements de I'edifici enderrocat abandonats en un descampat el 1988. A la dreta, imatge actual de la Torre Blaton, que es va erigir en el lloc que ocupava la Casa del Poble
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Egon Schiele. La génesi d'una col: leccio

coupDefouet
Viena

Per commemorar el centenari de la mort
d'Egon Schiele, I'Orangery del Baix Belvedere
presenta “Egon Schiele: els camins cap a una
col-leccid”, que es podra visitar fins al 17 de febrer
de 2019. La mostra posa el focus no només en
|'artista mateix, sind també en totes les seves
obres que son avui o han estat part de I'extensa
col-leccié del Belvedere. Ressegueix la génesi de
la col-leccid i presenta també noves descobertes
sobre I'obra de Schiele. Algunes de les peces
destacades que hi poden admirar els visitants
son Eduard Kosmack, Facana d'una casa, La mort
i la donzella, L'abracada, Quatre arbres i Retrat de
Wally Neuzil, aquesta ultima un préstec especial
de la Col-leccio del Museu Leopold.

L'exposicio estudia cada una de les obres,
n‘examina aspectes com I'adquisicid i els motius,
alhora que dona informacio sobre les persones
que retraten les imatges. L'enriqueixen nombrosos
préstecs, sobretot estudis preliminars i esbossos
relatius a obres que es troben al Belvedere. Per

ouet 31 | 2018 | www.aRtNOUvVeau.eu
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preparar I'exposicid es van fer analisis
cientifiques que van donar lloc a noves
troballes sobre la técnica pictorica
i els metodes de treball de I'artista,
que també es presenten per primera
vegada. A més, s'hi mostra una seleccio
de documents dels arxius, alguns dels
quals mai no s'han mostrat abans al
public i que ofereixen informacié més
aprofundida sobre les histories de les
adquisicions i els destins de cada un
dels col-leccionistes.

La presentacié forma part del
programa d'activitats organitzat a
Viena al llarg de tot I'any 2018 i fins a
la primavera de 2019 per commemorar
el centenari de la mort de quatre dels
artistes modernistes més importants
de Viena: els pintors Egon Schiele i
Gustav Klimt, I'arquitecte Otto Wagner
i 'artista multifacetic Koloman Moser. \(F

© Belvedere Vienna

House Wall with Windows, 1914. Oil on canvas

Paret d'una casa amb finestres, 1974. Oli sobre tela

B www.belvedere.at

Koloman Moser, a fons

© MAK/Nathan Murrell

coupDefouet
Viena

El Museu d'Arts Aplicades [ Art Contemporani de Viena (MAK) commemora
el centenari de la mort de Koloman Moser (1868-1918) amb una mostra exhaustiva
d'aquest artista multidisciplinari i gran visionari de I'Era Moderna vienesa.

L'exposicié “"Koloman Moser: artista universal entre Gustav Klimt i Josef
Hoffmann" examina amb profunditat I'obra creativa d'aquest artista i mostra el
paper clau que va jugar en la recerca d'un llenguatge de la forma nou i modern
en la Viena finisecular. Moser, juntament amb Gustav Klimt i Josef
Hoffmann, fou un dels capdavanters de la renovacio artistica vienesa.
Se'l considera un exemple extraordinari de la idea de Gesamtkunstwerk
o obra d'art total que la Secession vienesa va difondre.

L'exposicio del MAK, estructurada cronoldgicament en cinc
capitols, presenta una seleccié d'unes sis-centes obres, majoritariament
de la col-leccié del MAK, que mostren la mestria de Moser en totes les
disciplines artistiques: pintura, arts grafiques, arts decoratives, disseny
interior, aixi com moda i escenografia. Moltes de les obres que es
presenten mai no havien estat exhibides abans.

La mostra, que es podra visitar a la Sala d'Exposicions del MAK
fins al 22 d'abril de 2019, forma part de I'extens programa d'activitats
organitzades per entitats culturals de Viena en el centenari de la mort
de Gustav Klimt, Koloman Moser, Otto Wagner i Egon Schiele. (/¢

B www.mak.at

Writing cabinet produced by the Wiener Werkstdtte for Berta Waerndorfer in 1903

Escriptori produit pels Wiener Werkstiétte per a Berta Waerndorfer el 1903
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1899 design for Fromme’s Calendar

ENDEdAVOURS

Egon Schiele:

The Making of a Collection

coupDefouet
Vienna

To commemorate the centenary of Egon
Schiele’s death, the Orangery at the Lower
Belvedere presents “Egon Schiele: The Making
of a Collection”, which can be visited until 17
February 2019. The show places the emphasis
not only on the artist himself but also on all
of his works that form part of the extensive
Belvedere collection or have done so in the
past. It traces the collection’s genesis and also
offers new findings concerning Schiele’s work.
Some of the highlights visitors can admire are
Eduard Kosmack, Facade of a House, Death
and the Maiden, The Embrace, Four Trees and
Portrait of Wally Neuzil - the latter on special
loan from the Leopold Museum Collection.

The exhibition studies each of the pieces,

examining aspects such as its acquisition and
motifs, while providing information on the
people portrayed in the images. Numerous
loans enrich the show, above all preliminary

Disseny de 1899 per al calendari Fromme

studies and sketches for works to be found

in the Belvedere. To prepare the exhibition,
scientific analyses were made that led to

new finds on the artist’s painting technique
and working methods, which are here also
presented for the first time. Furthermore, a
selection of documents from the archives are
displayed, some of which have never been on
public show. They offer deeper insights into the
acquisition histories and individual collectors’
fates.

activity programme organised in Vienna
throughout 2018 and into spring 2019 to
commemorate the centenary of the death of
four of Vienna’s most significant modernist
artists: painters Egon Schiele and Gustav Klimt,
architect Otto Wagner and the multifaceted
artist Koloman Moser. {{§

The presentation forms part of the

B www.belvedere.at

© MAK

© Belvedere, Vienna

Portrait of Herbert Reiner. Oil on canvas, 1910

Retrat d'Herbert Reiner. Oli sobre tela, 1910

Koloman Moser, in Depth

coupDefouet
Vienna

The Austrian Museum of Applied Arts/
Contemporary Art (MAK) commemorates
the centenary of the death of Koloman
Moser (1868-1918) with a comprehensive
solo exhibition of this impressive multi-
disciplinary artist and great visionary of
Viennese Modernism.

The exhibition “Koloman Moser:
Universal Artist between Gustav Klimt and
Josef Hoffmann” deeply examines this
artist’s creative work, demonstrating how
instrumental Moser was in influencing the
search for a new, modern language of form
in fin-de-siécle Vienna. Moser, alongside
Gustav Klimt and Josef Hoffmann, is one of
the leading proponents of Vienna’s artistic
renewal, and considered a prime example
of the concept of Gesamtkunstwerk (a total
artwork) that gained prominence with the
Viennese Secession.

Structured chronologically into five
chapters, The MAK show presents about
600 selected works, mostly from the MAK’s

collection, to reveal Moser’s mastery of all
artistic disciplines: painting, graphic art,
interior design and arts and crafts, as well
as fashion and scenography. Many of the
pieces presented in this show have never
yet been shown to the general public.

The exhibition, on show until
22 April 2019, is part of the activities
organised on the 100th anniversary of the
deaths of Gustav Klimt, Koloman Moser,
Otto Wagner and Egon Schiele. U

B www.mak.at

© MAK/Georg Mayer

Ornamental Box produced in 1906 by the Wiener
Werkstitte

Caixa ornamentada. Produida pels Wiener Werkstdtte el 1906
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Viena, ciutat de dones artistes

coupDefouet
Viena

El Baix Belvedere presenta «Ciutat de
dones. Dones artistes a Viena, 1900-1938», una
exposicié dedicada a les dones que van contribuir
a conformar el panorama artistic de principi del
segle XX a Viena. Artistes com Elena Luksch-
Makowsky, Helene Funke o Erika Giovanna Klien,
avui en gran mesura oblidades.

La mostra se centra en les artistes que van
contribuir activament a la modernitat vienesa i
a les tendéncies sorgides després de la Primera
Guerra Mundial, i que van ser capaces d'influir
en moviments artistics com I'impressionisme
atmosféeric  (Stimmungsimpressionismus),  la
Secession, I'expressionisme, l'art cinétic i la
Nova Objectivitat. Malgrat els grans obstacles
per poder-se formar, algunes dones van reeixir
a desenvolupar una carrera artistica en un

Lluisa Vidal, pintora

Consol Oltra
Comissaria de |'exposicio, Canet de Mar

L'Ajuntament de Canet de Mar ret homenatge
a la pintora modernista Lluisa Vidal en el centenari
de la seva mort amb la mostra “Lluisa Vidal, pintora
modernista”. L'exposicio presenta un conjunt d'obres
escollides que recull el més representatiu de Lluisa
Vidal (Barcelona, 1876-1918). Transcorre en un
itinerari que va des dels exercicis académics del cos
nu fins al cos vestit que podem observar en els grans
retrats. L'ésser, el cos i la seva postura, |'expressio del
rostre, en definitiva la figura humana, van ser el centre
d'interés de I'artista al llarg de tota la seva carrera.

Vidal tracta tots els aspectes del mén de
les dones des d'una visi6 molt intima i genuina
que descobrim a partir de petites notes a I'oli. La
maternitat i la infancia estan representades en una
serie de dibuixos i olis com ara Marcelet malalt i

© Belvedere, Wien [ Photo: Johannes Stoll

Helene Funke. Act of Looking in the Mirror (1908—1910)

Helene Funke. Acte de mirar-se al mirall, 7908-1910

modernista

Primeres passes. També hi trobem unes escenes
urbanes plenes d'immediatesa i moviment, i el plein
air, que gaudim en uns apunts de carrer i unes notes
de les platges de Blanes. La tasca d'illustradora es
mostra en un conjunt de dibuixos originals realitzats
per a les revistes Feminali La llustracidn Artistica, amb
técnica al carbo, guaix i una grisalla en oli. Ens trobem
davant d'una pintora professional que va néixer al si
d'una familia culta, lliberal i amant de les arts que
li va donar les eines necessaries per formar-se i triar
una professio artistica. Francesc Vidal i Jevelli, pare
de la pintora, va ser l'introductor de I'esteticisme i del
japonisme i precursor del Modernisme a Barcelona.

La mostra es podra visitar a la sala d'exposicions
de la Casa museu Lluis Domenech i Montaner de
Canet de Mar fins al 17 de febrer de 2019. |

B www.canetdemar.cat/museu

de I'Art Nouveau porteny.

personals de l'autora, una col-leccionista d'art i apassionada de I'estil

MEIDAN, ANAT, 2017 [ Art nouveau in Buenos Aires: A love story

EDICIONES POLIGRAFA, BARCELONA

242 pag., 25 x 30,5 cm, il-lustracions en color. Editat en anglés

Disponible en tapa dura: 55 $ [ 45 €
Per a més informacié: www.poligrafa.com

© colleccio Privada Barcelona
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Art Nouveau in Buenos Aires: A Love Story ("Art Nouveau a Buenos
Aires: una historia d'amor") presenta la meticulosa investigacio d'Anat
Meidan sobre la riquesa del patrimoni arquitectonic Art Nouveau de
Buenos Aires. El llibre, que inclou centenars d'espleéndides fotografies
de Gustavo Sosa Pinilla, recull les impressions i experiencies

Belle Epoque, durant la seva estada a Buenos Aires.

Aquesta publicacié de gran bellesa, que acaba de rebre el primer
premi AANBA 2018 en la categoria de "Divulgacio de mitjans
grafics”, ens permet descobrir les principals joies de I'arquitectura

moén clarament masculi. Van buscar maneres
d'instruir-se, van desenvolupar estratégies per
comercialitzar-se elles mateixes i van establir les
seves propies associacions d'artistes, cosa que
els va permetre fer xarxa i tenir un paper actiu
dins el panorama artistic. Moltes van exposar a
la Secession, al Hagenbund, al Salé Pisko i a la
Galeria Miethke. Si bé en els darrers anys s'ha
investigat i s'han fet retrospectives sobre les vides
i I'obra d'algunes d'aquestes artistes reconegudes
en el seu temps, la importancia de la seva obra
¢€s encara menystinguda i no es valora en la justa
mesura.

L'exposicio, que es podra visitar fins al 5
de maig de 2019, torna a posar el focus sobre
aquestes dones i presenta algunes obres que
s'exposen per primera vegada. |8

B www.belvedere.at

Manel Fuxa, 1914. Oil on canvas

Manel Fuxa, 1914. Oli sobre tela

ien [ Photo: Johannes Stoll

Helene von Taussig. Female Nude on Blue Chair, 1920—1930

Helene von Taussig. Dona nua sobre cadira blava, 7920-7930

Vienna, City of Women Artists

coupDefouet
Vienna

The Lower Belvedere presents “City
of Women - Female Artists in Vienna from
1900 to 1938”, an exhibition dedicated to
the women who helped shape the artistic
panorama in early twentieth-century Vienna.
Artists such as Elena Luksch-Makowsky;,
Helene Funke and Erika Giovanna Klien -
nowadays largely forgotten.

The show focusses on the artists who
actively contributed to Viennese Modernism
and developments taking place after the First
World War, women who were able to influence
artistic movements like Austrian Mood
Impressionism (Stimmungsimpressionismus),
the Secession, Expressionism, kinetic art
and New Objectivity. Despite great obstacles
to their training, some women managed to
build an artistic career in a clearly masculine

Lluisa Vidal, Modernista Painter

Consol Oltra
Exhibition curator, Canet de Mar

Canet de Mar Town Council is paying
homage to the Modernista painter Lluisa Vidal
(Barcelona, 1876-1918) on the centenary
of her death, with the show “Lluisa Vida,
Modernista Painter”. The exhibition presents
a series of works chosen to show her most
representative work. It follows an itinerary
ranging from academic exercises on the naked
form to dressed subjects, as seen in her major
portraits. The person, their body, posture and
facial expression - definitively, the human
figure — was the artist’s primary interest
throughout her career.

Vidal turns her highly intimate, genuine
gaze - revealed in tiny observations in the
oils - onto all aspects of the feminine sphere.
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Art nouveau in Buenos Aires: A love story brings together
the meticulous research Anat Meidan has undertaken on

the wealth of Art Nouveau architectural heritage in Buenos
Aires. The book, lavishly illustrated with hundreds of splendid
photos by Gustavo Sosa Pinilla, compiles the personal
impressions and experiences of the author - an art collector

Maternity and childhood are represented in

a series of drawings and oils, such as Poorly
Marcelet and First Steps. We also encounter
urban scenes full of immediacy and movement,
and savour the plein air in brief sketches

of the street and of the Blanes beaches. Her
illustrator’s vocation is shown in a number of
original drawings created for the magazines
Feminal and La Ilustracion Artistica, using
charcoal, gouache and grisaille in oil. Here
we have a professional painter, born into a
cultured, liberal and artistic family which
equipped her with the necessary tools to train
in and pursue an artistic profession. Francesc
Vidal i Jevelli, the painter’s father, was
responsible for introducing aestheticism and

EDICIONES POLIGRAFA, BARCELONA

world. They sought ways of receiving
instruction, developed commercial strategies
for themselves and established their own
artists’ associations - a circumstance that
enabled them to network and play an active
role in the art scene. Many women exhibited
at the Secession, at the Hagenbund, the Salon
Pisko and Galerie Miethke. While in recent
years, more research has been done and
retrospectives held on the lives and work of
some of these artists recognised in their time,
the importance of their work is still under-
appreciated and not valued to a sufficient
degree.

This show, which may be visited until 5
May 2019, features many rediscovered works,
some of which are on display for the first

time. (ff

B www.belvedere.at

Damsel. Oil on paper, Paris, 1902

Damisel-la. Oli sobre tela, Paris, 1902

Japonisme into Barcelona, and was a precursor
to Modernisme.

The show can be visited until 17
February 2019 at the Lluis Doménech i
Montaner House Museum in Canet de Mar. (08

B www.museus.esplugues.cat

and enthusiast of the Belle Epoque style — during the time she
lived in Buenos Aires.

This beautiful publication, which has just won first prize

at AANBA 2018 in the category “Dissemination of graphic
media”, lets us discover the foremost architectural gems in
Buenos Aires Art Nouveau.

MEIDAN, ANAT, 2017 / Art nouveau in Buenos Aires: A love story

242 pp., 25 x 30.5 cm, colour illustrations. Published in English

Available in hardcover: $55 | €45
For more information: www.poligrafa.com
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Mostra d’Alphonse Mucha a Paris

coupDefouet
Paris

El Museu Luxembourg presenta fins al 27
de gener de 2019 la primera exposicié a Paris
dedicada a l'artista després de la retrospectiva
del Grand Palais de 1980. La mostra es proposa
redescobrir el primer Mucha i descobrir el segon,
redotar aquest artista de tota la seva complexitat
artistica, politica i espiritual. L'exposicio recull
tota I'obra de Mucha, des dels cartells que el van
consagrar fins a les meravelloses il-lustracions, les
pintures, fotografies, joies, escultures i pastels,
cosa que permet que els visitants descobreixin
tota la diversitat del seu art.

Alphonse Mucha (1860-1939) és un artista
famds perqué sovint va unir el seu nom a I'Art
Nouveau, del qual en fou el representant més
popular, i és alhora un artista desconegut per

© The Clarence H. White Collection

© Mucha Trust 2018

la seva ambici6 de pintor consagrat a la causa
nacional del seu pais d'origen, que encara no es
deia Txequia, i dels pobles eslaus.

Mucha va comencar la carrera com a
il-lustrador a Paris, on el desembre de 1894 va
coneixer l'actriu Sarah Bernhardt, per a qui va
crear el cartell de Gismonda, el primer d'una llarga
serie de cartells publicitaris que li van aportar
gran notorietat. Paral-lelament va realitzar obres
de decoracid, per al joier Georges Fouquet, o
il-lustracions de llibres.

A partir del 1900, i amb motiu de I'Exposicio
Universal, Mucha es proposa concebre un projecte
que representés la historia i la civilitzacio del
poble txec i dels pobles eslaus, una projecte
amarat de filosofia humanista i francmacona a
que va dedicar els darrers trenta anys de la seva
carrera i el dugué a pintar teles gegants. \(F

Exhibition poster for “Alphonse Mucha”

B www.museeduluxembourg.fr Cartell de I'exposicid "Alphonse Mucha”

L'art i Uofici de la fotografia

coupDefouet

Cleveland, OH redefinicio de la infancia i I'esfera domestica. Un

conjunt de pintures de John White Alexander,

El Museu d'Art de Cleveland presenta
I'exposicio "Clarence H. White i el seu mén: I'art
i I'ofici de la fotografia, 1895-1925" Clarence H.
White, nascut a Ohio, fou una figura capdavantera
del pictorialisme america, un mestre influent i un
artista amb talent molt apreciat per la bellesa de
les seves escenes de quietud domestica i d'espais
idillics a I'aire lliure. Aquesta exposicid, la primera
retrospectiva dedicada a aquest visionari en més
d'una generacio, repassa la carrera de White des
dels seus inicis a Newark, Ohio, el 1895, fins a la
seva mort, a Méxic, el 1925.

L'exposicid i la publicacié que I'acompanya
no nomeés exploren I'obra de White, sind que la
situen dins el context del moviment internacional
Arts & Crafts, el desenvolupament de la fotografia
per a la il-lustracio de revistes i la publicitat, i la

couppefouet 31 | 2018 | www.artNOUvVeau.eu

Ring Toss, taken in 1899 and printed after 1917

Llancament d'anelles, realitzada el 1899 i impresa després
de 1917

Thomas Wilmer Dewing, Edmund Charles Tarbell
i Arthur Wesley Dow, complementades amb una
seleccio de més de seixanta-cinc impressions
fotografiques, Ilibres il-lustrats i albums
excepcionals, ajuden a entendre I'entorn artistic
en que va evolucionar I'estil de White. El que fa
que I'obra de White ens interpelli encara avui
¢és la seva confianca en el poder transformador
de l'art i el potencial de cada individu per crear
objectes d'una bellesa perdurable.

La mostra, que es podra visitar al Museu
de Cleveland fins al 21 de gener de 2019, esta
organitzada pel Museu d'Art de la Universitat de
Princeton amb el suport de la Fundacié Henry

Luce. ((F

B www.clevelandart.org

Alphonse Mucha Showing in Paris

coupDefouet
Paris

Until 27 January 2019, the Musée du
Luxembourg is presenting the first Paris
exhibition dedicated to this artist since the
Grand Palais’s 1980 retrospective. The show
aims to revisit that early Mucha and unearth
another aspect, imbuing this artist once more
with all of his artistic, political and spiritual
complexity. The exhibition covers Mucha’s
entire oeuvre, from the posters that brought
him renown to his marvellous illustrations,
paintings, photos, jewellery, sculptures and
pastels, enabling visitors to discover the full
diversity of his art.

Alphonse Mucha (1860-1939) is best
known as an artist for attaching his name
to Art Nouveau, of which he was its most
popular representative. Yet he is meanwhile
an artist whose ambition to become a painter

The Art and Craft of Photography

coupDefouet
Cleveland, OH

The Cleveland Museum of Art presents
the exhibition “Clarence H. White and His
World: The Art and Craft of Photography,
1895-1925" Clarence H. White, born in Ohio,
was a leading figure in American Pictorialist
photography, an influential teacher and a
gifted artist celebrated for his beautiful scenes
of quiet domesticity and outdoor idylls.

This show, the first retrospective devoted to
this visionary in over a generation, surveys
White’s career from its beginnings in Newark,
Ohio in 1895 to his death in Mexico in 1925.

The exhibition and its accompanying
publication not only explore White’s work
but locate it within the context of the
international Arts & Crafts movement, the
development of photographic magazine

enshrined by his country’s national cause
(not as yet known as Czechia) and Slavic
peoples, is not widely known.

Mucha began his career as an
illustrator in Paris, where in December 1894,
he met the actress Sarah Bernhardt. For her,
he would create the poster for Gismonda, the
first in a long series of advertising posters
that brought him huge fame. Meanwhile,
he worked on decorative projects, such as
for the jeweller Georges Fouquet, or book
illustrations.

From 1900 onwards, for the World’s
Fair, Mucha proposed creating a project that
represented the history and civilisation of the
Czech and Slavic peoples. It was a project
anchored in humanist and freemasonry
philosophy, to which he devoted the last
thirty years of his career, leading him to paint
gigantic canvases. @
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View of an exhibition room at the Musée du Luxembourg ~

Vista d'una sala de I'exposicio al Museu Luxembourg
B www.museeduluxembourg.fr

illustration and advertising, and the
redefinition of childhood and the domestic
sphere. Helping to illuminate the artistic
environment in which White’s style evolved
are a selection of paintings by John White
Alexander, Thomas Wilmer Dewing, Edmund
Charles Tarbell and Arthur Wesley Dow,
complemented by over sixty-five rare
photographic prints, illustrated books, and
albums. What allows White’s work to speak
to us today is his belief in the transformative
power of art and the potential of each
individual to create objects of lasting beauty.

couppefouet 31 |
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*

The installation, which can be visited at
the Cleveland Museum of Art until 21 January
2019, is organised by the Princeton University
Art Museum with the support of the Henry
Luce Foundation.

Spring — A Triptych, 1898

B www.clevelandart.org Primavera—un triptic, 7898
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Clarence H. White and His World (“Clarence H. White i el seu mon"),
el cataleg de I'exposicid6 homonima, comenca amb les primeres
obres de White a Ohio, que el situen al costat del moviment Arts
& Crafts en la defensa de la produccié manual, I'aproximacio a
la natura i la vida senzilla. La implicacié de White amb la Photo-
Secession i el seu trasllat a Nova York el 1906 marquen un gir en
la seva produccid, que es va decantar cap al retrat comercial i una

Diversos autors, 2017 [ Clarence H. White and His World
YALE UNIVERSITY PRESS, NEW HAVEN, CT
408 pag., 25,40 x 29,21 cm, 346 il-lustracions en color i en blanc i negre. Editat en anglés

Disponible en tapa dura [ 65 $
Per a més informacio: yalebooks.yale.edu

ISSN 2462 - 44

dedicacié cada vegada més gran a I'ensenyament, amb la creacio
de les primeres institucions dels Estats Units que combinaven la
instruccié en aspectes tant tecnics com estetics de la fotografia. El
llibre incorpora noves analisis formals i cientifiques de I'obra i les
tecniques de White, i inclou nombroses il-lustracions mai publicades
anteriorment d'escenes emotives a l'aire lliure i imatges serenes de
la vida domeéstica per les quals fou admirat.

The exhibition catalogue Clarence H. White and His World
begins with White’s early work in Ohio, which shares with the
Arts and Crafts movement the advocacy of hand production,
closeness to nature and the simple life. White’s involvement
with the Photo-Secession and his move to New York in

1906 mark a shift in his production, as it grew to encompass
commercial portraiture and an increasing commitment

to teaching, leading him to establish the first institutions

in America to combine instruction in both technical and
aesthetic aspects of photography. The book incorporates new
formal and scientific analysis of White’s work and techniques,
and many unpublished illustrations of the moody outdoor
scenes and quiet images of domestic life for which he was
revered.

Various authors, 2017 | Clarence H. White and His World
YALE UNIVERSITY PRESS, NEW HAVEN, CT
408 pp., 25.40 x 29.21 cm. 346 colour and black and white illustrations. Published in English

Available in hardcover: $65
For more information: yalebooks.yale.edu
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Victor Horta: teixits i papers pintats

coupDefouet
Brussel-les

La Maison Autrique presenta I'exposicio
"Motius Horta. Teixits i papers pintats a les cases
de Brussel-les” per posar en valor els interiors de
les cases Art Nouveau, on Victor Horta i els seus
contemporanis van reafirmar el concepte d'art
total i hi van revolucionar les arts aplicades.

A les acaballes del segle XIX els arquitectes
de I'Art Nouveau desenvolupen una estética
homogenia. La cura pel detall en el parament
interior esdevé una preocupacié central. Victor
Horta predica I'abolicié de la jerarquia entre les
arts, cosa que comporta una renovacié profunda
de les arts decoratives i de la produccié artesanal
o industrial dels objectes quotidians.

En els anys 1890, els papers pintats i els
teixits combinats concebuts pels dissenyadors
britanics del moviment Arts & Crafts juguen un
paper predominant en la decoracié dels interiors
Art Nouveau de I'Europa occidental. Artistes com

Pierre Bonnard sota
una nova llum

coupDefouet
Londres

La Tate Modern presenta "Pierre Bonnard:
el color de la memoria”, una extensa exposicio
que reuneix al voltant de cent de les seves obres
més representatives, provinents de museus i
col-leccions privades d'arreu del moén, i que
presenta el gran pintor colorista francés des
d'una nova perspectiva, centrada en |'obra que
va realitzar a partir del 1912, quan el color
es va convertir en una de les seves principals
preocupacions, fins que va morir, el 1947.

L'exposicio revela com la passié de Bonnard
(1867-1947) pel color i la composicié moderna,
elements essencials del seu estil singular, va
transformar la pintura en la primera meitat
del segle XX. També hi descobrim com ['artista

William Morris, Walter Crane o Charles Francis
Annesley Voysey conceben papers de motius
estilitzats extrets de la natura i molt apreciats
pels principals representants de I'Art Nouveau a
Belgica. Victor Horta i Henry van de Velde utilitzen
aquests models en els dissenys que conceben.

Els testimonis materials que palesen la
presencia de papers pintats en els interiors
brussel-lesos de Victor Horta son rars,
desconeguts. El paper pintat sovint fou substituit
0 va desapareixer sota capes de pintura. Moltes
vegades, només una fotografia antiga o petits
fragments en possibiliten la identificacio.

L'exposicié es podra visitar fins al 27 de
generde 2019, i és part dels actes commemoratius
que es presenten a Brussel-les per posar en valor
I'obra de Victor Horta, geni creatiu i mestre de
I'arquitectura Art Nouveau. \IF

B www.autrique.be

The Garden. Oil on canvas, 1926

El jardi. Oli sobre tela, 1926

© La Fonderie

Advertising poster for the factory Bruxelles - Papiers peints

Cartell publicitari de la fabrica Bruxelles - Papiers peints

va crear els seus paisatges vibrants i les seves
escenes domestiques intimes a partir de la
memoria, utilitzant dibuixos com a referéncia,
cosa que propiciava que les seves pintures fossin
més abstractes. Aquestes escenes domestiques,
que sovint mostren figures en una contemplacio
tranquil-la, van marcar la carrera de Bonnard.
L'exposicio conclou amb un grup d'obres
extraordinaries que Bonnard va crear cap al final
de la seva vida, mentre era a Le Cannet durant la
Segona Guerra Mundial.

Pierre Bonnard fou membre fundador del
grup postimpressionista de pintors d'avantguarda
Les Nabis, un grup fortament influit per Paul
Gauguin i el japonisme. La mostra també destaca
I'impacte que Bonnard va tenir en la pintura
moderna, influint en artistes com Mark Rothko i
Patrick Heron. Es podra visitar fins al 6 de maig
de 2019. [}

B www.tate.org.uk

Victor Horta: Fabrics and Wallpapers

coupDefouet
Brussels

The Maison Autrique (Autrique House)
presents the exhibition “Horta Motifs:

Fabrics and Wallpaper in Brussels Houses” to
showcase the interiors of Art Nouveau houses,
where Victor Horta and his contemporaries
reaffirmed the concept of total art,
revolutionising the applied arts.

In the late nineteenth century, the
architects of Art Nouveau aimed to develop a
unified aesthetic. While the building’s cladding
was important, care over the detail inside its
walls became a central concern. Victor Horta
advocated abolishing any hierarchy among
the arts, a stance that led to profound renewal
in the decorative arts and the handcrafted or
industrial production of everyday objects.

In the 1890s, combined wallpapers and
fabrics conceived by the British designers

of the Arts & Crafts movement played a
predominant role in the decoration of Art
Nouveau interiors throughout western Europe.
Artists like William Morris, Walter Crane and
Charles Francis Annesley Voysey designed
wallpapers boasting stylised motifs taken from
nature, highly appreciated among Belgium’s
leading Art Nouveau lights. Victor Horta and
Henry van de Velde used these models in the
designs they created.

Material testimonies documenting
the presence of wallpapers in Victor Horta’s
Brussels interiors are rare, virtually unknown.
Wallpaper was often replaced or disappeared
under layers of paint. Often, only an old photo
or tiny fragments enable identification.

The exhibition, which can be visited
until 27 January 2019, forms part of the

Pierre Bonnard in a Fresh Light

Window Open on the Seine (Vernon)
0il on canvas, 1911—1912

Finestra oberta al Sena (Vernon)
Oli sobre tela, 1911-1912

Ville de Nice Musée des Beaux-Arts Jules Chéret. Photo Muriel Anssens

coupDefouet
London

The Tate Modern presents “Pierre
Bonnard: The Colour of Memory”, an
extensive show that brings together around
100 of his most representative works from
museums and private collections worldwide.
It examines the grand French colourist
Pierre Bonnard (1867-1947) from a fresh
perspective, centring on the work he
undertook from 1912 - when colour became
one of his main concerns - until his death in
1947.

The exhibition reveals how Bonnard’s
passion for colour and modern composition
- essential elements in his singular style -
transformed painting in the first half of the
twentieth century. It will also show how the
artist created his vibrant landscapes and

© Bibliotheca Wittockiana - Maison Autrique

View of an exhibition space

Vista d'una sala de I'exposicid

commemorative events that the city of
Brussels is staging to showcase the work of
Victor Horta, creative genius and master of Art
Nouveau architecture. (08

B www.autrique.be

intimate domestic scenes from memory,
using drawings as a reference - a factor that
would enable his paintings to become more
abstract. A number of such domestic scenes,
often portraying figures in peaceful reverie,
mark out Bonnard’s career. The exhibition
concludes with a group of extraordinary
pieces that Bonnard created towards the end
of his life, while living at Le Cannet during
World War Two.

Pierre Bonnard was a founding member
of the post-Impressionist group of avant-
garde painters, Les Nabis, a group strongly
influenced by Paul Gauguin and Japonism.
The show also emphasises the impact
Bonnard had on modern painting and artists
like Mark Rothko and Patrick Heron. It can be
visited until 6 May 2019. (&

B www.tate.org.uk
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De fer et de verre. La Maison du Peuple de Victor Horta ("De ferro
i de vidre. La Casa del Poble de Victor Horta") ens explica la historia
de la Maison du Peuple, construida el 1895 per Victor Horta al cor
de Brussel'les, i que els mateixos que |'havien fet construir van fer
enderrocar setanta anys després. També ens explica la historia del
socialisme naixent a Belgica, de les lluites d'aquells que no gaudien

practicament de cap dret, del pas de dues guerres per un pais que volia
mantenir-se neutre, governat i, potser, unit per un rei, pero on les dues
llengiies van revelar fins a quin punt els habitants estaven dividits;
la historia d'un moviment obrer i cooperatiu, i després d'un partit
socialista esdevingut un aparell, capag, amb I'excusa de la modernitat,
de destruir “la seva Casa" sense vacil-lar i, fins i tot, d'oblidar-la.

MALINCONI, Nicole, 2017 [ De fer et de verre. La Maison du Peuple de Victor Horta
LES IMPRESSIONS NOUVELLES, BRUSSEL-LES
176 pag., 14,5 x 21 cm, il-lustracions en color i en blanc i negre. Editat en francés

Disponible en ristica [/ 16 €
Per a més informacié: www.lesimpressionsnouvelles.com

i1
it _’::iﬁi

De fer et de verre. La Maison du Peuple de Victor Horta (Of Tron
and Glass: Victor Horta’s House of the People) tells the history
of the Maison du Peuple built by Victor Horta in the heart of
Brussels in 1895, and demolished seventy years later by those
who commissioned it. It also tells the tale of newborn socialism
in Belgium and the struggle of those with barely any rights. And
then of the passage of two wars through a country that hoped

to remain neutral, governed and perhaps united by a king. But
a country where two languages revealed the extent to which
its people were divided. It is the story of a workers’” movement
and a cooperative, and lastly of a socialist party which, wielding
modernity as its excuse, became a machine able to demolish “its
own house” unwaveringly and finally to forget it.

MALINCONI, Nicole, 2017 / De fer et de verre. La Maison du Peuple de Victor Horta
LES IMPRESSIONS NOUVELLES, BRUSSELS
176 pp., 14.5 x 21 cm, colour and black and white illustrations. Published in French

Available in paperback / €16
For more information: www.lesimpressionsnouvelles.com
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Arrenca l'Any
Jujol140

Ajuntament de Sant Joan Despi
aferrerm@sidespi.net

Coincidint amb el 140 aniversari del
naixement de l'arquitecte Josep Maria Jujol
(1879-1949), I'Ajuntament de Sant Joan Despi
impulsa I'Any Jujol140, un moviment artistic,
cultural i social que ha arrencat I'estiu de 2018 i
que es perllongara fins a la tardor de 2019, quan
tindran lloc unes jornades internacionals de debat
i coneixement cientific de la figura i I'arquitectura
de Jujol.

Durant  I'Any  Jujol140  s'organitzen
activitats  culturals, ladiques, comercials,
turistiques, patrimonials, socials i ciutadanes a
Sant Joan Despi i en diversos municipis vinculats
a Jujol i al seu llegat arquitectonic. Entre altres,
destaquen diferents exposicions, l'edicio de
publicacions especialitzades i de divulgacio,
jornades gastrondmiques i espectacles escenics
en edificis de Jujol.

Una quinzena de municipis s'han
adherit a I'Any Jujol140, aixi com més d'una
vintena d'institucions, organismes, empreses
i personalitats del mon de l'arquitectura i de
la cultura. La figura de Jujol també té un gran
suport ciutada, com palesa el Manifest Jujol,
que registra més de 4.000 adhesions i que es pot
subscriure al Centre Jujol-Can Negre de Sant Joan
Despi.

© Ajuntament de Sant Joan Despi

Partial view of Torre de la Creu (1913—1916) in Sant Joan Despi

Vista parcial de la Torre de la Creu (1913-1916) a Sant Joan Despi

L'Any Jujol140 vol difondre la figura
i l'obra de Josep Maria Jujol, un artista
referent del Modernisme catala i autor de joies
arquitectoniques com Can Negre o la Torre de la
Creu, a Sant Joan Despi, o la Casa Bofarull, als
Pallaresos. Alhora, la seva influéncia esta molt
present en les col-laboracions amb arquitectes de
I'tpoca com Antoni Maria Gallissa, Josep Font i
Guma o Antoni Gaudi.

El treball arquitectonic de Jujol es
caracteritza per la simplicitat dels seus mitjans
contrastada amb la seva originalitat. Jujol esta
considerat com un artista total perqué va ser capag
de dominar I'arquitectura tot imposant un nou estil
i aplicant-lo en les técniques en que excel-lia, com
ara el trencadis, I'esgrafiat, I'escultura, el dibuix o
la pintura. Aixi, a més d'arquitecte, també va ser
decorador, pintor, esgrafiador i dissenyador. (/4

B www.jujol140.cat

Partial view of Casa Can Negre (1915—1930) in Sant Joan Despi

Vista parcial de la casa Can Negre (1915-1930) a Sant Joan Despi

Jujol140
Year Takes Off

Sant Joan Despi Town Council
aferrerm@sidespi.net

To coincide with the 140th
anniversary of the birth of architect Josep
Maria Jujol (1879-1949), Sant Joan Despi
Town Council is promoting Jujol140
Year. This artistic, cultural and social
initiative began in summer 2018 and will
last until autumn 2019, culminating in
an international conference to discuss
and share scientific knowledge on Jujol
as an architect and historical figure.

Jujol140 Year offers cultural,
recreational, commercial, tourist,
heritage, social and civic activities
in Sant Joan Despi township and
other towns linked to Jujol and his
architectural legacy. Among events
on offer are various exhibitions, the
publication of specialised books,
culinary days and theatre shows in Jujol
buildings.

Around two dozen towns have
signed up for Jujol140 Year, as well as
about 20 institutions, organisations,
companies and personalities from the
architectural and cultural spheres. The
figure of Jujol is also highly popular
among residents, as evidenced by the
Jujol Manifest, which records over 4,000
entries. You can sign it at the Centre
Jujol-Can Negre in Sant Joan Despi.

Jujol140 Year aims to promote the
figure and work of Josep Maria Jujol,

a key artist in Catalan Modernisme and
the creator of architectural gems such

as Can Negre and the Torre de la Creu

in Sant Joan Despi, or Casa Bofarull in
Els Pallaresos. Meanwhile his influence
is very clear in his collaborations with
architects of the period like Antoni Maria
Gallissa, Josep Font i Guma and Antoni
Gaudi.

Jujol’s architectural work is
characterised by the simplicity of his
means compared to his originality. Jujol
is considered a total artist because he
was able to dominate architecture, even
imposing his own style and applying it in
the techniques in which he excelled, such
as trencadis, sgraffito, sculpture, drawing
and painting. So as well as an architect,
he was also a decorator, painter, sgrafitto
decorator and designer. (@&

B www.jujol 140.cat

© Ajuntament de Sant Joan Despi

Interior staircase of Torre de la Creu (1913—1916)

Escala interior de la Torre de la Creu (19013-1916)
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Antoni Gaudi a Amsterdam

Charo Sanjuan
Comissaria de |'exposicio, Amsterdam

L'exposicio “Gaudi i I'Escola d’Amsterdam”,
que es presenta al Museu Het Schip d'Amsterdam
fins al 31 de mar¢ de 2019, és fruit de la
col-laboracié entre Aurea Cultura i Art de
Barcelona i I'esmentat museu i ha comptat amb
el suport de diverses institucions catalanes, aixi
com de diversos arxius fotografics i col-leccions
privades.

"Gaudi i I'Escola d'Amsterdam” forma part
d'una série d'exposicions sobre |'obra d'Antoni
Gaudi que s'han presentat anteriorment a Corea
del Sud, al Japd i a Russia (vegeu cDf 29, pag.
82 i 83). En aquesta ocasid, I'exposicid pren una
connotacié especial, ja que es presenta en un
edifici tan significatiu com el Het Schip, projectat
el 1919 per Michel de Klerk (1884-1923), i que
acull el museu dedicat a aquest arquitecte i a
I'Escola d'Amsterdam. Veure ['obra de Gaudi
envoltada de les obres de |'arquitecte neerlandes

i daltres artistes de ['Escola d'Amsterdam
proporcionara I'oportunitat de trobar divergéncies
i punts de confluéncia en la trajectoria de dos
arquitectes que desenvoluparen la seva creacio en
contextos tan diferents. Tal vegada, I'originalitat,
la inspiraci6 en la natura, I'ts de formes
organiques i I'objectiu d'assolir I'obra d'art total
son aspectes que compartiren.

La mostra presenta planols, dibuixos,
maquetes, mobles, elements arquitectonics,
escultures, ceramica, fotografies i audiovisuals
mitjancant els quals es mostren aspectes
rellevants dels projectes i del sistema de treball
de I'eminent arquitecte Antoni Gaudi. /¥

B www.hetschip.n!
www.aurea-art.com

Marlene Dumas & Edvard Munch

© Photo: The Munch Museum

Edvard Munch. Puberty, 1894
Edvard Munch. Pubertat, 1894

coupDefouet
Oslo

El Museu Munch presenta I'exposici6 “La
sortida de la Iluna. Marlene Dumas & Edvard
Munch”, que ofereix una oportunitat Unica per
contemplar les obres de dos dels artistes més
destacats del mon. Marlene Dumas, nascuda el
1953 a Cape Town, és una de les pintores més
influents en el camp de l'art contemporani. Ens
interpel-la i ens sedueix amb la seva expressio de
temes universals com la por, la mort i |'erotisme.

Dumas, que ha anat nodrint una gran
admiracio per Munch al llarg dels anys, no va
descobrir les similituds entre l'obra de Munch
i la seva propia fins que va coneixer la serie de
litografies Alfa i Omega (1908), durant la seva
primera visita al Museu Munch, el 1981. Aquestes
obres també formen part de |'exposicio.

En la seva primera feina com a comissaria,
Dumas ha estudiat centenars de pintures, gravats

© Photo: Aurea Cultura i Art, 2018

Model of Casa Batllé (1904—1906) by Antoni Gaudi

Maqueta de la Casa Batllé (1904- 1906) obra d’Antoni Gaudi

i dibuixos de Munch pertanyents a la col-leccié
del Museu per poder presentar |'obra de I'artista
no només en dialeg amb la seva propia obra, sind
també perqué puguem experimentar Munch tal
com el veu ella com a pintor. Dumas ha reunit
un sequit d'obres per presentar |'exposicid, en
paraules seves, com “una historia d'amor sobre
tendresa, passio i agonia” La instal-lacié conté
també una seleccid d'obres del col-lega de Dumas
René Daniéls, un artista holandés que, segons
Dumas, va tenir un paper important a I'hora de
conformar la manera com ella entén l'art de
Munch. La selecci6 d'obres de la mateixa Dumas
per a aquesta exposicio prové basicament de
col-leccions privades i sén peces que rarament
han estat exposades al public.

La mostra es podra visitar fins al 13 de
gener de 2019. Presenta obres d'aquests artistes
que comparteixen una visio similar de la pintura i
el dibuix, una visié que reconeix la importancia de
la pinzellada transparent i del lleng sense pintar. (&

JEj www.munchmuseet.no
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Exhibition poster

Cartell de I'exposicio

Antoni Gaudi in Amsterdam

Charo Sanjuan
Exhibition Curator, Amsterdam

The exhibition “Gaudi and the
Amsterdam School”, on show at Amsterdam’s
Museum Het Schip until 31 March 2019, was
born of a collaboration between Aurea Cultura
i Art de Barcelona and the aforesaid museum.
It has received support from several Catalan
institutions, as well as diverse photographic
archives and private collections.

“Gaudi and the Amsterdam School”
forms part of an exhibition series on the work
of Antoni Gaudi, previously shown in South
Korea, Japan and Russia (see ¢cDf No 29, pp. 82
€t 83). On this occasion, the exhibition takes
on a special connotation since it is presented
in such a significant building as Het Schip,
designed in 1919 by Michel de Klerk (1884—
1923) and now housing the museum dedicated

Marlene Dumas & Edvard Munch

coupDefouet
Oslo

The Munch Museum presents the
exhibition “Moonrise: Marlene Dumas €&
Edvard Munch”, offering a unique chance to
view the works of two of the world’s most
prominent artists. Marlene Dumas, born
in Cape Town in 1953, is one of the most
influential painters in contemporary art. She
confronts and seduces us with her expression
of universal themes such as fear, death and
eroticism.

Dumas, who has nurtured huge
admiration for Munch over the years, was not
aware of the similarities between his work
and her own until she discovered the series
of lithographs Alfa and Omega (1908), during
her first visit to the Munch Museum in 1981.
These works also form part of the exhibition.

In her first project as curator, Dumas
has studied hundreds of Munch’s paintings,
prints and drawings from the museum’s
collection so as to present the artist’s work
not merely in dialogue with her own but
also so we can experience Munch as she
sees him as a painter. Dumas has gathered
a sequence of pieces to structure the
exhibition, in the curator’s own words, as
“a love story of tenderness, passion and
agony”. The installation also contains a
selection of works by Dumas’s colleague,
René Daniéls, a Dutch artist who, according
to Dumas, played a pivotal role in shaping
the way that she understands Munch’s art.
The selection of works by Dumas herself
for this show is mainly drawn from private
collections, pieces that are rarely displayed
in public.

to this architect and the Amsterdam School.
Seeing Gaudi’s work surrounded by the works
of this Dutch architect and other Amsterdam
School artists will provide the chance to find
divergences and points of confluence in the
careers of two architects who developed their
creation in such disparate contexts. Perhaps
their originality, inspiration from nature, use
of organic forms and the goal of creating a
total work of art are aspects they shared.

The show presents plans, drawings,
models, furnishings, architectural elements,
sculptures, ceramics, photos and audiovisual
presentations which show relevant aspects
of the projects and working methods of the
eminent architect Antoni Gaudi. (@

B www.hetschip.n!
www.aurea-art.com

Marlene Dumas, Bashfulness, 1991. Oil on canvas

Marlene Dumas, Timidesa, 71991. Oli sobre tela

The show can be visited until 13
January 2019. It shows works of these
artists who share a similar vision of painting
and drawing, a vision that recognises the
importance of the transparent brushstroke and
the unpainted canvas. [

% www.munchmuseet.no

© Marlene Dumas [Photo: Peter Cox
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L'hétel Mezzara d’Hector Guimard (“El Palauet Mezzara d'Hector  perqué complia a la perfeccio la funcio per a la qual va ser construit,
Guimard") narra la historia d'aquest palauet, obra del gran mestre  els anys 1910-1911, per encarrec de I'industrial téxtil Paul Mezzara.
de I'estil Art Noveau francés Hector Guimard, i ens endinsa al seu  Amb aquesta publicacid, el Cercle Guimard inicia una serie de
interior a través de les imatges. Tot i no ser tan conegut com les  monografies sobre els edificis de I'arquitecte, fruit de la intensa
famoses entrades del metro de Paris, es tracta d'un del edificis més  investigacio d'aquesta associacio entorn de la seva obra.
interessants de l'arquitecte, que destaca per la seva elegancia i
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L’hétel Mezzara d’Hector Guimard (Hector Guimard’s Hotel
Mezzara) narrates the history of this mansion, a masterpiece
of the great master of French Art Nouveau, Hector Guimard.
Albeit not so renowned as the famous Paris metro entrances,
this is one of the architect’s most interesting buildings, into
which the book’s arresting images lead us. Built for the textile

industrialist, Paul Mezzara, in 1910-1911, its elegance is
striking while it perfectly fulfilled the function for which it
was built.

With this publication, Le Cercle Guimard initiates a
monograph series on Guimard’s buildings, the result of
intensive research into the architect’s work by this association.

L'hotel
Mezzara

d'Hector Guimard

Various authors, 2018 / L’hétel Mezzara d’Hector Guimard
LE CERCLE GUIMARD, PARIS
127 pp., 21 x 27 cm. [llustrations in colour and black and white. Published in French

Diversos autors, 2018 [ L'hétel Mezzara d'Hector Guimard
LE CERCLE GUIMARD, PARIS
127 pag., 21 x 27 cm, il-lustracions en color i en blanc i negre. Editat en frances

Disponible en ristica: 20 €
Per a més informaci6: www.lecercleguimard.fr

Available in paperback: €20.
For more information: www.lecercleguimard.fr
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© Private collection

Dels prerafaelites al moviment Arts and Crafts |

coupDefouet
Nova York

La Federacio Americana de les Arts presenta
I'exposicié itinerant "Radicals victorians: dels
prerafaelites al moviment Arts & Crafts”, creada en
col-laboracié amb el Birmingham Museums Trust.
La mostra se centra en tres generacions d'artistes
i dissenyadors joves i rebels que, davant d'un mon
cada vegada més industrial, van generar respostes
que van revolucionar les arts de la Gran Bretanya.

Amb unes 145 obres d'artistes i
dissenyadors com Ford Madox Brown, Edward
Burne-Jones, William Holman Hunt, John Everett
Millais, William Morris, Dante Gabriel Rossetti i
Elizabeth Siddall, les pintures, dibuixos, aquarel-les
i arts decoratives que comprén I'exposicid revelen
les idees que preocupaven els artistes i critics de
I'época -la relacio entre I'art i la natura, giiestions
de classe i d'identitat de génere, el valor del treball

F\M BA "EHD[ U R;

Henri de Toulouse-Lautrec. Ambassadeurs: Aristide
Bruant, 1892. Lithography

Henri de Toulouse-Lautrec. Ambassadeurs: Aristide Bruant,
1892. Litografia

manual davant la produccié de les maquines, i
la recerca de bellesa en una era industrial-, uns
temes que encara avui resulten rellevants i objecte
de debat.

Encapcalada per Dante Gabriel Rossetti,
John Everett Millais i William Holman Hunt, el
1848 es va fundar la Germandat Prerafaelita amb
I'objectiu de retornar I'art modern a la simplicitat,
la claredat i I'nonestedat de la pintura europea
anterior a I'¢poca de Rafael (1483-1520). La
Germandat i el seu cercle buscaven inspiracié en
la literatura, la Biblia i la vida moderna.

La mostra es va inaugurar I'octubre de 2018
al Museu d'Art Municipal d'Oklahoma. Des del 9
de febrer fins al 5 de maig de 2019 es podra visitar
al Museu d'Art Vero Beach de Florida, des d'on
continuara la gira pels Estats Units. ¥

B www.amfedarts.org

Christabel Necklace, designed and made by George
Frampton in 1893

Collaret Christabel, dissenyat i realitzat per George
Frampton el 1893

L'esperit de Montmartre

coupDefouet
Barcelona

"Toulouse-Lautrec i I'esperit de Montmartre”
€s una exposicio produida per I'Obra Social "la
Caixa" que té com a objectiu donar a conéixer
al gran public I'efervescencia artistica de finals
del segle XIX (1886-1900), que va transcendir la
historia de I'art i va trencar amb les convencions
artistiques. L'exposicié mostra com es va arribar a
la conquesta de la llibertat, al triomf de la creacié
i de la bellesa del moment davant els valors
intemporals, perd morts, de les academies.

La mostra ens endinsa en el barri parisenc
de Montmartre de la ma de 345 obres -seixanta-
una de Toulouse-Lautrec i les de vint artistes
col-leques seus amb qui compartia la mateixa
ideologia artistica-. Les pintures, dibuixos, gravats,
escultures, diaris, cartells, fotografies i diferents
objectes de I'época ens mostren com Montmartre
va esdevenir un centre literari i artistic radical
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Toulouse-Lautrec i I'esperit de Montmartre és el cataleg que,
amb més de 300 il-lustracions, acompanya l|'exposicié que sota
el mateix titol ha organitzat I'Obra Social "la Caixa", una mostra
multidisciplinaria per comprendre el paper fonamental que |'esperit
de Montmartre va tenir en el desenvolupament de I'art modern i

finals del s. XIX.

la manera com Toulouse-Lautrec i els seus contemporanis van

Diversos autors, 2018 [ Toulouse-Lautrec i I'esperit de Montmartre
FUNDACIO BANCARIA “LA CAIXA" [ EDITORIAL PLANETA BARCELONA
274 pag., 21 x 24 cm, il-lustracions en color i en blanc i negre. Editat en catala i en castella

Disponible en ristica: 33 €
Per a més informacio: www.laie.es

influir en I'evoluci6 d'una producci6 artistica efimera, marcada per
la bohémia i |'avantguarda, que desafiava allo establert. Per mitja
de cartells, il-lustracions, impressions i dissenys van difondre a nous
publics I'esperit bohemi i les creacions artistiques en el Paris de

i modern. La mostra és el resultat d'un estudi
profund de I'anomenat “esperit de Montmartre":
un estat d'anim, una mentalitat avantguardista.
L'exposici6 no tan sols ens presenta aspectes
essencials de I'art frances de finals del segle XIX i
els grans exits estetics d'Henri de Toulouse-Lautrec,
amb algunes de les seves litografies i dibuixos més
recognoscibles, sind que també aprofundeix en la
important influéncia que van tenir les produccions
artistiques efimeres en les trajectories d'aquests
artistes: I'estampacio, el cartellisme, la il-lustracio
de llibres i revistes, el disseny de partitures i altres
obres en paper van ser els mitjans amb els quals els
artistes van aconseguir arribar a una audiéncia més
gran i els va permetre guanyar-se la vida fora del
restrictiu sistema académic.

La mostra es presenta a CaixaForum
Barcelona fins al 20 de gener de 2019 i compta
amb la col-laboracié6 de museus i col-leccions
privades d'arreu del mon.\(F

JEj www.caixaforum.es

© Birmingham Museums Trust

From the Pre-Raphaelites
to the Arts & Crafts Movement

coupDefouet
New York

The American Federation of Arts
presents the exhibition “Victorian Radicals:
From the Pre-Raphaelites to the Arts & Crafts
Movement”, created in collaboration with the
Birmingham Museums Trust. The show focuses
on three generations of young, rebellious artists
and designers who, faced with an increasingly
industrial world, evolved responses that
revolutionised the arts in Great Britain.

With 145 works by artists and designers
like Ford Madox Brown, Edward Burne-Jones,
William Holman Hunt, John Everett Millais,
William Morris, Dante Gabriel Rossetti and
Elizabeth Siddall, the paintings, drawings,
watercolours and decorative arts making up this
show reveal the ideas that concerned the artists
and critics of the period. They explored the
relationship of art and nature, questions of class

© Birmingham Museums Trust

Claret Jug (1861—1862), designed by J. Hardman
Powell and made by J. Hardman €& Co.

Gerro Claret (1861-1862), dissenyat per J. Hardman Powell,
realitzat per J. Hardman & Co.

The Spirit of Montmartre

coupDefouet
Barcelona

“Toulouse-Lautrec and the Spirit of
Montmartre” is an exhibition produced by Obra
Social “la Caixa”, aiming to communicate the
artistic effervescence of the late nineteenth
century (1886-1900) that transformed
the history of art and broke with artistic
convention. The exhibition shows how this
conquest of freedom occurred, how creation
and the beauty of the moment triumphed
against the academies’ timeless yet dead values.

The show leads us into the Paris
neighbourhood of Montmartre through 345
different artworks - sixty-one by Toulouse-
Lautrec while the others are by twenty artist
colleagues with whom he shared an artistic
ideology. The paintings, drawings, prints,
sculptures, newspapers, posters, photos and
various period objects reveal how Montmartre
became a radical and “modern” literary

tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOK | tHe BOOk

Toulouse-Lautrec i ’esperit de Montmartre (Toulouse-Lautrec
and the Spirit of Montmartre) is the catalogue, containing over
300 illustrations, which accompanies the exhibition of the same
name organised by Obra Social “la Caixa”. This multidisciplinary
show reveals the fundamental role the Montmartre spirit

played in the development of modern art. It looks at the way

and artistic centre. The show is the result
of a thorough study on what was termed
the “Montmartre spirit”: a mood, an avant-
garde mentality. The exhibition goes beyond
presenting essential aspects of radical French
art in the late nineteenth century and Henri
de Toulouse-Lautrec’s huge aesthetic successes
through some of his most recognisable
lithographs and drawings. It also deeply
explores the important influence ephemeral
artistic productions had on these artists’ careers.
Lithography, poster art, illustration in books
and magazines, the design of musical scores
and other works on paper were the means
through which the artists managed to reach a
wider audience that enabled them to earn their
living outside the restrictive academic system.
The show is presented at CaixaForum
Barcelona until 20 January 2019 and includes
the collaboration of museums and private
collections worldwide. (@

JEj www.caixaforum.es

Available in paperback: €33
For more information: www.laie.es

© Private collection

and gender identity, the nobility of manual
work compared to machine production and the
quest for beauty in an industrial age. These are
subjects that even nowadays are relevant and
open to debate.

Headed by Dante Gabriel Rossetti, John
Everett Millais and William Holman Hunt,
in 1848, they founded the Pre-Raphaelite
Brotherhood with the aim of returning modern
art to the simplicity, clarity and honesty of
European painting prior to the life of Raphael
(1483-1520). The Brotherhood and its circle
sought inspiration in literature, the Bible and
modern life.

The show first opened in October 2018
at the Oklahoma City Museum of Art. From
9 February to 5 May 2019 it can be visited
at Florida’s Vero Beach Museum of Art, after
which it will continue its US tour. (@

B www.amfedarts.org

Pierre Bonnard, La Revue blanche. Lithography, 1894

Pierre Bonnard. La Revue blanche, litografia, 1894

Toulouse-Lautrec and his contemporaries influenced evolution
of an ephemeral artistic production, shaped by Bohemia and the
avant-garde, which challenged established mores. In posters,
illustrations, prints and designs they disseminated the Bohemian
spirit and their artistic creations to new audiences in late
nineteenth-century Paris.

Various authors, 2018 / Toulouse-Lautrec i I’esperit de Montmartre
FUNDACIO BANCARIA “LA CAIXA” | EDITORIAL PLANETA BARCELONA
274 pp., 21 x 24 cm, colour and black and white illustrations. Published in Catalan and Spanish

couppefouet 31 | 2018 | www.artNOUvVeau.eu
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- Egon Schiele. Camins cap a una col-leccio

- Lluisa Vidal, pintora modernista

- Rodin: retalls

- Ramon Casas

- Senzillament danés. La joieria de plata del
segle vint

- Klimt - Moser — Gerstl|

- El boom de la publicitat. Reclams de
llauna, cartrd i rajola. 1890-1950

- Gaudi i I'escola d’Amsterdam

- Usos. Koloman Moser i I'escenari

- Koloman Moser: artista universal entre
Gustav Klimt i Josef Hoffmann

- El Talisma de Sérusier, una profecia de
color

- Ciutat de dones. Dones artistes a la Viena
del 1900 al 1938

couppefouet 31 | 2018 | www.artNOUvVeau.eu

- Radicals victorians: dels prerafaelites al
moviment Arts & Crafts

- Pierre Bonnard: el color de la memoria

- Louis Comfort Tiffany: tresors de la
col-leccio Driehaus

- Paris 1900: la ciutat de I'entreteniment
Toulouse-Lautrec i I'esperit de Montmartre

- Franz Marc / August Macke. 1909-1914

- La intoxicacid de la bellesa. L'art de I'Art
Nouveau

- Sorolla: el mestre espanyol de la llum

- Toulouse-Lautrec i les estrelles de Paris

- Van Gogh i la Gran Bretanya

- Paris 1900: la ciutat de I'entreteniment

ISSN 2462-4411 (BaRCeLONa. INTeRNet

Viena

Canet de Mar

Paris

Barcelona

Berlin

Berlin

Barcelona

Amsterdam

Viena

Viena

Paris

Viena

Vero Beach, FL

Londres

Athens, GA

Cincinnati, OH

Madrid

Paris

Dortmund

Londres

Boston, MA

Londres

Portland, OR

Fins al 17 de febrer de 2019

Fins al 17 de febrer de 2019

Fins al 24 de febrer de 2019

Fins al 28 de febrer de 2019

Fins al 3 de marg de 2019

Fins al 10 de marc de 2019

Fins al 31 de marc de 2019

Fins al 31 de marc de 2019

Fins al 22 d'abril de 2019

Fins al 22 d'abril de 2019

Fins al 28 d'abril de 2019

Fins al 19 de maig de 2019

Fins al 5 de maig de 2019

Fins al 6 de maig de 2019

Fins al 10 de maig de 2019

De I'1 de marc al 12 de maig
de 2019

Del 20 de febrer al 19 de maig

de 2019

Del 6 de marg al 17 de juny
2019

Fins al 23 de juny de 2019
Del 18 de marg al 7 de juliol
de 2019

Del 7 d'abril al 4 d'agost de
2019

Del 27 de marg¢ a I'11 d'agost
de 2019

Del 8 de juny al 8 de setembre

de 2019

Per a informacio actualitzada, entreu a www.artnouveau.eu o seguiu-nos a Facebook: www.facebook.com/artnouveauclub

Unteres Belvedere, Orangery
www.belvedere.at

Ajuntament de Canet de Mar
www.canetdemar.cat

Musée Rodin
www.musee-rodin.fr

Gothsland Galeria d'Art
www.gothsland.com

Brohan Museum
www.broehan-museum.de

Leopold Museum
www.leopoldmuseum.org

Museu del Disseny de Barcelona
ajuntament.barcelona.cat/museudeldisseny

Museum Het Schip
www.hetschip.nl

Theater Museum
www.theatermuseum.at

MAK Museum
www.mak.at

Musée d'Orsay
www.musee-orsay.fr

Unteres Belvedere, Orangery
www.belvedere.at

American Federation of Arts
www.amfedarts.org

Tate Modern
www.tate.org.uk

Georgia Museum of Art
www.georgiamuseum.org

Cincinnati Art Museum
www.cincinnatiartmuseum.org

Obra Social “la Caixa"
www.caixaforum.es

Musée d'Orsay
www.musee-orsay.fr

Museum fiir Kunst und Kulturgeschichte
www.dortmund.de

The National Gallery
www.nationalgallery.org.uk

Museum of Fine Arts
www.mfa.org

Tate Britain
www.tate.org.uk

Portland Art Museum
www.portlandartmuseum.org

aceNDa

WHAT

EXHIBITIONS

- Egon Schiele: The Making of a Collection

- Lluisa Vidal, Modernista Painter

- Rodin: Cut-outs

« Ramon Casas

- Simply Danish: Silver Jewellery of the

Twentieth Century

- Klimt — Moser — Gerstl

- The Advertising Boom: Tin, Cardboard

and Tile Adverts, 1890-1950

- Gaudi and the Amsterdam School

- Applications: Koloman Moser and the

Stage

- Koloman Moser: Universal Artist Between

Gustav Klimt and Josef Hoffmann

- Sérusier’s The Talisman: A Prophecy of

Colour

- The City of Women: Female Artists in

Vienna from 1900 to 1938

- Victorian Radicals: From the Pre-

Raphaelites to the Arts & Crafts
Movement

- Pierre Bonnard: The Colour of Memory

- Louis Comfort Tiffany: Treasures from the

Driehaus Collection

« Paris 1900: City of Entertainment

- Toulouse-Lautrec and the Spirit of

Montmartre

- Franz Marc and August Macke:

1909-1914

- The Intoxication of Beauty: The Art of

Art Nouveau

- Sorolla: Spanish Master of Light

- Toulouse-Lautrec and the Stars of Paris

- Van Gogh and Britain

« Paris 1900: City of Entertainment

Vienna

Canet de Mar

Paris

Barcelona

Berlin

Vienna

Barcelona

Amsterdam

Vienna

Vienna

Paris

Vienna

Vero Beach,
FL

London

Athens, GA

Cincinnati, OH

Madrid

Paris

Dortmund

London

Boston, MA

London

Portland, OR

Until 17 February 2019

Until 17 February 2019

Until 24 February 2019

Until 28 February 2019

Until 3 March 2019

Until 10 March 2019

Until 31 March 2019

Until 31 March 2019

Until 22 April 2019

Until 22 April 2019

Until 28 April 2019

Until 19 May 2019

Until 5 May 2019

Until 6 May 2019

Until 10 May 2019

From 1 March to 12 May
2019

From 20 February to 19
May 2019

From 6 March to 17 June
2019

Until 23 June 2019

From 18 March to 7 July
2019

From 7 April to 4 August
2019

From 27 March to 11
August 2019

From 8 June to 8
September 2019

Unteres Belvedere, Orangery
www.belvedere.at

Canet de Mar City Council
www.canetdemar.cat

Musée Rodin
www.musee-rodin.fr

Gothsland Galeria d’Art
www.gothsland.com

Brohan Museum
www.broehan-museum.de

Leopold Museum
www.leopoldmuseum.org

Museu del Disseny de Barcelona
ajuntament.barcelona.cat/museudeldisseny

Museum Het Schip
www.hetschip.nl

Theater Museum
www.theatermuseum.at

MAK Museum
www.mak.at

Musée d’Orsay
www.musee-orsay.fr

Unteres Belvedere, Orangery
www.belvedere.at

American Federation of Arts
www.amfedarts.org

Tate Modern
www.tate.org.uk

Georgia Museum of Art
www.georgiamuseum.org

Cincinnati Art Museum
www.cincinnatiartmuseum.org

Obra Social “la Caixa”
www.caixaforum.es

Musée d’Orsay
www.musee-orsay.fr

Museum fiir Kunst und Kulturgeschichte
www.dortmund.de

The National Gallery
www.nationalgallery.org.uk

Museum of Fine Arts
www.mfa.org

Tate Britain
www.tate.org.uk

Portland Art Museum
www.portlandartmuseum.org

For updated information, please check www.artnouveau.eu or join us on Facebook: www.facebook.com/artnouveauclub
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