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EXHIBITION

OBJECTS 190C AND TODAY

April 3 to May 1, 1933

This exhibition of decorative and useful objects is
arranged with the purpose of contrasting the design,
and the attitude toward design, of two modern periods.,
One is not nccessarily better than the othere If it
appears so, it is because we lack historical persvec-
tive on contemporary design, and have a falsely con-
ditioned perspective on that of 13900,

Separated by scarcely thirty years the two periods,
each with a consistent and cham steristic discipline,
have totally differcnt points o:r view.

In 1900 the Decorative Arts (L'Art Houveau, Jugendstil)
had a style independent of the architecture of their
day, based on imitation of natursl forms and lines which
curve, diverge and converge,

Today industrial design is functionally motivated and
follows the same principles as modern architecture:
machine-like simplicity, smoothness of surface, avoid-
ance of ornament.

Perhaps no thirty years have witnessed a greater change
in the aspect of objects and motivation in their design.

Philip Johnson

There is appended an article from Creative Art, April 1933,
on the period of 1900, and a check list of objects exhi

bited, with comments.
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QﬁﬁngS 1900 AND TODAY

by Philip Johnson

Most of us teday can remenber the curved and flower-
covered bric-a-brac of the period of 1800, In most houses

there are still a few such pieces,—-perhaps a Tiffany glass
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lampshade, a bud vase, or 2 bronze lady whose b
skirts received calling cards. These objects are now Te-
garded with fashionable horroT.

Such shudders are, however, unjustified. It 18 only

that the proper perspective on the period is lacking. The
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soorest examples
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We have all seen dull Go hic and

ugly Francois I but we do not condemn these periods. The
tyle t ' yrte in 1900 the istil, or
- 1 f ™ - .I\ A L 1T s
) is called in French (and Englishl! ) Art Nouveau - 18
one that merits revaluation.
The essence of the style whether in painting or the

decorative arts lies in the double curving lines which
approach and dlVerge, often ending in a whiplash gwirl.
Jenally these lines also were imitative o

waves. vlants, or flowers.

the decorative objects of this period with

those design does much to clarify both types.
The exhibition of Objects 1900 and Today at the Museum
of Modern Art has been arranged to jllustrate this con-

trast. Both neriods considered themselves modern and
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entirely free from tradition. The Jugendstil was based
on the curved and the linear. Modern work is based on
neither., The style of 190C took its motifs from nature.
Modern work findes its ins ation in the machine. The
Jugendstil can be called fundamentally a style of orna-
ment. The basis of the modern style is lack of orna-
ment.

The factors, historical and aesthetic, which enter
into the design of objects today are too involved to be

treated in a short article
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The style of 1900, however,
is now far cnough removed in time to enable us to ana-
lyze its origins,

The strongest impetus toward the Jugcendstil was the
Arts and Crafts movement in England under the leadership
of William Morris. The movement was a reaction against
unordered eclecticism and the growing drabness of machine-
made traditional ornament. The ideal of "Art in Every-

thing" wag coupled with the

rI.-l

belief that beauty could be
revived only by reviviang the hendicraft tradition. But
the movement instead of leading toward a new system of
design looked back to the mediaeval for inspiration.
The Arts and Crafts movement stimulated a search for
the modern, but the actual principles of design came
rather from painting. In trying to escape the Gothic

and Baroque traditions the design followed the pooular

trend in contemporary painting. Primitivism and Jap-

onisme were the especial influences., AS Gausguin had







retired to the south seas to find inspiration in the
primitive, the decorators sought the fundamentals of
design in the forms of nature, especially the primitive
forms of animal life such as polyps and mussels.

Imitation of nature was mistaken for the natural.
Designers unable to invent abstract forms relied on
those of nature, Only the great desicners of the
Jugendstil succeeded in freeing the curvilinear quality
of the style from the realistic representation of
natural forms.

The influence of the French Japonisme was even more
direct. The prints of Hokusai and Hiroshige had a strong
effect on painting in the middle of the last century,
Men like Degas, Whistler and Van Gogh learned from them
a new sense of placement and spatial relations. But
what the desicgners of the period got directly or indi-
rectly was the quality of linearity. The tangential
curves, the sinuouscontinuity of line of the Japanses
prints later became characteristic of the Jugendstil.

Indeed, it is in painting itself that the double
curving lines of the Jugendstil first appear. Van Gogh
has been called the greatest painter of the Art Nouveau,
and men as widely distributed geographically as Klimt
and Munch are also included. But certainly the most
typical painter of the Jugendstil is Toulouse-Lautrec,
In the Jane Avril the repeated double curves of the

outline of the body, the snake on her dress and in the

corner exX-
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oress satire and humor. On thie other hand these cur-
ving lines as uced by the Enzlish "aesthetes" could
express decadence, as in the pattormeof smoking can-

dles or dripping blood in the drawings of Aubrey

Beardsleye

Simultaneously in Munich a group of illustrators and
decorators iacluding Bruno Paul, Pankok, Riemerschmid
and Eckmann were independently working out naturalistic
curves in their designs. Their contributions to the
magazine Jugend, founded in 1896, defined the style as
a definite mode in the decorative arts and gave to it
its name, Juzendstil.

But it was the genius of Henry van de Velde of Brus-

cle which made the style universal on the continent.
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In his youth Van de Velde had heen impregnated with the
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icas of William Morris. When he wmas still a young man
he made desisns for chairs, book jacket®s and even ¥
oorknobe in the Arts and Crafts manner. In 1896 he
built his first house which was designed throughout in
the spirit of the English handicraft tradition. His
idcas on the Fine arts wecre however not derived from
the Pre-Raphaclites as werc those of the English, but
rather from the Neo-Impressionist revolt then raging
in Paris. Van de Velde cannot be classed as a follower
of Morris. Especially foreign to the handicrafts idea

was Van de Velde's belief in the possibility of machine







production and in functionalism as the
In this he was surely influencsd by the
Victor Horta vho in the early 90's,perha

the ideas of Viollet-le-Duc, had dared

metal skeleton the facade his

in

interiors also, besides the usual

the Jugendstil, Horta used metal and glass

tionalism that foreshadowed mucn recen

Velde therefore brought to the ideal

Crafts a point of view fresher and

timental mediaevalism of the English.

to hand as a style which could

lay ready

ted to Van de Velde's point of view. He

the curvilinear ornament, but he saw 1ts

and developed it into a logical style.

The year 1896 the founding of the

modern style in decoration.
Guimard built

ded. Eector

buildings.

curvili

t work.
of the
gsounder

The

o i
his Castel Berang

Sy

o8 following

to reveal the

In his
near forme of
with a func-
Van de
and

Arts

than the sen-
Jucendstil
easily be adap-

invent

o

id not

possibilities

rer in Paris,

which although derivative of Horta's work, was consider
ed outrageously modern by the Paris of that day. In he
same year the German Siegfried Bing opened his shop with

four rooms desicned by Van de Velde. Thi
became the center of the movement in the

s shap which

contemporary

decorative arts, was called "L'Art Nouveau", whence came
the French name for the style, Although the style was

appreciated intellectually (witness the

Paris

Exposition
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of 1900) it never became popular and "L'Art Nouveau-
Bing" was a failure financially.

It was in Germany that Van de Velde and the Jugendstil
were popularly accepted. The exhihition of 1897 in Dres-
den hore Bing showed a suite of rooms designed by Van
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de Velde gave the architect instant ponularity. A
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from building a number of important buildings in t
Rhineland, Van de Velde founded, and directed until the
War, the famous Kunstgewerbeschule at Weimar which afte
the War became the Bauhaus

The Juegendstil iteelf was, however, short-lived. Just
as the architecturc of the period 1895-1800 was more dar-
ing and original than the architecture of 1910, so in
the minor arts the trend in this poriod was toward more
traditional design. The continent settled into a phase
which has been called the New Traditim best exemplified
in architecture by the work of Berlage in Holland, Perret
in France and Behrens in Germany. ¢ furniture designed
by thesec men naturally suitcd the restrained mediaevalism
or classicism of their buildings. It was not until nbout
1922 that an entirely new impulse was felt in architecture.

Since that time the minor arts cannot be considered as

separate from the new architecture.

&

It is perhaps the most fundamental contrast between
the two periods of design that in 1900 the Decorative

Arts possessed a style of their own, independent of the
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architecture of the time, whercas today the dis

of modern ardhitecture has become so broad that there

1

can be no sub-category as

that of the decorative arts.

From "Creative Art"
fpril 19833
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Mre. Fo T. Van E.-_‘ﬂlrpn)
motivate shape as well

German desien)
alism has here arrived

1900: ed by Marcus & Company)
floral decoration.
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MODERN by Black Starr & Frost -
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CLOTHES RRUSHES

Silver vs.chr

Wavy ornament

1900 (Dceigned by Louis C. Tiffany, loaned by Tiffany
sudios )

The restrained, curved lines of the
fe integral part of the E
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Colonna for L'Art Nouveau-—
1% :

enrvilinear ornament.

Corbusier and

Brothers
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Tiffany, loaned by Tiffany

1900:
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MODERN: (Froench bourrette and 4o

Howard

Variation
decorative

MODERN: (Bohemian)
The simplest functional form.







125 EILING LIGHTS

C. Tiffany, loaned by Tif-

MODERN: (German, losnced by Schwintzer & Graeff,
New York
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ainted bowl vs. a sphere of

13, VASES
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The whiplash curves
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12003 (American, lon
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of the handles
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MODERN (Designed by Paul T, Frankl)
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vilinear floral ornament vs. the clarity of

orlasg and the color ol teas.
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Designed by Louis C. iffany, Loanec by Tiffiany
Studios

MODERN: (Designed by Staatliche Porzellan Manufaktur,

Berlin)

An orchidaceous form vs, simple cylinder,
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PLATES

2001 (Haviland China, *P“i*ﬁﬂd by Georges de Feure,
loaned by the M:tropolitan Museum of Art)
Inspired by the foﬂmj waves of Jepanese prints.

LL
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MODERE (Urbino desicn, Sta~tliche Porzellan Manufaktur,
3.1'")

Reduced to the simplest possible shape and color.

B

17, TRANSLUCENT GLASS

desiened and loaned by Tiffany

1900 (Onﬂl ]
Studil

MODEREN: (Magnalite,
Amwrican

ut Vi T fany ps- is
be ornamental and its wavﬁ nattern
1t of irregularities of manufacture.
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agse of cleaning.

s, Victor Horta, architect)
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1930 (Tugendhat », Brno, Czechoslovakia, Hies
van der QQ.‘ HTC” tect)

ious 1 of metal and 21lasse.
mts and luxurious materials fo

decorations

——







lg.

ORNAMENTAL OBJECT VS. BLANK SPACE

1900: (Object designed D] Louis C. Tiffany, loaned by
Tiffany Stuﬁiosg
An ornamental object for the sakc of ornament.
Inspired by the shape and color of a tulip.

MODERN: Blank Space
Ornamental objets d'art are avoided in mo@iern
interior architectural schemes,

ORNAMENTAL TILES VS. STRUCTURAL GLASS BRICKS

1900: (Opal glass tiles, d
Tiffany Studios)
The beauty of iridescent lustre and irregular
texture.

esigncd and loaned by

MODERN: (Structural glass bricks, German, loancd by the
structural Glass Corporation, New York)
The beauty of clarity and machine produced units.

WALL FIXTURES
1900 (American)
MODERN: (Designed by Mi8ls van der Rohe)

Imitation of natural forms VS. machine-like

smoothncess.
CHAIRS
1900 (pDesigned by Eugene Colonna for L'Art Nouveau-
Bing, loaned by the Metropolitan Museum of
ATT

MODERN: (Designed by Mi¥s van der Rohe, 1927)

Stylistic curves, derived from the aesthetic
of the Art Nouveau, VS, CUrves resulting from
the functional use of steel tubing in chair
construction.







34, CARD TRAY VS. ASH TRAY
1900: (Loancd by Rena Rosenthal)

A dancer whosce billowing skirte form a card tray,

Y
MODERN 3

Rena

The glass

of elaborate
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of medium and func-

op T TMIT AT AT wo DUOATOCR ADH
20, Ll THUG AL H Vo. PHOTOGRAFR
3 oanea by ncna







-y

%
27. BROOCH VS. SCARFPIN
A typical floral ornament of the period vs.
a design based on the safety pin.
28. STANDARD LAMPS
1900: (Desiened by Louis C. Tiffany, loaned by Tif-
fany Studios)
MODERN: (Designed by Werkstactten der Stadt Halle
Gormany)
Cluster of flowers as a motivitation
VB
cfficient lighting as a motivitation.
‘ 29. TABLE L!

} 1900: ( Amer ican)
MODERN: (Designed by Bauhaus, Dessau

An ornamental hall table

19003
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DISHES
1300
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he dist "O"-J':"-I'LL- 8 of
mantic primitivis
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MODERN: (Chinese jade plate, loaned by Mrs.Raloh Ellis)
An old jade plate which exemplifies all the

principles of modern design.




)










