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Ideolog ica l  elements of h is t ime 

The early works (1878-1892) 
Casa Vicens 
EI Capricho 
Pavil ions of the Guel l  Estate 
Palau Guell 
Theresan Col lege 
Episcopal Palace of Astorga 
Casa Botines 

The period of maturity (1892-1914) 
Guel l  Bodegas 
Casa Calvet 
Torre Bel lesguard 
Park Guel l  
Restau ration of the Cathedral of  Mal lorca 
Casa Batl16 
La Pedrera 
Crypt of the Guel l  Industrial Vil lage 

The rnal  years (1914-1926) 
Basilica of the Sagrada Familia 

Antoni Gaudf ( 1852-1926). B iography 





J uan-Ed uardo Cir lot 

Introduction to Gaudf's architecture 

There is a sh roud of mystery surround ing  Gaudi. In a l l  p robab i l ity, the 
fi rst m ist preventing u s  from ga in ing  access to his work is the intri ns ic  
mysteriousness of a l l  gen ius and ,  at the end of the day, of a l l  h u ma n  
sp i rit. The s ituation is  comp l i cated b y  t h e  wel l-known fact that Gaudi  
wished to  create an au ra of  s i l ence  around h i s  persona ,  whi le ,  at the  
same t ime as mainta in ing  th is  secretiveness -in  other words, the 
a n n i h ilation  of h i s  fundamental va l ues- gave expression and symbo l i­
sation to h i s  moods and i ncred ib l e  mental power. Gaudi, d esp ite h i s  
c loseness to  u s  i n  terms of  t ime ,  r ises before us  su rrounded by  the  
revered mag ic  wh ich  Jung  ca l led the manna persona l ity. H e  is the wise 
man ,  the en l i g htened doctor -a tra it  that d raws him c lose to Ramon 
Ll u l l ,  another mysterious  Cata lan  lost i n  the m ists of  t ime s ince the 
13th century-; he is the a rtist whose super iority not on ly stems from 
both i ntel l ectual and sp i ri tua l  poss ib i l i ties but  which sprouts ,  as a way 
of describ ing  it ,  from the total and  whole transformation of what he 
d id  and  who he  was.  H owever, the second sh roud of mystery l ies i n  h is 
particu lar era .  Indeed , a lthough close i n  t ime ,  h is work was more a cu l­
m inat ion of the long p rocess that began  with the r ise of Christ ian ity 
and  p re-Romanesque art than the beg i nn i ng s  of our  own ti mes. And 
th is ,  despite the fact that Gaudi's work, as an authentic creation of 
gen ius ,  or in other words ,  that which generates, gave us the ru les and  
premon itions  for a new concept i n  a r t ,  morphology and pathos. One 
th ing ,  however, a re these shapes ri s ing from the heart of his work and 
another very d i sti nct factor i s  the who le  of  th is  work as  a n  express ion 
of a period . The serious caesura that separates the Modernist per iod 
from o u rs cou ld  be exp la ined by styl i st ic ,  socia l  o r  pol it ica l  tra its .  
Modern ist art can be d iscovered i n  the shap ing  of the 19th centu ry and 
appears ind i st i nct i n  the work of some painters, especia lly that of 
Cezanne  (1839-1906). We wi l l  say o n ly one th ing .  The M odernist period 
st i l l  be longed,  to a great extent ,  to the cu ltura l  ec lectic ism of the sec­
ond half of the 19th centu ry, based on admitti ng mu l t ip l ic ity and com-

<- Portrait or Antoni Gaudi aged 26 21 



Introduction to Gaudf's architecture 

p lexity, in short, that which is  aged . In contrast, ou r  era comes from a 
youthfu l  demand ,  of a break with the past, of the reconq uest of a new 
s imp l ic ity, of the rejection of the com p lex ,  to a g reater or lesser extent 
The mere contemp lat ion of Gaudf's works, despite the profound  i nner 
and obv ious l i nks  that jo in  them , despite thei r u n i q ue express ion of a 
particu lar  era, tests th is  m u lt ip l ic ity and complexity that our  fee l i ngs  
about  the world want  to reject We say want because in th is  word 
there coexists, desp ite everyth ing ,  a certa i n  juxtaposit ion of d i sti nct 
but nevertheless contradictory e lements fu nctiona l i sm and o rgan ic  
a rch itecture and  a bstract paint i ng and i nformal use of matter, non-fig­
u rative ascesis and su rreal Baroq ue .  The percept ib le d ifferences in  
Gaudf's creative work a re undoubted ly due to perfect ly justified d isti nct 
factors the s it ing  of the work and the objective respect the a rchitect 
has for local pecu l i a rit ies and techn ica l  trad it ions .  It has been c learly 
observed that outside Catalon ia  he never used th i s  a la Cata lan  brick 
vau l ti ng ,  which are a precedent for cu rrent she l l s  of bu i l d ings .  Gaud f's 
work is a lso i nnuen ced by d i fferent eras the Mudejar  style of the ear l ier  
period and expressive morphology i n  the go lden age of the Casa Mi l a ,  
the  Park Gue l l  and the crypt of  the  chu rch of the Colon ia Gue l l .  
N everthe less ,  a t  the  same t ime,  there i s  a n  intr ins ic and I wou ld  dare 
to say "sacred monstrosity" i n  the variety of Gaud f's work that we 
wou ld  never find i n  Gropi us  or Moore, nor  i n  the a rchitects and a rtists 
who a re recogn ised as havi ng the most ab i l ity i n  variation and even 
contrad ict ion,  such as  Fra n k  Lloyd Wright  or  Picasso. Th i s  is because 
Gaud f's d iversity does not l ie i n  merely i ntel lectua l  or  inst inctive terra i n .  
The central point o f  the mystery of Gaud f's persona l ity res ides p recisely i n  
th i s  i nnate ab i l i ty to  discover, reveal and recreate a n  entire universe. More 
than for reasons of h is  destiny or the i nnuences of h i s  upbring ing , which 
must have brought him c lose to God enough to turn h im i nto a mystical 
and p ious person ,  it must have been the l iv ing d iscovery -com pensated 
by his deep humi l ity- of the d ivi ne factor that resided in h i s  inner self. 
H i s  own magn ificent ab i l i ty for i nvention that fi l l ed h i m  with pleasure 
must have pushed h im  towards that Divi n ity with which he felt conn ect­
ed to the innermost depths of h i s  whole being. 

Ca�ica[Ure of Gaud published in 

"La Publicitat" of the 1 3  June 1926 

22 sorf'lt in the Pare de La Ciura::lelia produced when he was an assistant to J osep Fontsere -7 
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Ideological elements of his time 

We have certa in ly  not combed Gaudi's read ing -who wou ld  be ab le  
tOt- or even h i s  trave l s .  N everthe less ,  on the other hand ,  we a re su re 
that the expl anation we seek cou ld  not be found  i n  such sources. I t  has 
been seen that bri l l iant peop le ,  as  yet another factor of thei r authority, 
have an incred ib le i nformative speed This ab i l ity enabled Ba lzac ,  for 
examp le ,  to descri be thousands of p laces and situations he  saw with­
out rea l i s ing it with a "capacity of reg i ster" i naccessib l e  to the majority 
of human beings .  The ideologica l  e lements that "existed" in Gaud i's 
t ime m ust have been captu red , deepened and ana lysed u n consc ious ly 
and sub l im ina l ly, conti n uous ly  and profou nd ly effectively. Some of 
these e lements have been described For example ,  from h i s  known 
stud ies ,  that of the theoretical works of Viol l et-le-Duc (1814-1879), or  
the contact he kept with h i s  favourite teachers Francesc Llorens i 
Barba (1820-1872) , who taught  h i m  ph i l osophy and l iterature;  and  Pablo 
Mi la i Fontana ls  (1810-1883) ,  with whom he  stud ied the theory and h i s­
tory of art .  The latter's concepts and  ideas a re wel l  known ,  based on 
i nteg rati ng art i nto cu l ture ,  thus break ing the iso lat ion of a rtistic acts 
in  o rder  to incorporate them i nto da i ly  l ife, a tendency which Gaudi  
had no  opt ion but be interested in .  Regard ing  L lorens i Ba rba , we know 
that he preached a sp i ri tua l i st doctri ne ,  in which ph i losophy was not a 
specia l i sation but a p iece of "com plete knowledge". Some oPhis th i n k­
er's ideas a re near ly enough to exp la in  part of Gaudi's ideo logy a n  ide­
ology u nformu lated i n  written terms but  patent and active i n  h is  
a rch itectura l-expressive c reativity. It  i s  h ard to bel i eve, but for Llorens i 
Ba rba , "ph i losophica l  bel ief"  was a dark and subjective state, a mystical  
doctrine if there is  one .  He bel ieved ,  a l ternatively, in the "activity of 
su bstances subject to the �rst cause". And with th is  he approached , 
but without accepting everyth ing that it i nvolved , the mon ism of E rnst 
Haeckel ,  whose ideas and i nvestigations "noated" a round the a i r  i n  
Gaudi's formative yea rs. Haeckel (1834-1919) fought for a b io log ica l  con­
ception of the u n iverse in which matter was i ntegrated ,  not in  l i fe, but 

� I l lustrations o f  The general morphology o f  orgonlsms. by  Ernst Haeckel 25 
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i n  thought ,  a theory that Teil hard de Chard i n ,  l ater on ,  
often endorsed i n  part.  On the other hand , Haeckel pub­
l i shed many stud ies about natura l  forms (protozoans ,  
rad io lar ians ,  medusas ,  etc . )  When FOlguera tel l s  us  that 
Gaudf, as  wel l  as  h i story, stud ied "nature", we shou ld  
su ppose that  he wou ld  have been interested i n  the most 
representative works of h i s  t ime,  in which the morpho­
logica l  obsession  of p re-modernism had a n  abundant 
and n utrit ious g raz ing land Between 1860 and 1890, 
Haeckel pub l ished n u merous books of the morpho logy 
of natu ra l  beings ,  some of which were trans lated i nto 
Span i sh ,  such as  the General Morphology of Organisms 

(Barcelona ,  1887). I n our  op inion ,  Gaudf's work shows an 
advance from tradit iona l  a rch itecture towards new 
architectu ra l structures based on  mechan ics and experi­
ments such as the catenaries but, at the same t ime ,  and 
through the med ieval and o riental tendencies i n  sty le ,  
openly enters the world of  natural morphology which does not 

copy but transforms and integrates it into an architectural or 

structural-ornamental factor. The colou r  used in h i s  poly- Detail of one of the tops of the 

chrome often reminds  one more of the underwater nora and fauna rat roof o f  L a  Pedrera 

than of the natu ral e lements that cou ld  normal ly be see n .  The rou nd-
ing off of the bel l  towers of the Sag rada Fami l ia  possess the q ua l it ies 
and d rive of the medusa before that of the nower, and structures of 
rad iola r ian were c learly used by Gaudf on specific deta i l s ,  such as the 
peepholes of the Casa Calvet. There i s  no doubt ,  and this backs up 
what we have said of Gaudf's i ntrins ic  complexity, that other very d i s-
t inct ideo logica l  cu rrents converge i n  h i s  thought .  Th is explains the 
sp ir itua l ist tendency, which had its roots i n  Celt ic cu l tu re ,  the Eng l i sh  
Pre-Raphael ite doctri ne (the Pre-Raphael ite B rotherhood was founded 
i n  1848) and  wh ich ,  throug h the "Art and Crafts" movement of Wi l l ia m  
Morris i n  1861 , reki nd l ed b y  Ash bee i n  1888, and t h e  a rch itects a nd deco-
rators of the G lasgow Schoo l ,  reached Cata lon ia continuous ly to have a 
long-lasti ng i nn u ence However, what cou ld have been a d ra matic 
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