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Abstract

This paper investigates the Parisian apartmentlingilCastel Béranger by Hector Guimard and
respective bodily attributions. In addition to thatshall serve as one of the rare case studies,
retracing the impact of thieinfihlungsasthetikbn actual works of art. For the initial assumption
that the building was intended as a somewhat eredafichitectural structure both eroticism and
references to human anatomy play a crucial rolens@ered against the backdrop of its
decidedly embodied character, a firm connection tiwe flourishing fin-de-siecle
psychophysiology is eminent. Based on the autoeptign of ones own bodily conditions even

onto dead matter, the German-coined esthetics pathm in particular are taken into account.
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I ntroduction

“It's the personal house, shaped by the charagteitpsophy of life,
passions, needs, and dreams of its inhabitantBelsame manner as the
body of the snail fills in the shell, whereas theels emerged from

within.”*

Ludwig Havesi’'s (1843-1910) merging of architeatostructure and its inhabitant is
nothing short of astonishing: In his terms, theupamnt fills the living space to the extent that he
becomes a genuine part of it. Reciprocally, theskobbecomes a part of him or her, attaining
human traits. Prima facie, this notion appears ametaphorical as character, passions, and
dreams belong to psychology rather than to phygiolt is the zoological comparison that adds
a physiological twist to this idea. In the casettd snail both the shell and the animal are not
only in substance but also two parts of the sanaly lsonsisting of different materials. The shell
— in which the animal can seek shelter — grew fthensnail itself. The German term for a snail’s
shell, ‘'Schneckenhaus’, literally the ‘snail’'s heygeflects this very instance. Its intense bodily
quality thereby affects the humanized house: Smitathe interplay between the body of a
painter and his work of art, as described by Emdta (1840-1902), the body of the inhabitant is
extended to the ‘body’ of his housiAg:he inhabited building is provided a body in itroright.
Once again, this architectural embodiment is, uakilay, present in the German and French
language: ‘Baukérper’ and ‘corps de batiment’ bsinify the ‘body of the building’. Hence,
Havesi blurs the borders between human and artbrtiecbody and thus between subject and
object.

As remarkable as this idea is, Havesi did not rdoumtie to a general physiology of

architecture. Instead, he tried to characterizgpecific building in Paris, that is th€astel

! “Es ist das individuelle Haus, in dem der Chargkiiee Lebensanschauungen, die Passionen, die fesigr und
Traume des Inwohners sich auspréagen, wie die Skamai ihrem Korper das Gehause ausfullt, das steilarem
Innersten abgesondert hat.” Ludwignesi: “Castel Béranger”, in Ludwig M/ESI (ed.): Acht Jahre Sezession
Vienna: Carl Konegen 1906 (1899), p. 125. All ttatiesns from German were done by the author, urdéiserwise
noted.

2 See Emile BLA: “Edouard Manet. Etude biographique et critiquie"Emile ZoLa (ed.):Mes haines — Mon salon —
Edouard ManetParis: G. Charpentier 1893 (1867), p. 327f. abidl 3
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Bérangerby Hector Guimard (1867-1942). Given Havesi’'s applomorphization, this essay will

take a look at the milestone building of Art Nouwearchitecture and further investigate its
assumed body. In the fin de siécle, the recondideraf the constructed body took place in form
of sexual and often erotic architectural vocabulditye emergence of a scientific physiology in
the second half of the {&entury raises the question whether the so cqiethologic turn’ did

not only evoke a new understanding of the bodyhef theholder but also of the architectonic
body as a subject in a physiological sense. dganst the background of esthetics, art criticism
and literature that a physiological reading of batildings as actual organic bodies — containing
even genital organs, bones, and blood vessels entesc evident. Eventually, the widespread
impact of the psycho-physiologically vested concepthe Einfihlungsasthetiknust be taken

into consideration.

The Skeleton Dance

In 1894, the widow Fournier commissioned the yoarghitect Hector Guimard to create
an immeuble de rapport in the former Rue Lafontaméhe 18" arrondissement in Paris. The
sources suggest that the wealthy patron grantech&dis art nearly absolute freedom. Time and
time again, the daring artistic program of tBastel Bérangeis explained via this rare artistic
liberty.> Guimard’s goal was nothing short of GesamtkunstwerkFrom the facade and the
decorum to the furniture, paperhanging, carpetsest the door handle, every single detail was
designed by himself leaving nothing to chance. HMenedetermined the prospective inhabitants
by assigning every apartment to a particular psies The result was described by Havesi as

follows:

“It's called Castel Béranger, but instead of ani@micFrench castle, it is
just a modern apartment building in Paris. Evenntiost modern one you
could find. There is a world of difference betweabe Castel Béranger

and our new apartment barracks in the much-lowdé stf construction

® For a more detailed building history, see for anse Jo-Anne B. ENzKER (ed.): Hector Guimard. Castel
Béranger — Metropolitain Bolivarexhibition catalogue, Museum Villa Stuck, 8. Ju2. Aug.1999), Munich
(Germany), Museum Villa Stuck,1999 as well as avEsi: “Castel...".
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companies. Lately, | caught a member of the Semessammenting on

one of those shrugging: ‘The facade could be caertirunto Trieste’.”

It goes without saying that th@astel Bérangemwas by no means to be continued to
Trieste, as the building was initially reviewedhet ambivalently. Notably the vegetable motifs
were criticized at that time as not being Frenalt, Bday, I’'m not concerned with the entirety of
this highly complex building. Instead, I'll give sgial attention to the vestibule (Fig. 1).

Entering the vestibule, the longitudinal room psitowards a windowed door painted in a
color somewhere between alga green and sea blesflddr is covered by a mosaic display in a
mild watery blue on which the greyish floral elerteem the corners almost seem to float. The
mosaic per se is archeologically referring to amatig setting. In antiquity, mosaics were
installed close to wet places such as wells, bathd,nymphaeaAltogether, the entire room is
dominated by biomorphic shapes. Foremost, the d&oar along the walls manufactured by
pottery expert Alexandre Bigot (1862-1927) offetauable clues on how to understand the
vestibule. Supported by a mostly rectangular dhid,wall seems to consist of brown cave stones
overgrown by deep green algae. Above that, the iggelf turns into biomorphic bars as if
supporting the vault. Regarding the entrance, Gudniaserted aserliana as well as a light-
transmissive gate made of iron (Fig. 2). Hence dihe and gloomy atmosphere of the vestibule
is intentional. Furthermore, the round shape ofgédianarather reminds of the entrance to a
cave than to an immeuble de rapport. In a Frenchdd®umentary in 2014, Philippe Thiébaut

associated the narrow vestibule of @mstel Bérangeaccordingly with a submarine grofto.

4 “Es heiRt Castel Béranger, ist aber keineswegsakes franzésisches RitterschloB, sondern numendernes
Pariser Zinshaus. Sogar das modernste, das eslwgegibt. Es ist himmelweit verschieden von unsemenen
Zinskasernen im allbeliebten Baufirmenstil, vor efereiner ich kirzlich einen Herrn von der Sezession
achselzuckend sagen horte: ‘Diese Fassade kanisortzia Triest fortsetzen. [...]" Ibid., p. 124.

® See for example Edgar WatermaNTAONY: A history of mosai¢sBoston, Sargent, 1935 and PetscHER Das
Mosaik. Entwicklung, Technik, Eigenaxtienna and Munich, Schroll, 1969.

® paris Belle EpoqueFrance 5, Cinétévé, 2014, [00:10:30] - [00:11:14]
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Yet, there is also a considerable sexual dimertsiahe vestibule. First of all, the element

water itself is linked to the female séuring the Belle Epoque, this liaison is appreliab

omnipresent as a poem by André Fontainas (1865)X48&ences profoundly:

“Sur le basalte, au portique des antres calmes,
Lourd de la mousse des fucus d'or et des algues
Parmi l'occulte et lent frémissement des vagues
S'ouvrent en floraisons hautaines dans les algues

Les coupes d'orgueil de glaieuls gréles et calmes.

Le mystere ou vient mourir le rythme des vagues
Exhale en lueurs de longues caresses calmes,

Et le rouge corail ou se tordent des algues

Etend a la mer des bras sanglants des fleurs calmes

Qui mirent leurs reflets sur le repos des vagues,

Et te voici parmi les jardins fleuris d'algues

En la nocturne et lointaine chanson des vagues,
Reine dont les regards pensifs en clartés calmes
Sont de glauques glaieuls érigeant sur les vagues
Leurs vasques aux pleurs doux du corail et desal§u

Algae, waves and the ‘queen with calm eyes’ blenohediately into the décor of the
Castel Bérangewestibule where all three are incorporated. Bo#ttewand woman are alike in
that life emerges from within them.

In addition to that, the wildlife elements decargtthe serliana, depicting lizards that
twist around the pedestal area, resemble sexudd@gmas well. Those are not just belonging to
the amphibian theme of the vestibule, since thendfreerm ‘lézard’ signified — besides the

" See Inge ®EPHAN: “ Weiblichkeit, Wasser und Tod. Undinen, Melusinend Wasserfrauen bei Eichendorff und
Fouqué”, in: Hartmut B6hme (edRBulturgeschichte des WassegFankfurt am Main: Suhrkamp, 1988, p. 234-262.
® Remy de ®URMONT: Le lime livre des masques. Les masques au hombx&de Paris, Société du Mercure de
France, 1898, p. 202f.
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animal — also the male genitaGuymard indicates the sexual implications of theance area

already before entering tl@&astel BérangerThe overarching grotto-motif is bearing this seis
eroticism likewise, as grottos and caves alwaysycarpolyvalent imagery. Back in antiquity,
grottos were places of birth and habitation of gadsnphs and muses. Ever since, they were
understood as places of origination: “It's geném&rpretation derives from an analogy, equating
grotto and womb*°

The analogy of the grotto and female genitaliadisesady been object to a wide variety of
studiest* In this respect, Marga Lower-Hirsch’s 1994 psyctatic reflections are of utmost
interest, for she relates the traditional assamiatf the grotto with the vagina to the actual
experience of growing and coming into being witthe womb: “The grotto is an interior room,
inherent to the female body?It lies exactly within this imminent connotation thfe grotto, I'd
argue, that Guimard executes the vestibule as togb signifies a vagina and, therefore, a
proper female body. The portal already hints atleacep of birth and origination. Behind the
delicate gate, Guimard staged a submarine grotbwijging genitalia and gender to the building
as a whole. Simultaneously, he calls upon aligrest@ations like the feeling of security, birth,
gender, and the erotic.

It is hard not to notice this architectonic treondards eroticized entrance areas. Even in
Milano, examples can be found, such as @asa Campanin{Fig. 3) by Alfredo Campanini
(1873-1926). The facade finished in 1906 is noyoeferring to the close-biyalazzo Castiglioni

but is also adding one allegorical figure on eaicle ®f the portal. Both female signifiers of

° Georges \GNES: Hector Guimard et I'Art NouvealParis, 1990, p. 31 and Philippe Thiébaut: “Hecaimard.
Die Begeisterung fur die Linie”, il\rt Nouveau. Symbolismus und Jugendstil in Frackréexhibition catalogue,
Institut Mathildenhéhe Darmstadt, 24. Oct. 1999-H&b. 2000), Darmstadt (Germany), Arnold, 1992(6.

10 vIsje] verdankt [ihre] universale Ausdeutung einéinalogieschluR, der die Erdhohlen mit dem Mutteofc
gleichsetzt.” Fritz BISLANDER: “ltalia sotterranea. Hohlenbilder um 1800, Reise ins unterirdische Italien.
Grotten und Hohlen in der Goethezgiixhibition catalogue, Frankfurter Goethe-Muse@hApr.- 23. Jun. 2002),
Frankfurt am Main (Germany), Info-Verlag, 20028g30: 13.

1 Such as Horst BEDEKAMP: Die Erde als Mutterschofritische Berichte 9, 1981, p. 5-37, Laurence desRS:
“Gustave Courbet. L'origine du monde”, in Hen®YRETTE De I'Impressionnisme a I'Art Nouveau. Acquisitions
musée d'Orsay 1990-199@xhibition catalogue, Musée d'Orsay, 16. Oct. &99. Jan. 1997), Paris (France),
Réunion des Musées Nationaux, 1996, p. 25-35.

12 «Dje Hohle ist ein Innenraum, der dem weiblicheérper eigen ist.” Marga @WER-HIRSCH “Erinnerungen”, in
Klaus LUTTRINGER: Zeit der HohlenFreiburg im Breisgau: Rombach, 1994, p. 121-122.
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fertility and plenty are entwined with vine andetbéby, addressing the Art Nouveau and

Jugendstil on the other side of the Alps. Once rggaisee-trough gate made of wrought-iron
generates a dim and gloomy, cave-like atmosphetbenvestibule obviously referencing the
Castel Bérangein Paris. However, in the French capital, Guimargénder-bodily architecture
found followers.

In 1900, Jules Lavirotte (1864-1929) initiates thalding of his so calledmmeuble
d’Alexandre Bigot(Fig. 4) in Paris, for which he was to be awartdgdthe city council in the
year after. The spectacular Art Nouveau facade®fiewhole conglomeration of sexual motifs,
culminating in the entrance area. The plant-likeaonent of flamed sandstone framing the actual
entrance entangles a profane version of Adam ard Retably, the female figure, executed by
Jean-Baptiste Larrivé (1875-1928), states the dvidiame: she is not only observing the passing
beholder from above but also seems to pose ftiiaty, recalling Emile Zola’s famous Nana.
The metal fittings on the wooden door adorned withcocks that are taken from the traditional
iconography of Hera, and the somewhat secularizedography of Adam and Eve initiate an
erotic tension and are being mingled with the doalf that in turn resembles a highly plastic
lizard. Its elegant shape invites to be touched #meteby, to open the door. The coquetry of
Lavirotte’s employment of traditional iconographgd exactly within this haptic act. As already
mentioned, the term ‘lézard’ signified not only #gimal but also male genitalia. This door pull
Is unambiguously reflecting the equivocal connotatiThe alienation of Eve and the oddly coy
Adam point to a sexual direction in general, wheréee door itself and its frame become even
more explicit: The slender door and the oval windaatbove depict an upside-down phallus.
However, its framework, provided by the actual #wm¢ draws upon the floral vocabulary of
forms identified with female genitalia. In the cadehelmmeuble d’Alexandre Bigothe ‘body’
of the building is also constituted by its gendali

Regarding Guimard'€astel Bérangeran anthropomorphic reading of the building can
be traced back even to its time of origin. Sevenaés, Guimards artistic vocabulary — borrowed

from the famous Belgian architect Victor Horta —sweompared to human anatomy. Victor
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Champier (1851-1929) refers to the pervasive anveau elements as a “danse des tibfaafid

a general “art des osselets“Accordingly, Ludwig Havesi described the respectiorms as
being “riickgratartig* (spine-like) and the biomorphic elements as aeneins and lymphatic

vessels?®

“Due to the excessive use of expressive form, amgsfdoor handles,
taps, cover plates etc. there, that were shapedHhighbones with actual
round heads, or an ischium, accompanied by anladatanotch. Others
resemble heel and collar bones. [...] The ornamerdena stone has
something cartilage-like to it. Its blurry hollowsecall auricles or
something near it

All in all, this ubiquitous anthropomorphism feémarkably “anatomisch® (anatomical)
to Havesi. No wonder, critical reviews based theiticism on this very characteristic. Emile
Molinier (1857-1906), for instance, certified thestel Béranger “nervureéS”and furniture that
appeared to be made of bdfi€Even though resembling a human body visually,dtil lack a
‘healthy’ style whatsoever:

“Mais la vie et le développement en seraient iriest parce qu'il n‘aurait
pas de racine: mauvais condition pour vivre et peosr. [...] Mais ce
style est & un style vivant ce qu'est l'automate &tre en chair et en

OS."21

13 Victor CHAMPIER: “Le Castel BérangerRevue des arts décoratifs9, 1899, p. 1-10: 10.

 |bid.

5. Haves!: “Castel...”, p. 126.

8 pid., p. 127.

7«Da gibt es Turklinken, Hahne, Deckelgriffe usfie wirklich vor lauter Gefiihlsform einem Schenkeskhen mit
den richtigen Rollhtigeln gleichen, oder an Sitzhéoker nebst eirundem Huftloch, an Fersenbeine und
Schlisselbeine erinnern. [...] Das Steinornament dimr etwas eigentiimlich Knorpelartiges, mit weichen
verschwimmenden Hohlungen, die an Ohrmuschelnngl.dgemahnen.” 1bid., p. 126f.

8 |bid., p. 127.

19 Emile MoLINIER: “Le Castel Béranger’Art et décoration5, 1899, p. 76-81: 80.

29 |bid.

L |bid., p. 78f.
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Even when criticizing Guimard’s architecture, theman body serves as essential

reference figure. Ultimately, the Castel Bérangaswbviously noticed as resembling the canon
of human anatomy. No matter whether this was ajgest or not, critics agreed on that point.
Also, the anatomical associations transcend theadorof the saucy erotic and verify its

intentional evocation of a human body to an everaigr extent.

Mirror, Mirror

Whereas hitherto existing studies on tbastel Bérangettend to construe the sexual
vocabulary of fin de siécle architecture as a nséga of the ubiquitous obsession for vitalistic
metaphors, I'd like to consider another influenoamely psychophysiology. It goes without
saying that the widespread vitalism in Art Nouvead Jugendstil culture is undoubtedly crucial
to both theCastel Bérangeand thelmmeuble d’Alexandre BigoEventually, psychophysiology
and the vitalist paradigm in late " @entury are not completely separable from eachrpgven
so offering a new perspective.

In the wake of physiology during the second hélthe 19" century, sensual perception
became of particular interétAgainst the background of Johannes Miiller's deteatt of outer
stimulus of the sensual organ and consequent iseesual feeling, Hermann von Helmholtz
(1821-1894) and his successors developed a whaleunelerstanding of the working of the
senses. As George Roque showed recently, the gttixgological working of human vision was
adapted by the French physiology rather quicklghi@ decades to comiThe disjunction of
inner and outer sensuality and the consequentnietiy of vision had a massive impact on the
field of esthetics and artistic practices as itdduiced a possible scientific foundation for theaid
of actual sensual feelings accompanying the sehs@lat. Herein lies a major achievement of

psycho-physiology dealing with the physiologicahénsion of psychological phenomena.

2 See RobertWrTe: Die Geschichte der Sinne. Von der Antike bis zubeypace Miinchen, Beck, 2000, notably
p. 140-254.

% Georges RQUE “La sensation visuelle selon Hermann von Helnthelt sa réception en France”, in Jacqueline
LICHTENSTEIN et al. (ed.):Vers la science de l'art. L'esthétique scientifigqure France. 1857-193Paris: PUPS,
2013, p. 117-129. For instance, studies of Helmnahdlbtze and later Wilhelm Wundt (1832-1920) wetrecgly
translated into French.
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In addition, the ‘physiological turn’ led to a nesmlue of the human body. As perception

was now dependent on the condition of the beholduigect, the idealistic autarky of perception
was seriously called into question. In the casessthetics, perception was more and more
understood as subjective process in close reldbotihe perceiving subject. Accordingly, the
body was soon considered the significant elemerdrinand art appreciation. This shift was
perpetuated by psycho-physiological esthetics atol®00 that moved away from questions
regarding the characteristics of works of art ivofa of esthetic perceptidi. Jacqueline
Lichtenstein pointed out that this cognitive subjety played a constitutive role in the rise of
late 19" century vitalisn?> In contrast to Helmholtz and Rudolf Hermann Lott®17-1881), in
the fin de siecle, the work of art was not meradgrsin relation to the mechanics of the body
only. In lieu thereof, shape and posture of the &tmody become a key factor.

In the second half of the #%entury, a specific theory derives from the yotiety of
psycho-physiologically infused esthetics. The Germoained term ‘Einfuhlungséasthetik’, the
esthetics of empathy, rely heavily on the mentiobedily modes of perception. Then again, it
was influenced by concepts of a rather romanticahiping with nature, as famously described
by Johann Gottfried Herder (1744-1803):

“It's the nature of the soul that shaped all rermggranimus and mental
forces after itself, affecting even the most tiiaations. In order to feel
this very nature of the soul, you ought to go b&xkanother age, to
history, and to heavenly realms, feel and empathitte everything there

iS".ZB

24 Wilhelm PerRPEET “Historisches und Systematisches zur Einfiihluetisétik”, Zeitschrift fiir Asthetik und
Allgemeine Kunstwissenschaftl, 1966, p. 193-216: 197f. and Simonevko, Kodierte Geflihle. Zu einer Poetik
der Emotionen in lyischen und poetologischen Texteri900 Berlin: Erich Schmidt, 2003, p. 190.

% || devient par contre évident dans les années0Z8®0 qu'une sorte de réaction irrationaliste éplaie,
I'esthétique scientifique se dépassant elle-mémenenforme de vitalisme délirant.” JacquelinEHTENSTEIN
“Pour une aisthesis”, in JacquelineeHTENSTEIN et al. (ed.)Vers la science ,.p. 7-17: 16.

% “Ganze Natur der Seele, die alle iibrige Neigungea Seelenkrafte nach sich modelt, noch auch die
gleichgiiltigsten Handlungen farbet - um diese nfitalen [...], gehe in das Zeitalter, in die Himngedgend die
ganze Geschichte, fuhle dich in alles hinein”. Joh&ottfried HLRDER Auch eine Philosophie der Geschichte zur
Bildung der Menschheit. Beytrag zu vielen Beytrages JahrhunderfRiga: Hartknoch, 1774, p. 46.

10
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During the 1870s, the notion of empathizing witmething and someone is provided

with a scientific fundament by psycho-physiologigdeas. Initiated primarily by Friedrich
Theodor Vischer (1807-1887) and his son Robert 74B333), theEinfuhlungsasthetiks a
theory of human projection insofar as it links @isito a constant auto-projection of one’s own
body. In the case of another person this modedttser trivial: If contemplating on a depiction of
the Crucifixion of Christ, one would experienceality sensation due the projection of my own
body onto that one of Christ, consequently relatmbis emotions and reproducing those inside
oneself. The philosopher Theodor Lipps (1851-19i¢ihted out the importance of movement
and the reception of movement for empathetic egpess, transforming those into the so called
‘Intersubjektivitatspsychologie’ (intersubjectivesyzhology)?’ However, Lipps insists that this

type of communication is not actually taking plédegween two subjects:

“Therewith, the mere nature of esthetic empathidéestified [...]. It's
the experience of a human being. However, this Imurineing can
necessarily be oneself only. Hence, | experiencesefhyin the very
gestalt in front of me?®

This results in a subject-centered self-involvemeh empathy that renders another
subject obsolete. Thus, non-human objects ougbettaken into account as well. Interestingly
enough, this effect would not only occur regardamgities already suited with the shape of an
actual human body:

“The eye absorbs the light waves, processing tleethe brain. But then,
the esthetical inside converts this physical stimuhto a mental one. In

consequence, we confuse the exterior quality ofstiraulus with the

2’ See Theodor Ieps Aesthetik Psychologie des Schénen und der Kumst. 1 and 2, Hamburg, Leopold Voss,
1903 and 1906.

28 “Damit ist nun erst eigentlich das Wesen der disttieen Einfiihlung bezeichnet [...] Sie ist in inrdetzten
Grunde allemal das Erleben eines Menschen. Diedbat das Erleben meiner selbst. Ich also fihld mis Mensch
in der Gestalt, die mir entgegen tritt.” Tipbs Aesthetik.. vol. 2, p. 49.

11
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quality of our mental sensation. It's for that asthat we came to

speak of growling thunder, anxious chiaroscuro, lzeyapy sky blue?®

Here, the main principle of tHenfiihlungsasthetibecomes evident in terms of language:
By projecting our bodily conditions onto nature, egme to describe nature in terms that ought
to describe a human and not nature. Accordinglthrapomorphisms were concurrently situated
in an anthropological context, as they were siryilfueled by the constant equation of human
bodies and practically every existing matter —foost dead matter, that is art.

Art historian Heinrich Wolfflin’s (1864-1945) 188fissertation premises the paradigm of
Einfihlung That is, becausa&chitecture is characterized via a repertoiredywoed from anatomy
and human affectivity. His rhetorical anthropomazglion and every subsequent variation of

empathy is once more bound to the constitutiommefuman body:

“One can understand only what one is capable ofelheSolely because
we're in possession of a body ourselves, bodilynfocan be significant
to us. Being exclusively optical creatures, we’dupable to evaluate the

bodily world in an esthetical mannet”

Kartsten Stueber identified the underlying phenoomeas an analogy between human
vision and the “expressive quality of human vitalit the body®". It is only because we have a
body of our own which we continuously project oarghitectural structures, vital architectonic

qualities such as weight, balance, and hardnesklveave an impression on us.

29 “Das Auge saugt dabei die Lichtwellen ein, diehsic seinem Instrument zum Hirn fortsetzen. Diebgsische
Reizung wird aber vom &sthetischen Innenleben zer edeelischen umgesetzt, so dafld wir ihre auReadit&umit
der Qualitat unseres seelischen Geflihls verwechselh daher kommt es, dal} wir von zornigem GeMiittey
bangem Helldunkel, seligem Himmelsblau sprechermbd®t MSCHER Ueber asthetische Naturbetrachtyrgl.,
[1893], p. 196.

30 “Man versteht nur, was man selbst kann. KérpeeliEormen kénnen charakteristisch sein, nur dadaa$s wir
selbst einen Korper besitzen. Waren wir blof3 optesaffassende Wesen, so mifite uns eine astheBscieilung
der Korperwelt stets versagt bleiben. [...].“ Wedependent on our body, gathering a vast trovexpérence “die
uns erst die Zustande fremder Gestalten mitzuem@firbefahigen.” Heinrich WLFFLIN: Prolegomena zu einer
Psychologie der ArchitektuBerlin, Gebr. Mann, 1999 (1886), p. 9.

31 Karsten R. SUEBER Rediscovering empathy. Agency, folk psychology tl@duman science€ambridge, MIT
Press, 2006, p. 7.

12
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It would be tempting to apply thEinfihlungséasthetiko the Castel Bérangemand the

Immeuble d’Alexandre BigotWhile the history of science has productively keat on
Einfuhlungsésthetikgenuine art historical studies are few in numbven though, it is a matter
of esthetics. Yet, the more fruitful attempts to down artistic reflections on the theory suggest a
tendency to evoke or at least indicate bodily shayel closely related signs in order to promote
and foster the incorporation of the beholder’'s bdgoth buildings also fit into the fin-de-siécle
mingling of floral, animal, and human reproductiaa basic bodily conditioning as into the
definite temporal bloom of thé&infuhlungséasthetik Just like the heretofore scientifically
revolutionized idea of sexuality and reproductiustinct in the biomorphic vocabulary of both
buildings, aspects of the psycho-physiological tlesoof the period are present in the embodied
architecture. Nothing less than an oblique infleer@eems apparent, as Guimard’s and
Lavirotte’s anthropomorphization goes so strikinglgll with the paradigm of the body. A prime
concert, though, could be the strong tie of Eeflihlungsasthetiko the German-speaking
countries only.

The French reception of tH&infihlungséasthetiks yet to be systematically discovered,
but a recent volume shed some first light on thect& As the profound German influence on
French physiology is beyond doubt, a debate onhusphysiological theories unfolded as well.
The paradigmatic impact of these ideas in Europedirt Frank Blittner to its characterization as
“psychological turn®*.

32 See for instance Dario ABIBONI: Potential Images. Ambiguity and indeterminancy indern art London,
Reaktion Books, 2002, HubertusKLE: “Les hallucinations d’Arnold Bécklin. L'art a Ifgoque de la psychologie
scientifique, in Claire BRBILLON (ed.):Histoire de l'art du XIXe siécle. 1848-1914. BilagtsperspectivesParis:
Ecole du Louvre, 2012, p. 679-690 and ThomasskR Das Primat des Korpers. Eine Psychophysiologie der
Schmerzerotik im Fin de Siécl®liinchen, Open Access LMU, 2015 (<https://epulunibmuenchen.de/26093/>.
Consulted on 29.04.2018).

% See J. ICHTENSTEIN et al. (ed.)Vers la science. A few years earlier, Barbara Kontae inquired \@agh's
implementation of th&infiihlungsasthetiksuggesting itomnipresencén late 19" century Europe. See Barbara
KONTAE: Lebendige Kunst. Psychologische Ansatze zur Varh-Gegitung Minchen, Open Access LMU, 2010
(<https://epub.ub.uni-muenchen.de/11790/>. Condwte29.04.2018)

% Frank BUTTNER: “Das Paradigma "Einfiihlung" bei Robert Vischer, mi@h Wélfflin und Wilhelm Worringer.
Die problematische Karriere einer kunsttheoretiadfigestellung’in Christian DRUDE/Hubertus KOHLE (ed.):200
Jahre Kunstgeschichte in Minchen. Positionen, Ratsgen, Polemik. 1780-1980Minchen: Deutscher
Kunstverlag, 2003, S. 82.
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In comparison to Germany, French esthetics wedengdeveloped in the second half of

the 19" century to such an extent, that even French pijlosrs started to lamefit.In
consequence, French philosophy, art and literatveee significantly geared to the theories
originating from the country neighboring in the thmast. For example, the immediate
translations of German studies give further evigetacthis assumptiof® This development has
been retraced by Jacqueline Lichtenstein in tHel fé estheticS’ Yet, an immediate reception
of Einfihlungasthetikhas not been undertaken exhaustively. Around 1j9&@inent journals like
the Revue philosophique de la France et de I'étrangeblished reviews of German studies on
the subject on a regular basis. Lipps, for instaigeited even in French essa§dt becomes
substantive that French intellectuals were wellraved the branch of study, when the esthetics of
empathy is referred to as ,un sujet souvent étadiée siécle®®. The corresponding expertise of
French philosopher Lucien Arréat (1841-1922) hattan even more far-reaching publicity:

,L'Einfihlung, c’est-a-dire a la fois I'acte d'imagation par lequel nous
entrons dans I'objet méme de notre vision artigtjqet le transport de
notre sentiment a cet objet, qui semble acquénside caractére de la

personnalité et devient le symbole de nos étagsnas: en somme, un

% See for example CharlesLAic: Grammaire des arts du dessin. Architecture, scudptpeinture Paris, H.
Laurens, 1880 (1867), p. 2 and Micha&PEGNE “La science du beau de Charles LévéqueJ. LCHTENSTEIN et al.
(ed.):Vers la science., p. 33-45: 33.

% Ppatricia MATHEWS: Passionate discontent. Creativity, gender, and Ehesymbolist art Chicago, Univ. of
Chicago Press, 1999, p. 48. In the case of psygtsigbgical studies, Italian surveys, for instarbese of Paolo
Mantegazza and Giuseppe Sergi were translatedfjdsé same pace.

37 Jacqueline ICHTENSTEIN “Victor Basch et l'esthétique expérimentale. Unstdiie oubliée de I'esthétique
francaise”jn J. LCHTENSTEIN et al. (ed.) Vers la science., p. 87.

% See “Dr Paul Stern: Einfilhlung und Associationder neueren Aesthetik. Ein Beitrag zur psycholdwgsc
Analyse der asthetischen AnschauuriRévue Thomiste, 1898, p. 241-243: 242 and LucieRREAT: “Paul Stern.
Einfiihlung und Association in der neueren Aestlieflevue philosophique de la France et de I'étrangar 1898,
p. 183. Also, his own work was frequently reviewiadrrance: “Theodor Lipps. Einfihlung, innere Naumang
und OrganenempfindungRevue philosophique de la France et de I'étran@®&; 1903, p. 660f and M.REBS
“Theodor Lipps. Aesthetik. Psychologie des Schonad der Kunst. 1. Teil. Grundlegung der AsthetiRgvue
philosophique de la France et de I'étrang2®, 1904, p. 544.

394Dr Paul Stern...”, p. 242.
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double procédé d’identification avec les choses et

d’anthropomorphisme??

In his critical volume on Kant from 1896, VictoraBch (1863-1944) elaborates on the
Einfilhlungséasthetiin extenso and reveals himself to be quite fonthefconcept! Within his
own work, Basch then refers to bodily empathy astétion intérieure®.

With comprehensive studies in mind, like ClemeamtAnstruther-Thomson (1857-1921)
and Vernon Lee’s (1856-1933eauty and Uglinessrom 1897, it becomes clear, that the
esthetics of empathy were perceived as an origif@rman field, but nonetheless, necessarily
known in France and Great Britain as W&lAround the turn of the century, it had become a
phenomenon widely noticed and considefedhe circulation of familiar theories in France
becomes verisimilar in consequence, demanding duritivestigation that would exceed the

scope of this paper.

40|, ARREAT: “Paul Stern...”, p. 183.

1 Victor BAscH: Essai critique sur I'esthétique de KaRaris,Germer Bailliere, 1896, p. 285-299. There, Basch
references Friedrich and Robert Vischer, Johanmdiselt, Herman von Lotze, Helmholtz and Karl Grdmsname.
Basch must be considered a marvelous expert oB¢h@man discourse accompanying Hieflhlungsasthetild_ater
on, he describes the process as follows: “Sicliiblen’ veut dire se plonger dans les objets extés, se projeter,
s'infuser en eux. interpréter les Moi d'autrui teapnotre propre Moi, vivre leurs mouvements, lgupres gestes,
leurs sentiments et leur pensées; vivifier aninparsonnifier les objets dépourvus de personnafiepuis les
éléments formels les plus simples jusqu'aux maaifiess les plus sublimes de la nature et de I'dfictor Basch:
“Les grands courants de l'esthétique allemandecogmbraine” Revue philosophique de la France et de I'étranger
73,1912, p. 22-43 and 167-190 : 34.

42 See J. ICHTENSTEIN “Victor Basch...”. In 1909, Edward Titchener intrazhd the term ,empathy* as the English
equivalent to the German ‘Einfuhlung’. Edward BTrGHENER Lectures on the experimental psychology of thought-
processesNew York, The Macmillan Company, 1909, p. 21.

43 Clementia Astrunther/ Vernon Lee: “Beauty and mggis”, in Clementia Astrunther/Vernon Lee (eBdauty and
Ugliness. And other studies in psychological aggtgd ondon and New York: John Lane, 1912 (1897),56-240.

44« e représentant le plus remarqué de la tendasgehplogique pure est Théodore Lipps [...], pourlguseule
raison d'étre de I'Esthétique est I'analyse dureent du beau et de I'Einfihlung”. Maurice desiW: “L'histoire de
I'esthétique et ses grandes orientatioR&yue néo-scolastique, 16, 1909, p. 237-257: 2%&n i the 1910s still,
Basch regards theinfihlungsasthetilas a central theory for the contemporaneous ésth&ee again V. &CH:
“Les grands courants...”, p. 34.
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Conclusion

The vestibule of Hector GuimardBastel Bérangelis dominated by the motif of the
grotto. Due to the traditional analogy between tgraind womb, sexual implications come into
play, consolidating anthropomorphism, the erotiod aaspects of embodiment within the
framework of the Art Nouveau style. Providing tBastel Bérangewith genitalia — as repeated
by various buildings in the following years — adatite architectural entity to a human body. As
has been shown, the sources already suggesththauilding was viewed at as an anatomically
human being. At the same time, the German-coliadiihlungsasthetikeaches its apogee. It
assumes, that relating of one’s own body with esthidy appreciated objects designated the very
core of art appreciation. Thereby, Guimard’s armbroorphization could be remarkably well
constituted. At this point, it cannot be argued tha embodied architecture of both Guimard and
Lavirotte is a realization of theEinfuhlungsasthetikfor direct reading. Nevertheless,
Einfuhlungsasthetikvas known to French intellectuals. The underlyamdanglement between
spatial works of art and the bodily constitutiontieé beholding subject was a question of utmost
importance to intellectuals in all fin-de-siécle rgpe. Regarding the initial problem to find
artistic output baring traces of late™@entury body-projection theory, the embodied dechirre
discussed in Belle Epoque Paris serves as a sfaptint for further investigations. If not
immediate a mediated nexus between the two is e&tnit hey share the common premise that
only the human body can substantiate adequat@jareé@ation. As recent studies have indicated,
the consequent fin-de-siécle enthusiasm towardagrhena of embodiment will deserve much
more art historical attention in the future.
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