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I N T R 0 D U C T I 0 N 

Art Nouveau is a movement in art which started towards the end of 

the nineteenth century and continued into the first years of the 

twentieth century. This genre origin9ted mainly from the illustra

tions for books, magazines and periodicals and spread to the other 

branches of the arts. Its aim was a Teaction against the pl'evailing 

social and artistic conditionsc 

The emphasis in this thesis will be mainly on architecture. The 

purpose is ta see in which way and to what extent the prevailing 

trends in the Art Nouveau found expression in the architectural 

structures of the period. 

In order ta determine this it will first be necessary to make a 

fairly comprehensive study of the ideological background, the pre

vailing art theories, the most important movements striving for a 

renewal of the arts and especially the precursors of the style. 

It will also be endeavoured to highlight the most salient features 

of this art form. 

The next step will be to examine the expression of these trends in 

the architecture of the period and a survey will be made of parti

cular buildings in various countries of Europe. Attention will be 

specifically devoted to the two directions in which the style de

veloped viz.: the more floral as manifested mainly in Belgium and 

France and the more rectilinear as seen especially in Austria, Ger

many and Scotland. The rectilinear trend will be emphasized as it 

is this development which seems to have influenced the architeciture 

of South West Africa after the turn of the century. Architectural 
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examples in a few other countries of Europe which did not influence 

the mainstream of Art Nouveau developments will also be dealt with, 

but more briefly. Most of the buildings will be illustrated by 

photographs. 

The final object of this research will be to ascertain to what ex

tent the Art Nouveau influenced the architecture of South West Afri

ca, a German colony at that time. Certain examples will be closely 

examined in order to see how typical features of the style were adap

ted to buildings in a region geographically remote and climatically 

different from the countries where this art form found its highest 

artistic expression. 

In the conclusion it will be attempted to present the most impor

tant findings of the two previous chapters and also to indicate the 

most significant contributions of Art Nouveau architecture. 

The material for the first chapter was largely obtained from standard 

works, catalogues and photographs on the subject. For the second 

chapter information was obtained through articles in periodicals, the 

few books on the architecture of that period, photographs and personal 

observation. In the section pertaining to South West Africa there is 

no existing leterature available on the architecture, but a few books 

covering the general history of the territory provide historical infor

mation on the more important buildings. The conclusions were reached 

by means of personal observation and from photographs taken in the 

larger centres as well as in the smaller remote villages spread through- · 

out this vast territory. Building plans and historical details con

cerning these buildings were consulted in the State Archives in Wind.,. 

hoek, and the Gesellschaft fUr Wissenschaftliche Entwicklung ih the 

DMEG-Haus in 9.ilakopmund. 



CHAPTER I 

BACKGROUND TO ART NOUVEAU: 

THEORIES AND FRECURSORS OF THE STYLE 

By the middle of the nineteenth century scientific advancement had 

created significant improvements. It had succeeded in improving com~ 

munications through the telegraph and the railway engine. Medical 

breakthroughs had been made in aseptic and antiseptic surgery and 

anaesthesia. Improved methods in agriculture yielded increased food 

supplies. Metallurgical discoveries led ta the Bessemer steel process, 

while studies in electromagnetism and thermodynamics arrived an the 

principle of electricity.. Illiteracy decreased as education became 

more freely available.. Never before had so much knowledge, ingenuity 

and skill been employed so extensively and profitably ta promote the 

health, wealth and welfare of mankind. But there was also another 

side to the coin: "As the scientist uncovered new horizons, the ar-

tist hid in the cloak of romanticism; as the engineer triumphed, the 

defeated architect fa Lind comfort in styles of the past •. 111 ) In an age 

a.f Darwinism and Marxism, of economic enterprise and colonial expan-

sion, the arts had sadly·reached a paint of mental stagnation. 

It was actually in the field of literature that the first reaction 

against romanticism and the machine occurred, which then spread to 

painting, but virtually bypassed the applied arts and architecture. 

Fine art, applied art and architecture were not yet as closely asso

ciated with one another as at the close of the nineteenth century. 

1) Sherril Whiton, Elements of Interior Design and Decoration, 
1964, p. 383. 
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of line, with the individual artist working in various spheres. 

Art Nouveau attempted to unite the value of line and contour, the 

relationship of line to surface, the two-dimensional problem, the 

rhythmic influence and the tendency to symbolize. 

Its design premise was the adaptation of asymmetrical flowing lines 

of plant forms and it sought a fresh, completely new manner in pre-

sentatian of these farmso It was actually in the aspect of linear 

symbolism, which was closely connected with Expressionism that Art 

Nouveau managed ta contribute to paintingo 

In order ta understand Art Nouveau it is necessary ta look at the 

idealogical background of the time and the theories which flowed from 

it and their application by Art Nouveau, and also the precursors which 

all to a certain extent exercised an influence on the style. For 

although it suddenly burst forth in the 1890's heralding a new ap-

proach, it naturally drew from trends and currents which preceded it. 

The slogan that there is nothing new under the sun is rather apt in 

art. For even artists cannot completely or blatantly ignore the past. 

But the fundamental difference between Art Nouveau and the previous 

nineteenth century trends lay in the application. 

The new art was closely linked tp other trends prevalent during the 

late 188D's and 1890's. These were mainly the Symbolist trend in li-

terature in France and Belgium and the Aesthetic Movement in England. 

Authors and artists now collaborated. In France, Gall~, Maillol, Bon= 

nard, Denis, Vallotton and Toulouse-Loutrec found an outlet for their 

talents in the ~mbolist periodicals - La Plume, 1889; La Mercure de 

France, 1890; and La Revue Blanche, 1891. 
~ 

A similar situation exis-. 
ted in England where conscious efforts at uniting the arts were made 
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especially under the auspices of William Morris. Thus 9..ilinburne, 

an Aesthetic poet, worked in close collaboration with the Pre

Raphaelites and dedicated works to Rossetti and Burne-Jones. 

Periodicals and magazines frequently also contained illusions to 

"new" movements and ideas, such as New Drama, New Humour and New 

Ballet ( and here the reformer of ballet, the Russian, Serge Diaghilev 

comes to mind)e All these names expressed one common desire, an at

tempt to abandon all the old ideas from previous decades. 

The question now arises how did the contemporary background influence 

the new style and which features were applied. Art Nouveau relied 

considerably on plant motifs such as the lily the symbol of purity, 

the sunflower and the water lily. These were mainly attributed to 

the Aesthetic Movement. Great emphasis was placed on the formal qua

lities of the stalk, the closed chalice and the pale blossoms of 

exotic plants and shrubs, in the anxious yet earnest effort to pre

sent the unfamiliar, the exotic and the fulfilment of an element of 

sophistication in which aesthetic pleasure was the keynote. The 

preference for the stalk, with its powerful, elegant curves, re

flects the interest in the structure of nature.rather than a mere 

depiction of external form and beauty. This approach is in full 

harmony with Art Nouveaue · Submarine flora, with all kinds of waving, 

oscillating kinds of seaweed, was also used. The bud proved more 

popular than the flower, for the bud heralds the future, promising 

the growth and splendour that will enfold. The ideas of the organic 

force of plants were inseparably connected with their linear quali

ties as expressed in the stalks and stems. 
' 
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It was the designer and writer Christopher Dresser who first realized 

the organic forces svmbalized by plants. His theories on the organic 

force of plants were also bound up with their linear characteristics. 

He rediscovered the line of life in nature, best expressed in young 

palms and in entwining tropical vegetation rich in subtle curves and 

linear rhythm. His view was that a curve's proportions had ta be 

graceful and subtle and that the mare complex its origin, the more 

beautiful it became~ His views an decorative design arise from his 

botanical views, which were always based on and supported by authen

tic examples. He approaches the symbolical as his aesthetic outlook 

is mathematically logic, although based on nature, and he warns 

against copying nature too closely. 

His second dominant idea was that regarding the organic farce of 

plants. The bursting buds of spring, when energy of growth is at 

its peak, symbolized the power and vigour. The designer Van de 

Dresser: "Farce and Energy 11 , 

from Principles in Design~ 
1870. The dynamic powerful 
lines suggest organic growth. 
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Velde maintained that a line meant force as it derives its form and 

energy from the person who has drawn it. He continued by stating 

that this force and energy affected the mechanism of the eye by ex-

tending the range of sighte Here again his views an line and farce 

were bound up tagether. 2) 

Dresser's third idea was that of utility and here again he expressed 

the views of Nature by stating that function should precede form. 

His views on decorative design may be summarized by ~is three con

ditions of beauty. These are the curvilinear aesthetic, power and 

utility or function. 

Similar theories on line and its emotional powers of expression were 

held by Walter Crane in his book Ideals in Art in which he expressed 

the rhythmic value of line. Eugene Grasset also expressed the symbo

lical aspect of line in nature, comparing it to the full closed stalk 

filled with sapc 

Likewise the engraver and potter F~lix Bracquemond declared in Du des

sin et de la couleur, 1885, that all gesture, movement, character and 

expression in art is interpreted by lines in the work of art. These 

views on plants and their symbolic qualities were popular in France 

and England in the 1890 1 s, and many books were published, such as 

A. Seder's Die Pflanze in Kunst und Gewerbe, 1886, contributing much 

ta the theoretical background of Art Nouveau. 

There existed in Art Nouveau theories a dualism: one trend developing 

the flower, the stem and the rhythm, i.e. the ornament, while the 

other trend stressed the fitness, the logic and the structure, i~e. 

2) R. Braem, De "Art Nouveau" en Wij, Brussels, 1969, p. 9. 
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the construction. The problem which faced designers was naturally 

how to bring about a compromise which would then yield the most fa

vourable results: the best of both worlds - the ornamental and the 

functional. There were various views on ornament and its use and 

Walter Crane set out ta examine haw ornament could best be integrated 

as a symbol of farce. Ta him the organic lines meant life and growth 

and were necessary far character and structure. Grasset agreed that 

pure application or ornament devoid of construction served no pur

pose. It had ta be transfarmedp stylized and synthesized. The 

growing popularity of iron around this time led ta the realization 

by architects of its constructive and decorative properties in the 

implementation of the new style. Thus were Victor Horta and Henri 

van de Velde in Belgium among the first ta successfully translate the 

new style through the medium of iron. In France Hector Guimard used 

plant motifs far his Paris M~tra (subway) entrances, which were exe

cuted in floral iron farms. These architects relied much an the 

theories of structure as formulated by Viollet-le-Duc. 

Henri van de Velde had a profound understanding of contemporary Eng

lish art and theory and sympathized with the younger English art 

theorists and the Arts and Crafts Movement in their battle against 

the machine. Vet he differs from the general theories of his day 

in three essential aspects. The first is his view that ornament 

should not decorate, but structure. Secondly, he shows a rather pro

nounced anti-Naturalistic attitude, by stating that ornament should 

be abstract. 

ferent light. 

Thirdly, he viewed symbolism in decorative art in a di f

He wanted abjects to express something beyond them-

selves and ornament ta act as a symbol, but not of a literary idea 

or of nature. Ta him ornament and the shape of the object should 

allude ta its function and be based on reason. The abstract, symba-
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lical, ornamental and structural qualities of the cult of line per-

vaded Van de Velde's theories and he no longer believed in the role 

of nature. It was this striving toward the functional which marked 

the beginnings of the Modern Movement, a~d the trend away from Art 

Nouveau. 

But apart from the plants and flowers and the theories underlying 

their symbolic valuesi there remained an even greater symbol-invested 

natural object to which artists were attracted. This was the tree, 

especially the Paradise Tree and the Tree of Life. But the tree 

also reflected a dualism as it was not only the symbol of fertility 

and life, but also the haunt of witches, thus reflecting mankind's 

intimacy and unity with nature, both far good and for evil. 

There now remains two other sources of inspiration which fitted into 

the ornamental world of Art Nouveau and completed its iconography. 

Both these trends possessed one intrinsic quality, a rhythmical ele-

ment which lent themselves admirably to the adaptation and ideology 

of the new style. These were the predilection for the animal world 

and the sensual depiction of the female form. 

From the animal world the peacock was chosen as it possessed both 

a rh~thmical and an aesth~tic quality. The flowing lines of the bo-

dy and t~e neck and the long tail feathers provided a musical rhythm. 

The vivid colours of the plumage represented great splendour and va-

nityo It.seems as if the bird had been specially created far Art 
. ' 

Nouveau. The swan was regarded as the embodiment of gracefulness, 

while its white colour symbolized purity. It conveyed a musical 

rhythm when gliding, both in its delicate movements and its elegant-

ly curving long neck. In architecture it was successfully employed 
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ta decorate many a stained-glass window. 

Other animals which had no specific claim ta any beauty were chosen 

for their undulating and sinuous rhythm exercised by their bodies. 

Nat surprisingly then many were acquatic in origin such as the eel, 

the jellyfish and the octopus with its many flawing tentacles. 

from the insect world came the butterfly with its delicate flawing 

lines and pale colouring, and the dragonfly. These lent a special 

touch of aesthetic sophistication ta.Art Nauveaue 

The.inclusion of the female farm must be seen against the background 

of the aesthetic and exotic tendencies of the time as well as the 

literary appasitiah ta female emancipation prevalent during the 

1890's. The Art Nouveau type of female was derived from the Pre-

Raphaelites such as William Marris and Dante Gabriel Rossetti who 

depicted women in a melancholy mood with heavy lidded half-closed 

eyes and pouting lipso This attitude was revived in the 1890's 

mainly through the writing of Friedrich Nietzsche who regarded wa-

man as a creature which was evil, dangerous and sensual. Other 

writers such as Maupassant, Strindberg and Schopenhauer, shared 

Nietzsche's antipathy toward female emancipation. He spake of 

women as being bath dangerous and beautiful, thus reflecting once 

again a dualism. The illustrations of Aubrey Beardsley depict the 

narrow-shouldered type of female, but the melancholy touch given 

by the Pre-Raphaelites, gave way ta a more morbid, demonic portray-

al. The wavy rhythm is accentuated by the garments with their 

sweeping lines, the hair waving out in rhythmical movement, trans-

farming the object into an ornamental play of line. In Scotland 
, 

the female farm became mare sophisticated while the melancholy of 

the fin de siecle mood was allowed free reign in the streams of 

tears. 
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Having mentioned that an influential climate existed in the 1880 1 6 

and 1890 1 s and that the upsurge of Art Nouveau was closely linked 

to these trends, it is worth looking ~hat the other apart from 

literary symbolism were. 

The fruitful world of music did not fail ta exert influence. Here 

the French composer Claude Debussy occupies an important positian. 3) 

His work expresses the close ties which existed between music, pain

ting and literature~ In 1894 he gave a recital of his work at the 

opening of La Libre Est~tique in Brussels - surrounded by paintings 

and applied art. Debussy based his La demoiselle ~lue on the poem 

The Blessed Damozel by Rossetti. He also set tQ music the poe~ 

L 1 apr~s-midi d 'un fauna by St~phane Mallarm~ and Pell~as et Melisande 

by Maurice Maeterlinck .. 

Painters created work which depicted music such as Toorop's Organ 

Tones, while Whistler combined musical terms with the names of 

colours for the titles of his work: Nocturne in Blue and Green 

and Symphony in White. 

It lifted music out of its narrow professional rut to a realm where 

the arts freely interacted upon each other. Frederick Delius and 

the artist Eduard Munch, an Expressionist, likewise sought ca-opera~ 

tion during this periode 

Pictorial art of the period like the Symbolist trend in literature 

tried ta impart a subtle, subjective after impression - a synthe

sis of what had been experienceda The writings of Schopenhauer 

3) Robert Schmitzler, Art Nouveau, 1964, pp. 12 and 116. 
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spread this attitude toward nature. His views were also discussed 

by Gauguin and his Pont-Aven group which strongly opposed Impres-

sionism in their search for a synthesis between line and form. 

In the work of Gauguin angular and powerfully employed lines were 

evident by 1890, creating an emotional rather than a purely visio-

nal effect. Seurat also developed a new pictorial conception in 

.which the innate value of line and space was given prominence and 

influenced young artists in Brussels, who via the litsrary and 

symbolical atmosphere of this city expressed themselves in a linear 

Symbolism. 
, 
Emile Bernard reflected this ttend toward nature in his 

work where the emphasis was an the two-dimensional and clearly de-

lineated surface, features he had learnt through the study of wood-

cuts. It was this striving for synthesis and reaction against Na-

turalism, which was expressed in bold outlines in painting, that 

became so significant to Art Nouveau. 

Strangely bound up with trends around the 1890's was the resurgence 

of interest, both artistic and literary, in Celtic culture. It 

was in 1889 after the Symbolist W.B. yeats had written Wanderings 

of Oisin and Other Poems, that a wave of enthusiasm swept Scotland 

and Ireland, the natural headquarters. Other works followed such 

as The Countess Kathleen in 1892 and Celtic Twilight in 1893. In-

terest was also aroused by other sources such as the Scottish pe-

riodical Evergreen of 1895 which featured Celtic inspired poems 

such as Anima Celtica by Jahn Duncan in its first issue, vividly illus-

trated with Celts, swords and dragon-coils conveying an impression 

of melancholy and yearning. 

In Ireland itself this newfound stimulus resulted in the imitation 
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of jewellery and ornaments based on old Irish designs. Another 

characteristic of this resurgence was that its application was 

restricted to special fields, especially the art of the book illus-

trator, the silversmith and the metalworker. Paul Hanker's wrought 

ironwork far 83 Chauss~e le Charleroi, Brussels in 1889, is clearly 

influenced by the Celtic, yet already possesses a rhythmical quality -

a hint of what was ta fallow. In Scotland Celtic entrelac motifs 

were fused with the rhythmic lines of Art Nouveau ta produce a linear 

decorative patterne 

The influence exerted an Art Nouveau may thus be said to be twofold: 

first directly, through farm, and second indirectly, through stimula-

ting interest in the artistically decorated and finely illustrated 

book. 

Having mentioned the background ideologies and trends prevalent du

ring the 1880 1 s and early 1890 1 s, it is now necessary to diverge far 

a moment in order ta look at the precursory trends and to estimate 

their contribution. These often overlapped and existed concurrently 

with one another. 

BLAKE AND THE FRE-RAPHAELITE:S 

According ta Robert Schmutzler the earliest link with Art Nouveau 

might be traced to the English poet and artist William Blake (1757~ 

1827). 4) This is quite justified as Blake's outstanding contribution 

was his ability ta create unity between text and illustration - an 

early example of a fusion between the arts. His visionary and symbo-

lical poems are surrounded or enclosed by flames flickering in a 

rhythmical fashion, plants which creep around the text and leaves 

which droop. Figures are ~laced between these motifs, highlighting 

4) Robert Schmutzler, Art Nouveau, 1964, p. 35. 
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the effect of growth and energy. These illustrations formed the basis 

of inspiration for the later Pre-Raphaelite Brotherhood which was led 

by Dante Gabriel Rossetti, likewise a poet and painter.. The Pre

Raphaeli tes sought a close link between art, religion and ethics and 

were especially interested in decorative art. Interest in Blake spread 

to other members of the group. such as Edward Burne-Jones, in whose work 

the predilection for narrow upright shapes, coupled with a vertical 

flowing use of line, exists .. 

The Pre-Raphaelite Brotherhood had no counterpart on the continent. 

In England the earliest examples of Art Nouveau were to be found in 

the work of the late Pre-Raphaelites such as Walter Crane, who admired 

both Botticelli and Blake, George Heywood Sumner, Herbert P. Horne, 

Selwyn Image, Charles Ricketts, Arth~r Heygate Mackmurdo and Aubrey 

Vincent Beardsley, the latter being popularly associated with his 

particular female portrayale These artists stressed the value of 

line, widely employed floral rhythms and developed a particular female 

type and tended toward elongated proportions and symbolism. It was 

within this circle of late Pre-Raphaelites, closely associated with 

the Arts and Crafts Movement, that the striving for a renewal of 

applied art and of fusion,evolved into early, or proto-Art Nouveau. 

THE JAPANESE STYLE 

The next precursor of the new style came not from Britain or Europe, 

but much further afield - from the Orient.. In 1862 Japan participated 

at the World Exhibition in London for the first time. Amateurs and 

collectors flocked to purchase objects of Japanese art from the firm 

of Farmer and Rogers who were granted permission to sell the ~xhibits 
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at the close. A trend for Japanese art developed, and the manager 

of this form Arthur Lazenby Liberty later established the celebrated 

firm of Liberty and Co. Ltd. which sold Oriental wares. 5 ) During 

the sam~ year the English architect Edward William Godwin decorated 

his home in Japanese style with neutral 9ackgrounds. The White House 

designed in 1877 for the artist James Mc Neill Whistler, shows that 

Godwin also understood the fundamental values of Japanese design. 

Godwin: White House, London, 1877. Japanese influence 
is abstractly expressed: in the predilection for asym
metry and in the use of flat unadorned surfaces. The 
cubic construction and decorative restraint already show 
signs of late Art Nouveau, such as found in the work of 
Mackintosh (ppo 69-76). 

Whistler played a significant role in the popularization of the 

Japanese trend. Figures and objects of Japanese origin frequently 

5) Mario Amaya, Art Nouveau, 1966, p. 35. 
Stephan Tschudi Madsen, Art Nouveau, 1967, p. 58. 
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occurred in his pictures. Books contributed their share to the 

trend. In 1867 Examples of Chinese Ornaments by Owen Jones ap

peared, while in 1882 Christopher Dresser contributed to architec

ture with his book Japan, its Architecture, Art and Art Manufactu-

rese 

Whistler: Peacock Room, Leland 
Residence, London, 1876-77, now 
in the Freer Gallery of Art, 9nith
sonian Institution, Washington D.C. 
The sparse furnishing, the asymmetry 
of the built-in shelves with their 
straight.lines and the linear refine
ment and positioning of the motifs 
on the shutters, all reflect Japa
nese influence. 

In France Oriental waves became available in Paris where Madame de 

Saye opened her shop La Porte Chinoise on ·the Rue de Rivoli in 1862. 6) 
~ 

In Nancy, Emile Galle and Eug~ne Vallin were influenced by Japanese 

art due to their acquaintance with the Japanese botanist Takasima 
~ 

who studied at the Ecole Foresti~re. 

-6) Mario Amaya, Art Nouveau, 1966, p. 32. 
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The Japanese influence liberated art from the classical conception 

of symmetry, by focusing attention on the two-dimensional aspect 

and great refinement in the use of line, especially a high horizon

tal line. The oriental compositional scheme now enabled the artist 

to abandon a fixed background and place his figures more freely in 

space, devoid of a central perspective. The calligraphical element 

was widely copied in book illustrations and in posters. 

In architecture, Japanese rectilinearism found much support in Aus

tria, England and in Scotland (where the architect Charles Rennie 

Mackintosh admired the neutral background and elagarit austerity as 

well as the linear properties)o Finally, the Japanese contribution 

lay in the awakening of the decorative unison that existed between 

furniture and its environment, i.e. the interior decoration had to 

blend with the architecture as a whole. The idea was later carried 

out by Mackintosh who designed buildings in which the principles of 

Japanese art were applied to Art Nouveau tendencies. 

A feature common to the arts between 1820 and 1890, is the great 

interest shown in the styles of the past. This renewed.interest 

was awakened by the Romantic Movement and a yearning for the Middle 

Ages. This was not only confined to the Middle Ages, but soon the 

Classical, the Baroque and Rococo as well as the Renaissance were 

revived. Gradually the Romantic Spirit was lost as interest rallied 

ar.ound the more scienti fie approach constituting the archaeological 

and art-historical research. Then suddenly about 1890 these period 

styles re-entered the scene and became indiscriminately mixed. 
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THE GOTHIC REVIVAL 

The Neo-Gothic was ttt have a marked influence on art theory, not 

so much the actual style itself, but rather its followers and cham

pions who later laid the foundations for various movements, striving 

toward fusion and improvement of all branches of the arts. 

The exponents of the Gothic Revival were Augustus Welby Narthmore 

Pugin, Eug~ne Emmanuel Viollet-le-Duc, John Ruskin and William Morris , 

who all favoured a return to medieval ideals of honest craftsmanship 

and principles of Gothic architectureo A.W.N. Pugin designed the 

Houses of Parliament in London in Gothic style, while Ruskin extolled 

the virtues of Gothic design even further in his book The Seven Lamps 

of Architecture, 18490 

In France Viollet-le-Duc championed the visible use of iron construc

tion, as revealed in his Entre.tiens sur !'architecture, 1863-72. 

This enthusiasm for visible structure was largely due to the inte

rest in the architecture and construction of the Middle Ages. And 

it was this understanding of visible construction that proved of 

such great significance to Art Nouveau architects. In the work of 

both Viollet-le-Duc and Victor Horta iron construction was freely 

exposed and treated in Neo-Gothic form, while at times Gott1ic foliage 

was transformed so as to obtain a rhythmical undulating quality, re

presenting the pliable qualities of the new constructional medium. 

In Spain the architect Gaudi likewise showed. a predilection for 

structure in which bone-like supports and struts were frequently 

employed, while a strong Gothic flavour often pervades his work 

such as the cathedral La Sagrada Familia in Barcelona. Gaudi's 
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,Webb: Red House, Bexley Heath, 1859. Although built for Morris 
a champion of the Nee-Gothic, the house does not show direct 
Gothic influence, except for a few arches, but rather expresses 
the ideals of medieval craftsmanship. Construction is exposed; 
both in the brick walls on the exterior and in the beams of the 
ceilings in the interior. 

,Gaudi: Palau Gaell, Barcelona, 
1885-89. Gothic influence is not 
outrightly expressed, but in the 
craftsmanship and in the exposure 
of constructive elements. In the 
drawing-room the unique cone-shaped 
arches were developed from the 
pointed Gothic type. 
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enthusiasm for the Gothic is reflected in his regarding it as 

"sublime, but incomplete; it is only a beginning, stopped out-

right by the deplorable Renaissance ••• Today we must not imitate, 

or reproduce, but continue the Gothic, at the same time rescuing 

it from the flamboyant."?) It might then be said that the signi

ficant influence of the Gothic Revival lay not in the style itself 

or in its blatant continual as expressed by Gaudi, but in its ideals 

of honest craftsmanship and in the field of visible structure. 

ROCOCO 

The renewed iMterest in this style, synonomous with the age of 

French elegance, was most predominant in Belgium and France, es-

pecially in the city of Nancy. 

Rococo possessed certain features which were appreciated by Art 

Nouveau, such as the sense of ornamental asymmetry, the preference 

for light colours and the striving toward a harmonious relationship 

between a room and its contents. This latter tendency of a fusion 

of all decorat~on found much support with Art Nouveau at a time when 

co-operation between all branches of the arts was propagated. Another 

element, more regional in character, was the elegant use and natura-

listic arrangement of flowers - expressed in bouquets of roses, gar

lands of d~isies, narcissi, eglantine and sweet briar arranged with 
, 

sprays and tendrils. In the work of Emile Gall~ and Louis Majorelle 

these floral forms derived from French Rococo, were combined with the 

form-language of Art Nouveau. 

7) James Johnson Sweeney, "Antonio Gaudi: The Magazine of Art, 
May 1953, pp. 195-205. 
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BAROQUE 

A characteristic element of Baroque was the interlude of light and 

shade creating a dramatic effect. This contrast was carefully nur

tured in architecture and recourse was taken to details such as bold 

cornices and deep incisions to emphasize the effects on the surface., 

The actual mass of a building as well as the details were exposed 

to the same vigorous plastic treatment. These plastic tendencies 

of Nee-Baroque lent themselves well to sculpture and it is in this 

sphere that it found much support~ first fusing with the tendencies 

of Art Nouveau., 

The English sculptor Alfred Gilbert was clearly Baroque inspired in 

his ornamental designs. This is greatly due to the influence exer

ted by the Baroque during his sojourn in Paris and especially in Rome, 

where he was impressed by the plastic and dynamic qualities of 16th 

century Italian sculpture. 

In England he executed an t3pergne (centre-piece) for Queen Victoria's 

jubilee in 1887 which showed his understanding of Baroque elements. 

The crowned main figure stands apart above the heads of fishes and 

reptiles, reminiscent of similar attributes and gargoyles used on 

Ba~oque fountains in Rome., Vet his style reveals certain features 

such as the dynamic fluency of form and the powerful plastic treat

ment of the ornament which foreshadow Art Nouveau. 

In the architecture of Hector Guimard, Baroque elements can fre

quently be discerned, such as in the gristle-like forms on the 

balustrades in some of the subway entrances of the Paris underground 

railway system. 
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In the Mannerist form-language of the des~gner and book illustrator 

Walter Crane, the vigorous yet fluent treatment of the Nee-Baroque 

was re-applied to present his particular decorative force and ener

getic play of line. 

What then was the significance of Neo-Baro que for Art Nouveau? 

It contributed a markedly plastic element to the architectural 

field, which led to the bending and moulding of materials and the 

pliant fusing of one shape into another to produce a fluent integra

tion of design. 

During the last three decades of the 19th century the idea of a 

Gesamtkunstwerk or a fusion of the arts was given a new impetus. 

Through the writings of various critics and the establishment of 

movements and organizations, a new look was taken at all branches 

of the arts, and a revolution was started which aimed at obtaining 

equal ranking between the fine and applied arts with the emphasis 

on craftsmanship. This was carried to its extreme logic by Art 

Nouveau artists who simply denied the validity of a distinction be

tween "fine" and "applied". 

The artistic theory which sought to provide a new deal for the 

arts had a strong social leaningc Moralists claimed that hand-work 

ranked superior, whilst machine-work was ta be condemned. These 

protests were bolstered by aesthetic objections to the designs that 

the machine produced~ A return to handicraft was deemed as the only 

salvation. Artist and artisan had to ca-operat~ to re-establish 

craftsmanship and create a unity among the arts •. These ideals were 

first put into practice in England and France, thus setting the pat

tern later pursued by the other countries in Europe. For both these 

countries the London Exhibition of 1851 provided the rallying paint 
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when artists and art critics deplored the quality and design of the 

exhibits. 

In France Leon Laborde, Keeper at the Louvre, and the designer 

Charles Clerget both appealed ta the Camite Central des Arts Ap

pliques a l'Industrie ta improve the situation by attacking the 

problem at its core; a reorganization af art instruction in schools 

and the creation af institutidns where industrial art could be 

taughte In 1856 De l'Unian des Arts et de l'Industrie came into 

existence, fallowed two years later by the Saciete du Pragres de 

l'Art Industriale Part af this renewed enthusiasm far art may be 

attributed ta Napoleon III whose lave of showmanship proved the dy

namic farcee He wished ta revive the prestige of Paris and engaged 

various architects and urban planners, notably Baran Haussmann, to 

improve and enlarge the French capital. A new Opera house and ex

tensions to the Louvre were planned. New churches, squares, broad 

tree-lined boulevards and parks appeared. Great exhibitions were 

held there in 1855 and again in 1867. 

By 1860 new tendencies were in,the air which were to have a marked 

influence on the development of the arts. The work of individual 

artists often revealed designs which painted to the road ahead. 

The earliest and mast significant example being a decorated plate 

by the painter and engraver Felix Bracquemond in 1867, in which the 

linear element is expressed by the rhythmic play of curling ribbons 

contrasting with more naturalistic flowers. Subsequent pottery in 

the following years and in the 1870's show his linear use of semi-. 

stylited plant-shapes ta achieve a rhythmic interplay. In his por

trayal of plants and flowers he already approaches the semi-natura

listic. 
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Bracquemand: Plate with decorations, 1867. The 
flowers are mare naturalistic, but the flawing lines 
af the ribbons anticipate Art Nouveau. 

The drawings and architectural theories af Eugene Emmanuel Viallet-

le-Due contain new designs and advanced structural applicatianse 

His sketches af 1861-63 far a small chapel in the Rue Notre-Dames-

des-Champss shaw stem-like, stylized plant ornamentation. In his 

Entretiens sur !'architecture af 1863-72, he discusses the paten-

tialities of visible iron construction and the illustfatians at 

times r~veal a rhythmical, undulating stem-and-leaf decoration, 

employed ta emphasize the pliant qualities af iron. His theories 

an structure as an architectural expression and the rendering af 

ornament sa as ta emphasize the structural effect was ta exercise 

a considerable influence an later architects~ especially an Victor 

Horta. 
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Viollet-le-Duc: Illustration for 
Entretiens sur l'architecture, 18720 
In his writings he propagated the 
visible use of iron constructiona 

In 1864 the Union Centrale des Beaux-Arts Appliques a l'Industrie 

was founded, primarily for the arrangement of exhibitions "in order 

that the arts concerned with. the pursuit of the beautiful in the 

useful should flaurish 11 o
8) In 1882 this organization united with 

the Saciete du Musee des Arts Decoratifs, set up in 1877, with which 

it had closely collaborated in the striving for a synthesis between 

the arts. A new organization, the Union Cent~ale des Arts Decora

tifs was thus farmed, with its own publication, Revue des Arts De-

coratifs to act as a channel far art communication. 

After the World Exhibition of 1889, in.Paris, artists striving far 

renewal, urged far a permanent salon in which ta exhibit decorative 

art and to exchange ideas an arte This was realized with the 

opening of the Salon du Champs de Mars in 1891 in which applied art 

was shown alongside pictorial art, thus realizing the cherished 

8) V,vonne Brunhammer, The Nineteen Twenties Style, 1966, p. 9. 
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idea of fusion. Here Ch~ret, Charpentier, Dampt, Delaherche, Gall~ 

and others seeking a new style could rally together. 

In England the need for serious reform arose after the London Exhibi

tion of 1851 when the art critic John Ruskin and the poet and painter 

William Morris seized the opportunity to decry the pitifully low 

standard both regarding quality and style of the exhibits. Their 

protests were not in vain for in the following year the Department 

of Practical Art was established, the name being changed ta the De

partment of Science and Art in 1853. The government realizing the 

need for proper art education also founded the Victoria and Albert 

Museum during the same year, with art in~truction featuring as one 

of its special activities. Morris based his doctrine an a return 

to handicraft and extolled the virtues of craftsmanship as practised 

during the Middle Ages. In particular he was impressed by the 

righteousness of early Gothic design. Morris did not blame the ac

tual machine, but rather the products of poor quality which flooded 

the market. These were eagerly lapped up by the evolving new mid

dle class whose demand for status symbols was satisfied through 

copying of former handcrafted products, the prerogatives of aristo

cracy, by cheap mechanical means. The sole criterion of evaluation 

ta a public which was losing its taste, was in the resemblance of 

a machine produced article to its earlier handcrafted counterpart. 

It is against this background that William Morris founded the firm 

of Marris, Marshall and Faulkner in 1860, with its headquarters at 

8 Red Lion Square. Morris also believed in the co-operation between 

the arts and in implementing this theory he was fortunate in secu

ring the assistance of Ford Madox Brown, Edward Burne-Jones and Dante 
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Gabriel Rossetti all associated with the Pre-Raphaelite Movement. 

The other members of the firm were Philip Webb an architect-

designer, Charles J. Faulkner a mathematician, and Peter Paul 

Marshall an engineer, who all shared with Morris an enthusiasm for 

the arts and crafts. 

Morris received much moral support from the architect Richard Norman 

Shaw, whose work is characterized by a return ta the simplicity and 

comfort of the early eighteenth century English house. 

Shaw: Old Swan House, London, 
1876. The design is based on the 
simplicity and comfort of the ear
ly eighteenth century English hause
features which later influenced the 
work of Ashbee and Voysey. The dor
mer windows extend around the sides 
- a motif which reappeared in 
Olbrich's Hachzeitsturm in Darmstadt 
in 190? (p. 9?)o 

Marris envisaged a new art in which there was ta be no interpreta-

tion of former styles& Yet at·the same time he still adhered ta na-

ture as a source of inspiratianG Ruskin supported Marris in his 

view on nature, likewise believing in its emulation, while Crane 

and Burne-Janes were not content with the mere imitation of nature 

and gradually their work assumed a quality of linearism with.lite

rary undertones which was ta prove significant ta Art Nouveau. The 
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same attitude toward nature can also be seen in the work of Charles 

Annesley Voysey where plant and animal motifs are stylized and sub

jected to the rhythm of a linear force as later featured in the new 

style. 

Further steps toward equality among the arts were taken in 1882 

when The Century Guild was established, while two years later Wal

ter Crane and Lewis Day took the initiative irr organizing the Art 

Worker's Guild., 

Morris also made a special contribution to book-printing as he was 

particula~ly attracted to the idea of the aesthetically illustrated 

and prepared booke In 1884, edited by Arthur H. Mackmurdo and Her

bert P. Horne, appeared The Hobby Horse, which was the first perio

dical which dealt with typographical problems. It artistically 

fused both text and illustration, recalling the work of Blake, with 

which the Pre-Raphaelites were acquainted. 

A similar periodical, The Dial, edited by Charles Ricketts and his 

pupil Robert Shannon followed in 1889. At first it closely followed 

The Hobby Horse until it developed a linearism early in the 1890 1 se 

In 1885 Mackmurdo helped to found the Home Arts and Industries Asso

ciation, a relatively smaller organization to promote the quality 

and design of handicrafts., To extend practical instruction in arts 

and crafts, Ashbee inaugurated the School and Guild of Handicraft 

in 1887c As in France, artists desired a medium through which to 

promote their work and to exhibit it to the publico The call was 

answered by Crane and Day who organized the Arts and Crafts Exhibi

tion Society in 1888. During the same year, the Arts and Crafts 
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Movement created the National Association far the Advancement af 

Art and its Applicaticin ta industry. Within this dedicated group 

af lat~ Pre-Raphaelites associated with Marris and his doctrine of 

craftsmanship and ca-operation, the first - or English prota-Art 

Nouveau was to emerge. It was characterized by linearJ floral and 

predominantly two-dimensional elements, reflecting the spirit af 

its designers. 

In several European countries the trend set in France and by the 
; 

Arts and Craifts in England, gained wide support. It was especial-

ly the influence of William Marris that was strongly evident at 

first. The four mast important countries where all branches of 

the arts came under the searchlight were Belgium, Holland, Germany 

and Austria. 

In Belgium in the 1880's. and early 1890's much was done to renew 

the arts and through the literary columns af periodicals these ideas 

were ta reach fruition. In this way the convenient geographical 

position of Belgium and its close proximity ta France and England, 

augmented the spread of new ideas. Links with English trends were 

established mainly through writers such as Marris, Ruskin, Crane and 

Day, all associated with the Arts and Crafts Movement. English 

artists also attended the exhibitions of Les XX in Brussels. The 

painter Fernand Khnapff had links with England and France. He had 

married an English wife and spent several years there. At the World 

Exhibition in Paris in 1878 Khnapff came into contact with the Pre-

Raphaelitese Also, he had been a pupil af the French painter Gustave 

Moreau, in whose work tragi-mythalagical symbolism was . already cul-

tivated. In his awn country he had became acquainted with the Symbolist 
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, 
poets Maurice Maeterlinck and Emile Verhaeren, and in his own work 

it is thus not surprising that he employed this trend. 

The 5:Jcit3tt3 des Vingt (Les XX) group was formed in 1884 to promote 

· the arts industry and to arrange exhibitions ta evaluate emerging 

trends. In 1881 came the periodical L'Art Moderns urging far an 

aesthetic renewal by propagating the virtues of the Arts and Crafts 

Movement and admiring the work of the Pre-Raphaelites. In that year 

Paul Dietrich and Joseph Schwarzenberg opened their bookshop Librairie 

d'Art in Brussels in which English modern art was also on sale. The 

English influence was further reinforced through the participation of 

James McNeill Whistler in the annual exhibition arranged by Les XX. 

The need far renewal became mare urgent by the end of the decade and 

in 1891 Le Rt3veil, Revue Mensuelle de Li ttt3rature et d 'Art was set 

up as well as another arganizat.ion the Section d 'Art.. In 1892 after 

the English Arts and Crafts Exhibition Society had appeared in Brus

sels for the first time, the Belgians filled witn enthusiasm for the 

high standards of quality in the objects displayed, founded a similar 

movement L 1Assaciation pour 1 1Art during the same year. 

In 1893 the architect Paul Hanker joined the editorial staff of 
• 

L'Emulation and from then onwards it assumed a more radical out-

look. Articles concerning the influence of English trends frequent-

ly appeared, while such was clearly revealed in the early work of 

the architects Victor Horta, Paul Hanker and Henri van de Velde and 

the designer Serrurier-Bovy. The latter was particularly impressed 

by Mackmurdo, evident in the absence of ornament, the preference for 
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plain, unpainted wood and the use of small enclosed square plaques 

on constructive vertical elements. 

Victor Horta was attracted among other influences, to the Arts and 

Grafts, especially in his leaving the iron construction of a build

ing exposed so as to emphasize the constructive elements and then 

treating it with a Nee-Gothic decoration. 

Paul Hankar betrays English qualities in his designs for wrought 

ironwork and the choice of wallpaper by Walter Crane for his own 

studio in 1893 .. 

Henri van de Velde was particularly impressed by the Symbolists 

and in 1889 became a member of Les XX. The work of Seurat attracted 

him, mainly through its emphasis on line and theory on colour. He 

soon became absorbed in the writings of Friedrich Nietzsche, John 

Ruskin and William Marrise Inspired by the Arts and Grafts, he de

livered a series of lectures an applied art in which his ideas 

were carefully formulated. His knowledge of English art·and its 

exponents is evident in his first publication D~blaiement d'Art, 

1894, in which he shares the social concept of art, the hostility 

toward the machine and the need for co-operation as expressed by 

the followers of Marris. His theories on ornamental structure, 

his views an nature and his cult of line became well-known among 

all who strove for a renewal within the arts. L'Art Moderne fea~ 

tured articles during 1893-94 in which Van de Velde discussed the 

significance of English wallpaper designs an the development of 

trends in Belgium. · In his contribution ta the renwal of book art~ 

Van de Velde produced designs which substantiated his abstract views 

on nature and the importance of line, as in his illustrations far 
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Dominica! by Max Elskamp in 1892 and the vignettes for Deblaiement 

d'Art in 1894. 

Van de Velde: Illustration 
Elskamp•s, Dominica!, 18920 
forms are abstracted into a 
linear playo 

far 
Natural 

rhythmic 

Van de Velde: Chair, 1898. The 
value attached ta line is also 
emphasized in all his later work. 

By 1893 it had become clear that the position of the applied arts 

had altered appreciablye At the Les XX exhibition of that year 

their number of entries had grown to such proportions that two 

rooms were required in which to house them. With the reorganiza-

tion of Les XX in 1894 as La Libre Esthetique, they achieved equa-

lity, by henceforth featuring as a permanent section of this exhi-

bitian. The idea of collaboration between artist and artisan to 

enrich the various artistic genres, was given a new im~etus by the 

founding of the Association pour les Pragres des Arts Decoratifs 

in the same year. 

The English Arts and Crafts influence and the Pre-Raphaelites were 
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to fuse with French Symbolism and rationalist theories in Belgium 

in the mid-nineties to suddenly create a new style - the Art Nou

veau. It was also in Belgium that the style first attained its 

full development in architecture. 

In Holland reshaping of the applied arts was imminent and in 1877 

a government committee was electad to investigate the position. 

In the fallowing year the periodical Kunst en Industrie appeared, 

while the Rijksschool vaar Kunstnijverheid was established in 

Amsterdam in 1881 with the aim directed at instruction in handi

crafts and arts.. Like in England attempts were made ta unite the 

various arts as well as promoting a better understanding between 

art and handicrafts and industry. This was realized with the found

ing of Arti et Industrias in 1884. Dutch art of the tim~was, how

ever, still closely associated with trends inaugurated by the Nea

Renaissance with the emphasis on tradition and academicism. But 

as the French ideas began infiltrating acroas the border, and the 

English theories of the Arts and Crafts Movement crossed the Chan

nel, the younger artists Gerrit Willem Dijsselhaf, Carel Adolphe Lian 

Cachet and Theodor Willem Nieuwenhuis, Frans Zwolle and Josef Mendes 

da Costa formed Labor et Ars specifically to cast off the yoke of 

traditional appraabhes. The Rijksschool also exercised a new influ

ence, while the translations of Lewis Day's Everyday Art into Dutch 

1884, and Walter Crane's book Claims of Decorative Art in 1894, pro

vided new scape to the movement. English influences were also promi

nent in de Nieuwe Gids, (founded in 1885) a periodical featuring the 

new trends in 1892, and Van Nu en Straks (l.893), the Dutch counter

part of T,he Hobby Horse. 

Early in the 1890's the architect P.J.H. Cuypers began working with 
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a sober conception of design in which consideration was given to 

construction in lieu of ornamentation, which was to prove characte

ristic of the later Dutch Art Nouveau or so-called Nieuwe Kunst. 9) 

This trend was also apparent in the work of H.P. Barlage whose furni-

ture was practically devoid of ornamentation and featured an English 

. trend in the treatment of the wood. The structural-symbolic ele-

ment was seldom employed. 

The first traces of Art Nouveau in Holland may be found in the cir

cle of Architecture et Amicitia of 1893, when a rather rhythmical, 

linear quality emerged in Dutch painting. Symbolism became apparent 

in the work of Jan Toorop as early as 1891, when his cartoon Faith 

Giving Way depicted lean fig~res assuming rhythmic linear movements. 

Suffering was the theme and the figures are portrayed peering ahead, 

as though into eternity, or else have their eyes secretively closed. 

The work of Thorn Prikker bears a marked resembl.ance to that of 

Toorop. 

The skill and craftsmanship of the English book-illustratros was wide-

ly admired by Jan Toorop, Johan Thorn Prikker, Richard Nicolaas Roland 

Holst and Theodoor Nieuwenhuis. The work of the illustrator Antoon 

Johannes Der Kinderen bears a strong similarity to the style of Crane, 

as well as to certain elements of the Celtic style, as seen in his il-

lustrations for Gijsbrecht van Amstel by Joost van den Vandel in 1894. 

The two-dimensional aspect employed by the book illustrators in England 

was not only enthusiastically received by similar artists in Holland, 

but dominated the entire art scene. The Dutch, however, showed a 

9. Nieuwe Kunst. The term used for the Dutch counterpart of Art 
Nouveau in Louis Gans, Nieuwe Kunst, De Nederlandse Bijdrage 
tot de Art Nouveau, 1960. 
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predilection for simplicity of design allied to a technical thorough

ness. 

The elements of sober design and solid construction also featured 

in the work of the pupils of Cuypers: Nieuwenhuis, Dijsselhof, 

Cachet, Lauweriks and de Bazel. The furniture constructed by 

Dijsselhof is characterized by solid craftsmanship and sturdy con

structional design· showing a marked English Arts and Crafts inspired 

contribution. As early as 1890,. a linear quality pervades his 

work. No less was the Oriental influence, mainly Javanese batiks, 

which cultivated a sense of freedom in the transposition of fi

gures. 

Of even greater significance were two exhibitions of English art; 

the first comprising graphic art in the Pulchri Studio at The Hague 

in 1893 and the second showing works by Charles Ricketts and his 

pupil Robert Shannon in·Amsterdam in 1895. With these influences, 

Dutch Nieuwe Kunst suddenly blossomed throughout the arts, gaining 

eminence in the field of pottery, a traditional Dutch craft, and 

in book illustrationse It reflected a two-dimensional aspect, was 

devoid of the fin de siecle mood and retained a playful yet well

balanced simplicity. 

In Germany the classical trends continued to enjoy great populari

ty and artists clung feverishly to the Neo-Renaissance. Applied 

arts were exhibited for the first time at the World Exhibition in 

Munchen in 1876, while Japanese wares were first shown at the Ja

panese Exhibition in Berlin in 1882. It was not. until the Chicago 

Exhibition of 1893 that_ Germany realized its lack of artist~c pro

gress and in 1895 Pan, a periodical devoted to the fine and the ap-
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plied arts came into existence under the direction of Otto Julius 

Bierbaum. During the same year Van de Velde, the Belgian designer 

was invited to deliver a series of lectures at the Krefelder Museum. 

In 1896 the critic and writer Hermann Muthesius was despatched to the 

German Embassy in London and much of the Jugendstil subsequently con

tained English influences. This is evidenced in the application of 

two-dimensional ornamentation, mainly floral motifs, especially in 

the work of Otto Eckmann, while the structural-symbolical aspect was 

interpreted mainly by Van de Velde who later came to Germany. 

The great hub of artistic revival at the time was MUnchen and here 

artists and art critics rallied together to execute designs and to 

theorize on the problems of fusion and improvement of techniques. 

Here in 1896 the periodical Jugend was published, which contributed 

to the promotion of new ideas and the popularization of Art Nouveau. 

Four periodicals devoted to the arts appeared in 189?, these were 

Kunst und Handwerk and Dekorative Kunst in MUnchen, Deutsche Kunst 

und Dekoration and Kunst und Dekaration in Darmstadt. Also launched 

in the same year, was the organization the Vereinigte Werkstatten fUr 

Kunst im Handwerk under the leadership of Hermann Obrist, Bernhard 

Pankok, Richard Riemerschmid and Bruno Paul, other members of this 

MUnchen based society being Otta Eckmann, August Endell and Peter 

Behrens. In 1898 the Dresdener Werkstatte fur Handwerkskunst was 

founded, while the Darmstadter KUnstler-Kolonie was created at Ma

tildenhMe near Darmstadt in 1899, in order ta provide a ca-operative 

venue where artists of various spheres could render their services. 
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This idea of a Gesamtkunstwerk was not entirely new, but had re-

ceived renewed inspiration through the work of Morris and the Arts 

and Crafts Movement in England. The German musician Richard Wag-

ner earlier contended that all the arts of music, drama, poetry, 

painting and architecture should be fused in order to enrich each 

other. In his view the grand opera provided the best combination 

as it contained the three chief forms of a~tistic expression -

gesture, poetry and sound. These ideas were also implemented by 

the painters Max Klinger and Ludwig van Hofmann who emphasized 

the relationship between the frame and the painting. The archi-

tect Alexander Koch writing in the first volume of Deutsche Kunst 

und Dekoration, 1897 stresses the importance for a fusing of the 
' 

arts. Similarly Bernhard Pankok endeavoured to create unity between 

a room, thus the architecture and its contents. 

The influence of the English Arts and Crafts on German thinking 

was largely in the field of a constructive-quglity element. In 

their never ending search for perfection of quality they applied 

ornament so as to str~cture a particular design. Obrist made se-

veral pieces of furniture in 1898 in which floral motifs were ap~ 

plied in a structural symbolical form and like Morris was attracted 

to nature. And in his embroideries he already showed a whiplash 

swirling line foreshadowing the Jugendstil. Likewise the first li-

near play of line is evident in the symbolical painting Die Lebens-

Alter by Otto Eckmann in 1894, where the undulating movements of 

the smoke reveal a Jugendstil quality. 

The Darmstadt group proved less influenced by the Arts and Crafts 

Movement and also the colony soon broke up, while many of its ar-
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Obrist: Wall-hanging with 
embroidery, 1895. It ex
presses a dynamic undula
ting movement. 

tists looked beyond the evolving Jugendstil and developed the ma-

dern style of which Peter Behrens,. the architect, was ta became a 

prominent exponent. But it was within the Munchen Group that the 

ideas of the Arts and Crafts were ta find favauro 

Turning now ta Austria a striking feature i_s its rather late arrival 

an the scene ta renew the arts. A group of radical painters founded 

the Wiener Secession in 1897. Among these were Josef Hoffmann, 

·Gustav Klimt, a painter and Joseph Maria Olbrich, an architect. As 

was the trend elsewhere, periodicals ta transmit new thoughts con

cerning the arts were needed and in 1898 Ver Sacrum, the Austrian 

equivalent ta Pan, and Kunst und. Kunsthandwerk were published. In 

the same.yea~ applied art~ were exhibited for the first time in 

Vienna. Periodicals proved successful in conveying the new thee-

ries and Austria rapidly made up for the time lost in development 

of new art trendsc It decided, however, ta settle for .the theories 

cf the abstract and the constructive which dominated the German 

scene. Austrian artists opposed ornamentation and steerin~ clear of 

such influences developed the Secessionstil which was geometrically 

inspired. Hoffmann employed the square and the straight line, 01-
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brich utilized the circle. Such a radical departure was due ta 

the desire ta eliminate all previous styles. 

In 1895, Otta Wagner, the architect had already expressed the need 

for a new ar~, in his article Maderne Architektur. These ideas were 

also inspired in his pupils, particularly Hoffmann and Olbrich who 

became leading book illustrators during the 1890's, before turning 

to architecture. It was within the periodical Ver Sacrum that 

they began developing their style. In the work of Hoffmann the 

surface contributed as much as the line ta the overall effect, re-

fleeting an English influence. He placed his square ornaments in 

such a way that not only the ornament, but the entire surface was 

highlighted and contributed a characteristic quality to the Seces

sionstil through the parallel non-rhythmic repetition of similar 

elements as seen in his illustrations for the first numbers of Ver, 

Sacrum. 

Hoffmann: Vignette for Ver Sa
crum, 1898. The square was his 
favourite motif. In his architec
ture these were placed in such a 
way that both the ornament and 
the actual plain surface were 
emphasized. 

The influence of the Arts and Crafts Movement is evident in the 



refinement of construction employed in the furniture designs of 

Olbrich.lO) When ornament was applied by Olbrich in the form of 

the circle it was sparingly used and followed the pattern evolved 

by Hoffmann. 

·01brich: Vignette for Ver 
Sacrum. 1898. The circle was 
used by Olbrich as his princi
pal motif. · 

Another Arts and Crafts theory, that of unity or fusion, was dis-

cussed in Das Interieur of 1900, in which Hoffmann, Olbrich, Lea-

pold Bauer and Otto Prutscher, both interior decorators, expressed 

the idea of a synthesis in interior decoration, with various ar-

tists co-operating to achieve a Gesamtkunstwerk. For their first 

Wiener Secession Exhibition of applied art in 1898, Hoffmann sought 

to obtain a blending between the actual interior decoration and 

the objects displayed. The illustrations by Koloman Moser, another 

former pupil of Wagner, possessed a marked Beardsley-inspired linear 

elegance~ but these later assumed a geometrical quality when the 

Secessionstil was in full swing. 

10) Klaus JOrgen Semback; ."M6bel", in Helmut Seling, Jugendstil. 
Der Weg ins Zwanzigste Jahrhundert, 1959, p. 84. 
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The Secessionstil which was ta flourish only for a short while, 

and proved mainly a preamble to the Modern Movement, was influenced 

in its development by the Arts and Crafts ideas of two-dimensional 

refinement, sound construction, the concept of unity and a desire 

for renewal. Also like Art Nouveau elsewhere its first significant 

origins were in the illustrations for books and periaditals. 

Judging by the aforementioned influences in Europe, the theories 

of William Marris and the Arts and Crafts Movement appear ta have 

been international in so far as having kindled the fire which was 

ta blaze an the Continent. The significance of Morris for the de-

velapment of the arts is ta .be found in his attempt ta renew art 

through the re-establishment of the honest ideals of craftsmanship. 

In doing so he reawakened the interest for honest design in an 

age when quality was rapidly being substituted by quantity.. His 

theories wer~ based an simplicity of design and si~cerity of work-

manship. These ideas farmed the basis of the Arts and Crafts 

Movement which in its designs emphasi.zed the constructive elements, 

rather than the purely decorative. This led ta the use of linear 

elements and the development of the two-dimensional aspect; set-

ting a trend which was ta gain much favour abroad. 

Marris appealed for functional beauty - no wander Henri van de Vel

de remarked: "Morris chases ugliness out of man's heart".ll) In 

achieving aesthetic renewal, he believed in ca-operation between 

the artsf thus creating a milieu in which artist and artisan, al-

though still thinking individually, could act in concert, so as 

to realize a harmonious entity. 

11) Sherrill Whiton, Elements of Interior Design and Decoration~ 
1964, p. 417. 



CHAPTER II 

ART NOUVEAU ARCHITECTURE IN EUROPE 

In order to affix the label Art Nouveau to an architectural object it 

must possess certain basic elements enabling it to qualify such a 

justification. 

One of the main features underlying Art Nouveau architecture is the 

theory concerning structure, which architects sought ta interpret by 

exposing the constructuve elements, especially iron, so that they 

also assumed a decorative functione This use of visible construction 

owes much to the theories of_ Viollet-le-Duc, and to the large-span 

iron structures used for factories, railway stations and exhibition 

halls after about 1850e In the work of Hector Guimard in Paris and 

Victor Horta in Brussels iron is treated in a unique decorative 

form that emphasizes its structural properties. The ornament thus 

serves to achieve an architectural symbolism of structure. 

Like iron glass also assumed a new dimension, being employed for 

walls, and in conjunction with iron for staircasese Earlier on glass· 

and iron had been successfully employed together as in Paxton's Crys

tal Palace at the London exposition of 1851 and in the National Li

brary in Paris of 1869, but during Art Nouveau glass became a sepa

rate medium of architectural expression. 

~In Art Nouveau architecture the actual bu;lding is often treated in 

a pliant and fluent manner so as to achieve a modelled and plastic 

effect. Combined with the plastic treatment is the gliding rhythm 

of various parts of a building. Architects also aimed at creating 

a closed silhouette by omitting the sculptured cornice and giving 
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bays and corners a smooth treatment. 

Asymmetry an essential quality of Art Nouveau, is architecturally 

interpreted in the distribution of the building masses and the posi-

tioning of the surfaces. It also extends to details such as the 

placing of doors and windows. A large arch was also sometimes asym~ 

metrically placed, while another type of arch which merits as one 

of the distinct features of Art Nouveau architecture was the gently 

flattened archg This shape was originally used for structural pur-

pases such as in Contamin's Halle des Machines at the Paris World's 

Fair of 1889, but later assumed a purely aesthetic function in Art 

Nouveau architecture. 

Another essential quality was the remarkable feeling for space. This 

was achieved by varying the size and shape of the roams which often 

interle~d and merge imperceptibly with one another, creating a fe~l-

ing of airiness and spaciousness. The roams were thus organically 

interlinked in the plan. Two such examples are Herta's Hotel Sol-

vay where the rooms an the main f laar are separated only from the 

staircase by glass partitions, and Gaudi's Casa Mila in which the 

rooms in the ground plan are asymmetrically grouped round two.inner 

courts. 

The relationship of a building ta the ground was often symbolically 

emphasizedc This feature was associated both with the organic theo-

ries of Art Nouveau and the attempt ta fuse architecture and nature. 

Jhe lower part of the building would then convey the impression of 

rising organically from the ground. 

~· r -~•~'~· ..; • 

In Art Nouveau architecture there was also the attempt to treat the 

facade as a cohesive decorative unity. Architects often used cera-



mic tiles which were then placed across the facade. This trend was 

followed by Wagner in the Majolika Haus in Vienna~ by Olbrich in his 

own residence in Darmstadt and by Lavirotte in various houses in the 

vicinity of the Champs de Mars in Paris. The painted decorations 

on the facade of Hankar's 48 Rue Defacqz in Brussels, reveal a simi

lar tendency. 

Art Nouveau architecture compripes two phases which can be chronolo

gically, geographically and stylistically dividede During the ear

lier phase iron and glass was widely used for a plastic, often me

dievally inspired and structural-symbolical architecture, found 

mainly in Belgium and France. In the second phase a simpler, two

dimensional architecture based on rectilinearism and the use of 

geometrical ornament developed, which received much favour in Austria 

and Germanye This stylistic tendency pointing the way ahead really 

marked the beginning of a counter-movement. 

It will now be worthwhile to examine some examples of Art Nouveau 

architecture on the Continent of Europe and in Britain. 

BELGIUM 

It was in the Belgian capital of Brussels that the first. fully 

fledged example of Continental High Art Nouveau found expression in 

Vigtor Horta's Maison Tassel of 1892-93. The exterior of the house is 

rather conventional with a trace of medievalism in the fortress-like 

windows an the top floor, and of Neo-Racaca in the railings of the 

balconies. Horta's search for a new architectural medium, however, 

led to the introduction of visible iron supports both on the inside 

and the outside of a luxuiious dwelling for the first time. 
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The ground-plan of the house which deviated from traditional Belgian 

designs allowed for roams of varying size and shape which open into 

one another, expressing a rhythm of spacee Greater emphasis was 

also given ta the staircase, not only in its ample dimensions, but 

also in the elaborate decoration. On the walls curved tendrils, re-

miniscent of undulating plants an the sea-bed "move" in a linear 

rhythm. At the foot of the stairs a thin iron column rises arganical-

ly like a stalk and from iis capital plant-like ribbons sprout forth. 

Their flaw is further repeated between the banisters of the stair~ 

case, an the walls, and even in the mosaic flaarso These linear 

fantasies are subjected ta the so-called "Belgian" line. Schmutz-

ler claims that Herta's ornaments were inspired by English book de-

caratians, particularly afGeorgeHeywaad Sumner whose work had already 

1 d d 1
. . 12) revea e a pronounce inear swing. 

Horta: Maison Tassel, Brus
sels, 1892-93. The staircase 
decoration conforms ta a li
near rhythm, which extends ta 
the ceiling, the walls and 
even the floor. 

- 12) · Robert Schmutzler, Art Nouveau, 1964, p. 126. 
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Horta: Maison Tassel, Brussels, 1892-93.. The unusual planning 
expresses a rhythm of space. Mast significant is the large twa
storey hall an the ground floor providing access ta the roams. 
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Horta's pursuit of a new idiom of form culminated in the Hotel 

Solvay of 1895-1900. In the facade where stone, iron and large 

expanses of glass were freely used, Horta achieved a markedly plas-

tic treatment by consciously stressing the vertical elements. 

The interior reflects the Art Nouveau striving for a unity of style 

where every item from the curving staircase to the keyholes were 

conceived in the same style. A feeling of space characterizes the 

rooms which on the main floor have glass partitions permitting an 

uninterrupted view of the glass-roofed staircase. The entire in-

terior creates an impression of flexibility and lightness. Ele-

ments of Neo-Rococo are present throughout the house such as in 
. 

the balcony decorations and the door handles, but Horta subordina-

ted these to the form-language of Art Nouveau. 

~orta: H8tel Solvay, Brussels, 
1895-1900. The facade displays 
a markedly plastic treatment and 
the structural elements are also 
freely exposed. The interior is 
an ample expression of flexibili
ty, light and spaciousness. 



Horta: HBtel Solvay, Brussels, 1895-1900. The main 
rooms located on the first floor include the three 
drawing-rooms which face the street and the dining
room which overlooks the garden. They are only sepa
rated from the glass-roofed staircase by glass parti
tions, some of which are removable, permitting an un
interrupted view of the staircase as well as a feeling 
of space. 



50. 

Horta•s second task the search for a logical and clearly defined 

architectural solution to constructional problems was fulfilled 

in the Maison du Peuple in 1896-99, demolished in 1965-66. Here 

the ornament is entirely subordinated ta the linear structure com-

posed of a steel frame. In contrast to the undulating curves of 

the facade the metal supports display a strictly functional quality. 

As in the facade, the auditorium located on the top floor, embodies 

extensive use of iron and glass. Exposed metal supports rise 

from the floor through the side-galleries and curve gracefully to-

ward the roof. The walls and the side parts of the roof consist of 

panes or glass membranes. The curves in the ceiling provide maximum 

acoustical projection. 

Mario Amaya states: "It was one of the most advanced buildings in 

Europe for its time and brought ta an aesthetic conclusion the theo

ries inherent in Viollet-le-Duc's iron-work and Eiffel's tower.n13) 

Horta: Maison du Peuple, Brussels, 1896-99 demolished 
1965-66. In the auditorium constructional and functional 
requirements received priority, but the curves of the me
tal supports, the railings and the ceiling also provide a 
decorative effect. 

13) Mario Amaya, Art Nouveau, 1966, p. 90. 
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Horta: Maison du Peuple, Brussels, 1896-99 demolished 1965-66. The 
plan fully exploited the irregular curves of the site and the entire 
structure was ~iven a highly plastic treatment. 
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From about the turn of the century Horta began striving toward 

a simplification, giving the exteriors of his buildings a calmer 

quality, while the interiors show a trace of Louis XV and occa-

sionally Gothic influence.. The Hotel Aubecq designed in 1900, 

but now demolished shows touches of the Gothic, such as in the 

decorative arches around some of the windows. The roof above the 

staircase consists of membranes of glass joir;ied by almost graphic 

lines, reminiscent of the delicate veinings on butterfly wings. 

Soon after 1900, having by then achieved his aims, Horta abandoned 

his personal form-language which by then had become an internatio-

nal stylee 

Henri Clemens van de Velde was originally a painter, influenced 

by the work bf Seurat and the Post-Impressionists. In the early 

1890's he became inspired by the work of the Arts and Crafts Move-

ment and the Belgian artist Serrurier-Bovy. Van.de Velda seized 

upon the constructivism inherent in their work and translated it 

into forceful lines in his own work .. - Lenning writes that Van de 

Velda considered that "line should therefore become the quintes-

sence of uninterrupted stretching, a design of curvilinear 

strength flowing effortlessly 11
•
14 ) 

His first and most important architectural achievement· in Belgium, 

was his own residence Bloemenwerf in Uccle near Brussels, in 1895. 

The whole house is an expression of his theories of functio~al 

aesthetics. The exterior with its frank use of large plastered 

14) Henry F. Lenning, The Art Nouveau, 1951, p.27. 
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surfaces and unadorned woodwork shows his understanding far the 

qualities of materials. The roof with its angular rhythm and the 

windows with.their elliptical taps indicate Van de Velde's pro-

naunced linear tendencies, which later became more flawing. 

Van de Velde: Blaemenwerf, Uccle, 1895-96. The angular rhythm of 
the roof and the elliptical curve above the windows reflect the 
significance attached ta the cult of line. The bay~windaw an the 
extreme right breaks the symmetry af the facade. 

In the roams .where a feeling af spaciousness is achieved, the light 

colours and naturally finished woodwork reflect the influence of 

the Arts and Crafts Movement. Van de Velde designed the interior 

as a decorative unity with furnishings and furniture blending with 

the architecture. "There could be na better example of the aspi-

ration .towards an integrated and stylistically coherent environ

ment .1115) 

15) Renata Barilli, Art Nouveau, 1969, p. 50. 
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Van de Velds: Blaemenwerf, Uccle, 1895-96. The roams with their 
asymmetrical proportions, are arranged around a centrally situated 
two-storey hall as in Herta's Maison Tassel (p. 47). Although their 
doorways are large enough ta permit a flow of space, the rooms are 
still markedly separated from one another and are not visually 
linked to the hall as in the Tassel and Solvay residences. 
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-Van de Velda: Blaemenwerf, Uccle, 1895-96. Throughout 
the house architecture and furnishings blend~ In the 

. ~ining-roomthecurve above the panes in the dear is re
peated in the chair-backs. 

Paul Hankar designed mainly town dwellings and shop fronts. His 

work was largely influenced by the theories af Vicllet-le Due, by 

the English Arts and Crafts Movement and especially his interest 

in Orientalism. In his designs Japanese influences were merged 

with the form-language of the new style. Hankar's furniture is 

likewise very ·Japanese in style and he of ten placed real Japanese 

furniture in his rooms. A significant feature of his work is the 

treatment of the facade as a decorative entity, as in 48 Rue De-

f acqz in Brussels ·which he desigr:ied for the painter Ciamberlani 

in 1897. The facade cf this house contains painted murals by the 

artist Adolphe Crespin, who collaborated with Hanker from 1888. 

The large decoratio~ in the center shows the influence af the Arts 

and Crafts Movement, particularly of Bu~ne-Jones and Crane, while 

the rectilinear strips geometrically placed and the sunburst pat-

tern of the two horseshoe arches reflect Japanese inspiration. 
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Henry Lenning states: "Guimard contended that the contemporary 

progressive architect must distill from a study of past styles the 

principles on which those styles are based, and then by means of 

logic (the conditions of site and use), of harmony (the integration 

of materials of construction and of design), and, above all, of 

empathy (the highest possible expression of aesthetics), proceed 

with his task. To achieve better than ordinary results, Guimard 

continued, there must be added to the foregoing tenets that .indefi

nable something called taste or esprite"lG) 

In 1894 he began the Castel Beranger an apartment house in a rather 

traditional stylee The ironwork of the main entrance and the de-

corations are however, entirely Art Nouveau. In the ironwork Rococo 

and Gothic are blended in an asymmetrical and lively manner, al-

though the actual impetus is derived from the rhythmical lines of 

Japanese woodcutso The same dynamic interplay of line is expressed 

in the polychrome faience tiles and the interior decorations. In 

application Guimard's style is lighter and more elegant than that 

of Horta. 

The Metro station entrances of 1899-1900 were created entirely in 

glass and iron. Their richly imaginative ornamental sty'le is com-

posed of abstract floral and. submarine forms. From the upright 

supports light bulbs sprout forth like buds from stalks; between 

the balustrades crustaceans from the depths of the sea appear to 

have deposited their spiky shells. In the lights resembling flo-

wers, in the curves of the glazed roofing used for some ~f the en-

trances, and in the decorative metal supports Guimard was clearly 

16) Henry F. Lenning, The Art Nouveau, 1951, p. 83. 
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inspired by Horta. The Metro entranc~s seem to be a blend of en-

gineering in origin, and art in application. But Guimard did not 

think of these achievements in terms of engineering, but rather as 

architecture and as Dennis Sharp writes: " ••• called himself an 
1 17)' 

architects d'art". Robert Schmutzler also says: "His construe-

tions are hybrid products of architecture and applied art, of 

sculpture and decoration: plastic ornaments of utilitarian na

. t " 18) ure • 

r,::;JU©{(=:JJ13'a ~<J ·g "" ~- ~ iflM~Y)j~b~\Q)~~UL~l 
rRJ. 
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Guimard: Metro station entrances, Paris, 1899-1900. 
Designed to convey the Art Nouveau idea of organic 
growth, they are both decorative and functional. 

, 
In Guimard's Ecole Humbert de Romans completed in 1902, now des-

troyed, the vast auditorium is an expression of structural symbo-

lism. The hall is spanned by iron girders which rise from stone 

17), Dennis Sharp, A Visual History of Twentieth-Century Ari::hi tec
ture, 1972, p. 15. 

18) Robert Schmutzler, Art Nouveau, 1964, p. 167. 
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pedestals and soar diagonally toward the apex of the cupola which 

is composed of opaque membranes. The pedestals convey the impres-

sion that they are supporting the weight of the girders and 

transmitting it ta the ground. Plant farms are used extensively 

throughout. Fram the iron supports electric bulbs bud out in clus-

ters, plant tendrils creep around the pedestals and above the al-

caves. Similarities exist between Guimard's auditorium and that 

of Horta in the Maison du Peuple. Bath are accentuated linear 

structures embodying iron supports with powerful lines, and trans-

lucent or transparent membraneso 

, 
Guimard: Ecole Humbert de Romans, Paris, 1902, now de~ 
molished. In the vast auditorium the treatment of the ar
chitectural elements is an expression of structural symbo
lism. 

The main contribution of Jules Laviratte toward Art Nouveau was 

his attempt ta treat the facade of his houses as a cohesive deco-

rative unity. The houses which he designed in the vicinity of the 
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Champs de Mars from 1899-1901 are often characterized by traces 

of Nea-Racaca or sometimes Nee-Baroque. On the facades Laviratte 

made extensive use of tiles which were executed by the ceramic 

artist Alexandre Bigot. In 12 Rue Sedillat with its lavish use 

of ceramic tiles an the facade, the pliant qualities of Nea-Baraque 

are fused with Art Nouveau in the decorations around the windows 

and in the balcony railings. 

Laviratte: 12 Rue Sedillat, Paris, 1899-1901. The 
facade treated with ceramic tiles farms a decorative 
unity. In the plant-farms draped around the windows 
and in the balcony railings, the pliant qualities of 
Neo-Baroque are blended with Art Nouveau. 

Like Guimard, Auguste Perret. employed exposed frames for his 

buildings, but instead of iron he introduced reinforced concrete. 

His apartment house at 25-bis Rue Franklin of 1902-03, is a success-

ful intErpretation of the use of a concrete skeleton. With its 

simple lines it approaches the ideals of the Modern-Movement. 

Conceived in a similar manner is Perret's Garage, Rue de Panthieu 

in 1905. The facade with its ample glazing is dominated by a 

large geometrically inspired rose-petal window. The interior de-
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signed for motor vehicles contains innovatory ideas such as canti-

levred parking areas and mechanical devices like elevators and rol-

ling turntables. 

Perret: Garage, Rue de Pon
thieu, Paris, 1905, now demo
lished. With its rectilinear 
simplicity and technical inno
vations it approaches modern 
architecture, yet the ornamen
tal details classify it as 
late Art Nouveau. 

Although these buildings are technically advanced, the ornamental 

details such as the decorative tiles on the apartment black and 

the rose-petal window in the garage, prevent them from being clas-

sified with modern architecture. 

The other centre af French Art Nouveau, Nancy, was mare significant 

for the applied arts than for architecture. Neo-Racoco and floral 

elements remained the most significant influence, although the 

leading architect Emile Andre adapted a more Gothic approach. His 

92-3 bis Quai Claude Larrainf of 1902-03, creates a medieval im-

pression with its steeply sloping roof, the pointed gables crowned 

by ornamental finials, and the pointed windows. The decoration 
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follows the predilection in Nancy for floral and organic motifs. 

In the doors and windows the stretchers spread out like the branches 

of trees, while around the apertures floral forms and Gothic foli-

age are draped in an Art Nouveau rhythm. The sweep of the gables 

end in finials shaped like Gothic buds. An asymmetrical quality is 

derived by varying the size and shape of the gables and the windows 

and in the placing of the doors. 

_Andre: 92-3 bis Quai Claud 
Larrain, Nancy, 1902-03. The slo
ping roof, the painted gables with 
their elaborate finials and the 
windows strike a medieval note, but 
the decorations around the apertures, 
the shape of the finials and the 
stretchers in the doors and windows 
are entirely Art Nouveau. 

The greatest contribution of French Art Nouveau architecture was 

in the field of structural symbolism of which Guimard was the 

leading exponent. Perret's work an the other hand made valuable 

contributions ta the trends which were eventually .ta supplant Art 

Nouveau. 

ENGLAND 

English Art Nouveau architecture essentially developed along the 
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lines earlier set by the Arts and Crafts designers .Philip Webb and 

Richard Norman Shaw whose work was based on traditional English ru-

ral designs, suitably adapted to new requirements (p. 28). Archi-

tects such as Charles Robert Ashbee and Charles Francis Annesley 

Voysey continued this trend during the 1890's, simplifying it 

further so that their buildings were characterized by logical func-

tionality. The architecture of Charles Harrison Townsend, however, 

diverged from thi~ tendency through the marked use of ornaments. 

Townsend's White Chapel Art Gallery in London, built in 1897, was 

designed as a symmetrical unit. But Art Nouveau is apparent in 

the dynamic plastic treatment of the body of the building, in the 

asymmetrically placed main entrance and in the relief ornament 

comprising small clusters of leaves geometrically abstracted into 

cubes. 
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Townsend: White Chapel Art 
Gallery, London 1897. Basi
cally a symmetrical unit, but 
with a dynamic plastic treat
ment, an asymmetrically placed 
entrance and geometrically ab
stracted ornament • 
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From the outside the church of St. Mary the Virgin at Great Warley 

in Essex, of 1897-1904, is reminiscent of medieval country churches 

in England. Townsend was responsible for the architectural design 

and William Reynolds-Stephens for the interior decoration. While 

the exterior is rather Neo-Gothic, the interior consists of a uni-

fied Art Nouveau scheme. The basic colours are those emanating 

from the natural materials; gr~y from the hewn stone and walnut 

brown from the pews. The decoration relies extensively on floral 

forms symbolizing the Christian idea of resurrection. Schmutzler 

aptly writes: "Reaching far beyond traditional church symbolism, 

the botanical style of Art Nouveau is here considered suitable for 

ecclesiastical ritual."l9) The ironwork dividing the nave from 

Townsend and Reynalds-Stephens: St. Mary the Virgin, 
Great Warley, 1897-1904. In the interior the natural 
materials provide the basic colours. The decorative 
theme is based an floral forms symbolizing the Christian 
idea of resurrection. 

19) Robert Schmutzler, Art Nouveau, 1964, p. 189. 
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the chancel displays blossoming bronze trees, their foliage showing 

a trace of the "Belgian" line. In the al tar screen similarly treated, 

the claw-like roots of the trees grip the low marble wall, while 

their crowns above consist of thickly interlaced foliage, with 

angels in oxidised silver, red glass pomegranates and mother of 

pearl flowers. The vaulting is decorated with rose trees and. that 

of the apse is covered with sheets of aluminium leaf. Aluminium 

panels embossed with lilies rising from their bulbs, adorn the 

walls. Heywood Sumner's windows portray angels clothed in vivid 

red against a background of green foliage. 

Great Warley represents features of bath High and late Art Nouveau. 

The heavily sculptured roots of the pillar-trees are characteris

tic of the farmer period, but the more geometrical forms of the 

pillars, the baptismal font and the lectern with its small square 

ornaments belong to the later phase. The angels in the al tar 

screen and at the baptismal font show influence of the Pre-Raphae-

. lites and of Blake. Apart from the Nee-Gothic quality of the ar

chitecture, medieval inspiration is also apparent in the interior 

where the richness of the materials convey a Byzantine atmosphere. 

Voysey's houses are chacterized by asymmetrical proportions arising 

from purely functional considerations. Besides the influence of 

the Arts and Crafts designers, Voysey was also attracted to the 

Jap an·ese style which he translated in an abstract way. His own 

house The Orchard at Chorley Wood, of 1899, creates the impression 

of a traditional English cottage. Both the exterior and the inte

rior have a cosy look with their plain white walls and lack of or

namental details, except for the stylized heart shape cut into the 
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front door. The exterior walls with their pebble-dash finish are 

pierced by low horizontal windows, distributed according to inner 

necessity. 

The Orchard shows subtle influence of Japanese architecture in 

the asymmetry of its surfaces, the frieze-like arrangement of the 

windows beneath narrow horizontal ledges and the striking difference 

between black,exemplified by the openings, and white exemplified by 

the wallso 

Veysey: The Orchard, Chorley· Wood, 1899. The pebble
dash walls pierced by low horizontal windows create ,a 
cosy impression. Japanese influence is abstractly ma
nifested. 

In the interior asymmetry is not only manifested by the proportions 

of the rooms, but also by the details. In the hall the mantel of 

the fireplace is extended in height, while the hearth is relative

ly small. The door beside the fireplace seems.rather low~ the 

staircase nearby stretches to the ceiling producing the effect of 

8 WEll. 
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Veysey: The Orchard, Charley Woad, 1899. While 
functionality is emphasized throughout the house, 
the proportions are highly asymmetrical. In the 
hall the height of the mantel in relation ta the 
hearth is exaggerated, the door with its hinges. 
and knob near the edges, seems rather law and the 
staircase extends ta the ceiling. 

In his houses Ashbee also fallowed a functional approach, discarded 

ornamental accessories, and like Veysey, he stressed their asymme-

try. His 38 Cheyne Walk in Landan, of 1903, is a .functional dwel-

ling devoid of decoration, except far those effects created by 

the asymmetrical proportions. The exterior contains an extremely 

narrow facade which ~shbee purposely emphasized through the exagge

rated proportions of the other architectural features. These in~ 

elude the thin painted gable which ends at different levels, the 

overlong windows, the storeys terminated at various heights and 

the asymmetrical division of the wall into a light colour above 

and a dark colour below. The round window in the gable strikes a 

classic note, but the disposition of those immediately below~ where 

they seem ta hand from the thin horizontal ledge, shows Japanese 

influence. 
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Ashbee: 38 Cheyne Walk, London, 
1903. The narrowness of the 
facade is emphasized by the 
pointed gable, the slender win
dows and the storeys ending at 
different heights. 

Mackay Hugh Baillie Scott was another architect whose work was 

-~ased on traditional English cottage styles, but with more decora

tion such as beam ceilings, Tudor floral motifs and turrets, ~nd 

the use of bright colours, anticipating the Fauve palette. In 

spite of quaint folk designs and flower patterns,Baillie Scott 

was much admired in Germany, even after 1900, when Jugendstil evol-

ved toward rectilinearism and ornamental simplicity. In 1898 he 

decorated the palace of the Grand Duke of Hesse in Darmstadt and 

in 1901 he won the competition far the design of Haus eines Kunst-

freundes sponsored by the art promoter Alexander Koch of Darmstadte 

He also designed a few houses in Germany, Poland, Russia and Swit-

zerland. 

Townsend is then the English architect whose work comes closest 

to High Art Nouveau, while stylistically the architecture of Voysey 

and Ashbee belongs to late Art Nouveau. 
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SCOTLAND 

Scottish Art Nouveau architecture is mainly exemplified by the 

work of one man, Charles Rennie Mackintosh. Together with his 

wife Margaret (Macdonald), her sister Frances (Macdonald), bath 

artists, and her husband the architect Herbert McNairp the "Faur 

Macs" comprised the care of the Glasgow School. 

Mackintosh was largely influenced by the Pre-Raphaelites, by Mack-

murda, and in his architecture, especially by the Japanese style. 

His work reflects a stylistic dualism: on the one hand it is 

linear and two-dimensional, on the other cubic and rectilinear. 

His architecture fallowed the latter approach and with its empha-

sis on simple vertical wall decorations, made a significant can-

tributian ta late Art Nouveau. 

Mackintosh was engaged in architectural design from 1889, but his 

style first reached its fullest expression in the tea-ra·om designed 

Mackintosh: Tea-room, Buchanan Street, Glasgow, 1897. The.de
corations are depicted in a two-dimensional and markedly linear 
style. The intricate pattern of tangled lines and coils are of 
Celtic derivation. 
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far Miss Cranston in Buchanan Street, Glasgow in 189?. The twa

dimensianal decorations depict lanky female figures enclosed in 

linear patterns, rose-ball motifs and stylized egg- and bud-shaped 

farms symbolic of life and growth. The colour scheme is mostly 

off-white, pearl grey and alive-green with accents of pink in 

the rose-ball and black in the hair. Between 189? and 1904 

Mackintosh designed three mare such tea-roams; the Argyle Street 

Tea-room in 1897, in collaboration with George Walton, the 

Ingram Street Tea-room, 1901, and the Willow Tea-roam in Sauchie

hall Street in 1903-04e 

Among his major architectural achievements is the Glasgow Schaal 

of Art of which the main section was built between 1897-99. The 

north facade is a blend of both symmetry and asymmetry. Mackin

tosh divided the facade into eight shafts or sections so that none 

is centrally positioned, but the main entrance, in the fourth 

shaft, is located exactly in the centre of the facade. The two 

shafts an the right are narrower, while the fourth shaft seems to 

comprise two shafts, giving the impression that the facade con

sists of nine shafts of which the fifth falls exactly in the cen

tre~. This subtle balance can also be traced in the horizontal 

and vertical planes of the building. The irregular fourth shaft 

is three storeys in height with an asymmetrically located chimney 

and has narrow window slits, while the seven other shafts are two 

storeys high. Their windows consist of horizontal rectangles an 

the ground floor and windows of similar width, but twice the height 

an the floor above. The irregular fourth shaft is further dis

tinguished by its somewhat cubic shape at the top. All the others 

end in flat· projecting cornices. 
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~ackintash: Glasgow Schaal of Art, Glasgow , 1897-990 The 
north facade is a subtle combination of bath symmetry and 
asymmetry, which extends ta the horizontal as well as the 
vertical planes. These two components are further drawn 
together by the symmetrical composition of the low stone 
wall and railings along the street. 

Mackintosh: Glasgow Schaal of Art, 
Glasgow, 1897-99. In front of the 
large windows of the studios an the 
first floor, is a raw of metal rai
lings, which not only create a visual 
effect of space, but also serve as a 
structural bracing far the window 
frames., Moreover~, their flat bases 
provide rests across which boards 
can be laid far windaw-cleaningo 
The tap of the railings terminate in 
an adaptation of the rose-ball -
Mackintosh's favourite motif. 
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The linear iron grilles and decorations in front of the windows 

show Japanese influence, not in their design, but in their concep-

tion of space. These metal railings seem to surround the building 

like a transparent cloud, a space which must first be penetrated 

before perceiving the actual facade. 

The library or west wing with its towering block-line walls and 

elongated windows[ was built between 1907-09. This section shows 

the striving for a closed effect in the way it terminates without 

a cornice and the attenuated bay-windows are smoothly rounded off. 

Against the great height of the stone and glass the entrance with 

its heavy architrave seems unusually low. 

Mackintosh: Glasgow School of 
Art, Glasgow, 1907-09. In the 
library wing, with its unadorned 
geometrical lines, the towering 
walls and elongated windows 
create a dramatic effect. 

In the interior of the library the architecture blends with the fur-

nishings and the furniture, achieving a decorative synthesis. The 

tall wooden columns which support the ceiling repeat the soaring 

lines pf the exterior. Their unadorned surface contrasts with the 
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colourful ornaments on the thin supports of the galleries. 

Mackintosh's design for Haus eines Kunstfreundes won second prize 

in the competition sponsored by the Darmstadt art promotor Alexan

der Koch in 190le Characteristic of the design is the emphasis 

on asymmetry, which includes not only the distribution of the. 

building masses, the surfaces and the windows, but also minor de

corative itemse .The severity of the cubic.lines are effectively 

toned down through the use of smoothly rounded bays and cornerse 

In order to obtain a closed silhouette Mackintosh avoided a car-

nice and decorations around the windows. In this functional de-

sign the only ornamental effect is that produced by the contrast 

between the architectural elements and the actual bare surface. 

Except for its pronounced asymmetry the advanced design of Haus 

eines Kunstfreundes could well belong to the Modern Movement. 

Mackintosh: Haus eines Kunstfreundes, 1901. The avoidance 
of a cornice and decorations around the windows create a closed 
silhouette. 
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The main section of Windyhill in Kilmalcolm, of 1899-1901, with 

its austere lines and tall end-gables bears a marked resemblance 

to traditional Scottish farmhouses. On th~ north facade, however, 

the distribution of the details and the masses has created a live-

ly asymmetry. The cubic section on the right farms a striking 

contrast ta the one on the left with its mare traditional lines. 

Mackintosh's emphasis on functionality can be seen in the pasi-

tianing af the windows and in the lack of ornamento The law 

stone wall in the garden harmonizes with the house and the addition 

af a gentle rounding breaks the strict rectilinearism. 

Mackintosh: Windyhiil, Kilmalcalm, 1899-1901 •. The asymmetri
cal north facade has functionally placed windows and is devoid 
af ornament .. 

Apart from Japanese influences in Mackintosh's. architecture, more 

direct influence was that exerted by the austerity of the traditional 

Scottish baronial style. His design for Hill House in Helensburgh 

in 1902, is based an Scottish castle architecture with gable roofs, 

turrets and small windows. The large wall surfaces are entirely 

free af decoration and are pierced by small rhythmically distribu-

ted windows. Asymmetry predominates in the exterior, especially in 
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the arrangement of the masses, the windows and in the termination 

of the walls. 

Mackintosh: ·Hill House, Helensburgh, 1902. The exterior charac
terized by austerity and rectilinearism has small rhythmically 
placed windows. 

Mackintosh planned the interior as a decorative unity: the attenua-

ted design of the built-in and movable furniture, as well as the 

furnishings, blend with the lines of th2 architecture. The use of 

multi-levels, _open vertical struts ~etween rooms, and white and 

pastel shades create a feeling of spaciousness. 

The importance of Mackintosh lies in his emphasis on functionality, 

his rational use of interior space and his conception of the inte-

rior as a decorative unity. With his preference for rectilinear 

simplicity and decorative austerity Mackintosh exercised a signifi-

cant influence on trends in Austria and Germany after the turn of 

the century. 
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Mackintosh: Hill Hause, Helensburgh, 1902. The interior was plan
ned as a decorative unity with furniture and furnishings blending 
with the architecture. Much af the furniture was built in as in 
this bedroom. The extensive use of white creates a feeling of 
spaciousness. 

AUSTRIA 

It seems logical ta turn from Glasgow ta Vienna as many similari

ties exist between Scottish Art Nouveau and the Secessianstil in 

Austria. Bath shaw preferences far the rectilinear, the functional 

and the striving towards decorative austerity& Floral farms were 

rarely used in Austria; instead use was made af geometrical arna-

ment consisting of the square and the circle. 

The mast important architects in Vienna during the late 1890 1 s 

were Otta Wagner, Josef Hoffmann, Joseph Maria Olbrich, bath farmer 

pupils af Wagner, and standing somewhat apart from these, Adolf 

Laos. Their work was largely influenced by the Arts and Crafts 

Movement and after 1900 by Mackintosh, in whose work, at its first 

participation in the Wiener Secession exhibition af that year, they 
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saw a similar approach to their own. 

Wagner's architecture ranged from Nee-Renaissance to Nee-Rococo 

until the late 1890's when he began following a more classical 

approach with a tendency toward simplicity and the use of geometri

cal ornament. In his Majolika Haus in Vienna, of 1898, the most 

important feature is the treatment of the facade as a decorative 

cohesion. Bright red stylized floral motifs with gently curved 

stalks are placed again~t a neutral background between the windows. 

Typical of the Austrian approach is the rather parallel and addi-

tive placing of the ornament, particularly the bottom raw~ The de-

sign terminates in geometrical forms in a dark colour. 

Wagner: Majolika Haus, 
Vienna, 1898. The facade 
is treated as a decorative 
unity. 

By 1903 when Wagner designed the Postsparkasse in Vienna all orna-

ment had virtually disappeared from his work. The first section 

built between 1904-06, is markedly rectilinear with a rather symme-
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. trical facade - an impression which is further heightened by the 

centrally placed entrance. The exterior of the six-storey building 

is finished in granite and marble slabs which are held together by 

aluminium bolts, conforming ta a geometric pattern. Supporting the 

canopy aver the entrance are slim cylindrical aluminium pillars, 

decorated with a series of rings. 

In the interior the most salient feature is the large centrally 

situated hall topped by a glazed vault, which is secured ta an outer 

glass roof and supported by pillars from below. To provide adequate 

light in the hall during winter, a heater between the ceiling and 

the roof keeps the latter free of snow. The use of glass bricks 

far the floor allows light to penetrate the rooms below • 

. 
' • .·~w ... ·-- ./ _.. 

.Wagner: Postsparkasse, Vienna, 1904-06. The hall has plain and 
rectilinear surfaces, except far the curve of the glazed vault 
which is repeated in the end-windows to achieve aesthetic unity. 
As on the exterior, rivets serve a functional as well as a de
corative purpose: an the tapered pillars they secure the alumi
nium sheets and are arranged in a simple geometric pattern. 
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Geometric forms are used extensively: for the pattern of the glass 

bricks in the floor; in the arrangement of the rivets securing the 

aluminium sheets to the tapered pillars; the air-conditioning out

lets are cylindrical, while the rings near their bases are a repeti

tion of those on the pillars at the entrance. These functional 

forms also serve a decorative purpose. 

The most modern materials of the time were used in the construction. 

The pillars at the entrance, the railings, the bolts and the air

conditioning outlets are made of aluminium. The pillars in the hall 

are covered with sheets of aluminium. All the ceilings with the 

exception of the hall are executed in reinforced concrete. New 

technological features include items such as integrated air-condi

tioning. 

Hoffman was influenced by the Arts and Crafts designers who stressed 

the importance not only of line, but also of the surface, and in his 

work much value was attached especi~lly to the bare surface. Like 

that of othar artists of the Secession movement his work is characte

rized by the parallel, non-rhythmic repetition of similar elements. 

Hoffman introduced the square as his main decorative motif and he 

placed his ornament in relation to the surface so that both ornament 

and surface were highlighted. Even prior to 1900, when the influence 

of Mackintosh became dominant, Hoffman already used squares on furni

ture, carpets, curtains and around windawse 

In his asymmetrical treatment of domestic architecture in Vienna's 

Hahe Warte between 1900-05, Hoffman was indebted ta Veysey, whose work 

was known in Vienna prior ta the turn of the century. 
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The interior which Hoffmann designed for the Vienna School of De-

corative Art in 1901 is a departure from his strictly rectilinear 

and sparingly decorated wall surfaces, as here he used parallel 

lines which curve rather tensely over wall surfaces and around 

decorative murals. 

Although Haffmann's interiors of 1901 might have shown signs of the 

curvilinear, his Palais Staclet designed in 1905 and built in Brus-

sels between 1905-11, is certainly divested of such elements. In fact 

the only curves appear in a section of the ironwork an the law sur-

rounding wall and in the bay-window. The asymmetrical building is 

based an rectilinear and rectangular farms and is dominated by the 

tall staircase tower which at the tap bears a resemblance ta Dlbrich's 

Haus der Wiener Secession (p. 83). The wall surfaces are finished 

in white marble slabs framed by gilded metal friezes with geometri-

cal patterns, which are the.only ornaments an the saber exterior. 

Hoffmann: Palais Stoclet, Brussels, 1905-11. The asymmetrical 
structure is based on rectilinear and rectangular forms. 
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The facade terminates without a cornice in the dormer windows 

which project squarely from its top. 

The garden was planned as part of the architectural design sa that 

the stone benches, the bird-baths and the small trees are similar 

in style ta the building. 

A similar tendency exists in the interior where sculpture by 

Georges Minne and decorative murals by Gustav Klimt are integrated 

with the design. As on the exterior, straight lines and rich ma~ 

terials are used, such as veined marble for the pillars in the hall 

and the wall-facings in the dining-room. 

Hoffmann: Palais Stoclet, Brussels, 1905-11. The interior deco
ration is based on straight lines and the use of rich materials. 
In the dining-roam the mosaic murals, executed by the Viennese ar
tist Gustav Klimt, are composed af small broken up cubes which har
monize with the lines of the architecture. The floor tiles follow 
the familiar Viennese checkerboard pattern. 

The entire project reflects the idea of a Gesamtkunstwerk, achieved 

through ca-operation between architect, artist and landscape designer. 
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GROUND FLOOR 

FIRST FLOOR 

SECOND FLOOR 

1 Entrance 
2 Cloak-roam 
3 Hall 
4 Music-roam 
5 Platform 
6 Saloon 
7 Smoking-roam 
8 Dining-roam 
9 Terrace 

10 Breakfast-roam 
11 Pantry 
12 Kitchen 
13 Servants' quarters 
14 Servants' dining-roam 
15 Caal storage 
16 Food storage 
17 Cold storage 
18 Garage 
19 Courtyard 
20 Bedroom 
21 Bathroom 
22 Toilets 
23 Nursery 
24 Nurse's roam 
25 Servants• bedroom 
26 Dressing-room 
27 Guest-room 
28 Workroom 

Hoffmann: Palais Staclet, BrusselsJ 1905-11. The ground floor 
contains reception rooms and service rooms. The large hall 
which extends to the first~floor level, a feature first introduced 
by Horta (p. 471, creates a feeling of space. Arranged on the 
first floor are bathrooms, bedrooms and nurserieB. Located on the 
top floor are guest rooms and servants' rooms. 
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Olbrich's work shows similar tendencies to that of Hoffmann, with 

the exception that he introduced the circle as his favourite deco-

rative motif, which he then arranged in clusters, or in· rows. 

One of the founding members of the Wiener Secession in 1897, Olbrich 

designed the movement's exhibition hall, Haus der Wiener Secession. 

in the following year. 

This building consists of flat rectangular surfaces, with four cu-

bic towers which rise above the center ta surround a three-quarter 

spherical cupola. Ornament cans~ting of geometrical foliage is 

sparingly applied above the entrance and an the upper earners of 

the facadee The cupola is made of gilt bronze leaves giving it 

the appearance of a tree, thus reflecting the Art Nouveau thee-

ries regarding the relationship between architecture and nature. 

It also suggests a symbolic connotation: its foliage seem ta pro-

vide protection under which the arts could prosper. A classical 

Olbrich: Haus der Wiener Se
cession, Vienna, 1898. The 
predilection far the geometri
cal is evident in the use of 
the cube, the rectangle and the 
sphere. 
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impression is imparted by the symmetrically arranged surfaces with 

their restrained ornament and especially by the towers which taper 

gradually towards the top recalling Egyptian forms. The decora-

tive foliage and the to·wers are reminiscent of that an Townsend's 

Whitechapel Art Gallery in Landan (p. 63). 

Haus der Wiene~ Secession exercised a significant influence an ar-

chitectural development in Vienna at the turn of the century and 

Robert Schmutzler emphasizes this by stating: "This exhibition 

hall, conceived in terms of cubes, squares and spheres, provided 

the g~aundwark far Vienna's late Art Nauveau."~O) 

In 1889 Olbrich was invited by the Grand Duke Ernst Ludwig van 

Hessen to Darmstadt where he designed a number of buildings and 

also mast of the houses in the KGnstler-Kolonie at nearby Mathil

denhohe, which will be dealt with in the section an Germany. 

While Hoffmann and Olbrich were still preoccupied with the use 

of ·geometrical ornament, Loos generally avoided ornament in his 

work. Instead, he was more concerned with architectural problems 

and his designs are characterized by austere and almost cubic 

farms. 

The interior of his Karntner Bar in Vienna, of 1907, appears 

stripped of ornament, only the floor still shows the Viennese 

predilection for checkerboard patterns. The roam is rather small, 

but ~he subtle use of mirrors an the upper sections of the 

20) Robert Schmutzler, Art Nouveau, 1964, p. 245. 
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walls visually extend the space. The coffered ceiling again, 

creates an illusion of height. To achieve aestheticism Loos relied 

on materials which h~ve inherent decorative qualities; veined mar-

ble for the ceiling, translucent onyx squares for the panel above 

the entrance, dar.k woods for the. built-in counter, the benches and 

sections of the walls, and leather for the upholstery. 

Through rational planning and the use of rich materials, Loos 

created an atmosphere of spacibusness and restrained elegance, and 

yet, managed to·retain a sense of intimacy and warmth. 

Loos: KMrntner Bar, Vienna, 1907. 
The interior is stripped or orna~ 
ment, the richness of the mate~ials 
producing a decorative effect. 

With its geometrical and simplified forms and restrained use of 

ornament, the work.of the Secession architects not only belongs 

to late Art Nouveau, but like that of Mackintcish pciints to· the 

road which led to the Modern Movement. 
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GERMANY 

Jugendstil architecture in Germany developed in two directions: 

one a mare curvilinear and floral approach, the other mare recti-

linear and geometrical. After the turn of the century, the latter 

trend assumed increasing importance. 

The work of August Endell represents the curvilinear trend. His 

facade decoration for the At~li~ Elvira in MOnchen, of 1897-98, 

consists of asymmetrical motifs whose violent undulating lines 

recall the embroideries of Obrist (p. 39). A large relief arna-

ment dominates the facade and from its scaly mass two prominent 

spikes emerge in apposite directions~ With its powerful lines the 

whole sh~pe seems to writhe and come alive. Arranged separately 

on the left are three smaller ornaments consisting cf leaves and 

seaweed with flawing lines. The stretchers of ·the windows repeat 

the curvilinear rhythm, but in contrast their frames, and that cf 

the door are geometrical. 

Endell: Atelier Elvira, MOnchen, 1897-98. The large asymmetri
cal motif produces powerful rhythmical movements. 



In the interior the staircase is elaborately treated. Plant ten-

drils creep over the upper sections of the walls; the handrail is 

bent to form a series of wave-like curves; between the curved ba-

nisters are flowing plant-like ribbons, while the one at the foot 

of the stairs sends out sharp antennae carrying light bulbs. 

Like the exterior the interior decoration creates a lively at-

mosphere. 

After the completion of Van de Velde's Blaemenwerf in Uccle, he re-

ceived visits from Samuel Bing, the Parisian art connoisseur, and 

Julius Meier-Graefe, the German art critic who helped to make him 

known outside Belgium. In 1897 Van de Velde exhibited in Dresden 

where his work was favourably received and in 1899 he began working 

in Germany. His first commissions were mainly the decoration of 

shop.fronts and interiors. 

Van de Velde's interior for the Habanna Compagnie cigar stare in 

Berlin in 1900, emphasizes the importance which he attached ta the 

value af line. The stare is divided by gently flattened arches in-

ta alcoves and bays, creating a feeling of airiness and space. The 

Van de Velde: Habanna 
Compagnie cigar store, 
Berlin, 1900. Gently flat
tened arches open up the 
interior. The decoration 
is mostly linea~. 
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decoration around the arches and on the walls above the shelves is 

based on a rhythmic play of line. Likewise the furniture design 

is linear, with ample use of curved vertical supports and stretchers. 

In 1902 Van de Velde cample_ted the interior of the Falkwang Museum, 

now the Karl-Ernst-Osthaus Museum in Hagen. The entrance hall 

is dominated by Georges Minne's sculpture, Well with.Kneeling 

Boys, which shows a naked adolescent boy kneeling beside the water 

admiring his own reflection. The motif is rhythmically represented 

five times, in a circle of kneeling bays •. The walls are unadorned 

and only the series of arches are surrounded by parallel lines 

with abstract linear motifs sparingly used. In the staircase the 

handrail is entirely rectilinear and the banisters consist of in-

terlinked curved parallel lines. In the various rooms, where de-

carative unity is achieved, mast surfaces lack ornament, only the 

Belgian line toned down to wide gentle curves is used above the 

doors, in chair-rails and in the furniture. The whale interior re-

presents a striving toward simplified decorative forms. 

Van de Velde: Folkwang Museum, 
Hagen, 1902, now the Karl-Ernst
Osthaus Museum. In the entrance 
hall dominated by Minne's sculp
ture, ornament is sparingly used 
around the arches. 
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In Haus Esche in Chemnitz of 1902, Van de Velde achieved aesthetic 

unity through the distribution of the geometrical building masses, 

consisting of black-like units subtly linked together by curved walls 

and curved balcony railings. The elliptical curve, a favourite ma-

tif of Van de Velde is used at the taps of the walls. Compared ta 

Blaemenwerf at Uccle (pe 53) the lines are now mare flawing and the 

build~ng materials less sharply contrasted. Incorporated in the de-

sign is a solarium an the first floor and a landscaped terrace an 

the ground flaaro 

Van de Velde: Haus Esche, Chemnitz, 1902. The curved walls and the 
curve of the balcony rail1ngs link the building masses together to 
farm an aesthetic unity. A landscaped terrace forms part of the de
sign, while in the garden the tall trees repeat the vertical lines of 
the architecture and the curve of the law hedge, that of the parapet. 

In the inte~ior Van de Velde made extensive u~e of white and pastel 

colours far walls and furniture, emphasizing the new concept of light 

and spaciousness. 

Soon after the turn of the century the Grand Duke Wilhelm Ernst of 

Saxe-Weimar, ~ sympathetic patron of the arts, invited Vsn de Velde 

and other avant-garde artists and artisans ta the city. Largely due 

to Van de Velde's initiative it was decided ta establish a school of 

applied art which was ta also provide instruction in fine art and 

architecture. 
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Van de Velde who was appointed head of the school, also received the 

commission for the design. Built between 1905-11, the building con-

sists of two sections arranged at right angles. The broad facade 

is divided by concrete pilasters into shafts comprising large rectan-

gular windows. The centrally placed entrance is defined by extending 

the pilasters to the top floor and by using curved balconies above 

the door and the two side windows. Adequate lighting of the inte

rior is ensured by the ample glass areas, while an the top floor 

the windows wrap around into the raaf 5 providing light from the side 

and from above. Most lines are straight - curves are restricted to 

the balconies, the windows an the top floor and the windows on the 

sides of the building. 

With its regularly spaced windows and symmetrically located entrance, 

the school conveys a rather Neo-classical impression, which according 

· to Henry Lenning "undoubtedly appealed ta the German sense af symme

try and arganizatian". 21 ) 

...... ' :~. :~ ~' ;;: 
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Van de Velde: Kunstgewerbeschule, 
Weimar, 1905-11. Mast farms are 
rectilinear with restricted use 
af curves. The facade has a 
markedly horizontal emphasis. 

21) Henry F. Lenning, The Art Nouveau, 1951, p. 44. 
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Van de Velde' s Modell theater for the Werkbund-Ausstellung in Koln 

in 1914, shows his ~dherence to curved Jugendstil even after the 

influence of the Modern Movement was already strongly evident in 

the work of Peter Behrens and Walter Gropius. The theatre has 

rhythmically distributed masses and the body of the building 

displays a dynamic plastic treatment. Mast surfaces are plain 

and the ornament is confined to linear strips extending across 

the upper facadeo 

,, " «IA 

~an de Velde: Modelltheater, Koln, 1914. The masses are rhyth
mically distributed and the body of the building shows a dynamic 
plastic treatment. 

Van de Velde acquainted with Edward Gordon Craig and Max Reinhardt, 

both reformers of stage design, incorporated many innovations in 

the interior: an auditorium in the form of an amphitheatre, a 

separate proscenium~ a circular horizon and a tripartite stage 

in the shape of an apse. Dennis Sharp says: "It was this kind 

of stage design that was to influence the designers of the post

war proletarian theatre." 22) 

22) Dennis Sharp, A Visual History of Twentieth-Century Archi
tecture, 1972, p. 52. 
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Van de Velde: Madelltheater, 
Werkbund-Ausstellung, Kaln, 1914. 
The plan of the interior featured 
many innovations: an auditorium 
arranged like an amphitheatre, an 
independent proscenium, a circu
lar horizon and a tripartite stage 
in the shape of an apse. 

Peter Behrens was originally a paint~r working in the circle of 

Milnchen artists who founded the Vereinigte Werkstatten fur Kunst 

im Handwerk in 18970 He was influenced by the Arts and Crafts 

Movement, by the Japanese style and by Van de Velde. Before 

turning ta architecture Behrens was also engaged in the applied 

arts, designing mainly carpets and furniture, adapting a ponderous 

and constructive farm in the latter. Only after moving ta Darm~ 

stadt in 1899 he began working as an architect. 

His first architectural task was his awn house in the Kunstler-

Kalanie an the Mathildenhahe in 1901. The exterior is devoid of 

ornament and is mainly rectilinear, the only curvilinear farms 

being those of the gables, the small attic ~indaw, the bay-window 

above the main entrance and the windows in the gables. The impa-

sing front door of dark green lacquered woad, has wrought metal or

naments with curved parallel lines which shaw the influenc~ of 

Van de Velde. 
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Behrens: Haus Behrens, Mathil
denhohe, Darmstadt, 1901. The 
exterior is plain and mainly 
rectilinear. Only the gables 
and some of the windows are 
gently curved., 

In the interior the library deserves special mention. Here decara-

tion and function achieve perfect harmony. The decorative effect 

of the gently curved verticals of the bookcases, the interplay 

of straight lines and curves in the carpet and the abstract mo· 

tifs in the ceiling, are balanced against the functionality of 

the desk, the comfortable chair and the easily accessible storage 

units. The desk is placed below the window where it receives ade-

quate light. The influence of the Arts and Crafts Movement is 

evident in the use of untreated wood and the preference far simple 

farms, and that of the Japanese style in the delicate asymmetry 

of the walls, while the influence of Van de Velde is reflected 

in the curves of the carpet, the verticals of the bookcases and 

the chairback .. 

With its lack of ornament and the priority given to functionality, 

Haus Behrens, like the houses of Mackintosh and Veysey, belongs 

ta late Art Nouveau .. 
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Behrens: Haus Behrens, Mathil
denhohe, Darmstadt, 1901. The 
library, decorative and functional, 
reflects the influence of the Arts 
and Crafts Movement, of the Japa
nese style and of Van de Velde. 

From the start the architecture of Behrens was characterized by 

rectilinearism and simplicity and soon he abandoned all traces of 

Jugendstil, designing in an idiom which classifies his work with . 

the Modern Movement. 

In 1899 Olbrich settled in Darmstadt, designing most of the houses 

in the newly established Kunstler-Kolonie on the Mathildenhohe. 

His rectilinear and geometrical forms appealed to the German pre-

dilectian far precision and tidiness and he began exercising a 

significant influence on the course of German art. 

His own house in the Kunstler-Kalonie, in 1901, is basically in 

the form of a cube with a roof of rustic designs A noteworthy 

feature is the treatment of the facade as a decorative unityo 

Far this purpose Olbrich used patterned tiles with geametri-

cal motifs. His favourite ornament the circle appears an the 
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Olbrich: His own house, 
Mathildenhohe, Darmstadt, 1901. 
The facade is treated as a de
corative unity, using tiles 
with geometrical motifs. 

wall between the first floor windows, on the.vertical supports 

of the balcony carrying the flower boxes and in the frieze below. 

To soften the effect of the strictly geometrical and rectilinea~ 

farms Olbrich added a slight curve to a section of.the roof, and 

above one of the windows, and used curved metal grilles in front 

of the basement windawse 

Olbrich's playhouse far the princesses of Heasen at Schloss 

Walfsgarten near Darmstadt, ·in 1902, consists o~ a rectangular 

shape with an asymmetrically placed bay-window. The familiar 

Viennese checkerboard pattern of light and dark squares is used 

an the surface above and below the bay-wiMdow, while on the ad-

joining wall the dark outlines of squares are additively arranged 

against a neutral backgroundo The checkerboard pattern is re-

peated in a narrow frieze along the top of the alcove on the ex-

treme right of the bay-wiridow. With its flat s~rfaces, its pro-

·nounced rectilinearism and its sparing use of geometrical orna~ 
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ment, the playhouse exemplifies Olbrich's approach to functiona-

lity. 

Olbrich: Playhouse far the Princesses, Schloss Walfsgarten, 
near Darmstadt, 1902. Geometrical ornament is sparingly used 
an the flat surfaces. 

The complex of buildings known as the Hachzeitsturm and Exhibition 

Galleries an the Mathildenhohe of 1905-07, are essentially recti-

linear with a tendency toward manumentalism. This is particularly 

evident in the heavy arches of the loggia, the slab-sided surfaces 

around the entrance and in the rather enclosed section near ·the 

tower. The building masses are asymmetrically arranged and are 

dominated by the tower, which ~n comparison ~~ems extremely tall. 

Most surfaces are plain, but in the section ta the left of the 

tower, the use of elongated rectangular panels provides a more 

ornamental effecto 

The tower itself was completed in 1907 - a year before Olbrich's 

death. The top consists of a stepped gable with gentle roundings 

which shaw a markedly plastic treatment. In the lower section 

the small windows are rhythmically placed and an asymmetrically 

sited square panel is surrounded by a border comprising Olbrich's 
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favourite motif, the circle. All corners and edges are smoothly 

rounded off which creates a closed architectural effect. 

I
·~·,· .. ·~ •t. ;>::~~1~:~~ 

~. ·: 
I. 

Olbrich: Hochzeitsturm and Exhibition Galleries, Mathildenhohe, 
Darmstadt, 1905-07. The asymmetrically distributed building 
masses are dominated by the tower with its windows, which extend 

.round the corner - a motif first used in Shaw 1 s Old Swah House 
(p: 2'8)" 

Olbrich's main contribution was that with his preference for simpli

fied forms and rectilinear neatness he helped t6 guide German art 

and architecture in the direction of functional simplicity. 

High Art Nouveau with its floral abstractions and exuberant curvi-

linear forms proved a relatively insignificant phase in German 

architecture and was soon abandon2d. In fact after the turn of 

the century a counter-movement set in, leading architects to the 

Modern Movement which culminated in the founding of the Bauhaus 

in Weimar in 1919. 

The Art Nouveau architecture of other European countries exercised 

little influence beyond their borders. The reasons being that it 

either assumed a strong national guise as in Italy and Holla~d, or 
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remain2d too personal to have any adherents, as in Spain. Never-

theless it will be worthwhile to examine briefly the more important 

achievements in a few of these countries. 

SPAIN 

In Spain the leading architect was Antoni y Carnet Gaud1 who 

worked mainly in Barcelona. He was influenced by the Mudejar 
23) 

style, ·· ·· by naturef and by the writings of Viallet-le-Duc and 

Jahn Ruskin and shared their enthusiasm far the Gothic. His early 

works such as the Casa Viciena,,af 1878-80 and his Palau GO~ll a~ 

1885-89, bath in Barcelona, already shaw traces of Art Nauveaua 

In these buildings the ironwork achieves a whiplash rhythm, which 

is not surprising, as Gaud1 had been an ironworker during early 

youth. I~ later years his architecture received the.same pliant 

treatment as if it were a piece of malleable iron. 

In 1884 Gaudi took aver the design of La Sagrada Familia in Saree-

lana,. from the architect Villar and was occupied with this manumen-
' 

tal task until his death in 1926, when it was still unfinished. 

After the completion of the crypt according to Villar's plans in 

1891, Gaudi introduced his new plans fat the rest of the church. 

The facade of the transept was completed in 1903 and the towers in 

1906. Although basically Nee-Gothic th~ dynamic plastic treatment 

of the entire building reflects High Art Nouveau. The steeply ri-

sing conical towers are crowned by fan-shaped finials adorned with 

23) 1 Sherrill Whi tan, Elements of Interior Design and Decaratic:n, 
1964, p. 825. Mud~jar: A transitional style of art.in ti~e 
Christian parts of Spain in which Moorish and Italian Renais
sance details were ~een in the same design. 
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mosaic-work. Stone icicles seem ta hang from the painted gables 

above the portal~, while in the gristle and plant-like motifs an 

the walls Nea-Baraque tendencies are evident. The use of bone

line supports reflect Gaud1 1 s emphasis on structure. 

In contrast the inner facade at the end of the transept is geome-

trical, composed of cubes and flat rectangles, such as found in 

the late Art Nouveau work of Mackintosh and the Viennese archi-

tectsc Robert Schmutzler claims that it is also Gaudi's only 
24) 

example of geometrical late Art Nouveau. 

Gaud1: La Sagrada Familia, 
Barcelona, 1884-1926. Based 
an the Gothic, but with para
bolic arches and a highly 
original plastic treatmente 

Gaudt also remodelled the Casa Batll& in Barcelona betw~en 1905-

07. The lower section of the facade with its sculptured treat-

mentJ consists of bane-like supports and egg-shaped windows an the 

first floor. The surface of the upper facade is decorated with 

mosaic patterns, while the small projecting balconies seem like 

-------------------------· ~ ~- .. 

24) Robert Schmutzler, Art Nouveau, 1964, p. 227. 
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the gaping jaws of giant reptiles. The roof has a sinuous shape and 

the ~symmetrically placed pinnacle is crowned by an elaborate finial. 

Gaud1: Casa Batllo, Barcelona, 
1905-07~ The unusual egg-shaped 
windows on the lower floors are 
divided by bone~like supports. 
On the upper floors the balconies 
seem like the gaping jaws of giant 
reptilesc The roof with its si
nuous shape is covered with tiles, 
giving the impression of reptilian
scalesc 

The rear facade appears mare controlled and unifiedc Tull windows 

and glass doors open onto curved balconies with wrought-iron railings. 

The edges of the balconiesf the entire parapet of the tap balcony, 

the wall above it and the sides of the building are decorated with 

mosaic floral motifs. 

Gaudi: Casa Batll&s Barcelun~, 1905-
07~ The rear facade is mare controlled 
and unified: balconies and windows are 
similar, while large areas are covered 
with mosaic flowers which add to the 
concept of unity. 



101. 

In the inteior the construction of ·the staircases is freely expo-

sed and the banisters are draped with seaweed. Smooth and relief 

tiles with pale colours are arranged in a dado on the surrounding 

walls and above these the surface is covered with painted organic 

designs. The whole interior creates the impression of a cave 

through which the sea has washed. 

In the Casa Mila, an apartment house in Barcelona, of 1905-10, 

asymmetry predaminateso The seven-storey b~ilding is grouped 

around two central courts with irregular shapese By using a 

steel skeleton Gaudi eliminated the need for bearer-walls, thus 

allowing greater flexibility in the interior planning. All the 

floors differ in height and the apartments vary in size. Common 

to all the apartments is the absence of partitiens between the 

main rooms, which creates a feeling of space and allows the rooms 

to merge with one another. 

Gaud1: Casa Mila, Barcelona, 1905-10. The ground plan with 
its. asymmetrically arranged roo~s, differs entirely from the 
upper floors, which in turn, all vary. 
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The facade in cut and hammered stonework seems to be in constant 

motion, producing undulating rhythmic movements like the· waves of 

the sea. Marine plants seem to twine around the balcony railings 

.and the window apertures are like caves hollowed out by the waves. 

On the roof the attic level gives the impression of gliding along 

like a white band of foam blown by the wind. Chimneys spiral up-

ward like towers in a fantasy world. These were originally planned 

as part of a religious bestiary, in conjunction with a large central 

sculpture, which was, howeverp never executed. 

, 
µaud1: Casa Mila, Barcelona, 1905-10. Asymmetry dominates both 
in the exterior and in the interior. The rbythmic undulations and 
the decorations suggest marine forms. 

ln the interior the marine theme is continued: the iron and glass 

portals have coral forms~ the _banisters are like creeping seaweed 

and the ceilings are reminiscent of eroded beaches after the tide 

has ebbed. The walls and the ceiling above the staircase in the 

main entrance-hall, are decorated with ripply organic forms and 

floral motifs reflecti~g Japanese influence. 
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Gaudi: Casa Mila, Barcelona, 1905-10. Apart from the powerful 
undulations suggesting waves, marine farms of a mare brittle or
ganic nature are also included: the iron and glass portals are 
composed of coral-like farms. 

Gaud1: Casa Mila, Barcelo
na, 1905-10. In the inte
rior the banisters seem like 
creeping, wreathing seaweed. 

-All Gaudi's work is characterized by plastic originality and immense 

vitality. His influence was, however, limited and Renato Barilli 

maintains: "Gaud1 influenced only a few Spanish pupils and follow-

ers; his example did not affect any other European centre.n 25} 

25) Renato Barilli, Art Nouvea~, 1969; p. 43. 
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ITALY 

During the late 1890's, Italian architects, influenced by the clas-

sical tendencies in the earlier work of Wagner, began basing their 

work on a return ta their own traditional architecture. 

Italian Art Nouveau architecture is frequently characterized by 

heaviness and decorative exuberance, such as in the work of Rai-

monda D'Aronco. His central pavilion for the International Exhibi-

tion of Decorative Arts in Turin, of 1902, is based on the Neo-

Baroque. Viennese influence is evident in the rectilinear columns 

on the ground floor, in the gently tapered rectangular blocks which 

recall the towers on Olbrich's Haus der Wiener Secession (p. 83) 

and in the ornaments above the arches, which resemble those at the 

tap of the facade of Wagner's Majolika Haus (p. 77)o The predi-

lection for monumentalism is reflected in the massiveness of the 

pedestals supporting the statuese The row of figures with out-

stretched arms draped in rhythmically flowing garments, are re-

miniscent of the statue, La Parisienne, above the Porte Binet at 

the Paris Exhibition of 1900. 
' 

D'Aronco: Central pavilion, International Exhibition of Decorative 
Art, Turin, 1902. Based on Italian Baroque, but with Viennese in
fluence in the rectilinear columns, the rectangular blocks and the 
decorations above the arches. · 
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HOLLAND 

Dutch Art Nouveau architecture was essentially based an the sim-

plicity of traditional architecture in Holland, giving it a re

strained and stangly national character. It shows a preference 

for flat surfaces as well as a tendency toward geometrical farms 

and reflects little of the dynamic linearism of the Art Nouveau 

architecture of ~eighbauring Belgium. 

Hendrik Petrus Berlage was the leading Dutch Art Nouveau architect. 

He was influenced by the writings of Viallet-le-Duc and by the Arts 

and Crafts Movement. In his work he adapted a constructive and 

functional approach and avoided the use of unnecessary ornament. 

Berlage's Stack Exchange in Amsterdam, of 1898-1903, consists of 

flat brick surfaces dominated by an as~mmetrically placed tower. 

' The facade creates a rather two-dimensional impression and the un-

adorned brickwork is emphasized. In the main hall the freely ex-

posed ironwork supporting the glass roof, awes much ta the thea-

ries of Viollet-le-Duc. The flat surfaces are bare, with no at-

Berlage: Stock Exchange, Am
sterdam, 1898-1903. In the 
main hall the construction of 
the roof is exposed and the 
character of the unadorned sur
faces emphasized. 
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tempt at decoration and Paul Overy states: "Berlage insisted on 

the importance of the wall as a plane. No decoration must dis

guise it.n
26

) Instead the character of the surfaces is emphasized 

and a decorative play is obtained by contrasting the different 

materials: iron and glass in the roof, brick in the walls and 

granite and stone in the pillars. The arches of the loggia sur-

rounding the hall are reminiscent of medieval Romanesque forms and 

are set flush with the surface so as to provide an uninterrupted 

smooth effectc The construction of the Stock Exchange relying on 

conventional brick walls with iron girders for the roof~ is rather 

conservative when compared to Harte's Maison du Peuple, of 1896-

99, which consists mainly of an iron skeleton and glass membranes 

(p. 50). 

Art Nouveau architecture then flourished mainly between 1892-1905, al-

though a few of its most ardent followers continued the style until 

the outbreak of the First World War in 1914. 

26)· Paul Overy, De Stijl, 1969, p. 48. 
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CHAPTER III 

JUGENDSTIL ARCHITECTURE IN SOUTH WEST AFRICA 

Although Art Nouveau was largely confined to the countries of 

Western Europe, it was inevitable that through increased communica

tion with Europe, the style would be implemented elsewhere, especial

ly by architects who had studied in Europe, br had been commissioned 

to design a partic.ular building in some other part of the world. 

Both in North America and in the recently partitioned continent of 

Africa, much building activity was experienced during the late 

1890 1 s. The American born architect Louis Henri Sullivan success

fully employed many Art Nouveau features for his buildings in the 

United Stateso On the continent of Africa Art Nouveau was, however, 

only occasionally used in architecture and rarely was an entire 

building ~xecuted in this style. This is probably due to the fact 

that by the late 1890's the style had already begun to lase favour 

with architects in Belgium, France and Great Britain and architects 

from abroad were thus reluctant to pursue a style which was being 

supplanted by a simpler form-language. Instead many turned to the 

previous Neo-Gothic or Baroque styles and continued these in the 

African colonies. 

In Germany, however, the evolvement 'of the Jugendstil occurred at 

about the same time as the building development in its African co

lonies, notably South West Africa and architects from abroad or 

those having received training in Germany, adopted elements of Ju

gendstil for the new buildings in this territory. The towns of 

Swakopmund and LUderitzbucht as well as areas of Windhoek bear evi-
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dence of Jugendstil in their architecture. 

Private dwellings and warehouses built by individuals and trading 

concerns, prior to about 1900, were often merely utilitarian in . 

design, while military and official buildings were constructed on 

the lines of a small fortified castle. This latter type of design 

was basically continued in the construction of forts and military 

outpost§ in South West Africa even after the turn of the century, 

two such examples being the barracks in Swakopmund built in 1905 

and Namutoni Fort in the Etosha area erected by German Schutztruppe 

during the same yearo 

At about the turn of the century Jugendstil began making its ap

pearance in various buildingso The style continued until the out

break of the Fi~st World War when all construction projects were 

temporarily halted. Following the cease of hostilities and the 

placement of the territory under the administration of South Africa, 

building operations were resumed, but by then Jugendstil had already 

lost its flavouro 

In South West Afri~a Jugendstil found its best interpretarion in 

the .larger mare important buildings such as banks, hotels, residen

ces far trading companies, shops and warehouses. In the smaller 

buildings and dwelling houses Juge~dstil was employed with greater 

restraint and was sometimes limited to the design of a relatively 

minor aspect, such as the doors, or the windows, or the entrance fa

cade. The interiors are generally strictly functional and have 

little to do with Jugendstil. A closer look at architecture in 

Swakopmund, LUderitzbucht and Windhoek will reveal how the ~tyle 

was applied and adapted~ 
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Entering the town of Swakopmund the influence of Jugendstil in much 

of its older archit~cture is evident. Sandwiched between the cold 

waters of the Atlantic in the west, the sprawling Namib in the east, 

and often enveloped by a thick rolling mist, the town was friunded 
2TI 

as a seaport in 1892. · 

Architecturally speaking the first eight years of its existence 

were less significant, as most of th~ earlier buildings were mostly 

utilitarian and not erected with a particular style in mind. From 

about ~he turn of the century the increasing trade with Germany 

accelerated the development of building activity. During these 

years the population also increased, so that not only did the need 

for warehouses arise, but also for suitable dwellings. 

Looking at individual aspects of the architecture will reveal how 

a specific element of Jugendstil was applied in various buildings. 

First the decorative aspect will be taken into consideration. The 

use of floral curvilinear decoration is extremely rare and may be 

attributed to the preference given to geometrically biased forms 

in German Jugendstil after 1900. 

TheWoermannHausdesigned by the architect Friedrich Haft in 1904 

for the Damara und Namaqua~Handelsgesellschaft, contains rhythmical 

floral orn~mentation on the frieze above both th~ two front bay-win-

dows. The whiplike movement of the long elegantly curving stalk of 

27) Official date for the founding of Swakopmund. See also: 
liulda Rautenberg, Das Alte Swakopmund, 1967, p. 9; "Vor 1892 
war hir nichts, kein haus van Walfischbai the ganze KOste 
hinauf bis zum Kunene" ••• and then continues that in the same 
year "Sieben MMnner, freiwillig in die deutsche Schutztruppe 
eingetreten, errichten drei kleinB H~user." 
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the tulip terminates in the downward facing bloom, the thin leaves 

forming musical flawing, yet powerful lines which convey a feeling 

of energy and growth. The graceful curves of the stalks and the 

wavy movement of the leaves reveal a Japanese linear refinement, 

such as is also seen in the drawings of Eckmann. 

H~ft: Waermann Haus Swakopmund, 1904. The entire frieze 
seems ta express a sense af waving undulating movement. 

The Kaiserliches Bezirksamt designed by Ortloff in 1901, already 

shows a trace af geometrical inspiration in the ornamentation sur-

rounding the windows. Straight lines gently curving above the 

windows extend horizontally across the walls. Their colour, dis-

tinct from that used an the walls, accentuates their ornamental 

value. Small squares in a different colour are placed on the 

walls at various intervals, while simple rectangles are included 

among the more traditional, almost Gothic inspired shapes on the 

frieze. 

In Villa Wille designed by Hermann Wille in 1904, the placing of the 
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ornament in relation ta the surface emphasizes not only the orna-

ment, but also the actual plain surface. Willa achieved this 

through the use cf ornament only above the windows on the ground 

floor and in a narrow frieze running along the walls between the 

windows. The horizontal and vertical arrangement of straight lines 

in a darker colour an the frieze gives an unusual geometrical ef-

feet. The almost stylized floral scheme above the windows consists 

of small circles and a constructive play of line. This recalls the 

work of Hoffmann and Olbrich and indicates the Austrian influence 

an German art at the turn of the century. 

Wille: Haus Wille, Swakapmund, 1904. The frugal use and pla
cing of geometrical ornament, emphasizes bath the ornament 
and the plain surface. 

In the Realschule designed by Metje and Ziegler in 1913, the placing 

of the geometrical ornament harmonizes with the lines of the archi-
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tecture. Particular emphasis is given to the entrance.of the 

building through the use of decoration on the frieze above the pil

lars, on the actual pillars, and on the two rectangular panels be

low. In the geometrical motifs on the pillars there is an inter

play of ~ngles bet~een straight lines and faint curves, giving a 

ponderous, yet slightly classical accent. Although parallel repe

titive elements are employed on the frieze as well as on the rect

angular panels, bath have achieved a distinct effect, each using 

a different shapeo On the frieze the combination of straight lines 

and gentle curves produces a dynamic quality, contrasting with the 

non-rhythmic pattern an the panels. 

The earner windows on the first floor are also emphasized. Between 

the windows rectangles and circles express a feeling of stability, 

while on the panels below, a mare fluent play is obtained between 

the straight lines and gentle curves and by the mare rhythmic po

sitioning of the small squares (p; 115). 

In the WoermannHausdesigned by Haft in 1904, geometric motifs were 

combined with Fachwerk, a traditionally rural German element. The 

Fachwerk gable on the extreme right contains a row of small geome

trical ornaments, consisting of firm, short, angular lines ending 

in small squares, presenting a powerful and almost abstract floral 

effect. 

The frieze above the windows on the first floor of the M.Co Human 

Flats designed in 1907, reveals the additive principle in the pla

cing of rectangles and circles against a neutral background. While 

every individual ornament forms part of the whole, it is neverthe

less an entirely independent object in the spatial composition~ 
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The decoration on the Hotel Furst Bismarck designed by Wille in 

1909, consists of t~e square and the rectangle. The facade is di

vided into elongated rectangles with a large rectangular shaped 

window placed in each. Above each window is a large square, while 

the ornament below the windows consists of austere rectangles. 

The tower on the corner of the building is almost devoid of decora-

tian, except far the narrow rectangular windows and the use of 

[ 

\ 
\ 

Wille: Hotel Furst Bismarck, Swa
kapmund, 1909. The decoration is 
limited to geamet~ical ornament ~an
sisting of austere rectangles and 
squares~ This is in accordance with 
the trend pursued in Germany after 
1900. 
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moulded squares below these. The roof likewise features an un-

adorned cupola with a simple frieze. The simple rectilinear planes 

of the Furst Bismarck bear a marked resemblance to the Exhibition 

Hall adjoining the Hochzeitsturm in Darmstadt, designed by Olbrich 

in 1907. (p. 97). 

A similar tendency toward ornamental simplification can be seen in 

the decoration of. 6 Woermannstrasse. Here the straight lines and 

gentle curves, create an elegant angular effect, reflecting the 

attitude of the Munchen Group. 

6 Woermannstrasse, Swakopmund. 
Emphasis is given to the inter
play of angles between straight 
lines and faint curves. 

In Haus der Woermann-Linie designed by Hoft in 1905, the decoration 

around the windows is limited to straight lines terminating in small 

squares at the corners. The austere use of geometrical ornament 

expresses an almost classic, albeit timeless quality. 
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With regard to the doors and windows two aspects have ta be taken 

into consideration: their distribution and their shape. An essen-

tial feature of Jugendstil was the predilection far asymmetry even 

in relatively minor details such as these. The windows in the 

Realschule are a blend of symmetry and asymmetry. On the south 

(street) facade the windows on the central sections of t~e building 

are symmetric bath in positioning and in their similar shape. In 

the two end shafts, however, the designers obtained asymmetry 

through the rhythmic placing and varying shape of the windows. 

This asymmetrical quality extends to the windows an the sides of 

the building. 

~- -·., 
". ~·· ~ 

Metje and Ziegler: Realschule, Swakopmund, 1913. Windows of dif
ferent shapes are rhythmically distributed on the end shafts. 

In the rhythmic placing of the windows, Metje and Ziegler came 

close to the trend followed by Mackintosh in Hill House and in his 

design for Haus eines Kunstfreundes. This may have been due to an 
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indirect stimulus of the Glasgow School via the Wiener Secession 

and through Olbrich on German art. 

In Haus der Woermann-Linie Haft used windows of different shapes 

and distributed them fairly asymmetrically across the facade. In 

order to achieve asymmetry he first created symmetry by placing a 

large window centrally below the gable, equi-distant from the win

dows on either side. On the left the smaller windows are distri-

_ buted at different intervals, while on the right both the shape 

and distribution are varied by the introduction of two broad win- · 

dows gently rounded at the top. The main entrance is also asymme-

trically placed on the right of the facade. 

The facade of 11 Bruckenstrasse contains a large window asymmetri-

cally divided into three sections. On the left a large rectangular 

pane of glass extends two-thirds of its width, while on the right 

11 Bruckenstrasse, Swakapmund, circa 1906. Asymmetry, an essen
tial feature of Jugendstil, is achieved here in the design of the 
window. 
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a door occupies the other third. Above these stretches a low full-

width horizontal section gently rounded at the top. In addition 

this section is again divided into three shafts comprising not only 

vertical differences, but also horizontal variations. The centre 

shaft is both taller and broader and has three horizontal rows 

each containing panes of different size. The glass at the top of 

the door has a gentle curve, corresponding to that at the top of 

the window, while the two small rectangular panels in the door 

feature stylized floral formso 

In the Post Office designed by Gottlieb Redecker in 1906, Jugend-

stil was employed in the design of the two tall rectangular windows 

admitting light to the staircases in each end of the facade. The 

stained glass windows feature a stylized floral scheme with a 

Redecker: Post Office, 
Swakopmund, 1906, now the 
Municipal Offices. The 
tall stained glass windows 
feature a stylized and some
what geometrically inspired 
floral design. 
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tendency ta geometrical pattern. The flickering flame-like shape 

of the flower in the centre and the foliage are reminiscent of the 

work of Blake and Mackmurda. The use of the circle again shows 

the influence of Olbrich. The colours are typical of Jugendstil, 

pale pink, olive green, lemon and milky white. 

The shape of the four large windows on the central facade of the 

Prinzessin-Rupprecht-Heim designed in 1913, reveal a special fea

ture of Jugendstil, the aesthetic use of the gently flattened' 

arch. This shape often featured in Europe. For instance Hdrta 

used it far some of the windows in the Hotel Solvay in Brussels 

(pe 48), Van de Velde for certain of the doorways in the Falkwang 

Museum in Hagen (p. 88) and Wagner for the end~windows in the hall 

of the Postsparkasse in Vienna (p. 78). 

In the Realschule an attempt was made to treat the facade as a de

corative entity, such as Wagner had done in the Majalika Haus in 

Vienna, Olbrich in his own residence in Darmstadt and Hankar in 

48 Rue Defacqz in Brussels. In the Realschule the architectural 

elements form part of the decoration. The bays, the gables and 

the windows are 81:1 included in the essentially rectilinear scheme 

extending across the facade. 

The artistic unity in this building can further b~ seen in the 

curved lines of the two gables which link up with the organic in

spired roof above the central bay-window to farm a broken line of 

undulating rhythm. This reflects unmistakable influences of the 

decorative play of Jugendstil as can be seen in a building such as 

Van de Velde's Bloemenwerf in Uccle (p. 53). 
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Realschule, Swakapmund, 1913. The lines of 
roof of the bay-window farm a broken line of 

In the interiors Jugendstil was largely relegated ta the design 

of minor items such as imparted door handles and tiles, of which 

two examples deserve special mention. 

Redecker: Past Office, Swa
kopmund, 1906, now the Munici
pal Offices. The door handles 
reveal a rhythmic linear qua
lity. 
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The shape of the door handles in the former Post Office reveal the 

same rhythmic linear quality as those used by Horta in the H6tel 

Solvay in Brussels. On the handles in the Past Office, however, 

the curves flaw smoothly and the line is less abrup~ly bent, but 

by contrast longer, producing a mare controlled and ~estful ef

fect. 

Tiles featuring Jugendstil designs were used ta decorate the capi

tals at the tap and at the bottom of the pillars surrounding the 

central court of the WaermannHaus. The motifs an the tiles depict 

stylised sea-anemones with flawing undulating curves •. 

At the beginning it was mentioned that elements af Jugendstil will 

be ~xamined. This is quite justified as na building has been de

signed altogether in Jugendstil. 

Like the architecture af Swakapmund, that af Lilderitzbucht also 

contains elements of Jugendstil. The town of LGderitzbucht is alder 

dating from 1884, but as in Swakapmund the significant architec

ture dates only from after the turn of the century •. As same af 

the buildings were designed by the same architects in bath towns, 

similarities in certain features af the design are evident. 

Regarding the decoration, geometrical shapes were largely favoured. 

In the building designed by Metje and Ziegler in 1912 for the firm 

Carl Bodicker, the square, the rectangle and the circle were used. 

Below the two bay-windows squares in a darker colour fallow an asym

metrical arrangement, recalling the decoration of the playhouse at 

Schloss Walfsgarten designed by Olbrich·(p• 96). Small squares are 

also sparingly used as ornaments on the rectangular panels, below the 
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Metje and Ziegler: Carl Bodicker and Ca., Luderitzbucht, 1912, 
naw the Inda-Atlantic Ca. Geometrical ornament is sparingly 
used ta decorate the facade. 

windows an the first flaar and at the battam af the slender ver-

tical columns. Their positioning and different calaur emphasize 

not only the ornament itself, but also the actual plain surface. 

On the pedestals belawthebay-windows small circles are parallel 

nan-rhythmically positioned. The frieze shows a similar treat-

ment, but uses small thin rectangles, instead of circleso The 

four thin columns terminate in rectangular capitals which are de-

cerated with stylized heart shapes, similar ta those often found 

in the work of Veysey. The panels above the two broad columns 

display styljzed floral motifs with a tendency ta geometrical de-
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sign. A powerful, yet elegant linear rhythm is expressed by the 

curves of the stalks which end in geometrically biased flowers. 

The apex of the rather neo-Classic gable in the Deutsche Afrika-

bank AG, designed by Heinrich Sause in 1906, features styli~ed 

plant motifs. The asymmetli'ically shaped foliage has powerful wa-

ving lines which seem ta produce rhythmic vibrating movements. The 

shape of the foliage is borrowed from Eckmann in whose work swing-

ing, powerful lines frequently occur. 

The Jugendstil predilection far asymmetry is evident in the treat-

ment of the side of the Bezirksgericht designed by Rukwied in 1908. 

This was achieved by rhythmically distributing and varying the 

shape of the doors and windows. Some of the windows are strictly 

rectangular in shape, others are rounded at the top, while three 

are reduced like medieval openings to mere slits. The doors also 

differ in height. 

Ruckwied: Bezirksgericht, LOderitzbucht, 1908. Doors 
and windows are rhythmically-positioned on the side of 
the building. 
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In the Sause Wohn-und GeschMftshaus designed by Sause in 1906, 

the main entrance is.asymmetrically placed on the left of the fa-

cade. This recalls the entrance to the Whitechapel Art Gallery 

in London, designed by Townsend, whose work was known in Germany 

through the writings of Muthesiuso The windows on the facade are 

distributed at irregular distan=es, while their shape varies from 

a bull's-eye an the extreme right to a large window on the left 

near the entranceo 

The windows of the farmer Sezirktsamtmannshaus in Ringstrasse de-

Rukwied: Bezirktsamtmannshaus, Luderitzbucht, 1908. Preference 
is given to narrow vertical windows, placed rhythmically ta accen
tuate the asymmetrical proportions of the building. 
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signed by Rukwied in 1908, tend toward a rhythmical placing, which 

emphasizes the asymmetry of the actual building masses. The ar-

chitect has given preference ta narrow vertical shapes which he 

has then often grouped together, while same of the windows an the 

ground floor are mere fortress-like slits. The use of very small 

windows reflects medieval influence. Horta used such windows an 

the tap floor of the Maison Tassel in Brussels (p.46) , Mackintosh 

above the entrance of the Glasgow Schaal of Art (p. 71) and far 

certain windows an the north facade of Windyhill in Kilmalcalm 

( p. 74) and in Hill Hause in Helensburgh ( p. 75). 
r 

The Inda-Atlantic building reveals the striving ta treat the facade 

as a cohesive decorative unity, by using rectangles and squares as 

the basic shape. The doors and windows an the ground floor all 

have a similar shape, consisting of rectangles gently curving at 

the tap. On the floor above, the windows are narrow rectangles, 

while the square was introduced as the principal decorative motif. 

The squares extend across the upper facade, either arranged in 

groups below the windows, or placed separately such as in the ca-

pitals above the columns. The decoration an the frieze comprises 

small rectangular shaped ornaments, while even the name of the 

firm is spelt out in rectangular letters, thus emphasizing the de-

carative unity. 

In the Bezirktsamtman~aus the gently flattened arch, an archi-

tectural feature of Jugendstil, was introduced at the entrance pa-

tia on the easto Here Rukwied used this shape for aesthetic purpo-

ses, as Van de Velde had done in the Habanna Campagnie cigar store 

in Berlin. Rukwied's arch is devoid of ornament, while Van de Vel-
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de's arch is surrounded by curvilinear decoration. 

The dwelling an the earner af Church Street and Hoherstrasse de

signed by Matheis and Krause in 1911, reveals an asymmetrical dis

tribution of building masses. The inclusion af a third storey an 

ane side af the building and the rhythmic lin~s of the roof accen

tuate the asymmetric prapartians. The distribution of the building 

masses bears a relationship to the houses designed by Mackintosh, 

such as Windy Hill and Haus eines Kunstfreundes, while the asymme

trical shape of the roof reveals affinities with the house which 

Behrens designed for his own occupation in the KOnstler-Kolonie in 

Darmstadt. 

Another building which shows asymmetrically distributed building 

masses, is the Bezirktsamtmannshaus. Viewed from a distance this 

is not immediately evident, as the steeply sloping roof diverts 

the attention, but closer inspection from Ringsttasse shows the 

asymmetric propartionso The difference is also stressed by using 

a roof with a high pitch an the taller sections, while an the lower 

sections the roof has a rather low gradient. 

The interiors again tend toward a functional rather than a decora

tive approach, or otherwise reveal more classical elements such as 

in the symmetrically arranged door panels or in the design of the 

ceiling. In general they have little to do with Jugendstil. The 

staircase in the Bezirktsamtmannshaus, however, contains a Jugend

stil curve, and recalls Endell's staircase in the Atelier Elvira in 

Munchen and Herta's staircase·in the Maison Tassel in Brussels. On 
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the other hand pronounced differences exist. On Rukwied's stair

case the handrail is supported by simple banisters, while Ende!! 

and Horta have used elaborately decorated shapes, in the form

language of Jugendstil. 

Turning now to Windhoek it is evident that the influence of Ju

gendstil is less significant than in the two coastal towns. Many 

of the important older buildings have rather classical lines, while 

the smaller dwellings, especially those built for government of

ficials, feature a functional design largely devoid of decoration. 

The rapid development of Windhoek during the last two decades has 

resulted in the disappearance of much of the older architecture, 

same of which contained elements of Jugendstil. 

Decoration revealing the influence of Jugendstil such as is seen 

in Swakopmund and in LOderitzbucht hardly exists and where such 

influence. is apparent, it has been so simplified that it really 

belongs to the first phase of the Modern Movement. The decoration 

of the Orbanschule designed by Willi Sander in 1911 consists of 

the circle and the square applied in an additive way. Below the 

small windows at the top of the central section af the facade are 

a row of small circles, whose colour differs from that used on 

the walls emphasizing both the ornament and the plain surface. 

The side ·sections of the building feature a frieze cbntaining sim

ple squares. The severly simple ornaments reflect the attitude 

of the Wiener Secessionists, Olbrich, Hoffmann and particularly 

Laos. 

In the Elizabethhaus designed by Redecker in 1907 austere rectangles 
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in a darker colour to the walls are placed above and below the bav-

windows and in pairs on the parapet between the pillars. The up-

per part of the openings between the pillars an a section of the 

varanda on the left of the building, is decorated with squares 

intersected bv straight lines. 

In 69 Leutweinstrasse designed bV Redecker in 1906, the ends of 

the brackets supporting the roof overlapping the gables,· contain 

small decorative circleso An interesting feature is the use of 

an arch-shaped girder connecting the ·upper brackets, lending ad-

ditional support as well as serving a decorative function. The 

shape of the girder presents a compromise between the mare rounded 

medieval arch and the gentlv flattened arch essentiallv developed . 

bv Jugendstil. The shape of the girder is repeated an the wall. 

The decoration above the windows consisting of elliptical curves 

and straight lines creates an angular rhvthm and recalls the ef-

feet produced bv Van de Velde's gables at Bloemenwerf in Uccle 

(p. 53) 0 

Redecker: 69 Leutweinstrasse, Windhoek, 1906. The decoration 
consists of small circles an the ends of the brackets supporting 
the roof and ellipses and straight lines above the windows. 
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Another feature of Jugendstil only occasionally found is the asym-

metrical placing of the doors and windows. The facade of the Turn-

halle designed by Otto Busch in 1908 has fairly asymmetrically dis

tributed windows. A large window with a rounded top is placed 

rather low down on the gable shaft. Above, Busch used two small 

windows· also with rounded tops, placed next to each other almost 

in the center of the shaft. The other windows are mainly tall 

rectangles placed at different levels. Above three of these, 

are horizontal half-round windows. The distribution of the win-

dows at various levels gives the impression of a multi-storey 

building terminated at differEnt levels. The main entrance is 

also placed asymmetrically near the right end of the facade. 

Busch: Turnhalle, Windhoek, 1908, now used by Dept. of Defence. 
The asymmetric distribution of the windows at various levels 
creates the impression of a multi-storey building terminated at 
different_ levels. 

In the dwelling on the corner of Post- and Steubelstrasse designed 

in 1907, the window on the side of the veranda at the rear, shows 

fairly asymmetrically arranged panes. The rectangular window is 

actually divided into three shafts, the two end ones being similar 
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in composition, while the section in the middle differs. The 

panes consist mainly of slender renctangles, small squares and 

circles, similar to the geometrical motifs used in decoration. 

The middle section contains a diamond shape which was only rarely 

used during the geometrical phase of Jugendstil. An example is 

Hoffmann's Palaia Stoclet in Brussels where a similar shape is 

used for the panes above the doors leading onto the garden. 

Dwelling corner Post- and Steubelstrasse, Windhoek, 1907. 
The panes in the rectangular window are asymmetrically ar
ranged and consist of slender rectangles, small squares 
and circles. 

The series of arches on the veranda of the Elizabeth Haus feature 

the gently flattened shape characteristic of Jugendstil. Here 

Redecker used this shape for a purely aesthetic effect such as 

Van de Velde had done in the Habanna Compagnie cigar store in 

Berlin. 

The houses which Redecker designed for government officials in and 

around Leutweinstrasse, formerly Bergstrasse, with their simple ex~ 
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teriors, generally show little influence of Jugendstil. Instead 

they represent more of a blend between strict functionalism and 

traditionalism. Yet they cannot be totally disregarded as a study 

reveals that in a few, subtle elements of Jugendstil are present, 

although these are not always immediately evident. 

Most of these dwellings were designed between 1905 and 1909, and 

were simply referred to in the plans with letters of the alphabet, 

but not necessarily in chronological sequence. Being designed to 

certain requirements, similarities in the basic plans and in the 

use of materials exist. Almost without exception they are single-

storey dwellings of modest dimensions constructed in brick, with 

corrugated iron roofs. 

Of the few which show the influence of Jugendstil, 62 Leutweinstras-

se designed by Redecker in 1907, deserves special mention. The 

surfaces are rather asymmetrically positioned, a feature which is 

extended to the roof with the angular shape. The rectilinear qua-

lities of th2 brackets supporting the roof, and even the down-pipes 

Redecker: 62 Leutweinstrasse, Windhoek, 1907. The asymmetric 
character of the surfaces, the exaggerated proportions of the 
brackets and the graphic lineaments of the windows are consciously 
stressed. 
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are consciously stressed, by the exaggerated angles of the sloping 

sections. The graphic lineaments of the windows with their ellip-

tical curved tops are also emphasized. The bare and unadorned 

building with its asymmetrical proportions, displays a functiona-

lity as exemplified by the work of Voysey, Ashbee, Hoffmann, Per-

ret and Loos during late Jugendstil. 

In the outlying districts there is little evidence of Jugendstil. 

On the remote farms and villages architecture assumed designs which 

were either strictly functional, or fortress-like, or otherwise 

rather eclectic. In the village of Karibib, situated halfway be-

tween Windhoek and Swakapmund, there are however, a few minor de-

tails of Jugendstil. The section an the extreme right of the farmer 

Kaiserhaf Hotel, a rather Nee-classic building, designed in 1902, 

features small geometrical motifs in the shape of elliptical lines. 

These are applied sparingly against a neutral background an the 

corners. The tops of the windows have gentle elliptical curves, 

similar to those used by Van de Velde in his own house Bloemenwerf 

Kaiserhaf Hotel, Karibib, 1902, 
now Barclays Bank and PEP Stores. 
Small geometrical ornaments are 
used an the corners of this sec
tion of the building. The taps 
of the windows feature elliptical 
curves and the iron grilles curve 
gently outward. 
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in Uccle (p. 53). The curves of the iron grilles in front of the 

windows closely resemble those in the Olbrich house in Darmstadt 

(p. g5). This is not incidental as such items were imported from 

Germany and were designed in accordance with the trends of the 

·times. 

Jugendstil is also found on the facade of the Backerei und Cafe be-. 

longing to K. Schulte and designed about 1906. The varanda contains 

a row of gently flattened arches •. · Their shape is emphasized by 

restrained ornament in the form of two parallel lines at the top. 

The small arch in the center giving access ta the varanda, is more 

Romanesque in design, while the small keystones bisecting the lines 

above the arches are a feature not usually associated with Jugend

stil. 

The architecture of Swakapmund and to a lesser extent of LOderitz

bucht are therefore the mast significant examples in which features 

of Jugendstil can be found. Windhoek is only of secondary impor

tance and the architecture of the rural areas contain little or no 

features of Jugendstil. 



-CHAPTER IV 

-C 0 N C L LI S I 0 N 

The aim of this thesis was ta trace the influence of Art Nouveau 

in the architecture of the period in which it flaurishedo A further 

aim was ta ascertain whether these influences which were prevalent 

in Europe are reflected in certain buildings in South West Africa 

which were built between 1900-140 

In the second chapter it was indicated haw these influences ~ere ma

nifested in architectural designe It was seen that it was in Brus

sels that the first fully fledged example of Continental High Art 

Nouveau emerged. During this phase the structural-symbolical as

pect was emphasized, much use was made of curvilinear and floral de~ 

caratian and buildings received a markedly plastic treatment. 

Toward the end of the 1890 1 s a trend toward simplification set in 

characterized by geometrical and rectilinear farms. Examples of 

this late phase of Art Nouveau are ta be found in the work of Hoff

mann, Olbrich, Mackintosh and Perret. This tendency also marked 

the beginning of a counter-movement. 

It was concluded in chapter three that certain buildings in South 

West Africa in the first decade of the tweritieth century were di

rectly influenced by this mare sober development of Art Nauveaue 

Buildings in which the style can be seen ta its best advantage are 

the Realschule in Swakapmund and the Inda-Atlantic in Luderitzbucht. 

It must be borne in mind, however, that the style as it was expres

sed in South West Africa will differ from that in Europe. There are 



I 
I 

134. 

several reasons for this, such as the distance from European sources 

which at the beginning of the century was certainly an important con

sideration •. Another determining factor could be the different cli

matic conditions. The availability of building materials may have 

contributed ta the particular adaptation of t·he style .. It can also 

be assumed that South West Africa did not enjoy the services of im

minent architects active in Europe at the time. The builders in 

South West Africa bften copied European examples in their own way 

according to their own ability~ 

There are no examples of the curvilinear and floral trend as men

tioned abovea The reasons for this are that the buildings in South 

West Africa were built after 1900 when the curvilinear trend had 

already given way to the more rectilin~ar style. It must also be 

considered that South West Africa was a colony of Germany at that 

time and that it was only natural that it would follow the examples 

of the mother country rather than those of foreign countries and as 

indicated in this thesis the architecture of Germany shows little 

influence of the earlier phase of the style; it was the more rec

tilinear and geometrical development which found its manifestation 

in South West Africa, which is also more in line with the German tem

perament. It could be ar.gued that in a country of pioneers as South 

West Africa was at that stage, there is little inclination towards 

inessential decorations and experiments, as basic needs must be pro

vided for and basic designs would be most acceptable. 

There can be little doubt that the buildings in South West Africa 

discussed in chapter three, when seen next to c~rtain European exam

ples show influences of these. It can thus be concluded that the 

architecture of South West Africa between 1900-14 shows influence of· 
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Art Nouveau or Jugendstil, mainly of the rectilinear development, 

but to a limited extent,both geographically and stylistically. 

The most significant contributions of Art Nouveau architecture 

(a) Art Nouveau architecture formed the bridge between Historicism 

and modern architecturee 

(b) It showed that architectural structure could be a means of 

artistic expressiane 

(c) It developed a closed architectural effect, by eliminating 

cornices and giving apertures and earners a smooth treatment. 

(d) Probably mast important, was the emphasis attached ta plastic 

valuese 

Since the Second World War and especially during recent years re- · 

newed interest has focused an Art Nouveau, particularly the archi

tecture, and it would be interesting if further research could be 

undertaken ta ascertain whether the plastic values of Art Nouveau 

architecture are manifested in modern architecture. 
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