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Notes on the Iluilding of Reformatories for young Dclin-
quents 326

by Ernst Egeler

Deplorable cxisting conditions. The majority of Swiss reformatories

reveal deplorable conditions which certainly
contribute to the crisis in which the reeducational System as a
whole finds itself at present. These institutions are often
installed in buildings originally intended for some other
purpose, they are often in a bad State of repair, dingy and
sadly lacking in space (overcrowded dormitories, pro-
miscuity, etc.). The new penal code really demands for
young people buildings with segregation, especially on an
age basis, but there is a lack of funds. Almost everything
in this domain is yet to be done.
New types of reformatories. The ideal is the small building
that is a home and allows of a really personal contact with
the educators; unfortunately this type is hardly economical.
The two modern types that have come to the fore are the
big reeducational institution a) centralised but with a
distinet functional differentiation (each group on its own
floor, not more than 8 beds in each bedroom etc.) thus
avoiding a mass education for the 60—120 pupils; b) de-
centralised groups of 18-20 pupils supervised by one edu-
cator and each group having its own home whilst the
general principle is to separate very definitely the dining
rooms, the work rooms (classrooms, workrooms) from the
living quarters.
Plan, execution and installation. Even if all the sections are
not to be completed at once there must exist a basic general
plan, the only way to assure a well-conceived Organization
that differentiates the sections aecording to their functions.
Because of the rapid wear and fear they should be of the
best quality possible (which is more economical in the long
run). Educational work insists on a favourable atmosphere
(good furniture, curtains, engravings, flowers). Good
architecture and good education go hand in hand.

same period are connected the series of woodeuts entitled
"The Dead Rise" and "The Dead Speak". But M. deliber-
ately never took the step that separated him from "revolu-
tionary" art in its modern sense. His creations, unlike those
of a George Grosz, are not so much drawn from social
criticism as from a deeply humane feeling that wishes to
pass over class distinetions. Collections such as "The Sun",
"Work", "Story Without Words" demonstrate beyond
the bomids of doctrines and parties that "lay charity",
that life-giving fellowship which does not exelude a sense
of humour, this latter element enabling a comparison with
his cousins Tyll Eulenspiegel and Münchhausen. This same
feeling pervades everything he has consecrated to the ver-
haerenian theme of the tentacular town ("Town" 1928
and also the pen Sketches on certain makimonos, for
example "Maboule City" which evokes the American
visions of a Dos Passos that are very European because
of our pity). In periods of intense emotion, for example
in 1940, during the exodus when he became a kind of "re-
porter" on horror (Fates 1939-1940-1941-1942). M. gives
preference to the pen sketch which does not demand the
technical concentration of a woodeut. More directly than
Goya in his "Caprichos" M. has borne witness to his
revolt in a series of drawings entitled "Danse Macabre",
"The Earth under Saturn", "Wrath" and "Remember",
a period that made Picasso and Kokoschka the just indic-
tors of the age. The return of calm renewed for M. the
importance of wood cuts, with "Youth" (1947, introduced
by Thomas Mann as formerly "My Hour Book") or "Genesis"

whose 8 cuts conjure up for the first time a world
other than the contemporary one (in the same way "Christmas

Tale" at which the artist is at work). Apart from his
illustrations for works by Coster, Maupassant, Verhaeren,
P. J. Jouve and R. Rolland M. has also ereated a whole
book of paintings presenting the sea and ports, which is
worthy of his engravings that are unique, inimitable,
springing as they do from a deeply humane inspiration.

Frans Masereel

by Heinrich Bumpel

339 Hans Fischer

by Georgine Oeri

345

A place of special importance is being acquired by graphic
art, which, more than is often the case with painting,
enables the reestablishing of unity between the idea and its
realization — a unity that has not been evident in the
moderns for some time. This is also true of wood engraving,
which has abandoned the ornamental trappings of the
19th Century and has returned to the more primitive
conception of treatment by large surfaces; this art has found
a real revival with many artists and especially with
Masereel who has just turned 60. M's personality and his
conception of his art are the most directly revealed in "My
Hour Book" (1919), a kind of autobiography in drawings,
an admirable series of engravings suggested by what is
really a populär inspiration and scintillating with the
Flemish temperament of a creator enamoured of all things
terrestrial. The strueture and the specific laws that govern
M's woodeuts are perhaps more clearly visible in certain
separate engravings ("The Wooden Horse", "The Boxer",
"The Accused" etc.) where a simple composition in which
the principal figures generally oecupy a central position
brings into play the contrasts of lines and surfaces whose
contours are, as it were, neon-lit by the light surfaces sur-
rounding them, whilst teeming secondary scenes, far from
having a documentary justification, are on the contrary,
essential elements of the vision. It is essential to mention
in addition the creator's very conscious will to be a social
artist so that the füll significance of his work may be appre-
ciated. M. was born at Blankenberghe of a well-to-do family
but he is not a social artist through resentment, but
because of a noble feeling of brotherhood with the lowly.
What may be called his activism was mainly evident during

the first world war when he was a refugee in Geneva
and collaborated by his drawings in the paeifist Organs of
the period, "La Feuille" and "Les Tablettes". With this

H. F. was born in the Haslital of a family of teachers and
should have followed the family tradition, which in a
certain sense he did, although nothing could be less "ped-
agogic" than his completely spontaneous connection with
childhood — which he cannot be said to understand, for
his relation is far deeper than understanding; it is inherent
in his nature. The amazing thing in his case is that such a
young artistic temperament should have been able to
manifest itself in a country so little "young" as Switzerland,

and also that a mind apparontly preoecupied with
dreaming and simplicity should have produced such effect-
ive art. F. began as a newspaper illustrator (he became
known for his comic interpretations of proverbs and collo-
quialisms) and as a window-dressor and artistic designer
of the Zürich "Cornichon" cabaret. So many gifts and
possibilities might have wasted him if he had not had con-
fidence in his pencil, and if he had not always been in a
state of expeetancy, an aspect of tho artist as he beholds
with childlike wonder what is Coming to life on his paper.
He is naturally gifted and for that has always been given
"commissions" that were to reveal to him further facets
of himself, as for instance the illustration of Clemens von
Brentano's tale "Gokel, Hinkel and Gackeleia" 1944, in
which his whimsicality suddenly enters the realms of poetry,
plumbing the depths of an indefinable disquiet. But the
engraving, the lithograph, add richness with their technical
limitations. He perhaps owes to this schooling his success
in illustrating La Fontaine's Fables (1949) in which he has
surpassed all expeetations and in which his art attains füll
eonsciousness of itsolf without losing any of its freshness.
It is not surprising that he should feel attracted to mural
painting. His achievements in this branch up to the
present show that he is capable of self-limitation and therefore

of self-fulfilment.
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Remarques sur la construction de maisons de redresse-
ini'iil pour jeunes associaux 326

par Ernst Egeler

Deplorables conditions actuelles: Une trös grande partie des
maisons de redrossement existant actuellement en Suisse
presentent des conditions deplorables, qui concourent
certainement ä la crise dont souffre en ce moment le Systeme
tle i-eeducation dont elles fönt partie: souvent instaliees
dans des bätiments qui eurent jadis une tout autre
destination, elles sont frequemment en mauvais etat, tristes,
et l'on y manque cruellement de place (dortoirs surpleins,
promiseuite, etc.). Le nouveau code penal demande bien
pour la jeunesse des etablissements differencies (specialement

quant ä l'äge), mais les credits manquent. Presque
tout, dans ce domaine, reste ä faire. — Nouveaux types de
maisons de redressement: Le type ideal est le petit etablissement,

qui pennet un contact vraiment personnel avec les
educateurs et peut tenir lieu de foyer; malheureusement,
ce type n'est guere economique. Aussi les 2 types modernes
venant au premier plan sont-ils la grande maison de te-
edueation: a) centralisee, mais avec une grande differeneia-
tion fonctionnelle (chaque groupe a son etage, 8 lits au
plus par chambre ä coucher, etc.); ainsi evite-t-on que les
60 ä 120 pupilles ne regoivent une education de masse;
b) decentralisee: groupes de 18 ä 20 pupilles dirigös par
un educateur et chaque groupe ayant son foyer, tandis que
le principe d'ensemble est de separer nettement les
refectoires, les locaux pour le travail (classes, ateliers) et ceux
pour l'habitation. — Plan, exeeution et installation: Meme
si toutes les parties ne doivent pas en etre executees tout
de suite, il convient de partir d'un plan general, seul moyen
d'aboutir ä une Organisation bien congue et differenciant
les locaux selon les fonctions. Vu la rapide usure ä laquelle
est expose le materiel, celui-ci doit etre le meilleur possible
(c'est finalement plus economique). L'ceuvre educative
exige qu'on cherche ä creer une atmosphere favorable (bons
meubles, rideaux, gravures, fleurs). Bonne architecture et
bonne öducation vont ici de pair.

tleux organes antibellicistes de l'epoque, «La Feuille» et
«Les Tablettes». A la meme periode se rattachent les
suites de bois intituiees «Debout les morts» et «Les morts
parlent». Mais M., volontairement, n'a pas franchi le
pas qui le separait do l'art «revolutionnaire», au sens
moderne du terme. A la difference de Celles d'un George Grosz,
ses creations procedent moins tle la critique sociale que
d'un sentiment profondement humain et qui veut ignorer
les classes. Des recueils tels que «Le soleil», «L'CSuvre»,
«Histoire sans paroles» manifestent, au delä des doctrines
et des partis, cette «charite la'ique», cette solidarite qui
Fanime, qui n'exclut pas l'humour, lequel le rapproche
de ses cousins Tyll Ulespiegle et Münchhausen. Le meme
sentiment apparait egalement dans tout ce qu'il a consacre
au theme verhaerönien de la ville tentaculaire («La ville»
1928, et aussi les dessins ä la plume de certains makimonos,
teile «Maboule City», qui evoquent les visons americaines
d'un Dos Passos, mais qui sont bien de l'Europe quand
meme, par la pitie). - N'exigeant pas la concentration
technique du bois, le dessin ä la plume semble, chez M., prendre
le dessus dans les periodes d'emotion intense, par exemple,
en 1940, pendant Fexode, oü il devint comme le «reporter»
de l'horrible («Destins 1939 - 1940 - 1941 - 1942»). Plus
direct que Goya dans ses «Caprichos», M., dans les suites
de dessins intituiees «Danse macabre», «La terre sous le
signe de Saturne», «La colere», «Remember», a temoigne
sa revolte pendant la meme periode qui fit de Picasso et
de Kokoschka les justes aecusateurs de ce temps. — Le
calme revenu rend son importance aux bois, avec
«Jeunesse» (1947, —presentee, comme jadis «Monlivre d'heures»,
par Thomas Mann) ou «Genese», dont les 8 planches, pour
la premiere fois, evoquent un autre monde que celui de
notre univers reel (de meme que le «Conte de Noel»,
actuellement en travail). — Outre ses illustrations d'oeuvres de
de Coster, Maupassant, Verhaeren, P. J. Jouve, R. Rolland,
M. a aussi cree toute une ceuvre de peintre evoquant la
mer et les ports, digne de son oeuvre de graveur, elle-meme
unique, inimitable, et d'une inspiration si profondement
humaine.

Frans Masereel 339

par Heinrich Bumpel

Dans Fart contemporain, les ceuvres graphiques acquierent
une importance particuliere, car, mieux que souvent la
peinture, elles permettent de restaurer l'unite, perdue un
temps par les modernes, entre l'idee et sa realisation. Cela
vaut aussi pour la gravure sur bois qui, abandonnant les
surcharges ornementales du 19e siecle et revenant ä
la conception plus primitive du traitement par grandes
surfaces, a trouve un veritable renouveau en maint artiste,
tout particulierement en Masereel, qui vient d'accomplir sa
soixantiöme annee. — Un des documents les plus directs
que nous possedions sur la personnalite de M. et la
conception qu'il se fait de son art, röside dans Fespece d'auto-
biographie par Fimage que constitue «Mon livre d'heures»
(1919). admirable suite de gravures d'inspiration en somme
populaire et oü edate le temperament, tout flamand, d'un
createur epris de toutes les choses de cette terre. Toutefois,
la strueture et les lois propres aux bois de M. apparaissent
peut-etre encore plus clairement dans certaines gravures
detachees («Le cheval de bois», «Le boxeur», «L'accusee»,
etc.), oü une composition simple (la ou les figures principales

sont generalement au centre) met en ceuvre les
contrastes des lignes ot des surfaces, dont les noirs sont comme
eclaires au neon par les clairs qui les entourent, tandis
qu'une fourmillement de scenes secondaires, loin d'etre lä
par litterature, completent au contraire la vision. — Ce
serait diminuer la portee de l'ceuvre de M. que de ne pas
mentionner en outre la volonte tres consciente de ce createur

d'etre un artiste social. Ne ä Blankenberghe en 1889
d'uno famille aisee, M. n'est au reste point artiste social
par ressentiment, mais par genereuse solidarite avec les
humbles. Ce que l'on peut appeler son activisme se manifeste

essentiellement pendant la premiere guerre mondiale,
alors que, tefugie ä- Geneve, il collabora par ses dessins aux

Hans Fischer

par Georgine Oeri

345

Ne dans le Haslital d'une famille d'instituteurs, H. F. eüt
du lui-meme etre instituteur et, en un sens, il l'est devenu,
bien que rien ne soit moins «pedagogique» que sa relation
toute spontanee avec l'enfance, dont il serait meme faux
de dire qu'il la comprend, car il lui est proche dös avant
toute comprehension, mais par nature. L'etonnant, dans
son cas, c'est d'abord qu'en un pays aussi peu «jeune»
que le nötre, un temperament d'artiste aussi jeune ait pu
se manifester, et, en second lieu, qu'un esprit apparem-
ment si uniquement reveur et naif soit devenu un artiste
aussi efficace. F. a commence comme dessinateur dans les
journaux (oü il se fit connaitre par ses cocasses visualisa-
tions de proverbes et de tournures), comme decorateur
d'etalages et aussi du cabaret «Cornichon». Tant de dons
et de facilites eussent pu le perdre, sans la confiance qu'il
avait en son crayon, sans cette «attente ä lui-meme» qui
definit toute une part de ce createur comme etonne, tout
ensemble et naif, de ce qui nait sur son papier. L'on
voudrait pouvoir dire qu'il est doue pour ses dons. Et c'est
aussi ce qui fait qu'il a toujours regu les «commandes» qui
devaient le teveier ä lui-meme, comme, par ex., l'illustra-
tion du conte de Clemens von Brentano, « Gokel, Hinkel et
Gackeleia» (1944), oü sa cocasserie s'eieva d'un coup ä la
poesie, ä la profondeur d'on ne sait quelle inquietude. Puis,
la gravure, la lithographie Fenrichirent de leurs limitations
techniques. C'est peut-etre ä cette ecole qu'il a du de pouvoir

realiser, dans les illustrations des Fables de La
Fontaine (1949), une reussite qui depassa toutes les espöran-
ces, et oü, sans rien perdre de sa fraicheur, son art se
hausse ä ia pleine conscience de soi. — Rien d'etonnant si
la peinture murale, aujourd'hui, le tente. Les essais que
nous avons dejä de lui dans ce domaine nous montrent
qu'il sait se borner et, donc, s'aecomplir.
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