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CATALOGUE OF THE EXHIBITION

The folJowing list includes all projects represented in
the exhibition, whether by photographs or by original
works; only the actual objects, drawings, and prints are
numbered. According to the manner in which the ex-
hibition is installed, the catalogue is divided into two
parts. In the first part (pages 8-25) entries are listed
chronologically according to the building for which they
were designed or that to which they are most closely
related stylistically. In the second part (pages 26-35)
entries are listed chronologically within groupings of de-
sign categories.
The dates given for each building indicate the time

between the beginning of design and the completion of
construction, followed by the year in which outfitting
was completed. For individual items, many of which
were used for more than one building, the date indicates
the year in which the design was first used. A date is
enclosed in parentheses when it does not appear on the
work. Dimensions are given in feet and inches, height
preceding width. An asterisk indicates that the piece was
available for presentation in New York only.
The abbreviation AED.A.A.DXX. indicates the As-

sociation d'Etude et de Defense de l'Architecture et des
Arts Decoratifs du XXe Siecle, in Garches, the archives
of which contain hundreds of Guimard documents from
the collection of M. Felix Brunau.

Casrei Beranger, entrance. 1894-97
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CASTEL BERANCER APARTMENT HOUSE 71).13\ 1. Test panel for vestibnle. (1896-97). Enameled ce-
14-16 rue La Fontaine, Paris ramie, 11718 x 24%".Private collection, Paris

~0'1'-"LI.1894---98;outfitting ca. 1899 '70,5'12. Study for couch. (1897). Pencil on tracing paper,

. ., . . 4%,x ~"" A.E.D.A.A.D.xX.
Castel Beranger is Curmard s best-known burldmg, al-1I15'''''''C' h (1897) M h dId 1 h 36'"
h h Iistic i " . . roue . . a oganyan too e eat er, "/l. x
t aug sty rsnc rnconsistencies prevent It from bemg rec- 67'"" Th M f M dAN Y k Cif f

. . . • • 'Yl.. e useum a 0 ern It, ew or. 1 to
ogmzed as hIS masterpIece. Its architecture contmues the Ph 11' B L b 1964
dramati I]" yrs.amert,ramanc srructura emp 13S15, pIcturesque asymmetr:>J...
rich color, and elaborate ornamental impulse of the Ne~JacJ 4.. Couch. :vith overhead ca~in~;. (l,8;7?,_ ~ahogany
Gothic tradition which characterize Guimard's early without ongmal uphol,er~ . Private col-
work, while th~ planning of the thirty-eight unique lection, Paris. Page 9 9 ," r ''II Ii.,' t 2.5 'Jf'
suites anticipates the spontaneity of his later style. Each~er.5. Study for fireplace and frame. (1897-98). Creen ink
major room and minor staircase is open to light from a on tracing paper, 14]1 x 1~1'"A.E.D.A.A.D.XX.
street or courtyard; traditionally wasted space is fiJleJ~'«'6. Fireplace. (1897-98). Cast iron with enameled lava )
with artists' studios and modest roof gardens. The origiX panels r .1 68\4". Barlach Heuer, Paris '/91i'l1 fif6'/Z1 te5/1
nality of his scheme resulted in an exterior of unprece- ... 7 'nOSd Uh, S. r". '"d ~1"8996moC 1 d
d d f d f hi h h . d C . d10._. tu y "For a vase stan , . rayon, paste. an
ente ree am, Or w IC e receive a oncours e '1 . I&L 147.t" A ED A A D XX
F d . f h C· f P . . 1899 ~encr on tracmg paper, .nor x '8. .. . . ,. .aca es pnze rom t e Ity 0 ans In. 70.tl.' .
While outfittinc Castel Beranger, Cuimard began to . Studies for a vase stand. (1899). Crayon, pastel, and

develop his own idea of the flowing processes of nature. pencil on tracing paper, 2~x 2r1~'.A.E.D.A.A.D.XX.
The furniture from these early years provides the mos?O.1"9~""ase stand. (ca. 1899). Ebony, 57h" high. Museum
dramatic examples of his naturalistic approach to the fur Kunst und Gewerbi 1-!amb.j~ ~;rrc.hase. 1900.·N'ld'1Iut
recalcitrant qualities of his materials. Rejecting the de- 10. Desk. (ca. 189;tfeJtJefe~ afte119tl!): Olive wood
vice of applied ornament, he used only the formal asym- with ash panels, 29¥(' x 8'4~". The Museum of Mod-
metry associated with wood branching. Although Cui- ern Art, New York.Gift of Madame Hector Guimard,
mard designed the basic decoration for all the apartments, 1949. Page 9 .3/0. t..fq a -c.-
it was only his slightly later officesuite that was outfitted
entirely with furniture and accessories. Here one can
sense the concept of the "total work of art" that was
developing in his mind.

Desk. ca. 1899

Me..

I

Couch with overhead cabinet. 1897
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70,''''0 II. Wall frame. (ca. 1899-1901). Fruitwood,~".
Private collection Paris 2.75/, ~ 2CJ'/' II I"

.. 7Uo '
• "Il 12. Study for fireplace. (1903). Crayon, pastel, and

pencil on paper, 16\2 ., 51". A.E.D.A.A.D.X,'( Page 10
..,7'/., ~51'

/

Study for fireplace. 1903

Vestibule
opposite: Facade
10

COILLlOT HOUSE AND STORE
14 rue de Fleurs, Lille
1898-1900; outfitting 1903

The Lille house is one of the first buildings in which
Guimard unified an interior and exterior in the mature
Art Nouveau style. This combination store and house
for a ceramics contractor is faced with vivid green
enameled lava blocks that dramatically advertise the
client's merchandise. Unlike most of Guimard's major
buildings, almost cvery detail of its Facade and vestihule
survive intact, as do several pieces of furniture from the
elegant second-floor apartment.

Although severely restricred by the site, which recedes
diagonally from the street, the composition containsmost
of the traits that were to continue (Q characterize his
archirectu re and design: a plan ordered with increasing
Freedom; a new kind of asymmetry now made dynamic
by unresolved tensions; surfaces so responsive to modula-
tions of design they seem (0 be invested with almost
anatomical sensibility: and an interest in Gothic motifs,
such as the pointed (Inc! rampant arches, which never
entirely disappear hom Cuimard's vocabulary.
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CASTEL HENRIETTE
46 rue des Binelles, Sevres
1899-1900; remodeled ca. 1903; demolished 1969

Castel Henriette represents the highest flight of Gui-
mard's architectural imagination. Although a number
of his previous houses had been highly chromatic and
complicated, this -ntaison de plaisance was kaleidoscopi-
cally rich. The characteristic of tense complexity did not
begin to influence his architectural volumes until he
built completely three-dimensional country houses on
open sites, far from the physical and psychological restric-
tions of the city. At Castel Henriette, for the first time,
all the elements of both plan and elevation are distrib-
uted with the same sense of spontaneous compression
and release that had dominated his two-dimensional
designs. It is almost as if the freely modeled volumes
were projected in to their positions by centrifugal force.
The composition is a triumph of deliberate tensions.

7o.ii
13. Newel post. (ca. 1900). Fruitwood, 39'4 x 3U"~~"'"D t 'Z / t .

'ar eat- 0 exerwrPrivate collection, Paris. Page 13
14. Bathroom tile. (ca. 1900). Glass paste, 3% x 3%".
Private collection, San Francisco

I

Detail 0/ newel post. ca. 1900

opposite: Front perspective. (Postcard. ca. 1900.
Private collection, San Francisco)

I

I

I,
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I

IVIETROPOUTt\l.'': ESTIl. \:\,CE YSTEM
Pans
Dc'igncd 1900; i"".dlcd from 1900 In 1913

,(\
The svsrcm of suhw .I~ cnrr.mccs Cuimard designedfor
rhc .\ ietro comp:lll\ i..rhc 11I(~r famous project of h~
career. One hundred fUfl~ one models were jnsraJJtd
[hroughou, rhc ,ill bct w ecn 1900 and 1913, of which
nII1C[\'-OI1(' aft: ~IJJJ ill usc, 'C,:"':n having been dassi6t'd as
hislo;ical mnrunuent s. rile dc..'")ign of (his system is a vi.
branr example of Cllun.Ir(..r~ ~lhiJil)' (0 combine me for
mal energy of ius ".,1>'1(;1[[ n.uuc=tlj)m·· \\ilh function.
Cruucmporarv <:rilit~ .rud LHee \\ ruers have ched ir as
the quillll:s:-.cnc,'I..' uf t\f[ l'\'OU\'C.lU. TIle ~Mtm enrrnnC't'S
were singU/:lrly tc..!'XlIlsiblc..· fur publi uing ,he 'We\\
f\n"-prcvioLlsly unJ~ I.lInilinr (0 an iniritllcd few-by
hringing the ...lyle to "Cn.·I~ Mrl.'cl corner," Publicrmtion
ranged [rom rill.: horror el l'~I,lbJhhcd crili (0 the ad.
miration or \oungt'l' .irust-, Technicallv, the Rexiblt
1l10dld:lri'y Ilf llll.' prcf.lhrit".lll'd (,1Jmpon(:nts-cnsr iron,
gl:lSS, and CCLIJllie dl':-ignl'd 10 he used for m3ny differ-
ent kinds of :;ill':-Oand lranic :aIlU.IIIOI1 , maLes the Aleuo
Cuuu.ucl's I1lO:-{ illlf)f1rl.llll uHllrihutinn to the hiStol)1or
il1dll:'lrial design.

/

/
i

Study for bose 01 archway. 1900
70.5i 15. Study for bose of a r"J,"'ay. 1900. ra.ro" a"d

pas[el Oil 1"[I,,·r. -12:" x 2~". II. ':O.lUI.D. . Page 14

105' ]6. S[udy for 'igll fr.'lIle of arel,,, ..,y. (1900). era)'on
allel paSlel Oil palX'r. 3'fJ1l x 5-1',;"1\. .D./I .. D.XX.
17. I\r"/'\\'a.\· from Ha'p.,i1 ""ion. (1900). CaSt iron,
P~lin lcd grl'(:n, I 5'5" s 2/', rill' 1\ f lIS(..'lIl11 or 1\ lodemArt,
Ncw Yorl, , Gifl of Hcgic AlilOliomc: des Trnnsports
Porisiens, 1958." NY ~

71.18. Study for railillg pallel. (1900). rayon and pastel
177. on ¥"Cillg paper, 31$B x 23W'. I\.E.D.AAD.XX.
~lPanel for railing. (1900). .1 iroo, pain,cd green,
29!h. x 24M", Till.' J\JUSClllll of 1\ lodern Art, eur York,
Gift (jf HcgiL' !\UlCl/lClIllC des Transports Pnrisiens, /958

Entrance, i\!Jollceau Station, 1900

opposite: Covered entrance, Port Dm,'phine St.ation. 1900

'4
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HUMBERT DE ROMANS CONCERT HALL ~O. Plans and elevations. (1898). Black print, II x
60 rue Saint-Didier, Paris 17 'A", The Museum of Modern Art, New York. Given
1897-1901;demolished 1905 anonymously, 1969

70.U 21. Study for plan of roof structure. (ca. 1898-99).
This concert hall, the largest in Paris at the time, is Black and blue crayon and pencil on tracing paper,
Guimard's most significant contribution to the history 2~ x 22"". A.E.D.A.A.DXX.
of architecture. Like Horta's Maison du Penple of1O..t~2. Longitudinal section. 1900. Sepia print and ink,
1897-99, the auditorium may be ran ked as One of the 25141 x ;&I-,A.E.D.A.A.DXX.
major achievements of Art Nouveau. One of the few 1O.1c1 T I· 1900 S . . 2"''' 38'..... . . f . L3. ransversa section. . epla pnnt, o~1x ',..
critics who saw the mrenor be ore It was destroyed ED A A D XX
observed that the hall was: "formed of a visible structure, A...... .
springing from the ground at each corner and spreading
in graceful curves like the branches of an immense tree,
in a way which gives somewhat the idea of a corner of
a druidic forest. The main branches, eight in number,
support a rather high cupola, pierced, like the sides, with
bays filled with pale yello\\' stained-glass, through which
an abundance of light finds its way into the hall. The
framework is of steel, but the metal is covered with
lTI<lhogany... the result is the most elaborate roof ever
conceived by a French architect." (Femand Mazade,
The Architect"ral Hecord, 1902)

Detail of pier. (Photo ca. 1901)

Detail of interior. (Photo ca. 1901)

17
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NOZAL HOUSE 70.&11 24. Study for 41t".hall. (ca. 1902). Green ink On trac-
52 rue du Ranelagh, Paris . 17 I "A E D A A D XXmg paper. x .
1902-5;outfitting ca. 1907; remodeled 1937· demolished 25 S d f . hi' k
1958 • lO-/" . tu y or stair al. (ca. 1902). Blue 111 on paper.

2cAJ x 15~N. AE.D.A.A.D.XX.
In the preliminary plan far this palatial mansion a pra70.'.I'l.26: Final elevation. 1904. Blueprint, 13112x Igt'f'. Ar-
fusion of cells proliferates from the central Core as freelY3l"..~lves de Pans, Pans . .
and complexly as a living organism. As built, the scheme 27. Wall frame for a Japanese pnnt. (ca. 1904). GIlt
wassomewhat restrained, owing to the rnore conservative bronze, 2114 x 10%". The Museum of Modern Art, New
wishesof Guimard's client. Nevertheless, the house was York. Gift of Madame Hector Guimard, 1949

. . . 70.11'l• -cl
an extraordmary piece of sculpture. Only the sbghtly 28. Bed with attached tablets. (ca. 1904-7). Pear wood,
laterwork of Antoni Gaudi attained comparable qualities 63" x 7'41;2" x 7'5". Musee des Arts Decorarifs, Paris.
of fluid modulation in plan, elevation, and decoration, Gift of Madame Leon Nozal, 1937. Page 18
Like the building itself, the surface of each decoranve'/O.II'9. Angled cupboard. (ca. 1904-7). Pear wood, 6!i'/i'

object IS contoured through an lInll1ter~L1pted.progression high. Musee des Arts Decoratifs, Paris. Gift of Ma9a~e
of planes. Subtle and elaborate details gUide the eye Leon Nozal, 1937. Page 20 j( LtG!,!, &.3. t< 1'&to. d.
through the linea' continuities of the carved masses andll.lI9. N' h I 9 ) P d 1'&" I . I

. d d C . I 10. [Ig t stool. (ca. I 04-7. ear woo, ~ 11gt.
the reciprocally rno ulate volumes. uimard a so used "I' dAD' if P . C'f f M d L', . . . . , Iv usee es rts ecoran s, ans. 1 t 0 I a ame eon
iconographic repetition to further umfy the exterior and N I 937 P 18 ~ 1"'/'" "'. lC/33J",·'d.

. A' I . . f C I . . I oza~l . age ~ ....interior. n inter ace remuuscent 0 e tic manuscnpts70.l21 a- . .
appears in d.le plans: and On ~he roof, wind~ vv frames, 3~... , aise l~nguc. ~ca'. 1904-7)'1 Pear ,~voodwItho~~
and aeees,sones. Earlike and slipper foot motifs, sugges- original up~~ls~e:y(tHO, pIec~:),33\-8x 67 10,ng, ~usee
rive of eighreenrh-ceruury sources are used on every des Arts Deccratifs, Pans. Gift of Madame Leon Nozal,, .•. aa'I." ~2. '1" x 30'1."pieceof Fumitu re and picture frame. 1937. Chair, page 26 b. 2.~" JC, I "'I.,. .. )( "!J33/.., ..

aI3,f~32. Side table with sliding tablet. (ca. 1904-7). Pear
wood, 293.4" high. The Museum of Modern Art, New
York. Gift of Madame Hector Guimard, 1949. Page_I8

315.'" 33. Double standing frame for phorographs. (ca. 1904-
7). Gilt bronze, 9V, x 14V2". The Museum of Modern
Art, New York. Gift of Madame Hector Guimard, 1949

.1~4. Standing frame for a photograph. (ca. 1904-7).
Fruitwood II ~ x 9(4 Musee des Arts Decoratifs, Paris.
Gift of M~dame Pezieux, 1955 M 2'1,,-d.

'.;, 70.,~~. a'~anding frame for a photograph. 1907.Gilt bronze,
l~,x 6,",'. Coopcr-Hc\vitt Museum of Decorative Arts
and Design, Smithsonian Institution, New York. Gift of
Madame H~vo~ard, 1956 )\ "h" d.

L' f~o~~,qo.lvr1.NOlJ7L.
Ii---=--
jl_~_ 7f:;~....~.. ~~
' ~~~ J' "/ .(ICFj::·' ,,,~"::,):.,(~;;1J:::'7) ~

/
ilL'!' ~'J' "~~I \.) ~ .~!

'~/' ' ~ "~- Offt:. /-O.e:~.' ~f.;i

j i~;J0"'«'~;;'""<.1 Il ,(Y..ft;.;,,\~ .., /' I

ti; ".,.~! ~ .'''{.' /~~ol,W' \, .;;t .•• , /j'-"-V' \ I - ...--. ~ /' r

'~~i '-jA~_"jJti:'lq i1W: I
.~ ,

Preliminary plan. 1902. (Avery Library, Columbia
University, New York)

Fa,ade. (Photo 1937)
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I

Angled cu.pboard from Nozal House. ca. 1904-7

opposite: Detail of corner of Jassede Apartment House

20

JASSEDE APAHTMENT HOUSE
142 avenue de Versailles, Paris
1903-5
The final architecture of the Nozal House, and the
Jassede Apartment House mark the end of Guimard's
High Art Nouveau period, and the beginning of his
more refined "Style Cuimard" period. In place of intense
chromatics appear the subtle relationships of creamy
sandstone and white brick. Attention shifts from paint-
erly qualities of animated surface to plastic qualitiesof
contoured space.
The [assede Apartment House, like the later Cuimard

House, is a masterpiece of corner-sire composition. In
neither instance is there what could properly be de-
scribed as one Facade, or even two. Instead, a single,
Auidly a rt iculared surface smoothly turns from one plane
to another. The idea is repeated in the treatment of me
rounded top of the Nozal cupboard. These corner
compositions are excellent examples of Cuirnard's ability
to translnte the Formal quality of dynamic asymmerry-
usually achieved by others only in two-dimensional and
smaller, rh rce-dirncnsional Art Nouveau designs-into
architectural space. As \\'ilh nil of Cuimard's buildings
after about 1898, one must walk around these composi-
tions to understand them.
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GUlMARD HOUSE
122avenue Mozart, Paris
1909-10;outfitting 1912

Aftermany years of being a very social bachelor, in 1909
Cuimard married Adeline Oppenheim of New York.
For the nrst time, he had the motivation and the means
to lavishon his own environment the attention he had
given to that of clients. During this quiet period in his
professional life, Guimard devoted to his ne vv home
all the intimate concern of an artist doing a self-portrait.
Thanks to the efforts of Madame Guimard, who hoped
to make this house a Guimard Museum} it is the onlv
oneof his domestic interiors for which there is an almost
completephotographic record.
The wrought-iron banister in the vestibule has prop-

erly been compared with both the graceful elegance of
the Rococo,and the dynamic abstraction of contemporary
metalsculpture. Irs separate lines spring loose from their
containments to overlap and intertwine with all the en-
ergy of a sensuously controlled explosion. The dining
roomis also an original blending of old and new ideas.
The space of a Rococo oval is Ilcoded with natural light
by a complex interrelationship of wide windows, glass
walls,and carefully placed mirrors. The recessed legs of
the table grow naturalistically out of a mound of carpet-
ing. Above the buller, where most homes would have
had a painting, Guimard modeled an abstract mural in
the wet plaster.

Dining room. (Photo ca. 1912. Cooper-Hewitt
Museum of Decorative Arts and Design,
Smithsonian Institution, New York)

Perspective of corner
opposi'", St.ai,. hall. (Photo ca. 1912)
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S/<ylight

opposite: Interior of gaUery

MEZZARA I-lOUSE
60 rue La Fontaine, Paris
1910-11; outfitting 1912

Guimard's last in tenor masterpiece was the galleryof this
house. Inwlldcd as an exhibition area in this combina-
tion home and workshop for a textile manufacturer, the
monumcnral ccrurnl SP3CC I11C3::.urcs 33 feel lon8t 15 feel
wide, ancl t 8 [cct high. The mezzanine, canrilcrcred on
rwo thin columns opposite the stairway, is tarried on the
eiohr faintlv Corhic, metal ribs that support ,he ceil-
b' .

ing. The climax of the room is a large stained-glass win-
dow held in thi.' grip of the metal ribs Jike a jewel in
:1 medieval crow 11. Above it, natural light falls uninter-
ruptedly through a broad, three-story opening in the
center of the building and cascades into the gallery
through the filtering membrane. As with all of Cui·
rnard's spaces, the 11131111cr in which the light is pennined
to enter is controlled as carefully 35 is each tangible
material, and plays a principal role in the overall psycho-
logical effect.

Although a ,'cry late design, marking a rransirion into
the geometry of An Deco, the window om positionstill
contains the dual qualities chnractcri ric of hi High Art
Nouveau style-lhe gcntlcnc~s of pastel coloring and
linear strength as dynamic as I len ri Bergson's e1m2 vital.
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CHAIRS 312.'~ 47. Side chair. (ca. 1904--7). Cherry and plush up-
holster)' 43W' h icli Th M f 1\1 dAN"WhenI design a piece of furniture or sell} t it I reB . '. c-': e rv useum 0 0 ern rt, ew

h
. . p, ect YOlk. G,ft of Madame Hector Guimard 1949

uponthe spectacle t e universe provides. Beauty appearsl~.113 '. '
lOusinaperpetual variery. No parallelism Or symmetry: 48. Side chair. (ca. 1909-12). Cherry and tooled
formsare engendered from movements which are never leat~er, ~4" high. Musee d'Art Moderne de la Ville de
alike... And what a lesson For the architect, for the artist.,l Pans. Gift of Madame Hector Guimard, 1948 ~ 1\:4 w.X 18~J
whoknowshow to look at tim wonderful repertoire of •. 49. Armchair. (ca. 1909-12). Cherry and leather,
formsandcolors!For construction, do not the branches oflO.,,13%" high. Philadelphia Museum of Art. Cift of Ma-
therrees,the stems, by turn ngld and undulating, furnish 'tan;e Hector Cuimard, 1948.* )f Zft>!I,x 21'/04"
uswithmodels?,You will tell me that if Iapplythe exam- ~V 0"1\"'1
pie of the stern s movements, and the disparities within
these movements, {Q [u rn iru re, to everyday objects ... I
willend up with the effect of cut-outs. Inaccurate! You
onlyhave this impression beca use you are accustomed to
furnitureconceived as antique monuments. These domi-
nant lines which describe space, sometimes supple and
sinuousarabesques, sometimes flourishes as vivid as the
firingofa rhunderbclt, these Iines have a value of feeling
andexpressionmore eloquent than the vertical, horizontal
andregular lines continually used until now in architec-
ture, .. Let us be inspired by these general laws, Let us
bend before ... the examples of the great architect of
the universe." (Guimard to Victor Cham pier, Revue
des Arts Decoratils, 1899)

70,1'" 36. Side chair. (ca. 1899). Fruitwood without original
upholstery,3Ak" high. Priva~' collection, Paris

e ~ l~il.J .:0. K 17' >.'d
7b,lh 37. Armchair. (ca. 1899). "ruitwood without original

upholstery,41l," high. Private collr",ion, Paris. Page 27
JII "q J~'"3t/~ u). • ~IJ>.' o.
" 38. Armchair. (ca. 1~99-1900). Walnut and tooled

leather;321'2" high. The Museum of Modern Art, New
York.Gift of Madame Hector Cuimard, 1949

70·~239. Study for an 'l<li'fhair. (ca. 1899-1901). Crayon
andpencilon pape~T~125W'. A.E.D.A.A.D.XX

70.~ 40. Study for an armchair. (ca. 1899-1901). Crayon,
pastel,and pencil on pap~ 1'5!L il!i".~.li'.DAA.D.XX0·,-..,27· ,

10.(1, 41. Studies for a side c~llca. 18 9-190]). Crayon,
pastel,and pencil on paper,"x 58VaA.E.D.A.A.D.XX.

~., 42. Study fora side chair. (ca. 1901-3). Crayon, pastel,
and pencilon paper, 42\t x 30~1". AE.D.AAD.XX.

lO.~' 43. Studies for a side chair. (ca. 1901-3). Crayon, pas-
tel,and pencil on paper, 50% x 33W'. A.E.D.AA.D.XX.

70,10\5 44. Side chair. (ca. 1902-3). FruitwOOd and tooled
leather,42~' high. Private collection, garis

" '7. .,u) . " ~I~.''".10,/17 45. Armchair. (ca. 1902-3). Fruitwood and tooled
.Ie~er, 41~~"high. Private "ollcctio~, Paris

••L 'I'" 112: 7/, W .• Z~~/I"d. _
'Q' (,tn.". Study 'or slde chair. (ca. 1902-7). PenCIl and water-
70.15 colorOn traCing paper, 43 x 25\4". AE.D.A.AD.XX.

Armchair. ca. 1899

opposite: Armchair fro·m Nozal House. ca. /904-7.
Part of chaise long11e

27
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,o.~SO. Study for linen",". (1896). Pencil and CIa)'Onon
GRAPHICS ,aper, 2j~x 28W'. r\.E.D.r\.A.D.XX.

Ins ired by medieval art as well as Japanese and Belgian1l>.I31I. Lincrusra. (1896). Pr~s5Cd papiet ,"4chi, 39 X

sources Guimard achieved his Erst fully mature Art 2~4". Private collection, Pans. Page 28
Nouveau designs in 1896 while making wainscoti,ng and76.IO~2. vVallp,lpcr Fer anterooms. (1896). teneled paim,
wallpapers. The same highly animated linearity infused 40Ml x 19%/1. BibliothccluC Forney, Paris
his original lettering and treatment of the printed pageio.IO'lS3. Wallpaper for bedrooms. (1896). reneiled pain,
His interest in graphic design was p~lmanly Iimited .to 32% x 19%/1, Bibliuthequc Feeney, Paris
covers and title pages, seldom extendmg to the typOgl8,tJ ,,0. . .
phy and layout of entire books. Very few examples of . 54: Wailipaper. ~?r dining r~ms. (1,896).. renciled
Guirnard's printed designs survive. The largest body of pamt, 29!12 x 19% . BJbllOlhcqut.: Fame), Pans
evidence for his imaginative lettering is the sketches and. 55. Wallpaper for li\'ing rooms. (i896j facsimile 1970).
working drawings, in which the graphics are an integral no# Silkscrcen, 271;ij1l \\ ide. Courtesy Larsen Design milia,
part of the overall composition. New York. Cover

t nSS<1U,

In VI !;)! IOn. Expos,tum/Sala" clu Fignro/Le Ctwe!
(1899). Letterpress. .£j x 6 ", Private eollec-

1'l.t.560. Poster Expos/1101i1 111011 dll Fi aro/l» Castel
Beranger (1889). Lidtograph, 35 x 4914". The 1\luseum
of Modern Art, New York. GIl'l of Lillian 'assau, 1968

70.\461 Study for rnngnzrnc covcr : Bevlle d'ArJ. (1899).
Pencil, Ink. and watercolor on tr:icing paper, 16'" ,'0;

II,,",' A.ED.AADXX.

Magazine cover HevlIe d'Art No. 7. 1 99. Letter-
press, 12 »: 8~'The 1\ luscum of Modern Art, Nell' York
Promised giFt of St:J1l Ries

, c.v ' .... -:; .• ".t • Fl\re studies for plaster friezes. 1902. \Vatercolor,
IIIV ~~' .<,.!,,;~!~..;~ jJ./}) marred 24 oX 19W'. BlbltOlheCJlIe des Arts Deroratifs,

\ I t~:')Si:~~" (,:!.I~~·~:-:'iY~;;("~}~};Palls Gift of Mach-!mc Hector GUI'mard 19481\\ :lr; ,,{,,"'- /( .....~ r~ _ .>11 .I '
I~ , '.,,---" r/I"~)/,, v;lOU"6

\ \\ F~( I / ,/ti~(·..d /:: ~ -~ '\ . 4 InvitatIon Expositlou de I'HabitatJoll. 1903. leiter-
\, . ~1/. ' :,.j , - J: Jress ;. u

.,I' \ \" IIV ~~ ri' fr;;:, »~'?-(l)t)" 65 Portfolio of pOSicards Expositioll de I'Habilation.
\ I \ \ \1 II \ ,~\ \ r,· ~~ 11903 Lette, press, S\12x 3\12" The i\llIseum ofi\lodern

\ \ '( II ~'\" \ :if(: Art, New Yo, k G/ft of i\ ladame Hector GUlmO/d, 1949\l1~
- __ ....~-...::.;;..._ . \ \- 7'.13~66 Cove I' I

~ , r a eata ague: Fontes Arlistiques. 1907, Gray
pap~r stamped with silvcr Icaf, I~,x 14\U, Private col-
lectiOn, Paris

E:".",._ . I
* Cai\:i,l ~ ~n ~e.r a\ bwYl.. 70.3'0+ a -iJ tOVCY ~ ~pl~

'PIa, N"I O~L.", t'tlctj)+ fey 'Pt."ks 5C.HS7
('(f314 h-i)

LinCTHsta, 1896
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PERSONALACCESSORIES 70.10'1 79 Tea cloth. (ca. 1909-12). Embroidered linen. '$
x 22%". Cooper-Hewitt Museum of Decorative Arts and

Fewobjectsfor personal use are known from Guimard's Design, Smithsonian Institution, New York. Gift of
earlycareer.His desire to design such pieces developed Madame Hector Guimard, 1949.* N'f ~
shorclybefore his marriage in 1909 for which he de.7D.I~ Study for a window curtain. (ca. 1909-12\ Em-
signedhis bride's ring and. weddinp gmvn, if not also broidered silk and paint, 21 .t l!Ri/'. The Metropolitan
his magnificentcane. Their new home was the set- Museum of Art, New York. Gift of Madame Hector
eng formost,if not all, of the surviving textiles. They Tho I Guimard, 1949.* Z57/i X 'If" N1 ~
rangefromBuid linearity to the more cnsp ovals and 111- 071 W' d . ( 1909 12) E b 'd d ilk

di . Lthe rransi . f A 8 . In ow curtain. ca. -. m roi ere 51 ,
terlaces,which a~}n icative 0 the transition rom It ~3" x 17". The Metropolitan Museum of Art, New
Nouveauto Art eco. York. Gift of Madame Hector Guimard 1949.* NY ~
Lesspersonal but equally individual are the cologne 7~'/</-" t 1(,,7/&" ' ----J

lonlesproduced industrially for the Pans Exposition of
1900.Theywere signed in the mold with the monogram
"HG,"as were his earl y vases.

.. 67. Colognebottle. (I900). Clear cast glass and printed
.~u 11label 7W' high. Parfums Revillon-F. Mi at, Paris.

Pag:3J ~ 37/~"'" 2'/1"
1o.M 68. Colognebottle. (I900). Clear cast glass and printed

label 11" high. Parfujns Revillon-F. Millet, Pans
, ~1:t'''J(l'I1.'·

lM~~ 69. Colognebottl:,. (1900). Clear cast glass, 15" high.
MartinJ. Eidelburg, New Brunswick, New Jersey

21\.5070. Letter opener. 1907. Rosewood, 63,4" long. The
Museumof Modern Art, New York. Gift of Madame
HectorGuimard, 1949

31~.iIq71. Tray. 1907. Rosewood, \9W' long. The Museum
of ModernArt, New York. Gift of Madame Hector
Guimard

10.1\ 72. Seal.(ca. 1908). Gilt bronze, 3W' high. Laurent
Oppenheim,Jr., New York ) 2'..,.J\26/,:d.

~l.5.4973. Halpin. (ca. 1908). Bronze without original stones,
1\4" diameter.The Museum of Modem Art, New York.
GiftofMadame Hector Guimard, 1949

In./17 74. Platter. 1909. Gilt bronze, 1812:' diameter. ~usee
desArtsDecoratils, Paris, Purchase, 1911 x 13/'1> h.

I'" 75. Umbrella handle. 1909. Bronze and ivory, 9\4"~~ d
long.The Museum of Modern Art, New York .•Pr?mise
giftofMr. and Mrs. Alfred H. Barr, J r. ) I 6.. ·

7O.~J 76. Cane handle. (ca. 1909). Silver, e long. Private
~"" '''11· ...

collection,Paris. Page 3?35'/~·~:"~!>1,.u>."i" cI: Cologne bottle- 1900
7tl.I05 77. Panel for wedding gown of Adeline Oppenhelm

(MadameGuimard). (1909). Embroidered SIlk, 'l3\i x
l511".Cooper-Hewitt Museum of Decorative. Arts and
Design,Smithsonian Institution, New York. GIft of Ma-
dameHector Guimard, 1949.* NY ~

70.99 78. Studyfor embroidery. (ca. 1909-12). Embroidered
silkandpencil, 263,4 x 1\W'. Cooper-Hewitt Museum of
DecorativeArts and Design, Smithsonian InstItu~on,
Nell'York.Gift of Madame Hector Guimard, 1949.

~.. ~
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VASES

The earliest known vases, designed by 1898, all seemto
have been for Guimarcl's own lise. The Sevres ceramics
of 1900 and 1903 may have been executed in somewhat
larzcr editions. By about 1907, he had decided to execute
hisbmodels industrially in both cast iron and ceramic.
Some of these mass-produced pieces are of a quality com-
parable to the finest handmade designs.
These vases are excellent examples of his empathetic

approach to materials. The formal characteristics of the
desizn suzeest the intrinsic properties of the material,

o 00
whether the amculations are short and thick for the lim-
ited structural properties of ceramic, or long and thin and
Allie! for molten bronze or cast iron.

7D.2!n 82. Vase. (ca. 1898). Bronze, lOW' high. Henri
t,n ONU/ Poupee. Paris. Page 33

7b.IOO 83. Vase. (1899-1900). Glazed porcelain, lOW' high.
Cooper-Hewitt Museum of Decorative Arts and Design,
Smithsonian Institution, New York. Gift of Madame
Hector Guimard, 1948. Page 32 "5'/4' d; ~. t\i ~

71>.2.'584. Planter. (1899-1900). Glazed porcelain, 11"~i h.
Gerhard P. Woecke! Munich. Page 32 N'/~, .~.

70010%,85. Vase (ca. 1905-7). Gilt bronze, lOW' high. Cooper·
Hewitt .Museum of Decorative Arts and Design, Smith-
sonian institution, Nlfw ..York. Gift of Madame Hector
Guimard, 1956 1030/\ )( G' Iol. t-I ~ ~

70.,25 86. Planter and stand. (1907). Cast iron, painted with
~·b gold (two pieces), 5<'$f' high. Private colJeC}iOn,Paris

~ IO'/."oN. x c.~.."0.
70.19087. Planter. (1907). Cast rron, 20!if" high. Alastair B.

Martin, New York XlS" w. X I ,,7/fl"l

PI.ant.er. ]899-1900

Vase. 1899-1900

opposite: Vase. ca. 1898

32
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I'"'' .. .,,, x "5h"
ARCHITECTURAL ACCESSORIES 70.101 100. Doorbell pull. (ca. 1909-12). Gilt bronze, """,,'

. ~. Cooper-Hewitt Museum of Decorative Arts and
Guimardalways devoted part~cular atte~1tion to the first Design, Smithsonian Institution, New York. Gift of
objectsone touched on entering One of his, houses-the ~dame Hector Guimard, 1948
doorbellsand doorknobs. But he was no less Interested in~20·4 I D I dl (. hi h bl I. oar 'ian c. ca. 1909-12) Gilt bronze 4%"
bestowmgon somet 109 as urn e as a nail cover an I . h Th M f Md' ,

II d f . llg. e I useum 0 a ern Art New York Gift
eleganceusua y reserve or Jewelry. Most of the earl)' f M d H G' d ' .

. d . I"' . . 0 a arne ector Ulmar, 1949
accessorieswere one In irnited editions for particulat, . .
buildinos.Guimard gradually realized that the rnachii lO.}/")..J02. Key to buffet. (ca. 1909-12). Silver-plated metal,
couldb;, used as effectively as any other tool, and th:' 2

1
,,' long. Musee d'Art Moderne de la Ville ~e Par:s ',

the quality of an industrially produced object could be Gift of Madame Hector Cuimard, 1948 X 1'14 W.l\ 1z J.
as high as that of a handmade object, as long as otCl,·12;103. Drawer pull. (ca. 1913). Silver-plated metal, 4%"
couldlearn to control the production process. long. Philadelphia Museum of Art. Gift of Madame

Before 1900 he had begun to repeat individual de- Hector Cuimard. 1948 2"h.1lo ..",,, " •. X 't'S"&..
sigos; during and after 1900 he also designed vases,
textiles,lighting 6.xtures, and furniture for industrial
production.The most successful of these commercial ven-
tureswas a large series of cast-iron architectural acces-
soriesand furniture that was manufactured as Fontes
Artistiq1les from 1907 until 1937.

10.~
.. ,to

70.1% 88. Stair-rod pin. (ca. 1896). Brassl.2" high. Private
collection,San Francisco l'/~"h.xI',.."w. '10 5i\''c!.
89. Doorknob. (ea. (1896~. Brass, 3'-'1". wide. Barlach
H .•. 4' \ "" 2.J5/'.x 2. 3J& •

euer,Pans Ia. 0:i}-4- '" ..3f::(1.." 3J~d..
7Q~1 90. Doorknob.(By 1898). White porcelain, 21&" (·(!lie.

JohnJesse,London ·31). X J 7/,. X 1 "/f'"
10,l3Cl 91. Doorknob. (By 1898). Blue ~orcelain, .;I»". "ide.

Privatecollection, Paris o"h /.1 V~w. X 11'/& ".
70.57 92. Study for radiator grill. (ca. 1900). Watercolor and

pencilon tracing I:"per. 2114 x 19". A.E.D.A.A.D.XX.
P'geJ4 2~/~iI ~ T>foj- •

~,\ 93. Doorbell cover. (ca. 1902-7). Bronze, 314" wide.
LillianNassau, New York Z5/,' Alai'!. )( , ....

.34.~994. Umbrella stand. (Before 1907). Cast iron, painted,
3.3" high.The Museum of Modern Art, New York. Gift
ofMadameHector Guimard, 1949

'Sllh. - )"?b. I"" 95. Numerals "52". (ca. 1905-7). Cast iron, recently ''P/''"IT .. oJ .6t.. '¥:>..-c:rn II c.. ~ ." .
painted,84i1x121... t: Private collection, Paris 70.11 10'1-.. ·'J< r-5/,·(d.~ . )

2(P too "t X J'I' .d.. Ut'.n..;;c. N a.~"" .
, . 96. Balconyrailing. (ca. 1905-7). Cast iron. painted, 70. 9~..V:~t'f

40 x 63.W'. The Museum of Modern Art, New York. lII'1h!t
GlftofPhyllis B. Lambert, 1960 ~ u:h. S,'F. (f'f' Ten"
97. Fireplace.(ca. 1907). Cast iron, painted white. 3:;l~ X 21519.;: Lt3/o}" (
wow'. Lillian Nassau, New York \II~ anl",\ \: TlN"cm1D ~ uJ. 'l"'T\a.r'blL..

7D.1'I3."98. Curtain-rod finials. (ca. 1907). Metal, recenl)Y gilt, 7< 2'h"
.1. eachlllJ,,,1 p' II' p' .J_ 7 ,,,~ ..,,,.

~g. flvate co eCllon, aflS . 2. _ 7 ,/,)/ 7 'I,)< ].1/.. ••
1ll.1~7 99. Nail cover. (ca. 1909-12). Gilt bronze, 1t'4" diam·

eter.Private collection, Paris. Page 35 )( 1/4" h.

Nail cover. ca. 1909-12

opposite: St>,dy for radiator grill.. ca. 1900
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