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CATALOGUE OF THE EXHIBITION

The following 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 outhtting
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 A.E.D.A.A.D.XX. indicates the As-
sociation d’Etude et de Défense de 1'Architecture et des
Arts Décoratifs du XX¢ Siécle, in Garches, the archives
of which contain hundreds of Guimard documents from
the collection of M. Félix Brunau.

Castel Béranger, entrance. 1894-97
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TEL BERANGER APARTMENT HOUSE 78,188 1. Test panel for vestibule. (1896-97). Enameled ce-
14116 rue La Fontaine, Paris ramic, 118 x 2434, Priviatﬁa collection, Paris
a rAalfatd,
184-98; outfitting ca. 1899 70.54 2. Study for couch. (1897). Pencil on tracing paper,

C

$ 4. AEDAADXX.

4%
(@el Béranger is Guimard's best-known building, a]-|||.§.3@ Gouch. (1897). Mshogany and tooled lesther, 36% x

thiigh stylistic inconsistencies prevent it from being rec- 67Y5”". The Museum of Modern Art. New York. Gift of
ogtdzed as his masterpiece. Its architecture continues the Phyllis B. Lambert, 1964

atic structural emphasis, picturesque asymmetry, ] .
iolor, and elaborate ornamental impulse of the Ne&"zg 4. Couch with overhead cabinet. (1897). Mahogany

Gothte tradition, which characterize Guimard’s early ~ Without original uphols e?’/’%awn' P;iva&e col-
‘&: while the planning of the thirty-eight unique lection, Paris. Page 9 é’ ! 18 84"  25%N
sgiyys anticipates the spontaneity of his later style. Each®5. Study for fireplace and frame. (1897-98). Green ink
n@pr room and minor staircase is open to light from a,  on tracing paper, 14 x 12%". A.E.D.AADXX.
streed o courtyard; traditionally wasted space is ﬁ“e{””& Fireplace. (1897-98). Cast iron with enameled lava
wRlp artists” studios and modest roof gardens. The origi-

i i : i i c;xh F. or Tove
E doirilelf:l(j;:]e}z{: zj;?(l:;]edh;nrzzle;t:r;orc(fn::uiirsecdim.ﬂ. 7. Study for a ?ase stand. 1899. Crayon, pastel, and
i ncil on tracing paper, 15% x 14%”. AED.A.AD.XX.

des prize from the City of Paris in 1899. 20818 .
ile outhitting Castel Béranger, Guimard began to - Studies for a vase stand, (1899). Crayon, pastel, and
a pencil on tracing paper, 23jx 273" AED.AAD.XX.

p his own idea of the flowing processes of nature, 2099
fumniture from these early years provides the most™ 9. Vase stand. (ca. 1899). Ebony, 57%4%high. Museum

recalcitrant qualities of his materials. Rejecting the de- 15 Desk. (ca. 1899;% mgdefeé a{-'te‘g .1'9%,'9‘) Glive wood

vice of applied ornament, he used only the formal asym- .0 1 panels, 293" x 8/4%2”. The Museum of Mod-
metry associated with wood branching. Although Gui- Art, New York. Gift of Madame Hector Guimard,
mard designed the basic decoration for all the apartments, 949 Page9 <310. 49 a-c.

it was only his slightly later office suite that was outhtted
entirely with furniture and accessories. Here one can
sense the concept of the “total work of art” that was
developing in his mind.

dramatic examples of his naturalistic approach to the  fiir Kunst und Gewerbeall-!amb 4 Purchase, 1900.* NYeon
. ;
[}
F

Desk. ca. 1899 Couch with overhead cabinet. 1897

" Barl is Whx Rz x %t
pans‘l’séw ]%gr ach Heuerhg%ns 9
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Study for fireplace. 1903 70.140

Vestibule
opposite: Facade

10

COILLIOT 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 every detail of its facade and vestibule
survive intact, as do several pieces of furniture from the
elegant second-floor apartment.

Although severely restricted by the site, which recedes
diagonally from the street, the composition contains most
of the traits that were to continue to characterize his
architecture 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 to be invested with almost
anatomical sensibility; and an interest in Gothic motifs,
such as the pointed and rampant arches, which never
entirely disappear from Guimard's vocabulary.

11.  Wall frame. Cca. 1899-1901). Fruitwood, 26=29",
Private collection, Paris 275/ x 29Y2 x 1"

76.00
‘ 12. Study for fireplace. (1903). Crayon, pastel, and

pencil on paper, #6¥=x=5+". A E.D.A.A.D.XX. Page 10
474 xS1*
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CASTEL HENRIETTE
46 rue des Binelles, Sévres
1899-1900; remodeled ca. 1903; demolished 1969

Castel Henriette represents the highest flight of Gui-
mards architectural imagination. Although a number
of his previous houses had been highly chromatic and
complicated, this maison 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 into their positions by centrifugal force.
The composition is a triumph of deliberate tensions.

13. Newel post. (ca. 1900). Fruitwood, 39% x 34530

Private collection, Paris. Page 13

14. Bathroom tile. (ca. 1900). Glass paste, 3% x 33",
Private collection, San Francisco

i 4
o : T

o
<i

Detail of exterior

Detail of newel post. ca. 1900

opyposite: Front perspective. (Posteard. ca.
Private collection, San Francisco)

1900.
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Study for base of archway. 1900

Entrance, Moncean Station. 1900

opposite: Covered entrance, P

ort Dan pl

vine Statioy . 1900

METROPOLITAIN ENTRANCI

Paris

Desiened 19 A

[he svstem of G 0
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career. (Jne

throughout the f
ninetv-one are still in n

historical monuments. The i
brant example of Guimard ¢ the
mal energy of | tract n W fun
Contemporary nd | hay |
the quintessence of Art N I'he Métro entrances
were singularly  re ponsil f he “Ne
Art” previe usly nly mi nitiated few-}
bringing the styvle 1o “ey Public rea
ranged from the horror of 1b the
miration of vounger | T ] e fle
modularity of the prefabri | 5t
glass, and ceramic—designed to be used for many differ
ont ,\llhl\ of sites and trafhe tuations, makes the Métr

Guimard’s most important

industrial design
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15. Study for base of arc hway. 1900. Cravon and
pastel on paper, in\f-j"' \.E.D.A.A.D.XX. Page 14
D-S?fh. Study for sign frame of archway 1900 ). Crayon
‘ and pastel on paper 4~ b }'}‘r\ E.D.A.A.DXX.
17. \rchway trom !:.I‘in!E Station 1 9K Cast iron
I‘.Iilll(‘i! green, 15°5" x 217 I'he Museum f Modem Art,
New York. Gift of Régie Autonome des 'lr‘m\])c‘rh
Parisiens, 1958 * NY
D.72 13, Study for railing panel. (1900). Crayon and pastel

on [_;.uing; paper, 318% x 2334 A.E.D.A.A.D.XX.

1%, " Panel for railing. (190

29% x 24347
Gift of “L".ﬁ'i:‘

I'he Museum

\H[th me des

. Cast iron, painted green,

of Modern Art, New York.

I ransports Parisiens, 1958
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X HUMBERT DE ROMANS CONCERT HALL ASC ! 0. Plans and elevations. (1898). Black print, 11 x
60 rue Saint-Didier, Paris 1714”. The Museum of Modern Art, New York. Given
_C]897—l901', demolished 1905 ;_u]()nyrnouslyj 1969
= 7083 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,
4(7) Guimar('i's most signiﬁcant c'ontribution to the history 29%:( 22%”. AE.D.A.A.D.XX.
o of architecture. I._l](l.r Horta’'s Maison du Peuple ()E'N-'sz_ Longeitudinal section. 1900. Sepia print and ink,
189.7—99,ht-he uudlIum;mAr:mI{J be |'un]\'c(c)i as ()E]el()[ fthc 25% x ﬂu‘ AE.D.A.A.DXX.
major achievements of Art Nouveau. One of the few 7o, ‘ S "
« critics who saw the interior before it was destroyed - ‘215 Transversz’:l section. 1900. Sepia print, 2684 x 380",
O\ observed that the hall was: “formed of a visible structure, A.E.DA.ADXX.
O) springing from the ground at each corner and spreading
in graceful curves like the branches of an immense tree,
_Clin a way which gives somewhat the idea of a corner of
X a druidic forest. The main branches, eight in number,
LL] support a rather high cupola, pierced, like the sides, with
< bays filled with pale yellow 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
2 mahogany . . . the result is the most elaborate roof ever
conceived by a French architect.” (Fernand Mazade,
The Architectural Record, 1902)

M

Detail of interior. (Photo ca. 1901)

|

|
Detail of pier. (Photo ca. 1901)




ONOZAL HOUSE
A8 24.
52 rue du Ranelagh, Paris » ‘8

1902-5; outhtti . 1907; remodel : :
91958 outfitting ca remodeled 1937; demolxshednu 25.  Study for stair hall. (ca. 1902). Blue ink on paper,

5 205@ x 15%”. AED.A.AD.XX.

ﬂ(T)In the preliminary plan for this palatial mansion a Pn;_m&l%: Final elflevation. 1904. Blueprint, 13% x 19’4”. Ar-
(O fusion of cells proliferates from the central core as freely ‘%wes de Paris, Paris

Study for’a%r,‘hall. (ca. 1902). Green ink on trac-
ing paper, 17 x9%4”. AED.A.A.DXX.

he

3|l

and complexly as a living organism. As built, the scheme . Wall frame for a Japanese print. (ca. 1904). Gilt

lvas S(JmC\\’hﬂl restrained, ()\\,'ing to thc more conservative bronze, 214 x 10%”. The Museum Of I\-’lodern Art, NC\-\'
-, 5 » 5 = 5 ,

wishes of Guimard’s client. Nevertheless, the house was (ork. Gift of Madame Hector Guimard, 1949

> 4 % 7 a‘ =
oHan extraordinary picce of’ scul.pture. Only the slightly D 28. %ed with attached tablets. (ca. 1904-7). Pear wood,
O later \}'ork of :\n.mmlGaudl attained comparable qualities 637 x 7°4%4” x 7'5”. Musée des Arts Décoratifs, Paris.
bf fluid modulation in plan, elevation, and decoration. Gift of Madame Léon Nozal, 1937. Page 18

£ Like the building itself, the surface of each dccorativcmneg_ Angled cupboard. (ca. 1904-7). Pear wood 658"
object is contoured through an uninterrupted progression high. Musée des Arts l.)écor;altifs Paris. Gift of Ma,damc
of planes. Sgl)tlc and .cl:l'l)jnrutc details guide the eye Léon Nozal, 1937. Page 20 ';( 2% w.x 132'd.

Ethrough the linear continuitics of the carved masses andb.lﬂ3 ; s
the reciprocally modulated volumes. Guimard also used \(IJ' ‘Nzlght AStOOll')g?a' 1.9{(_)4_7).' Pg;; wc;oil, 114& hl,gh

Eiconogmphic repetition to further unify the exterior and . “5C¢ €8 Arts Lecoratils, Sl Skt M foin

v 3)a
interior. An interlace reminiscent of Celtic manuscripts Nozal, 1937. Page 18 X 197" w. x/3 J4"d.
: 7°‘"3'1"éh

appears in the plans, and on the roof, window frames, aise longue. (ca. 1904-7). Pear wood without
and accessories. Earlike and slipper foot motifs, sugges- original UP}}O]SterY (two pieces), 3315 x 67" long. Musée
tive of eighteenth-century sources, are used on every des Arts Décoratifs, Pa;‘f" ggt.,gth’%ag%glil‘%. olozal,
piece of furniture and picture frame. 1937. Chair, page 26 b. 23" x 19|y x 3534~
3134932 Side table with sliding tablet. (ca. 1904-7). Pear
wood, 293" high. The Museum of Modern Art, New
York. Gift of Madame Hector Guimard, 1949. Page_18

. 35-‘” 33.  Double standing frame for photographs. (ca. 1904-
7). Gilt bronze, 9% x 14Y2”. The Museum of Modern
Art, New York. Gift of Madame Hector Guimard, 1949

"19.34. Standing frame for a photograph. (ca. 1904-7).
Fruitwood, 113§ x 9% Musée des Arts Décoratifs, Paris.

Gift of Madame Pézieux, 1955 x 284'd.
.03 3

-§anding frame for a photograph. 1907. Gilt bronze,
10&‘}( 6%’. Cooper-Hewitt Museum of Decorative Arts
and Design, Smithsonian Institution, New York. Gift of
Madame Hﬁcvar Guimard, 1956 Al d.

TRoPRIETE (V)-LNOZBL-

Fagade. (Photo 1937)

Preliminary plan. 1902. (Avery Library, Columbia
University, New York)
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Angled cupboard from Nozal House. ca. 19047

opposite: Detail of corner of Jassedé Apartment House

JASSEDE APARTMENT HOUSE
142 avenue de Versailles, Paris

1903-5

The final architecture of the NNozal House, and the
Jassedé Apartment House mark the end .nf Guimard's
High Art Nouveau pcrind, and the beginning of his
more refined “Style Guimard” period. In place of intense
chromatics ;][)[)L:élr the subtle relationships of creamy
sandstone and white brick. Attention shifts from paint
erly qualities of animated surface to plastic qualities of
contoured space.

The Jassedé Apartment House, like the later Guimard
House, is a masterpiece of corner-site composition. In
neither instance is there what could properly be de
scribed as one facade, or even two. Instead, a single,
fAuidly articulated surface smoothly turns from one plane
to another. The idea is repeated in the treatment of the
rounded top of the Nozal cupboard. These corner
compositions are excellent examples of Guimard's ability
to translate the formal quality of dynamic asymmetry—
usually achieved by others only in two-dimensional and
smaller, three-dimensional Art Nouveau designs—into
architectural space. As with all of Guimard’s buildings
after about 1898, one must walk around these composi-
tions to understand them.
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GUIMARD HOUSE
122 avenue Mozart, Paris
1909-10; outfitting 1912

After many years of being a very social bachelor, in 1909
Guimard married Adeline Oppenheim of New York.
For the first time, he had the motivation and the means
to lavish on his own environment the attention he had
given to that of clients. During this quiet period in his
professional life, Guimard devoted to his new 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 only
one of his domestic interiors for which there is an almost
complete photographic 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
metal sculpture. Its separate lines spring loose from their
containments to overlap and intertwine with all the en-
ergy of a sensuously controlled explosion. The dining
room is also an original blending of old and new ideas.
The space of a Rococo oval is flooded 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 buffet, 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

opposite: Stair hall. (Photo ca. 1912)
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Skylight

()Irp(')_\'ii’u: Interior Of ga”cm'

MEZZARA HOUSE
60 rue La Fontaine, Paris
1910—11; outfitting 1912

Guimard’s last interior masterpiece w

| t 1 ¢
IlUT.!.\L‘. [Hluuluf as an w.f‘., )ti0oNn area

tion home and workshop tor a textile

monumental central space measures 33 teet long, 15 feet
wide. and 18 feet high. The mezzanine, cantilevered or
two thin columns oppositc the stairway, is carried on the

eight, faintly G ithic, metal ribs that supp«
ing. The climax ol the room is a large stai
dow held in the grip of the metal ribs
a lllL'(liL‘\‘ll crown, \l, ve It, natur 1 ]

1
tl

l'uptc(H\ tfll'uu'_;ll a broad, three-story I
center of the }ml]xlmg and cascades int

brane \s

mard'’s spaces, the manner in which the ligh

through the hltering mem

to enter is controlled as carefull

material, and plays a principal role in the overall psycho
logical effect.

.\f[]luus;i] a very late dc sign, !11.:|f\.:a;; a transiton nt
the gecometry of Art Déco, the w indow ¢ mposinon still
contains the dual qualities characteristic of his High Art
Nouveau stvle—the gentleness of pastel coloring and

linear strength as dynamic as Henri Bergson's élan vital
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3124947 Side chair. (ca. 1904-7). Cherry and plush up-

holstery 43157 Ki "
S n 5 pioce of Furnivsseior sttt T rellect wlstery, 4312” high. The Museum of Modern Art, New

: York. Gift of ;
L upon the spectacle the universe provides. Beauty appears10.113 ift of Madame Hector Guimard, 1949

@ 1o usin a perpetual variety. No parallelism or syrmietey: 148- ) ‘Sxde : ’ChE}iI'. (ca. ’190’9—12). Cherry and .too]ed
-.(7) forms are engendered from movements which are never ;at -u, f44 high. Musée d’Art Moderne de la Ville de
(B .ike... And what a lesson for the architect, for the artistd aris. Gift of Madame Hector Guimard, 1948 4 19% w.x 18*4
E who knows how to look at this wonderful repertoire of *‘49. Armchair. (ca. 1909-12). Cherry and leather,
| forms and colors! For construction, do not the branches OFN-I)&B%" high. Philadelphia Museum of Art. Gift of Ma-
Y the trees, the stems, by turn rigid and undulating, furnish ame Hector Guimard, 1948.*  x 203y 5 21'f¢"
us with models? You will tell me that if I apply the exam- NY em
O ple of the stem’s movements, and the disparities within
| these movements, to furniture, to everyday objects . . . 1
will end up with the effect of cut-outs. Inaccurate! You
only have this impression because you are accustomed to
furniture conceived as antique monuments. These domi-
nant lines which describe space, sometimes supple and
sinuous arabesques, sometimes flourishes as vivid as the
firing of a thunderbolt, these lines have a value of feeling
and expression more eloquent than the vertical, horizontal
and regular 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 Champier, Revue

des Arts Décoratifs, 1899)

2
~
O CHAIRS
()
i
()]

MoMAEXxh

.46 36. Side chair. (ca. 1899). Fruitwood without original

upholstery, 359%™ hi\%h. Private collection, Paris

X Tl A 5

w123 37, Armcha?r. (‘éa 1899).7 ':Ji[%\'tmd without original
s upholstery, 41.%":hi h. Pl;i;':dtc‘colll}}"tliylh .Paris. Page 27
- 89 38 Amchair. (ca. 1899-1900). Walnut and tooled
leather; 322" high. The Museum of Modern Art, New

York. Gift of Madame Hector Guimard, 1949

10.62 9. Study for an ¥ hair. (ca. 1899-1901). Crayon
and pencil on papc‘?, g“: 25%2”. AE.D.A.A.D.XX.

063 40. Study for an armchair. (ca. 1899-1901). Crayon,
i > » A E.D.AAD.XX.
paste],and'pcnml on Papg{bw’.@ ED.AA
©.6b 41. Studies for a side ch; ca, 1899-1901). Crayon,
pastel, and pencil on pap%x 5802 A.E.D.A.A.D.XX.
26T 42. Study for a side chair. (ca. 1901-3). Crayon, pastel,
and pencil on paper, 424 x 30%”. A.E.D.A.AD.XX.
.63 8. Studies for a side chair. (ca. 1901-3). Crayon, pas-
tel, and pencil on paper, 503 x 33W". A.E.D.AADXX

ite: ir from 04-7
0. : . e opposite: Armchair from Nozal House. ca. 1904-7.
MS 44, Side chair. (ca. 1902-3). Fruitwood and tooled e e

Armchair. ca. 1899

leather, 42'!" high. Private Cnl]sfti'nn', aris
M.127 4. Amchair. ((:13”195)2—;) Hﬁilwéod and tooled

.le er, 4134” high. Privat -og ction, Paris
ol o RSARE P g sl

x N )
Study for side chair. (ca. 1902-7). Pencil and water-
7038 color on tracing paper, 43 x 25%”. A.E.D.A.AD.XX.

27
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20.53 50. Study for lincrusta. (1896). PCI:ICil and crayon o
GRAPHICS aper, 2 18g x 28%”. A E.D.A.A.DXX.

Inspired by medieval art as well as Japanese and Belgianb"zil. Lincrusta. (I -‘i‘?ﬁ, . )P “f'S*';I !“‘g’ie" mdché, 39 y
soufces Guimard achieved his first fully mature Art 23”4”. Private collection, Paris. Page 28
Nouve;lu designs in 1896 while making wainscoting and-’o,lo?l Wallpaper for anterooms. (1896). Stenciled paint,

wallpapers. The same highly animated linearity infused 40% x 1954”. Bibliothéque Forney, Paris
his original lettering and treatment of-the .prlnfeq P(?ge'm.lﬂ‘l 53. Wallpaper for bedrooms. (1896). Stenciled paint,
His interest in graphic design was primarily e 325% x 193%”. Bibliothéque Forney, Paris !

itle om extending to the typogra: : i - . ‘
;‘;1‘;31';15:1n?a:f;]uct z?gzit:rejdbooks. Very %ew exampI])esg 0f7°'"05-¥: \'\-: ;lll‘!p;flx-tr; l’i’,rB‘L:l;]‘lnf'. rlntn[l:.\. \.1.89:)- Stenciled
Guimard’s printed designs survive. The largest body of paint, 29%2 x 19%%”. Bibliotheque Forney, 3‘"$.
evidence for his imaginative lettering is the sketches andym# 55 Wallpaper for living rooms. (1896; Facsimile 1970).
working drawings, in which the graphics are an integral ¥ gilkocreen, 2747 wide. Courtesy Larsen Design Studio,
part of the overall composition., New York. Cover
70.1) 56, Wallpaper. (ca. 1896). Stenciled paint, 38% x

93%”. Bibliotheque Forney, Paris

hb.f 7. Cover of portfolio: Le Castel Béranger. 1898, Green
h. I'Pcrbnurd stamped with gold leaf, 13 x 17%", The
"'.'“*' uscum of Modern Art, New York. Gift of Lillian
Nassau, 1967
‘Ingt 58. Title page of portfolio: Le Castel Béranger. (1898).
| xh, Lithograph and letterpress, 12%2 x 17, The Museum of
4 all Modern Art, I\'C\i York. Gift of Lillian Nassau, 1967,
1¢ ”. 6 S
:&iaPa&c 29 |
9. Invitation: Exposition/Salon du Figaro/Le Castel

Béranger. (1899). Letterpress, -Iq x 63%”. Private collec:
b tion, Paris

! 19.4560. Poster: Exposition/Salon du Figaro/Le Castel

Béranger. (1889). Lithograph, 35 x 49%"". The Museum

of Modern Art, New York. Gift of Lillian Nassau, 1968
m."'()]. Study for magazine cover: Revue d'An. (1899).
Pencil, ink, and watercolor on tracing paper, 16% x
: 11%’. A E.D.A.A.DXX.
oo 4362, Magazine cover: Revue d'Art No. 7. 1899. Letter
! press, 12 x 8‘.‘—”10 Museum of Modern Art, New York.
' Promised gift of Stan Ries
P 41563, Five studies for plaster friezes. 1902. Watercolor,
mnt-tcd 24 x 191~ Bihlimhéquc des Arts Décoratifs,
: M.parts. Gift of Madame Hector Guimard, 1948
VA0 64 Tnvitation Exposition de I'Habitation. 1903. Letter-
.‘/ press, 3&" x 5967, Bibliothéque des Arts Décoratifs, Paris
fea 65.  Portfolio of postcards: Exposition de 1'Habitation.
| O 1903, L. - :

s ) - Letterpress, 512 x 312”, The Museum of Modem

Art, New York. Gift of Madame Hector Guimard, 1949 \”d“\

BY66. Cover of catalogue: Fontes Artistiques. 1907. Gray

ol
b4

e

Biamrticis: Tk I[:ic[zt:' stai)mpcd with silver leaf, 1071‘ X !47‘”. Private col-
10n, Paris

Eth. — 'y plaes
; , NLY o6
8 £ Yo , except fov 'Pla"u(i-,w4 bt}




BISONAL ACCESSORIES 70104 79. Tea cloth. Cca. 1909-12). Embroidered linen, 28

X 225@”. Cooper-Hewitt Museum of Decorative Arts and

Few objects Eor_persr).nal use are known from Guimard’s  Design, Smithsonian Institution New York. Gift of
carly career. His desire to design such pieces developed Madame Hector Guimard 1949.*’ NY ;
chortly before his marriage in 1909 for which he de-n'l%((f S Ao :

B e o el il tudy for a window curtain. (ca. 1909-12). Em-
dgned his bri g and wedding gown, if not also  brojdered silk and paint, 24——3147. The Metropoli
his magnificent cane. Their new home was the set- o M o

5 = Muse f A :
ting for most, if not all, of the surviving textiles. They Guiml;:j,ol%gr_:t: Ne‘;;fr?;k'x ?,;_E.E of Madame Hector

range from fluid linearity to the more crisp ovals and in-70.10

: o i l. Window curtain. (ca. 1909-12). Embroidered silk
erlaces, which are indicative of the transition from Art ; I i .
Noavesu to Art Déco, -6-3”—1.—.}?”. The Metropolitan Museum of Art, New

Less personal but equally individual are the cologne s Gifof ,I_\‘d ’a};i:.a.me ?egtlor“Guimard, 1949.% NY 0"\1&1
hottles produced industrially for the Paris Exposition of e x 1678

1900. They were signed in the mold with the monogram
“HG,” as were his early vases.

67. Cologne bottle. (1900). Clear cast glass and printed
label, 734" high. /Parfums Revillon—F. Millot, Paris.
Page3l X 3" w218"

§,4 68. Cologne bottle. (1900). Clear cast glass and printed

label, 11” high. Parfums Revi]lon—F. Millot, Paris
EOMM S &2, b s

10246 6. Cologne bottle. (1900). Clear cast glass, 15” high.
Martin |. Eidelburg, New Brunswick, New Jersey

29.5070. Letter opener. 1907. Rosewood, 6% long. The
Museum of Modern Art, New York. Gift of Madame
Hector Guimard, 1949

3WH 71, Tray. 1907. Rosewood, 19%” long. The Museum
of Modern Art, New York. Gift of Madame Hector
Guimard

049 72 Seal. (ca. 1908). Gilt bronze, 3%2” high., %aurent
Oppenheim, Jr., New York X2'w.x 285" d.

37-549 73. Hatpin. (ca. 1908). Bronze without original stones,
1%” diameter. The Museum of Modern Art, New York.
Gift of Madame Hector Guimard, 1949

BT 74 Platter. 1909. Gilt bronze, 18%g” diameter. Iﬁ‘/lusée
des Arts Décoratifs, Paris. Purchase, 1911 X1¥s"h

%1% 75. Umbrella handle. 1909. Bronze and ivory, 9%”
long. The Museum of Modern Art, New York.'Prt.)mised
gift of Mr. and Mrs. Alfred H. Barr, Jr. A )" dia.

76. Cane handle. (ca. 1909). Silver, &==torrg. Private

7

collection, Paris. Page 3% ; i
L 540 K93l w. x 1" & Cologne borle. 1900
®I05 77. Panel for wedding gown of :{dcline Oppenhei i

(Madame Guimard). (1909). Embroidered silk, B4 x
15%". Cooper-Hewitt Museum of Decorative Arts and
Design, Smithsonian Institution, New York. Gift of Ma-

dame Hector Guimard, 1949.* NY
.99 7. Study for embroidery. (ca. 1909-12). Embroidered
silk and pencil, 263 x 1134”. Cooper-Hewitt Museum of
corative Arts and Design, Smithsonian Institution,
New York. Gift of l\f‘ladame1l-lector Guimard, 1949.%
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Planter. 1899-1900

Vase. 1899-1900
opposite: Vase. ca. 1898
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VASES

The carliest known vascs, designed by 1898, all seem to
have been for Guimard’s own use. The Sévres ceramics
of 1900 and 1903 may have been executed in somewhat
larger editions. By about 1907, he had decided to execute
his models 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
design suggest the intrinsic properties of the material,
whether the articulations are short and thick for the lim-
ited structural properties of ceramic, or long and thin and
fuid for molten bronze or cast iron.

70.297 82. Vase. (ca. 1898). Bronze, 10%” high. Henri

NY ONWY Poupée, Paris. Page 33

M.10083. Vase. (1899-1900). Glazed porcelain, 103" high.
Cooper-Hewitt Museum of Decorative Arts and Design,
Smithsonian Institution, New York. Gift of Madame
Hector Guimard, 1948. Page 32 x S'4"dia.

70.26.584. Planter. (1899-1900). Glazed porcelain, 11" high.
Gerhard P. Woeckel, Munich. Page 32 NVYy

70.402,85. Vase (ca. 1905-7). Gilt bronze, 10%2” high. Co‘oper-
Hewitt Museum of Decorative Arts and Design, Smith-
sonian Institution, New York. Gift of Madame Hector
Guimard, 1956 lD"%" ¥ G w. NY

76.(25 86. Planter and stand. (1907). Cast iron, painted with

a-b gold (two pieces), 5(5’1" hi’%l:] Private collec iog,dparis

X ' i 3 £
20.19687. 'Planter. (1907). Cast lr()?’l, 2‘(‘)'4"" high.‘AIastair B.
Martin, New York x2%" w. X IB'IIg”c‘_




ARCHITECTURAL ACCESSORIES 70.104
Guimard always devoted particular attention to the first
objects one touched on entering one of his houses—the

bestowing on something as humble as a nail cover an
elegance usually reserved for jewelry. Most of the early
accessories were done in limited editions for particula
buildings. Guimard gradually realized that the machin
could be used as effectively as any other tool, and that
the quality of an industrially produced object could be
as high as that of a handmade object, as long as ol
could learn to control the production process.

Before 1900 he had begun to repeat individual de-
signs; during and after 1900 he also designed vases,
textiles, lighting fixtures, and furniture for industrial
production. The most successful of these commercial ven-
tures was a large series of cast-iron architectural acces-
sories and furniture that was manufactured as Fomntes
Artistiques from 1907 until 1937.

88. Stairrod pin. (ca. 1896). Brass fgir. Private
collection, San Francisco V4 hx N‘*"lﬂ- * §¢d.

89. Doorknob, (ca, 18962;6}3‘r;§5,23$7/f;’“wide. Barlach

L
Heuer, Paris £ .63“_,‘ 39" 4 3)¢- 4.

9. Doorknob. (By 1898). White porcelain, 2%s“wide.
John Jesse, London dle x 178" x 23y

91 Doorknob. (By 1898). Blue porcelain, -}?’u“;-m&c
Private collection, Paris &"”h %134 w. x %'l 4.

aaf

70.57 92. Study for radiator grill. (ca. 1900). Watercolor and

j pencil on tracing paper. 21% x 197. A.E.D.A.A.D.XX.

Page 34 22 %13 ¥+ .

93. Doorbell cover. (ca. 1902-7). Bronze, 3%” wide.

; Lillian Nassau, New York 294 & 231$ x1"a.

“‘49 94. Umbrella stand. (Before 1907). Cast iron, painted,

) 33" high, The Museum of Modern Art, New York. Gift

) of Madame Hector Guimard, 1949

75-"”- 95. Numerals “52”. (ca. 1905-7). Cast iron, recently
~ painted, 8% x 12}¢", Privaje collection, Paris

1260 x

4

9. Balcony railing. eca. 1905-7). Cast iron, painted,
40 x 63%”. The Museum of Modern Art, New York.
Gift of Phyllis B. Lambert, 1960 notr eXh. S.F.or

st Lillian Nassau, New York
2 each %g. Private collection, Paris

o7 9. Nail cover. (ca. 1909-12). Gilt bronze, 134" diam-
eter. Private collection, Paris. Page 35 X 3u" h.

doorbells and doorknobs. But he was no less interested mbz'o‘f

?o Jiad

123103,

VA" x4 % x 4 54
100.  Doorbell pull. (ca. 1909-12). Gilt bronze,

high. Cooper-Hewitt Museum of Decorative Arts and
Design, Smithsonian Institution, New York. Gift of
Madame Hector Guimard, 1948

1. Door handle. (ca. 1909-12). Gilt bronze, 434"
high. The Museum of Modern Art, New York. Gift
of Madame Hector Guimard, 1949

02.  Key to buffet. (ca. 1909-12). Silver-plated metal,
2" long. Musée d'Art Moderne de la Ville de Paris.
Gift of Madame Hector Guimard, 1948 X |/4" w. % 'Ig'd.

Drawer pull. (ca. 1913). Silver-plated metal, 434"

long. Philadelphia Museum of Art. Gift of Madame
Hector Guimard, 1948 2"h.x 44"l x 7lg*d,

Nail cover. ca. 1909-12

opposite: Study for radiator grill. ca. 1900
EBxh —

?/B).
70.124 Vase. )"2’“""&; :
ol J'Q'S)h(txl‘a.f.aan.a.).

Vase . tLeramie
YG.QL y oney

Tovorits

092 9. Fireplace. (ca. 1907). Cast iron, painted white, 3‘534 x 21 Haux H3y"
NY only £ Torento

ToM3,- 9. Curtain-rod finials. (ca. 1907). Metal, iice.?}}{ %ig,“ o

(. marble 'Féd'@

crn-L-.J

x 2R"

Z2- 1 x 778 x 28"
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