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Vienna 1918 — The end of the Habsburg Monarchy. Comemorating the deaths
of Otto Wagner, Gustav Klimt, Koloman Moser and Egm Schiele

Franz Smola

Abstract

Within only a few months, four of the main protags of Viennese art and culture at the
beginning of the 2D century, Otto Wagner, Gustav Klimt, Koloman Moaad Egon Schiele,

passed away in 1918. Their sudden deaths alsedpék end of the era of “Vienna 1900”.
The artists’ association Secession, founded in 183%umed the most innovative role in
cultural life in Vienna, and Wagner, Klimt and Moseere all members of this group. They,
as well as Schiele, made crucial contributionsaidye2d” century Modernism. Wagner went
beyond the style of Art Nouveau by introducing avngeometrical language and by
accentuating functional use in his architecturahpl Klimt developed the formal autonomy
of the ornament in his allegorical paintings andnaits. Moser was the chief designer during
the first years of the Wiener Werkstatte and redlihighly striking and radically purist

designs for arts-and-crafts objects. Schiele, médewtackled existential anxieties and

introduced a strong psychological effect into hipessionist paintings and drawings.

Keywords: Vienna 1900, Early 20 century Modernism, Otto Wagner, Gustav Klimt,
Koloman Moser, Egon Schiele, Secession, Wiener ®i&ite, World War |, Dual Monarchy,

Austria-Hungary
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Introduction

In 1918, four of the main protagonists of Vienn&sedernism at the beginning of the™0
century passed away within the space of only a fewsnths. None of their deaths were
directly related to the War which would continuerége in Austria until November 1918.
Gustav Klimt died at the age of 56 off Bebruary following a stroke he had suffered one
month before. Otto Wagner failed to overcome adyaitinflammation and passed away on
11" April at the age of 77. Koloman Moser fell victita jaw cancer, which had become
noticeable in 1916, and which he succumbed to dhQ&ober at 50 years of age. Finally,
the year 1918 also saw the death of the only 28-giebEgon Schiele on $10ctober, having
contracted the so-called “Spanish influenza”, adeamc raging at the time, only a few days

earlier.

Naturally, the unexpected passing of these foutagamists also spelled the end of an entire
era, one known today simply as “Vienna 1900". Thlofving essay recalls the important
contributions of each of them to the striking rigeModernism in Vienna from the turn of the
century to World War I. Moreover, this article sed& shed light on the multiple mutual links
and connections between the biographies and wdrtsese four key protagonists of Vienna
1900.

The Dual Habsburg Monarchy Austria and Hungary in 1918

In 1918, Vienna and the Dual Habsburg Monarchy Aaistnd Hungary had entered the fifth
year of a raging conflict, which became known asrM/@var | or, in some participant states,
as the “Great War”. The capital was not directlyalved in warfare, which was mainly
contained to the battlefields on the frontiers loé tMonarchy, including the borders with
Russia, Romania, Serbia and Italy. After almost fpears of War, however, economic goods
and materials became scarce in all parts of theawdry, and in Vienna, too, the scarcity of
food supply was increasingly felt and interferedrenand more with everyday life. Moreover,

galloping inflation started to undermine the fineesystem and to reduce faith in money.

Yet, it is surprising how cultural life still werdn in a regular, traditional way, almost

unchanged to how it had been in prewar years. #nbé&ions were held during the war as
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usual and Egon Schiele, for instance, celebratedjftiatest success at thd"4hibition of

the Vienna Secession in March 1918. Even abroalbaat in allied or neutral countries, it
was still possible to organize exhibitions, thougtwas impossible to travel to so-called
enemy states. In early 1916, for instance, theiB&g&cession invited the Klimt Group to hold
a major show there. In the fall of 1917, the mnyistf war and the ministry of external
relations financed a large exhibition in neutrabc¢ckholm, which was meant to focus on the
topic of war but which turned out to be one of thest outstanding and representational art

shows on the Austrian avant-garde. The show travaea smaller scale also to Amsterdam.

The extent to which the War interfered with theisést and representatives of culture’s
personal biographies largely depended on theiredse ages. Those who were born in the
1860s and before were in their early fifties oreslét the outbreak of War in 1914. This
applied to many representatives of Art Nouveaynarticular to Klimt and Wagner, who were
not affected by the military draft and could congrtheir work without any obstacles. Those,
however, who were born in the 1880s or later, likgon Schiele, were called up for
compulsory military service almost without exceptidBut it was exactly this generation
which represented the new art movements followimgfimm Art Nouveau, in Vienna
predominantly Expressionism. For instance, an amabarried out for an overview exhibition
held in 1998 on Expressionist painting and grapinién Austria between 1905 and 1925 had
led to the conclusion that of the 26 artists whaseks were chosen for this show only four
had not been drafted into the arfy.

The Dual Habsburg Monarchy Austria and Hungary was of the main players in World
War |, seeing as it had also been the source otdindlict. When Serbian terrorists killed
Franz Ferdinand, the heir to the Austrian thromel his wife Sophie in July 1914 during a
state visit to Bosnia’s capital Sarajevo, and wierstria-Hungary declared war against
Serbia in August as a result, a fatal system adrades between several European powers was

! Elizabeth CLEGG, “Austrian Art on the Move. Theltual Politics of International Exhibiting 1900-18,”
in: Tobias G. NATTER/Christoph GRUNENBERG (ed€justav Klimt. Painting, Design and Modern Life
(exhibition catalogue, Tate Liverpool, 2008), Lipeol, Tate Publishing, 2008, pp. 52-62: 55.

2 Franz SMOLA, “Austrian Artistvs during World War Introduction on the Theme,” in: Peter WEINHAUPL,
Elisabeth LEOPOLD, Ivan RIST| Stefan KUTZENBERGER (eds.And Yet There Was Art! Austria 1914-
1918 (exhibition catalogue, Leopold Museum, Vienna, 20Vienna, Verlag Christian Brandstatter, 2014, pp
20-26: 24.
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put into effect. Serbia competed with the Austfidonarchy for the hegemony in the Balkans

and could rely on her ally Russia. The Austrian Bighy, in turn, had her strongest ally in
the German Reich. In addition, Germany had perntatesrsions with France. Therefore,
before 1914, a highly fragile balance of powers ancbmplex allied system characterized
European politics, a system that collapsed eaniytaggered a series of declarations of war.

More than for any other party involved, the Warned out to be fatal for the Habsburg
Monarchy. Losing the War constituted one of thedecresponsible for the dissolution of the
Habsburg Monarchy. On the other hand, the capituiaif Austria-Hungary was not the only
reason for the end of the Habsburg Monarchy. Akailyat was the fragility of this state as a
whole that occasioned its decline. In 1914, cogntinore than 50 million inhabitants,
Austria-Hungary was Europe’s third most-populatédtes after Russia and the German
Empire and with a territory of almost 675,000 sguiitometers was the second largest state
in Europe after Russia. However, Austria-Hungarys wat a nation state like most other
European powers, but a multi-ethnic state congjstihmore than ten major ethnic groups.
These groups spoke very different languages, imdu@German, Hungarian, Czech, Italian,

Croatian and Polish.

It was a constant challenge to cope with thesau@lliand linguistic diversities, and within
the parliament in Vienna there were ongoing heasgpudes about the rights of minorities.
With Hungary, the state had already found a permiaaied stable political solution with the
so-called Austro-Hungarian Compromise of 1867, Whiad led to the constitution of a Dual
Monarchy. The Monarchy had split into an Austriard & Hungarian half, which had their
own governments and tax systems. Only the goverhrokthe common ruler, Emperor
Francis Joseph, and in addition the external aff#iire military and the financial affairs had to
be decided on common grounds. But there were @hawn lands, too, which were eager for
more autonomy, such as Bohemia and Moravia. In, fact1905 a Compromise was
negotiated with Moravia. By 1914, representativésBohemia and those of the Italian

regions belonged to the thriving opposition foregthin the Austrian parliament.
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Vienna — political and cultural center of the Habshurg Monarchy

Despite this precarious political situation, themamic growth of the Monarchy in the years
around 1900 was quite considerable. Although mdrlieoCrown lands of the Monarchy had
a mostly backward rural economy, above all Hung&igyakia and Bukovina, there were
also highly industrialized regions, such a Boheand Lower Silesia. By 1900, the Empire
boasted several important political and economitters, above all Budapest, Prague, Trieste,
Cracow, Lviv, Ljubljana and Agram. Besides econogriowth, these cities exhibited a vivid
cultural life centered mostly on regional intere€dsme could even speak of various cultural

centers within the Monarchy.

Amidst this multitude of diverse ethnic centerseMia represented above all the Germanic
culture. But beyond that, the city of Vienna asdesce of the common ruler Francis Joseph
and the seat of administration of joint governmkeattairs formed the pivotal focal point of
the Empire, which held a huge attraction to aligeg of the rest of the Monarchy. There was
an enormous migration from the Crown lands from pleeiphery towards the center that
climaxed between 1880 and 1914. In 1910 the cityntamd more than 2 million inhabitants
and was thus among the world’s largest metropqgliseglone only by London, New York
and Paris and on a par with Chicago and Berlin.

Vienna was not only the political and cultural heftithe Monarchy, it was also an industrial
center, and there was both extreme wealth and pogerty in this city. One has to keep in
mind that it was the wealthy few who were respadesibr the cultural rise and who stood in
stark contrast to the impoverished masses. Thstiarthovements formed part of this elitist
system supported by the leading classes. Most efndw movements within the arts and
culture that evolved in Vienna around 1900 werepsuied by this establishment and were
mostly dependent on its financial support. The aetgt group of the Secession, for instance,
was largely sponsored by the municipality of Vienbat also by private individuals such as
the industrialist Karl Wittgenstein. This meanstttize “rebellious” group of Secessionists
were part of the establishment from the beginnHigihlighting this interconnection is the
fact that Emperor Francis Joseph personally attktitkee opening ceremony of the Secession

building in 1898 and thus made it clear that thealdshment acknowledged this reformist
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group. The design studio of the Wiener Werkstéftended by Koloman Moser, Josef

Hoffmann and Fritz Waerndorfer in 1903, was largéelgpendent on clients from the
bourgeoisie. Gustav Klimt's numerous commissionspfartraits mostly came from members
of the upper middle classes, and Klimt's works weegerly collected above all by rich
families like the Wittgensteins, Lederers, PrimaseBuckerkandls or Knipsés.

Secession — the onset of Modernism

The artists’ association Secession assumed beyaulat the most innovative role in cultural
life in Vienna around 1900. Its name aptly des@ibhew this group came into existence. In
the spring of 1897, a group of 23 members of thealled Kinstlerhaus, which was the
leading artists’ union in Vienna at that time, orgad themselves to form a reformatory
group within the Kiinstlerhaus aimed at a renewdhefspirit of art in Vienna and reflecting
modern international tendencies. After unsuccesatigimpts to establish themselves within
the Kinstlerhaus, 13 rebellious artists literasigceded from the union ont’QN!Iay 1897 and
established their own artists’ group, which wagiwal their former association. The rebels
were clever enough to secure the patronage of tireaipality, and on the very day that they
declared their secession and exit from the Kursdles, the city government granted
permission for the construction of their new extidn and office building on a prominent site

on Vienna’s Ringstrasse.

Besides their inclination towards international mdtendencies, the most striking difference
between the Secession and the Kinstlerhaus wasuesity of its members. The Secession
linked representatives of the fine arts, like patistand graphic artists, with architects,
designers and even stage designers. To a certi@ntethis intermingling of different genres
gave rise to a special shared esthetics, whichlmeagrmed the Secessionist style. This style
adopted features of Art Nouveau, the predominantcestglization of figures and the
importance of graphic form3he most visible manifestation of the Secessiastige can be
found in graphic art, as realized for example i thagazine “Ver Sacrum” published by the

Secession between 1898 and 1903. All members ofSt#emssion were invited to make

% Tobias G. NATTERDie Welt von Klimt, Schiele und Kokoschka. Sammier MazeneCologne, Dumont,
2003, pp. 12-139.
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contributions to this magazine, including illustoats and images of their works, and above

all were asked to deliver proposals for the magggigraphic design. In fact, “Ver Sacrum”
played a key role in helping to propagate the netvMouveau style and in shaping a new

taste among Vienna’s cultural scene during theaesye

Another way of propagating the new Secessionide styas provided by the association’s
exhibition posters designed by the Secessionidiesd posters, created by Moser, Joseph
Maria Olbrich, Alfred Roller, Maximilian Kurzweill.eopold Stolba or Adolf Bohnhecame
benchmarks of a new style, seeing as they derivedside influences from Japanese

woodcuts and were shaped by a strong geometringiliége.

Finally, the Secession set a new milestone in texhexhibition design. It was mainly during
the first few years of the group’s activities, beem 1898 and 1905, that Joseph Maria
Olbrich, the architect of the Secession buildirmgether with Josef Hoffmann and Koloman
Moser, shaped a completely new exhibition desidreyTopted for a modernist setting which
provided a lot more space for the artworks than beeh accorded them before. Moser and
Hoffmann in particular preferred an austere intewgh a lot of white empty walls and only

scarce geometrical structures.

The very fact that Wagner, Klimt and Moser were rbers of the Secession proves the
Secession’s importance. For all of them, the fotindaof the Secession had marked a crucial
milestone in their personal careers, and they ddrstrong support from it for their creativity

and for shaping their personal style. Klimt and Btowere among the most active founding
members of the group. Klimt adopted the role dftfpresident, although he resigned from
this position only one year later in order to caric&e more on his commissions. Wagner
was to become a member only a few months aftegribep’s foundation. And even Schiele,

who was never admitted to this association, wagddvn the spring of 1918 to hold a major

4 Marian BISANZ-PRAKKEN, Heiliger Friihling. Gustav Klimt und die Anfange dafiener Secession 1895-
1905, (exhibition catalogue, Albertina, Vienna, 1998/2B9Vienna-Munich, Verlag Christian Brandstatter,
1999, pp. 109-1109.

®> Sabine FORSTHUBERModerne Raumkunst. Wiener Ausstellungsbauten vea b& 1914 Vienna, Picus
Verlag, 1991, pp. 91-108.
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exhibition in the Secession building, an opportynithich he skillfully turned into his

greatest success with the Viennese public.

Otto Wagner — from Art Nouveau to functionalism

With Wagner and Klimt in particular, the date oétBecession’s foundation coincided with
the adoption of strong elements of Art Nouveau wvitiheir work and with the evolution of
an independent, personal interpretation of Art Ne@aw architecture and painting. In fact,
there are some striking parallels in the careerg/afjner and Klimt. Both belonged to the
generation of artists and architects whose stydekldeen informed by the historicist tastes of
the time, the most unique and impressive manifiestatf which was the construction of the
monumental Ringstrasse. Both had honed great skitlse style of historicism and had won
early fame. Wagner, in particular, had already ixezk prestigious commissions for
apartment buildings along the Ringstrasse and witte noble inner districts in the heart of
the city in the 1870s and 1880s. In these worksgMalargely adhered to a representational

historicist, neo-Renaissance style indebted tattoael decor.

Wagner was already in his fifties when he turnemmfrthe middle of the 1890s onwards
towards the new style of Art Nouveau in his worleaking behind the traditional classicist
style characterized by tectonic structures of waltcolumns, he started to design buildings
which highlighted the effect of flat walls and whiderived structure mainly from graphical
floral decor. The most prominent example for thesvnway of interpreting architectonical
elements can be found in the three neighboringtayesuit houses that Wagner built in 1898
along the Viennese boulevard Wienzeile. The mo#tirsg elements are painted tiles, called
majolica, which cover the facade of one of the lesyand which had rarely been used before
in Viennese architectufeDuring those years, Wagner also received the en@gummission

for planning the new city railway, which constitdte huge and unprecedented enterprise for

the metropolis. The project saw three railway licesnecting the suburban areas with the

® Andreas NIERHAUS / Eva-Maria OROSZ (ed©}to Wagner(exhibition catalogue, Wien Museum, Vienna,
2018), Vienna, Residenz Verlag, 2018, pp. 320-329.
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center, and with most of the 36 stations Wagnetieghyphe new architectonical language of

Art Nouveau, thus creating highly visible landmadkshis new style all over the cify.

During the following years, however, Wagner wenydyel pure floral Art Nouveau and
achieved a new artistic autonomy, which today atutss his most important contribution to
early 20" century Modernism. On the one hand, Wagner deeel@apparticular personal style
by introducing a new geometrical language into tlesigns of his buildings. The most
striking expression of this new geometrical Art MNeau style can be found in Wagner’s
masterpiece, the church Saint Leopold at Steinbiacted between 1902 and 1904, which
forms part of a large hospital complex on the autslof Vienna® Already the cubic shape of
the building indicates a pure geometric outlined @ine entire exterior and interior decor
reveals a multitude of various geometrical formise Exterior of the building boasts a solemn
chord of gold and white, accentuated by the golgoola, and the chord is repeated in the

interior.

On the other hand, Wagner created his particulesopal style by accentuating functionality

and usability in his architectural plans. The nsiminent example of this functional style is

the design for the Austrian Postal Savings Bankienna constructed between 1903 and
1910 (Fig. 1). Situated alongside the prominenigRirasse and standing in stark contrast to
the neighboring historicist buildings, Wagner stegsthe importance of function, for example
in showing the aluminum nails that secure the stdas to the granite stone facade. Recent
research proves the importance of this mechanismabthe same time exposes an over-

emphasis on the visibility of these nalls.

" Andreas NIERHAUS / Eva-Maria OROSZ (ed©}fto Wagner(exhibition catalogue, Wien Museum, Vienna,
2018), Vienna, Residenz Verlag, 2018, pp. 292-293.

8 Andreas NIERHAUS / Eva-Maria OROSZ (ed©}tto Wagner(exhibition catalogue, Wien Museum, Vienna,
2018), Vienna, Residenz Verlag, 2018, pp. 360-363.

° Michaela TOMASELLI / Thomas HASLER, “Des Nagels rideund seine Hiille. Uber die konstruktive
Wabhrheit des legendaren Scheinnagels,” in: AndiMiERHAUS / Eva-Maria OROSZ (eds.Ptto Wagner
(exhibition catalogue, Wien Museum, Vienna, 20M8gnna, Residenz Verlag, 2018, pp. 96-109.
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Gustav Klimt — the emancipation of decor

Klimt, like Wagner, started a successful careemaster of the historicist style. When he was
still a student, he founded the so-called Artistrpany together with his brother Ernst and
their fellow student Franz Matsch, a workshop sgexng in the interior decoration of

theater buildings and representational palacesst,Fthey realized commissions in the
provinces, including the theaters in Liberec in Baila and in Fiume on the Dalmatian coast,
delivering paintings adorning the halls, staircasesl stage curtains. Later, they gained
notoriety also in the capital of Vienna. Among thest prominent works were paintings in
the staircases of the Museum of Fine Arts and ahéihe Imperial Theater, the Burgtheater.
For the brilliant execution of the Burgtheater coission, they even received a medal of

honor from Emperor Francis Joseph.

In the late 1890s, Klimt turned towards the newestf Art Nouveau. He was already in his
thirties when he left behind the historicist trasht he and his friends had so successfully
applied for their representational interior deciawat. This shift in style occurred right in the
middle of the last commission offered to the conmyp&ustav Klimt and Franz Matsch —
brother Ernst had passed away unexpectedly in 3892Zxecute large panels with allegories
of the faculties for the ceremonial hall of the nbwilding of Vienna University on the
Ringstrasse. Klimt was supposed to depict the f@sul“Philosophy”, “Medicine” and
“Jurisprudence”, while Matsch was asked to renterfaculty “Theology” and execute the
large centerpiece of the ceiling showing a genaligigory. While Matsch adhered in his
paintings to the traditional style of representagioallegories, Klimt arrived at a solution that
was to be the first masterpiece of Symbolism innviee His new language opposed
traditional allegories and presented man in a sthteeakness and passiveness. When the
paintings were presented for the first time on tloeasion of several exhibitions at the
Secession between 1900 and 1903, they provokedle pyroar and scandal. The protests of
the art critics and academics led to fierce debatesut modern art in general and even
reached Vienna’s parliament. Following the scaniti@,committee in charge decided against
displaying the works at the university. Klimt readtby withdrawing from the commission.
He paid back his fee and subsequently sold theipgsto private collectors. Unfortunately,

10
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all three Faculty Paintings were destroyed in ihalfdays of World War If° Aside from

these Symbolist works, Klimt also honed a poweskill in portrait painting during this time
and derived considerable influences from intermaticArt Nouveau masters such as the

Belgian Fernand Khnopff and the American James NltW#histler.

Klimt's outstanding contribution to early ®Gentury Modernism is the development of the
formal autonomy of the ornament. Especially in Wherks he created during what became
known as his “Golden Period” between 1902 and 19@,liked to combine abstract
ornaments of mostly geometrical shapes with pdyfetesigned figurative parts. As a result,
the beholder is confronted with completely diffareltusionary levels within the same
depiction. The most prominent example of this isnlk painting “The Kiss” created in
1907/08 (Fig. 2} Aside from the symbolic decor of the two protagwsiigarments, we can
detect a strong tendency towards abstraction inwtlg he rendered the background. The
scattered golden dots, which cover the dark plarfase, evoke a strong spiritual atmosphere
within the entire scene. In the portraits, whiclinilexecuted during the same period, we also
observe such an ambiguity of different illusiongeyels. In the painting “Portrait of Fritza
Riedler” dated 1906, for instance, the figure o twoman, and especially her dress, is
executed in a meticulous, almost miniature-like waiyh a high ambition of imitating
reality* The parts of the chair and the background, byreshtreveal a geometrical structure
that cannot even be identified with any precrsatif. Thus, decor plays quite an independent

role in Klimt's compositions and reaches a strikiagnal emancipation.

Koloman Moser and the Wiener Werkstéatte

While Wagner and Klimt had discovered the styleAof Nouveau in the middle of their
careers, Koloman Moser, several years younger,aggsainted with Art Nouveau from his

% Franz SMOLA, “Quotes and Images,” in: Tobias G. NAR / Franz SMOLA / Peter WEINHAUPL (eds.),
Klimt. Up Close and Personal. Paintings — Letterfsights(exhibition catalogue, Leopold Museum, Vienna,
2012), Vienna, Christian Brandstatter Verlag, 2q42,176-303: 183-191.

1 Belvedere, Vienna, Inv. 912, in: Tobias G. NATTE®].), Gustav Klimt. Complete Paintings, Cologne,
Taschen, 2012, no. 179.

12 Belvedere, Vienna, Inv. 3379, in: Tobias G. NATTE®I.), Gustav Klimt. Complete Paintings, Cologne,
Taschen, 2012, no. 170.
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beginnings. After his studies at the Vienna Acadeshyrine Arts, where he was initially

trained as a painter, he turned to graphic art laeghn to specialize in narrative graphic
illustrations. In the 1890s he executed numerdustitions for contemporary novels and
revues, for instance for the humoristic journal ‘@dendorfers Humoristische Blatter”
published in the Bavarian town of ERlingen. Unsisipgly, these illustrations reveal a
considerable influence of Munich Jugendstil. He tabated various illustrations to the
ambitious volume “Allegorien. Neue Folge”, a cotiea of allegorical graphic works edited
by Martin Gerlach in 1895 in Vienna in order to pagate the style of Art Nouveau. Among
others, it also included illustrations by Klimt, IC®tto Czeschka and Bertold Loffler. In
1899, Moser assumed the post of professor at thedbof Applied Arts in Vienna. In his
position as professor for graphic art, he convelyednew style of Art Nouveau to a whole
generation of students. Moser was also the chigfyder for the Secession’s magazine “Ver
Sacrum”. During the entire period the journal waslghed from 1898 to 1903, Moser
provided more than 150 illustrations. They allowtaigetrace his stylistic development from
a curved-linear Art Nouveau style towards a pusighogonal and geometrical type of Art

Nouveau that Moser adhered to from 1901 onwétds.

Moser was also responsible for the design of sorgfsrfor the Secession building, which

was constructed in 1898 based on plans by Josepta Mdbrich. Moser contributed the

reliefs of owls on the facade, the frieze of dasaatorning the back of the building, as well
as the designs for the large stained-glass windothe entrance hall. The frieze of dancers
and the glass window disappeared in later yearso Al 1898, Moser created the design for
the golden portrait medallions decorating apartnmembber 38 on the Wienzeile designed by
Otto Wagner. Several years later, in 1905, Mosso &lrnished the designs for the stained-

glass windows of Wagner’s newly erected Churchta@in8of.

Moser was one of the founding members of the fanumsgn studio Wiener Werkstatte,

founded in 1903 by the architect Josef Hoffmanme, émtrepreneur Fritz Waerndorfer and

13 Marian BISANZ-PRAKKEN, “Kolo Moser und der ‘Heileg Friihling’ der Wiener Secession,” in: Rudolf
LEOPOLD / Gerd PICHLER (eds.Kkoloman Moser 1868-191@xhibition catalogue Leopold Museum, Vienna
2007), Munich-Berlin-London-New York, Prestel, 20@p. 68-99.
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Moser. Like many other new design studios foundednd these years in other European

cities, the Wiener Werkstatte also pursued the mmfeambellishment of everyday life, of
improving the general taste of people, and of eaqingnpeople’s wellbeing by surrounding
them with objects of modern design. The Wiener Weitte manufactured all kinds of
interior items, such as furniture, wallpapers, iebrand rugs, various types of household
goods, such as silverware, glassware and ceraasasell as jewelry and fashion design. The
Wiener Werkstatte adhered to the principle of adpobion process shared by the designing
artists and the executing craftsmen, while both tle¢ir stamped initials on the objects as
permanent signaturé$.Moser, together with Hoffmann, was the main desigfor the
Wiener Werkstatte during those initial years. Hef@med clear geometrical forms and a very
conscious use of materials. Moser executed his staking and radically purist designs in
metal objects, silverware and furniture. TogethéhwHoffmann, Moser invented the so-
called latticed baskets, which are flower basket$ vases in pure geometrical cubic shapes
made from latticed metal boards and painted whidéher precious silverware objects
embellished with semi-precious stones designedilmyditen boast an oval, curved design
and a striking futuristic appearance (Fig. 3). Msshighly original ideas constitute a chief

contribution to Viennese Modernism at the beginrofithe 28" century.

Moser left the Wiener Werkstatte as early as 1904 td the company’s increasing financial
problems, though he himself was financially largelgependent on account of his 1905
marriage with Ditha Mautner-Markhof, who hailed froa wealthy industrialist family.

Owing to this background, Moser was able to acqgwieof Klimt's Faculty Paintings, which

Klimt had put up for sale after rescinding his ecant with Vienna University and the
Ministry of Culture. In later years, Moser concedd mostly on painting, returning to the
genre in which he had started his career as a ystudent. Many of his paintings, in
particular his landscapes, are to a certain extemtiniscent of Klimt's late landscapes,
especially with regards their penchant for strorgjors. Moser became increasingly

experimental with colors and developed his own mhed color contrasts. Another source of

4 Christian WITT-DORRING / Janis STAGGS (eds.), WieiWerkstatte 1903-1933. The Luxury of Beauty
(exhibition catalogue Neue Galerie New York, Newrkf'@017/2018), Munich-London-New York, Prestel,
2017
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inspiration for Moser’s paintings was the work bétSwiss painter Ferdinand Hodler, whom

Moser had met several times.

Egon Schiele — the evolution of Expressionism

The Wiener Werkstétte, whose success in early yeass closely connected to Moser’s
contributions, was also a common link between Wgdgkkmt, Moser and Egon Schiele. In
1909, the Wiener Werkstatte commissioned Schieleréate drawings of elegant fashion
models for postcards, which the Wiener Werkstattedpced in great number. The model
Schiele used for these fashion drawings was Qegtipwn sister, who had worked for some
time as a mannequin for the Wiener Werkstatte'sitasdepartment. In 1909, Schiele, who
was still studying at the Academy of Fine Arts ireivha, was a fervent admirer of Klimt's
art. He imitated Klimt's decorative style and evaitempted the use of gold and silver in
some of his early paintings, for example in thed@@inting “Stylized Flowers in Front of
Decorative Background® Some art critics even dubbed Schiele “Silver Klimtlimt
recognized the talent of the young student and@éfid him his first opportunity to show his
works in public. He invited him and many other yguartists to participate in the 1909
International Kunstschau, a large collective exiohiorganized by Klimt, Hoffmann, Moser
and other artists, who at that time formed theated Klimt Group.

From 1910 onwards, Schiele developed an outstargkngine style, which included many
Expressionist features but at the same time wanbdgond Expressionism. Different from
other Expressionist works, such those of the Gerfgmessionists, Schiele concentrated less
on the effect of colors but rather on that of lindeawing and of very special, often clearly
provocative themes. One of Schiele’s pivotal topieas his obsession with the self. In
numerous self-portraits, Schiele assumed differelds, showing a variety of gestures and
grimaces as if to experiment with the articulatainhis own psyche. A prominent example
can be found in the drawing “Self-Portrait with Haio Cheek” of 1918° In the way Schiele

tackled existential uneasiness in such works ardtganed human integrity, he made a strong

!5 Leopold Museum, Vienna, Inv. 474, in: Tobias G. NAR, Egon Schiele. The Complete Paintings. 1909-
1918,Cologne, Taschen, 2017, no. 3.

16 Albertina, Vienna, Inv. 30.395, in: Jane KALLIEgon Schiele. The Complefdorks, New York, Harry N.
Abrams, Inc. Publishers 1998 (Harry N. Abrams, Fablishers 1990), No. D 706.
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psychological impact in his oeuvre, doubtlesslyvjtimg an important contribution to 90

century Modernism.

Schiele’s fascination with the naked human body wegsrded by his fellow citizens as pure

provocation. In a plethora of drawings, he defitteglmale and female body as instruments of
sexual desire, but beyond that very often also aseans to express mental struggles and
tensions or to express the loss of existential rifgcun many cases, Schiele developed a
peculiar spiritual relationship with the models apldrred the borders between academic
nudes and portraits. He was a masterly portraittpgitoo, and the strong facial features and
body language reveals a highly psychological exgioesof the portrayed, who surprisingly

were mostly male. It was Otto Wagner himself whd hdvised the young painter Schiele in

1910 to create a series of portraits of prominens@nalities. Schiele did start to realize a few
portraits, among them also one of Wagner, butdonesreason Wagner was not satisfied with

the result and cut his portraits to piecés.

Another particularity of Schiele’s work is the déygment of a kind of symbolistic
Expressionism in his oeuvre. He created some lacgke figural compositions which reveal
an emotive psychological dimension, and often Setbirred the lines between biographical
and fictional reality. The painting “Embrace (Losdl)” of 1917, for example, can be read as
a self-portrait of the artist together with his @Edith, but can also be regarded as a metaphor
of a violent embrace between the two sexes (Filf ¥) many equally mysterious works, the
artist presented a visionary account of self-exgilon, obscuring the borders between the
conscious and unconscious mind. Schiele’s landscapd cityscapes, which constitute a

considerable part of his work, also show a strgmglmlistic inclination.

1918 — The end of an era
Schiele died only a week before the military cdption of Austria-Hungary. Several weeks

later, the end of World War | was proclaimed. The ef the War also spelled the end of an

" Whereabouts unknown, in: Tobias G. NATTERyjon Schiele. The Complete Paintings. 1909-1&Hogne,
Taschen, 2017, no. 44.

'8 Belvedere, Vienna, Inv. 4438, in: Tobias G. NATT,EHRjon Schiele. The Complete Paintings. 1909-1918,
Cologne, Taschen, 2017, no. 197.
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era, both in a political and cultural sense. Thétipal landscape could not have changed

more dramatically in Central Europe. The Habsburgn®tchy fell apart, and the former
Crown lands either gained the independence theystragd for or were usurped by already
existing nation states. Vienna became the capftahe newly formed Republic of Austria,
which comprised the most coherent German-speakigigms of the former Monarchy. From
the start, it was doubtful whether this new staield survive economically and politically,

seeing as it faced hyperinflation, an impoverispegulation and social riots.

However, the year 1918 marked a turning point faanvia also in a cultural sense. The urban
growth of the city so intensively discussed by Wegcame to an abrupt halt. Commissions
for palaces for the bourgeoisie were replaced hsimgy estates financed largely by the City
of Vienna. These building programs were beyond tldabbecome the most interesting

cultural achievements in postwar Vienna. Art Nowveasign had finally been replaced by
Expressionist, Cubist and constructivist movemeBktgen Schiele’s peculiar Expressionist
style, which featured strong elements of Symbolismould not find any followers in

subsequent years.
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