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Secession from and into fin de siecle Vienna 

Introduction 

The purpose of this work is to present a study of the Vienna 

Secession. The Secession was an art movement which began in 1897 

with a handful of artists from different disciplines who had grown 

dissatisfied with the status quo of the late-nineteenth-century-

Vienna art scene. The time period in Vienna of this study--late 

1800s and early 1900s--is often called fin de siecle Vienna (from 

the French phrase meaning "end of century"), and it was certainly 

a most exciting and amazing time. 

A thorough discussion of the Vienna Secession would be 

incomplete without a look at the other elements contributing to 

Vienna's rich culture. Fin de siecle Vienna boasted quite an 

impressive roll call: in addition to Secessionists Gustav Klimt (a 

visual artist) and architect Otto Wagner, fin de siecle Vienna was 

also home to composers Gustav Mahler and Arnold Schonberg, writers 

Karl Kraus and Arthur Schnitzler, Habsburg Emperor Franz Josef, and 

of course Sigmund Freud, all of whom were important figures in fin 

de siecle Vienna. All of these fascinating personalities will be 

discussed (at least in passing) here, with the Vienna Secession 

providing a framework, as the Secession is a good indicator of 

Vienna's efforts to adapt to a new century. 

Background 

Vienna and the Habsburg Monarchy-- the once-vast empire ruling 

much of East-Central Europe (and sometimes beyond) from the 

Austrian capital--have a long and complicated history dating back 

centuries. It was a complex and diverse set of circumstances which 



culminated in fin de siecle Vienna, and a little background (both 

political and social) is clearly in order. 

By the beginning of the twentieth century, Vienna had 

certainly had more than its share of being on the receiving end of 

an invasion party. Vienna had been occupied by Hungarians in 1480-

1485 and by France (Napoleon's forces) in 1805 and again in 1809. 

Additionally, Turkish forces from the Ottoman Empire besieged 

Vienna in 1529 and in 16831 (Hofmann, 53) . The second siege was 

particularly remarkable in that it took place only four years after 

an epidemic of the plague wiped out fifteen percent of Vienna's 

population (Hofmann, 56), and the siege forced Leopold I--the 

Habsburg emperor at that time--and the royal family and court to 

temporarily relocate to Linz, about 120 miles up the Danube River2 

(Hofmann, 57) . Turkish imperialism gave Vienna the unhappy 

distinction of being the last outpost of Christendom before the 

Islamic Ottoman Empire (Hofmann, 54). 

Considering these events and Vienna's position on the border 

between East and West, it is not surprising that Viennese politics 

would develop a decidedly conservative flavor. This conservative 

ideology was strengthened by an early nineteenth-century Austrian 

politician: Prince Klemens Lothar Wenzel Metternich. 

In much of the early half of the nineteenth century, 

Metternich was foreign minister and state chancellor to Emperor 

Franz3 (Hofmann, 96) . Metternich's policies were very conservative 

and included such measures as censorship and police informers 

(Hofmann, 97). In 1848, however, revolutionary events in France 



and Germany compelled members of the Viennese intelligentsia--

particularly from the University of Vienna and from Vienna's 

coffeehouses--to assemble and demonstrate against Metternich. On 

13 March 1848 Metternich fled the city to take refuge in London 

(Hofmann, 101-102). 

The revolutionary activity in Vienna quickly got out of hand, 

resulting in the abdication of Emperor Ferdinand I4 in favor of 

Franz Josef (Ferdinand's eighteen-year-old nephew) and ultimately 

in the 1867 creation of the dual monarchy: Austria-Hungary 

(Hofmann, 102-103). This division of the Habsburg Monarchy 

weakened it considerably, giving it a split nature. Franz Josef 

inherited an empire with a lot of troubles. The events of a grim 

evening in Mayerling (a royal retreat in the Vienna Woods) in 

January 1889 only made a bad situation worse. 

Crown Prince Rudolf, Franz Josef's son and heir to the throne, 

was a liberal element in a very conservative environment. In 

anonymous editorials in Moritz Szeps's Wiener Taablatt. Rudolf 

encouraged improved relations with France, progress, liberalism, 

even the use of newer technologies like electricity and the 

telephone5 (Morton, 36-38) . For reasons that have never been 

completely clear, Rudolf and his mistress, seventeen-year-old 

Baroness Marie Vetsera, at the end of January 1889 traveled to 

Mayerling and took their lives in a suicide pact6 (Crankshaw, 289) . 

It was a scandal to rock the empire. 

Rudolf's suicide was a point of bitter contention between the 

church and the Habsburgers. Franz Josef insisted on (and finally 



won) a Catholic burial for Rudolf, which the church found 

inappropriate for a suicide (Morton, 267). Rudolf's suicide and 

its implications, coupled with a brutal winter, caused many 

Austrians to turn away from Habsburg and to embrace Germany. Pan-

Germanism and anti-Semitism both flourished shortly after Rudolf's 

death (Morton, 272-274), neither of which did much to enhance the 

stability of the Habsburg Empire. 

In addition to all this political background, there are 

several cultural elements crucial to this discussion. Fin de 

siecle Vienna produced an amazing amount of creativity in a wide 

variety of fields: art, music, science, literature, etc. Mark 

Francis edits a collection of essays in which this phenomenon is 

called the Viennese Enlightenment. In one of these essays, S. A. 

M. Adshead makes the assertion that the Viennese Enlightenment was 

made possible by three elements of fin de siecle Vienna: (1) the 

Austrian Rechstaat, a place of greater freedom (of association, 

expression, etc.) than other nations of Eastern Europe; (2) the 

Viennese were not burdened by the responsibilities of government 

and could devote their efforts to other pursuits7; (3) Ernst von 

Korber--the prime minister of Greater Austria from 1900 to 1904--, 

with the consent of the government, arranged for the funding of 

artistic endeavors, such as education and exhibitions (both foreign 

and domestic) (Adshead, 20) . These were a part of the very specific 

set of conditions giving birth to fin de sidcle Vienna. 

In all of the literature about Vienna of the time period there 

is perfect agreement on one very specific point: Vienna had an 



astonishing talent for mistreating its artists. " . . . Herman Bahr 

cynically remarked, a Viennese is without honour in his own land" 

(Waissenberger, 44). " . . . [Mozart's] early death and relative 

obscurity contributed much to the myth of Viennese disregard of the 

talented" (Lees, 145). "Vienna has often excelled in punishing its 

artists" (Hofmann, 138) . "Indeed, Vienna has acquired quite a 

reputation for being a vicious mother who eats her young alive" 

(Kallir, 22). " . . . the Viennese resent change" (Waissenberger, 

9) . A wealth of specific examples of this attitude is forthcoming8. 

Another grim facet of Vienna is its disproportionately large 

number of suicides. Rudolf and Marie were not the only members of 

Viennese intelligentsia to take their own lives. The list is long: 

writer Ludwig Hevesi (Vergo, 206), painter Richard Gerstl, (Vergo, 

201) , Secessionist Max Kurzweil (Vergo, 206), physicist Ludwig 

Boltzmann (Brown, et al, 681), spy Alfred Redl (Hofmann, 5), 

RingstraSe architect Edward van der Null (Hofmann, 32), composer 

Otto Mahler (brother to Gustav)(Vergo, 206), three [sic] brothers 

of philosopher Ludwig Wittgenstein (Hofmann, 5), the daughter of 

playwright Arthur Schnitzler (Hofmann, 5), the son of writer Hugo 

von Hofmannsthal (Hofmann, 5), the son of Zionist Theodore Herzl 

(Hofmann, 5), and there are still more. The suicide rate in Vienna 

as of the mid-to-late 1980s as about one in 4,000, roughly twice 

that of the United States (Hofmann, 5) . A possible explanation for 

the many suicides in Vienna at this time might be Vienna's 

population explosion. During the 68-year reign of Emperor Franz 

Josef, Vienna's population increased more than fourfold, from less 



than one-half million in 1848 to more than 2 millions in 1916 (the 

year of Franz Josef's death). This resulted in a terrible housing 

shortage (Hofmann, 9). 

As for the Vienna art world, in the last decade of the 

nineteenth century, Vienna visual art was dominated by two powerful 

organizations: Die Akademie der gebildenen Kunste (The Academy of 

Fine Arts) and Die Genossenschaft bildender Kunstler Wiens (the 

Kunstlerhaus), both of which were quite conservative (Vergo, 18). 

Many (if not most or all) of Vienna's visual artists, applied 

artists, architects, etc. belonged to one of these two 

organizations. The Academy and the Kunstlerhaus controlled 

Viennese art: exhibitions, sales, even the very standards of 

artistic expression. Indeed, in the eyes of the Academy and the 
* 

Kunstlerhaus, a work's value was primarily monetary. 

Understandably, this point of view was unpopular with many artists, 

especially those artists following the progress of Art Nouveau, a 

new art movement asserting itself elsewhere in Europe. Art Nouveau 

was often characterized by a floral element (Waissenberger, 16 and 

48) and by the very important role of architecture and applied arts 

in Art Nouveau (Waissenberger, 10). The conservative and 

repressive nature of Vienna's art establishment and the influence 

if this new multi-disciplinary philosophy was to set the stage for 

the creation of a Viennese Art Nouveau: Jugendstil9. 

pre-Secession 

Some other important influences at play in this very dynamic 

system include a backlash against Historicism, encouragement from 



Jung Wien and from Munich, and the actions of a rather small-minded 

fellow named Eugen Felix. 

Historicism had come to affect art and architecture quite 

deeply. Jugendstil stylists (as will be discussed in more detail 

later) opposed the more analytical, rather than appreciative, 

approach to art (Waissenberger, 81). Historicism was also 

responsible for the influence of old styles in modern architecture 

(ie., Neo-Baroque, Neo-Classical, and Neo-Gothic)(Vergo, 88). 

Historicism in architecture was unpopular with many architects, 

Otto Wagner being among them (Vergo, 95). 

Encouragement for change came in part from a group called Jung 

Wien ("Young Vienna"), established in the 1890s (Hofmann, 110). 

Jung Wien was a collection of intellectuals10 supporting new^ trends 

in art, architecture, etc. (Hofmann, 120). Also important was the 

German Secession of 1892, a band of artists led by Franz von Stuck 

(Waissenberger, 23). 

The last straw for many Viennese artists was the November 1896 

election of Eugen Felix to the position of president of the 

Kunstlerhaus. In the following months Felix began to exclude the 

younger members of the Kunstlerhaus from exhibitions abroad (Vergo, 

23). The time had come for some of Vienna's more forward-looking 

artists to take matters into their own hands. 

Secession 

April 1897 saw the inception of Die Vereinigung bildender 

Kunstler Osterreichs (Secession). This was to be a group within 

the Kunstlerhaus encouraging the exploration of new ideas in visual 



art, applied art, and architecture. Visual artist Gustav Klimt was 

elected as the Secession's first president. The reasons the 

Secessionists gave (at that time. April 1897) for breaking with the 

establishment included feelings of artistic repression 

(particularly in regards to participation in foreign exhibitions), 

a need for greater artistic freedom with fewer commercial 

constraints, a desire to give modern art a larger audience, and a 

wish to compel government to take a stronger role in affairs of art 

(Vergo, 23). 

A month later, on 22 May 1897, the Kunstlerhaus voted to 

censure the Secession. Within days nearly two dozen members of the 

Kunstlerhaus tendered their resignations from the Kunstlerhaus 

Vergo, 23). 

The new Secession found an avid advocate in writer Ludwig 

Hevesi, who, before his 1910 suicide, supported modern art in 

general and the Secession in Particular (Vergo, 24) . The Secession 

began distributing its own magazine, Ver Sacrum, which featured 

works of Secessionists (Waissenberger, 57). The Secession's 

diversity of artistic fields was to become one of its greatest 

strengths (Vergo, 24-25) , and then to be the last nail in the 

Secession's coffin. 

Per Spiegel 

It seems appropriate to spend a little time exploring other 

avenues of fin de siecle Vienna. After all, the Viennese 

enlightenment was hardly restricted to art and architecture. It 

extended to, among other things, music and science. Many people in 

8 



a variety of disciplines mirrored the revolutionary actions of the 

Secessionists. The purpose of the following two sections is to 

illustrate that there was much interaction between different fields 

in the Vienna of this time period, that some of the events 

described here are still of significant contemporary importance, 

and that there was a pervasive general trend in fin de siecle 

Vienna--that of breading with tradition. 

Music 

Musicians of fin de siecle Vienna were confronted with the 

firmly-established tradition of the symphonic style of the First 

Vienna School (Mozart, Haydn, Beethoven, and Schubert)(Less, 147): 

"[Viennese tastes] harked back to classical times. In 
warming to the music of their day, their reactions were slow 
and negative. [The Viennese] . . . distrusted Mahler . . 
(Gartenberg, 187). 

Nevertheless, in 1897, as the Kunstlerhaus was trimming its 

membership rosters, Mahler became director of the Vienna Court 

Opera (a position he would hold for a decade) and promptly hired 

Secessionist Alfred Roller as stage designer for the Opera 

(Hofmann, 134-135). 

Consistent with Vienna's mistreatment of its artists, Mahler 

felt compelled to resign as Court Opera director and leave Vienna 

in 1907. Mahler's enemies had been plotting against him for years 

(out of jealousy, resentment of Mahler's unconventional work, 

etc.), and Mahler had been diagnosed with a heart condition. An 

offer from the New York Metropolitan Opera was enough to convince 

Mahler to leave Vienna. Two hundred people showed up to see Mahler 



off as he departed from Vienna's Westbahnhof on 9 December 1907 

(Hofmann, 136 and Vergo, 206). 

The woman who married Mahler, Alma Schindler (stepdaughter to 

Secessionists Carl Moll) , is also an interesting, if not very 

loveable, character. After Mahler's death in 1911, Alma married 

architect Walter Gropius, and later writer Franz Werfel. She had 

affairs with painter Oskar Kokoschka and with Alexander von 

Zemlinsky (who was her own composition teacher and teacher to 

composer Arnold Schonberg). And she also caught Gustav Klimt's eye 

when she was only 18 (Klimt was 35 at the time)11. Clearly, members 

of fin de siecle Vienna intelligentsia interacted for a wide 

variety of pursuits, not all of them intellectual in nature. 

Also important to fin de siecle Viennese music were the three 

members of what has become known as the Second Viennese School: 

Arnold Schonberg and his two students Alban Berg and Anton von 

Webern (Lees, 168). 

Like many of his contemporaries, Schonberg (creator of the 

twelve-tone row) sought to defy tradition: 

"In common with many of the artists of his generation, 
Schonberg was forced to reject the conventional principle of 
decoration, because within the tonal tradition, it had come to 
mean the merely superficial, and because it continued to 
support the essential linearity of statement and consequence" 
(Lees, 167). 

Vienna's reaction is predictable enough--the Neue Wiener Tagblatt 

(a major newspaper of the day) once reviewed Schonberg's work in 

the section usually reserved for reporting crimes (Lees, 165-166) . 

Years later, after Schonberg had left Vienna for Berlin, he briefly 

10 



returned to conduct a concert featuring compositions written by 

himself, Berg, and Webern. The concert turned into a brawl and had 

to be broken up by the police (Hofmann, 140). 

The interaction of Viennese intellectuals shows up again here. 

Schonberg's wife Mathilde had a brief affair with painter Richard 

Gerstl12, and Schonberg occasionally received financial support from 

Mahler. Also, Berg was acquainted with writer Karl Kraus, 

architect Adolf Loos, and the next object of scrutiny (Hofmann, 

139-140) . 

Freud 

No study of fin de siecle Vienna would be complete without a 

look at the father of psychoananylsis. The notion of Freud being 

an opponent of tradition is undisputed. Also undisputed is the 

notion that history has not been kind to the good doctor. It is 

proposed here that some of the recent criticism is inappropriate 

and undeserved, but more of that in a moment. 

A number of words jump to mind at the mention of Freud's name: 

sex, dreams, mother, psychoanalysis, Freudian slip, subconscious, 

etc. The first order of business should be to put some of these 

ideas in context. In his Interpretation of Dreams (1900), which 

Freud viewed as his most significant achievement, Freud says that 

dreams are subconscious expressions of unfulfilled desires 

(Francis/Stacie, 100). This notion, like many of Freud's theories, 

has fallen out of favor with many modern psychologists. Although 

it is generally accepted that dreams are significant in meaning and 

11 



an important part of sleeping, Freud ideas about dreams expressing 

wishes is no longer generally accepted (Francis/Stacie, 102). 

Freud's work from the mid 1890s has arguably become some of 

the most influential work of his career. It was during this time 

that Freud formulated his so-called "seduction theory, 11 which 

states that many neuroses have basis in childhood sexual abuse 

(Francis/Stacie, 107). About this same time Freud developed 

psychoanalysis, which uses as therapy the analysis of resistance 

(where the term resistance refers to the repression of memories), 

the analysis of transference (referring to the patient's emotional 

attachment to the analyst) , free association, and dream 

interpretation (Francis/Stacie, 96) . As will be discussed in a 

moment, it is Freud's seduction theory and analysis of resistance, 

among other things, which have brought so much criticism to Freud's 

work. Significantly, and this is a very important point, about two 

years later, in late 1897, as Gustav Klimt was struggling to define 

the duties of President of the Vienna Secession, Freud changed his 

perspective by deciding that patients' stories about childhood 

molestations were fantasies concealing early sexual development, 

and were perhaps also expressions of unfulfilled desires, like 

dreams. Freud later called his seduction theory a "great error" 

(Francis/Stacie, 107). 

Criticism of Freud began in earnest in 1952 when psychologist 

H. J. Eysenck conducted an examination of the cure rate of patients 

under psychoanalysis. Eysenck is a disciple of Austrian 

philosopher Karl Popper, and Eysenck's interpretation of Popper's 

12 



dogma requires that a scientific theory must by testable to be 

meaningful. Upon applying this to Freud's work, Eysenck says that 

research has disproved many of Freud's theories, and that the 

others are not scientifically testable, making them useless. 

Eysenck also says that psychoanalysis only explains away events 

already occurred, rather than making useful predictions. On the 

other hand, Francis and Stacie point out that Popper's ideas are 

better suited to physics than psychology, to the physical universe 

than to biological or psychological systems (Francis/Stacie, 115-

118) . 

Criticism of Freud has ranged from being contemporary of Freud 

to being contemporary of this paper. Karl Kraus, who has been 

described as "a merciless critic of Vienna's intelligentsia"13 

(Hofmann, 32) , once said that "psychoanalysis is the mental disease 

whose therapy it believes itself to be" (Hofmann, 130). In a 

recent episode of the popular Paramount Pictures television series 

Star Trek: The Next Generation. Freud was recreated on the 

holodeck14 as a very silly and ridiculous character. This 

particular episode was directed by Patrick Stewart, who plays the 

lead in the series and who is a veteran of the Royal Shakespeare 

Company. Star Trek's portrayal of Freud in this episode is very 

entertaining, but not very flattering. 

Some of the most recent and damning criticism of Freud is 

presented in two articles from the 29 November 1994 issue of Time 

magazine. The first article, by Paul Gray, is quite neutral in its 

wording. It enumerates the many (no less than four) recent books 

13 



on the market attacking Freud, one of which makes a case of Freud's 

inability to "prove" a cause-and-effeet relationship between memory-

repression and pathology (49-51) . Gray also points out the success 

of drugs in the treatment of mental disorders as a force against 

the credibility of psychoanalysis (47). 

The second article, by Leon Jaroff, is also neutral in that 

Freud's name does not appear once in the text of the article. 

However, the article's placement in this issue of Time clearly 

indicates a desire to implicate Freud in the recent troubles of the 

mental health profession, troubles which are described in this 

second article. As the reader will recall, Freud briefly held to 

an idea called the seduction theory, claiming that adult pathology 

can often be explained by childhood sexual abuse, and that one 

technique of psychoanalysis involves the examination of repressed 

memories. A recent trend in the work of many psychologists is the 

use of recovered memories, which involves using repressed memories 

of childhood sexual and physical abuse to explain adult pathology. 

These memories, which are sometimes "recovered" under hypnosis, 

often seem to come from the suggestions of the analyst, rather than 

actually coming from the memory of the patient (52). 

The widespread use of this technique has resulted in the 

destruction of many families, the filing of many lawsuits, and the 

creation of the False Memory Syndrome Foundation (FMSF) . FMSF was 

founded in Philadelphia by a woman whose daughter, after undergoing 

recovered memory therapy, accused the mother of molesting the 

daughter when she (the daughter) was young, a scenario all to 

14 



familiar to the many members of FMSF15. Opponents of repressed 

memory recovery are working to exclude this and other kinds of 

therapy from the forthcoming health care proposals so important to 

the Clinton administration (Jaroff, 55). 

Considering that Freud quickly rejected his own seduction 

theory, it seems unfair to blame him for today's troubles16. At any 

rate, Freud has clearly always been a very influential 

revolutionary, both in fin de siecle Vienna, and today. 

Golden Cabbage and First Exhibition 

Two very important matters faced the Secessionists after the 

Kunstlerhaus resignations: a "home" for the Secession and a first 

exhibition. The building for the Secession was designed by 

Secessionist architect J. M. Olbrich, student of Otto Wagner 

(Hofmann, 111). The building was constructed on the Karlsplatz, a 

stone's throw away from the building of the Academy of Fine Arts. 

The Secession building is a simple-looking structure with the 

exception of a rather conspicuous iron-leaf sphere perched on the 

roof (Fig. 1). The building quickly earned the nickname "Golden 

Cabbage." Written on the side are the words of Secession advocate 

Ludwig Hevesi: "Der Zeit ihre Kunst, Der Kunst ihre Freiheit" ("To 

the age its art, to the art its freedom"). The building was 

immediately praised for its functionalism and flexibility (it had 

removable and interchangeable walls on the inside to accommodate 

different exhibitions)(Vergo, 123). Interestingly, the building 

was sometimes used as a hospital during WWI (Waissenberger, 107). 

15 



The Secession's first exhibition took place before the 

building was completed (Fischer/McEwan, 131-132). The exhibition 

opened on 26 March 1898 and had 56,802 visitors (Waissenberger, 

33). The exhibition was very successful, financially and 

otherwise. Even the critics had (a few) nice things to say (Vergo, 

31). The advertisement for this first exhibition was designed by 

Gustav Klimt, and it shows Theseus defeating the Minotaur (Fig. 2). 

It is not too difficult to imagine that Klimt was depicting the 

Kiinstlerhaus as the Minotaur. On that note, the time has come to 

take a closer look at two of the Secession's most influential 

members: Gustav Klimt and Otto Wagner. 

The Great Offender 

Around 1880 a studio partnership called the Kunstlercompagnie 

was formed. The four members of this group were Franz Matsch, 

Gustav and Ernst Klimt (brothers), and Ferdinand Laufberger. This 

last member had been the teacher of the other three. The company 

was quite successful, and also quite conventional--"working 

strictly within established structures of power, finance, and 

commissioning" (Fischer/McEwan, 21). It was an unusual period of 

conformity in the career of Gustav Klimt. 

The Kunstlercompagnie did not last. Ernst died in 1892, and 

Gustav and Matsch had begun to have their differences four years 

earlier. Klimt and Matsch were commissioned in the Fall of 1888 to 

paint portrait murals in the old Court Theater. Each artist 

suddenly had a considerable amount of power (as well as no end of 

new 'friends'), by being able to choose who would be immortalized 

16 



in the murals, and who would not. Matsch hit the ground running, 

and it was his key to a successful career. Klimt was much less 

enthusiastic about the project. Klimt painted the portraits, but 

with far less aplomb than his partner (Morton, 168-169). By 1897 

the relationship between Klimt and Matsch had cooled, and Matsch 

did not join the others in the creation of the Secession 

(Fischer/McEwan, 24) . 

From the time of the Secession on, every painting Klimt 

produced seemed to cause an uproar. Many nudes appeared in Klimt's 

work, and he was often criticized as a painter of pornography. Two 

such scandals erupted in 1898. The first concerned Klimt's Pallas 

Athene (Fig. 3), which was on display at the Secession's first 

exhibition. Many of the painting's critics considered ̂ it to be 

obscene (Hofmann, 115). 

The second scandal dated back three years to 1895, at which 

time Klimt had secured a commission from the Ministry of Education 

for a collection of paintings to appear on the ceiling of one of 

the buildings of the University of Vienna. The paintings were to 

depict some of the fields of study at the university (two of these 

paintings, Jurisprudence and Medicine. appear in this paper's 

illustrations as Fig. 4 and Fig. 5, respectively) . More than 

eighty faculty members petitioned to reject the paintings. Klimt 

withdrew the paintings but the government demanded them. Klimt 

threatened to defend the paintings with a handgun if the police 

tried to collect them. In the end, Klimt returned the commission 

and kept the paintings17 (Hofmann, 115-116) . Regrettably, several 
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of Klimt's works, the University of Vienna paintings among them, 

were destroyed in 1945. The paintings had been acquired by August 

Lederer and stored (for safe-keeping), in his Schlofi Immendorf. 

Nazis set fire to the castle to prevent Allied troops from 

capturing it (Vergo, 61-62) . 

The connection between Klimt and Alma Schindler has already 

been mentioned. Alma's effect on Klimt's work was rather 

significant. Klimt became infatuated with the young Alma in Italy 

in 1897, but she rejected his advances under her mother's watchful 

eye (Fischer/McEwan, 109-110). Alma is the subject of Klimt's 

Salome (1909) and Pallas Athene (1898, Fig. 3) . Another woman 

important to Klimt's life and work was Klimt's lifelong friend 

Emilie Floge. Alice Strobl tells us that Klimt's famous jpainting 

The Kiss (1907/1908, Fig. 6) depicts Floge and Klimt himself 

(Fisher/McEwan, 125) . 

Curiously, the first significant appearance in America of 

Klimt's work did not occur until the 1960s (Kallir, 16), despite 

Klimt's important role in European art at the turn of the century. 

Perhaps Viennese unkindness extends beyond the Austrian capital. 

At any rate, Klimt was important to the Vienna Jugendstil not only 

as an artist, but also (as will be seen shortly) in that he 

encouraged and fought for the participation in Secession 

exhibitions of work from other fields--architecture for instance. 

A Foundation of Modernism 

In the late 1890s observant Viennese began to notice a number 

of changes in their city, particularly concerning the Stadtbahn 
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(the metropolitan railway) and the dams of the Danube Canal. Some 

aspects of these renovations, such as the cavalier pragmatism of 

exposed iron framework (Fig. 7), sparked considerable controversy. 

The target of this controversy, the person responsible for these 

renovations, was the 1894 appointee (at the nomination of the 

Kunstlerhaus) as artistic advisor to the Viennese Transport 

Commission (and new professor of architecture at the Academy of 

Fine Arts), Otto Wagner (Vergo, 95-97). 

Two other accomplishments of Wagner's which received the 

obligatory Viennese disdain were the Postsparkasse (Post Office 

Saving Bank) and the Church am Steinhof of St. Leopold (a church 

for the Lower Austrian Institution and Sanatorium) . Ludwig Hevesi, 

the patron saint of the Vienna Secession, leapt to Wagner's defence 

over the Postsparkasse, applauding its practicality18 (Vergo, 105-

107) . In the case of the Church am Steinhof19, much of the 

criticism was brought to a screeching halt by the supportive 

sentiments of Dr. Friedrich Piffl, the Archbishop of Vienna (Vergo, 

109-110) . 

Wagner's architectural philosophy explains his unconventional 

style. Wagner believed that the function of a building is the most 

important thing to remember during the designing phase (Hofmann, 

112). Wagner also believed in embracing modernism, that art and 

architecture should employ current advances in science and 

technology, rather than clinging to traditionalism (Vergo, 95). 

One might think that with such forward-minded thinking and such 

talent for attracting criticism, Wagner would fit right in with the 
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Secession. Indeed he did. Wagner was not a founding member of the 

Secession, but rather joined in October 1899 (Vergo, 119), and he 

was instrumental in making architecture and applied art major parts 

of the Vienna Jugendstil. 

Extracurricular Activities 

A few outside projects that came about as a result of Vienna 

Jugendstil, projects which are indicative of the Secession's 

interdisciplinary nature include the Wiener Werkstatte (Vienna 

Workshops) , Schwestern Floge (Floge Sisters), and particularly the 

commission of the Palais Stoclet in Brussels. These enterprises 

exemplify the Art Nouveau philosophy of including architecture, 

applied art, and fashion design in artistic endeavors. 

A few years after the Secession, the Wiener Werkstatte was 

founded by Secessionist architects Josef Hoffmann and Koloman 

Moser, and by Fritz Warndorfer, who provided the financial 

backing20. The Wiener Werkstatte was based on the London workshops 

of Charles Robert Ashbee, a British architect and designer 

(Waissneberger, 86). The Wiener Werkstatte produced all manner of 

things from eating and drinking utensils to furniture to jewelry to 

decorative boxes etc. (Fig. 8). The Wiener Werkstatte even 

produced its own publication, Deutsche Kunst und Dekoration 

("German Art and Decoration") (Fischer/McEwan, 32ff) . 

Unfortunately, the Depression forced the Wiener Werkstatte to 

close in 1932 (Hofmann, 113). 

A similar venture opened in 1904: Schwestern Floge. This 

fashion salon was founded by the three Floge sisters Helene, 
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Pauline, and Klimt's old friend Emilie. Schwestern Floge received 

initial support from the Wiener Werkstatte and was decorated by 

Josef Hoffmann in Jugendstil design. Schwestern Floge remained 

open until 1938, at which time Hitler's Anschlufi forced the 

business to close, as a substantial portion of the salon's 

clientele was Jewish (Fischer/McEwan, 27-32). 

The culmination of Jugendstil's synthesis of visual art, 

applied art, and architecture was perhaps most evident when Belgian 

Adolphe Stoclet commissioned the Wiener Werkstatte to design, 

build, decorate, furnish, and otherwise completely prepare a house 

(indeed, one might imagine that Stoclet intended to move in 

bringing with him nothing more than the shirt on his back) . The 

result was known as the Palais Stoclet (Fig.'s 9-11), and it was 

the ultimate integration of different artistic fields united for a 

single purpose (Vergo, 143-147). Although the building was 

completed in 1911, it was another three years before Klimt finished 

his "laborious toil" on the "Brussels rubbish" (as Klimt himself 

called it in letters to Emilie Floge)(Fischer/McEwan, 163), the 

Stoclet frieze (Fig. 12), which decorated the dining room walls. 

Curiously, the Stoclet commission began in 1905, the same year that 

a second, less inspired secession took place. 

Diversity Becomes Difference 

Artistic diversity has often been mentioned here as one of the 

Secession's greatest strengths. It also turned out to be the 

Secession's Achilles heel. The Secession became highly 

factionalized: stylists, naturalists, craftsmen, Nur-Maler. The 
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stylists opposed Historicism and academicism, but also 

Impressionism. However, some Secessionists (like Max Kurzweil and 

Carl Moll) were Impressionists. This served to aggravate later 

problems (Waissenberger, 81). Additionally, a group led by Klimt, 

a group advocating the participation in Secession endeavors of 

disciplines other than visual art, was opposed by the Nur-Maler 

("only painters"), led by Josef Engelhart. As the name implies, 

the Nur-Maler were devoted purely to visual art (Vergo, 84) . 

Another problem surfaced in 1904 concerning that year's World 

Exhibition in St. Louis. The Austrian government was slow to 

accept an invitation to this event, leaving little time for the 

Secessionists to elect contributors. Klimt and Josef Hoffmann 

wanted only a few contributors, but the Austrian government 

rejected the list, saying that the list was too small and not 

representative. As a result, Austria did not participate in 

St. Louis, and many Secessionists blamed Klimt and Hoffmann21 

(Waissenberger, 88). 

The last straw came the next year. Upon the death o the owner 

of the Miethke Gallery, Paul Bacher (a Viennese jeweler) agreed to 

finance the gallery if Secessionist Carl Moll would use it to sell 

Secessionist artwork. Many Secessionists saw this as a breach of 

their original purpose. A vote was called, and the group opposing 

use of the Miethke Gallery (led by none other than Gustav Klimt) 

lost by one vote. This resulted in the resignations of many 

Secessionists, including Klimt, Wagner, Max Kurzweil, Josef 

Hoffmann, Koloman Moser, and even Carl Moll22 (Waissenberger, 88 and 
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93) . The Nur-Maler inherited the Secession building and continued 

their work keeping the name 'Secession' (Vergo, 84-85), but it was 

the end of the best years of the Vienna Secession. 

Changes and Departures 

The 1905 resignations did not end the careers of those who 

left the Secession. In 1908 Koloman Moser was commissioned to 

design a series of postage stamps commemorating Habsburg Emperor 

Franz Josef's sixtieth(M) year on the throne (Hofmann, 111). The 

same year Klimt's painting The Kiss (Fig. 6) was purchased by the 

Austrian National Gallery (Strobl, 14), no small achievement, 

particularly for The Great Offender. And of course Klimt's chore 

in Brussels (the Stoclet frieze) was not long afterwards. 

But Klimt and Wagner and the others were no longer Vienna's 

rabble-rousers. A new generation of trouble-makers had arrived on 

the scene: architect Adolf Loos and painters Egon Schiele and 

Oskar Kokoschka. 

Loos--one-time student of Otto Wagner (Hofmann, 114), 

godfather to Karl Kraus, and 1903 founder of the journal Das Andere 

("The Other") (Vergo, 161)--had long been a critic of the Secession, 

claiming that Secession philosophy valued that which is "modern" 

over that which is practical. Loos may also have thought 

Secessionists presumptuous in that they tried to set the standard 

in so many disciplines (Vergo, 163-165). Loos equated beauty with 

practicality and was opposed to unnecessary decoration. 

Kokoschka's first appearance in an exhibition was at the 1908 

Kunstschau, which was the first exhibition of Klimt's group of 
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Secession exiles. Kokoschka exhibited again in 1909 at the second 

Kunstschau, which also featured van Gogh and Matisse (Hofmann, 

117). Kokoschka's specialty was portraiture, and it is often said 

that Kokoschka's portraits are psychological profiles of the 

subjects (Fig. 13) . Kokoschka in this way profiled his affair Alma 

Schindler in a portrait of the two of them appropriately entitled 

The Tempest (Fig. 14). 

Perhaps the most notorious of this bunch was Egon Schiele. 

Like Klimt Schiele's work was often dismissed as pornography, but 

unlike Klimt Schiele had a predilection for (very) young girls, an 

attitude which sometimes got him into trouble23. Schiele's work at 

the 1910 International Hunting Exhibition in Vienna won the 

affection of Emperor Franz Josef: "This is quite awful." Schiele 

was better-received a few years later at a Secession exhibition in 

which Schiele showed nineteen paintings (Hofmann, 118-119). 

Schiele's career improved after 1912 when his work began to meet 

with acceptance in Vienna, Munich, Budapest, Dresden, and Hamburg, 

particularly in the cities other than Vienna (Vergo, 218). 

About this time Vienna experienced an intellectual exodus, 

exacerbated by several deaths and by WWI, ending Vienna's term as 

Eastern Europe's culture center in favor of Berlin. 1908 saw the 

suicide of painter Richard Gerstl and the death of Secessionist 

architect Josef Maria Olbrich, and writer Ludwig Hevesi took his 

own life two years later. Schiele and composer Alban Berg were 

called to war, and 1918 brought the deaths of Klimt, Wagner, 
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Schiele, and Secessionist Koloman Moser. Franz Josef had died in 

1916, and the Habsburg Monarchy itself was a casualty of war. 

Around 1912 both Oskar Kokoschka and Arnold Schonberg left 

Vienna for Berlin. Both had grown tired of the Austrian capital 

and the unkindness that goes with it (Vergo, 205) . Their feelings 

were shared by Gustav Mahler, who left for America in 1907. In a 

very dramatic scene just after Mahler's train had left the 

platform, Klimt turned to all present and said "Vorbei"24. Even 

Adolf Hitler, after spending six inglorious years in Vienna, left 

the city in 1913. 

The enlightenment was over. 

Conclusion 

Although it did not last more than few years, the Secession 

was more than a passing fancy: "The work of this movement had 

changed artistic life in Vienna with its theories of the total work 

of art" (Waissenberger, 102). And so it had. Monetary value was 

no longer the principal criteria for assessing a work's merit, and 

interest in art had expanded beyond just visual art to architecture 

and applied art. The revolutionary spirit of Vienna at this time 

is perhaps best captured by Maxwell Klingler's painting Christ on 

Olympus (Fig. 15), which shows Zeus reluctantly realizing that his 

reign has ended. Nineteenth-century establishments in art, music, 

science, and government were no longer acceptable. Fin de siecle 

Vienna was a time of transition into a new world about to be 

changed by an army of revolutionaries--Robert Johnson, Albert 

Einstein, and Woodrow Wilson among them. Transition was the very 
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essence of fin de siecle Vienna. Karl Kraus once called Vienna the 

"experimental station for the collapse of mankind" (Vergo, 206). 

Accepting that Kraus was a hopeless cynic, there is clearly a lot 

of truth to this description of the Viennese Enlightenment. 
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Notes 

'Vienna would be occupied again in 193 8 by Nazis and again in 
1645 by Soviet forces (Hofmann, 53). 

2The Turkish forces of the 1683 siege of Vienna were led by 
Grand Vizier Kara Mustafa. Mustafa (as per the orders of Sultan 
Mohammed IV) was strangled for his failure as he (Mustafa) was 
retreating from Vienna back toward Constantinople. The execution 
of this Muslim took place on Christmas Day 1683. Historically, 
Mustafa's failure generally marks the beginning of the end for the 
Ottoman Empire (Hofmann, 58-59). 

3This is the second Habsburg emperor with the name Franz. The 
first was Franz I, Holy Roman Emperor, husband to Maria Theresia, 
and was on the throne in the early-to-mid 1700s. The Franz in 
question (Metternich's emperor), who ruled from 1792 to 1835, was 
Holy Roman Emperor Franz II until Napoleon dissolved the Holy Roman 
Empire in 1806, at which time Franz II became Franz I, Emperor of 
Austria (Hofmann, 96). 

4Ferdinand was Emperor of Austria from 1835 to 1848. 

5TO give the reader some idea of how unpopular these ideas 
were, included here are the sentiments of two famous Viennese about 
the telephone. In 1912 painter Gustav Klimt said in a letter to a 
friend, "I really am getting my telephone today--who knows how much 
it will irritate me . . ." (Fischer/McEwan, 163). Fischer and 
McEwan remark that this is "a typical grumpy Viennese reaction to 
the telephone" (163) and that Emperor Franz Josef felt similar 
affections for the contraption (Franz Josef supposedly exiled the 
telephone to the bathroom) (137-138) . 

6Despite his good intentions, Rudolf may have been a bit flaky 
around the edges. He had proposed a similar suicide pact to no 
less that two other girls before Marie. One of these girls was a 
peasant named Mitzi Caspar, with whom Rudolf spent the night before 
his final trip to Mayerling (Crankshaw, 283 and Hofmann, 9). 

7This second point may sound a bit half-baked, but Adshead goes 
on to point out that the fading of the Viennese Enlightenment 
coincides chronologically with increasing participation of the 
Viennese in government (especially at the ends the WWI and 
WWII)(20). 

8Another curiosity among the Viennese is a reluctance to leave 
Vienna, despite the just-mentioned artistic persecution. Some 
examples include Mozart, who was always in debt (Hofmann, 83-85); 
Freud, a Jew facing Nazi occupation (Hofmann, 128) ; Mahler, who 
insisted upon returning to Vienna to die (Vergo, 206); and even 
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Adolf Hitler himself, who lived in Vienna for six difficult years 
after being twice rejected by the Academy of Fine Arts (Hofmann, 
146-147) . 

9Jugendstil ("youth style") took its name from Jugend. a Munich 
magazine (Hofmann, 111) . 

121) . 

10Writer Arthur Schnitzler was a member of Jung Wien (Hofmann, 

"More about Gustav Klimt and Oskar Kokoschka is forthcoming. 

120ne begins to wonder about the wives of Viennese composers. 

l3When Kraus abandoned his Jewish ancestry to be baptized as a 
Roman Catholic at the age of 37 (in 1911) , architect Adolf Loos 
served as Kraus's godfather (Hofmann, 40). 

14The holodeck is a room on the Starship Enterprise in which 
holograms, transporter systems, and other Treknological stuff is 
used to simulate other places and times, and is realistic enough to 
recreate very specific interactive situations and even people to 
complete these simulations. The holodeck can be used for training 
simulations, entertainment, education, and (as seen in the above-
mentioned episode) for Enterprise second officer Lt. Cmdr. Data tp 
simulate a psychoanalysis session with Dr. Freud (Sternbach/Okuda, 
156-157) . 

15It seems that no one is safe from this witch-hunt: Cardinal 
Joseph Bernardin was accused last year of having molested an 
adolescent boy seventeen years in the past (Woodward, et al, 54-
55) . 

16Indeed, late in life Freud expressed pessimism concerning 
psychoanalysis as a whole (Francis/Stacie, 99) . 

17In keeping with Vienna's unkindness to its artists, one of 
Klimt's works was removed early from the Secession's Seventh 
Exhibition in 1900. The painting was taken to Paris, where it 
competed in the World Exhibition. The painting won the Gold Medal 
(Waissenberger, 55) . 

lsThe Postsparkasse had glass over the lower walls (as a very 
effective anti-graffiti measure) and heating ducts for the roof (to 
melt the snow) (Vergo, 105) . 

19The Church am Steinhof was designed with vaulted ceiling (for 
better acoustics), a slight slope in the seating area (to improve 
visibility) , and short pews (in the event that a congregation 
member--who was also a sanatorium patient--took ill during a 
service) (Vergo, 108-109) . 
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20Warndorfer may well have paid for the enterprise with the new 
Austria-Hungary currency, issued 1 January 1900, done in Jugendstil 
design (Hofmann, 111). 

21AS was mentioned earlier, Klimt's work made no significant 
appearance in America before the 1960s. It is ironic to see Klimt 
himself blamed for missing an opportunity to by shown in St. Louis 
in 1904. 

22To his credit, Moll's efforts with the Miethke Gallery 
Brought works by Gauguin, van Gogh, Goya, Romako, and Schuh to 
Vienna (Waissenberger, 88). And despite their differences, Klimt 
and Moll were good friends until Klimt's death (Vergo, 224). 

23Indeed, Schiele was arrested in 1912 for seducing a minor and 
distributing "indecent" drawings, one of which was burned(!!!) in 
the courtroom. Schiele was acquitted of the seduction charge, but 
still spent over three weeks in prison. The experience, 
particularly the courtroom scene, greatly disturbed Schiele (Vergo, 
216-218) . 

24Three different authors have translated this three different 
ways: "all over", "Finished!", and "It's over" (Lees, 145; Vergo, 
206; and Hofmann, 136, respectively). 
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Illustrations 

1. Josef Maria Olbrich: The Secession Building. 1898. 

2. Gustav Klimt: Poster for the first Secession exhibition. 
1898. 

3. Gustav Klimt: Pallas Athene (oil on canvas, 75 x 75 cm) , 
1898. 

4. Gustav Klimt: Jurisprudence (oil on canvas, 430 x 300 
cm), 1903. 

5. Gustav Klimt: Medicine (oil on canvas, 430 x 300 cm), 
1901. 

6. Gustav Klimt: The Kiss (oil on canvas, 180 x 180 cm), 
1907/1908. 

7. Otto Wagner: Nussdorf Dam, 1898. 

8. Products of Wiener Werkstatte 
(a) Josef Hoffmann: Tea set. 1904 
(b) Koloman Moser: Four licrueur glasses, c. 1900 
(c) Koloman Moser: Sideboard. 1900 

9. Josef Hoffmann: Palais Stoclet. north-west, 1905-1911. 

10. Josef Hoffmann: Palais Stoclet. garage end, 1905-1911. 

11. Palais Stoclet: 
(a) Josef Hoffmann, central hallway, 1905-1911 
(b) Wiener Werkstatte, Stoclet breakfast set. c. 1910 

12. Gustav Klimt: Fulfi1lment/Embrace. working drawing for 
Stoclet frieze (tempera, watercolour, gold paint, silver bronze, 
chalks, pencil, zinc white, partly gold leaf and silver leaf, on 
paper, 194 x 126 cm), c. 1905-1909. 

13. Oskar Kokoschka: Portrait of Adolf Loos. (oil on canvas, 
74 x 93 cm), 1909. 

14. Oskar Kokoschka: The Tempest (oil on canvas, 181 x 221 
cm), 1914. 

15. Maxwell Klingler: Christ on Olympus (oil on canvas, 550 
x 970 cm), 1897. 
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