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PREFACE

rtnouveau is known forits

elegantadvertising posters

with sinuous lines, the early-
twentieth-century doorways with
stained glassand curved decorations,
the jewels reminiscent of budding
flowers. A striking aspect of the vari-
ous manifestations of the style is the
frequent use of women as artistic
icons. Art-nouveau women are allegor-
ical figures that symbolise virtues as
well as temptations. They are a mix of
commercial poster girls, idealised vir-
tues,goddesses of fate,and traditional
role models.

The flamboyant pictorial idiom of
the newart could be seen in all parts
of European culture during the fin de
siécle:in the first decade of the twenti-
eth century,art nouveau was every-
where. The fact that the world was
changing and that technological, econ-
omic and political developments had a
major impact on people’s lives played

an importantrole in this phenomenon.

The partners in this international col-
laboration have taken that combina-
tion of societal developments and the
rise ofanew art based on an idea of
modernity as an opportunity to
research,combine,and present their
art-nouveau collections under the
aspectof ‘Goddesses of Art Nouveau’.
The Allard Pierson in Amsterdam, the
Badisches Landesmuseum in Karls-

ruhe,and the Braunschweigisches
Landesmuseum in Braunschweig
together created the conceptforan
exhibition that will be presented in
several European cities.

This international exhibition pro-
jectis supported by the Mondriaan
Fund, Dr. Hendrik Muller’s Vader-
landsch Fonds, the De Gijselaar
Hintzen Fund,and the Amsterdam
University Fund. We would like to
thank the lenders of this exhibition,
the authors of the publication, the
institutions and individuals who have
made illustrations available for the
publication, the project partnersand,
last but notleast, the exhibition team
and the publication team. We hope
that both the exhibition and this book
will inspire people, stimulating
thought and discussion. Through our
collaboration and exchange of knowl-
edge we can presenta part of Europe’s
shared history in an innovative way
and link it to current debates.

Artnouveau was a style in archi-
tecture, painting, sculpture, graphic
design,jewellery, fashion, furniture,
and otherapplied arts. This means that
art-nouveau objects are often hidden
in various subcollections and are cata-
logued by regional manufacturing
centres. The partners in this project
have explicitly opted for an interna-
tional focus, transcending the regional

aspect,because we want to present a
new European narrative on this Euro-
pean style.

The thematic, socio-historical
approach we have chosen implies lay-
ing bare new gender-related aspects
thatare still relevant aftera century. A
hundred years ago we saw the rise of
mass consumption, mass culture,and
mass media. Art-nouveau artists used
often iconic images of women to
express a repertoire of dualities: har-
mony versus chaos, bravery versus
fear, beauty versus ugliness,loyalty
versus betrayal. These images tell a
layered story of seduction and com-
merce, of hidden elitist allegories and
vulgar sales messages. The fin de siecle
was a confusing time in which we can
see a good many parallels with our
own. Let the goddesses of art nouveau
seduce us to see the appealing and
ambivalentart of a fascinating period
inanew light.

Wim Hupperetz,
director of the Allard Pierson — the
collections of the University of
Amsterdam

Eckart Kohne,
director of the Badisches Landesmuseum
Karlsruhe

Heike P6ppelmann,
director of the Braunschweigisches
Landesmuseum Braunschweig
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WIM HUPPERETZ

GODDLSSES

of Art Nouveau: Woman as an Instrument of

Seduction in the Changing Visual Culture

around 1000

The green apertitif absinthe
was so popular during the fin
de siecle, both in France and
elsewhere, that drinks time
was called ['heure verte
(green time'). The alleged
hallucinogenic effect of the
ingredient thujone and the
association with the bohe-
mians of Paris led to a ban

in many European countries

in the 20th century. The eroti-

cism of this advertising poster,
typical of the fin de siecle,
would not be accepted now-
adays. Henri Privat-Livemont
(1861-1936), poster for
Absinthe Robette, 1896.
134.6 x 91.4 cm. Library of
Congress, Washington DC.

n the late nineteenth century a dominant

visual culture developed, increasingly sup-

planting the ancient culture of the word.
The combination of modern science and new
technologiesled to industrial mass production,
which created something hitherto unknown:
mass consumption. Those masses had slowly
but steadily grown in Europe over the nine-
teenth century. The total number of Europe’s
inhabitants went from 140 to 250 million
between 1750 and 1850;in 1914, it reached 450
million.! This explosive growth led to a large-
scale expansion that is recognisable in cities
and industrialisation first. It was a much
broader process though, which is seen in world
expositions, subway lines and mass attractions
such as panoramas, dioramas, shopping boule-
vards, theatres, cinemas, and stadiums. These
were both breeding-grounds and displays of
‘modernity’ and the new mass culture.

The turn of the century is a period of tur-

moil, heralding a new era while the cultural

traditions of the past one still cling on.Itis a
time of great scientific discoveries that have a
huge impact on society and literally release
new energy:electricity asaresource for the new
industry. The gap between city and countryside
widens faster now; between a traditional, con-
servative rural community on the one hand
and a highly industrialised, urbanised society
on the other. The socio-economic dynamic
shifts from the country to the cities:a complex
societal process in which the upper middle
classes clearly are on the rise throughout
Europe.In the same period, broaderaccess to
the education system gives rise to new elites
as well

A NEW MASS CULTURE

Advertising and mass consumption gradually
became intertwined with entrepreneurship
and commercial know-how. [t was allaboutan
act of seduction, in which the insights of the
new science of psychology were put to good



A Around 1900, electricity
conquered the Western
world with street lights and lit
shop windows. In art the new
source of energy served as a
metaphor for the optimism
that characterised the turn of
the century. This postcard
shows the bustle at dusk on
the square in front of a well-lit
railway station. Anonymous,
Scenes de Paris: Gare St.
Lazare, ¢.1900. Postcard,
Paris.

> The industrialisation and
urbanisation of modern times
led to a countermovement
full of nostalgia, nationalist
historicism, and renewed
interest in the countryside.
Women in traditional dress
were a popular subject for
Symbolist artists. This decor-
ative plate features a woman
feeding birds in a farmyard.
Leon Senf (designer and
painter), glazed earthenware,
De Porceleyne Fles (formerly
Joost Thooft and Labou-
chére), 1898, diam. 34.5 cm.
Princessehof National
Museum of Ceramics,
Leeuwarden.

10 GODDESSES OF ART NOUVEAU




Art nouveau was also spread
through a number of cultural
magazines. Exuberant type-
face experiments abound on
the covers of Jugend, a
weekly that was first pub-
lished in 1896 and gave the
moment its German name.

Many well-known artists con-

tributed to the magazine.

Hans Christiansen, cover for
Jugend, 2 July 1898. Univer-
sitatsbibliothek Heidelberg.

1808 .+ 2. Jurr + JUGEND - IIL JAHRGANG - NE 27

Minchner illustrierie Wochenschrift fiir Kunst und Leben. — G. Hirth’s Verlag in Minchen & Leipzig.
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The painter, architect,
designer and art theorist
Henry Van de Velde (1863-
1957) was one of the most
productive art-nouveau
designers in Europe. He was
one of the founders of art
nouveau in Belgium and
played an important role in
German Jugendstil as well.

In a scene reminiscent of the
Nativity, the angels watching
over Baby Jesus in this tapes-
try are pious women in rustic
dress. Henry Van de Velde,
Engelenwake (Angels’ Watch),
1892-93. Embroidered wall
hanging, 140 x 233 cm.
Museum fir Gestaltung,
Zurich.
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use. Advertisers soon realised that the individ-

ual or mass psyche could be influenced most
successfully by appealing to the most primitive
emotions: fear,aggression, love, pride,and sex-
ual desire. Advertising created a new world,
which could be described as a false reality.

The new mass culture owed its existence to
the cultural uncertainty that characterised
industrialised Europe. In 1905 the sociologist
Georg Simmel concluded that the collective
image of ‘the’ world no longer existed and that
an individualist reality had sprung up. His col-
league Max Weber in 1909 called that reality
‘the new subjectivist culture’3 In 1900 physicist
Max Planck published his revolutionary quan-
tum theory;ayear earlier, Sigmund Freud’s Die
Traumdeutung had been printed; in 1903 Emme-
line Pankhurst started a movement that came

14 GODDESSES OF ART NOUVEAU

< Inthe art of the late 19th
century ‘the peasant girl’ was
a beloved subject: farm girls
and fishers' wives wearing
starched lace caps with little
‘wings' on the sides were
used to express a good feel-
ing about the authenticity of
country life. This bust of Con-
golese ivory was submitted at
the Brussels World Exposi-

to be known as the suffragettes. It was a time of
contradictions between the spiritual and the
physical, surrealism and realism, symbolism
and naturalism, magic and science. From the
spectacular growth of the European popula-
tion a broad group in the middle had risen
which would become the pillar of European
society from the nineteenth century onward. It
was this middle group,also known as bourgeoi-
sie,whose purchasing poweraround 1900 was
the driving force of a new materialist mass cul-
ture thatrapidly conquered the continent. At
the same time the prosperity of a new elite
took flight:businessmen in finance and manu-
facturing who took advantage of mass con-
sumption and made clever investments in
mass production.4

tion of 1897. Charles Samuel
(1862-1938), Nele (Till Eulen-
spiegel's girlfriend), c.1894.

Ivory and fruitwood, h. 33 cm.
Rijksmuseum Amsterdam.

+ The fin de siecle was char-
acterised by a search for
national identity. The tradi-
tional dress with a white cap
was increasingly regarded as
typical of the Low Countries.
Nowadays it is best known
from the icon of Dutch trade:
Frau Antje, the cheese girl
that is as much part of the cli-
ché image of the Netherlands
as clogs, windmills, and tulips.
Tile with couple in a Dutch
river landscape, ¢.1900. Fine
earthenware (Steingut),
glazed, pressed, 15 x 15 cm,
Manufacture de Céramiques
Décoratives, Hasselt, Bel-
gium. Badisches Landesmu-
seum Karlsruhe, inv. no.
2000/1150-36.2.



> The Belgian all-round artist
Cécile Douard (pseudonym
of Cécile Leseine, 1866~
1941), like other women of
her generation, had to take
private lessons because art
academies did not admit
women. She spent much of
her life in Mons in the Bori-
nage, a coalmining region. In
her strongly realistic style she
presented the fate of the
miners, especially the women.
Cécile Douard, Boraine
(Woman from the Borinage),
1892. Oil on canvas, 62 x
41,5 cm. Royal Museums of

Fine Arts of Belgium, Brussels.

>> |n Brittany Paul Gauguin
(1848-1903) made Symbolist
paintings of women in tradi-
tional dress, emphasising the
quiet and simplicity of coun-
try life. This innovative por-
trait shows the influence of
Japanese prints. Paul Gau-
guin, La Belle Angéle, 1889.
Oil on canvas, 93 x 72,2 cm.
Musée d'Orsay, Paris.

BOOMING INDUSTRIES AND CRAFTS

The second half of the nineteenth century also
saw the revenues of colonies flow to Europe
and the capitalist system develop strongly due
to banking innovations. Industry, science,
architecture and crafts flourished throughout
Europe.In this socio-economic mix the world
expositions played an important part. Here
cooperatives of commercial designers,jewel-
lers, carpenters, glass makers and metalworkers
presented the latest in furniture, lamps, crock-
ery,tapestries,and other everyday goods for
the modern bourgeoisie to embellish their lives
with. The world expositions were international
fairs with a wide reach where numerous awards
and contracts could be won.

At the Brussels World Exposition 0f 1897,
colonial supremacy,innovative design and econ-
omic power all came together in a material that
became available from Congo onalarge scale:
ivory. It was an expression of power,aesthetics,
and innovation at the same time. King Leopold

II sponsored a Congolese department which
would become the Colonial Museumsat Ter-
vuren. [t was decorated by art-nouveau archi-
tects such as Paul Hankarand Henry Van de
Velde,and combined ethnographical collec-
tions, Congolese artefacts and living animals.
Ivory was exhibited in all its types and shapes.
By modern standards, it was a bizarre, ideologi-
cally driven Gesamtkunstwerk of Congolese
objects in a setting with ‘native’ scenes and real
Congolese people. Again, the contradictions
were obvious: exotic materials processed by
Belgian art-nouveau artists and primitivist
shapes were supposed to express the ‘Congo-
lese style’s

In1900 the Exposition Universelle was held
at Paris to celebrate the past century’s achieve-
ments and speed up the developmentinto the
next century. This world exposition, which had
nearly 50 million visitors, presented numerous
technological innovations and celebrated art
nouveau as well as neo-Baroque. The Paris top

GODDESSES OF ART NOUVEAU 15



A At the Paris World Exposi-
tion of 1900 René Lalique (see
Akkerman’s contribution)
showed, among other jewels,
this ambiguous brooch—is it a
metamorphosis or something
else? It depicts a woman with
insect wings and a dragonfly
with claws, attractive and
repulsive at the same time:
typically art nouveau. René
Lalique, brooch Dragonfly
Woman, France, c.1897-98.
Gold, enamel, chrysoprase,
chalcedony, moonstones and
diamonds, h. 23 cm, b. 26.5
cm. Calouste Goulbenkian
Museum, Lisbon.

After the 1900 World Exposi-
tion Lalique's art-nouveau
jewels were famous through-
out Europe. One of his habit-
ual customers was Sarah
Bernhardt (see p. 134f), for
whom he made some of his
best-known creations (p. 107ff.).
Félix Vallotton, Lalique’s
Showcase at the World Expo-
sition. In the print series
‘'Exposition universelle' (6
prints), 1900. Woodcut on
coloured Japanese paper,
12.2 x 16.4 cm (woodcut).
Musée des Beaux-Arts de |a
Ville de Paris, Petit Palais.

16 GODDESSES OF ART NOUVEAU




At the end of the 19th cen-
tury the London department
store Liberty became associ-
ated with art nouveau by
encouraging modern design-
ers—so much so that the new
movement was called Stile

Liberty in Italy. Leonardo Bis-

tolfi (1859-1930), poster for
the Prima Esposizione Inter-
nazionale d'/Arte Decorativa
Moderna, Turin, ltaly, 1902.
Lithograph, 108 x 148 cm.
Victoria and Albert Museum,
London.

jeweller René Lalique enchanted people with
his winged female insect figures; he was in
good company with Georges Fouquetand
Alphonse Mucha’ A Palais de la Femme and
Olympic Games where women were first
allowed to participate helped set the tone.

The 1901 World Exposition at Glasgow
marked the opening of the city’s art gallery and
commemorated the fiftieth anniversary of the
first world exposition, which had been held in
the United Kingdom. Although Charles Ren-
nie Mackintosh’ designs for the big exhibition
halls were rejected, he did design four pavil-
lions for commercial organisations and one for
the Glasgow School of Art.

The Prima Esposizione Internazionale d’Arte
Decorativa Moderna, held at Turin in 1902, was
aworld art exposition that was of crucial
importance for spreading the popularity of art-
nouveau design, especially to Italy. The goal
was explicitly modern: only original products
were to be admitted,and only if they conveyed
adecisive tendency to aesthetic innovation of
form.

COMMERCIAL ART-NOUVEAU DESIGN
The world expositions drove countless com-

mercial innovations in household effects, print
and fashion. In the present publication these
categories of art nouveau are given centrestage.

GODDESSES OF ART NOUVEAU 17



Artnouveauisatrend that was popularin all of
Europe from around 1890 to 1914,and in which
artists and designers attempted to create a new
idiom. Art nouveau mainly manifested in
applied artand viewed itself as the new art.
There were artists who literally wanted to
make a fresh start,away from all previous con-
ventions and agreements,and who had the
ambition to transform European culture.

Artnouveau could be vulgarand elitistat
the same time, but during the first decade of
the twentieth century it certainly was omni-
present.® Although its idiom can be called
innovative, the iconography remained surpri-
singly traditional; sometimes baroque, primi-
tivist or naturalist, but also strongly orientalist,
inanarabesque tradition. In this case as well,
the fact that mostartists were commissioned
by the market probably was a factor: the market
moved with the mood of the masses,which in
its turn was dominated by the hidden seduc-
tion mechanism of advertising.

There were innumerable commercial inno-
vations in housing architecture (conservato-
ries, villas,and villa parks) as well as in public
buildings, restaurants, cafés and pubs, shops,
grand fashion stores, cinemas and theatres.
Cafésand pubsalready were important meet-
ing places and now became lively hubsin the
new social order that had arisen. Department
stores, spacious fashion stores, theatres and
cafés gave women the opportunity to be out-
side their domestic surroundings. In these pub-
lic buildings,art nouveau manifested in full
splendour: organisations tried to outdo each
other with beautifully lit gardens and a stylish
decoration with the new art.

Artnouveau was influential in architecture
as well, enjoying huge popularity for some
time. Architects felt both the pressure and the
call of the market more and more. Afterall,
there was an overwhelming choice of styles in
thelate nineteenth century: from neo-Gothic,
neo-Roman and neo-Classicist to neo-Baroque.
Art-nouveau architects often started out from

18 GODDESSES OF ART NOUVEAU




< Art nouveau's main source
of inspiration is nature, often
in combination with elegant
female figures. Jean Hérain
(1853-1924), Hedera, c.1910.
Ivory, silver and onyx, h. 35.2
cm. Royal Museums of Art
and History, Brussels.

Women constituted the most
popular subject on art-nou-
veau posters: as seductresses
and objects of desire, as icons
of domestic virtues or as sym-
bols of youth and modernity.
Manuel Orazi (1860-1934),
La Maison moderne, c.1900.
Lithograph, 83 x 117.5 cm,
J.Minot, Paris. Musée des
Arts Décoratifs, Paris.

Classicism on a quest for new forms of symme-
try and asymmetry® Many female figures appear
as decorations on facades orin the interior: from
Caryatids to divine apparitions. Medusa,
Salome, and the Sphinx (see pp.60 and 88) con-
trast sharply with sweet allegorical figures and
classical goddesses. Again itis a repertoire of
dualities, so characteristic of art nouveau,into
which woman as an artistic icon is continually
being fitted.

In fin-de-siecle painting the aforemen-
tioned contradictions come to the fore as well.
A realistand naturalist movement contrasts
with symbolist and surrealist painting; the
mysticism and symbolism of painters such as
Paul Gauguin, George Seurat, Jan Toorop,
Edvard Munch, Gustav Klimt,and Odilon
Redon determined the imagery of art nouveau.

Itturned out to be a great commercial success
aswell.

THE AGE OF PAPER

In this publication,art-nouveau works on paper
play a major role: posters and other lithographs
as well as illustrations and covers for books.
Such graphics were sometimes sold in great
quantities and were often used for advertising.
Graphic designerslived in clover:advertising
was in high demand and was visible on walls,
packaging,shop windows,and in an endless
stream of print—posters,books, magazines and
newspapers.The new printing techniques,
from photomechanical reproduction to multi-
colour lithography, caused an explosive growth
in printed media, which chimed in perfectly

with the infrastructure of advertising which

DERHE
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This drawing of three brides
representing three different
aspects of woman is one of
the first truly Symbolist works
in Dutch art. The influence of
the burgeoning art nouveau is
unmistakable. In his turn Jan
Toorop influenced Gustav
Klimt (see p. 127). Jan Too-
rop, The Three Brides, 1893.
Chalk, pencil and charcoal on
paper, 78 x 98 cm. Kréller-
Miiller Museum, Otterlo
(NL).
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panel paintings is titled Hom-
age by the Colonies. The
Dutch Maiden takes centre-
stage, a water buffalo’s skin

spread before her as a token
of reverence. The allegory by
decorative painter Nicolaas
van der Waay (1855-1936)
glorifies the Dutch govern-
ment of its colonies in the
East and West Indies and is
now regarded as an image of
misplaced superiority.
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The Dutch architects and ver-

satile artists Karel de Bazel
(1869-1923) and Mathieu
Lauweriks (1864-1932) were
theosophists and saw con-
nections between a mathe-
matical architectural order,
nature, and the cosmos. In

DERNIER 5¥STEME

their work, e.g. in this poster
for a cleaning company, we
can recognise influences of
Old Egyptian and Assyrian
art as well as the use of the
golden section. K. P.C. de

Bazel and J. L. M. Lauweriks,

The Retouch, 1896. Litho-

SPECIALITEocJALOUSIES
HOLLANDAISES _

w BAETETRE

graph, 120 x 71 cm. Allard

Pierson, University of Amster-

dam, Tetterode collection.

increasingly determined daily life. Posters were
distributed in huge numbers, making the tran-
sition clearly visible.©

The dashing art-nouveau typefaces were
omnipresent in the streets,in everyday print
and popular reading. As mentioned above,art-
nouveau design was vulgar as well as elitist,
and this was definitely true of graphics. They
reached every part of society, which was what
made art nouveau so accessible. This is demon-
strated once more when the types of art-nou-
veau lettering are reused by the hippie move-
ment in the 1960s and become very fashionable
once more."

WOMAN AS AN ARTISTIC ICON

The most popular art-nouveau materials were
ceramics,wood, textiles,ivory, metals and glass,
used either singly or in combinations:in busts,
lamps, vases, candlesticks,jewellery; tiles, furni-
ture,and tapestries. In these objects the imagery
is strongly but apparently effortlessly connected
towomen. Women appear in various forms:as
seductive figures, mostly nude or semi-nude, but
alsoas stern,angry or introverted ladies, witches
or seductresses.They are commercial poster
girls,idealised virtues, goddesses of fate, varying
from traditional conservative role models to
icons of the new feminist movement. The big
question however remains: whatare we looking
at? In what way are women instrumentalised in
this fresh visual culture? What does it mean in
the exciting and effervescent period around
1900, with its many societal developments?

Although the position of women was begin-
ning to change, the emancipation movements
of the late nineteenth century were only just
gaining traction. In art nouveau, there were few
opportunities for women as artists and crafts-
people:itwasa man’s world, dominated by tra-
ditional values.

There was a fierce battle between the defend-
ers of the classical, traditional, rural values origi-
nating from the Jewish-Christian moral order
on the one hand and the burgeoning mass cul-
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Toward the end of the 19th
century practically every ver-
tical surface in public spaces
was covered in often colour-
ful posters advertising books,
bicycles, railways, magazines,
and newspapers. An attrac-
tive design guaranteed higher
sales, not just for the adver-
tised product but also for the
poster itself: soon there was a
bustling market for posters.
Publishers and brands organ-
ised design competitions and
posters became immensely
popular. Carl Muller, A Street
in Vienna, 1903. Watercolour.
Wien Museum Karlsplatz,
Vienna.
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ture of industrialised Europe on the other. In
the new consumptive order everything was
vulgarand thus much cheaper, more down-to-
earth and two-dimensional. It was about the
simple oppositions of true and false,authentic
and unauthentic,good and evil—oftenina
nationalistand patriarchal context. We can
safely say that mostart-nouveau artists happily
went along with the classical tradition, with a
repertoire of dualities in which ‘woman’ was
used as an artistic icon to express harmony ver-
sus chaos, bravery versus fear, loveliness versus
ugliness,and loyalty versus betrayal.

If we want to understand the meaning of
the depictions of women in art nouveau better,
we have to study the sociocultural and eco-
nomic developmentaround 1900. We can,
however, say one thing straightaway: the
women of art nouveau definitely were not
women of flesh and blood. Art nouveau was
miles away from the artists who aimed for real-
ismand naturalism.The women of art nouveau
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were idealised beings referring to allegorical

images and meanings.Images of women were
used to express the aforementioned opposi-
tions that characterised this period; they also
represented the battle between tradition and
modernity,between body and mind and
between city and countryside, to mention
some contemporary dualities.

The fin de siécle also was a time when mate-

rialist mass culture flourished as never before.
This book presents a selection of expressions
of that mass culture. Women were used to
advertise a product,but also to warn against
temptations and hidden dangers in society.

Peoplelived in nervous times, literally,and the

new discipline of psychology laid bare the ail-
ments of the time. Mental illness was viewed
as the downside of the new order,in which
mass consumption led to addictions and per-
versities. The balance between body and mind

had to be restored—an endeavour that showed

in the increasing number of mental institu-

<< Business boomed for
script lithographers and paint-
ers: advertising appeared on
walls, packaging, shop win-
dows and in a never-ending
stream of print—posters,
books, magazines, and news-
papers. The examples for the
craftspeople to copy were
provided by lettering model
books. This portfolio con-
tained practical suggestions
as well as alphabets. Paul
Naumann and M. Honegger,
Moderne Schriften und
Alphabete, Berlin, 1897. Fif-
teen loose sheets, 51 x 38
cm. Allard Pierson, University
of Amsterdam, inv. no. NOF
88-2.

In the 1960s hippie designers
in San Francisco, who rejected
the dominant trend of moder-
nism, rediscovered art nou-
veau which mirrored their
back-to-nature ideal and
aversion to the establish-
ment. On their psychedelic
posters and album covers
they mixed art nouveau with
op and pop art: Nouveau
Frisco was born, and so was
the pictorial idiom of hippie
culture and the Summer of
Love. Victor Moscoso, The
Chambers Brothers, 1967.
Offset print, 50.8 x 36.8 cm.
Private collection.



The word ‘whiplash’, initially
meant to ridicule the style, is
often used for the sinuous
lines characteristic of art
nouveau. Many designs use

women'’s long hair intertwin- €.1900. Silver-plated pewter,
ing or merging with lily stems 46.5 x 25 cm, Wiirttembergi-
and other plant motifs. sche Metallwarenfabrik
Design Achille Gamba (prob- (WMF). Stichting Gifted Art,
ably), set of two candlesticks, Rotterdam.
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tions throughout Europe, meant to stem socie-
ty’s moral degeneration.

The cultural development around 1900 is
so complex, however, thatany generalisation
regarding Europe’s artistic atmosphere and
art nouveau is doomed to fail. It is a time of
pessimism in some and optimism in others.
Some are looking for new certainties, others
rebel against small-mindedness, individual-
ism, nationalism, or the decadence of modern
life.

WOMEN AND ART NOUVEAU

Woman in art nouveau is part ofan icono-
graphicrepertoire used by artists and designers
in their quest foranewidiom of imagesina
period of radical change. Mass consumption
was stimulated by advertising and mass media,
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which increasingly were part of a strategy of

seduction that appealed to primitive emotions.
This development created a new world that
one might describe as a ‘false reality’. Art nou-
veau’s women are allegorical figures symbolis-
ing virtues and temptations in a mix of com-
mercial poster girls, idealised virtues, goddesses
of fate,and traditional role models.

Female art-nouveau artists mostly went
with the flow in a male-dominated art world.
There are, for instance, the two ‘Glasgow Girls’
Margaret (1864-1933) and Frances MacDonald
(1873-1921), the artistic all-rounder Bertha
Bake (1880-1957), ceramics and glass designer
Jutta Sika (1877-1964), graphic artist Wil-
helmina Drupsteen (1880-1966),and the pho-
tographers Gertrude Késebier (1852-1954) and
Kiathe Buchler (1876-1930). They used the

<< This sculpture by the Bel-
gian ceramist Isidore De Rud-
der (1855-1943) is known in
many different versions. It
depicts Daphne, the young
nymph who is changed into a
laurel while fleeing from the
god Apollo. Many artists have
used the story to create an
evocative image of a seduc-
tive woman. Isidore De Rud-
der, Daphne, 1895. Biscuit
porcelain, h. 38 cm. Royal
Museums of Art and History,
Brussels.



< Itis hardly surprising that
the question has been asked
whether Munch intended this
painting as an image of the
Holy Virgin. Munch made sev-
eral versions, both painted
and drawn, with various titles
including Madonna and
Woman in Love. Edvard
Munch (1863-1944),
Macdonna, 1894/1895. Oil on
canvas, 91 x 70.5 cm. Nasjon-
algalleriet, Oslo.

> In Shakespeare’s play A
Midsummer Night's Dream
(1595/1596) Titania is the
queen of the fairies. Fairies
are often described as beings
similar to humans, but with
magical powers that can be
friendly or malicious. They
are often depicted with but-
terfly or dragonfly wings (cp.
p. 16, 106). Margaret Mac-
Donald (1864-1933), Titania,
1909. Private collection.

The Austrian artist Jutta Sika
(1877-1964) had an educa-
tion in graphic design and
fashion design, but was also
known for her ceramics and
glass. She was Koloman
Moser’s student, later his col-
league, and a member of the
Wiener Werkstatte (see p.
125); she also designed fash-
ion, accessories, embroider-
ies, and postcards. From the
1920s Sika focused on paint-
ing and teaching. Jutta Sika,
carafe with stopper and four
glasses, E. Bakalowits’ Séhne,
Vienna, 1901. Glass, h. 26.8
cm (carafe), 15.5 cm (glasses).
Private collection.
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This late work by Frances
Macdonald (1873-1921) is
about the burden of mother-
hood, going against the domi-
nant ideology that women
merely want to be mothers.
Frances Macdonald, Man
Makes The Beads Of Life But
Woman Must Thread Them,
between 1912 and 1915.
Pencil and watercolour on
paper, 35.2 x 29.8 cm. The
Hunterian, University of
Glasgow.

> The French painter
Suzanne Valadon (1865-
1935) taught herself the art,
e.g. by paying attention while
sitting for the likes of Renoir
and Morisot. Lacking a formal
education, she had little
regard for convention; her
non-idealised female nudes
were revolutionary. In 1894
she was the first woman
painter to be admitted to the
Société nationale des beaux-
arts. Suzanne Valadon, Self-
portrait, 1898. Oil on canvas,
40 x 26.7 cm. Museum of
Fine Arts, Houston.

The American Gertrude
Kasebier (1852-1934) was
one of the main representa-
tives of Pictorialism, a trend
in photography related to
Impressionism. Késebier was
especially famous as a por-
trait photographer and had
her own studio in New York.
Many female photographers
of the 20th century were
inspired by her. Gertrude
Kasebier, The Sketch (Bea-
trice Baxter Ruyl Drawing),
1902. Photograph, 154 mm x
208 mm. Rijksmuseum
Amsterdam.



>> Paula Modersohn-Becker
(1876-1907) was one of the
most important early Expres-
sionist painters. She made
numerous self-portraits in
1906, to prove her indepen-
dence from her husband.
During this period she also
created nude self-portraits,
which were highly audacious
at the time and went against
all conventions in art. During
the Nazi regime her work was
declared entartete Kunst.
Paula Modersohn-Becker,
Self-portrait, 1906. Oil tem-
pera on cardboard, 62.2 x
48.2 cm. Sammlung Ludwig
Roselius, Bremen.

characteristic iconographic repertoire in cipation.The twentieth century which had just

which women were idealised allegorical begun was a mixture of individualism and
figures. mass culture in which men and women were
The few exceptions are little known: male still looking for their own place.

and female artists in art nouveau who did look
forreal women and who show us non-idealised,
raw images of women. Examples include post-
Impressionistartists such as Théo van Rys-
selberghe (1862-1926) and Suzanne Valadon
(1865-1938) and Expressionists such as Emil
Nolde (1867-1956) and Paula Modersohn-
Becker (1876-1907): they close the circle.

The time of art nouveau, the Belle Epoque
and the fin de siecle isabruptly and cruelly
ended with the start of the First World Warin
1914. It meant the end for the cultural revolu-
tion of around 1900, but not for women’s eman-
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The 1895 comedy Les
Amants (The Lovers) was the
best-known play by Maurice
Donnay (1859-1945). The
light-hearted dialogues, writ-
ten almost in everyday lan-
guage, showcase Donnay's
progressive views of the rela-
tionship between women and
men. Alphonse Mucha, poster
Les Amants, 1896. Colour
lithograph, 106 x 137 cm.
Musée des Arts Décoratifs,
Paris.
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RUTH E. ISKIN

ART NOUVEAU AND
THE NEWU WOMAN

Style, Ambiguity, and Politics

The American artist Ethel
Reed (1874-1912) achieved
international recognition for
her posters. She was also a
striking early example of a
media celebrity. From 1896
she lived in England, where
she worked as an illustrator
and contributed to The Yel-
low Book, the literary quar-
terly founded by Aubrey
Beardsley. Ethel Reed, poster
for Richard Le Gallienne's
novel The Quest of the
Golden Girl, 1895. Poster,
191.3 x 120.6 cm. Victoria
and Albert Museum, London.

‘Women have to be someone, not something.’
Mary Cassatt, 1894

he 1890s were the quintessential

decade of art nouveau, of the New

Woman and of poster advertising.
The New Woman, la femme nouvelle in France,
became a popular if unsympathetic figure
in the press, was often caricatured in visual
culture and was also the heroine of many
novels published during the 1890s." Many
art-nouveau images represented women in
stylised, sinuous lines identifying them with
nature, depicted them as highly decorative
objects, or placed them in a variety of male-
centred phantasies. All of these countered
the progressive political direction taken by
modern women who strove to free themselves
from conservative ideals and gendered social
boundaries. Nonetheless some representations
of women in art nouveau, particularly in post-
ers that promoted bicycles,invented new
images of women as mobile,active,and inde-
pendent; some posters propagated the fight for

women’s rights. This article examines a range
of art-nouveau representations of women, par-
ticularly of the ‘new woman'’. It also investi-
gates the typical ambiguity that art-nouveau
posters expressed towards the development of
women’s independence. Contextualising the
analysis of the images within historical develop-
ments of women pursuing education, becom-
ing professionals and entering the public
sphere, this article aims to shed light on the
connections between style and politics.

THE NEW WOMAN

Despite the negative representations of the
New Woman in the press, during the 1890s

an increasing number of women developed
new aspirations beyond their traditional roles.
They participated in public life, pursued a pro-
fessional education, employment,a career,a
social life,independence,and generally free-
dom from conservative social constraints. They
strove to go beyond the traditional expectation
that women solely devote themselves to being
wives and mothers.The domestic woman was
also expected to play the role of chief ornament

ART NOUVEAU AND THE NEW WOMAN 33



in the home, enhancing her husband’s social
standing (as the American economistand
sociologist Thorstein Veblen, known for his
ideas on conspicuous consumption,noted in
1899 in The Theory of the Leisure Class). The New
Woman wentagainst convention to pursue a
variety of freedoms. She was physically and
intellectually active. Quite a few women in
the 1890s,and even more during the early
twentieth century,also became politically
involved in the struggle to gain full civil rights,
access to higher education and professions
such as that of doctor or lawyer, the right to ini-
tiate divorce proceedings,and the right to con-
trol their own earnings and open their own
bank accounts. The right to vote and hold office
became the centre of women’s struggles in the
early twentieth century. These developments
occurred throughout the Western world.

The New Woman was dynamic and asser-
tive.She informed herself and expressed her
views; she read the newspapers as well as maga-
zines and novels.She engaged in a variety of
sports from croquet, tennis and golf to rowing,
skiing and especially bicycling. Whereas con-
servative doctors advocated ‘rest’ (i.e, inaction
and seclusion) for women as a condition that
promoted their health, the New Woman chose
to be active. The fact that such doctors claimed
thatwomen’s studying—making ample use of
their brains—would damage their reproduc-
tive organs did not stop women from attend-
ing university or college. Going beyond the tra-
ditional ideas of her time, the New Woman was
highly controversial. Fiercely opposed by many
women as well as men, she became a topic for
public debate and the media vilified herin ar-
ticlesand in caricatures. On the other hand,
numerous new publications reported on and
supported the struggle for women’s emanci-
pation.

PIONEERS

Overcoming formidable obstacles,women
brought about change, pursuing professional
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Images of women in art
nouveau often are allegorical
figures that symbolise virtues
or temptations. Georges
Vandevoorde (1878-1964),
The Torment, before 1910.
Ivory and onyx, h. 53.5 cm.
Royal Museums of Art and
History, Brussels.



The American painter Mary
Cassatt (1844-1927) was
well-known for her portraits

of mothers and their children.

Cassatt lived and worked in
France, where she became
an acclaimed Impressionist;
later she was also highly
appreciated in the United
States. Mary Cassatt, Nurse
Reading to a Little Girl, 1895.
Pastel on wove paper, mounted

on canvas, 60 x 73 cm. Metro-

politan Museum of Art, New
York.

education and careers.To look at the example
of the medical profession:during the late
nineteenth century the first women in Europe
succeeded in obtaining a university education

and practicing medicine.In the Netherlands
in 1879 Aletta Jacobs (1854-1929) was the first
woman to obtain a doctorate in medicine; she
went on to found the first birth-control clinic
in the world. In Germany,women were admit-
ted to medical schools in 1888.1n Belgium, the
first female physician, Bertha De Vriese (1877-
1958),earned her doctor’s degree in 1900 and
opened a private paediatric clinic. Rejected
by medical institutions and male colleagues,
the first female doctors opted to open private
clinics. Although the initial number of women
who gained admittance to medical studies,
graduated and practiced was small, it grew
steadily. The pioneering generation of female
doctors in France, for example, numbered
seven in 1882 and grew to ninety-five by 1903.
Even a small number of women who suc-
ceeded in entering ‘male’ professions—
medicine, law orarchitecture, to name justa

few—drew greatattention in the social sphere.
It challenged old stereotypes and provided
important examples foryounger women to
follow. As historian Deborah Silverman notes,
‘it fuelled the symbolic power of the New
Woman.

WOMEN IN THE ARTS

In the arts as in medicine, women who were
determined to become professionals had to
overcome numerous obstacles and go against
deeply entrenched prejudice. Young women
of the middle and upper middle classes were
expected to pursue art solely asan amateur
activity,along with playing the piano. Since
women were barred from attending the most
prestigious art schools, for example the Ecole
des Beaux Arts in Paris until 1897, they usually
studied in artists’ private studios. If an artist,
asin the case of the French artist Jean-Auguste-
Dominique Ingres (1780-1867), for example,
had a female student, he directed her to special-
ise in the minor genre of still life rather than
undertake the highly valued genre of history
painting.Ifayoung woman such as the French
Berthe Morisot (1841-1895) refused to give in
and persisted in her ambition to become a pro-
fessional artist, her teacher (in this case Joseph
Guichard) warned her mother. He wrote to
Madame Morisot in the late 1850s that consid-
ering the character of her daughter, his teaching
would not endow her with ‘minor drawing-
room accomplishments, but rather turn her
into a painter. He warned: ‘Do you realise what
this means? In the upper-class milieu to which
you belong this will be revolutionary, I might
almost say catastrophic.

Despite formidable social, familial and
institutional obstructions,some women,
including the two prominent Impressionists
Morisotand Mary Cassatt (1844-1926), suc-
ceeded in becoming well-known professional
artists in the late nineteenth century. Likewise,
some women became successful artists and
designers of posters during the art-nouveau
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period,including the popular poster designer
Ethel Reed (1874-1912) in the United States;
the Scottish sisters Frances (1873-1921) and
Margaret Macdonald (1864-1933), who were
among the pioneers of art nouveau; the French
Clémentine-Héléne Dufau (1869-1937) and
Jane Atché (1872-1937), who created some
memorable posters; the American Evelyn
Rumsey Cary (1855-1924) and the British Emily
J.Harding Andrews (1850-1940),both of whom
created notable political posters advocating
women’s suffrage.

BICYCLES, BLOOMERS, AND CIGARETTES
The most predominant symbols of the New
Woman in the media were the cigarette, bi-
cycle,and culottes (divided skirt) or bloomers,
also known as rational dress. The caricature on
an 1896 cover of the satirical illustrated journal
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Le Grelot presents a stereotype of the New
Woman (la femme nouvelle,as she was called in
France), highlighting her cigarette, bicycle and
bloomers.She is about to mount her bicycle
toride to a feminist congress (which actually
took place in Paris in 1896). Brazenly rejecting
her domestic duties of wife and mother,she is
ordering her husband to have dinner ready at
‘precisely’ 8 pm.She leaves him with akitchen
in total disarray,a large pile of dirty dishes,and
crying toddlers.Such caricatures were power-
ful graphic weapons that stigmatised the New
Woman and attempted to reinforce the old
system limiting women to being wives and
mothers.

A woman smoking was one of the most
common symbols used to denigrate the New
Woman in the media.Itis all the more striking
thatin 1896 Jane Atché, 24 years old, designed
aposter to promote a cigarette paper called
JOB by depicting a highly fashionable (upper-)
middle-class woman smoking (p.38). Contrary
to reigning stereotypes of the time, Atché reha-
bilitates the modern woman smoking. The
poster features a distinguished-looking
woman wearing an aesthetic dress (the kind of
progressive dress designed by the Belgian Henry
Van de Velde,among others; see De Baan's con-
tribution) and smoking in an elegant manner.
This image goes against the visual culture of
the time by representing a woman smoking
while retaining her social distinction rather
than falling into disrepute. Italso eliminates
any implication of smoking as a deliberate act
of defiance of gender restrictions on her part.
Atché&’s smoking woman is enjoying the ciga-
rette, casually self-absorbed, in a contemplative
mood.The decorative smoke of her cigarette is
swirling through the letters of the cigarette
paper brand JOB. Significantly,itis clearly dis-
tinguished from herand does notreduce her to
an ornamental object.

Around the same time, the Paris-based
Czech illustrator Alphonse Mucha (1860-1939)
made a poster promoting the same cigarette

< The New Woman in carica-
ture: with cigarette, bicycle
and bloomers, leaving home
to attend a feminist congress
while expecting her husband
to take care of the children
and wash the dishes. Pépin
[Edouard Guillaumin (1842-
1910)], caricature in Le Gre-
lot, 19 April 1896.

> Art nouveau and political
propaganda did not go
together very well. Here a
timeless allegorical feminine
figure blended with nature
is depicted to advocate
women'’s suffrage. Evelyn
Rumsey Cary, Woman Suf-
frage: Give Her of the Fruit of
Her Hands, 1905. Poster,
105.41 x 59.37 cm. Schles-
inger Library, Radcliffe Insti-
tute, Harvard University,

Cambridge MA.



paper,which is in complete contrast with
Atché’s (p.39). Mucha depicts ayoung woman
smoking in a state of abandon, her eyelids low-
ered.She seems semi-conscious. Herample
curled hair is stylised in an art-nouveau flair
forming an ornamental pattern through which
we glimpse arevealing white chemise. Here
too the cigarette smoke swirlsabove her head,
but becomes more dominant, while her hairis
virtually engulfing her. Mucha highlights the
pleasure of this female smoker while turning
herinto a sexually titillating image that, unlike
Atché’s poster, throws middle-class propriety
to the wind. Rather than agency, Mucha depicts
aspectacle of sensuality.

Jane Atché, originally from Toulouse,
worked in Paris, where Mucha was one of her
teachers. Given that Mucha became a better-
known designer,was a man,and taught Atché,
one mightassume that he influenced the
young woman. Butit may well have been the
other way around. The 1896 date of her poster
is confirmed by its inclusion, in November of
thatyear,in the international poster exhibition
held at Reims. Mucha’s first poster for JOB is
usually dated 1896 or 1897,s0 one cannot be
sure which poster was made first. The most
important point, however, is not who influ-
enced whom,but rather the stark contrast
revealed by the two images. It is a rare case
in which two posters promoting the same
product—one designed by awoman, the other
by a man—so clearly present contrasting
images of women. Atché depicts a respectable
woman as an autonomous subject, dignified
and in control of her action. Mucha presents an
image of whatat the time would have beena
woman of ill repute,indulging in pleasure asa
titillating spectacle,lacking consciousness and
control. The artists’ gender difference that we
see in this case of course does not mean that
male artists necessarily portrayed women differ-
ently from their female colleagues. Moreover,
ambiguity was common in art-nouveau poster
images.
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Going against contemporary
stereotypes, this poster reha-
bilitates the modern woman
smoking, presenting her as a
fashionable upper-middle-
class woman enjoying a ciga-
rette in a contemplative
mood. Jane Atché, JOB,
1896. Poster, 150 x 120 cm.
Bibliotheque nationale de
France, Paris.



Promoting the same cigarette
paper, this picture of a smok-
ing woman is completely dif-
ferent: it presents a sensual
woman in a state of abandon
as a titillating spectacle.
Alphonse Mucha, JOB,
€.1896-97. Poster, 66.7 x 46.4
cm. Bibliotheque nationale
de France, Paris.
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FEMALE SUBJECT OR

DECORATIVE OBJECT?

A good example of the ambiguities in the way
women were presented—elements of the New
Woman on the one hand,and of traditional
femininity on the other —is Lithographies origi-
nales (1896) by Georges de Feure (1868-1943,
see also p.81). It depicts a highly fashionable
woman closely inspecting a print. This litho-
graph was designed as the cover for two albums
of original prints, published by E. Duchatel
(some versions of it do not include the lettering,
which names the artists featured in the album).
De Feure’s lithograph introduces ambiguity
into the woman’s status. On the one hand, she
is fully engaged, looking attentively,a connois-

seur of prints. On the other,the whiteness of
herfaceisidentical to that of the paper, the lat-
ter being a passive medium animated by the
hand of the artist. Framed by an elaborately dec-
orated oversized hatand a softly tied silk bow
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under the chin, she is a highly decorative object
to be looked at. Adding to the ambiguity,de
Feure invests her with subtle intimations
ofher own artistic agency by positioning her
atthe table of artistic creation, very close to the
lithographic stone bearing the artist’s signature
(on the right) and the printer's name next to it,
while a quill hovers within her reach. In this
way de Feure’s lithograph isanimated by an
ambiguity created by tensions and contradic-
tions:she is a print connoisseur and awoman of
exquisite taste associated with artistic creation,
yetshe is herself part of the decorative scheme.
A female subject in the midst of contemplation,
sheis nearly blotted out by the predominance
of ornamentation. This female print collector’s
agency is intertwined with and undermined by
heraesthetic objectification.

Some images seem to lack this type of ambi-
guity; or tilt it strongly in one direction. Mucha’s
1896 poster for the twentieth exhibition of the
Salon des Cent, the gallery of the literary jour-
nal La Plume, is a good example. This seductive,
semi-nude fantasy figure holdsabrushanda
quill (plume in French), the implements of the
writer and artist. Yet, her eyes shut, she is devoid
of awaking consciousness and is posing to be
looked at. Embracing a sceptre, she is also
invested with mystical overtones,butan over-
all sexualised appearance predominates. The
stylised hair and white band (the latter recall-
ing the smoke of the cigarette in the JOB
poster discussed above) embody a vitality lack-
ing in the woman'’s face and body.

Ambiguity abounds in the poster Delft Salad
0Oil (1895) by the Dutch Indies-born artist Jan
Toorop (1858-1928). As in many art-nouveau
posters,here too women are a decorative ele-
ment, merged with a stylised flat ornamental
pattern that literally takes over the entire sur-
face.One has tolook closely to note that the sit-
ting woman is actually pouring the salad oil
into a gigantic salad bowl, while the woman
standing next to her appears like a mythical fig-
ure attending a sacred ritual. The yellow oil and

> The highly fashionable
woman inspecting a print is
represented as an art con-
noisseur and a decorative
object at the same time.
Georges de Feure, Lithogra-
phies originales, album n° 1,
1896. Cover for the print
portfolio, 58.7 x 42.7 cm.
Musée des Arts Décoratifs,
Paris.

< This exhibition poster
evokes a highly sexualised
image of a woman as a muse,
depicting a semi-nude figure
holding a brush and a quill—
but with her eyes shut and
devoid of her own conscious-
ness and creativity. Alphonse
Mucha, poster for the 20th
exhibition of the Salon des
Cent, 1896, 64 x 43 cm.
Musée des Arts Décoratifs,
Paris.
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the contrasting dark linear pattern infuse the
poster with a hallucinogenic power. On the
other hand, the linear ornamentation which
takes over the entire composition originates
from the women’s hair. Does this representa-
tion of mythical women merged into orna-
ment of which they are the source invest them
with power? Or does it reduce them to a mere
surface pattern? If their power is in their hair,
like that of the biblical hero Samson, does
weaving it into a magnetising decorative
rhythm alluding to a supernatural magic
undercutit? This is the kind of ambiguity that
we find in many posters in art-nouveau style.

THE FREEDOM OF CYCLING

Such ambiguities also abound in many 1890s
posters that featured women and bicycles. Bicy-
clesappealed to modern women because they
enabled them to be independently mobile, move
aboutunchaperoned,and enjoy the outdoors.It

< A'sitting woman is pouring
the salad oil that this poster
made famous, while the
woman standing next to her
appears like a mythical figure
attending a sacred ritual. Jan
Toorop, Delft Salad Oil, 1895.
Poster, 86.5 x 56 cm.
Rijksmuseum Amsterdam.

Depicting six cyclists, three
women and three men, this
Dutch poster represents the
modern woman as equal to
her male companions, enjoy-
ing mobility and socialising.
Johann Georg van Caspel,
Hamers Bicycles, ¢.1912.
Poster, 63 x 106 cm. Rijks-
museum Amsterdam.




Some posters sexualised
women as fantasy images to
attract male buyers. Instead
of cycling, a nude woman
with long red hair is flying

next to a bicycle. Anonymous,

Cycles Gladiator, c.1895-
1900. Poster, 96.6 x 134 cm.
Musée Carnavalet, Paris.

allowed women to experience a sense of physi-

cal,social,and psychological liberation. The
American suffrage leader Susan B. Anthony
(1820-1906) stated in 1896 that the bicycle ‘has
done more to emancipate women than any one
thing in the world’ Riding a bike gives women ‘a
feeling of self-reliance and independence..[Itis]
the picture of free untrammelled womanhood.’
Posters promoting bicycles represent
women riding on their own or in the company
of other women and men, in parks, in the coun-
tryside or,less frequently, in the city. The mod-
ern woman cyclist also cherished the experi-
ence of speed and physical exercise. Frances E.
Willard (1839-1898) was an American Temper-
ance (a worldwide anti-alcohol movement)

leader and suffragist who learned to ride a bicy-
cle at the age of fifty-three. In 1895 she wrote: ‘T
began to feel that myself plus the bicycle
equalled myself plus the world, upon whose
spinning-wheel we mustalllearn to ride..s
Women chose to cycle undeterred by the risks
invented by conservative doctors (e.g.thatrid-
ing a bicycle was dangerous to women’s health
and could damage their fertility). Moreover,
advertisers frequently commissioned posters
toattract women to buy bicycles, rather than
merely lure male consumers,and on occasion
such posters did not resort to ambiguity.

A poster by the Dutch Johann Georg van
Caspel (1870-1929), for example,appeals to
both women and men. Depicting six cyclists,
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three women and three men, itisan unam-
biguous representation of the modern woman
as equal to her male companions. One of the
riders in particularis recognisable as a typical
New Woman by her outfit: white shirt, red tie
and small, undecorated flat hat. A male rider is
turning his attention to her,showing one of the
advantages of cycling for young women and
men:the possibility of unchaperoned courtship.
In contrast,some posters sexualised women as
fantasy images to attract male buyers. One
example is Cycles Gladiator (c.1895-1900),a
poster designed by an anonymous artist for the
print firm G. Massias in Paris. It features a stark
naked woman with long, flaming red hair.
Rather than cycling, she is flying along with the
bicycle, the latter powered by red-and-blue
wings.Itisa quintessentially titillating image.
Victor Bicycles (c.1896) by the American Will H.
Bradley (1868-1962) is a different type of art-
nouveau poster,reducing the female cyclist to
aflat decorative ornament to advertise the Vic-
tor brand bicycles.

Cycles et automobiles Legia (1898) on the
other hand, made by the Belgian Georges
Gaudy (1872-1940, himselfa champion cyclist)
and printed in Brussels, features a typical New
Woman cyclist dressed in the controversial
cycling outfit. It promotes the company Legia,
which made both bicycles and automobiles.
The decorative stylisation typical of art nou-
veau is visible in the red lines in her hairand
hat,and even more in the pattern formed by
the slender red tree trunks in the background.
Unlike the Cycles Gladiator and Victor Bicycles
posters, this one clearly represents the female
cyclist.She is positioned on the road, in the
foreground of the poster; her red outfit of
bloomers and matching jacket worn overa
white shirt,alarge, soft, black bow tie, white
stockings and gloves constitutes a fashionable
ensemble of the type of rational dress that lent
contemporary women more physical freedom
while cycling. The flat red shoes and decorated
hatwithared rimindicate herattention to
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fashion down to the last detail,as a middle-
or upper-class woman would do in putting
together her costumes. Moreover, the bold
red colour suggests this cyclistis not trying to
escape public notice, despite the controversial
status of both cycling and cycling outfits for
women during the 1890s. She is rather noncha-
lant, boldly occupying public space,immune to
stares and even the catcalls that were directed
atwomen cyclists in rational dress.

As Susan B. Anthony responded to news-
paper reporters seeking her opinion when the

The three female cyclists in
this advertising poster are
reduced to a two-dimen-
sional ornament. Will H.
Bradley, Victor Bicycles,
€.1896. Poster, 66 x 96 cm.
Museu Nacional dArt de

Catalunya, Barcelona.



The Legia brand made a bold
statement with this New
Woman cyclist dressed in
the controversial yet highly
fashionable modern cycling
outfit. She is occupying pub-
lic space, standing out in her
red outfit with confidence.
Georges Gaudy, Cycles et
automobiles Legia, 1898.
Poster, 95.2 x 64.2 cm. Museu
Nacional d'Art de Catalunya,
Barcelona.

ART NOUVEAU AND THE NEW WOMAN

45



bicycle was instrumental in reintroducing the
bloomers:

Itwould be quite out of good taste as well as
good sense forawoman to go to her daily
work with trailing skirts, flowing sleeves,
fringes and laces;and certainly if women
ride the bicycle or climb mountains, they
should don a costume which will permit
them to use theirlegs. My one word about
the ‘bloomers’ orany other sort of dress, is
thatevery woman, like every man, should
be permitted to wear exactly what she
chooses.®

Much of the press was critical of women
cycling and their modern outfit,deeming the
women unladylike and claiming that such out-
fits unsexed them. In addition, since women
showing their legs were considered immodest,
cycling in rational dress was thought to com-
promise their respectability. And of course
cycling, like any exertion, was still viewed as a
real danger to women'’s health. In view of such a
barrage of criticism, putting the female cyclist
in herred sports outfit in the front of the poster
was an affirmative statement about the New
Woman by the artistand by the Legia brand.

Although this realistic-style representation
ofafashionable cyclist affirms women'’s cycling
aslegitimate, some ambiguity exists in this
poster as well. The woman is not shown actu-
ally cycling, since both of herlegsare on one
side of the bicycle. Yet one of her feet rests on
the pedal as if she were bicycling, even as she
rests her knee on the bicycle frame. Likewise,
she grasps the handlebar of the bicycle with
one hand, butrests the elbow of her otherarm
onit. This creates an ambiguity between a
stationary position and cycling mobility. None-
theless, such posters,commissioned by compa-
nies manufacturing bicycles, represented the
New Woman along with their brand as their
strategy for appealing to contemporary women
and expanding the product’s market. Using
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such animage also associated the brand with
modernity and progress. While these posters
depicted the New Woman in order to sell bi-
cycles to women, others were made to spread
political propaganda for women’s equality.

POLITICAL POSTERS

A 1905 propaganda poster for women'’s suffrage
by Evelyn Rumsey Cary is designed in a quin-
tessentially art-nouveau style (see p.37).It
represents an ethereal woman whose feet turn
into a tree’s roots, while her outstretched arms,
hands,and fingers turn into branches carrying
ample fruit. She does not show any characteris-
tics of a New Woman, but rather appears like a
traditional, allegorical feminine figure. She is
delicate,lightand idealised, her timeless loose
garb removing her from contemporary culture.
Moreover,she is blended with nature, which
was typical of art nouveau. On the other hand,
sheis positioned in front of a neo-classical
building that reminds one of the White House
butin factis the Fine-Arts Academy (today the
Albright-Knox Art Gallery) of Buffalo, New
York, where Rumsey Cary lived. The building
was ceremoniously dedicated in the year the
poster was created. For most viewers outside
Buffalo,however, the building in the poster
may have been associated with the White
House. This core site of American politics was
the very location where thirteen years later
American suffrage activists targeted President
Woodrow Wilson with well-organised natio-
nal protests, pressuring him to support the fed-
eral suffrage amendment. This poster however
contextualises the female figure and the demand
for suffrage with a quote from the Bible (Prov-
erbs 31:31): ‘Give her of the fruit of her hands
and let her own works praise her in the gates,
which focuses on the woman’s own deeds, her
work,and praising her in public. Ambiguity
abounds in this image if we consider that it
advocates women’s equality. Were it not for
the words ‘Woman’ and ‘Suffrage’ each appear-
ing in large letters on a side of the poster, the
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British post-art-nouveau
pamphlet cover showing
women marching forward in
solidarity and singing together,
demanding the right to vote.
Margaret Morris, The March
of the Women, pamphlet
cover by the Women's Press,
1911. Museum of London.

message could hardly be expected to be under-
stood. As this poster inadvertently demon-
strates, the typical art-nouveau style favouring
ornamentation and a blending of women and
nature did not easily lend itself to progressive
political propaganda.

This is seen even more clearly if we com-
pare the Rumsey Cary poster to a post-art-nou-
veau cover, The March of the Women. Margaret
Morris (1891-1980) designed it in 1911 fora pam-
phlet that was printed by the Women’s Press

for distribution at pro-suffrage rallies in the
UK.Itrepresents women’s political activism:
women are marching, following awoman hold-
ing up a flag with the message ‘Votes for Women,
WSPU!. The colours of the image—white,
green,and purple—were those of the Women'’s
Social and Political Union (WSPU), the British
militant suffrage organisation active from 1903,
led by Emmeline Pankhurst (1858-1928) and
her daughter Christabel (1880-1958). White
symbolised purity; green stood for hope and
regeneration; purple for dignity,loyalty,and
courage. The pamphlet included sheet music
for the song composed by the prominent Brit-
ish composer and suffragette Ethel Smyth
(1858-1944) in 1910,and the lyrics by the author
and suffragette Cicely Hamilton (1872-1952).
“The March of the Women’ became the official
anthem of the WSPU and of the suffrage move-
mentin general. The opening isa battle cry:

Shout,shout, up with your Song!

Cry with the wind, for the dawn is breaking;
March, march, swing you along,

Wide blows our banner,and hope is waking.

The coverimage depicts the political solidarity
of women,young and old, mothers and daugh-
ters marching forward together,echoing the
words ending the song:

March, march, many as one,
Shoulder to shoulder and friend to friend!”

ART NOUVEAU’'S AMBIGUITY

Graphics used for political propaganda strive
for clarity of message and a powerful impact,
which means that ambiguity is counterproduc-
tive.In contrast,as demonstrated above,art
nouveau was a style that thrived on ambiguity.
Let’slook at two more examples. Did the 1900
bronze sculpture of dancer and choreographer
Loie Fuller (1862-1928), created by Raoul Francois
Larche (1860-1912; see p.152), represent Fuller’s
agency asan artist performing her unique Ser-
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pentine Dance? Ordid it presentherasa
female Minotaur,a woman turning into a flam-
boyantly flowing, swirling natural form? And
was the 1897 watercolour Spring by Frances
Macdonald (one of the Glaswegian art-nouveau
innovators called The Glasgow Four), featuring
twoyoung women as mirror images of each
other, closed off in a decorative cocoon-like
form, meant to convey a state of seclusion and
permanent gestation? Or was itan image of a
potential blossoming bursting outwards?

Asthese examples show,art nouveau’s
ambiguity was not limited to posters. Some-
times itintroduced an enigmatic dimension,as
in Toorop’s poster for the Delft salad oil. In de
Feure’s poster Lithographies originales ambiguity
functioned as a kind of double talk, playing on
equivocation, tensions and complexities of
woman as an agent versus as a decorative
object.In Cassatt’s words, were women repre-
sented as being ‘someone’ or ‘something’?
Ambiguity in art nouveau'’s depictions of
women had a political dimension. It could tame
progressive developments of women'’s agency;
onthe other hand,itallowed forassuaging the
threat of a provocative topic for the time, as the
New Woman was in the 1890s, making it palat-
able to aresistant public. The New Woman, the
graphicrevolution and the birth of modern
advertising all played major roles in the moder-
nity of the 1890s.The print media played a
major role in the battle for women’s emancipa-
tion as feminist organisations published pam-
phlets,journals,illustrations, postcards,and
posters. Yetart nouveau was nota style that
served this twentieth-century propagandain
most cases. Moreover,as modernism devel-
oped inartand design,it shed decoration in
favour of a simplified style. Thus, having played
itsrole in the 1890s and early 1900s,art nouveau
became part of history.

A HARD-WON VICTORY

The gradual disappearance of the New Woman
from the media, novels and posters after I900
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was due to the fact that what once was so con-
troversial that itinitially prompted an anti-
feminist female British author to invent the
term ‘New Woman' to denounce it, was no
longer new or controversial. Once she was
accepted,the New Woman of the 1890s
became the modern woman. The accepted
norm forwomen in the twentieth century
changed.Itincluded women being able to
move around without chaperon, socialise
freely travel alone, read and discuss whatever
materials were of interest, geta university
education,and work in professions that had
excluded women. Most of these freedoms, at
least initially,were only available to women of
the middle and upper classes and in much of
the Western world. Working women gained
gradual access to a variety of jobs beyond agri-
culture, factory or domestic work, for example
in telegraph offices or as clerks, doing secretar-
ial work. Inequality of wages,however,was
(and toalarge extent continues to be) a major
obstacle.On the other hand, some legal reforms
applied to all women. For example, laws that
enabled women to initiate divorce proceed-
ings, to maintain custody of their children after
adivorce, to be in charge of their earnings and
to own property,went into effect at different
times in Western nations during the late nine-
teenth century or in the twentieth.

The political struggle for the right to vote
and hold political office still required a deter-
mined effort during the first two decades of
the twentieth century,and even later in some
nations. Political activism became the focus
for thousands of dedicated women in many
European nations and in the United States.
Itincluded creating national and international
organisations and mounting extensive politi-
cal campaigns—enlarging memberships, trav-
elling around the country to give public lec-
tures,speeches on streets and in theatre halls,
holding debates, organising demonstrations,
lobbying politicians,and in Britain, engaging in
radical actions that resulted in getting arrested,



Frances Macdonald was one
of the pioneers of art nou-
veau. In a typical art-nouveau
ambiguity, the meaning of
these two stylised female fig-
ures representing spring is
open to interpretation. Are
they merely decorative, lim-
ited to an old-style feminine
ideal that separates them
from acting in the world? Or
are they about to burst out of
their cocoon and blossom?
Frances Macdonald, Spring,
1900-1905. Watercolour on

linen, 83 x 124 cm. The Hunte-

rian, University of Glasgow.

hunger strikes,and forced feeding in prison. All
of these efforts resulted in a hard-won victory.
Women in the Netherlands gained the vote in
1919,in Germany in 1918, in Britain, women over
thirty in 1918,and in the United States, in 1920.
In Belgium women gained full suffrage in 1948
and in France in 1944. When the female jour-
nalistand pioneering investigative reporter
Nellie Bly (1864-1922) interviewed Susan B.
Anthony in 1896, she asked: ‘What do you think
the new woman will be? Anthony replied:

‘She’ll be free.. Then she’ll be whatever her
bestjudgment dictates. We can no more

imagine what the true woman will be than
what the true man will be. We haven'thim
yet,and it will take generations after we gain
freedom before we have the highest man
and woman. They will constantly change for
the better,as the world does.’
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LAURENCE DANGUY

THE GRAPHIC
EVOLUTION

Images ot the Jugendstil Woman

Japonising picture of a muse,
one of the traditional types of
women that play an impor-
tant part in Jugendstil icono-
graphy. Maurice Radiguet,
cover for the magazine
Jugend, Miinchner illustrierte
Wochenschrift fir Kunst und
Leben, 12 June 1897.

round 1900, Europe’s illustrated press

was stormed by a revolution whose

origins lay in the Pre-Raphaelite
movement, fifty years earlier (see also p.157).
This brotherhood of painters, poets, sculptors
and art critics, founded in deepest secrecy in
Victorian England in 1848, constituted the
first British avant-garde. Its members—the
most renowned nowadays are Dante Gabriel
Rossetti (1828-1882), John Everett Millais
(1829-1896),and William Holman Hunt (1827-
1910)—spurned the Victorian canon in favour
ofamore authenticart,as in their opinion had
existed before the Renaissance painter Raphael
(1483-1520). Their quest for authenticity and
idealisation of the Middle Ages led them to
reject the distinction between minor and major
arts, practice ancient techniques on all kinds of
materials,and revise dominanticonographic
codes.They aimed to change the way of repre-
senting, the way a work of art was created,and
the way it was positioned in the hierarchy of the
arts. Although their aspirations varied and their
theoretical positions were sometimes fluid,
their break with aestheticand artistic conven-

tions was the beginning of a series of conflicts
with academic artin Great Britain and else-
where in Europe. And so, from the 1860s but
even more from the 1880s, Pre-Raphaelitism
enabled laying a new foundation for the graphic
arts in Britain with the Arts and Crafts move-
ment led by the art critic John Ruskin (1819~
1900) and the designer William Morris (1834~
1896).These developments were followed by
arenewal of pictorial language in France and
Belgium starting in the 1880s with the Symbol-
ist movementand the more or less parallel
emergence of art nouveau. The latter was to
spread throughout Europe, reshaping architec-
ture, decorative objects, monumental painting,
and the graphicarts. Whether they favoured
painting as Symbolism did, or the graphicarts
as the Arts and Crafts movementand art nou-
veau did, what these different movements had
in common was a new concept of the book and
its illustration, revision of the common codes of
imagery,and rejection of historical painting and
the genre pieces that dominated nineteenth-
century art. Around 1900, the illustrated press
was next in line for the graphic revolution.
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NEW IMAGES OF WOMEN IN

THE ILLUSTRATED PRESS

The vigorous fresh approach in the arts had

its consequences for the depiction of women
as the new movements presented the female
figure in an unedited way, either by associating
itwith modernised and often eroticised genre
scenes or by using itasa decorative figure,

or combining those two approaches.These
depictions build on various traditions: manu-
scriptillumination, religious iconography,
allegory,emblems and genre scenes,but non-
European artas well, particularly through
Japonism.These traditions are adapted to the
cultural contextin the process:in fact the
image of woman is always linked to societal
schemes of depiction. This link is especially
strong in art-nouveau aestheticism, which is
subject to strong acculturation processes that
translate into the specific name that each coun-
try gives to its own brand of ‘new art”:art nou-
veau in France, Jugendstil in Germany, Sezes-
sionsstilin Austria, Nieuwe Kunstin the
Netherlands, Modern Style in Great Britain,
Liberty in Italy. Accordingly, the illustrations
appearing in magazines show the varying
depictions of women that were customary in
agiven cultural area. The spectrum of these
images is furthermore determined by the ma-
gazine’s editorial position, where it is pub-
lished, its readership,and the editor’s and illus-
trators’ personalities. Thus during the same
period we find differentimages of womanina
German family magazine such as Die Garten-
laube,a Paris periodical with a male readership
such as Le Courrier francais,and artistic maga-
zines connected to a certain movement, such
as Ver sacrum (Vienna Secession) or Pan (Berlin
Secession). The differences manifest on an aes-
theticlevel, through the style,and on arepre-
sentational level, through the types of women
thatare represented. Some illustrated maga-
zines,because of their positioning, offer a par-
ticularly broad panorama of female imagery,

bothinaestheticand in representational terms.
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The Madonna iconography is
crystal clear on the cover of
the Christmas issue of 1897,
including the halo. Hans
Christiansen, cover for
Jugend, 25 December 1897.



A mourning mother in a rural
setting, an example of Heimat-
kunst: regional art celebrating
the ‘homeland’. Adolf Munzer,
Volksliedel (Folk Song), illus-
tration in Jugend, 17 Decem-
ber 1889.

This is the case with the Munich magazine
Jugend, which covers different editorial, aes-
thetic, political and societal segments, targets
abroad readership,and has international in-
fluence.

MUNICH’S ILLUSTRATED WEEKLY

FOR ART AND LIFE

Jugend, Miinchner illustrierte Wochenschrift fiir Kunst
und Leben (Youth: Munich Illustrated Weekly for Art
and Life) had considerable influence at the turn
of the twentieth century. It was first published
in 1896, four months earlier than the equally
famous Munich periodical Simplicissimus; the
latter, however, specialised in caricature and

Volksliedel
Rch, heut in aller ?ruh
han's meinen Schatz begrabent
Goft fchenk ibm ew'ge Rub —
mir — ginen andren Anaben !

does not offer the same panorama of represen-
tations of women. Under the reign of Luitpold,
prince regent of the Kingdom of Bavaria (r.1886-
1912),its capital Munich was an important
artisticand publishing centre that competed
with Berlin and Paris. This creative activity met
the expectations of a cultivated bourgeoisie
that saw culture and art as part of its social
identity. Jugend, printed in a format much like
our A4 (30 x 23 cm, to be precise), presented a
mix of text and images ranging from illustrated
fable to caricature.Its aim was to be open to all
the artistic novelties withoutaccepting a hier-
archy of genres,and to celebrate freedom
of expression atall times.The magazine had
anti-Kaiser,liberal and patriotic tendencies
thatare seen in other German journals of this
period as well. Every week a new, satirical cover
in colour set the tone:an innovation that sym-
bolised Jugend’s ambition to keep fresh. An
impressive number of German and foreign
writers and illustrators worked for the maga-
zine,often based in Munich butalso elsewhere
in Europe. Widely distributed in German-
speaking countries and elsewhere (Italy and
France, most notably), it was an instant success
with a minority group of the bourgeoisie that
had doubts about the values of Wilhelm IT’s
Germany and its claim to an official art congru-
ent with the conservative teaching programme
of the artacademies. Jugend’s modernist position
was seductive; its extraordinary longevity—it
appeared until 1940—amid the host of periodi-
cals existing in Germany at the time was due to
acombination of audacity, willingness to com-
promise,and aggressive commercial policies.
In 1910 the magazine reached its peak,
numerically speaking, with 80,000 copies.
Its importance can also be measured by the
influence ithad on other Europeanand even
American periodicals. Jugend was closely linked
to Jugendstil (the German art nouveau) and
promoted its aesthetics, but it was more than
that. In fact the weekly connected with several
editorial traditions: caricature, satirical and
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humoristjournals, literary reviews, art maga-
zines,and family periodicals. Not only did it
represent various forms of expression, some of
which presented a rather conventional image
of women, but the Jugendstil seen on its pages
was a Munich version,a continuation of the
Munich Secession of 1892. The first Jugend edi-
tor, Georg Hirth (1841-1916),incidentally played
anactive partin positioning Jugendstil as a dis-
sidentaesthetic opposed toacademicart:he
hosted a forum championinga freeartin his
newspaper, Miinchner neueste Nachrichten.

FEMINIST VIEWS—AND THE PICTURES?
Jugend is particularly interesting as an obser-
vatory of images of women, because the editor
uses its pages to promote women’s emanci-
pation—ararity in the pressat the time, even
if some commercial opportunism cannot be
ruled out. This stance in Wilhelm II's Germany
indeed implied incisive criticism of the highly
conservative values that shackled women to
their role as keepers of the home with the well-
known formula of the triple K: Kinder, Kiiche,
Kirche (children, kitchen, church). Opposition
to these values meant taking the line of the
militant feminists preaching full citizenship
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forwomen,access to higher education,and

A female angel representing

equal rights; Georg Hirth in fact chimed in with
these demands. From the first year Jugend was
printed, 1896,several editorials appeared in

autumn, symbolised by a rural
landscape with apple trees.
Bernhard Pankok, Herbst
(Autumn), illustration in

which he vigorously defended equal rights for Jugend, 14 November 1896.

both sexes,including recognition and valorisa-
tion of women’s intellectual capacities and
therefore their access toa university education,
while denouncing as ridiculous the theories on
the inferiority of the female brain. In a 1901 edi-
torial Hirth went so faras to declare thathe
considered it quite possible that the new cen-
tury ona global level would see the solution to
the ‘women’s question’,no less. A year earlier,in
an editorial titled ‘The German Women'’s
Question’, he had linked the struggle to the
negative influence of religion. In the same text
he stated that to him it was not just a matter of
principle, because there were many women
who worked for Jugend. One might well ask, of
course,whetheritwasarealjob for these
women or rather an occupation with a societal
value but hardly any remuneration, unable to
guarantee any kind of financial independence.
In several of his editorials, Hirth expressed
the view that the nude was part of women'’s
emancipation:aview that,although perhaps



The image of women in
Jugend was created by men
for a readership consisting of
men. This figure on the cover,
holding two theatre masks,
plays the role of a product
meant to attract customers.
Fritz Erler, cover of Jugend,
16 July 1898.

>> Sandro Botticelli, La nas-
cita di Venere (The Birth of
Venus), c.1484-1486.
Tempera on canvas, 172.5

x 278.9 cm. Le Gallerie degli
Uffizi, Florence.

sincere,was bound to seduce many men. If we

look at the images of women in Jugend, we can
only conclude that the spectrum of representa-
tion is far from coinciding with Hirth’s editori-
als,which were quite emancipatory for his
time (except the comments on the nude).In
reality,the image of women in the magazine

is essentially a male product, created by men
forareadership consisting of men, who alone
were able to afford a subscription.

MADONNAS AND MUSES

One of the principal types of women thatare
depicted is the ‘Madonna’,which was broadly
propagated and reinforced by contemporary
German family periodicals that turned itinto
arole model for housewives, the ‘triple-K’
women. In Jugend, this type is found in pictures
of a traditional design as well as in those with
purely Jugendstil aesthetics. It can be discov-
ered everywhere in the magazine:in vignettes,
illustrations,and numerous covers. In most
cases the young woman is presented with little
or no context and merges into a motherhood
ideal without further social indication. The
pictures are full of visual pointers associating
the woman with a Madonna: only her upper

body is depicted,a small child is placed at face
level, she has a halo orlilies to symbolise
Mary’s virginity. Hans Christiansen’s (1866~
1945) cover for Christmas 1897is a good exam-
ple.In a minority of these pictures the type
is contextualised, e.g.,as a peasant wearing
traditional mourning for her deceased child,
as the poem at the bottom tells us. This picture
in Jugend heralds the first populist excesses of
the Heimatkunst,aregional art celebrating the
‘homeland’. This variation on the Madonna
type, still marginal around 1900, became domi-
nant toward the beginning of the First World
War, replacing the Jugendstil women and
becoming part of a conservative propaganda
that was to be the norm during the Third Reich.
In the elegant style of Fidus (Hugo Hoppen-
heimer (1868-1948), who, incidentally,would
become a standard-bearer of Nazi aesthetics)
this Madonna takes the shape of anude,
androgynous virgin with hair like fire, walking
onaball. The illustration, based on the icono-
graphy of the Holy Virgin standing on a globe,
firmly anchors Jugend in the cult of youth and
nature.

Another traditional type is that of the muse,
based on the nine goddesses of arts and scien-
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< A naked femme fatale tam-
ing a monstrous snake that is
coiling around her. Hans

26 November 1898.

Méncheer lhuerier Wockenschrif (e Kanst und Leben. — G. Hirth's Verlag tn Milnchen & Lelpziz.

cesin Greek mythology. This type is ideologi-
cally close to that of the Madonna but by con-
trastis seen only in Jugendstil illustrations,and
mostly on covers. Maurice Radiguet (1866-
1941),a French artist who worked for several
Paris periodicals, provided a Japonising version
in which a bare-footed young woman in an
immaculate frilly dress leans againsta tree
strewn with pink blossoms as little birds flock
in. From her lyre come the letters of Jugend,
floating over a green landscape (see p.58). Her
role is to inspire the magazine’s artists. The
cover testifies to the connection between
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Jugendstil and the French art nouveau, which
abounds with Japonising muses dressed in
white, not nude as those in Jugend often are.
Sometimes this muse gets wings, transforming
herintoanangel Then her function is to sym-
bolise a natural elementin the Jugend universe:
rain orautumn,as in anillustration by Bern-
hard Pankok (1872-1943) titled Herbst (Autumn,
p.54).The surrounding apple trees and the fig-
ures in the background suggest a garden of
Eden as well asa medieval world, both ele-
ments of the Jugendstil world of ideas.

Christiansen, cover of Jugend,

rMedallion portrait reminis-
cent of portrait art from the
early 19th century. Angelo
Jank, cover of Jugend, 19
March 1898.



>> John Everett Millais,
Opbhelia, 1851-52. Oil on
canvas, 76.2 x111.8 cm.
Tate Britain, London.

The tree of life with its many
branches is merged with a
naked woman standing in a
marsh. Bernhard Pankok,
illustration in Jugend, 24
October 1896.

A MODERN NYMPH, OR THE

TAMING OF THE FEMME FATALE

Evenifit does not cover the whole spectrum
of representations, one type of woman draws
aclear mean line through Jugend that signifies
aclean break with the codes of academy art.

In fact the Jugendstil woman inevitably differs
from the bourgeois oraristocratic type in
official portraits and family scenes as well as
from the goddesses and voluptuous allegorical
figures of traditionalist painting. A cover by
Angelo Jank (1868-1940) that rejuvenates
portraitartillustrates this beautifully. This
young woman has no need for finery or frills.
She isamodern nymph who evolves together
with the elves, butterflies, water plants and
other natural motifs of the Jugendstil universe.
This type is ubiquitous in the magazine,albeit
with varying degrees of valorisation: full-size
on the cover,which functions asadisplay;in
the vignettes that constitute a visual punctua-
tion in the text;in independentillustrations;

in some caricatures, even. Its contextualisation
is strictly limited to the Jugendstil universe:
amineral and aquatic world of mythical and
dreamlike images,a golden age.In accordance
with Georg Hirth’s defence of the nude, this fig-
ure on the cover plays the role of a product

meant to attract customers. In an allusion to
Sandro Botticelli’s widely known Birth of Venus
(1484-85),she rises from the water, dressed
only in her flowing hair; she holds two theatre
masks with red ribbons in the same colour as
the garland she is wearing. The mask isa recur-
ring motifin Jugend, functioning as a mark of
Socraticirony and an allusion to the popular
phrase ‘take off the mask’ (die Maske abnehmen),
referring to a desire for truth. This woman
doesn’thave a value of her own, she isa mouth-
piece transmitting the message of her attri-
butes.Ina caricature on the Dreyfus affair by
Josef Witzel (1867-1924) that is the epitome of
the capricious lines of Jugendstil, she becomes
an entranced oracle in a sombre flowing peplos
and sandals, sitting on a tripod. The tripod (Drei-
fuf) is a play on the name of Captain Alfred
Dreyfus, the central character in a scandal that
shook France and Europe at the turn of the
twentieth century,and itis the tripod that gives
the woman her reason to exist: through it, she
indicates that no one knows what the outcome
of the affair will be. The title, Another Dreyfus
Affair’ (Auch eine Dreifu3-Affire),is nonetheless
ambiguous, since the word Affire can also mean
asexual affair and gives this seductive young

woman a sexual connotation.
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A surprising combination of
traditional Madonna imagery
and a nude, androgynous acro-
bat typical of art nouveau’s
idealisation of youth. Fidus
(aka Hugo Hoppenheimer),
Die Kugelléuferin (Acrobat on
Ball), illustration in Jugend,

9 May 1896.

>The Dreyfus Affair was a
political and anti-Semitic
scandal that shocked France
and Europe. When reports of
an army cover-up and Drey-
fus's possible innocence were
leaked to the pressin 1896,
this caricature was published
in Jugend. Josef Witzel, Auch
eine Dreifuf3-Affdre (Another
Tripod/Dreyfus Affair), illus-
tration in Jugend, 12 Decem-
ber 1896.
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The nymph-like type in fact goes back to that
of the femme-fatale which was so popular

in Pre-Raphaelitism, Symbolism and the
Viennese Secession, especially with Gustav
Klimt (1862-1918).In the Jugendstil the femme-
fatale type occurs less often, but her presence
isnotable nonetheless.In Jugend, the woman
taming a giant snake or monster does not
convey any unrest:itis her serene control,
connected with water and sometimes taking
the shape of a Siren, which takes centre-stage.
Some representations,on the other hand, such
asavignette by Bernhard Pankok (p.57),do pre-
serve the type’s troubling nature. The illustra-
tionisindebted to the English artist Aubrey
Beardsley (1872-1898, see Bink's contribution)
for the black-and-white as well as for a terse

yet capricious style,and of course to Millais’s
famous Ophelia. Although the numerous
Salomes hark back to the femme-fatale type,
they are above all a pretext fora graphical
rephrasing of a theme from religious iconogra-
phy taken up by the Symbolists. They also serve
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an unsavoury political purpose by exaggerat-

ing the Semite traits of the men drooling over

Salome. By contrast,another femme-fatale type

is firmly anchored in modernity:a ‘hysterical
woman being treated by a hypnotist. Hypnosis
was quite the thing in bourgeois city circles at
the time.

MODERN, UNNATURAL,

AND DISREPUTABLE WOMEN

Jugend’s modern woman is a cyclist more than
anything,shown on the coverasan echo of the
emancipation that was starting in society.
Wearing the rational dress (Reformkleidung)
that signals emancipation, this young woman
— practically all women in Jugend are young —
keeps smiling,even when she falls off her bicy-
cle. Admittedly she was ahead of her male com-
panion in the background, but he keeps his
balance,and there are two negative messages
underlying this apparent praise of modern
women. The firstis conveyed by the scene’s
dynamics:it’s dangerous for women to try to

<< Salome dancing for King
Herod was a popular theme
among fin-de-siécle artists.
This illustration however
focuses both on the specta-
tors and the dancer. Adolf
Minzer, Salome, illustration
in Jugend,4 November 1899.

Since ancient times women
were diagnosed with ‘hyste-
ria’, and in the 19th century
hypnosis was used as treat-
ment. The theme is used as

a pretext for an eroticised
representation. During the
20th century, as psychiatry
advanced in the West, anxiety
and depression diagnoses
began to replace hysteria
diagnoses. Ferdinand Freiherr
von Reznicek, Hypnose, illus-
tration in Jugend, 5 Decem-
ber 1896.

> Jugend's modern woman is
a cyclist more than anything,
shown on this ambiguous
cover as a comment on the
emancipation that was start-
ing in society. Bruno Paul,
cover of Jugend, 29 August
1896.
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take the lead and overtake the men.The second
message can be gleaned from the composition:
the woman is spread out over the width of the
picture and becomes a visual double for the
title, Jugend. She is an allegory for the magazine,
representing itin the flesh,and is of no conse-
quence herself. Jugend has many such aestheti-
cally accomplished images containing a similar
message.

One of these pictures,an 1898 cover,
deservesacloserlook. In the middle ofa busy
public space a highly fashionable young
woman is looking atan advertising column or
Litfaf3siule. We see her in profile as she gazes at
aposter for Jugend featuring a woman who is
her mirrorimage and whose body is crossed by
aband inscribed ‘Jugend’: the mise en abyme (cop-
ying an image within itself) that the magazine’s
artists loved so much. In the background we
see awell-dressed man to the right of her,just
like there is in the poster. The woman’s extrava-
gant hat cuts the title band in two. Like many
others,the woman acquires an allegorical

62 GODDESSES OF ART NOUVEAU

dimension. Contemporary readers will have
recognised the reference to a famous painting
by Edouard Manet, Un bar aux Folies Bergére
(1881-82), which shows an exchange between a
waitress and a client in a Paris variety bar that
was a well-known meeting place. The woman’s
outfit, her hatin particular, certainly are too
ostentatious fora Tespectable woman’.So the
illustration alludes to the world of prostitution;
the fact thatitis on the cover,associated with
the title,and the lightness of the presentation
all suggesta favourable view of commercial sex.
This is confirmed by a series of covers playing
with the iconographical similarities between
the prostitute and the widow;, although the for-
mer can be recognised by herall too elegant hat,
uncovered shoulders,and painted lips.
Caricature is even more savage against
women, e.g.in Julius Diez’s (1870-1957) Die
gelehrte Frau (frei nach Holbeins Erasmus) (The
Learned Woman (adapted from Holbein’s Erasmus)).
Referring to Moliére’s Les Femmes savantes
(The Learned Women,1672), Diez builds on the

<< A highly fashionable young
woman she gazes at a poster
for Jugend featuring a woman
who is her mirror image. The
illustration alludes to the world
of prostitution. Oskar Graf,
cover of Jugend, 3 December
1898.

A Edouard Manet, Un bar aux
Folies Bergére, 1882. Oil on
canvas, 96 x 130 cm. Cour-
tauld Institute of Art, London.



One of a series of covers
playing with the visual similar-
ities between widows and
prostitutes. This woman's all
too elegant hat, uncovered
shoulders, and painted lips
suggests that she is ‘in the

business'. Artur Halmi, cover
of Jugend, 29 April 1899.

famous portrait of Erasmus that Hans Holbein
the Younger painted in 1523. The portraitis
surrounded by motifs and little scenes min-
gling references to Antiquity, the Middle Ages,
and modern times. They constitute a narrative
structure in which every motifand scene has
its counterpart in a game of visual symmetry.
In the upper frieze,a female teacher is address-
ing her pupilsinascene modelled on those in
medieval manuscripts depicting a class in the
liberal arts or theology. The frieze at the bottom
corresponds to it: the same teacher has cooked
so badly that Death itself flees before her.
Between the pillars flanking the portrait, deco-
rated with little devils, there runs a clothesline
and abroom is propped against the right one.
Top left,a baby is pulling a rope while Pan, god
of nature, pulls at the other end of a cradle hold-
ing Eros,god of love, his genitals exposed as the
cradle is almost overturned. This scene is mir-
rored at the bottom of the picture,where a
female and a male satyr are in a fistfight. These
narrative motifs revolve around three subjects:
learning, femininity,and the home. The visual
programme leaves no doubtabout the message
thatwoman’s learning is unnatural and a men-
ace to femininity,the home,and harmony
between the sexes.The conclusion is crystal
clear:learning must be the domain of men.The
numerous pictures of reading women engros-
sedinanovel oraletter—orin this case, the
contemplation of their own image—do not
contradict this.

CONCLUSION

Atthe turn of the twentieth century the

image of women in Jugend springs from three
archetypes that haunted the nineteenth
century:the Madonna, the muse,and the
seductress.The Madonna type,associated
with the home, enters into a competition

with the femme-fatale, proving the dominance
of the domestic model in German society.
Despite the publisher’s feminist views, the
emancipated woman dissolves into an allegory

THE GRAPHIC REVOLUTION 63



associated with reactionary content. This
allegory is most often linked to the concept
of youth in which the Jugendstil is founded.
A seductive but harmless creature, this woman
is fresh,young, happy,and eventually void.
If she strays from her traditional role by
engaging in sports,work or intellectual
pursuits, she risks her femininity. In fact

this modern woman conveys the views of
feminism’s opponents. So this woman will
notenjoy any real education nor have a
profession,as these are stubbornly denied
her by images thatignore these subjects,
while the female proletariatis a social reality
and real women are gaining access to the
professions of lawyer, doctor and teacher,
albeit still in merely symbolic numbers.
Prostitution,a massive reality in the big
cities,likewise hardly gets any attention—
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something which distinguishes Jugend from
other European periodicals, especially the
French ones. Possibly the representation

of commercial sex ran into censorship in
Wilhelm IT’'s Germany. In the end, Jugend stuck
to representing the traditional female types,
although they are often veiled by Jugendstil
aesthetics. The main driving forces behind
these pictures that were made for the section
of German society that was supposedly the
most enlightened, still were those of fantasy,
domination, and idealisation.

<< This caricature leaves no
doubt about the message
that woman's learning is unna-
tural and a menace to femi-
ninity, the home, and har-
mony between the sexes.
Julius Diez, Die gelehrte Frau
(frei nach Holbeins Erasmus)
(The Learned Woman
(adapted from Holbein's Eras-
mus)), illustration in Jugend, 4
July 1896.

Hans Holbein the Younger,
Portrait of Desiderius
Erasmus Writing, 1523.
Oil on panel, 43 x 33 cm.
Musée du Louvre, Paris.



Women could be engrossed
in novels, magazines, or their
own portrait, but in the
Jugend universe learning
must be the domain of men.

Paul Helleu, cover of Jugend,

21 November 1896.
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ULLA JANSZ

THE FEMINISM

of Wilhelmina Drucker and the

Fight

for the Vote

n the Netherlands in 1890 women’s suf-

frage was more or less unthinkable, despite

the fact that in the American state of Wyo-
ming women had been enfranchised over two
decades earlier. Dutch women had, however,
gained ground in education and career
options since 1860. There were female physi-
cians, reporters,and artists—to give some
examples of professions that women had now
gained access to. Women’s right to vote,
though, had been precluded by a change to the
constitution as recently as 1887. And the possi-
bility that women could be members of parlia-
ment or even of a city council had never been
discussed in earnest.

HEERENVEEN, 1890

Untila Sunday in August 1890 on a field out-
side the northern town of Heerenveen, where
abig national event was organised by the pro-
ponents of ‘universal suffrage’. This phrase
usually meant that the vote should be exten-
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ded to the 75 per cent of adult males who did
not have it yet, while no mention was made of
women. At this occasion, however, the organ-
isers had not only invited nine male speakers,
buta female one as well: Wilhelmina Drucker
(1847-1925),a former seamstress who moved
in socialist circles. She had by then come to
the conclusion that women had to operate
independently from any political movement
to fight for their own rights,and it was for this
purpose that she and a few kindred spirits
founded the Vrije Vrouwenvereeniging (Free
Women’s Association) in Amsterdam in 1889.
She had quickly become a valued speaker, but
that day in Friesland in August was the first
time she spoke of women’s suffrage. The right
to vote was not even on the FWA programme,
which did include demands such as admission
to any type of education and public office,and
equal rights under family law.

The Women's Social and
Political Union (WSPU) was a
militant British women's
organisation that campaigned
for women's suffrage from
1903 to 1917. The members,
also known as suffragettes,
were known for direct action
and civil disobedience: they
harassed politicians, held
demonstrations and marches,
broke the law in order to be
arrested, and vandalised spe-
cific targets. In prison a num-
ber of suffragettes went into
hunger strike; the authorities
responded with forcible
feeding. Hilda Dallas, poster
for the WSPU weekly Votes
for Women, 1909. Lithograph,
75 x 49.8 cm. Universal His-
tory Archive.
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No matter how new she was to the subjectasa
speaker, that day Drucker immediately made
firm demands that were in line with her radi-
cal criticism of society. Women must be
enfranchised, starting with those who made a
living for themselves or were qualified to
teach. Moreover—and this demand had been
unheard of so far—they must be eligible as
representatives,because women should be
able to vote for awoman. After all, history had
taught thatitis not self-evident for men to
promote women'’s interests as well: they had
always put them down as silly, weak, sensitive,
and fragile. Men had also told women that
their onlyjob in life was to marry and have
children,and that taking an interest in politics
and society was ‘unwomanly’. In Drucker’s
view it boiled down to women being regarded
as slaves rather than full members of society.

If they were to achieve their due position
in society and be independent of a possible
husband, women had to be economically self-
sufficient, Drucker stated. She therefore
argued thatall professions must be open to
women. She also criticised legislation that
under the pretext of protection limited wom-
en’s working hours while men’s were not lim-
ited, which harmed women’s competitiveness
on the labour market. This special ‘protection’
for working women had just been introduced
atthe behest of progressive liberals, but was
basically supported by socialists such as Ferdi-
nand Domela Nieuwenhuis (1846-1919). For
men he demanded a maximum of eight work-
ing hours a day and a six-hour day for women,
who in his view should have time to put the
house in order before their husband came
home. Drucker concluded that women’s inter-
ests were not served even by progressive
men—a view that did not endear her to suf-
frage activists who promised that all would be
well once all men were enfranchised.
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The Vereeniging voor Vrou-
wenkiesrecht (Women'’s
Suffrage Association) was
founded in Amsterdam in
1894 by women with varying
religious and political back-
grounds. After the enfran-
chisement of women in 1919,
the name was changed into

Nederlandsche Vereeniging

van Staatsburgeressen
(Dutch Association of Female
Citizens). Theo Molkenboer,
poster for the Vereeniging
voor Vrouwenkiesrecht,
1918, 73 x 109 cm. Atria Insti-
tute on Gender Equality and
Women's History, Amsterdam.



The Allgemeiner Deutscher
Frauenverein (General Ger-
man Women'’s Association)
was founded in 1865 to pro-
mote women's civil rights. As
in other countries, the Ger-
man feminists met with vehe-
ment opposition. This picture
reflects the common view: a
parade of caricatured
women, armed with real
weapons as well as dusters
and carpet-beaters, are sent

home by a policeman. Anony-

mous postcard, ¢.1900, Ber-
lin, 8 x 14 cm. Badisches
Landesmuseum Karlsruhe,
inv. no. 2001/1485.

BRUSSELS, 1891

In the months following the Heerenveen
event, FWA members led by Drucker started a
campaign to interpret the definition of ‘uni-
versal suffrage’ to always include women. The
suffrage movement the women had to deal
with—an initially ratherloose group of social-
ists and radical democrats—precisely in this
period was the scene of an increasingly vehe-
ment battle between various socialistand left-
ist-liberal factions, which would ultimately
resultin the formation of several political par-
ties. It was the socialists who first attacked the
feminists: following the German socialist
Clara Zetkin (1857-1933), they called them
‘ladies’ who just wanted to safeguard the bour-

geoisie’s interests. It was no different at the
international socialist congress held in Brus-
selsin August 1891, where Druckerarrivedasa
delegate for the FWA.The Dutch socialists in
attendance tried to bar her from the congress
on the grounds that the FWA was a ‘bour-
geois’ association. Drucker retorted that since

FWA members worked foraliving they were
anything but bourgeois ladies. People in the
audience took her side, and she could stay.

This Dutch quarrel in front of an interna-
tional audience resulted in participants from
other countries taking an interest in the FWA.
A number of them metin the margins of the
congress and came up with acommon motion
thatwas signed by Drucker as well as the Ger-
man delegates Emma Threr (1857-1911) and
Ottilie Baader (1847-1925), the Austrian Luise
Kautsky (1864-1944) and the Russian Anna
Kuliscioff (1857-1925),a member of the Italian
delegation. The motion called on the socialist
parties of all countries to explicitly endorse
equal rights for both sexes.The Belgian Emile
Vandervelde (1866-1938) objected that women
had a different calling from men, but to no
avail:the resolution was passed by an over-
whelming majority. The Dutch socialists’
attempt to undermine the FWA and its femi-
nist programme had backfired.

Die ganze Franenwelt orhebon
Will sich und gleich don Minnern ssin, 1
Und, da man fhr dies micht will geben,
Bie's nehmen woll'n mi{ Eampf o, Schrei'n.
Drum zish'n dle Frau'n nach Milnserbranch B
Mit Fahne und mit Waffen auf.

AT B S ORI

Fenrzka, Be ir:l,, Larsringersts 3,

Doch ach sehr bald gchon hiirt erschallen
Ein donnernd , Halt! Jede im Ohr
Und des Gosstzes Aug' roft Allen:
B hterher nor, sonst ‘mus zum Tor
Lonkt reaevoll zurfick den Schrict'
Und nehmt gleich dissen Strickstrumpf mit
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Drucker during the congress week even had
the opportunity to explain her views toa
broaderaudience.In an overcrowded lecture
hall at the Maison du Peuple (House of the
People),home base of the Brussels socialists,
she gave an overview of the dismal position of
women in society and added a call to action. In
fact Drucker’s lecture prompted several Bel-
gian feminists to carry out their existing plans.
One of them was Emilie Claeys (1855-1943),
who wanted to try to have the demand for
women’s suffrage adopted by the Belgian
socialist party’s campaign for universal male
suffrage. She immediately invited Drucker to
give atalkin Ghent,which was as successful as
the one in Brussels. Over the following years,
there were regular contacts between the
Amsterdam-based FWA and the Belgian femi-
nists: notjust Claeys,but Marie Popelin (1846-
1913) and Louis Frank (1864-1917) as well, who
had been inspired by Drucker in Brussels to
found the Ligue Belge du droit des femmes
(Belgian League for Women'’s Rights). Popelin
and Frank represented a moderate part of the
movement that prioritised improving the posi-
tion of women in civil law over political rights.
Claeys’ feminism on the other hand was a radi-
calas Drucker’s: she also opposed separate
labour protection for women, for example.
Unlike her Dutch ally,however, Claeys still
called herselfa socialist.

Drucker must have felt the closest connec-
tion with the members of the Women'’s Pro-
gressive Society (WPS),an international net-
work founded in London in 1890. These radical
feminists wanted to tie the women’s suffrage
endeavour in with reforming marriage law,
fighting sex bias and promoting women’s
financial independence. Contacts between
them and the FWA originated from Drucker’s
efforts at the Brussels socialists’ congress.
Looking back years later, she wrote that after
that congress she had received letters from all
over Europe,which had enabled the FWA to
enter into relations with feminists from vari-
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ous countries. It was the regular contact with
the British feminists in particular that would
turn out to be important for the course of the
Dutch women’s struggle for the vote.

AWAY FROM THE SOCIAL DEMOCRATS,
1893

In the Dutch election year 1891 it seemed as if
the FWA had aroused sympathy in the
broader suffrage movement with the feminist
view that ‘universal suffrage’ should include
women'’s right to vote. An alliance with mem-
bers of parliament was indispensable, for how
else could women instigate a change in legis-
lation while they were not allowed any influ-



< Marianne Saxl-Deutsch
(1885-1942) was an Austrian
artist who was influenced by
the Wiener Werkstéatte. Her
poster for women's suffrage
graced the Festschrift for
International Women's Day in
1913 and was distributed as a
postcard in 1919, when Aus-
trian women had just been
enfranchised. Marianne Saxl-
Deutsch was deported during
World War Il and was killed in
a concentration camp because
she was Jewish. Much of her
work was lost during the war.
The poster was used again by
the women's movement in the
1970s. Marianne Sax|-Deutsch,
postcard for women'’s suf-
frage, 1913, 9 x 12 cm. Oster-
reichische Nationalbibliothek,
Vienna..

In 1906 the International
Woman Suffrage Alliance
(IWSA), the World League for
Women'’s Suffrage, decided
to have a badge made for all
the affiliated societies. It had
to be made of bronze rather
than silver or gold, so that
every woman could afford it
and all would wear the same
badge. The original brooch
had no ornamental border,
just the medallion with the
figure of Justice and the
motto Jus suffragii’ (‘the right
to vote). Design and execu-
tion: Johanne Pedersen-Dan,
Copenhagen. Diameter 4 cm.
Atria Institute on Gender
Equality and Women'’s His-
tory, Amsterdam.

ence on the composition of parliament? The
disappointment came in 1892, when minister
Johannes Tak van Poortvliet (1839-1904) pre-
sented an electoral bill that was to implement
theamendment to the constitution passed in
1887.The latter had established that the mem-
bers of parliament were elected by Dutchmen
who ‘have the marks of suitability and social
prosperity that are to be determined by the
electoral law.’ Now the liberal Tak van Poort-
vliet had opted for such a generous interpreta-
tion of this clause thataround 75 per cent of
the grown men would be enfranchised. This
was a significantincrease compared to the
existing situation—in which only about 25 per
cent of the male population had the vote—
and was therefore met with great enthusiasm
by the universal (male) suffrage movement.
Wilhelmina Drucker did not share their
enthusiasm: once the bill was passed, the dif-
ference between the number of enfranchised
men (75%) and women (0%) would take on
distressing proportions. She moreover feared

that the universal-suffrage movement would
fade after this success,and then what MP
would be willing to make an effort forwomen’s
suffrage? So she proposed collecting signa-
tures for an appeal to give women the vote.
She was probably inspired by news from Brit-
ain, where women'’s organisations had just
started getting people to sign An Appeal from
Women of All Parties and All Classes,a petition to
the House of Commons for the enfranchise-
ment of women. Drucker’s proposal to try the
same in the Netherlands was rejected by the
leaders of the suffrage movement; she even
was unjustly accused of opposing universal
suffrage.

There was more evidence of reluctance at
an Amsterdam demonstration in November
1892 that had been called to show solidarity
with the Belgian struggle for universal voting
rights. Drucker and her comrade in the suf-
frage battle, the teacher Dora Schook-Haver
(1856-1912), proposed inserting the words ‘for
men and women’ after ‘universal right to vote’
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in the declaration of support. Their proposal
met with fierce opposition from the so-called
parliamentary socialists,who had by then
become the leaders of the Dutch suffrage
movement. They were breaking away from
the more revolutionary-minded followers of
Domela Nieuwenhuis and would found the
Social-Democrat Labour Party of the Nether-
lands (SDAP) in 1894. They strongly opposed
simultaneous universal enfranchisement of
men and women: first all men should have the
vote,then women could be allowed to receive
it from the men’s hands.

As Drucker and Schook-Haver had no faith
in that particular scenario, they thought it was
time for the Netherlands to follow Great Brit-
ain’s example. From the 1860s the UK had
known organisations that had women’s suf-
frage as their sole objective. In early May 1893,
acircular was distributed that proposed to
found a similarassociation in the Netherlands
to unite all proponents of women'’s suffrage,
men as well as women, regardless of their
political affiliations, on that one issue. The sig-
natories—seven FWA members, Drucker and
Schook-Haver among them—assured that it
was not their intention to lead the new society
themselves.They no doubt included this reas-
surance in order to prevent that this initiative
would share the fate of the FWA, which liberal
women had framed as a socialist organisation
as soon as it was founded. In short, Drucker
and herallies had to parry attacks from two
sides:socialists who called the FWA bourgeois,
and others who suspected it of socialism.

THE WOMEN'S SUFFRAGE ASSOCIATION
AND DRUCKER'S RADICAL FEMINISM

The Women’s Suffrage Association (Vereeni-
ging voor Vrouwenkiesrecht) was founded
on 5 February 1894 under the presidency of
Annette Versluys-Poelman (1853-1914),a pub-
lisher without any political experience—
meaning that she was perfect for the job.She
was to guide the WSA through its difficult
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From ¢ July to 21 September
1898 the National Exhibition
of Women'’s Labour was held
in The Hague, with a continu-
ous programme of lectures,
song, dance, and theatre.
Products made by women
were on display and the work
situation of women was
addressed. Jan Toorop,
poster for lottery tickets at
the National Exhibition of

Women's Labour, 1898. Litho-

graph, 116 x 66,5 cm. Rijks-
museum Amsterdam.

Sylvia Pankhurst (1882-
1960), a daughter of WSPU

founder Emmeline Pankhurst,

knew early in life that she
wanted to paint and draw for
the cause. She went to the
Manchester School of Art
and the Royal College of Art
in London. Her motif the
Angel of Freedom was so
popular that it appeared not
only on banners and pam-
phlets but on crockery as
well. Museum of London.

first decade, during which women’s enfran-
chisement still was so controversial in the
Netherlands that the association had difficul-
ties finding board members at first. The domi-
nant view that politics was a male territory did
not help either: until the turn of the century,
there was no Dutch political party in which
women were active—apart from the SDAP,
butit staunchly followed the increasingly hos-
tile stance thatinternational social democracy
was taking towards feminism.

The controversial nature of women'’s suf-
frage also came to the fore when another
organisation was founded in the same year,
1894:the Committee for the Improvement of
the Societal and Legal Position of Woman in
the Netherlands. It was initiated by four
women who were experienced in charitable
work and who distanced themselves from
what they saw as the combative stance of the
WSA.They did aim for legislation changes

thatwould improve women'’s social circum-
stances, such as better chances regarding edu-
cation and jobs for women and a reform of
marriage law, but they would have nothing to
do with women’s suffrage. Their alternative
strategy was to find men who were politically
active and were willing to be allies in the
women'’s cause.

Once the WSA had been founded, Drucker
did steer clear of the board. She followed the
association’s every step, however,as can be
seen in Evolutie (Evolution), the magazine that
she and Schook-Haver had started in 1893.
Especially when women’s enfranchisement
had become less controversial after a decade
or so,both in the Netherlands and interna-
tionally,she became a vigilant critic. Versluys-
Poelman had been succeeded by Aletta Jacobs
(1854-1929) as chairwoman of the WSA.Jacobs
chaired the association during the years when
membership numbers went through the roof,
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particularly after the second congress of the
International Woman Suffrage Alliance
(founded in 1904) was held in Amsterdam in
1908.She kept the WSA course close to that of
the Liberal Democratic League,a progressive
liberal party of which she was a member.
Drucker was opposed to this,because in her
view the association should be strictly neutral
with regard to all political parties.

Itis no surprise, then, that Drucker sup-
ported the militant branch of the English
women’s suffrage movement—a highly con-
troversial position in the Netherlands. Accord-
ing to herit was quite understandable that the
suffragettes had resorted to more violent tac-
tics, since British women had been asking for
the vote for almost halfa century. Waiting
patiently and contenting oneself with prom-
ises by some political party,as moderate femi-
nists on both sides of the Channel advocated,
clearly didn’t work. It was every government’s
duty to prevent the use of illegal means to
combatinjustice. It said as much in the letter
that the FWA sent to the British government
in July 1913, requesting that it end the violence
by giving the women what they so rightfully
demanded. The association also lauded the
heroism of the suffragettes, whom the govern-
ment had left no other choice but to become
militant.

The international network of radical femi-
nists,the Women’s Progressive Society, had
long ceased to exist by then. The demand for
women'’s enfranchisementas such had become
acceptable in many countries,but had also
become detached from the issues the WPS
had connected with itin the early 1890s: fight-
ing sex bias and promoting women'’s financial
independence.In her contribution to an inter-
national feminist conference in Brussels in
1897, Drucker had established that women’s
economic rights were more fundamental to
their emancipation than political rights.
Regardless of the importance of the vote as a
means to obtain other rights, she foresaw that

76 GODDESSES OF ART NOUVEAU

economic independence would be harder to

achieve.She keptlabouring, on a national as
well as an international level, foraccess to paid
work on the same conditions that applied to
men—but the division of tasks she despised
so much, with the man as the breadwinnerand
the woman as the financially dependent
housewife, proved to be a persistent ideal. In
the Netherlands all adult women were enfran-
chised in 1919;it was enshrined in the constitu-
tion in 1922. Thus Drucker,who died in 1925,
lived to see her expectation confirmed:

Sylvia Pankhurst's design for
the 1910 WSPU calendar
also depicts an angel, who
holds a candle as she guides
awoman in prison clothes.
The pattern of vine leaves
and grapes betrays the influ-
ence of the Arts and Crafts
movement. Sylvia Pankhurst,
WSPU calendar Votes for
Women, 1910, 28 x 19 cm.
International Institute of
Social History, Amsterdam.



> This postcard to celebrate
May Day (International Work-
ers' Day) features Freedom
standing next to a monument
for August Bebel (1840-
1913), aleading figure in the
German social democratic
movement. The glorious
socialist future may be pre-
sented as a woman, but
according to the socialists real
women should only be enfran-
chised once all men had the
vote. Anonymous postcard
Gruf3 von der Maifeier, ¢.1905,
13.9 x 9 cm. Kiinstlerverlag
Bruno Burger und Ottilie,
Leipzig. Private collection.

SUFFF‘:-%GETTE

The film Suffragette (2015)
tells the story of the British
suffragette movement led by
Emmeline Pankhurst (1858-
1928), the fight for women'’s
rights and above all for the
vote. In 1918 women over
thirty who met certain require-
ments were given the vote; in
1928 it was extended to all
women. The poster also
shows Sylvia Pankhurst's
Angel of Freedom.

chances on the job market were nowhere near
equal then—quite the contrary—and even a
century later, women’s economic independ-
ence worldwide still is far off. Which proves
how radical Wilhelmina Drucker’s feminism
was in herage,and still is today.
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SANDER BINK

FALSE-COLORED
EH ES The Iconography ot the

One of the archetypes of the
femme fatale is the mermaid,
who can be either benign or
malign. Mermaids occur in
the folklore of many cultures
around the world: not just in
Europe, but also in the Middle
East, Africa and Asia. Art-
nouveau artists made fre-
quent use of the mermaid
theme in their work. Hans
Christiansen (?), vase with
mermaid, 1895. Earthenware,
h. 27.5 cm. Badisches Landes-
museum Karlsruhe, inv. no.
65-96.

Femme Fatale

Here she comes, you better watch your step
She’s going to break your heart in two,
It's true

It’s not hard to realize

Justlook into her false-colored eyes
She builds you up to just put you down,
whata clown

"Cause everybody knows
(She’safemme fatale)

The things she does to please

(She’s a femme fatale)

She’sjustalittle tease

(She’s a femme fatale)

The Velvet Underground, Femme fatale’
(1967)

n art-nouveau and Symbolist paintings of

the fin de siécle, women are depicted as the

embodiment of contemporary feelings,
values and ideals;as mythical examples from
the past. With respect to theirappearance,
these women derived from the goddesses of
the past,but only as a means of communica-

tion: the old was used as a modern reflection on
asociety in change. The femme fatale was a sig-
nificantarchetype here that Symbolism and
the penchant for myth made popular.

No greater cultural historical distance is
conceivable than that between the refined oth-
erworldliness of fin-de-siécle art and literature
and the raw, urban pop art of the ‘house band’ at
Andy Warhol’s Factory. Nevertheless ‘high’ cul-
ture becomes diluted and flows through time,
and this is how the fin de sieécle ended up on
their classic first LP (yes, the one with Warhol’s
banana cover).The name Velvet Underground
isadirect reference to an erotic cult book about
the decadent sexual underground. The track
‘Venus in Furs’ links up to this thematically
by referring explicitly to Leopold von Sacher
Masoch'’s famous 1870 novel Venus im Pelz about
afemme fatale.

The band dedicates a track of the same
name to the femme fatale,and the wrangling
among band members over its performance is,
I believe, characteristic of the confusion sur-
rounding the term. Guitarist Sterling Morri-
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son said of the song: Femme Fatale’—she [Nico]
always hated that. Nico, whose native lan-
guage is minority French, would say: “The

»>

name of this song is “Fahm Fatahl”’ Louand I
would sing it our way. Nico hated that.I said:
‘Nico, hey,it's my title, I'll pronounce it my

»

way.'

DECADENCE AND REALITY

Was Nico the expert because she was a femme
fatale herself? Given herice-queen appearance
and penetrating gaze, one could perhaps think
so,butshe destroyed herself, rather than her
countless admirers, through her ‘decadent’ life-
style. Who ever was a genuine femme fatale?

In answering this question, itis important
torealise that the idea of the femme fatale crys-
tallised most clearly at the time of the so-called
Decadent Movement,a somewhat forgotten
(gay) cult movement that gained ground in
Western European art and literature around
1900.

In Decadence: The Strange Life of an Epithet
(1979), Richard Gilman notes that decadent
experience is never,or only rarely,a personal
experience: opium dens with suave, slinky
hostesses’,‘women in high heels, black stock-
ings and garter belts’, The Blue Angel, Les Fleurs du
mal, ‘Oscar Wilde and the green carnation’,a
Roman orgy’,and so on. Who knows it from
their own experience, who has undergone it?
Precisely. No one.

The common denominator here is sexuality,
oratleast the fact that the images are ‘open to
erotic interpretation’ and thus by definition fall
largely within the realm of the imagination.
They are also ‘heavily literary”: ‘That is to say,
almost none of the images and scenes derive
from direct experiences of my own, but rather
from creations in the realm of culture, that
dimension of invented dramatized existence.”

One readsabout the femme fatale in nine-
teenth-century novels, sees her on paintings of
the time,admires her insidious charms in the
films noirs of the 1940s, hears her seductive
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destructive qualities chronicled in pop songs,
without realising that she has long adorned the
bonnet of every Rolls-Royce (see p.155). You
believe you once swiped past herinadating app
or saw her cycling along the streetlike Baude-
laire’s passer-by (‘A lightning flash...then night!
Fleeting beauty’)? but who really knows one? It’s
alegend: ‘Like so many categories of the “abnor-
mal”,decadence makes itself known to us,at
leastin the beginning, in the form of alegend.’
Salome, Judith and Jael, Cleopatraand Mes-
salina, Keats’ Belle dame sans merci and Swin-
burne’s merciless sadistic woman, Wanda and
Emmanuelle: they are said to have existed,
once inlegendary times. Maybe in ancient
Rome the femme fatale was no longera
purely fictitious phenomenon—in word or

image—but [..] there wasawoman [..] who

Nico during Andy Warhol's
Exploding Plastic Inevitable
event on the campus of the
University of Michigan in Ann
Arbor. She appeared with
The Velvet Underground.
Anonymous photo, ¢.1967.




Georges de Feure's real name
was Georges van Sluijters. He
dropped out of his course at
the Rijksacademie voor Beel-
dende Kunsten (State Acad-
emy of Fine Art) in Amster-
dam to start working as an
artist in Paris, where he
designed posters for the

Salon des Cent (see p. 40)
and Loie Fuller (see pp. 121
and 152) and exhibited at the
1900 World Exposition.
Georges de Feure, Femme
fatale, 1896. Colour litho-
graph, 50.5 x 32.5 cm.
Galerie Stylo, Bennebroek
(NL).

devised her own codes of behaviour outside
the extremely intolerant character for her sex.
Butinreality, the space for this would have
been lacking and being became legend, was
turned into literature: ‘Gods and men could
long do as they pleased; the higherin rank the
easier it was.In a world like this, the real
femme fatale could not evolve, but the imagi-
nary certainly could [..]'

To concentrate on art: Henk van Os has
noted that,down the centuries, the femme
fatale is everywhere and can turn up in any
work of art whatsoever:

Anyone studying the iconography of
femmes fatales in European art soon discov-
ers that it does notrefer solely to women of
significance with mythological or biblical
antecedents.They can turn up anywhere and
atany time.Itis up toartists such as Tissot to
manipulate their presence in such a way that
they become ineluctable and stick perma-
nently in the memory.Sometimesitis only
the title of a painting that betrays the secret
meaning of the lady depicted.®

WHAT MAKES A FEMME FATALE?
Butanelementlike a title which is not intrinsic
to the image may be subject to change, may not
be known to the viewerand assumes a certain
culturalawareness and baggage,just as with
the abovementioned concepts of decadence.
Nevertheless, the viewer can be struck by
something ‘fatal’ in the image of awoman. So,
could this fatal’ element perhaps be intrinsic
to the image,and if so,what precisely is this
iconography of the femme fatale?

Perhapsitis the eyes, the gaze, that make
the femme fatale. But notjust the gaze of the
woman depicted, but ratheran exchange
between two gazes.So as not to needlessly
complicate things,a completely unjustifiable,
traditional, heterosexual perspective is
assumed here.Itis the gaze, the currently
much-maligned male gaze, that sees a sexual
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threat between the (potential) femme fatale
and her viewer and (potential) ‘victim’.

‘A goddess in every woman’ is the credo of the
Goddess Movement,which could be converted
to ‘afemme fatale in every woman.” Every
woman is fatale’ the moment she dumps you.
The image of the femme fatale is that point
transfixed in time when she is taken up briefly,
in the imagination, in the long series of legend-
ary and historical overpowering women. Your
ex conceals her gaze, refuses tolook atyou, puts
on her sunglasses over the eyes of her souland
forabrief momentbecomes Salome, Judith,
only to become Jane from next door the
moment the fatal spell is broken by daylight
reality.

It may be a platitude, because without
good eyes,a good gaze or glance, no successful
portraitis possible. And every sexually experi-
enced or even semi-experienced or grown-up
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person knows that sexuality and eros lie pri-
marily in the eyes and the gaze. No femme
fatale without the male gaze: ‘The femme
fatale is in the eye of the beholder,’ and that
starts with the creator of the femme-fatale

image.

SYMBOLISM AND ART NOUVEAU

While the femme fatale is firmly rooted in the
Decadent Movement, she escapes—perhaps
unsurprisingly—every attemptto link hertoa
genuine current in art history. This is clear from
herappearance in Tissot,a painter who is not
usually associated with the Decadents. What is
certainly true is that she turns up extremely
frequently in art nouveau and Symbolism,
movements in which the unreal, unfathom-
able, mysterious woman constitutes a central
theme. Determining the border between the
two movements is justas difficult.

<< The front of this pendant
designed by Lalique (see
Akkerman'’s contribution)
shows a nymph; the back is a
small mirror. René Lalique,
Naiade pendant, ¢.1919.
Glass and silver, h. 9 cm.
Dutch private collection.

< Water nymphs abound in
Greek mythology; the Naiads,
for example, lived in streams.
Rivers, springs and stagnant
waters each had their own
nymphs. These elegant and
playful goddesses could also
be fatal: they pulled hand-
some young men like Hylas
and Hermaphroditus under-
water. Adolf Miinzer, cover of
Jugend, 28 August 1897.
Allard Pierson, University of
Amsterdam, inv. no. Z-3530.



The Pre-Raphaelite painter
John William Waterhouse
(1849-1917) based his Hylas
and the Nymphs on the story
of Hylas, the lover of Heracles
(Hercules) who was abducted
by water nymphs. Iniit, the
idealised bodies of these
femmes fatales are at the
centre against the backdrop
of a nature that is both lush
and threatening. It was tem-
porarily removed in 2018 to
stimulate discussion. John
William Waterhouse, Hylas
and the Nymphs, 1896. Oil
on canvas, 98.2 x 163.3 cm.
Manchester Art Gallery,
Manchester.

Two artists to be seen in this exhibition are a
good example of this: Carel de Nerée tot Bab-
berich (1880-1909) and Georges de Feure
(1868-1943). Both oeuvres could be termed
either Symbolist orart nouveau. Whatever the
name, women who could probably be catego-
rised as femmes fatales are to be found every-
where in their work. There appears to be a slid-
ing scale:the more commercial the work, the
less ‘fatale’ the woman. A woman—those by
Mucha or Chéret, for example—has to be sexy
to sell the product, but she should not cross
over the border into the fatale’ that will con-
fuse the viewer/buyer.

The seductive, dark women in Femme fatale
or La Princesse Ylsdi (both 1896) by de Feure were
not there to sell a product, by contrast to those
on his posters. Nor did De Nerée’s Extaze: na het
offer (Ecstasy: After the Sacrifice,1900-'01) have to
do so; De Nerée made his female figure inspired

by La Princesse Yisdi as dark and ‘Symbolist’ as
possible. His Idealised Portrait from 1904—which
was influenced by Toulouse-Lautrec—on the

other hand may rather be classified as art-nou-
veau, mainly because the female figure is defi-
nitely sexy and seductive,but not dark and
‘fatale’.

THE GAZE
That the eyes go to make the femme fatale is
clear from numerous portraits by the Belgian
painter Fernand Khnopff (1858-1921):one
woman’s gaze is more dangerous, more threat-
ening and darker than the next one’s. He even
turned his sister Marguerite into a sexually
threatening female figure by painting herin
this way. Was it deliberate, or was it something
stronger than the artist?

This can also be seen in the virtually forgot-
ten German realist portraitist Franz von Len-
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Table centrepiece showing a
woman rising serenely from a
whirlpool, as men all around
her drown. Max Blondat, Le
Tourbillon (The Whirlpool)
sculpture, ¢.1902-1903,
gilded tin, h. 42 cm. Cast by
Siot-Decauville foundry, Paris.
Het Ware Huis, Lage
Mierde (NL).
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Jan Toorop, frontispiece for
Louis Couperus' Fidessa,
1900. A fairy tale with a
happy ending about a nymph
who falls in love with a man.
Allard Pierson, University of
Amsterdam, inv. no. KG
65-50.

bach (1836-1904), who gave his wife and daugh-
teralook that made them dark, sexually
threatening and ‘fatale’. He too an unwilling
victim, not of their sexuality but of the male
gaze which—whether this is desirable now in
2020 or not—every heterosexual male artist is

afflicted with, certainly at a time when the con-
ceptof gender did not yet exist and there was
no attention yet for the decorative and aphro-
disiac function of woman in art. Arguments for
this can be found in Bram Dijkstra’s Idols of Per-
versity (1986) and Ulrike Weinhold’s Bruiden des
doods (Brides of Death,1989).

Of course it’sall interpretation,and inter-
pretation with a male gaze at that;and there are

dubious cases, too,which naturally are no less
attractive for it. Toorop’s famous frontispieces
of Couperus’ Psyche (1898) and Fidessa (1899), for
example. Naked, pretty, seductive in a childlike
way, yet not entirely,and not ‘fatale’. Why not?
Ifyou ask me, because of their wide open eyes
that engulfand reassure the viewer: they have
nothing to hide.

The importance of the gaze in this connec-
tion is also revealed by Aubrey Beardsley’s One
of the Spirits (1893). A charming early minor
work from the art-nouveau master,who gives
his subject Medusa-like hair,butalso a pro-
nounced and easily readable frightening look,
with the result that she does not turn ‘fatale’.

The theme of ‘fatal’ eyes and bewitching gaze
occurs remarkably frequently in fin-de-siecle
painting and literature and in art-nouveau
applied art. A good example may be found in Jean
Lorrain’s novel Monsieur de Phocas (1901), which
‘superbly illustrates the social background to the
Decadent Movement,along with all the elements
thatwere repeated at the time with an almost
mechanical indifference.” Mr Phocas is searching
for precious stones of a particular sea-green
transparency as though possessed. He believes
he has found them in one of Toorop’s De drie bru-
iden (The Three Brides,1893; see p.20),as the painter
Claudius Ethal (modelled on Toulouse-Lautrec
and James Ensor) points out to him:

‘Tknow which of the three brides will excite
your desire. It is the infernal one,is it not,
whose eyes hauntyou? And thatis the one
which haunts me now; my obsession with
intense eyes had returned. [..] Oh, the haunt-
ing of those emerald eyes! [..| The bride of
Hell, with her two serpents writhing about
hertemples to hold herveil in place, has the
most attractive mask: the most profound
eyes,the mostvertiginous smile that one
could ever see. If she existed, how would I
love that woman! I feel that if that smile and
those eyes were in my life they would be all
the cure I need.®
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In Greek mythology, the
Erinyes are goddesses of
vengeance who pursue
wrongdoers. They have been
depicted since ancient times
as frightening, usually old
women. They had snakes for
hair and blood dripped from
their eyes. The Romans called
them Furiae. In the second
act of Gluck's opera Orfeo ed
Euridice, the mythical singer
Orpheus encounters the
Erinyes on his way to the
underworld to retrieve his
lover from death. These god-
desses of vengeance (spirits)
refuse to let him pass, but
Orpheusis able to soften
them with his singing. Aubrey
Beardsley, One of the Spirits
(Act 11), illustration for Pall
Mall Budget, 16 March 1893.
Pen and ink on paper, 15 x 11
cm. Allard Pierson, University
of Amsterdam, TiN collection,
inv. no. 000326.000.



Aubrey Beardsley, The Toilet
of Helen in Under the Hill and
Other Essays in Prose and
Verse, 1904. Beardsley was
also a writer; Under the Hill is
the expurgated version of an
unfinished erotic novel based
on the legend of Tannhéuser,
aman who has to choose
between two loved ones. In
the first version of the novel,
Helen was still called Venus,
just as in the legend, but
Beardsley was free with his
mythology—and after all,
Helen of Troy was the ulti-
mate femme fatale. Allard

Pierson, University of Amster-

dam, inv. no. KG 69-27.

‘If she existed:even for a character as ‘decadent’
as Phocas, fulfilment of his aesthetic life’s
dream lies in the non-real.

THE MAN’'S REVENGE

Thelookin the eyes as Toorop representsit,
and the transformation of a woman from real-
ity into an artificial, literary femme fatale come
togetherin Frederik van Eeden’s 1900 novel Van
de koele meren des doods (translated into English
as The Deeps of Deliverance or Hedwig’s Journey). At
the start of the relationship between Gerard
and his Hedwig, she is ‘the pure creature that
he sought’ with ‘her noble features, her slender,
tender form, her large, soft, pale grey eyes. There

was pure innocence in the straightand open

look that she gave him.? A refined and harmless
fin-de-siecle girl. But the roses wilt, he loses his
hold over her,and he increasingly seesin hera
cold, cruel woman.

This idea manifestsitselfartistically in a
‘large, colourful chalk and pastel drawing’ that
Gerard creates and calls Sphinx in imitation of
Toorop’s famous work. He exhibits itas the
public vengeance of a male gazer: And this he
gave to the people, to the world. Thus he denoun-
ced her. Here she hung, disgraced before the
world. Her loveliness and softness have van-
ished,and Gerard uses the eyes to depict her
supposed cruelty:

The Sphinx face emerged larger than life
from the right of the drawing. It was indeed
Hedwig’s profile,drawn very firmly and
clearly,anxiously,as though a vision had
been depicted by someone who feared he
might forgetit. It was Hedwig’s small
straight nose, her thin and gracefully curved
mouth,and her wide-open grey eyes
beneath the somewhat surprised high eye-
brows.But the eyes stared out cold and
cruel,and a bright crimson drop of blood
hung from the corner of the subtly curved
mouth.”

In the year Van Eeden’s novel came out, Carel
(or Karel) de Nerée—a great admirer of Van
Eeden, incidentally—was working on his own
Sphinx-inspired portraits. A good example of
this artistic principle of transformation is the
abovementioned drawing Extaze: na het offer
from 1900-01.1In her standard work on Dutch
Symbolism,” Bettina Polak describes De
Nerée’s oeuvre and this drawing in particular
asahighlight.

This drawing not only depicts the protago-
nistin Couperus’ novel,but at the same time
the artist’s intended: Claartje Rijnbende. They
became acquainted in 1898, but the further
theirrelations progressed, the more irritated
De Nerée became with herand the more he
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began to find herssilly and irritating. This
emerges from his many (unpublished) letters.
Much like the Hedwig of fiction, Claartje
was an innocentand conventional girl, more
femme fragile than femme fatale: a ‘tender, quiet,
weak-looking girl’ with ‘delicate limbs and
especially beautiful large eyes.™ The large eyes
with theirinnocent gaze look out from a natu-
ralist pencil portrait from the period. Buton
several drawings where she sits for him, he con-
stantly depicts her with her eyes lowered, look-
ing away, disturbing or otherwise obscured.’s
The gaze of the subject in Na het offer is all
butunnatural,as the pupils have disappeared
beneath the upper eyelids,almostlike a dead
body’s. Neither De Nerée nor the viewer of his
drawing falls within her wide and innocent
field of vision. Her gaze is directed at her own
souland innermost feelings, rather than those
of another. The cutting-off of the gaze is sym-
bolic for the final closing of the road to envis-
aged motherhood. This rejection of mother-
hood’is a central characteristic of the femme
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fatale, ‘one of her most threatening qualities

since by denying his immortality and his pos-
terity itleads to the ultimate destruction of the
male. Femmes fatales are typically villainous,
oratleast morally ambiguous,and always asso-
ciated with a sense of mystification,and
unease.”

Sois this the definitive iconographic determi-
nation tool for the femme fatale? I wouldn’t say
that,because she is more complicated and
more unfathomable than anything. But some-
one forewarned firstlooks more closely into
her eyes. Listen to Nico: ‘It’s not hard to realize/
Justlook into her false-colored eyes.’

<< Bats appeal to the imagi-
nation, and fictional bat-
human hybrids go back to
well before 20th-century
American comic-book
heroes. Léopold Gautrait
(see p.111), pendant; Paris,
¢.1900. Gold, enamel, cast,
h. 3.5 cm. Badisches Landes-
museum Karlsruhe, inv. no.
66/101.



< The sphinx, a mythological
half-human, half-lion creature,
was a popular theme for Sym-
bolist artists. This work by
Edvard Munch (1863-1944)
is also known by the name
Sphinx, which refers to the
Greek myth of Oedipus.
Oedipus has to solve the
riddle that the sphinx has
posed: what has four legs in
the morning, two in the after-
noon and three in the even-
ing? The right answer was: ‘A
human being'. A somewhat
gloating depiction of the
three phases of a woman'’s life
is often to be found in the art
of around 1900, sometimes in
triptych form. Munch here
presents it in a single picture.
Edvard Munch (1863-1944),
The Three Stages of Woman
(Sphinx), c.1894. Lithograph,
h.50 x 65 cm. Rijksmuseum
Amsterdam.

Carel de Nerée did five draw-
ings inspired by the deca-
dent-mystical novel Extaze by
Louis Couperus, whom he
greatly admired. Na het offer
(After the Sacrifice) is
regarded as a highlight of
Symbolism in the Nether-
lands. Carel de Nerée tot
Babberich, Extaze: na het
offer, 1900-1901. Indian ink
with pen and brush, and pur-
ple watercolour on paper,
35.4 x 22.2 cm. Kunstmu-
seum, Den Haag (The Hague
Art Museum).
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ELS DE BAAN

WOMEN'S
CLOTHING

lllustration from Les Robes de
Paul Poiret racontées par
Paul Iribe, 1908.

hy did women submit so completely

to squeezing themselves into un-

comfortable clothes around 1900?
Constraining corsets ensured that their bodies
followed the lines that were the standard in art.
While freedom of movementand health suf-
fered as a result, the reasons for distorting the
body go back along way.Since time immemo-
rial,imposing restrictions on movementin
both men and women has been seen as enhan-
cing status. Taking up a lot of room—with
broad shoulders, wide sleeves,large head cover-
ings or plus-fours, for example—underlined
one’s status in life. During the art-nouveau
period, restrictive and voluminous clothing
specifically accentuated the status of women,
showing that they did not need to do any physi-
cal work.

CONSPICUOUS LEISURE

As the turn of the century neared, the econo-
mistand sociologist Thorstein Veblen (1857-
1929) wrote a book in 1899 that expressed criti-
cism of the consumption patterns of the day. In
The Theory of the Leisure Class he lashes out at
those who aim to impress by excessive con-
sumption and waste.

Moving with
the Times

Clothing was an expression of the so-called
money culture. A man’s status could in part be
read off from his wife’s appearance. She repre-
sented him in this way,and in doing so empha-
sised his position. This meant that she had to
watch and adhere meticulously to the seasonal
fashions,always presenting herself in the latest
outfits and accessories. Veblen called this ‘con-
spicuous waste’. In addition, her clothing had to
severely restrict her freedom of movement.
According to Veblen: ‘The corset s, in econ-
omic theory, substantially a mutilation, under-
gone for the purpose of lowering the subject’s
vitality and rendering her permanently and
obviously unfit for work. Her sole economic
function was, in his view, to waste money and
energy. Her way of dressing was thus also an
expression of ‘conspicuous leisure’. Uncom-
fortable shoes and huge hats that meant she
could barely turn her head contributed to that
aim.

Soitis no surprise that ladies’ fashions
around 1900 focused completely on this need
for waste and restricting freedom of move-
ment. Apart from tight corsets and impractical
accessories, thisimage of luxury was achieved
through the use of richly adorned fabrics with
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an abundance of decorations made of lace, rib-
bons, feathers and beads. The apparently natu-
ral shapes flowing over the body have complex
drapes, delicate pleats,small trains and enor-
mous gigot sleeves. Alady was unable to dress
or undress herself:she needed help with that.

Paul Poiret (1879-1944) was one of the first
fashion designers to start working against this
kind of female image in around 1905. He ab-
horred restrictive clothing, pale colours and the
scattered decorative effects placed apparently
meaninglessly. Poiret’s wide, deep-red, comfort-
able and multipurpose kimono coat Révérend is
decorated with judiciously positioned geomet-
ric motifs. He experimented with verve in his
later models, finding inspiration in airy, exotic
basic models with colourful contrasts. He liber-
ated women from the S-bend corset, replacing
itwith an upright model that distorted the
body less.In any event, his divergent approach
to body and clothing was highly significant to
the evolution of fashions in the first two dec-
ades of the twentieth century.

THE REFORM MOVEMENT

There had also long been criticism from the
medical profession as well of corsets and cloth-
ing that distorted the body and restricted
movement. Doctors pointed regularly to the
dangers of crushing the ribs and constricting
the internal organs, as this resulted in women
suffering breathing problems and even fainting.

From as early as 1878, the German doctor
Gustav Jaeger (1832-1917) put forward the idea
that the skin has to breathe. In his view; the Jae-
gerunderwear he had developed promoted
health and hygiene. His products made of
undyed animal fibres, such as wool, gained
worldwide renown.

Reform societies arose in various European
countries to advocate forimprovementin
women’s clothing. Britain led the way with the
Rational-Dress Movement founded in 1881.
Germany followed in 1896, the Netherlands in
1899 and Austria in 1902. The reform societies
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aimed for healthy, practical and at the same
time aesthetically pleasing clothing. The body’s
natural shape should not be subjected to force
resulting from constraining corsets. Clothing
made of heavy, non-breathing fabrics should be
avoided,as should wearing a dirt-gathering and
unhygienic train. This liberation of the woman'’s
body was intended to lead automatically to her
liberation in spirit. She needed to realise that
she wasabeing of independent thoughtand to
actaccordingly. The reform movements saw

Ladies’ fashions of around
1900 seriously restricted
freedom of movement. This
drawing in the English maga-
zine The Theatre in 1903
reveals how corsets forced
the body into an S-bend. The
size of the hats also ensured
that well-off women could
move only with care.



The clothes, rather than the
woman wearing them, take
centre-stage in this painting.
The puff sleeves, wasp waist
and wide hat were character-
istic of the ladies' fashions of
the day. Amero Cagnoni
(1855-1923), Painter’s Studio

with Young Woman Wearing
a Hat, 1885-1895. Oil on
wood panel, 40 x 24 cm.

Pinacoteca dellAccademia
Carrara, Bergamo.




the blind pursuit of fashion as alack of inde-
pendent thinking. These ideas coincided in part
with the views of the feminist movements that
were emerging vigorously at the time.

THE NEW CLOTHING

In the first instance, supporters of the reform
movements recommended highly simplified
dresses withouta corset. The loose garments
falling in folds inspired by the draped robes of
ancient Greece moreover embodied a new
ideal. This clothing was far removed from the
S-bend silhouettes that were prevalentat the
time. But not every feminist automatically
wore reform garments. Many feminists were
nervous of being laughed at, of negative reac-
tions and of acquiring the label ‘eccentric’—and
some of them drew their clothes in even
tighter. The simple skirt and blouse they often
opted for was rejected by the reform move-
mentas unaesthetic.

The English department store Liberty pro-
moted spacious ‘aesthetic’ clothes based on the
ideas of the Pre-Raphaelites and the Artsand
Crafts movementled by William Morris (1834~
1896).Elsewhere, artists like the Belgian Henry
Van de Velde (1863-1957) and the Germans
Alfred Mohrbutter (1867-1916) and Peter Beh-
rens (1868-1940) garnered praise with their so-
called artistic clothing designs. In part, these
artists followed the ideas of doctors and the
reform movements,but what they were look-
ing for primarily was the relationship between
form and function. Van de Velde, for example,
saw the shoulders literally as ‘bearers’ of the
clothing, the yoke,and suspended the clothing
and decoration from them. Mohrbutter believed
that fabric and colour had to be adapted to both
the wearer’s personality and the occasion,and
he opposed pointless buttons and bows. Beh-
rens preferred to do away with ornamentalto-
gether. Austrian artists such as Josef Hoffmann
(1870-1956), Koloman Moser (1868-1918) and
Gustav Klimt (1862-1918) joined forces to set
up the Wiener Werkstitte (Vienna Workshop)
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in1903.Their general principles of design
linked up closely to those of reform clothing:
functionality through the right proportions,
the use of high-quality materials and the addi-
tion of ‘meaningful decoration’.

WOMEN AND SPORT

Demand for simplified and practical types of
clothing slowly increases, while comfortable
elements from men’s clothing creep into the
woman’s wardrobe. The shirt-blouse, jacket
(suit),laced shoes, cardigan, waistcoat and ulti-

Paul Poiret designed loose
clothing with flowing lines,
providing a counter to the
ideal feminine silhouette
prevalent at the time which
literally forced women into a
straitjacket. lllustration from
Les Robes de Paul Poiret
racontées par Paul Iribe,
1908.



>> Societies for reform cloth-
ing organised lectures, partic-
ipated in exhibitions and
worked with designers to cre-
ate new women'’s fashions
that were not only attractive
but also comfortable and
healthy. These societies also
published magazines for dis-
seminating their message.
Reinier de Vries, cover of the
Maandblad voor de Ver-
eeniging tot Verbetering van
Vrouwenkleding (Monthly
Magazine for the Society for
the Improvement of Women'’s
Clothing), 1904. Kunst-
museum (Art Museum), The
Hague.

> According to the reform
movement, nutrition, clothing
and interior design needed to
correspond more to nature.
They advocated a loose-fit-
ting model of dress that could
be worn without a constrain-
ing corset and was scarcely
decorated. Four reform
dresses, depicted in De gra-
cieuse, geillustreerde Aglaja
(2 November 1903).

mately trousers gradually gain ground. There is
arising need for exercise, resulting in the new
phenomenon of sports clothing for women.

Over the course of the nineteenth century;,
playing sport comes to be regarded as a healthy
and sociable pastime for the man. He was able
to stand out from the rest and enhance his
social status by wearing special sports clothes.
The polo shirt, blazer,and pullover were seen as
status-boosting, modern and dynamic, both off
the sports field and on.

Women were expected to keep away from
sporting activities. Any woman perspiring in
front of spectators and clenching her teeth
with effort was an unbearable sight. And the
combative atmosphere that could arise when
playing cricket or other ball games did not suit
aladyatall. Even the medical world had serious
objections to women playing sport. Enlarge-
ment of the heart, unaesthetically developed
muscles and problems in childbearing threat-
ened,according to finger-wagging physicians.
These reservations did not apply to sports
deriving from innocent pleasure or parlour
games. Tennis, hockey, golf, gymnastics, horse
riding,archery and skating gracefully were
regarded as ‘elegant’ and thus suitable fora
woman. Running and perspiring visibly were
naturally undesirable here. So, hitting a tennis
ball so thatalady could return it only by reach-
ingabove her head was unsporting.

At first, women'’s sports clothing scarcely
differed from the restrictive fashions of the
day. That meant that on the tennis court,
ladies around 1900 wore dresses, hats and
shoes that they could scarcely move in even
inateashop.

SWAYING IN COUPLES

Skating women are often depicted on Dutch
seventeenth-century winter landscapes.The
ladies were supposed to sway elegantly on the
skates and nothing more; participation in rac-
ing competitions was undesirable. Things were
abit more relaxed in country villages, where
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there are examples of women skating fast. In
the nineteenth century, fashion-conscious
ladies preferred to glide over the ice in the
skating outfits recommended by fashion
magazines. These sports kits also barely dif-
fered from the elegant fashions prevalentat
the time. This meant that fashionable skating
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was also done in rigid corsets, tight jackets with
high collars and a profusion of pleats, ruches
and embellishments.

A roller-skating craze was reported in the
Dutch papers of 1910. Roller-skaters swept past
pedestrians on the smoothly paved streets of the
cities. Photographs show men doing daring
tricks dressed in sporty jackets with flat caps,
whereas the women are wearing demure ankle-
length skating costumes and the large hats then
in fashion.Justas with the ice-skating, they move
in pairsin the same elegant,subdued manner.

INDECENT AND UNHEALTHY: THE BICYCLE
The bicycle was originally a sports item for
men. Cycles were a luxury product. But when
more bicycles came onto the marketaround
1885, the question suddenly arose: may a
woman also go cycling? The general answer
was aresounding ‘No’

Cycling was indecent,unwomanly,and
unhealthy. It was said to harm women’s organs
so severely that procreation was jeopardised,
and young mothers would be unable to breast-
feed.In1898,a minister still lauded ayoung
bride because she ‘had notyet touched such a
monstrosity as a bicycle.

Women who paid little attention to these
views had to be extremely self-confident,as
they were looked atas ‘miraculous creatures’ or
‘flying insects’. Aftera number of pre-eminent
doctors finally reported that they had never
‘seen an organic weakness or upset that could
be traced back to cycling’, this was taken as
encouragement to women to start taking up
this sort of exercise as well.

Of course, it wasn't that easy, because
cycling women were roundly mocked and criti-
cised. Ladies were advised by a co-combatant
to pretend to be deaf to this. But, this woman
believed, once the road started rising, she
should rather walk alongside her bicycle after
all,because her fresh complexion would other-
wise ‘become hotand perspiring. And that was
highly unaesthetic.
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Ladies’ cycling schools are established to teach
women how to cycle. In Amsterdam’s Parktuin
in 1895, they first practice on wooden planking.
Once they have acquired sufficient skill, they're

allowed to zigzag between the trees and ride
along narrow paths. Tn this way they can
acquire cycling skills without being watched’
According to report, they were not permitted
toride outside the park until they had permis-
sion from the teacher; they could store their
bicyclesinabuilding, have a drinkand change
there—from the last decade of the nineteenth
century, the general view was thata cycling

A number of sports, among
them graceful skating, were
seen as ‘elegant’ and so suita-
ble for a lady. Achille Belt-
rame, illustrationin La
Domenica del Corriere, 27
January 1907.



A Women's tennis was on the
programme for the first time
at the second modern Olym-
pics in 1900. This photograph
of a participant in the Olympic
Games in Paris shows how
that must have looked. Cover
of La Vie au grand air, 22 July
1900.

> In silhouette, the tennis kit
barely differed from fashiona-
ble everyday dress. Leopoldo
Metlicovitz, poster for the
Mele department store in
Naples, 1907, 295 x 206 cm.
Private collection.

* MAGAZZIN TALAN

outfit was exclusively for cycling. Ladieswear
forhorseriding provided points of reference
for these new cycling fashions.

REVOLUTIONARY CYCLING OUTFITS
Atthe end of the nineteenth century, doctors
noted that women using a side-saddle for horse
riding were developing a bent spine. Ladies
needed to take their example from how a man
satahorse and rode a bicycle, they said. From
around 1880, fashion magazines were printing
illustrations showing straight trouser legs
under the wide and extremely long skirts of
women riding side-saddle. They were held in
place with a tape running under the foot. Knee-
length trousers hidden under the skirt com-
bined with high stockings and boots also start
making a cautious appearance. These skirt-and-

trousers combinations turn into cycling outfits.

Bloomers, the trousers named for the Ame-
rican journalistand women’s rights activist
Amelia Bloomer (1818-1894),also provided a
good model for women’s cycling trousers.
When the body-distorting and bulky fashion
for crinolines emerged around 1850, Bloomer
came out fighting for sensible and more practi-

calwomen’s clothes. As an alternative to the
unnatural hooped skirts, she advocated a trou-

ser design modelled onloose Turkish women’s
trousers caughtin at the ankle. They were nota
success at the time, butaround forty years later
women’s magazines began to highlight the
advantages of bloomers as comfortable cycling
trousers. According to dedicated female cy-
clists, these trousers ensured ‘perfect freedom
and safety when getting on and off; the wind
doesn’t catch them and the clothing doesn’t get
tangled in the pedals, which results in many
accidents’.In bloomersa woman could also ride
ahorse astride on a man’s saddle and climb
mountains.

Cycling outfits have to allow freedom of
movement, without causing offence. A prob-
lematic combination. Many different cycling
fashions emerged in Europe and America
around 1890. Adverts show combinations of
long skirts with bolero jackets, double-breasted
jackets with lapels and two rows of buttons,
blouses and cycling cloaks. Skirt-wearers exper-
imented with weights in the seam or threaded
adrawcord through them. But the most note-
worthy are of course the pantaloons and the so-
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called trouser skirts: a skirt with one or more
vertical splits with buttons and a trouser shape
under them. They come togetherin a single
waistband. Inventive solutions led to special
variations. The split skirt could for example be
buttoned up at the frontand the back on both
sides using buttons sewn on at the top. On
alighting from the bicycle, the cyclist unbut-
tons the ends and the skirt falls modestly over
the trousers. Practical and comfortable. Some-
one let slip that she always had a skirt with her.
Assoon as she got off, she pulled it over her
bloomers so that no one could see that she
wasn’t wearing a petticoat.

In the view of an 1894 American magazine,
every female cyclist should wear a full suit of
woollen undergarments. Underwear made of
cotton or silk was unsuitable,as it became
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damp with perspiration. For greater comfort,
she should leave the corsetat home. Corset
makers latched on to such advice to come up
with special cycling corsets.They looked like
standard corsets, but were recommended as

essential forlady cyclists. Because then the lady
cyclistwould be spared a whole series of bodily

ailments,including shortness of breath, head-
ache, liverand kidney disease or anaemia; it
would not damage the respiratory or digestive
organs. With cycling fashions too,articles bor-
rowed from menswear gradually found their
way in. Her robust jacket with lapels was based
onamenswear jacketand her blouse was simi-
lar to a man’s shirt,complete with detachable
collar.She wore a tie as well.

Her cycling shoes had to be low and wide,
the long stockings black. Wearing garters was

LJiEEsaNa « HE @

Mlachoer Susirierts Wotbemicheif fir Kinsa und Lben. —— i, Minh's Virkag in Mifnchen & Leipsig

The weekly Jugend, illus-
trated and laid out in modern
style, published satirical and
critical articles on the social
issues of the day as well. On
the left, a cover from 1897 by
Julie Wolfthorn, a member of
the Berlin Secession: a draw-
ing of a woman in a dress with
corset, puff sleeves and wide
hat that recalls the work of
Henri de Toulouse-Lautrec.
On the right a cover by Frans
Dubeck from 1896: a woman
in a reform dress enjoying
nature.






discouraged, because they restricted free move-
ment of the knee. The head should be covered
with a cap or small hat,such asaberet or cap
with a small peak, but ‘alightweight tourist felt
hat’ or straw hat was a popularaccessory as
well.In 1888, the pupils at the Antwerp ladies’
cycling school were advised to weara veil to
ward off dustand insects in summer and to pre-
vent the tip of the nose freezing in winter.

A cyclingwoman should preferably wear
thin cotton gloves, as glacé or chamois leather
was too warm in the summer,and silk gloves
would slide off the handlebars. Jewellery was
leftathome.

In combination with the developments in
fashion in the art-nouveau period a number of
factors had a major impact on women'’s eman-
cipation with respect to clothes. Rising aware-

100 GODDESSES OF ART NOUVEAU

ness of hygiene and medical aspects setin train
by doctors helped women liberate themselves
from over-restrictive corsets. Women’s chang-
ing position also played arole,as well as the ris-
ing interestin sport.

Looking back, we realise that the bicycle
was the vehicle of women'’s emancipation in
Western European countries. Precisely by
cycling, women not only emphasised their
yearning for freedom and independence, but
set themselves up as men’s equals. It was more
than halfa century before cycling trousers
were transformed into an item of clothing for
everyday use. But,as the precursor ofan item
that has now become essential in women'’s
wardrobes, cycling trousers may be regarded as
amajor pathbreaker to greater freedom.

Miinchner Msssinrs Wochamuchr fr Kasst ued Leben, — G Hink's Verlag bs Milacken & Leipeig.
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<< At the end of the 19th
century, women started
cycling as well. In order to be
able to move more freely,
they combined waisted jack-
ets with wide dresses or even
trousers. The pretty details
on this jacket stand out: scal-
loped fabric, decorative
stitching and buttons in art-
nouveau style. Anonymous
(Netherlands), short cycling
jacket, 1898-1900. Wool
(broadcloth) and mother of
pearl, . 60 cm. Rijksmuseum
Amsterdam.

Karl Bauer, cover of Jugend,
18 July 1896.



The invention of the bicycle
had major social conse-
quences, also for individual
freedom and women's eman-
cipation.The bicycle allowed
women the freedom to travel
under their own power and
so widened their options for
participating in public life.
Jean Béraud, Le Chalet du
cycle au bois de Boulogne,
Paris, c.1900. Oil on wood
panel, 53.5 x 65 cm. Musée
Carnavalet, Paris.
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JEWELLERS

Style Guirlande versus Art Nouveau

This piece of jewellery
depicts a woman metamor-
phosing into an orchid.
Philippe Wolfers, pendant in
the shape of a fantasy orchid
with necklace attached,
signed with the monogram
PW, 1902. Gold, enamel,

plique-a-jour, pearl, diamond,

ruby, carnelian, pendant
dimensions: 6.7 x 5.7 cm.
Private collection.

uring the state visit by French Presi-

dent Raymond Poincaré to his Rus-

sian allies in the summer of 1914,
Tsar Nicholas IT held abanquetin the Empress
Elizabeth Hall of the Winter Palace in Saint
Petersburg. The French ambassador, Maurice
Paléologue,wrote aboutitlater in his memoirs:

The radiance of the uniforms, the magnifi-
cent toilettes, the glittering liveries, the lav-
ish furnishings,in short the overall splen-
dour and grandeur meant that this spectacle
could not bear comparison with any other
courtin Europe.I willlong remember the
dazzling brilliance of the ladies’ jewellery.
A fantastic flood of diamonds, pearls, sap-
phires,emeralds, topazes,and beryls.. as
though everything were on fire. Tsarina
Alexandra Feodorovna was breathtaking
in herlow-cut brocade evening dress and
diamond diadem, while innumerable dia-
monds sparkled on herbosom at her body’s
every move.

The banquet was held on Monday 20 July. Eight
days later, the First World War broke out, bring-
ing to an end the Belle Epoque, the ‘beautiful
epoch’,the period in French and Belgian—and
by extension European—history characterised
by general prosperity,a high degree of social
peace,and artistic and scientific development
onahuge scale.

During the Belle Epoque, fantastic jewels
were crafted in two completely different styles:
art nouveau, with René Jules Lalique (1860-
1945) as the mostimportant exponent,and style
guirlande, introduced by Cartier in particular.

Rising up from nowhere apparently and
lacking any similarity with previous styles,art
nouveau soared to great heights, only to soon
vanish again. The collector and dealer Michel
Périnet (1930-2020), who was one of the first
after the Second World War to sell art-nouveau
jewellery from his gallery on the Rue Saint
Honoré in Paris, said in a 2017 interview: The
movement existed for only a short period,
approximately fifteen years, from 1898 up to
the start of the First World War. The most
beautiful art-nouveau jewellery was created



overan even briefer period: from around 1898
t01906.” Most of the art-nouveau goldsmiths
completely subordinated the materials to the
design.The Belgian artist Fernand Khnopff
(1858-1921) wrote in the special Modern Jewel-
lery’ winter edition of the British magazine The
Studio in the winter of 1901-1902 that many jew-
ellers were notatall happy with the new devel-
opments, because they feared that they would
be left sitting on their large stocks of valuable
gemstones. Atleast 300 jewellery and gold-
smith ateliers were based in Paris around 1900,
most of them engaged in manufacturing and
selling classical gemstones.

That this fear was unjustified is shown by
the fact that the Viennese art critic Fritz
Minkus-Linz reached the conclusion in 1900
that the showcases of the major Paris jewellers
were still stocked with valuable gemstonesin
conventional styles,which continued to be in
demand from most of their customers. They
were boughtas an investment by those who
believed that the new style could not last for
long. The jeweller Pierre Cartier (1878-1964), for
example, completely distanced himself from
art nouveau when he told an English customer:
‘We use very little material and a great deal of
stones.
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He was attempting to make clear that he
thoughtlittle of materials other than precious
stones—exactly as Paléologue saw them worn
during the Saint Petersburg banquet. Tsarina
Alexandra Feodorovna did in fact own a walk-
ing stick with a gilded silver head in the shape
ofawoman turning into a dragonfly—a typical
art-nouveau motif—but it was an exception in
her collection. The head was made by René La--
lique, who took the motif froma poemin Les
Fleurs du mal by Charles Baudelaire (1821-1867).
All the tsarina’s other jewels were crafted in
classical styles and came from traditional Rus-
sian jewellers, such as the Bolin and Fabergé
companies,and Paris houses,including Cartier
and Boucheron. A greater contrast between
jewels made in the same period is scarcely con-
ceivable and had never occurred previously in
the history of jewellery.

Atelling example from the time is the dia-
dem that was made by a German jeweller in
1897—so more or less at the height of art nou-
veau—for the inauguration of Queen Wil-
helmina of the Netherlands ayear later. This
piece made of gold and silver, set with centu-

ries-old diamonds in the possession of the fam-

ily,was executed entirely in a heavy Louis XVI
style. A fewyears later, Cartier in Paris made a

<< Diadem of silver, gold and
diamonds, made by Schiir-
mann & Co in Frankfurtin
1897 for the inauguration of
Queen Wilhelmina in 1898.
One of the gemstones from
the House of Orange collec-
tion that went into it was the
large pear-shaped diamond
bought in 1690 by King-Stad-
holder William Ill and Queen
Mary Stuart Il and for that
reason called ‘the Stuart’.

A Queen Méaxima of the
Netherlands wearing Wil-
helmina's diadem with the
Stuart diamond during the
state visit to the United King-
dom in 2018. This was the
first time in forty years that
the diadem was worn.



A This bandeau diadem with
tendril and leaf motifs and a
large central diamond in
cushion cut is typical of the
style guirlande by Cartier.
Queen Elisabeth of Belgium
bought the diadem in 1912; it
went on to become her
trademark. Cartier, diadem,
1910. Platinum, diamonds. H.
uptoscm.

>> Queen Elisabeth of Bel-
gium (r. 1919-1934) with the
Cartier diadem, photo-
graphed during the wedding
of her son Leopold to Prin-
cess Astrid of Sweden in
1026.

The two diadems in style
guirlande and this art-nou-
veau piece by Lalique, all
three from the same period,
exhibit at a glance the differ-
ence between the two styles.
René Lalique, diadem in art-
nouveau style, €.1903-1904.
Gold, silver, pearls, diamonds

and enamel, diameter 18.8 cm.

Schmuckmuseum Pforzheim
im Reuchlinhaus, Pforzheim.

diadem for Queen Elisabeth of Belgium.One
noteworthy difference with the Dutch one is
the lightness of this piece, owing to the use of
platinum, with the result that much finer set-
tings could be made—giving rise to the name
style guirlande. Louis Cartier sent his designers
out onto the streets to copy the details of eight-
eenth-century house facades. Motifs based on
balcony railings canin fact be discerned in the
Elisabeth diadem.

Virtually at the same time, René Lalique
designed a diadem in art-nouveau style set with
awinding row of pearls and leaf motifs made in
plique-a-jour, which is currently in the collection
of the Pforzheim Schmuckmuseum (jewellery
museum). A greater contradiction in style at
the same pointin time is scarcely to be found
in the history of jewellery.

STYLE GUIRLANDE

Cartier was to a large extent responsible forart
nouveau’s counterpart,which was in fact based
on the neo-Louis XVI style. This style came
into fashion in around 1855, thanks in part to
Empress Eugénie of France. Her admiration for
Queen Marie Antoinette led to arevival of the
designs of the late eighteenth century. Jewel-
lery with motifs such as flower garlands, garden

urns,bows and portrait medallions was crafted
in gold and silver, set with diamonds and pearls.
Asthe metals used are relatively soft, fairly
heavy pieces were the result. By using plati-
num, Cartier was at the century’s end able to
produce much finer settings which led to
pieces of almostlace-like appearance, with the
stones more evident than the metal. The names
given to this style in England were ‘garland
style’and ‘lace-work’,in Belgium bijoux dentelles
or bijoux Louis XV1.

America’s nouveaux riches, created partly
by industrialisation, felt drawn to jewellery of
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this kind. The wealth of the American elite
grew apace. While American society ladies
were unable to sample life at court, the thirty-
five private boxes at the New York Metropoli-
tan Opera House (where the music was of
much lessimportance than the fashions and
jewellery on show) that were groupedina
semicircle around the hall made foran out-
standing replacement. These boxes were
dubbed the Diamond Horseshoe,where
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uncrowned queens such as the Astorand Van-
derbiltladies always turned up fashionably late
to provoke the envy of the others with their
diamond diadems, necklaces and brooches.
There was a comparable situation in Europe
for the rich upper crust,made up of royalty and
the attendantaristocracy,along with ladiesina
position one way or another to buy or be given
precious gemstones. Among them were artistes

and so-called cocottes or grandes horizontales, like

Caroline Otero and Liane de Pougy. Oterois to
be seenina photograph wearing an early neck-
lace by Lalique, still entirely in the classical
style,set with precious stones.

There is good reason, then,why a number
of great jewellers,some of which continue to
exist,were established at this time: Cartier in
1847,Boucheron in 1858, Chaumet from 1885,
Van Cleef & Arpels in 1896,and Tiffany from
1878.

All of these classical jewellers moreover fur-

nished their premises in a classical style that
suited the collections on display. At Cartier,

René Lalique, walking-stick of
Tsarina Alexandra Feodor-
ovna (r. 1894-1917) with a
gilded silver head in the
shape of a woman turning
into a dragonfly. Paris, c.1900.
Bamboo, gold, silver, steel
and enamel, |. 92 cm. Hermit-
age, Saint Petersburg.

<< Léopold Gautrait (design)
and Léon Gariod (manufac-
ture), brooch in style guir-
lande, Paris, c.1900. Gold,
diamonds, enamel and
plique-a-jour, 4.5 x 5 cm.
Private collection. Gautrait
also worked in art-nouveau
style: compare the pendant
onp.111.

Caroline 'La Belle' Otero
(1868-1965), photographed
here in Paris by Charles
Reutlinger, was a Spanish-
born dancer, a singer, courte-
san, and mistress to numer-
ous dignitaries and artists.
Her appearances as exotic
dancer—often stigmatised as
scandalous—made her one of
the most talked-about and
sought-after artistes of her
time. In this photograph, she
is wearing an early necklace
by Lalique in the classical
style.



The use of metal decorations
with plant motifs in art-nou-
veau architecture was soon
adopted in lamps, cutlery,
and other applied artwork.
Philippe Wolfers, vase with
stylised ornaments borrowed
from nature, ¢.1895. Silver, h.
24.2 cm. Rijksmuseum
Amsterdam.

which set up on the chic Rue de la Paix in 1899,
the salesrooms were furnished completely in
neo-Louis XVIstyle. And when Amsterdam
jeweller Bonebakker decided to renovate his
businessat the beginning of the last century,
Carl Bonebakker wrote: ‘Our new building
must continue to have the cachet of stylish dis-
tinction. This will be bestachieved by keeping
itentirely in a particular style, e.g. Empire.’

Despite this ‘stylish distinction’,jewellers of
thiskind also on occasion sold art-nouveau
pieces and articles of use.In particular, Bone-
bakker sold silverware made by the Wolfers
company in Brussels. A vase in the art-nouveau
style,bearing the masonic master’s mark of
Wolfers freres (three five-point stars in a trian-
gle) aswell as the Bonebakker shop brand, was
sold by auction through the art trade to Amster-
dam’s Rijksmuseum a few years ago.And a
Wolfers pendant in the shape of a dying swan—
identical copies of which are kept by museums
in Amsterdam, Pforzheim, Darmstadt,and
Brussels—was sold around 1900 by The Hague
jewellers 't Hart, which specialised primarily in
classical pieces (see p.112).

THE STYLE FOR THE AVANT-GARDE
Forartistic renewal, a relatively small and
somewhat avant-gardist group of interested
patrons relied on a visit to the ateliers and
shops of the relevant artists. René Lalique had
his business on the second floor of a building
on Rue Thérese,and Georges Fouquetin his
premises designed by Alphonse Mucha on Rue
Royale.Sarah Bernhardt (1844-1923), the Arme-
nian oil magnate and collector Calouste Gul-
benkian (1869-1955),and the painter Georges
Clairin (1843-1919) gathered there to place their
ordersand to meet each otherand otherartists
and avant-gardists. Bernhardt had her portrait
painted by Clairin, who introduced Lalique to
her. Alphonse Mucha (1860-1939),who designed
posters for the actor for years, brought her into
contact with Fouquet. And it was probably
Bernhardt who introduced Gulbenkian to La-

lique. Following Lalique’s death, Gulbenkian
wrote to Lalique’s daughter: ‘My admiration for
his unique work has only increased over the
fifty years that our friendship lasted [..] Iam
proud to possess,as far as [ know; the largest
number of works by Lalique.’ The collector
acquired these eighty pieces of jewellery, glass
objects,drawings and objets d’art directly from
the artist between 1899 and 1927. Right up to
today they form one of the mostimportantand
most representative collections of his work in
the world.

Sarah Bernhardt, the ‘divine Sarah’ as she
was known, was a walking advert for the art-
nouveau artists. She wore their pieces both in
private and on the stage. In the play La Princesse
lointaine, specially written for her by Edmond
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Rostand (1868-1918), she wore a René Lalique
diadem with metal lilies set with imitation
pearls.In the lastact, she switched these lilies
for real flowers, which she continued to carry
up to the end of the play. It was this scene that
Alphonse Mucha used for his poster for the
play,and this posterin its turn was used to
design aniconic brooch that was originally
part of the Citroen collection in Amsterdam
and thatis currently in the Hessisches Landes-
museum (Hesse State Museum) in Darm-
stadt.

Another Bernhardticon is the snake brace-
let set with opals and enamel which the actor
wore when playing Medea in the tragedy of
that name by Catulle Mendes (p.100).This
piece,also made to a design by Mucha, was
crafted by Georges Fouquet,who frequently
waited at the artists’ exit at the theatre in the
hope of collecting his money. Bernhardt finally
sold the bracelet in order to provide her son
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SARAH BERNHARDT

ses sdmiraleurs cr ses amis

Maurice,a compulsive gambler, with money.
The piece ultimately came into the collection
of Michel Périnet,who offered it to Amster-
dam’s Rijksmuseum for 100,000 guilders in the
1960s—in vain.In 1986, he sold the bracelet to
ananonymous bidder through Christie’s in
Geneva for 1,300,000 guilders.

Lalique gained his greatest triumph during
the 1900 Paris Exposition (see p.16): ‘The least
debatable victory is the work of Lalique, one of
the members of the jury wrote. The artist put
an end to the ‘material’ mindset of the nine-
teenth century by proving thata piece of jewel-
lery should be prized not only for the value of
the material, butalso forits beauty of form and
craftsmanship, despite the use of less precious
but ethically sound materials. He achieved
unheard-of results through his use of horn,
enamel, glass,ivory,and opal. His hobbies—
painting watercolours and photography—
formed a valuable addition. He mastered the

<< Henriette Rosine Bernard
(1844-1923), better known
as Sarah Bernhardt, in La
Princesse lointaine by
Edmond Rostand. Her head-
dress, with colourful precious
stones, was designed by
René Lalique in around 1895;
the metal lilies are set with
imitation pearls. Photo
Charles Reutlinger, Paris.

This poster from 1896 by
Alphonse Mucha, dedicated
to the actor by her friends
and admirers, shows Sarah
Bernhardt wearing real
flowers in her Lalique dia-
dem. Lithograph, 75.5 x 55.2
cm. Musée des Arts Déco-
ratifs, Paris.

> Sarah Bernhardt brooch,
€.1900, designed from
Alphonse Mucha's poster.
The maker is unknown, prob-
ably American. Gold, dia-
monds, emerald, pearl and
enamel, 8.4 x 3.6 cm. Hessi-
sches Landesmuseum, Darm-
stadt, previously Citroen col-
lection, Amsterdam.
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plique-a-jour technique to perfection. This
enamel technique, which was probably known

to Etruscan goldsmiths,is described by Benve-
nuto Cellini (1500-1571) in his Trattati dell’-
Oreficeria e della Scultura (Treatises on the Gold-
smith’s Art and Sculpture). In 1857, this work was
translated into French and the technique redis-
covered by number of goldsmiths. Plique-a-jour
would ultimately become one of the mostimpor-
tant characteristics of art-nouveau jewellery.

With his floral symbolist designs, Lalique
exerted a fascinating influence on a number of
contemporaries,who imitated him in part, but
also used him asa source of inspiration while
maintaining their own character. An Ecole La-
lique and a Lalique genre arose, both in Paris
and outside France.

The Ecole Lalique included goldsmiths who
were strongly influenced by the masterand
even copied him on occasion, such as René Foy
and Paul Liénard. Léopold Gautrait (1865-1937),
whose designs were executed by Léon Gariod
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<< Georges Fouquet after a
design by Alphonse Mucha,
Sarah Bernhardt's snake
bracelet, 1898. She wore this
piece while playing Medea in
the tragedy of that name by
Catulle Mendés (after the
original by Euripides from
431 BC). In this tragedy, a
woman takes vengeance on
her unfaithful husband by kill-
ing their two children and his
new love.

Alphonse Mucha, poster for
the tragedy Medea in the
Théatre de la Renaissance in
Paris, 1898. Lithograph, 206 x
76 cm. Mucha has success-
fully captured Sarah Bern-
hardt's imposing stage pres-
ence, with the Lalique snake
bracelet making its contribu-
tion to Medea'’s aura of sor-
ceress and exotic femme
fatale. Granger Historical
Picture Archive.



Gautrait was one of the few
goldsmiths who worked
simultaneously in the art-
nouveau style and in the style
quirlande. Many copies of
this pendant are known after
a jeweller sold them as his
‘calling card’ at the 1900 Paris
Exposition. Design: Léopold
Gautrait, manufacture: Léon
Gariod, pendant in the shape
of a peacock, c.1900. Gold,
diamonds, emerald, opals
and plique-a-jour, 6.7 x 7 cm.
Collections: Victoria and
Albert Museum (London),
Schmuckmuseum Pforzheim
and private collection, among
others.

>> René Lalique, drawing of a
jewel with peacock motif, 1897-
1898. Pencil and pastel on

BFK Rives paper, 28 x 22 cm.

and sold by the jeweller Henri Vever, should be
mentioned in this regard. Gautrait's famous
peacock pendant seems literally to have been
copied from a Lalique design. Whereas Vever
sold the series-produced Gautrait peacock
during the 1900 Paris Exposition, Lalique had
designed his version as early as 1897-98.In addi-
tion, Gautrait was one of the few goldsmiths
who worked simultaneously in the art-nou-
veau style and the style guirlande.

Eugeéne Feuillatre worked as an enameller
for Lalique, butalso supplied designs under his
own name. Georges Fouquet, Lucien Gaillard
and Henri Vever worked in the Lalique genre,
as did the Austrian Gustav Fischmeister,who

served hisapprenticeship under Lalique and
later worked in Vienna along with Lalique’s col-
league Rozet,in the style of his mentorand
others. In Germany, the work of Wilhelm Lucas
von Cranach revealed Lalique’s influence. The
Barcelonajeweller Masriéra worked in classical
nineteenth-century styles and materials. Luis

Masriérais said to have attended the 1900 Paris
Exposition and been much impressed by the
jewellery on display. Once back in Barcelona he
closed his shop toreopen ayearlater with an
entirely new collection in the art-nouveau
style. His designs always reveal a somewhat
baroque influence; they can be readily distin-
guished from those of his French colleagues
and sometimes recall Mucha’s designs.
Remarkably enough, it was primarily men
who designed jewellery for women during the
art-nouveau period. Nevertheless,a few female
designers did make a name for themselves.
Charlotte Isabella Newman (1836-1929) is
regarded as the first significant jewellery
designerinaworld thatat the time consisted
almost exclusively of men.She was based on
Savile Row in London and signed herjewellery

with ‘Mrs N. She worked initially in various
neo-styles, but ultimately also became invol-
ved inart nouveau, which was called Modern
Style in Britain.
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Elizabeth Bonté was active in Paris. Inspired
by René Lalique’s work, she specialised in
jewellery made of horn,which she was able
to colourin aningenious way. On occasion
she added pearls and precious stones to her
designs, in which butterflies, dragonflies and
otherinsects predominated. After all her fel-
low-jewellers had stopped making art-nou-
veau pieces,she continued working in the
style up to the 1930s.

BRUSSELS AS A CENTRE OF THE ARTS
‘Brussels was still a bustling city at the time,
Jacques Brel once sang. At the end of the nine-
teenth century, the Belgian capital was at the
centre of the avant-garde and an inspirational
artistic environment. Political, social and eco-
nomic conditions turned Brussels into the cen-
tre of arts and culture in Western Europe
around 1900.In a sense, Brussels played an
even more significant role in art nouveau than
did Paris. Architects such as Paul Hankar, Victor
Hortaand Henry Van de Velde designed and
built houses,while innumerable art dealers
sold their wares to a select, but extremely well-
informed and progressive public. Painters,
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sculptors, musicians and other artists made
successful careers in the Belgian capital.

As early as 1881, the Brussels lawyers and art
connoisseurs Octave Maus and Edmond Picard
published the first edition of LArt moderne,a
magazine on the evolution of modern art.

Maus started organising concerts in combina-
tion with exhibitions in 1884. Van Gogh, Gau-
guin, Seuratand Pissarro were among the
exhibiting artists, while the music of Franck,
Debussy and Scriabin was played here, some-
times for the first time.In November 1895, the
German art dealer Samuel Bing opened his
galerie 'Art nouveau in Paris, giving the new
movement its name. Butas early as 1893, Edmond
Picard had launched a comparable initiative in
Brussels under the name Maison d’art. He com-
bined it with a theatre where artists discussed
their work in symposia.

The artist Philippe Wolfers (1858-1929)
lived and worked in this climate that was ideal
forartand craftwork. He turned to Japanese art
and nature for inspiration and was one of the
first artists to start working in ivory—fur-
nished by King Leopold IT and originating
from the Belgian Congo.

<< Elizabeth Bonté studied at
the Ecole des arts décoratifs
in Paris. After experimenting
in leather and textiles, she
started making hairpins and
combs in carved horn. Her
atelier was successful and
she went on to manufacture a
range of horn pendants in art-
nouveau style decorated with
flower and insect motifs, in
collaboration with her former
competitor Georges Pierre.
Bonté was still making art-
nouveau pieces in the 1930s.
Elizabeth Bonté, butterfly
brooch, London, ¢.1916.
Horn and turquoise, h. 5 cm.
Lalique Museum Nederland,
Doesburg.



< ‘Swansong' refers to a last
gesture, effort or perfor-
mance shortly before death
or retirement. The term
refers to the belief, originat-
ing in ancient Greece, that
swans, which do not make a
sound during their lives, sing
a beautiful melody immedi-
ately before they die. The
singing dying swan, recognis-
able from the bent neck and
hanging head, is a recurring
theme in Western art and lit-
erature. Philippe Wolfers,
necklace with swan, ¢.1901.
Gold, ruby, pearl and enamel;
h. 8.2 cm (pendant). Rijksmu-
seum Amsterdam.

> Philippe Wolfers, Het lied
van de zwaan (Song of the
Swan), 1898. Bronze, marble,
oak and mahogany, 157 x 66
x 135 cm, Virginia Museum of

Fine Arts, Richmond (US).

In his book Sources of Art Nouveau published in
1956, Tschudi Madsen referred to Wolfers as
‘the Belgian Lalique’. Wolfers,however, devel-
oped his own individual style and was not part
of the Ecole Lalique.

Belgium did not participate in the 1900
Paris Exposition, where Lalique celebrated his
triumphs,and so Wolfers could not compete
with him. Nevertheless, he was compared with
the greatartist that same year,during a banquet
to mark the fiftieth anniversary of the Wolfers
fréres family business. To mark the occasion,
the Berlin jeweller Felix Friedlander had writ-
ten a song, which I discovered in the Wolfers
family archive almosta century later. The
second verse began:

Dir, Philippe, Dir waren die Musen hold,
Du bist ein Kiinstler in Silber, in Gold.

Du fiihrtest die Firma von Siege zu Sieg,
Dubist heut’ in Belgien der zweite Lalique.

You, Philippe, the muses loved,

Youare anartistin silverand gold.

You led the firm from triumph to triumph,
In Belgium now,you are the second Lalique.

Wolfers’ oeuvre is comparatively small. More
than 2,000 Lalique designs are known, which
were often reproduced several times over by a
large group of specialists. By contrast, Wolfers
worked with a staff of only five, primarily on
unique pieces, of which he personally recorded
more than 150 in his Catalogue des exemplaires
uniques. A number of pieces were reproduced
more often, but total production was limited.
More than fifteen unsigned copies of Wolf-
ers’ pendant in the shape of a swan are curren-
tly known.In the 1970s, museums in Amster-
dam, Pforzheim and Darmstadt bought three
of them, which were then listed as ‘Anony-
mous, Paris, c.1900".1 was able to show in 1984,
with the assistance of Wolfers’ oldest grand-
daughter, Jeanine Schotsmans-Wolfers (1924-
1991) and thanks to her grandfather’s archive
which she managed, that these pendants had
been produced by Philippe Wolfers in 1902.
I drew the conclusion from the swan’s posture
thatitwas dying and so I could name the design
Le Chant du cygne (The Swan’s Song), by analogy
with the bronze of the same name that Wolfers
created in 1898 and which is now in the collec-
tion of the Virginia Museum of Fine Arts.
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The pendant Orchidée made in 1902 (see p.102)
isnot unique either, but it does bear the mon-
ogram PW;to date four copies are known. A
mask cutinto carnelian can be seen in the
centre of the piece.In all probability, Wolfers
borrowed the motif from literature. This
detail is mentioned in the Eastern fairy tale
Narkiss by the French author Jean Lorrain
(pseudonym of Paul Duval, 1856-1906), pub-
lished in the collection Princesses d'ivoire et
d’ivresse in 1902. Narkiss, son of the pharaoh,
saw a dream flower in an enchanted world on
the banks of the Nile with a face in which he
recognised one of his ancestors, the goddess
Isis. Lorrain, incidentally, dedicated this story
to his friend Lalique, who also worked this
motif up into a piece of jewellery,which is
now in the collection of the Gulbenkian
Museum in Lisbon.

The fact that Wolfers owned an important
comb made of horn made by Lalique shows
that headmired his French colleague. This
piece is crowned by a golden peacock set with
enamel and opals and is unsigned, butis still in
its original case with the address of Lalique on
Rue Théréese in Paris in the lid. The comb was
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sold through me to an anonymous buyer by
one of Wolfers’ granddaughters in 1989.
Whereas René Lalique devoted himself
increasingly to the production of glass from
1908 onwards, Wolfers after the art-nouveau
period focused almost exclusively on the art of
sculpture up to his death. He was the universal
artist of the two, even composing music of
exceptional merit in the style of Debussy.

THE END OF THE STORY

Interestin art nouveau disappeared after the
First World War. Whereas the art-deco style
emerged fairly naturally from the style guirlande
in part,art nouveau was viewed with a certain
disdain. Interest was revived to some extent
after the Second World War.

The Amsterdam jeweller Karel A. Citroen
died in Oslo at the age of almost100 on 18
December2019. Aninternet search for his
name yields a Wikipedia entry: Engelandvaarder
(WWII escapee to England) and silver expert.
Citroen did indeed become well known as the
latteramong those interested in silver, primar-

ily through his publications on silver hallmarks.

Buthe earned his spursin anotherareaaswell.

<< This Lalique pendant
shows a woman's face in a
flower, borrowed from the
fairy tale Narkiss by the
French author Jean Lorrain.
René Lalique, pendant in the
shape of an orchid, c.1900.
Gold, enamel and glass, 7.4 x
5.4 cm. Signed on the leaf at
top right: LALIQUE. Calouste

Gulbenkian Museum, Lisbon.

< Philippe Wolfers, Orchidée
ailée (Winged Orchid), detail
of p. 102.

Comb with peacock, bought
by Philippe Wolfers from
René Lalique. René Lalique,
comb with peacock, Paris,
1898-1899. Horn, gold, opals
and enamel, h. ¢.18 cm. With
original case: R LALIQUE -
20 Rue Thérese - PARIS.

Private collection.












WIM HUPPERETZ, HANS VAN KEULEN, MARIKE VAN ROON

ART NOUVEAU

in the Allard Pierson Collections

S ince 2019 the University of
Amsterdam heritage collec-
tionsare in the care of the Allard
Pierson, the amalgamation of the
Allard Pierson Museum and the uni-
versity’s Special Collections. They
include renowned collections in the
fields of archaeology, the history of the
book, cartography, graphic design, liter-
ature, Jewish cultural history, natural
history,and the performing arts. Espe-
cially the Graphic Design and Perform-
ing Arts collections abound with post-
ersand other objects from art nouveau.
During the preparations for the exhibi-
tion Goddesses of Art Nouveau, the style
was the subject of asearch in and selec-
tion from the collections for the first
time. This led to amazing finds, some
of which are now exhibited for the first
time. Many of these objects were given
aspecial conservation treatment first.

GRAPHIC DESIGN

The collection in the field of graphic
design mostly regards the industrial
period, i.e.the time from c.1830 onward.
It concerns script (calligraphy, letter-
ing,and type design) as well as the pro-
duction and design of books, posters
and other printed works.Ithasan
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international orientation and contains
alarge collection of secondary sources.
The foundations for the Graphic
Design collection were laid with the
acquisition of the Bibliotheek van het
Boekenvak (Library of the Dutch Pub-
lishing Industry) in 1958,a broad col-
lection in the field of book history with
regard for design and production. The
next majoracquisition was that of the
sizeable Typografische Bibliotheek
van Lettergieterij Amsterdam (Typo-
graphical Library of Type Foundry
Amsterdam), formerly N.Tetterode,in
1971. This collection focuses on the
design and production of printed
works,butalso contains archives such
asthe S.H.de Roos Archive and the
Type Production Archive. Apart from
type samples and specialist literature,
the Typographical Library includes
numerous rare type specimens and
highlights from the history of Dutch
and international graphic design.
Since the 1950s there has been
active acquisition of designers’and
institutions’ archives,including that of
the former Nederlands Archiefvan
Grafisch Ontwerpers (NAGO, Dutch
Graphic Designers Archive). These
materials now cover a period of more

Sjoerd de Roos, Knitting
Volendam Woman, 1899.
Pencil drawing, 31 x 20 cm.
Allard Pierson, University of
Amsterdam.




Albert Capus's comedy Les Maris
de Léontine (Léontine's Hus-
bands), on a modern woman who
defies convention, was an instant
international success: it premie-
red on Broadway within a year
and was turned into films in Ger-
many (1928) and France (1947).
Anonymous, Les Maris de Léon-
tine, 1900. Poster, 140 x 100 cm.
Allard Pierson, University of
Amsterdam, TiN collection, inv.
no. T1900-002.

than hundred years and constitute the
most important source for research
into Dutch graphic history. Itis the
Allard Pierson graphic collections’
range that makes them so special: tech-
nology as well as design,and designers
known from museums next to those
who represent the history of the pro-
fessioninaless conspicuous way.

The collection’s field is partly inter-
twined with the field of book history

and with the history of design and art. It
enables research into the graphic pro-
fessioninallits aspects and thus makes
an essential contribution to the knowl-
edge of the history of Dutch design.In
this discipline the Allard Pierson isin
close collaboration with the Master’s
Programme of Book Studies and the
Wim Crouwel Institute (WCI),which
has founded a chair in the History, The-
ory and Sociology of Graphic Design
and Visual Culture. The WCI's activi-
ties support the conservation of collec-
tions and the knowledge of the history
of graphic design and typography.

PERFORMING ARTS

The Performing Arts collection hasa
wide scope: Dutch classical and mod-
ern music,jazz, theatre,dancing,and
the international circus. A smaller part
is dedicated to cabaret, opera, musical,
operetta, mime,and puppetry. The TiN
(Theater in Nederland) Foundation
transferred its collections to the care of
the Allard Pierson. They preserve the
history of the Dutch theatre in plays,
prints and photographs, posters, pro-
grammes, replicas, film,and costumes.
The premieres database (1751-present),
which contains over 100,000 Dutch
theatre premieres and which is updat-
ed daily, links these collections. The cir-
cus collection—the world’s largest—is
internationally orientated. It owes its
existence and size to the circus enthu-
siasts K. D.Hartmans (1963), Herman
Linssen (2010),and Jaap Best (2016).

HIGHLIGHTS

The collections of the Allard Pierson—
the University of Amsterdam’s muse-
um and research institute—are meant
for study; they aim at the presentation
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and research of history in all itsaspects.
They are not collected for their high-
lights, but for their contentasawhole.
Naturally they do include highlights,as
do the collections mentioned above
which include importantart-nouveau
works. Research for the present exhi-
bition led to the rediscovery of book
covers and posters by major designers
such as K.P.C.de Bazel, Walter Crane,
Wilhelmina Drupsteen, Adolph Fried-
lander, Roger Marx, Alphonse Mucha,
and Jan Toorop.

The library turned out to contain
almost complete series of Jugend and
Ver sacrum, including famous covers by
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Koloman Moser and Gustav Klimt. An
early drawing by Aubrey Beardsley dat-
ing from 1893 in the Theatre collec-
tions (see p.86) isabsolutely unique:
the only known original Beardsley
drawing in a Dutch collection.

Moderne Druckvertberungen

Type-specimen books for prin-
ters show how the imagery of art
nouveau was used in commerce.
Musterbuch Schriften, Einfassun-
gen, Ziermaterial [...], c.1906.
16.4 x 30.2 cm. Allard Pierson,
University of Amsterdam, inv. no.
66563901.



ILLUSTRATION FOR LOJIE FULLER
BY ROGER MARX AND PIERRE
ROCHE

Design Pierre Roche, 1904

Société des Cent Bibliophiles, Paris
H.27.2 cm, w. 20.6 cm

Allard Pierson, University of Amsterdam,

Tetterode collection, inv. no. KG 10-220

From 1892, the American dancer Loie
Fuller caused quite a stir in Paris with
her Serpentine Dance and Salome
Dance.She is viewed as a pioneer in
the fields of modern dancing and the-
atre lighting:in her performances she
combined free movement with mod-
ern lighting techniques and with gar-
ments for which hundreds of metres
of silk were used.

Loie Fuller was portrayed more
often than any other artist of her time.
Fuller posed for bronze, marble and
glass sculptures, for drawings and
paintings; her portraitappeared on
porcelain,jewellery, medallions,and in
books.The art critic Roger Marx (1859-
1913) and the sculptor Pierre Roche
(1855-1922) in 1904 celebrated her with
aluxury edition thatisawork of art
nouveau in itself. The book contains
essays that Marx had written about
Fuller from 1892 and embossed prints
that Roche had made of her between
1893 and 1897. The printer and publish-
er G.Peignot et Fils designed a new
font specially for this edition: the Auri-
ol Italique.

The last two decades have seen a
revival of interest in Loie Fuller:not
just for her important part in modern-
ist dancing, butalso for her battle to
acquire patents on all kinds of lighting-
related inventions and copyright on
her work.In 2016 a film about Fuller
titled La Danseuse premiered at the
Cannes film festival. ap
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5 Janvier 1897

COVER FOR LA PLUME,

NO. 186, 1897

Design Alphonse Mucha

Imprimerie de Vaugirard, Paris
Colour lithograph, h. 26 cm, w. 18 cm

Allard Pierson, University of Amsterdam,

inv. no. Z 1070
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La Plume (The Feather) magazine was
founded by writer Léon Deschamps in
Paris in 1889. Its motto: Pour l'art’ (‘For
art). It was a two-monthly magazine
aboutartand literature illustrated by
the likes of Paul Gauguin, Odilon

Redon,and Henri de Toulouse-Lautrec.

The developments in colour lith-
ography enabled the making of large

posters from the 1890s onward, both
foradvertising and as a form of art.
Posters became all the rage,and in
Europe as well as in the USA art-nou-
veau posters were in great demand. La
Plume cleverly dedicated an entire
issue to the history of the posterin
1893. There were special issues about
single artists as well. From 1894 the
magazine regularly organised exhibi-
tions under the name ‘Salon des Cent,
with La Plume as the exhibition cata-
logue; the 1897 solo exhibition of
Alphonse Mucha, for example, for
which he designed the poster as well.
On that occasion sixissues of the maga-
zine were about Mucha’s work. For the
almost identical covers, Mucha drew
an allegorical woman with a feather
from Pegasus’ wings in her hand:
Pegasus is the winged horse from
Greek mythology that symbolises
poetic inspiration. Ap



COVER FOR VER SACRUM,
NOVEMBER 1898

Design Alphonse Mucha

Gerlach & Schenk, Vienna

Colour lithograph, h. 30 cm, w. 29 cm
Allard Pierson, University of Amsterdam,
Tetterode collection, inv. no. KG 10-49-52

Ver sacrum (Latin for ‘sacred spring’,a
Romanritual in which youngsters
were made to leave the city to found a
new settlement) was the magazine
belonging to the Vienna Secession, the
union of young Austrian artists in
search of a new art fora new society.
The Vienna Secession had splitaway

from the Vienna Artists’ House, con-
demning its traditionalism. The Seces-
sion’s first exhibition was held in a new
building with the same name in 1898.
It features a striking gold dome and
inscriptions such as Ver sacrum and the
motto ‘Der Zeit ihre Kunst/ der Kunst
ihre Freiheit’ (‘Time should have its art,
artshould have its freedom’).

Gustav Klimt and Max Kurzweil
had founded the magazine in 1898; it
quickly became the main source for
art nouveau in Austria. Writers and
artists from all over Europe collabo-
rated init. In the lastissues female

artists got some attention as well. In
1898 Ver sacrum published a special
issue on Mucha,who also designed
the cover for the Novemberissue:a
medallion picturing a seated woman
with long hair that seems to fill the
entire circle. She isleaning her chin on
her hands,which are holding a book
or magazine. Ap
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COVER FOR VER SACRUM,
APRIL 1899

Design Koloman Moser

Gerlach & Schenk, Vienna

Colour lithograph, h. 30 cm, w. 29 cm
Allard Pierson, University of Amsterdam,
Tetterode collection, inv. no. KG 10-49-52
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The mostimportant designer for the
Vienna avant-garde review Ver sacrum
was Koloman Moser (1868-1918). He
was one of the founders of the Vienna
Secession and in 1900 was appointed
professor of drawing and painting at
Vienna’s Kunstgewerbeschule (Arts
and Crafts School).

For Ver sacrum Moser designed sev-
eral covers,but his most important
task was the lay-out of the content
pages, merging text and illustrations
into a harmonious whole. For the April
1899 issue, he made what may well be
the mostappealing cover in the maga-

OSKI2RUTGD
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zine’s brief history (it stopped appear-
ingin1903):a girl's raised head, her face
framed by curls that resemble luscious
roses.Moser had drawn similar por-
traits of girls in Allegorien: Neue Folge
(Allegories: New Part),a book of exam-
ples that, like Ver sacrum, was published
by Gerlach & Schenk. In this portfolio
they embody ‘song and love’ and
‘spring’.



COVER FOR VER SACRUM,
FEBRUARY 1898

Design Koloman Moser

Gerlach & Schenk, Vienna

Colour lithograph, h. 30 cm, w. 29 cm
Allard Pierson, University of Amsterdam,
Tetterode collection, inv. no. KG 10-49-52

The designer Koloman Moser was an
excellent example of a Gesamtkiinstler:

anartistinvolved in many fields of art.

With Joseph Hoffmann and Fritz
Wirndorfer he founded the Wiener
Werkstitte in 1903,a movement simi-
lar to Arts and Crafts. Gustav Klimyt,

Egon Schiele, Emil Orlik,and Oskar
Kokoschkawere also involved in the
Werkstatte. As an artistic director,
Moser worked with others in produc-

ing furniture, silver and metal work,
textiles,jewellery,and graphic design.
Healso designed settings and cos-
tumes for the Wiener Werkstitte the-
atre. Between 1909 and 1916 his paint-
ings were exhibited in Diisseldorf,
Dresden, Budapest, Rome,and Berlin.
Moser’s work can be found in all
the areas of daily life:book covers and
magazine vignettes, fashionand
stained glass, ceramics, crockery; glass,

silver,jewellery and furniture. When
he chose a butterfly as a decorative
motif,it could lead to wallpaperora
cover fora magazine,such as this one
for Ver sacrum.In this design he placed a
dancing butterfly girlin a repeating
pattern that runs from the front to the
back cover, making human being and
nature merge into one flowing move-
ment. AP
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PLATE FROM CALENDAR LES
MOIS (THE MONTHS) FOR LA
BELLE JARDINIERE, 1896

Design Eugene Grasset

G. de Malherbe, Paris

Woodcut and chromotypography, 12 plates;

h.31.9 cm, w. 24.7 cm
Allard Pierson, University of Amsterdam,
Tetterode collection, inv. no. KF 12-6
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The Paris-based Swiss artist Eugene
Grasset (1841-1917) worked in a bewil-
dering variety of applied arts: he de-
signed furniture, wallpaper, textiles

and tapestries, ceramics, jewellery,

and stained glass—but it was graphic
design that became his forte, especially
posterart. The Salon des Cent (see
p-122) held an exhibition of his work

in 1898. As the popularity of French

posters was sky-rocketing in the Unit-
ed States, Grasset was soon contacted
by several American companies. His
work for Harper's Magazine and Tiffany
contributed to the dominance of art
nouveau in American art.

In 1895 Grasset designed a calendar
for the Paris department store Les
Grands Magasins de la Belle Jardiniere.
In areference to the name of the store,
he filled the calendar with elegant
women in aromantic garden whose
atmosphere changes with the months.

The department store,an idea that
had sprung up in Paris in the nine-
teenth century,led to a new concept
thanks to the general prosperity of the
Belle Epoque: fun shopping instead of
buying what you need, with the wares
laid out in a well-lit, spacious store. It
was also a place where women enjoyed
freedom of movement outside the
home. Selfridges in London (1909),
Galeries Lafayette in Paris (1912), A
I'Innovation in Brussels (1901),and
Yeliseyev in Saint Petersburg (1902-
1903) were builtin the art-nouveau
style and are still famous for their spec-
taculararchitecture. Ap



COVER FOR PSYCHE BY LOUIS
COUPERUS

Design Jan Toorop, 1898

L. J. Veen, Amsterdam

H.28 cm,w. 21 cm

Allard Pierson, University of Amsterdam,
inv. no. K-65-666

Jan Toorop (1858-1928) was one of the
mostimportant Dutch artists in the
period 1880-1910. He worked in several
styles,such as Symbolism, pointillism
and art nouveau. He made paintings,
drew portraits and designed ceramics,
advertising posters,and book covers.
Toorop was (and still is) viewed as an
international artist, with exhibitions
all over the world. His work influenced

Gustav Klimt,who was impressed
by his artful handling of lines—also
known as the ‘salad-oil style’, from
Toorop’s poster for Delft Salad Oil
(see p.42).

For Psyche,an esoteric fairy tale by
the famous Dutch authorand dandy
Louis Couperus (1863-1923) on the
human soul, Toorop designed a Sym-
bolist cover: Psyche is flying to the
celestial sphere on the back of her
winged horse. The whiplash lines are
typical of art nouveau. In the second
edition a Toorop drawing was printed
on the frontispiece,justas in the second
edition of Couperus’ Fidessa (see p.85).

Toorop made three other Symbol-
istbook covers for Couperus: Metamor-
foze (1897, see inside of the front cover),
Babel (1901),and God en goden (1903).
Nowadays Toorop’s cover designs are
regarded as a highlight in Dutch book
decoration;especially the Couperus
covers are coveted collector’s items. Ap
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DIE HEXE (THE WITCH),
ILLUSTRATION IN VER SACRUM,
FEBRUARY 1898

Gustav Klimt

Gerlach & Schenk, Vienna

Colour lithograph, h. 30 cm, w. 29 cm
Allard Pierson, University of Amsterdam,
Tetterode collection, inv. no. KG 10-49-52
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The Austrian painter Gustav Klimt
(1862-1913) was one of the most influ-
ential artists of his time. His oeuvre,

full of imagination and intuition,
belongs to Symbolism.Klimt was a
founderand one of the prominent
members of the Vienna Secession;
during the 1890s he was very popular
asa portrait painter of the Viennese
bourgeoisie. His art presents the new,
independent, self-confident woman.

Klimt’s portraits are experimental,
looking for new forms. His preference
for strong, unassailable,and sensual
women is visible in most of his oeuvre.
The first page of the February 1898
issue of Ver sacrum features an expres-
sive portrait of a witch,drawn by
Klimt. Her pale face with black-lined
eyes,red lipsand a determined expres-
sionis framed by a shock of red hair. ap






COVER FOR SPENSER’S FAERIE
QUEENE. A POEM IN SIX BOOKS
WITH THE FRAGMENT MUTABILITIE
BY EDMUND SPENSER, ED.
THOMAS J. WILSE, 1894-1897

Design Walter Crane

George Allen, London

H.27.3cm,w.21.2cm

Allard Pierson, University of Amsterdam,

inv. no. KG 74.4.9
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The Faerie Queene by the English poet
Edmund Spenser (1552/53-1599) isa
long poem that was influenced by
Arthurian legend and by the epic poet-
ry of the Italian Renaissance. It was

written in the form of allegories in

which knights embody various virtues.

The knights all serve Queen Gloriana,
who represents Queen Elizabeth I of
England (r.1558-1603). The Faerie
Queene consists of six parts and the

beginning of a seventh part, Mutabilitie.
Ithas always been in print since the
sixteenth century and was a very pop-
ular children’s book in the nineteenth
century.

Walter Crane (1845-1915) designed
the coverand made the illustrations
for this edition; it is regarded as one of
the most beautiful products of the
Arts and Crafts movement. Apart from
book covers and illustrations, Crane
also designed wall paper, stained glass
and ceramics,and made his mark in the
supply and design of children’s books.
His initiative to publish The Faerie
Queene testifies to the romantic fasci-
nation with the Middle Ages in the
Artsand Crafts movement. Ap



OPHELIA, ILLUSTRATION IN
MORALITES LEGENDAIRES BY
JULES LAFORGUE, 1897-1898
Design Lucien Pissarro

Wood engraving Esther Pissarro-Bensusan
The Eragny Press, London

H.21.6 cm,w.14.6 cm

Allard Pierson, University of Amsterdam,
Tetterode collection, inv. no. K10-176, 177

Moralités légendaires by Jules Laforgue
(1860-1887),a Decadent poet who was
influenced by Impressionism as well
as Symbolism,appeared in 1887,a few

months before he died of tuberculosis.

Itisa parody on literary characters
such as Hamlet, Lohengrin, Salome
and Ophelia:they have been taken out
of their traditional contexts and trans-

ferred to a fantasy world where absurd
humourand philosophic fable inter-
mingle.

The book was published in two vol-
umes in 1897, with a print run of 220
copies.The illustrations, ornamental
borders and initials were designed by
the French-British artist Lucien Pissar-
ro (1863-1944) and engraved in wood

by his wife, Esther Pissarro-Bensusan
(1870-1951). On this page we see Ophe-
lia, who after Hamlet’s murder of her
father goes mad with griefand drives
the people of Elsinore to distraction
with incomprehensible songs.She
finally drowns under mysterious cir-
cumstances,a scene depicted by many
artists (see also p.77). ap
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ILLUSTRATION IN DAT LIEDEKIN
VAN HERE HALEWINE (THE SONG
OF LORD HALEWIJN)

Design Henricus Jansen, 1904

NWV. Lith formerly S. Lankhout & Co,

The Hague / Erven F. Bohn, Haarlem
Colour lithograph, h. 40.8 cm, w. 55.6 cm
Allard Pierson, University of Amsterdam,
inv. no. OL 63-922
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The Dutch graphic artist, painterand
designer Henricus Jansen (1867-1921)
spent two years working on a portfolio
of twenty-seven lithograph sheets to
illustrate The Song of Lord Halewijn. This
medieval ballad was handed down by
oral tradition for centuries and was
written down and published in the
nineteenth century. It tells of Lord
Halewijn,who lures women with his
singing and then hangs them on a field
of gallows. One princess almost shares
this fate,but with a ruse she is able to
behead Halewijn with a sword.

-

Inarefined, graceful style and with
delicate pastels, Jansen gives the grue-
some ballad aluxurious setting. He
put the text of the Halewijn ballad on
loose text pages with floral decora-
tions. A year before they were pub-
lished, Jansen had the lithographs
exhibited in the Haagsche Kunstkring
(The Hague Art Circle). On this page
we see the banquetat the end of the
story:the princess presents Lord
Halewijn’s head on a dish,in a reminis-
cence of the story of Salome and John
the Baptist. ap



ILLUSTRATION THE PEACOCK
SKIRT IN SALOME: A TRAGEDY IN
ONE ACT BY OSCAR WILDE, 1907
Aubrey Beardsley, 1894

John Lane, The Bodley Head, London
Block print, h. 21.7 cm, w. 17.8 cm

Allard Pierson, University of Amsterdam,
Tetterode collection, inv. no. K 10-184

In his one-act play Salome Oscar Wilde
(1854-1900) tells the biblical story of
John the Baptist’s death from the per-
spective of Salome, who danced so
beautifully before her stepfather Her-
od Antipas that she could ask forany-
thing asareward. She demanded the
head of John the Baptist. Wilde wrote
the play in French in 1891;in 1894 the
English translation appeared, witha
cover design and illustrations by Aubrey
Beardsley (1872-1898). Beardsley chose
the peacock and its splendid feathers,a
beloved motifin art nouveau (cp.p. 111,
115),as the key to the designs. The green
book cover is lavishly decorated with
gilt peacock feathers, while the illustra-
tions are in black and white. Some of
them were initially rejected as too
erotic,but were included in the 1907
edition. Wilde and Beardsley turned
Salome into a manipulative, cruel and
passionate femme fatale. The Peacock

Skirt presents herinalong garment
decorated with a stylised pattern of
peacock feathersand wearing a head-
dress of peacock feathers as well; there
even isastrutting peacock in the back-
ground. Beardsley drew his inspiration
for the illustrations from Japanese
prints as well as the wall paintings in
‘The Peacock Room’,which the Ameri-
can painter James McNeill Whistler

(1834-1903) had designed fora house in
Londonini1877.

Salome was to premiere in London in
1892 starring the French actor Sarah
Bernhardt (1844-1923), but the perfor-
mance was prohibited by censors; the
world premiere took place in Paris
instead. In 1905 Richard Strauss (1864-
1949) used Wilde’s text for his opera of
the same name. ap

CATALOGUE ALLARD PIERSON 133



PORTRAIT OF SARAH BERNHARDT
AS CLEOPATRA, 1913

Antoon van Welie

Pastel on paper, h. 38 cm, w. 27 cm

Allard Pierson, University of Amsterdam,

TiN collection, inv. no. t005327.000

Atthe beginning of the twentieth cen-
tury Antoon van Welie (1866-1956)
was a famous portraitist, both in the
Netherlands and abroad. He lived in
London, Parisand Vatican City by
turns,as he had studios there.In the
Netherlands he favoured The Hague,
where he was part of Louis Couperus’
circle (see p.127). His work represents
the cultural elite of his time: from re-
nowned politicians, the popes Bene-
dict XV and Pius X, members of the
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Dutch royal family and otheraristo-
crats to writers and artists such as
Yvette Guilbert and Sarah Bernhardt.
Van Welie used this pastel drawing of
Bernhardt playing Cleopatra for the
invitation to an exhibition of his work
in Parisin1924.

Sarah Bernhardt (1844-1923) was
the most famous actor of her genera-

tion. She fascinated the world with her
voice and her unrivalled acting, not to
mention her exuberant private life.
Bernhardtalso was a sculptor, painter,

businesswoman,and theatre director
who hired two Paris trendsetters: René
Lalique (see Akkerman’s contribu-
tion) and Alphonse Mucha. ap



TRACIQUE RISTOIRE 0°FAMLET ¥
PRINCE DE mnemm_K




COVER FOR KEYNOTES BY
GEORGE EGERTON, 8TH EDITION

1895

Design Aubrey Beardsley (cover and
illustrations), 1893

The Bodley Head, London
H.20cm,w.13cm

Allard Pierson, University of Amsterdam,
inv. no. 2562 G 15

George Egerton was the pen name
used by the originally Australian
author Mary Chavelita Dunne Bright
(1859-1945). In her novel Keynotes she
did away with the male-construed
image of the ‘pure’ woman, which
denied women the right to sexual free-
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dom.Egerton is regarded as an icon of
the New Woman movement and was

aproponent of women'’s suffrage and
emancipation,but she did not want
her work to be viewed as just feminist.
Keynotes was a notorious success
both in Europe and the US because of
itsaudacious style and its often radical
and feminist content. Egerton was a
trailblazer for writers such as Virginia

Woolf, James Joyce,and D.H. Lawrence.

The title Keynotes was also used
some years later for a series of thirty-
four female-friendly novels with
which publisher John Lane of The
Bodley Head wanted to propagate the

ideal of the New Woman. Aubrey
Beardsley designed the covers and dec-
orations for twenty-two of these edi-
tions, drawing the series into the deca-
dentatmosphere of the fin de siécle.
His book cover for Keynotes contains
ingredients from the commedia dellarte,
suchasaminstrel withaluteanda
pierrot holding a stick puppetofan
elegant woman with a duster. Ap



COVER FOR THE WOMAN WHO
DID BY GRANT ALLEN,

18TH EDITION 1914

Design Aubrey Beardsley (cover and
illustrations), 1895

John Lane, London

H.20cm, w. 13 cm

Allard Pierson, University of Amsterdam,
inv.no.1247 G 22

The Keynotes series initiated by pub-
lisher John Lane to promote the New
Woman also included The Woman Who
Did (1895) by the Canadian-British
writer, novelist,and champion of the
evolution theory Grant Allen (1848-
1899).The protagonistisayoung, self-
confident middle-class woman who
objects to marriage for reasons of prin-
cipleand is prepared to bear the conse-
quences by facing life as a deliberately
single mother.

Allen was a feminist who saw this
novel as a means to promote women'’s
rights. The book caused a sensation
and was instantly controversial, as

both conservatives and feminists criti-
cised Allen’s protagonist. The Woman
Who Did was turned into films in Brit-
ain in 1915 and in Germany in 1925, but
also occasioned retorts such as The
Woman Who Didn’t by Victoria Crosse
and The Man Who Didn’t by Emily
Lovett Cameron, which championed
the traditional division of roles between
men and women.

Aubrey Beardsley made a cover
design with lotus flowers, symbolising
rebirth, truth and inner growth. ap
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COVER FOR HILDA VAN SUYLEN-
BURG BY CECILE GOEKOOP DE

JONG VAN BEEK EN DONK
Design Theo Nieuwenhuis, 1897
Scheltema & Holkema, Amsterdam
H.21cm,w.17cm

Allard Pierson, University of Amsterdam,
inv.no.573H 19

Hilda van Suylenburg by Cécile Goekoop
de Jong van Beek en Donk (1866-1944)
isregarded as the first fully fledged
Dutch feminist novel. The author was
closely involved in the trail-blazing
National Exhibition of Women’s
Labour held in The Hague in the sum-
mer of 1898 (see p.74). Her novel onan
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unconventional young woman in The
Hague addressesall the urgentissues
of the new women’s movement: mar-
riage and divorce, custody, the rights of
illegitimate children,and women’s suf-
frage. Hilda decides to go to university,
becomesalawyerand manages to
combine her work with having a fami-
ly. The book was a huge success that
was soon translated into German,
French and Swedish,and still is in print
today.

Theo Nieuwenhuis (1866-1951)
designed a gorgeous Nieuwe Kunst
(the Dutch art nouveau) coverand
also created a cheerful prospectus for
the novel. Nieuwenhuis was the house

designer, so to speak, of modern Dutch
literature: he made designs for books
by Louis Couperus, Jac.van Looy,and
Jacques Perk. Form (Nieuwe Kunst)
and content match perfectly in this
case,because the story of Hilda van
Suylenburg links up with the so-called
New Women Writing of Kate Chopin,
Rachilde, George Egerton,and Char-
lotte Perkins Gilman. They paved the
way for feminist-modernistauthors
such as Virginia Woolfand Radclyffe
Hall. ap



COVER FOR DIE FRAUENFRAGE:
IHRE GESCHICHTLICHE
ENTWICKLUNG UND
WIRTSCHAFTLICHE SEITE BY
LILY BRAUN, 1901

Design anonymous

Verlag S. Hirzel, Leipzig
H.23.5cm,w.17.5cm

Allard Pierson, University of Amsterdam,
inv. no. 2340 B 14

The German author Lily Braun (orig-
inally Amalie von Kretschmann, 1865-
1915) was a member of the SPD (Ger-
many’s Social Democratic Party) from
an early age and became aleader of the
German feminist movement.

Her best-known book is Die Frauenfrage
(The Woman Question: Its Historical
Development and Economic Aspect).
Taking the economic position of
women as her starting point, Braun

in this book gives a detailed descrip-
tion of women’s circumstances at the
beginning of the twentieth century
and the challenges they faced ina
changing society.

Braun defends her views,which
sometimes appear to be radical, by
means of a careful study of source
material and an accurate use of the
available statistics. Her view is that
women have their own personalities
and should not be regarded asjust

someone’s (future) wife or mother.
She therefore promotes economic
freedom for women and, on these
grounds,a new model for personal
relationships and the abolition of the
institution of marriage. In Braun’s
view, capitalism contributes to the
suppression of women and the
destruction of the family, making
socialism inevitable. The book was
translated into Dutch in the same year
itwas published in German,and into
Frenchin1908.

The cover design is characterised
by typical art-nouveau lines and
abstract nature motifs; the designer
remains anonymous. Ap
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COVER FOR SNEEUWWITJE
(SNOW WHITE) BY GOVERT VAN
DER HOEVEN

Design Wilhelmina Drupsteen, 1906

D. Coene & Co, Amsterdam

H.30cm, w. 24 cm

Allard Pierson, University of Amsterdam,
Tetterode collection, inv. no. EDF 01-29

The Dutch painter and graphic design-
er Wilhelmina Drupsteen (1880-1966)

was commissioned mostly by feminist
organisations and other NGOs.In 1903
she made fashion drawings for the

Maandblad der Vereeniging voor Verbete-
ringvan Vrouwenkleeding, the monthly
magazine of the Society for the Reform
of Women’s Clothing. Drupsteen was

anassistantand laterateacheratthe
Dagteeken- en Kunstambachtsschool
voor Meisjes (Girls’ Day School for
Drawing, Arts and Crafts) in Amster-
dam from 1904 to 1906.1n 1906 she
received the Royal Award for Modern
Painting, which was instituted in 1871.
In 1913 she made an important con-
tribution to the Dutch feminist exhibi-
tion Woman 1813-1913. Her design Purple

and Green was declared the winner in
the poster-design category.She also
became known for her book covers,
typography and illustrations for the
fairy tales Snow White (1906) and Cin-
derella (1907), which had been translat-
ed and rewritten by the journalist
Govertvan der Hoeven.Both cover
designs were based on geometry. The
fairy-tale characters on the covers and
illustrations are wearing reform dress-
es that Drupsteen designed for the
reform society’s monthly in 1903. ap
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LOUIS RAMADE, NOUVEAU
RECUEIL PRATIQUE D'ENSEIGNES
DECORATIVES A 'USAGE DES
PEINTRES, C.1901

Monrocq fréres, Paris. Published in the series
Bibliothéque du peintre en batiment

19 sheets in a portfolio, h. 32.5 cm, w. 49 cm
Allard Pierson, University of Amsterdam, Jan
Tholenaar collection, inv. no. OL 63-3112
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During the art-nouveau period, script
lithographers and painters often imi-
tated typefaces such as the well-
known Auriol, or used examples from
lettering model books. German,
French,and British publishers had spe-
cialised in these books since the middle
of the nineteenth century; so had the
Paris firm of Monrocq fréres. They
could be sumptuous luxury editions,
often inloose sheets, or cheap little
books in a simple edition. Around 1901
Monrocq freres published one of the
artistic highlights in the field of art-
nouveau lettering and a pinnacle of

nineteenth-century chromolithogra-

phy: Louis Ramade’s Nouveau recueil
pratique d’enseignes décoratives a 'usage des
peintres (New Practical Collection of Deco-
rative Signs for the Use of Painters). Rama-
de,who wasa teacherata painting
school in Melun, did not present any
alphabets in his portfolio but merely
painted imaginary applications. Other
notable art-nouveau example books
are Neue Schriften und Firmenschilder im
modernen Stil (Vienna/Leipzig 1904) by
Josef Lehner and Eduard Mader,and
Schriftenatlas: neue Folge (Stuttgart 1903-
05) by Ludwig Petzendorfer. ap



KLAAS VAN LEEUWEN, LETTER-
BOEK VOOR DEN TEEKENAAR EN
AMBACHTSMAN, 1907

G. Schreuders, Bennekom (NL)

54 plates in a portfolio, h. 29 cm, w. 37 cm

Allard Pierson, University of Amsterdam, inv.
no. hs. XXXV D 18:2

Het Letterboek voor den teekenaar en
ambachtsman (Lettering Book for the
Draughtsman and Craftsman,1907) by
Klaas van Leeuwen isa typical product
of the ‘rational’ Nieuwe Kunst (the
Dutch art nouveau) of Amsterdam.
Van Leeuwen was influenced by his
architect friends Karel de Bazel (1869-
1923) and Mathieu Lauweriks (1864~
1932),both striving for a geometrical
order from a theosophical persuasion
(seealso p.21). Most of the designs are
presented in a series of three sheets:
construction ona grid,an alphabet,
and an imaginary application.The
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prints were made in bicolour lithogra-
phy,apart from a few pictures that
were reproduced by collotype.

With his portfolio Van Leeuwen
wanted to provide examples that could
easily be reproduced by painters and
stonedressers, for example.In order to
achieve unity of form in a simple way,
Van Leeuwen thought, ‘itis necessary
to draw the letters on simple basic
forms, which for our alphabet means
the square and the circle” He was not
into organic lettering shapes of the
whiplash kind that s so typical of art
nouveau. Ap
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BYRDS S[NGLC

COVER FOR HITWEEK,
AMSTERDAM, 27 MAY 1966
Design Willem de Ridder

H. 44.5 cm, w. 31 cm

Allard Pierson, University of Amsterdam,
inv. no. ZZF 7505

The catalogue accompanying the exhi-
bition Jugendstil & Expressionism in Ger-
man Posters, which was held in Berke-
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ley’s University Art Gallery in 1965,
became an important source of inspi-
ration for young designers in San Fran-
cisco.This neo-art nouveau became
the pictorial idiom of the West Coast
hippiesand the Summer of Love of
1967, which brought the hippie move-
ment international fame.

The Dutch teen magazine Hitweek,
designed by Fluxus artist Willem de

Ridder, closely followed American
counterculture. In the middle of the
1960s Hitweek had neo-art-nouveau
covers and headlines in a new version
of the Arnold Boecklin (1904), the
Jugendstil typeface par excellence. The
magazine sold reprints of Mucha post-
ers and the editors also wrote about
the ‘youth style’. ap



il

FRUGALITY AND PRUDENCE AS
FEMININE VIRTUES, 1903

Design Adolf le Comte

Execution Jan Schouten

Glass, lead, h. 250 cm, w. 276 cm

Allard Pierson, University of Amsterdam
(long-term loan from De Nederlandsche
Bank), inv. no. 1904850000

In 1903 the De Nederlandsche Bank
(Dutch National Bank) staff presented
the board of directors with a stained-
glass window made by the Delft paint-
er Jan Schouten (1852-1937) aftera
design by Adolfle Comte (1850-1921).
Both worked at the Polytechnic School

—

of Delft,now the Delft University of
Technology. The gift was placed in the
entrance hall of the main branch.

The window features a tree with
the House of Orange’s coat of arms
and motto in a reference to King Wil-
liam I (r.1815-1840), who founded the
investment bank in 1814. There are ele-
gant female figures on either side,
wearing long robes and headdresses.
The one on the right symbolises fru-
gality, with one hand clasping her
purse,dressed in a sixteenth-century
costume with a pleated collar. The fig-
ure on the leftis holding a cashbook
and represents the domestic virtue of

sound financial management.The
lions couchant are guarding the hoards
of gold, while the two little devils hid-
ing to the leftand right symbolise the
dangerous side of money.

The Allard Pierson was given this
window as along-term loan in 2015. It
was put back in the museum’s entrance
hall asatangible memory of the period
when the museum building was the
main office of De Nederlandsche Bank
(1865-1967). AP

CATALOGUE ALLARD PIERSON 145



JOANNA FLAWIA FIGIEL

LUOM EN in Karlsruhe around 1900

Social Renewal in a Liberal Capital

T he year 1871 saw the birth of the
German Empire:an amalgam
of semi-autonomous states, each gov-
erned by its own noble family and each
with its own educational system. The
Grand Duchy of Baden in the south-
west of the Empire, with its capital
Karlsruhe, was ruled by relatives of the
emperor. In contrast to the authoritari-
anrule of the Kaiser,however, Grand
Duke Frederick I (1.1856-1907) chose a
liberal approach.

The role of women in the Empire
was restricted by societal rules,butin
Baden, due to the liberal political cli-
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mate, women had more autonomy. In
1893, the first grammar school for girls
in Germany opened its doors in Karls-
ruhe. Women in Karlsruhe founded
the society Frauenbildung - Frauen-
studium (Education and Academic
Studies for Women). By itself, this was
already arevolutionary step,because
the participation of women in political
organisations was prohibited through-
out the rest of Germany. Baden’s asso-

ciation law,however, did allow for
political activity by women. In the
autumn of 1899, thanks to the social
and political influence of this society,

the first female students were admit-
ted to the university of Freiburg. The
university of Heidelberg and the Tech-
nische Hochschule (polytechnic) of
Karlsruhe followed shortly after.

The situation at the artacademy in
Karlsruhe was different. Whereas in
Russiawomen were admitted to art
academies from 1871, this was not the
case in Karlsruhe (norin the rest of
Germany).It was only with the intro-
duction of legal gender equality in 1919
thatwomen could enter the artacade-
mies. In order to circumvent this pro-
hibition and enable professional art

Male Kunstgewerbeschule
students dressed up as
women. Picture in Jugend
1897, no. 23, p. 383. Universi-
tatsbibliothek Heidelberg



education forwomen, the Grof3her-
zogliche Malerinnenschule Karlsruhe
(Grand-ducal School for Female Paint-
ers) was established in 1885. Thus,
Karlsruhe became a front runnerin the
whole of the Empire, together with
Munich, which was home to a ‘Damen-
Akademie’ (Ladies’ Academy). Grand
Duchess Louise became the school’s
patron and thus provided part of its
financial base. These private institutes
were much more expensive than the
publicly funded state academies. By
advertising in and outside of Germany,
the school received many applications.
Margarethe Hormuth-Kallmorgen
and Kithe Roman-Forsterling were
influential teachers. Talented students
included Jenny Fickentscher,later to
join the ‘Grotzinger Malerkolonie’
(Painters’ Colony of Grotzingen) in an
idyllic suburb of Karlsruhe,and Dora
Horn-Zippelius,one of the founders of
the Bund Badischer Kiinstlerinnen
(the League of Women Artists of
Baden),which isstill in existence
today.

The new Malerinnenschule provided
an example forwomen interested in
craftsmanship; they now started
demanding admission to the Kunst-
gewerbeschule (Artsand Crafts Col-
lege) of Karlsruhe.In 1897,a humorous
photograph appeared in the famous
weekly Jugend—from which the name
‘Jugendstil’ was derived—showing
male students of the Kunstgewerbe-
schule dressed as women, with the
programmatic word JUGEND in capi-
tals on their dresses. From its start,
Jugend campaigned for women’s rights.

In one of its first issues (in January
1896), Georg Hirth, one of the maga-
zine’s founders, published an article
headed ‘Our Dear Sisters’ Brains,
which reads like a manifesto:

From a purely human point of view;,
our sisters’ struggle for equality
with the stronger, ruling, oppres-
sive sex seems to me to be the most
fascinating and worthwhile of the
more elevated stirrings and move-
ments of our time. [..] If they wish

Bowl on foot Roses

Design Kathe Roman-Férster-
ling, Karlsruhe, 1908.
Execution GroBherzogliche
Majolika-Manufaktur Karls-
ruhe. Earthenware (Irdengut),
wheel-thrown, white tin
glazing, coloured glazing,
transparent lead glazing.
H.17 cm, diam. 26 cm. Badi-
sches Landesmuseum Karls-
ruhe, inv. no. M193

toachieve this equality with us
men in the realm of creativity, they
shall have towrestitfromusina
hard fight, making use of every pos-
sible stratagem of war.

Women were finally admitted to
Karlsruhe’s crafts college in 1901.
Female and male students were
allowed to attend classes jointly, which
was not self-evident in Germany at this
time (as opposed to other countries).
In 1901, the artist Hans Thoma initiated
the establishment of the Grof3her-
zogliche Majolika-Manufaktur Karls-
ruhe (the Grand-ducal Majolica Facto-
ry). He set out the conditions for the
company’s collaboration with artists in
an official programme titled ‘Condi-
tions for the Artistic Gentlemen'—the
possibility of collaboration with female
artists did not even cross his mind. It
was only in 1908 that Kithe Roman-
Forsterling, as the firstand only wom-
an artist, received a commission for a
ceramic design at the Majolika-Manu-
faktur. Her life illustrates the ambiva-
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Detail of a Japanese robe by
Emmy Schoch (see p. 168).

lence of the position of women in soci-
ety around the turn of the century.She
was one of the first female students at
the Kunstgewerbeschule in Karlsruhe
and went on to become a teacherat the
Malerinnenschule. Her husband, the
artist Max Roman, also worked
there—asateacherandlaterasits
director. Roman-Forsterling showed
her confidence and ambition by using
adouble surname,a gesture as modern
asitwasrare in those days. Especially
women with an artistic oracademic
profession opted for this. When her
marriage foundered in 1908, Roman-
Forsterling’s husband and mother had
her declared ‘permanently mentally il
and thuslegally incompetent. This
meant she could no longer continue in
herartistic profession. Roman-For-
sterling’s tragic life demonstrates the
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difficulties emancipated women faced
on the threshold of the twentieth cen-
tury. Although she was held in high
esteem as an artist, this did not mean
she could live her life as she herself
saw fit.

Many other extraordinary women
shared her destiny, because they could
not or would notlive up to society’s
demands.The label ‘hysteria’ was used
forawhole range of alleged mental dis-
orders in women. In 1888,1leading neu-
rologist and psychiatrist Paul Julius
Mobius defined hysteria as an unsta-
ble condition only observed in women,
which was characterised by overasser-
tiveness, egocentricity and a strong
need to be acknowledged.In 1895, Sig-
mund Freud and Josef Breuer pub-
lished Studies on Hysteria, where they
introduced the concept of ‘psychoa-
nalysis’. Unfortunately, the larger part
of society accepted these delusions
regarding women.

THE JUGENDSTIL COLLECTION
OF THE BADISCHES LANDES-
MUSEUM KARLSRUHE

Acquisition of the Jugendstil collec-
tion at the Badisches Landesmuseum
(Baden State Museum) began in 1919,
when objects from the Kunstgewerbe-
museum (Arts & Crafts Museum) and
the Grofsherzogliche Sammlungen fiir
Altertums- und Volkerkunde (Grand-
ducal Collections of Antiquities and
Ethnology) were transferred to the
recently founded Badisches Landes-
museum. Just after the Second World
War there was little professional inter-
estin fin-de-siecle artand therefore no
Jugendstil objects were collected in
Karlsruhe, nor did museums and uni-
versities undertake any studies of

Jugendstil. This situation remained
unchanged until 1970, when the direc-
tor of the Badisches Landesmuseum,
Ernst Petrasch, decided to buy the two
hundred objects of art historian Ger-
hard Woeckel's Jugendstil collection.
By acquiring this internationally
important collection, Petrasch laid the
foundations for the museum’s Jugend-
stil department: the first step in its sys-
tematic elaboration over the following
years.The collection also includesand
documents characteristic artefacts by
local artists, such as ceramics by Max
Laeuger and textiles by Emmy Schoch.
In1982,a sizeable acquisition of around
14,000 objects created in the Grof3her-
zogliche Majolika-Manufaktur Karls-
ruhe followed. Besides many fine
examples of Jugendstil majolica, this
collection also includes models (see p.
151) and moulds.

The state lottery fund Zentralfonds
zur Anschaffung von Spitzenwerken
der Kunst (Central Fund for the Acqui-
sition of Major Artworks) funded fur-
therimportantacquisitions for the
museum’s collection, like Mucha’s
bust Nature and the Edward Burne-
Jones tapestry. Other recent additions
to the collection are the European
Jugendstil tiles (2000) and the collec-
tion of French ceramics decorated
with dripping glazing (2007). Objects
were also added during the prepara-
tion of the exhibition Jugendstil am
Oberrhein (Jugendstil on the Upper Rhine)
in2008.



BUST NATURE

Design Alphonse Mucha, Paris, 1900
Execution Emile Pinedo foundery, Paris
Bronze, hollow cast, chased, silver-plated,
gold-plated, chrysocolla

Signed ‘Mucha'’ in the hollow beneath the
right shoulder

Manufacturer’s mark ‘Pinedo Paris’ on the
socle and founder’s mark ‘C’ in rectangle
H.70.7 cm, w. 28 cm, d. 28 cm

Badisches Landesmuseum Karlsruhe,

inv. no. 76/197

There are several interpretations of the
symbolic meaning of this masterpiece
by Mucha as well as different theories
about the woman depicted here.Is it
the actress Sarah Bernhardt or the
dancer Cléo de Mérode? One copy,
titled Nature, was presented at the 1900
Paris Exposition. Another one was
referred to as Heathen Goddess, in the
allegorical context of the zodiac. Some
think she represents Salammbo from
the French novel with the same title
(1862) by Gustave Flaubert. This would
explain the presence of the egg, which
plays animportant role in Flaubert’s
novel,asa symbol of the origin of life.

Because the arms are missing, the
hair becomes more conspicuous.
Abundant, ornamentally rendered
woman'’s hair is one of the most impor-
tant stylistic elements of Mucha’s
work. Here, the artist cleverly merges
it with the spirals of the socle. This
merging of forms,where beginning
and ending of the individual lines can
hardly be discerned, is common in
Jugendstil art. Jrr
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DECORATIVE WALL PLATE HARPY
Design Hans Thoma, Karlsruhe, 1901
Execution GroBherzogliche Majolika-
Manufaktur Karlsruhe

Fine earthenware (Steingut), moulded, white
tin glazing, coloured glazing with metal oxides,
hand-painted, incised

Signed ‘HT’ on front side

Marked on reverse ‘10, Baden, Dk’ and manu-
facturer’s mark with the crown of Baden and
MM

Diam. 38 cm, h. 5.5 cm

Badisches Landesmuseum Karlsruhe,

inv. no. M112a
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The painter and graphic artist Hans
Thoma (1839-1924) was the grand old
man of the Karlsruhe art scene. He had

an exceptional influence on artistic
and cultural developments in the
grand-ducal residential town of Baden.
He regularly attended courtand had
direct contact with Grand Duke Fred-
erick I. This put him in a position to
interest the grand duke for the founda-
tion of the Majolica Factory, where
only artists made the designs.

Apart from Medusa, harpies are
Jugendstil's most popular embodi-
ments of adangerous femme fatale. In

Greek mythology, harpies are mali-
cious,bloodthirsty,and invulnerable
female storm demons. They are hybrid
creatures withawoman’s head ona
vulture-like body with raptor’s claws.
Thoma provided his harpy with pro-
nounced breasts to emphasise the
creature’s demonic character. In
Jugendstil art, such sexualised harpies
served as the opposite of other female
images, which show the idealised,
maidenly,asexual femme fragile. Jrr



DECORATIVE WALL PLATE

THE FROG KING

Design Hellmuth Eichrodt, Karlsruhe, 1908
Execution GroBherzogliche Majolika-
Manufaktur Karlsruhe

Earthenware (Irdengut), moulded, white tin
glazing, coloured glazing with metal oxides,
slip-painting (Schlickermalerei) on border,
hand-painted

Manufacturer’s mark on the reverse with
crown of Baden and ‘MM’, ‘model 1034’
Paper sticker ‘GroBherzogliche Majolika-
Manufaktur Karlsruhe i.B.’

Diam.36 cm, h. 3cm

Badisches Landesmuseum Karlsruhe,

inv. no. M 6475

Large decorative wall plates were

among the main products of the Majo-
lika-Manufaktur in Karlsruhe. Several
artists were commissioned to provide
designs,among them the painterand
graphicartist Hellmuth Eichrodt
(1872-1943). He achieved some fame as
acollaborator of thelegendary weekly
Jugend and the satirical magazine Sim-
plicissimus, both of which publicly criti-
cised the Empire’s petty morality.

The word ‘model on the reverse
proves that the skilled craftsmen
employed by the company used this
plate to produce more copies by hand.

In the spirit of the British Artsand
Crafts movement, the Majolika-
Manufaktur envisaged a way to retain
the value of craftsmanship while at the
same time producing objects in larger
numbers.

The key scene of the Grimm
brothers’ fairy tale The Frog King is
depicted in the plate’s centre. The frog,
having retrieved the lost golden ball
from the well,demands the reward the
princess has promised him,but she
refuses to keep her promise. Jrr
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TABLE LAMP DANCER WITH VEIL
Design Raoul Francois Larche, Paris, 1901
Execution Siot-Decauville foundery, Paris
Bronze, cast, gilded

Signed ‘RAOUL LARCHE' on the side
Inscription on the side: ‘To Mr Soubeiran/
from his friends/14 July 1901

Founder’s mark ‘SIOT-DECAUVILLE PARIS
FONDEUR, K 293’

H.33cm, w.19.5¢cm,d. 17 cm

Badisches Landesmuseum Karlsruhe,

inv. no. 66/8

The bronze figurine depicts the Ameri-
candancer Loie Fuller (1862-1928).
Afterher first performance in the
Parisian cabaret music hall Folies
Bergére in1892,she soon becamea
phenomenonand achieved interna-
tional fame. Her spellbinding Serpen-
tine Dance with huge swathes of
transparent fabric made hera cher-
ished subject for Jugendstil artists.
Fuller became a Jugendstiliconand
images of dance a favourite theme in
turn-of-the-century art.

The beautiful bronze also hasa
practical use,although at first sight
one overlooks the light bulb hidden
behind the enormous veil. Around
1900, electric light was still a revolu-
tionary innovation. Electric street-
lighting could already be found in the
larger cities, but few houses were fitted
with mains,and electric household
appliances were a rare luxury that only
the wealthy could afford. Jrr
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STATUETTE PERFORMANCE

WITH A VEIL

Design Agathon Léonard, Paris, 1898-1900
Execution Manufacture Nationale de Sévres,
1912

Biscuit porcelain, slip casting

Marked underneath ‘No. 12’

Manufacturer’s mark on the side of the dress
‘SEVRES and ‘S 12’ in triangle

H.55cm, w. 38 cm, d. 20 cm

Badisches Landesmuseum Karlsruhe,

inv. no. 69/7

The Belgian sculptor Agathon Léonard
(1841-1923), who was to acquire French
nationality later in life, was known in
the first place for his depictions of
dance.Like many other Jugendstil art-
ists,he was fascinated by subjects
related to dynamic movementand
rhythm. Not only Loie Fuller butalso
other famous, dashing women such as
the Dutch dancer and spy Mata Hari
(1876-1917) and the American pioneer-
ing dancers Ruth St. Denis (1879-1968)
and Isadora Duncan (1877-1927).

The statuette Performance with a Veil
belongs to a table centrepiece of fif-
teen female dancers and musicians.
Originally, the statuettes had a fixed
position within one of three groups,
each arranged around a central figure
on apedestal. The centrepiece wasa
triumph at the 1900 World Exposition
in Paris,winning Léonard a gold medal.
The statuettes were so popular that
they were copied in Italy by porcelain
manufacturer Richard Ginori in Sesto
Fiorentino and in Thuringia,in a small-
erversion, by porcelain manufacturer
Gebriider Heubach. Jrr
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STATUETTE AUTUMN CROCUS
Design Sophie Burger-Hartmann, Munich,
1897

Execution Deutsche Werkstatten
(German Workshops), Munich

Bronze, cast, joined

H.28 cm,w.11cm,d. 11 cm

Badisches Landesmuseum Karlsruhe,

inv. no. 70/50

The German sculptor Sophie Burger-
Hartmann (1868-1940) made sculp-
tures that expressed strong emotions,
like the sad girl with bent head thatris-
es up from the flower of the autumn
crocus. All parts of this plantare toxic
and confusion with spring crocus or
wild garlic can be lethal. Perhaps this is
whatisalluded to here, the statuette
serving as a metaphor for sudden
death and mourning. The plant has soft
mauve-coloured flowers and isalso
named ‘naked ladies’, which refers to
the fact that the flowers emerge from
the ground long before the leaves
appear.In spring there are only leaves
and inautumn only flowers.So the
limply hanging leaf of the statuette
thatatfirst sightappears as foliage, is
actually awilted petal.

Roots twistaround the sculpture’s
base.The striking aestheticappearance
of roots was a much-loved motif
among Jugendstil artists. JFr
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STATUETTE THE SPIRIT OF
ECSTASY

Design Charles Robert Sykes, 1911
Execution Rolls-Royce Ltd., Derby
Bronze, lost-wax casting, chrome-plated
H.20.8cm,w.10.8cm,d.11.7 cm
Badisches Landesmuseum Karlsruhe,
inv. no. 70/119 b

The English sculptor Charles Robert
Sykes (1875-1960) is best known for his
design of this statuette, The Spirit of
Ecstasy — the mascot that was to adorn
the radiator of every Rolls-Royce from
1911 to 1934. The early Rolls-Royce cars
went without ornamentation and it
was Lord John Scott Montagu,a friend
of Charles Rolls,who came up with the
idea of having a mascot designed. He
had a sculpture of St Christopher, the
patron saint of travellers, mounted on
the bonnet of his Daimler to feel safer
while driving. Later, he talked to Sykes
abouta professional design fora car
mascot. There are different explana-
tions for the name of the woman thus
immortalised. The most current one is
that the sculpture was modelled on
Eleanor Thornton, Lord Montagu’s
secretary and lover (hence the nick-
name ‘Nelly in her Nightie). Sykes
knew herwell, too,as she modelled for
several of his works.

Each statuette was created by hand
through lost-wax casting,a method by
which awaxmodelisencasedina
mould. The wax is then melted and
drained away,and bronze is poured
into the hollow core. JFF
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INTARSIA THE EAGLE ABDUCTING
AEGINA

Design and execution Gaspar Homar i
Mesquida, Barcelona, c.1900

Intarsia, amaranth, ebony and boxwood
H.38 cm,w.30cm, d. 2 cm

Badisches Landesmuseum Karlsruhe,

inv. no. 70/234 b

The Spanish craftsman and artist Gaspar
HomariMesquida (1870-1953) had a
workshop in Barcelona, where he mainly
designed and made furniture and intar-

156 GODDESSES OF ART NOUVEAU

sia,butalso mosaics, textiles, carpets,
metalwork,and lamps. He embraced the
concept of the Gesamtkunstwerk and
created complete interiors and even
houses, in close collaboration with

Spanish architects. For his intarsia
Homar did not colour the wood with
aniline dyes but used species of wood
with different natural colours instead,
asin Japanese intarsia art. By using
many different native and exotic wood
species,he was able to create a great
variety of shades.

This panel most probably was part of
an interior or a piece of furniture. It
shows Zeus, the king of the gods, who
has taken the shape of an eagle and
abducts the beautiful nymph Aegina.
According to Greek mythology, Zeus
took form eitheras an eagle orasa
great flame. The artist cleverly com-
bined both versions by depicting a
flaming eagle. Jrr
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TAPESTRY THE PILGRIM IN THE
GARDEN OR THE HEART OF THE
ROSE

Design Sir Edward Burne-Jones and William
Morris, London, before 1896

Execution Merton Abbey (supervised by
John Henry Dearle), near London, 1901
Unique specimen, wool, cotton warp, silk,
machine-woven, embroidered
Manufacturer’s mark ‘MA' in the bottom
right-hand corner

H.155cm, w. 201 cm

Badisches Landesmuseum Karlsruhe,

inv. no. 72/147

The British painter Edward Burne-
Jones (1833-1898) and the artistand
craftsman William Morris (1834-1896)
were the figureheads of the Pre-Raph-
aelite Brotherhood and the Artsand
Crafts movement, respectively. They
were close friends and often worked
together, with Burne-Jones usually
responsible for the human figures and
Morris for the decorative elements
(mainly flowers).

This tapestry’s theme is derived
from a medieval French love poem
known in English as the Romaunt of the
Rose. The story is told in the form of a

dream. Apart from the first-person nar-
rator the characters are not real people,
butallegorical figures like Reason or
mythological oneslike Amor.The rose
symbolises the beloved woman. The
tapestry shows the scene in which the
narrator enters the magic gardenasa
pilgrim and falls in love with a rose.
Hostile forces prevent him from reach-
ing her by raising a thick, thorny rose
hedge—butof course, the story hasa
happyend. Jrr
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DECORATIVE WALL PLATE

GIRL WITH DAISY CHAIN

Design Max Laeuger, Karlsruhe, 1896
Execution Ofenfabrik (factory kiln) Mayer,
Karlsruhe

Unique specimen, earthenware (Irdengut),
white tin glazing, coloured glazing, transpa-

rent lead glazing, craquelure, incised
Marked ‘ML on the reverse

Diam. 36 cm, h. 5.5 cm

Badisches Landesmuseum Karlsruhe,
inv.no. 81/354
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Before the German ceramic artist Max
Laeuger (1864-1952) became director
of Tonwerke (clay works) Kandern in
1897, he had his first ceramic try-outs
fired at the Ofenfabrik Mayer in
Karlsruhe. This plate is one of the few
works that were produced there. At
that time, Laeuger taught drawing and
modelling at the Kunstgewerbeschule
(Artsand Crafts College) aswell as
garden and interior design at the Tech-
nische Hochschule (polytechnic) in
Karlsruhe.

This depiction of a girl's head shows typi-
cal Jugendstil themes:the garland, the
wavy,windblown hairand a certain type
of woman, with an emphasis on girlish
femininity and natural loveliness.

The ox-eye daisy,which is unde-
manding and grows in meadows, sym-
bolises simple joy and closeness to
nature. And of course itisalso a much-
used flower oracle; the game where a
girl repeats the words ‘he loves me, he
loves me not’ while pulling off the pet-
als was as popular then asitis now. Jrr
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FLOWERPOT

Design and execution Elisabeth Schmidt-
Pecht, Constance, after 1907
Earthenware (Irdengut), coloured glazing,
white tin glazing, incised

H.31.5 cm, diam. 39 cm

Manufacturer’s mark and signature ‘SP’
on the bottom

Badisches Landesmuseum Karlsruhe,

inv. no. 95/1237 a-1

Elisabeth Schmidt-Pecht (1857-1940)
had already concluded her training at
the Kunststickereischule des Badi-
schen Frauenvereins (School for Art
Embroidery of the Women'’s Society
of Baden) in Karlsruhe when she dis-
covered her passion for ceramics.In

1907 she started her own ceramics
workshop in Constance. Her husband,
the well-known painter and graphic
artist Heinrich Schmidt-Pecht, owned
asuccessful family business, the Litho-
graphische Kunstanstalt (Lithographic
Art Institute), through which he pub-
lished his own work and that of other
Jugendstil artists. To further his wife’s
career,he gave up his business and
focused exclusively on the continuity
of the ceramics workshop, which
offered employment to several mem-
bers of staff. Thus Elisabeth Schmidt-
Pecht’s life was very different from

that of ceramist Kithe Roman-Forster-

ling, who received no support whatso-

ever from her husband, the painter
Max Roman (see p.147-148).

Elisabeth Schmidt-Pecht’s work
was sold by art trader Julius Meier-
Graefe in Paris,earthenware manufac-
turer Georg Schmider in Zell (Germa-
ny),businessman Ernst Wahliss in
Vienna,and the department stores of
Liberty in London and Wertheim in
Berlin. Her participation in interna-
tional exhibitions and the awards she
received show thatin her time she was
already acknowledged as an important
artist. JFF
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PORCELAIN HEAD AWAKENING
Design Paul Bérner, Meissen, c.1911
Execution Kénigliche Porzellan-Manufaktur
(Royal Porcelain Works) Meissen

Porcelain, slip cast, gilded with ‘bright gold’,

fired in muffle furnace

Marked ‘B 279, 48, 60’ on the bottom
H.27 cm,w.19 cm, d. 21 cm
Badisches Landesmuseum Karlsruhe,
inv. no. 82/302
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The German painter, sculptorand
medal maker Paul Borner (1888-1970)
was one of the most productive artists
of the porcelain works at Meissen.
Awakening is one of the few Jugendstil
sculptures that he designed.

The mysterious title, which describes
the transitional state between dream-
ing and being awake, suggests that
this work originated in the period of
Symbolism. The Symbolist variety of
Jugendstil was very interested in dif-

ferent states of consciousness. Artists
such as Max Klinger and Paul Philippe
also made works titled Awakening,and
Spring Awakening by Frank Wedekind is
one of the most influential German
plays written around the turn of the
century — its subjectis the transition
from puberty to adulthood. From this
perspective, Borner's work can also be
interpreted as an inner, mental or spirit-
ual awakening.

For the colouring of the ornamen-
tally styled hair so-called bright gold
was used,an invention from the
Meissen porcelain works. An oily,
sulphurous, brown-black liquid is
painted on and then fired at only
800 °C. JFF



CERAMIC TILE TABLEAU MARY
AND CHILD

Desigh Max Laeuger, Kandern, 1903
Execution Tonwerke (clay works) Kandern
Unique specimen, earthenware (Irdengut),

coloured glazing, slip-painting (Schlickermale-

rei), lead glazing, partly gilded. Signed on the
front: ‘M.L. 1903". H. 130 cm, w. 101 cm
Badisches Landesmuseum Karlsruhe,

inv. no. 86/352

Max Laeuger was already famous dur-

ing his lifetime. He represented the
Grand Duchy of Baden at many
national and international exhibitions.
From 1892, he would occasionally
design ceramic objects for Tonwerke
Kandern in the Black Forest. When he
became its artistic director in 1897, he
designed countless vases and large

ceramic objects.These were decorated
with Schlickermalerei, a typical local
technique from the Black Forest.

Laeuger consistently worked at dis-
solving the boundaries between the
differentart disciplines by creating
Gesamtkunstwerke (works of art com-
bining many art forms). He designed
complete interiors,into which he fit-
ted his large tile tableaux, wall foun-
tains and mantelpieces.

This Madonna consists of 45 parts,
which have been fitted togetherinto a
mosaic after firing. The work was made
asaunique specimen;no series were
produced. At the 1904 St. Louis World’s
Fair (US), it was awarded a gold medal.
JFF
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BUST FLORA

Design and execution Karl Kornhas,
Karlsruhe, c.1900

Unique specimen, fine earthenware
(Steingut), hand-built, iridescent glazing,
first time fired in oxidation, second time
in reduction

H.21em,w.17.5cm,d. 11 cm
Badisches Landesmuseum Karlsruhe,
inv. no. 92/469

Together with Max Laeuger, Karl
Kornhas (1857-1931) belonged to the
most influential ceramic artists in Ba-
den. He was committed to the meticu-
lous perfection of ceramic techniques.
One of the techniques he mastered
was the highly complex method for
creating crystal glazing and iridescent
glazing.

Toachieve aniridescent glazing,
the surface of the ceramic object is first
painted with coloured glazes, after
which the piece is fired in oxidation.
Next, itis painted with an oily solution
with metals or metal oxides and fired
inareducing atmosphere. This results
inavery thin metal layer (less than1
pm),which behaveslike a shining film
of oil on water.
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This bust represents Flora, the Roman
goddess of spring and blossom. She is
also the goddess of youth and life’s
pleasures. Depictions of Flora were
very popular in Jugendstil: contempo-
raries such as Arnold Bocklin, John
William Waterhouse,and Edward
Burne-Jones all used her in their work.
JFF




TEA AND COFFEE SET DEKOR 501
Design Jutta Sika (shape and decoration),
Vienna, 1901

Execution Wiener Porzellan-Manufaktur
Josef Bock

Porcelain, slip casting, polychrome
decoration fired in muffle furnace
Marked on the bottom ‘Schule Prf. Kolo
Moser, D 501’

Tea pot h. 17 cm, diam. 13.5 cm

Coffee pot h. 18 cm, diam. 9 cm

Cup and saucer h. 6 cm, diam. 16 cm
Badisches Landesmuseum Karlsruhe,

inv. no. 74/98

The Austrian ceramist Jutta Sika (1877-
1964) studied with Koloman Moser
and Josef Hoffmann, two well-known
teachers at the Viennese Kunstgewer-
beschule (Arts and Crafts College). A
gifted and versatile artist, she already
started creating designs for several
manufacturers during her studies.
Besides ceramics, these included
embroidery, metalwork, woodcuts,
postcards, graphic design, mosaics,
stage costumes, fashion accessories,
and even Christmas tree decorations.
She wasarespected member of the
Wiener Werkstadtte as wellasanart

teacher and one of the founding mem-

bers in 1913 of the Osterreichischer
Werkbund (Austrian Working
League).

Sika’s artistic style stands outasa
typical geometrical variety of Vien-
nese Jugendstil. The exuberant decora-
tion, which is made up of different
circle segments arranged like fish
scales, points forward to the stylistic
form of art déco—which actually
emerged twenty years later (!). A radi-
cal modernity isalso apparentin the
shapes of the crockery; especially the
asymmetric placement of the cup on
the sauceris unmatched. Jrr
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POSTER KUNSTAUSSTELLUNG
HEIDELBERG (ART EXHIBITION
HEIDELBERG)

Design Hellmuth Eichrodt, Karlsruhe, 1903
Execution Kunstdruckerei Kiinstlerbund
Karlsruhe

Colour lithograph

H.76 cm, w. 49 cm

Badisches Landesmuseum Karlsruhe,

inv. no. 93/947

In 1903, the university of Heidelberg
celebrated the hundredth anniversary
of its reorganisation by Margrave
Charles Frederick of Baden. For this
occasion, an exhibition organised by
the Kunstgenossenschaft (Art Coop-
erative) and the Kiinstlerbund (Art-
ists’ League) of Karlsruhe opened in
the recently built Jugendstil town hall.
The Kiinstlerbund had only recently
broken away from the Kunstgenossen-
schaft,because it wanted to reach a
new audience with its new approach
to art. To enable its members to earn an
income, the Kiinstlerbund specialised
in printing for daily use and set up its
own printing shop, the Kunstdruck-
erei;its products were sold successful-
ly throughout Germany.

The poster showsawoman holding
a palette as a personification of art. But
the picture can also be taken literally,
to show one of the female members of
the Kiinstlerbund. The artist is wear-
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ing areform dress, which is represent- the poster shows three different per-
ed as an ornamental plane without spectives:the woman is seen with a

shade and almost without folds—this worm’s-eye view, the castle from a
is typical for the stylistic idiom of frontal perspective,and the river
Jugendstil. Interestingly, the design of =~ Neckar with a bird’s-eye view. JrFr



PLACARD JUBILAUMS-
KUNSTAUSSTELLUNG KARLSRUHE
1902 (JUBILEE EXHIBITION
KARLSRUHE 1902)

Design Oscar Graf, Freiburg, 1902
Cardboard, lithograph

Signed ‘Oscar Graf F. BG' middle left

H. 68.7 cm, w. 48.5 cm

Badisches Landesmuseum Karlsruhe,

inv. no. 2008/787

The fiftieth anniversary of Grand
Duke Frederick I of Baden’s ascent to
the throne was celebrated in Karlsruhe
in1902.To honour the occasion, Baden
organised an international jubilee art
exhibition. The aim was to give the
grand-ducal residence the aura ofa
centre of modern art,as can beread in
the catalogue that went with the exhi-
bition: ‘The assignment of the present
is to triumph over historicism and to
assert the freedom of the individual
artist to make what he wants. The
whole event was organised by Ludwig
Dill,a former leader of the Munich
Secessionist movementand a profes-
sorat the Karlsruhe Academy.

The placard was designed by paint-
erand graphicartist Oscar Graf (1873~
1958), who worked in Freiburg and
Munich. In a style inspired by Antiqui-
tyand imitating a mosaic, it depicts a
young person holding a palm branch
as the symbol of victory. Stylistically,
the image represents the more restrai-
ned form of Jugendstil in Germany,

which stood in contrast to art nouveau
as practised by Mucha in France. JFr
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JAPANESE ROBE

Design Emmy Schoch

Execution Werkstatte fiir neue
Frauentracht und kiinstlerische
Stickerei Emmy Schoch (Workshop
for New Women'’s Clothing and
Artistic Embroidery Emmy Schoch),
Karlsruhe, 1911

Silk, batiste, woven silk, yellow blue
changeant, blue batiste lining, textile
buttons, machine embroidery

Back length 108 cm, w. with sleeves
spread out 124 cm

Label ‘Emmy Schoch Karlsruhe Herrenstrasse
12; typewritten note ‘No 4666 jap. Mantel’;
attached note ‘Modewerkstatt Emmy Schoch
Karlsruhe/Baden, Herrenstr. N.12, gestickter
Mantel Blau No 5707’

Badisches Landesmuseum Karlsruhe,

inv. no. 61/77

Hermine Emilie (Emmy) Schoch
(1881-1968) was the daughter of a polit-
ically and socially active chemistin
Karlsruhe. Originally she wanted to be
apiano player,but because ofalengthy
illness she had to give up this ambi-
tion. In 1906, after finishing a dress-
maker’s education in a fashion studio
in Berlin, she started her own studio in
her birth town. Her husband resigned
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from hisjobatabankandapplied

himselfto the financial administration
of the company. Unlike most other
women at the turn of the century,
Emmy Schochreceived strong sup-
port from the men surrounding her.
This enabled herto build a careerasa
visionary textile artist and successful
entrepreneur. Her company had sever-
al departments (for drawing, pattern
cutting, sewing, weaving, hand and
machine embroidery,and a separate
unit of male helpers),which employed
around fifty people in 1911and as many
as sixty in 1914. Throughout her life,

fashion designer Schoch considered
herself an artistic craftswoman. She
continued to lead the workshop until
1953.

This silk evening robe has been dec-
orated with stylised floral motifs
inspired by the Far East and is a speci-
men of reform dress, which was con-
sidered beneficial for health and
hygiene. Hence the robe was on dis-
play in the International Hygiene
Exhibition in Dresden in 1911. The
French fashion designer Paul Poiret
admired it there.In 1914 it was exhibit-
edin Cologne. JFr



TOP OF A SO-CALLED TEA DRESS
ENSEMBLE

Desigh Emmy Schoch

Execution Werkstatte fiir neue Frauentracht
und kiinstlerische Stickerei Emmy Schoch,
Karlsruhe, c.1911-1913

Atlas ‘asphodel silk’ from Liberty, London,
batiste lining, silk embroidery, satin stitches
Back length 108.5 cm, sleeve length 64 cm,
hem length 112 cm

Label ‘Emmy Schoch Karlsruhe Herrenstrasse
12’, typewritten note ‘No 4570 gest. Mantel’
Badisches Landesmuseum Karlsruhe,

inv. no. 61/78

Emmy Schoch was one of the best-
known proponents of reform dress in
Germany. She was a member of the
Karlsruhe branch of the Verein zur
Verbesserung der Frauenkleidung
(Society for the Improvement of
Women'’s Clothing), founded in 1901.
The original objective of this organisa-
tion was to promote health and a new
aesthetics in women'’s clothing. This
was soon widened to include the rela-
tionship between reform clothing and
women’s emancipation, which led to a
change in name,as it became the Ver-
band fiir neue Frauenkleidung und
Frauenkultur (League for New
Women’s Clothingand Women’s Cul-
ture). Fashion designer Schoch blazed
the trail with publications, lectures,
courses,and her own fashion shows in
which she not only elucidated new
techniques,butalso discussed the
hygienic and ethical aspects of cloth-
ing:in the choice of materials, for
instance. She also argued for closer
proximity to the developments in con-
temporary art. Her garments are typi-
cally Jugendstil.

Schoch dismissed the wasp’s waist, as
can clearly be seen in this dress.
Instead, she created aloosely draped
robe with large folds on the sides —a
controversial innovation that was

characteristic of reform clothing. The
Parisian fashion designer Paul Poiret
also used these elements in his
designs. Jrr
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STAINED-GLASS SECONDARY
WINDOW AUTUMN
Design Hans Drinneberg, c.1900

Execution Anstalt fir Glasmalerei und Kunst-

verglasung, Karlsruhe

Decorative glass, antique glass, opal glass,
cast glass, lead strips, wooden frame
H.74cm, w.50cm

Badisches Landesmuseum Karlsruhe,

inv. no. 2005/573
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Themes from folklore were popular
around the turn of the century; many
artists were dissatisfied with life in the
city and came to rural areas and fishing
villages in search of an unspoiled, nat-
ural way of life. This was the heyday of
so-called artists’ colonies, which could
be found all over Europe. Of course,
the artists were mainly drawn by the
lovely landscapes and sea views, pic-

turesque cottages, rustic occupations,
and aesthetically appealing traditional
costumes. Many of them, however,
were concerned with moral aspects as
well, contrasting the honest authentic-
ity of simple country folk with the
materialism and hectic life of the city.

This stained-glass window pane was
designed by the southern-German artist
Hans Drinneberg (1852-1931) in a series
representing the four seasons. Here,in
the pane titled Autumn,ayoung woman
is portrayed in profile, wearing a head-
dress and mantle. Behind herrisesa
medieval town with half-timbered
housesbeneath a church.

The portrait is part of a secondary
window pane made up of differently
coloured pieces of stained glass.The
woman is wearing a hennin, a pointed
headdress worn in late-medieval and
early-Renaissance European towns.
Around 1900, the so-called ‘German
garb’ was not only viewed as the tradi-
tional costume of rural folk, butalso as
a patriotic urban costume. ap



RELIEF

Design Gustav Klimt (probably)
Execution Georg Klimt, Vienna, c.1900
White alloy, embossed, chiselled
Unsigned

H.116 cm,w.31cm,d.2cm

Badisches Landesmuseum Karlsruhe,
inv.no.91/336

The Klimt family included seven
children, three of which took up
artistic professions. Georg (1867-1931)

became a metal sculptorand goldsmith.

Ernst (1864-1892) worked as a painter
of historical pieces and decorations.
Gustav (1862-1918) is still one of the
most famous Jugendstil painters, not
only of Vienna butalso in an inter-
national context. Whereas Gustav’s
and Ernst’s work has been studied by
art historians, there is hardly any infor-
mation on Georg. Thus itis unclear to
what extent Georg developed indepen-
dently asan artistand how strong the

influence of his omnipresent brother
Gustav was on his work. Even the two
brothers’ signatures are almostidentical.
Apart from his own work, Georg also
executed the designs of otherartists of
the Vienna Secession.

Soitis quite possible that this relief
was designed by Gustav Klimt. Its sty-
listic features pointin that direction;
the rhythmical, wavy lines of the hair,
the abstract design of the flowers,and
the pattern of spirals on the dress are
all typical elements of Gustav Klimt’s
design idiom. Jrr
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GABY KUPER, HEIKE POPPELMANN
BARBARA HOFMANN-JOHNSON

JUGENDSTILCOLLECTIONS

in Braunschweig

The Braunschweigisches Landesmuseum and the

Museum fur Photographie Braunschweig

T he Braunschweigisches Lan-
desmuseum was founded in
the late nineteenth century,as the for-
mation of the German Empire gave
rise to concerns that this would mean
aloss of identity for the 750-years-old
duchy. A collection was formed of
memorable pieces celebrating the his-
tory of Braunschweig and its ‘heroes),
in which the burgeoning Jugendstil
played no partyet.It was only in the
1960s,as the museum started system-
atically collecting domestic objects
from the region, that Jugendstil prints,
photos,ceramics and furniture entered
the collection.

One of the most dramaticitemsisa
decorated photo studio, which testifies
to the development of Jugendstil out-
side the larger cultural centres.In 1978
the museum was offered a set of Jugend-
stil decorations from nearby Wolfen-
biittel:a complete set of painted wall
hangings, panelling, flooring and doors,
which had served as the entrance hall
of Adolf Herbst’s photo studio. The
museum was able to add the whole set
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toits collection,including two orna-
mental parts of the terrazzo floor. The
two central panels depicting women
holding a plate cameraand an easel
were incorporated inareconstructed
photo studio that was part of the per-
manent exhibition on Braunschweig

history in the museum’s main building.

For the current special exhibition,

Herbst’s entrance hall is restored to its

original form.

Washing set, c.1910, fine earthen-
ware (Steingut). Villeroy & Boch,
Mettlach; water jug h. 30 cm, wash
bowl diam. 39 cm, chamber pot
diam. 21 cm. Braunschweigisches
Landesmuseum, inv. no. LMB 26781

a-c.



Tin can made by the Lubeca com-
pany, Libeck, for M. F. Reese &
Sons Cake & Bisquit Factory,
Neumdinster, c.1910. Tinplate, h.
13.8cm, w.9.4cm, |. 15 cm. Braun-
schweigisches Landesmuseum,
inv. no. LMB 34758.

Albert Dahndel, design drawing of
a furniture set, 1895-1905. Water-
colour on paper, h. 41.9 cm, w. 56
cm. Braunschweigisches Landes-
museum, inv. no. LMB 25591, 3.

A spectacular extension was made to
the Jewish collection in 1924, when
the museum’s first director, Karl
Steinacker,acquired the baroque
interior of the synagogue of nearby
Hornburg. He was supported in this
endeavour by a Jewish graphic artist,
illustrator, painter and photographer
from Braunschweig, Ephraim Moses
Lilien (1874-1925). The latter’s works
take pride of place in the museum’s
Jugendstil collection and include ear-
ly illustrations commissioned by the
weekly Jugend, from which Jugendstil
takes its name.

The bequest of Braunschweig-born
photographer Kithe Buchler (1876-
1930) is one the important collections
of the history of early-twentieth-
century photography. With items doc-
umenting different photographic
methods and subjects, the collection
shinesalight on the development of
artand photography in an internation-
al context.

Buchler came from a wealthy back-
ground. Asayoung woman she
learned to paint, but turned to photo-
graphy in 1901. Her brother-in-law;
Friedrich Ritter von Voigtlander, was
instrumental in this: her first camera
was a Voigtlander with two lenses.The
Voigtlander company,which originated
in Vienna, had by then established itself
in Braunschweigas a distinguished
manufacturer of optical and photo-
graphicequipment.

Asaphotographer, Buchler was ini-
tially self-taught, butin 1906 she start-
ed taking courses at the Letteschule in
Berlin, which also allowed women to
enrol—by no means usual at that time.
In Braunschweig, she collaborated pro-
fessionally with Wilhelm Miiller.She

began presenting her pictures in pub-
lic slide shows.They are often charac-
terised by a painter’s sense for compo-
sition and pictorial representation,
especially the photos from the First
World War in Braunschweig.

Containing more than 1000 black-
and-white photographsas g x 12 cm
glass plate negatives, negative strips,
around 330 black-and-white diaposi-
tives, contact prints and photographic
prints—the latter especially preserved
in family albums—Kaithe Buchler’s
bequestisan incredibly broad collec-
tion of early-twentieth-century photo-
graphy Asanadded bonusitincludes
250 rare coloured autochromes. From
1913 Buchler worked with this elabo-
rate procedure,an additive colour pro-
cess using potato starch asa medium
which was developed by the Lumiére
brothers in 1903. Its aesthetic effect
resembles that of painting.

In 2003, Kithe Buchlers descend-
ants bequeathed the collection to the
Museum fiir Photographie Braun-
schweig. Since then its preservation
andresearch has been undertaken in
collaboration with the city archives.
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DECORATED HALLWAY

Design and execution: Heinrich Kindervater,
Wolfenbittel, c.1900

Hallway: imitation painting on coniferous
wood; h. 384 cm, w. 242 cm, d. 379 cm
Paintings: mixed oil technique on canvas;
woman with camera: h. 193.6 cm, w. 91 cm,
d. 2 cm; woman with easel: h. 193.5 cm,
w.83.5cm,d.2cm

Braunschweigisches Landesmuseum,
Braunschweig, inv. no. BLM 2020-57
Restoration funded through the Ernst

von Siemens Kunststiftung

Adolf Herbst,a professional photo-
grapher, created this hallway with its
expressive decorations in order to
instil the right mood in his customers
as they entered his photo studio in
Wolfenbiittel. Two young women—
one with a painter’s easel, the other
with a plate camera on a tripod—look
at the visitors and invite them in. Tall
trees crowned with green foliage are
grouped around the slender female fig-
ures,whose loosely draped dresses are
clearly inspired on the reform clothing
of the time. The paintings are dominat-
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ed by whites and greens which suggest
youth and spring,and framed by styl-
ised tendrils. The decorations were
made by Heinrich Kindervater,alocal
artist who specialised in artistic interi-
or and exterior decoration.

With his decorated hallway,an
impressive example of Braunschweig
Jugendstil, Adolf Herbst sought to
bring elements of modern design and

artinto architecture and its related

methods of advertising, using a multi-
functional approach that tapped into
the spirit of the time. He promoted his
‘Kunst-Anstalt fiir moderne Photogra-
phie’ (establishment for modern artis-
tic photography) asa modern enter-
prise oriented towards the future,
‘with an elegant, contemporary studio
and office’. ak
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TWO LADIES

Adolf Herbst, Wolfenbiittel, c.1901
Black-and-white studio shot

H. 168, w. 108 mm (sheet),

h. 148, w. 104 mm (photo)
Braunschweigisches Landesmuseum,
Braunschweig, inv. no. BLM 2019-120

The clients who wanted their profes-
sional portraits taken at Adolf Herbst’s
stylish studio were mostly middle-
class. The pictures convey the sitters’
social statusand set of values; by using
the possibilities of modern representa-
tion and reproduction, they also em-
phasised that they belonged to the
upwardly mobile part of society.

In this specific photograph, two
women present themselves with con-
fidence. Although they have turned to
the modern technique of photography,
their style is traditional. Their clothing
and accessories mirror the old societal
structure with its fixed gender roles.
Both are wearing corsets, which force
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the female body into a statuesque
shape.The younger woman has offered
the older one herarm in support,as if
to show that,in a fast-changing world,

family ties still offer security. But though
they seem to hold on to the past, by
choosing Herbst's modern studio they
also show their curiosity for the new. ak



GROUP PHOTO OF TWO
COUPLES IN FANCY DRESS
Adolf Herbst, Wolfenbttel, c.1910
Black-and-white studio shot

H. 167, w. 108 mm (sheet),

h. 148, w. 103 mm (photo)
Braunschweigisches Landesmuseum,
Braunschweig, inv. no. BLM 2019-122

The picture shows four people in fancy
dress against the background of alush,
Mediterranean-looking garden. The
women are seated, the men are stand-
ing behind them. It was taken at Adolf
Herbst’s studio in Wolfenbiittel, prob-
ably during carnival—Herbst's name
and address can be found both below
the photoand on the reverse of the
paper on which it has been mounted.
Whereas Herbstarranges his subjects
inaclassical manner in his portrait
photography, he uses the styling of

Jugendstil to promote his business.
Hereitcanbe seen in the address, but
his customers have already encoun-
tered it as they entered his studio
through the decorated hallway. ck
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SCHOPFUNG UND PARADIES

wm | L5 Gotl Jahwe Erde und Himmel madhte, war auf
${dar Erde noch kein Gesirfuch  auf dem Felde,
Rlund nocth sproffe keine Pilanze auf der Flur, weil

i Gote Jabowe nicht hatle regnen lassen sul die Erde
Lo [und keln Mersch da war, um den Boden au be-
bauen. Da stieg cin Nebel ouf von der Erde und
Mltrdnkte die ganze Oberfliche des Bodens.  Dann
bildate. Gott Jakwe den Menachen aus dem Staube
dez Erdbodens und blies thm den Odem des Lebens in die Mase, und
so wurde der Mensch ein Jebendiges Wesen. Dann pflanzie Gott Jahwe
einen Garlen In' Eden, im Osten, und sefite dahin den Menschen, den
er gebildet hatte. Und Gott Jahwe lielh aus dem Boden allerlel Biume
sprossen, lieblich ansusehen und gut ‘zum Cenusse, und mitten im
Ginrten den Baum des Lebens und den Baum der Erhenninis des Quten
und Bl=cn.
v'nn Eden poht ein Strom sus, den Garten mu bewdissern, und von da
aus 1ellt cr slch In vier Arme. Der eine heifit Pison: der umilieft das
ganze Lond Howila, wo sich dos Gold findet. Dns Gold diesés Landes
ist gut: dort Fndet sich audh das Bedoladiharz und der Onyastein. Der

CREATION AND PARADISE, SCENE:

EVE OFFERS ADAM THE APPLE
Ephraim Moses Lilien

Die Biicher der Bibel (The Books of the Bible),
ed. F. Rahlwes, ill. E. M. Lilien. Vol. 1, Tradition
and Law. The Five Books of Moses and the
Book of Joshua, after the Translation by
Reuss, p. 34-35. Georg Westermann-Verlag,
Braunschweig, 1905/08.

H.25.5 cm, w. 20.4 cm, d. 4.3 cm
Braunschweigisches Landesmuseum, Braun-
schweig, inv. no. LB 8761a / KWT 100 (1)
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The dramatic story of Adam and Eve is
told in Genesis, the creation myth in
biblical tradition. God created the
human couple on the sixth day, ‘male

and female he created them’ (Gen.1:27).

The story goes that Adam and Eve
lived peacefully in Paradise,alongside
the animals. Their task was to care for
the Garden of Eden. They did not have
to worry about their means of exist-
ence,as Paradise offered plenty of
trees with delicious fruit. They were
allowed to eat from all the trees, but
God forbade Adam and Eve—on pain
of death—to eat from the fruits of the
‘tree of the knowledge of good and

evil’ (Gen.2:16f). But because the cun-
ning snake persuaded Eve to pickan
apple from the tree of knowledge and
eatittogether with Adam, they offend-
ed against God’s command (Gen.3:1ff.).

In his interpretation of this central
theme, Lilien uses the ornamentation
of Jugendstil. He depicts Eve as the
seductress, with the snake in the tree
of knowledge at her back. Appearing
innocent amidst the abundant flowers
of the Garden of Eden, she gives Adam
the apple that will lead to their doom.
Eve becomes a femme fatale who
brings about her own and her partner’s
downfall. HiD



CREATION AND PARADISE, SCENE:

BANISHED FROM PARADISE

Ephraim Moses Lilien

Die Biicher der Bibel (The Books of the Bible),

ed. F. Rahlwes, ill. E. M. Lilien. Vol. 1, Tradition
and Law. The Five Books of Moses and the
Book of Joshua, after the Translation by
Reuss, p. 41-42. Georg Westermann-Verlag,
Braunschweig, 1905/08.

H.25.5 cm, w. 20.4 cm, d. 4.3 cm
Braunschweigisches Landesmuseum, Braun-
schweig, inv. no. LB 8761a / KWT 100 (1)
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Adam and Eve have offended against
God’s command, and having been de-
ceived by the snake, have eaten from
the tree of knowledge. As they now
know the difference between good
and evil, they try to cover up their
action,but God finds them out. They
lose eternal life,are banished from Para-
dise,and have to live with the conse-
quences. With painful labour you will
give birth to children’, God says to Eve.
To Adam he says: ‘Cursed is the ground
because of you.[..| By the sweat of your
brow you will eat your food until you
return to the ground, since from it you
were taken; for dust you are and to
dustyouwill return.” (Gen.3:16-24).

The myth of the fall of manisan
attempt to explain why humansare
destined to suffer and to work for food,
clothing and shelter. Lilien touchingly
depicts Adam and Eve as they realise
the difficultlife they are about to face;
the previously seductive femme fatale
isnow defeated. With her partner, she
sets outacross the thorns and thistles.
HID
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ILLUSTRATION FOR THE SONG
OF SONGS

Ephraim Moses Lilien

Die Biicher der Bibel (The Books of the Bible),
ed. F. Rahlwes, ill. E. M. Lilien. The Songs,
the Psalms, the Lamentations, the Song of
Solomon, after the Translation by Reuss,

p. 312. Benjamin Harz Verlag, Berlin and
Vienna, 1923.
H.25.8cm,w.21.3cm,d.3.1cm
Braunschweigisches Landesmuseum, Braun-
schweig, inv. no. LB 8761b / KWT 100 (6)
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The Song of Songs is a collection of
around thirty love songs, attributed to
King Solomon and revolving around
the bride, Sulamith (S.of S.7:1). It cele-
brates the mutual love between two
people meeting,losing and finding
each otheragain. Itis a text filled with
passion,which uses imaginative word-
ing to evoke love, the longing for the
beloved, the praise of her or his beau-
ty,and desire and its fulfilment. The
Song of Songs elevates the woman,
but she also has a confident,active
role.

Both in Judaism and Christianity,
the Song of Songs is interpreted alle-
gorically. God loves his chosen people,
Israel,as a bridegroom loves his bride.
In Christianity,the Church is seen as
the bride of Christ.

Lilien’s illustration is erotic, mirroring
the imagery of the text. Sulamith looks
enticing, sensuous and sexy. She is sur-
rounded by ripe pomegranates, which
are repeatedly mentioned in the text:
‘Yourlips are like a scarlet ribbon; your
mouth is lovely. Your temples behind
your veil are like the halves of a pome-
granate [..]. Your plants are an orchard
of pomegranates with choice fruits.’ (S.

of S. 4:3,4:13). HID



ILLUSTRATION FOR THE SONG OF
SONGS—LOVE IN SPRING

Ephraim Moses Lilien

Die Biicher der Bibel (The Books of the Bible),
ed. F. Rahlwes, ill. E. M. Lilien. The Songs, the
Psalms, the Lamentations, the Song of Solo-
mon, after the Translation by Reuss, p. 318.
Benjamin Harz Verlag, Berlin and Vienna,
1923.

H.25.8cm,w.21.3cm, d. 3.1 cm
Braunschweigisches Landesmuseum, Braun-
schweig, inv. no. LB 8761b / KWT 100 (6)

The Song of Songs is the only known
lengthy love poem from ancient Israel.

The observant bible reader Johann
Wolfgang von Goethe, fascinated by
its contents, called it ‘the finest collec-
tion of love songs created by God’. It
inspired him to make his own transla-
tion of the biblical text.

The Song of Songs echoes the crea-
tion myth from Genesis in a poetic
manner, referring to the creation of
man and woman. The renowned prot-
estant theologian Eduard Reuss made
the poetic translation that Ephraim
Moses Lilien translated into sensuous

illustrations. They convey how human
beings will always be moved by the
power of love.

In the scene Love in Spring, the lovers
meetin the Garden of Eden.Itisan
evocative image of the erotic encoun-
ter between a man and awoman,in a
peaceful landscape with trees and
shrubs.In his vivid depiction of human
love, Lilien shows its beauty while
emphasising that in their mutual desire,
man and woman are equal. HJD
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RUTH

Ephraim Moses Lilien

Die Biicher der Bibel (The Books of the Bible),

ed. F. Rahlwes, ill. E. M. Lilien. The Didactic

Poems, Proverbs, Job, Ecclesiastes, Jonah,

Esther, Daniel, after the Translation by Reuss,

p. 206. Benjamin Harz Verlag, Berlin and
Vienna, 1923.

H.25.8cm,w.21.1 cm, d.3.0cm
Braunschweigisches Landesmuseum, Braun-
schweig, inv. no. LB 8761b / KWT 100 (7)
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Ruthis notonly the foremother of
King David, butalso one of the most
vigorous and independent women in
the Bible. These traits stand out clearly
in Ephraim Lilien’s illustration: her
head held high, Ruth strides across the
harvested field. The artist has depicted
the ears of wheat with the wavy lines
characteristic of Jugendstil.

According to tradition Ruth,a
young, childless widow, left her home
in the realm of Moab to accompany

her mother-in-law, Naomi, who was
also awidow; to her native Bethlehem.
Asaforeigner Ruth was met with dis-
trust, but this did not worry her. On the
fields of Boas, the landowner, she col-
lected the remaining grain to feed her-
selfand her mother-in-law. When Ruth
found out that Boas was arelative of
her deceased husband, she suggested a
levirate marriage. Boas was impressed
by the self-assured, much younger
woman and agreed to marry Ruth.

In hisillustrations of the Bible,
Lilien represents Ruth and the other
female protagonists as women who,
resolutely and confidently,stand their
ground in a patriarchal society. As such,
they also were role models for modern
women at the beginning of the twen-
tieth century. Lw



ESTHER

Ephraim Moses Lilien

Die Biicher der Bibel (The Books of the Bible),
ed. F. Rahlwes, ill. E. M. Lilien. The Didactic
Poems, Proverbs, Job, Ecclesiastes, Jonah,
Esther, Daniel, after the Translation by Reuss,
p. 236. Benjamin Harz Verlag, Berlin and
Vienna, 1923.

H.25.8cm,w.21.1 cm, d.3.0cm
Braunschweigisches Landesmuseum, Braun-
schweig, inv. no. LB 8761b / KWT 100 (7)

In Ephraim Lilien’s illustration, Esther
faces us with the resolute demeanour
of aheroine.The crown on her head
and the jewel-bedecked women in the
background suggest that the picture
captures the moment when the Per-

sian King Ahasuerus has chosen her
from numerous women to be his
queen. Esther’s striped headdress
resembles a Jewish prayer shawl and
could be areference to her Jewish
descent,which she initially conceals
from her husband. Itis only when
Haman, the king’s counsellor, together
with his followers plans the extermi-
nation of all the Jews in the Persian
Empire that Esther reveals her back-
ground to Ahasuerus. She convinces
him to pronounce the death penalty

against Haman and to allow the Jews
to defend themselves against their
foes. With her courage and will-power,
Esthersaves her people. This is why
sheis considered one of the most
important female protagonists in
Jewish tradition.

Herresolve has been strongly por-
trayed by Lilien. It is noteworthy that
he used photographs of real women
that he had taken on his two journeys
to Palestine as models for his portraits.
Lw
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SELF-PORTRAIT WITH WALTHER
BUCHLER

Kathe Buchler, c.1906

Diapositive, reproduction of an enlargement
H. 400 mm, w. 500 mm (sheet),

h. 300 mm, w. 400 mm (photo)

© Estate of Kathe Buchler - Museum fiir
Photographie Braunschweig / Deposit Stadt-
archiv Braunschweig, inv. no. G IX 105 1590
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ELLEN IN A BOAT (ELLEN
BUCHLER, LOWENWALL,
BRAUNSCHWEIG)

Kathe Buchler, April 1914

Modern print of digitalised autochrome
H. 400 mm, w. 500 mm (sheet),

h. 300 mm, w. 400 mm (photo)

© Estate of Kathe Buchler - Museum fiir

Photographie Braunschweig / Deposit Stadt-

archiv Braunschweig, inv. no. G IX 105 1306

Beside landscapes and still lifes, her
own family was a recurring subject

for Kathe Buchler, who made most
of herwork in her private circle.She
photographed her children at play
and on trips. The close relationship
between photographer and models
gives these shots a special directness.
These pictures of her children Ellen
and Walther were made at the river
Oker,which flowed beside the fami-
ly’s villa on the Lowenwall in Braun-
schweig.



In the self-portrait with Waltherina
boat, Buchler has included herselfin
the picture,at work with her hand
camera.Self-taughtas a photographer,
she took this photo around 1906,ata
time when she was enrolled at the
Photographische Lehranstalt des Ber-
liner Lette-Vereins (School for Photo-
graphy of the Society for the Promo-
tion of Professions for Women,
founded in Berlin by Wilhelm Adolf
Lette).To take this photoand include
herselfin it, Buchler works with a sec-

ond camera and an assistant. The sym-
bolic self-portrait with a camera as the
equipment of her trade echoes the tra-
dition of painting a self-portrait with
brushesand palette in hand.

Alater picture shows Ellen in a
romantic, pensive pose.The coloured
autochrome process creates an artistic
effectas of brushwork.

In general, Buchler seems to have
used colour photography as an artistic
medium, whereas her black-and-white
shots aimed to document ordinary life,

asin the case of the many black-and-

white photos depicting life in Braun-
schweig during the First World War.
FH
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VEGETABLE-MARKET TRADER
Kathe Buchler, n.d.

Diapositive, reproduction of an enlargement
H. 400 mm, w. 500 mm (sheet), h. 300 mm, w.
400 mm (photo)

© Estate of Kathe Buchler - Museum fiir Pho-
tographie Braunschweig / Deposit Stadtar-
chiv Braunschweig, inv. no. G IX 105 0224

The picture shows a matronly rural
woman selling vegetables from a
small stand and baskets,with a church
in the background. This is one of Kithe
Buchler's street and market scenes.
Buchler found it important to connect
with the people she portrayed,as is
reflected in the unknown woman’s
smile—which also betrays some

pride to have been chosen by the

o

)
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photographer. Buchler purposefully
photographed her sitters together
with objects that symbolise their
trades.

The compositions of this series of
photographs are similar to paintings,
with the camera on atripod, creating
neither unusual perspectives nor
threatening proximity—an approach
thatresults in types rather than por-
traits. The pictures are reminiscent of
August Sander’s portraits of twentieth-
century figures,which were made
shortly after. Sander, on the other hand,
approaches his models much more
closely, thereby increasing the intensi-
ty of the shots. Gk




CROCKERY STALL ON
AEGIDIENPLATZ

Kathe Buchler, n.d.

Diapositive, reproduction of an enlargement
H. 400 mm, w. 500 mm (sheet),

h. 300 mm, w. 400 mm (photo)

© Estate of Kathe Buchler - Museum fiir
Photographie Braunschweig / Deposit Stadt-
archiv Braunschweig, inv. no. G IX 105 1627

Alively trade is going on in this photo-
graph of the market on Aegidienplatz,
asquare in the historical centre of
Braunschweig. This is where the tradi-
tional market of pans and other house-

hold goods took place.The photo
depicts mainly women, busy buying
and selling, in conversation, or cross-
ing the square.Itisan everyday urban
scene showing the way women
dressed and moved aboutin public.
Close to the stalls,a cart is drawn up;
maybe it is the saleswoman’s means of
transport. A bicycle and a tramway
exemplify several modern means of
urban transportation that were intro-
duced at this time.

Intuitively sensing the specific
moment, Kithe Buchler managed to
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capture the interaction between the
photographerand her models. A
woman in the background, who is
clearly interested in what is happening
in the market square, faces the photo-
grapher directly. Through her gaze, she
includes Kiathe Buchler in the picture.
The woman’s curiosity and surprise
suggest that female photographers
were by no meansa common public
sightat that time. Ak
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SCENE WITH STREET PEDLAR
Kathe Buchler, n.d.

Diapositive, reproduction of an enlargement
H. 400 mm, w. 500 mm (sheet),

h. 300 mm, w. 400 mm (photo)

© Estate of Kathe Buchler - Museum fir
Photographie Braunschweig / Deposit Stadt-
archiv Braunschweig, inv. no. G IX 105 0853

This photo belongs to a series of
black-and-white pictures for which
Kéathe Buchler found her subject mat-
ter outside the family. From 1906, she
started looking for everyday street
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scenes, like this one,on alate, autum-
nal afternoon on the square in front of
the Wolfenbiittel castle. The picture

is composed like a painting, with the

focus onthe action at the centre front.
Awoman is shown in semi-profile, sit-
ting behind a trestle table covered
with the goods she has for sale. The
back of her chair faces the viewer. An
older man has approached from the
left,as if to start a conversation. Two
boys are also present; on the left, the
elder islooking at the adults, while on
theright the younger gazes straight

into the camera. In the background,
walkers and cyclists are crossing the
square. This might be an idyllic Sun-
day,but certainly not for the pedlar,
who has to make sure she sells her
wares. Buchler’s photographs depict
daily life,but are not meant to convey
social criticism. There are no pictures
of the squalid workers’ neighbour-
hoods, nor of factory halls or workers
protests—just ordinary women one
might meetin the street. Gk



ELLEN BUCHLER WITH BICYCLE
Kathe Buchler, n.d.

Modern print of digitalised autochrome

H. 400 mm, w. 500 mm (sheet), h. 300 mm, w.
400 mm (photo)

© Estate of Kathe Buchler - Museum fiir Pho-
tographie Braunschweig / Deposit Stadtar-
chiv Braunschweig, inv. no. G IX 105 0802

The photograph shows Kithe Buchler’s
daughter Ellen with a bicycleinalarge
garden. She holds the handlebar
securely with herleft hand, while her
right hand lies casually on the saddle.
Although this seems to be ascene
from Buchler’s private life, it also
shows her keen eye for the fast changes
taking place in her time,as symbolised

by the bicycle.Speed and technology
characterise the transition to modern
times.

Many people still viewed cycling as
unsuitable for women, so this picture
also conveys a new image of woman-
hood.Even so,many women were
already discovering that the bicycle
gave them mobility and freedom to

explore. On the bicycle,women could

escape outdated forms of social con-
trol and find new lives. Or,in the words
of the Viennese feminist Rosa May-
reder: ‘The bicycle has done more for
the emancipation of middle-class
women than all the efforts of the
women’s movement together. Ak
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PEONIES

Kathe Buchler, between 1913 and 1930
Modern print of digitalised autochrome

H. 400 mm, w. 300 mm (sheet), h. 300 mm,

w. 200 mm (photo)

© Estate of Kathe Buchler - Museum fiir
Photographie Braunschweig / Deposit Stadt-
archiv Braunschweig, inv. no. G IX 105 0811

Whereas the design idiom of Jugend-
stil, which dominated artistic expres-
sion at the turn of the nineteenth
century,was mainly decorative and
ornamental, Kathe Buchler had a much
more sober style. This is especially true
of the black-and-white photography
she used before the First World War to
depict her family,and during that war
forsocial documentation.

In 1913, Buchler started using the
autochrome technique. This was a
photographic process to create col-
oured diapositives developed in 1903
by the Lumiére brothers. It made use
ofalayer of coloured potato starch
grains on a glass plate. The process,
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which became available for commer-
cial use in 1907, hasavery low light-
sensitivity and requires long exposure
times. This makes it especially suited
forlandscapes, open-air scenes,and
still lifes. After the First World War,
Buchler increasingly made use of this
method to create artistic still lifes,

mainly compositions of cut flowers in
vases that she photographed inside.
There is a strong contrast between
Buchler's romantic landscapes and
these realistic pictures of flowers.
With their simple, clear imagery, they
give a timeless impression. They also
herald modern photography. FH



CHRYSANTHEMUMS

Kathe Buchler, between 1913 and 1930
Modern print of digitalised autochrome
H. 400 mm, w. 300 mm (sheet),

h. 300 mm, w. 200 mm (photo)

© Estate of Kathe Buchler - Museum fiir

Photographie Braunschweig / Deposit Stadt-

archiv Braunschweig, inv. no. G IX 105 0813

UNTITLED (AUTUMN FLOWERS)
Kathe Buchler, between 1913 and 1930
Modern print of digitalised autochrome

H. 400 mm, w. 300 mm (sheet),

h. 300 mm, w. 200 mm (photo)

© Estate of Kathe Buchler - Museum fiir
Photographie Braunschweig / Deposit Stadt-
archiv Braunschweig, inv. no. G IX 105 0621
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Women, mostly young and elegant and often
merged with nature, are everywhere in art
nouveau: from commercial poster girls to
allegorical figures, from conservative role
models to icons of feminism—but rarely
women of flesh and blood. The female artists
who were able to stand their ground in the
male-dominated world of art nouveau also
used allegorical female figures.

The fin de siécle was a period of incisive
change: urbanisation, the rise of mass con-
sumption and advertising, industrialisation,
the class struggle, the women’s movement,
the large-scale distribution of print. Artists
and designers went in search of new forms;
the new art, art nouveau, became popular

throughout Europe as it was distributed
through magazines and posters, but also
through the world expositions which pre-
sented the latest applied art for the modern
bourgeoisie to embellish theirlives with.
Goddesses of Art Nouveau sheds new light
on an extraordinary era and on the question
as to how the image of woman was used—in
paintings, spectacular jewellery, the Rolls-
Royce mascot, advertising posters and book
covers, made by women and men. The book
also contains a selection of the most striking
art-nouveau objects from the collections of the
Allard Pierson in Amsterdam, the Badisches
Landesmuseum Karlsruhe, and the Braun-
schweigisches Landesmuseum Braunschweig.
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