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In the 1920s and 1930s, George Minne repeatedly repeated earlier works. This Bather
goes back to a model from 1913. In the meantime, the artist had obviously undergone a
development. The elegance of the 1913 version, which clearly betrayed the influence of

the international art nouveau, has been considerably weakened in favor of a more
classical design. In the case of Minne, the word classical may not be understood as

traditional. Like many sculptors of his generation, he did not remain blind to the voice of
art deco and he adapted his sculptor idiom to the new visual language in international



sculpture. Like artists like Antoine Bourdelle, Minne again applied the rules of anatomy
and proportion, without, however, denying himself. For him, the basis remained the
catalog of his own oeuvre, from which he drew acutely. The tenderness with which
Minne approached the subject is striking. The soft lines support his search for beauty
and elegance. The figure has been reduced to its formal essence, without roaring but

with a profound expressiveness. More than before, Minne now placed the emphasis on
the femininity of the bather, who radiates a warm sensuality. His later work, however,

never degenerates into decoration, not here either. The medium format attracts
attention precisely because it is a good example of control, intimacy and line

management, and Minnes metier in the three dimensions. (J. De Smet)

 

Exh ibi t ion sExh ibi t ion s

- MuDeL, Deinze (inv. no. 1033/MIN.g-10), bronze.

- Venice, XVe International Biennal, Permeke Rooml, 1926 (other statue).

 

Li teratureLi terature

- Haesaerts, P., L'Ecole de Laethem-Saint-Martin (Bruxelles: Editions Formes, 1945), pl. 18
(ill. of another copy).

- Haesaerts, P., Sint-Martens-Latem, Gezegend Oord van de Vlaamse Kunst (Brussel:
Arcade, 1966), p. 107 (ill. of another copy).

- Hoozee, R. & M. Tahon-Vanroose, George Minne en de kunst rond 1900, exh. cat. (Gent:
MSK, 1982), p. 250, no. 215 (ill. of another copy).

- Berg, B., Y. Deseyve, E. van Raaij e.a., George Minne, voorbode van de moderne
kunst (Bremen: Gerhard Marcks-Haus/Wienand, 2013), p. 114, 118 (ill. of another copy).

 

Ar t i st  desc r ipt ion :Ar t i st  desc r ipt ion :

During his education at the Ghent Academy for the Fine Arts, Minne became friends
with the symbolist authors Grégoire Le Roy and Maurice Maeterlinck. These young

symbolists had an extraordinary influence on the young artist, who at that time had
already distanced himself from academicism.

Minne made his debut as sculptor at the Ghent exhibition of 1889 and his participation
was vehemently opposed by the press and the public. His progressive form language

found an audience only at the exhibitions of the Brussels avant-garde circle, Les XX. He
was present at these exhibitions from 1890 to 1893. Minne became acquainted with the
Brussels art milieu, where he became friends with Emile Verhaeren. He also caught the
eye of the French symbolists already early in his career. In 1892, Sâr Péladan invited the

artist to his famous Salon de la Rose-Croix.

In Ghent, he tried to form a front against a conservative public. As member of the
association Wij willen, he confronted the local Cercle Artistique et Littéraire, which

followed a conservative path. His native city indeed was not especially well disposed to
him. In 1895, his entry for the Ghent exhibition was even rejected. Despair led him back

to Brussels, where in 1895 he registered for the sculpture class given by the Académie
Royale des Beaux-Arts. Instructor Charles Van der Stappen supported his pupil and

found him an atelier. Via Verhaeren he also came into contact with Henry van de Velde,
at that moment one of the protagonists of Belgian Art Nouveau. And Van de Velde’s

international contacts led Minne to the influential German critic and collector Julius
Meier-Graefe, who would confer European fame on the modernism of Minne. Around

the turn of the century, Minne exhibited in avant-garde milieus in Germany and Austria.
He was worshiped at the Viennese Secession; Ver Sacrum, the periodical publication of

the association, even dedicated an entire number to his work. He also enjoyed wide
fame in France and exhibited among others at the Galerie Durand-Ruel and the Galerie

L’Art Nouveau of Siegfried Bing.



In the summer of 1899, Minne went to Sint-Martens-Latem, probably on the advice of his
friend Valerius De Saedeleer, who he knew from his academy years in Ghent. Together
with Karel van de Woestijne, he would become the intellectual leader of the so-called

first Latem group. Minne was the only member of this circle of symbolist artists who
remained faithful to the village throughout his entire life, with the exception of the war

period.

Minne experienced his Welsh years as oppressive. The continuous uncertainty
concerning the fate of his sons at the front paralysed Minne and his wife. He did take

part frequently in the group exhibitions organised by the Belgian government
throughout all of Great Britain. Like his friends De Saedeleer and Van de Woestyne, he

could also count on the support of the De Graaff-Bachiene family, a Dutch couple living
in London who owned works by Belgian artists in exile.

In the period between the wars, the sculptor enjoyed great fame on the Belgian and
international art scene. Numerous exhibitions were dedicated to his work. And in 1931

he was elevated to nobility.


