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Abstract

Paris—Vienna: Modern Art Markets and the Transmission of Culture, 1837-1937

Christian Huemer

Adviser: Professor Patricia Mainardi

Organized chronologically in four chapters, thissgirtation provides a broad-based account of
the cultural transfers between Paris and Vienraatimbe of increased artistic mobility. Focusing
on the period between the 1873 World ExpositioWignna and the 1937 Exposition of Austrian
Art in Paris, the study seeks to elucidate whatiigevorks of art were transferred from one
cultural region into the other, and how they wepprapriated within different regimes of value.
While Paris managed to establish itself as thetabpi the modern art market with exports on a
large scale, Vienna faced tremendous difficultress attempt to become a major player in the

European art world.

How the cultural optimism before the Vienna Worbgpgsition turned into a deep and sustained
economic depression is examined in chapter ones€tprently, a number of Austrian artists
decided to seek their fortune in Paris where thegoful art dealer Charles Sedelmeyer managed
some of their careers. Chapter two shows hovgthedes machinesheatrically presented and
toured internationally by dealers, became the tasfieriticism. While the Vienna Secession
intensified contacts to French artists, dealerd,anllectors, intimate displays and clear
narratives were able to disguise the commercialacher of its shows. The role of Carl Moll for

the importation of French modernism is considerechiapter three. Not only did he serve as



director of the Galerie Miethke but was also instental in the foundation of a museum of
modern art in Vienna. The study closes with a dismn of the impressive Exposition of
Austrian Art at the Jeu de Paume which is exemglarthe French government’s active foreign

cultural politics after World War | and the colla&psf the Habsburg Empire.

A powerful gallery-system, able to implement andtaun Austrian art on foreign markets, never
developed in Vienna where private patronage anstagssociations continued to play a much

more significant role.
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Introduction

It was not only with the recent debate on “globatiian” that cultural concepts such as identity
and hybridization, place and displacement, cemdrpeeriphery were linked with the nature of
markets. Artistic exchange always had somethirdptwith trade relations, foreign affairs, and
the transnational circulation of commodities. Thiguential Florentine Renaissance painter and
writer, Giorgio Vasari, even deemed the developrneéetsel painting as the result of pure
transfer considerations: “In order to enable paggito be shipped from one country to another,
the painted canvas was invented, which weighs almatking, and thus can be transported easily
in any size.* The migration of images, the breaching of distaneed the crossing of thresholds,
all accelerated tremendously in the era of theaadl. In 1856, an editor of tii®eutsches
Kunstblattwas so surprised at the mobility of paintings tatvrote: “Just look at how many
crates of pictures are being shunted around byailreads! You could even think that no train
leaves the station without some artworks on bdasshu can’t come to them, they come to you.
Anything that is not much too big makes the trigerefresco walls..? During the nineteenth
century, the development of the means of transpontand communication led to a considerable
expansion in the markets for the highly demandedyscts of fine art. It was no longer rare to
come across one and the same painting in exhibitoR®aris and Vienna, Saint Petersburg and
New York within a short period of time. So-callemtiring pictures” were specifically produced

to be shown in the most important European and Asaercities for year and years. The

! “Gli uomini, per potere portare le pitture di paés paese, hanno trovato la comodita delle tedti, come quelle
che pesano poco et avolte sono agevoli a trapott&isrgio Vasari,Le vite de’ piu eccellenti pittori, scultori e
architettori (Florence: Edition Torrentiniana, 1550), 1, XX1136-37.

Z“Welch’ ein Wandern der Bilderkisten auf den Eisahnen! Man méchte glauben, es geht kein Zug amidiet
Kunstwerke mit sich fuhrte. Wer nicht zu ihnen kotmru dem kommen sie. Was nicht durch seine montatesn
Natur gehalten wird, begiebt sich auf die Reise seltdst Freskowande..Friedrich Eggers, “Die deutschen
Kunstvereine,'Deutsches Kunstbla®, no. 39 (September 25, 1856): 337.



migration of images, the bridging of distances, erasing of borders, all accelerated
enormously in the age of the railroad. In 1900,\frennese critic Ludwig Hevesi complained in
the Pester Lloyd newspaper that “intellectual engeahas become too powerful in our busy age
and is breaking out of all national enclosuré3tie various artists now drift “without roots ireth
general flow of the art market. It is a pity thiaisthas led to the disappearance of the many
individual colors of the overall picturé.Culture, it seemed, was no longer tied to a sjgecif

location, it was on the move—Iless about roots toaies.

This dissertation examines the cultural transfetsvben France and Austria from a market
perspective. By focusing on the period betweerl8%8 World Exposition in Vienna and the
1937Exposition d’art autrichier{Exhibition of Austrian Altin Paris | analyze the major points
of contact and the dynamics of exchange régards croisésnd the construction of national
identities. What is Austrian about Austrian modart? Or, how French is Austrian modern art?
What specific works were transferred from one aalttegion into the other via markets, and
how were they appropriated within different reginoésalue? How can we grasp such dynamic
processes of selection, mediation, and reception@mmon bias in the historiography of
Austrian art is that the artistic circles of Viemedused to acknowledge the hegemonic position
of Paris. According to Robert Fleck, the Austriathveorld—in contrast to that of Germany—
never established a genuine and permanent relatitre European avant-gardés deep-rooted
skepticism towards the modernist utopia of a us&elanguage of art based on pure form and

color is often interpreted as ignorance of the tgaents in Western art, especially in France.

% “Der geistige Austausch in so verkehrreicher Eizu stark geworden, er geht iiber alle nation@lehege
hinweg.” Ludwig Hevesi, “Michael MunkacsyPester LloydMay 3, 1900, 2.

*“Andere aber treiben wurzellos in der allgemeiféuth des Kunstmarktes. Es ist schade um die @pkzialfarbe,
die dadurch dem Gesamtbilde des Kunstschaffensdehakommt.” Ibid.

® Robert Fleck, “Gibt es einen 6sterreichischen Eggionismus in der bildenden Kunst?'Brpressionismus in
Osterreich: Die Literatur und die Kiinst&laus Amann and Armin A. Wallas, eds. (ViennahBiii, 1994), 113-22.



However, it is problematic to reduce the questibartstic interchange to the formal analysis of
a few canonical masterpieces by Gustav Klimt, E§ohiele, or Oskar Kokoschka. While we are
able to discern traces of Impressionist and Poptédssionist art in some of Klimt’'s paintings,

the Secessionist colleagues who established certaBtarisian agents where often less
prominent figures such as Wilhelm Bernatzik, J&sggelhart, and Eugen Jettel. It is therefore
necessary to shift scholarly attention to the mdibf representation, the economics of exchange,
and the role of mediators such as dealers, cotleolwiters, and minor artists. Although there
were of course moments of relative isolation, glatronship between the two art worlds seems

to be more closely knit than usually expected.

As the subtitle of my dissertation suggests, Indtéo fuse the latest research on the historytof ar
markets for this period with the methodological ogpts of “cultural transfer” or “cultural
transmission.” The former has been developed bytbach specialists in German studies
Michel Espagne and Michael Werner since the midd$98 order to break up prevailing

national narratives in the humanitfeln contrast to the traditional comparative model o
“influences,” the theory of cultural transfers puaisre emphasis upon the agencies of mediation.
The movement in-between, the inter-active dynasgtiessed rather than the separateness of
static national dichotomies. Furthermore, it expesshe material concreteness of intercultural

exchange: symbolic goods such as paintings arecalsmodities, produced by certain carrier

® See for example: Michel Espagne and Michael Weets Transferts: les relations interculturelles dansspace
franco-allemand, XVllle-XIXsiécle(Paris: Editions recherche sur les civilisatid®388); Michel Espagne and
Michael Werner, ed®Qu’est-ce qu’une littérature nationale?: ApprocheEsir une théorie interculturelle du champ
littéraire (Paris: Editions de la maison des sciences derthe, 1994); Michel Espagnkes transferts culturels
franco-allemandgParis: Presses Universitaires de France, 199&haél Werner and Bénédicte Zimmermann,
“Vergleich, Transfer, Verflechtung: Der Ansatz déstoire croisée und die Herausforderung des Traimmalen,”
Geschichte und Gesellschaft @902): 607-36; Federico Celestini and Helga Mitteier, edsvVer-riickte Kulturen:
Zur Dynamik kultureller Transfer@ ubingen: Stauffenburg, 2003); Alexandre Kostkd &rangoise Lucbert, eds.
Distanz und Aneignung: Kunstbeziehungen zwischemsBleland und Frankreich 1870-194Berlin: Akademie-
Verlag, 2004); Helga Mitterbauer and Katharina $kbeedsKulturelle Transfers um 1900 und in der Gegenwart
(Vienna: Passagen, 2005).



groups, transported and sold by mediators, acgainedconsumed by recipients. During this
process the transferred cultural assets are tnansth since their identity and meaning depends
on the relation to a context. At the point of depas, there is a selection of what to export (or
extract) and a de-contextualization; at the poirgraval, there is a reinsertion and a re-
contextualization. In contrast to the notion offfiirence,” which suggests a merely passively
receptive culture, the notion of “transfer” insists the productive act of appropriation. Similarly,
Régis Debray’s mediology is devoted to “everythilngt acts as milieu or middle ground in the
black box of meaning productiof.lh his book “Transmitting Culture,” he clearly fifentiates

the material act of transmitting from communicatitre latter having been used most
prominently in text-based or linguist studies. Elimcept seemed therefore especially suitable for

a dissertation examining the physical mobility yindolic goods across borders in Europe.

“Towards the East and South Austria is a givingaals the West and North a receiving country,”
noted the writer Hugo von Hofmannstfi@ince the West and North would eventually make art
history, Austrian art was regarded gsesipheraland—compared to the developments in
France—belatedaspect of European Modernism for a long time. Qtykstic level, French
innovations often showed traces in Austrian ary@@cades later, if at all. A case in point is the
so-called “Stimmungsimpressionismus,” a problemiatio usually translated as “Lyric” or
“Atmospheric Impressionism” that became increagirggitablished in Austrian art historiography

since the 195081t represents an attempt to approximate Austaads$cape painting of the last

" Régis DebrayTransmitting CulturgNew York: Columbia University Press, 1997), 7.

8 «Osterreich ist gegen Osten und Siiden gebendgsng&/esten und Norden ein empfangendes Land.” Kago
HofmannsthalProsa lll, Herbert Steiner, ed. (Frankfurt am Main: Fiscli&64), 230-31.

° See for example: Gerbert Frodl, &kschichte der bildenden Kunst in Osterreiahi, 5,19. Jahrhunder{Munich:
Prestel, 2002), 314-16; Gerbert Frodl and Vererggdnr, edsStimmungsimpressionismus: A European Phenomenon
(Vienna:Osterreichische Galerie Belvedere, 2004). The teams fivst introduced in Fritz Novotnidqundert Jahre
Osterreichischer Landschaftsmale(¥iienna: Jaffé, 1948).



third of the nineteenth-century with what is coeset the most progressive movement of the
period (Impressionism) while at the same time netg a specifically central European quality
(“mood,” “lyricism,” “atmosphere”). However, thisther artificial connection tries to conceal the
fact that these Austrian landscapists—Emil Jakdrtsiter, Eugen Jettel, Rudolf Ribarz, Tina
Blau, etc.—were responding to the French generatid830, e.g. the Barbizon School, rather
than to their contemporaries, the Impressionist&tAer example for such asynchronicities

would be the reception of Paul Cézanne which besapparent in Austrian paintings of the
1920s and 19309.But why did this happen so late, and why at alfflyGf we try to understand

the networks of transmission and the specific deteam the receiving end, will we come to

grips with this phenomenon. In chapter 3, | argareekample, that this retarded reception of
Cézanne had something to do with his catholic amgervative worldview that some Austrian
painters of the interwar period could relate tavéf only consider formal invention and expect its
immediate spread throughout Europe, the cultu@gsses of appropriation remain completely
unexplored. In the business world an importanimision is made between invention and
innovation. While the first signifies merely the emence of a new idea, the second represents its
successful introduction into the market. Appliedhe arts this distinction means that formal
invention alone will never leave a trace in thadrg books unless innovative agents capitalize on

it by bringing it into the real world.

In the 1980s the Austro-Hungarian imperial and ragpital moved from the periphery to the
center of scholarly attention. “Vienna 1900” gainetkrnational recognition as a consequence of

a number of spectacular large-scale exhibiti@x@eriment Weltuntergang Hamburg (1981),

10 Christian Huemer, “On the Reception History of Raézanne in Austrian ModernisnBelvedere: Zeitschrift fiir
bildende Kuns® (Fall 2006): 127-34.



Le Arti a Viennan Venice (1984)Traum und Wirklichkeiin Vienna (1985)l.’Apocalypse
joyeusen Paris (1986), andienna 1900n New York (1986). Yet, all of these shows foaliea
the creative environment of the city, and therefostered a rather isolationist view. Kirk
Varnedoe, curator of the “Vienna 1900” show at Néwvk’s Museum of Modern Art,
clairvoyantly warned about its limitations: “thellto tie all Viennese developments most
significantly to each other, and to the local ctiodis and traditions of the city, risks reimposing
an isolating provincialism. The vision of Vienneséthat favors proximate contexts over larger
ones, and immediate associations over broader jadgs-that would pair Klimt with Freud to
the exclusion of, say, Rodin—can share this rfdkihe dilemma is quite obvious: while the
formalists had to grapple with retarded stylistituences, the more interdisciplinary approaches

to “Vienna 1900” tended to neglect internationahmections.

Over the last two decades, increasing attentiorbbas paid to the institutional structures
through which modern art has been promoted andagisg to the public. However, most of these
studies on the latter part of the nineteenth cgrand the early twentieth century have been
focused on Paris. Patricia Mainardi, for exampkanained in her stimulating book of 1993 the
Salon system, asserting that art institutions abgest to the same pressures as the political
structure as a whole. Indeed, it makes senseltisatype of investigation started with
government art institutions. First of all, sourcaterial on the state is usually better preserved
and easier to access than for private institutsuth as commercial art galleries. Secondly, the
agencies of an anonymous art market are even htardeasp than the links between politics and
a state-controlled entity such as the Salon. Ieioral profoundly understand market dynamics,

dealer strategies, consumer preferences, etc. wilweed enormous amounts of sales data. Yet,

1 Kirk VarnedoeVienna 1900: Art, Architecture, and Desidew York: Museum of Modern Art, 1986), 20.



even on the French nineteenth-century art marketum@ntly only have the 43,700 records from
the Goupil & Cie / Boussod, Valadon & Cie stock keavailable for statistical analysis, price
diagrams, and network visualizatioidnfortunately, the archives of major players om th
Parisian art market are either lost (Sedelmeysit, Réartinet, etc.) or virtually impossible to

access (Durand-Ruel).

As early as 1965, Harrison and Cynthia White dgwetbthe concept of the “dealer-critic system”
which in their point of view slowly replaced the @&temic system in the second half of the
nineteenth centuryCanvases and Careeis an account on the emergence of the market for a
new product—Impressionist paintingThe Whites argue that the Academic system promoted
individual canvases rather than the careers ot@aina shortcoming that would eventually lead
to its demiseThe winning strategy of private galleries, incregdy “dealing in [artistic]
temperaments” instead of singular masterpieceduvtger examined by Nicholas Green. Based
on Green and White, Robert Jensen delivered Milketing Modernism in Fin-de-Siecle
Europein 1994 the first full account of the historioghép enterprise that accompanied the
merchandising of Impressionism beyond French berdes Jensen argues, Parisian dealers in
conjunction with their business partners abroadsdicteed in an unreciprocated penetration of
the German (and to a lesser extent Austrian) arketst* And it is also true that German-
speaking interpreters laid the basis for the cacsin of the French modernist canon, even if

their influential arguments are actually deriveahfr French exhibition practices.

2 Goupil & Cie/Boussod, Valadon & Cie Stock Book®ty Research Institute. The original ledgers preskat
the GRI have been digitized and transcribed foinerhccess in the Provenance Index®,
http://lwww.getty.edu/research/tools/digital_collens/goupil_cie/index.html (accessed Oct. 6, 2012)

'3 Harrison C. White and Cynthia A. Whit€anvases and Careers: Institutional Change in thenh Painting
World (New York: Wiley, 1965; new edition, Chicago: Uaisity of Chicago Press, 1993). For a recent reatiain
of their arguments see David W. Galenson and Rdleeten, “Careers and Canvases: The Rise of tHesMar
Modern Art in Nineteenth-Century Paridfan Gogh Studie$ (2007): 137-66.

14 Robert JenseMarketing Modernism in Fin-de-Siécle Eurofirinceton: Princeton University Press, 1994).



Significantly less has been done on the Viennesaarket as such. Werner J. Schweiger’s
ambitious encyclopedic project on galleries in Gamgy Austria, and Switzerland (1905-1937)
dealing with modern art came to a sudden halt ddestuntimely death in 2011. For decades he
was collecting information from primary source migte but his book—announced for 2011—
unfortunately never went into prifit A major contribution to the field was an exhibition the
Miethke gallery, organized for the Jewish Museurarvia by Tobias G. Natter in 2003. For the
catalog Natter painstakingly assembled informatiorall exhibitions held in this gallery on
Dorotheagasse 11, the location of today’s JewiskeMm, which used to be the leading address
for modern art in Vienna over decades. Kolja Kraneroted his doctoral dissertation to the
presence of French impressionist art in exhibitioinisoth Viennese artists associations, the
Kiinstlerhaus and the Secession, for which he cdaadwextensive archival researéin her
master’s thesis on the Neue Galerie between 1923 @88, Marie-Catherine Tesmar-Pfohl made

first use of the only surviving Austrian dealerlgixe relevant to my own research topic.

This dissertation is organized chronologicallyanif chapters. Chapter 1 starts with the economic
and cultural optimism that surrounded the Viennald/Bxposition of 1873. The art market
flourished in the years leading up to the everg:rtmber of local dealers increased
tremendously, several important collections wespelised in spectacular auctions, and imports
from France were part of daily business routineisR#ealer Paul Durand-Ruel and the artist

Gustave Courbet had high expectations when plarthgigenterprises on the fringes of the

'3 http://www.kunsthandel-der-moderne.eu (accessetdh@r 6, 2012). His archive has been acquiredéy t
Belvedere, Vienna.

'8 Kolja Kramer, “Die Ausstellungsprasenz des fraiszigen Impressionismus im Wiener Kiinstlerhaus arukr
Wiener Secession, 1877-1903” (PhD. diss., UniveiBern, 2003).

" Marie-Catherine Tessmar-Pfohl, “Die Neue Galeda €923 bis 1938: Kunsthandel und Kunstpolitik inrewder
Zwischenkriegszeit” (master’s thesis, Universitivaénna, 2003).



World Exposition. Yet, the optimism of the libefattinderzeitera was shattered with the stock
market crash shortly after the opening of the Eitjmos followed by a long economic depression
that had a decisive impact on the Viennese artdvévisignificant number of Austrian artists
moved to Paris at this time where the powerfutlagler Charles Sedelmeyer managed some of
their careers in a flamboyant manner. Frictionslilegito the foundation of the Vienna Secession
were already noticeable within the Sedelmeyer eiotlartists on the foothills of Montmartre

long before the split. This section investigatesdestion of how the transformation of Parisian
art dealers from petty shopkeepers to internatieniepreneurial capitalists affected the
production, circulation and consumption of modetnlaalso evaluates the importance of

Viennese art and artists associations in internatiexhibition practices.

Chapter 2 opens with the Universal Exposition @@ Paris where Gustav Klimt's scandalous
work Philosophyfor the University of Vienna received a gold meddle Austrian contribution
to the exhibition was divided according to the realit of the artists associations into
Klnstlerhaus and Secession. The latter, usualbjitec with the modernization and
internationalization of the Viennese art worldeimsified the exchange with the established
capital of the arts. More than half of all corresgmg members of the Secession lived and
worked in Paris. Yet, for Parisian dealers, Viemss—compared to New York or Berlin—a
relatively small and insignificant market. The Sesten sometimes had tremendous problems
acquiring Impressionist or Post-Impressionist pag# as loans for its shows. This chapter
examines the representation of French art at thb#ons of the Vienna Secession in general,
and more specifically the organization, receptaomj enduring significance of the shdie
Entwicklung des Impressionismus in Malerei und kg3 he Development of Impressionism in

Painting and Sculptupeof 1903.



Chapter 3 is devoted to the slow institutional $raon from artists associations to commercial
galleries as the dominant factor in the Viennesevarld. After the exodus of the so-called
“Klimt-group” from the Secession in 1905, the Mikg¢hgallery with its Francophile artistic
director, Carl Moll, played an important role iretinternationalization of the Viennese art market.
In a controversy about the Secessions’ limited l@kbin space, Gustav Klimt had referred
positively to the practice of the Berlin Secessiohich always kept a commercial relation to the
Cassirer gallery. Miethke served as the new platffor the dissident Secessionists where French
modernist art was also shown frequently, including-man exhibitions of Van Gogh (1906),

Paul Gauguin (1907), Toulouse-Lautrec (1909) ardd2i0 (1914). Nevertheless, imports from
France never reached such an extent that a praaeatiff as in America (33 percent in 1883) or

a protest of nationalist artists as in Germany iff\an-controversy” of 1911) had to be fearksl.

a consequence, the collections of French moderat dne Moderne Galerie (today the Belvedere
museum), founded in 1903, remained rather meagenwbmpared to museums of Germany and
the United States. The ideal of the “community rgfators and consumers” welded the Viennese
art world together into a clique that in its prefece for portraiture adhered relatively long to a

pre-modern culture of commissions.

International Exhibitions are well suited to an&yhe politics of cultural diplomacy and national
identity. Chapter 4 deals with the 192%position international des arts décoratifs etusttiels
modernegInternational Exposition of Decorative and InduatrArts) in Paris where Vienna was
lauded the “capital of luxury items.” While the mwative designs of the Bauhaus and De Stijl
were utterly banned for political reasons, the pitsl of the Wiener Werkstatte became widely

acclaimed and imitated. After World War | and tlodlapse of the Habsburg monarchy, the
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grande natiorpursued very active foreign politics in order teyent the remaining parts of

Austria from affiliating themselves with Germanyasonsequence of the disastrous peace treaty
of Saint-Germain. The Association francaise d’exgi@met d’echanges artistiques sponsored
important—Dbut little known—exhibitions in crisisdden Vienna, including one dfranzdsische
Kunst der GegenwalFrench Contemporary Araat the Kinstlerhaus in 1926. This chapter
concludes with an account on the 1¥position d’art autrichierat the Jeu de Paume, a

significant propaganda show of the Austro-fasSisindestaathat provides a valuable survey of
what was considered canonical Austrian art but mea®rtheless soon dispersed as a consequence
of the Nazi-regime. Various factors kept Viennarirbecoming an art world center, one of which

was the lack of a dynamic gallery system able tamduce Austrian art into foreign markets.
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1 Grinderzeit Boom and Recession, 1873-1897

1.1 Towards a Cosmopolitan Art? The 1873 Vienna World Eposition

In the second half of the nineteenth century thecept of free trade started to assert itself
increasingly and the World Expositions held attthree provided ideal opportunities for the
international exchange of goods on a large scdile.ificreasing mobility brought about by the
expansion of the transportation networks, as vweel great increment in the variety of goods,
played a major role in the success of World Exjpmsst They were products of the need of the
liberal industrial bourgeoisie for more intensess:dboarder exchange in the areas of technology,
economy and culture. In this noble form of companitbetween the nations, the stereotypes one
had of oneself—or those of others—were very muatvidence; the World Expositions offered
the perfect platform for national self-fashioningnation brandind® On the other hand, at the
time, attention was drawn to the leveling tendenaiethe fields of art and culture that resulted
from the increase in international exhibition besis. Maurice Cottier concluded his analysis of
the 1873 Viennese World Exposition with the obsgova “After the study to which we have
devoted ourselves, we could determine with moreefdinan before the principal character and
the general tendency of modern art which we hay iowlicated: we would say the mutual
erasure of schools and national originalities wofaof a cosmopolitan art, European and

common to all.*®

18 Jutta PemseDie Wiener Weltausstellung von 1873: Das griindéizee Wien am Wendepunitienna: Béhlau,
1989); Ulrike Felber, et alQsterreich auf den Weltausstellungen 1851-2046nna: Brandstatter, 2000).

19 «Aprés I'examen auquel nous nous sommes livréssmmme amené & constater avec plus de force détau le
caractere principal et la grande tendance derfiaderne que nous n’avions fait qu’indiquer: nouslens dire
I'effacement croissant des écoles et des origémliationales au profit d'un art cosmopolite, eédsspet commun a
tous.” Maurice CottierExposition Universelle de Vienne en 1873: Secti@n€aise: Rapport sur les beaux-arts
(Paris: Imprimerie Nationale, 1875), 81.
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The 1873 Viennese World Exposition was the fifthjonauch event to be organized and the first
in the German-speaking world. It showed the impeitst on the Danube, as well as the
monarchy as a whole, at the height of the lib&minderzeitera. The Austro-Hungarian
monarchy was enjoying a never-before-experiencedauic boom that showed in a general
spirit of optimism on the art market and gave tsan enormous amount of building activity.
The Viennese Ringstral3e, one of the largest byldites in Europe at the time, was gradually
taking shape. Even today, representative buildsug$ as the Court Opera, Court Museums,
Parliament, and Stock Exchange give an impresditimeceuphoria of the period. The memories
of the painful military defeat against Prussia énliggratz in 1866 had gradually receded into the
background. Half a century after the Congress eh¥ia, it appeared that Austria had, once
again, found a cultural mission in Europe. The oiziars of such events had to bear comparison
with France in particular, since that nation orgadifive Universal Expositions in Paris between

1855 and 1900 and made special use of these ttigmoisself as the world’s leading art natith.

The decision to locate the 1873 exhibition on theskirts of the city—at the Krieau in the Prater
(fig. 1)—made it possible to provide five times #nhibition area of the 1867 Universal
Exposition in Paris. The general consul and direataghe commercial office of the Austro-
Hungarian monarchy in Paris, Wilhelm Schwarz-Senlaais entrusted with the leadership. He
had been living in the French capital since 185dwas completely familiar with the earlier
Universal Expositions. Informed of his appointmehortly before the siege of Paris by German
troops, he was not able to return to Vienna uniileJ1871. The many years he had spent abroad

were seen as the reason that he supposedly hadmekerential treatment to non-Austrian—

2 paul GreenhalglEphemeral Vistas: The Expositions Universelles aBEhibitions, and Word'’s Fairs, 1851-
1939(Manchester: Manchester University Press, 1988).

13



especially French—exhibitors. Schwarz-Senborn wpsoached for this and especially severely
criticized for placing the fountain made by the Bame metal foundry from Sommevoire
(Champagne) so prominently. This fountain, desigmnedean Jules Klagmann, occupied the
center of the monumental rotunda that, as thenatemal pavilion, was itself the focal point of
the overall complex of buildings. Although it wasted that the fountain did not have sufficient
space to achieve its full effect in the rotundar¢hwas still no way that its placement could not

be interpreted as a political statement.

Initially, it was uncertain that France would adlysake part in the Vienna World Exposition
because of its unstable political and economi@siba. It seemed absolutely impossible that,
only two years after having lost the war againstn&ay, the French nation would once again be
able to demonstrate its superiority in the worlddf After the abdication of Napoleon llI, the
young republic was confronted with severe domdstision; the confrontation between radical
Republicans and Monarchists after the bloody upgisif the Paris Commune was in no way over.
President Adolph Thiers was thrown out of officeidg the Viennese World Exposition. But
France once again showed that it was preparediéndl@s reputation as the cultural nation par
excellence. Its number of fine arts exhibits faceeded those of any other country. France
presented 1,573 of the total of 6,600 works disgdiayt was followed by Germany with 1,026
and Austria with 869. The 247 medals France wasaadstrumped those of both the host
country and the German ReithEdmond du Sommerard, the French delegate to thediion

responsible for the fine arts, encouraged privatectors and art dealers to supply works. He

2 pemselDie Wiener Weltausstellung von 1853
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even had restrictions on loans from the Musée deetmbourg lifted®® Particular importance was
given to bringing works by the country’s most praemt artists to Vienna and, at the same time,
of avoiding showing works that had already beepldiged at the 1867 Universal Exposition in
Paris. Austrian critics considered this ambitioother proof of centuries-old exemplary state
support for the arts in France. Decades later, Lgidievesi still reported, full of admiration, how
Léon Gambetta, notwithstanding the extreme politicstress following Napoleon 1lI's defeat at
the battle of Sedan, had created a French artimyinisie considered Antonin Proust just as
important as the finance minister who had to sethedillions. The aim was to assure France of

its leading role in art after it no longer marcliedhe vanguard of politics®

It was also a well-known fact that there had betng tradition of making use of art for
representative purposes. Rudolf von Eitelbergeteari‘France has always seen art as a means
for promoting the fame and increasing the wealtthefnation, and elevating the public spirit of
the masses® Eitelberger, the holder of the first chair for history in the German-speaking
world, and founder of the Austrian Museum of Artldndustry, explained what he considered
the “indisputable supremacy” of France arose froeneéxemplary organization of the state’s
artistic institutions in which “one can trace ataar continuity reaching back to the days of

Colbert, in a certain sense to Francois | everstarting in the reign of Francois I, French ad ha

2 pAndrea Meyer, “Rudolf von Eitelbergerfranzdsische Kunst—Deutsche Perspektiven 1870—194éllen und
Kommentare zur Kunstkritildndreas Holleczek and Andrea Meyer, eds. (BeAkademie Verlag, 2003), 42.
Z«Antonin Proust war ihm ebenso wichtig wie derdfiaminister, der die Milliarden zu beschaffen haie galt
Frankreich, das nicht mehr an der Spitze der Ratitairschierte, die Fiihrung in der Kunst zu sictidradwig
Hevesi, “Kunst und Budgetausschuss,” in Mtkunst-Neukunst: Wien 1894—-1908enna: Konegen, 1909), 290.
24«70 allen Zeiten hat Frankreich die Kunst als Kiittel betrachtet, den Nationalruhm zu férdern, das
Nationalvermégen zu vermehren, den Gemeinsinn dessklzu erhdhen.” Rudolf von Eitelberdgniefe Uber die
moderne Kunst Frankreichs: Bei Gelegenheit der $&ariAusstellung im Jahre 18%8ienna: Kaiserlich-Kdnigliche
Hof- und Staatsdruckerei, 1858): 7.

% «Ich habe bereits aus Anlass der ersten Weltalligstgin Paris auf die Consequenzen der Organisatés
Kunstunterrichts in Frankreich aufmerksam gemaclit-&fsterreich nicht ganz ohne Erfolg—und damal®sch
nachgewiesen, dass die unbestreitbare Suprematirieichs in Angelegenheiten der Kunst wesentlat der
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continuously enriched itself through foreign adist initially, from Italy. These entered into a
kind of noble competition with local artists whosalbed stimuli but then “freely translated them
into French.” For Eitelberger the Frenchman’s mimgtortant virtue is national self-preservation.
“He does not want to be anything but French, andgrees the entire world and its history from
a French point of view?® That is why France does not recognize any Frertidtia deserters.
Each and every French artist living abroad remaipatron of the glory and taste of his nation:

“The French perception of art is the same to hirthadlag to a soldier. He will never abandon

|t n 27

In his reports on the Universal Expositions aft@s3, Rudolf von Eitelberger repeatedly drew
attention to the state education and organizatystem that could be traced back to Jean-Baptiste
Colbert (1619-1683): “Where in the German Reichwarfind an institution that could even
remotely be compared with the Académie des Beauts-iArParis or the Académie de France in
Rome? Where is art of grand style treated so caesely and with so much earnestness as at the
French academy? Where are prizes for artists amithigrns so well organized and realized with
such expertise as in Franc&7The differences in the organization of artistierts also became
clear to him at the Viennese World Exposition. fnag, accompanied by a series of

competitions, led to French artists knowing moré being technically superior. In his

trefflichen Organisation der Kunstanstalten undKiensterziehung abhéangt, die bis in die Zeiten €xilb, in
gewisser Beziehung bis in die Franz des I. zuriickté Rudolf von Eitelberger, “Oeffentliche Kund$igge,” in
Kunst und Kunstgewerbe auf der Wiener Weltaussigli873 Carl von Litzow, ed. (Leipzig: Seemann, 18758.26
% “Dje moralische Kraft der franzdsischen Kunst figgihrer Beschrankung. Der Franzose ist kein Kogaiit im
Leben, erist es auch nicht in der Kunst. Er withts anderes sein als Franzose, und betrachtgadize Welt und
ihre Geschichte vom franzésischen Standpunkteéiligtger Briefe Gber die moderne Kunst FrankreichS.

" “Dje franzdsische Kunstanschauungen sind ihmwas,dem Soldaten seine Fahne. Er verlasst sielhid. 7.
2 «\Wo gabe es im deutschen Reiche eine Anstaltsidie nur im Entferntesten mit der Académie des Refs in
Paris, der Académie de France in Rom messen kdkvite®ird daselbst mit solcher Consequenz mit Kgnsf8en
Stils, wo mit dem Ernste betrieben, wie an derZémischen Akademie? Wo sind Kiinstlerpreise und t&lisagen
so wohl organisiert und so consequent durchgefiiietjn Frankreich?” Eitelberger, “Oeffentliche Katpflege,”
263.
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formulation, they did not suffer “from the inteltle@lly leveling influence of the art associations,
and from the stereotyped treatment that is sadisfiéh creating pictures for the trade and for
dealers but attacks any artistic individualitytatrbots.®® If one intended to go beyond the “mass
of society and trade pictures” it would be necesfarthe Austrian state to come up with
financing. While the proud phrase “Appartient adte could be read on almost every page of the
French art catalog of the World Exposition, oneldanly very rarely add these words to the
Prussian, Austrian, Bavarian or Saxon catalogss frfakes it not at all surprising that, faced with
the permanent low-water mark in the arts budgetksvavere produced where it was quite
apparent that they had been painted without a cesiam and not for the purposes of the state.
What applied to the individual works was also rel@vto the overall impression of the show.
According to Eitelberger, French art presentatiewan denied its ideals, the French were masters
of display (fig. 2). In contrast, the Austrian a@drman art exhibition seemed to be “an enlarged
art society show such as could be seen under ttedas in Munich, on the Tuchlauben in
Vienna [e.g. Osterreichischer Kunstverein], at Sathgallery in Berlin, or Schulte’s in
Dusseldorf [...]—tiring through stringing togetherchires of the same character and mainly

limited to genre paintings and landscape&’..”

Bruno Meyer, an art historian from Karlsruhe, hadilar arguments. In his review, he also

observed that, due to the regional structure oathassociations, painters from the German-

2 «Dje franzosischen Kiinstler leiden nicht unter dgeistig nivellirenden Einflusse der Vereine, uritem
schablonenartigen Tractamente, das fur Kauf- unaiégbilder ausreicht, aber die kiinstlerische lintliglitat in
ihrer Wurzel angreift.” 1bid., 267.

30 “Daher kommt es, dass in Frankreich die GewohnheigroRRen Stile zu arbeiten, nicht aufgehért Bhagn
deswegen haben die franzdsischen Kunstausstellgigen vornehmen, das Ideal nie verlaugnenden Kteara
wahrend die 6sterreichische und deutsche Kunstdlusgy wie eine vergrofRerte Kunstvereinsausstellurtgr den
Arkaden in Minchen, unter den Tuchlauben in Wiex,Sachse in Berlin oder Schulte in Disseldorf i@iss—
ermudend durch Vorfihrung von Bildern desselbenréltiars, sich meistens beschrankend auf Genrehitetr
Landschaften..lbid., 272.
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speaking world were forced to produce landscapdsgyanre paintings for the market because the
state did not provide any support for monumentabisons. “Man grows with his higher purpose.
And, isn’t the execution of a painting worthier thie sketch, the monumental achievement
more inspiring than the easel painting createdauitiany specific purpose®The superior
standing of the French Académie in Paris led torecentration and the unified education of all
artistic forces necessary for the foundation ohaamal style. German decentralization, and the
more or less equality of the various artistic s¢b@o the north and south, and in the east and
west, resulted in a more diversified artistic preturhe political conflict, which was only

resolved with the unification of 1871, is refleciadhe disjointed development of German art; it
is impossible to think of a comprehensive represent of national art in the figure of a single
major artist. According to Meyer, these differenbesame apparent when walking through the
galleries of paintings at the 1873 World Expositibhe “character of great tranquility and
harmony” in the French section at the World Expositvas in contrast to the incoherent, motley
chaos in the other rooms. In the first, one hadékéng of being in a museum whereas the
German rooms reminded one of a bazaar. This haddego with the “greater artistic talent of
the French on the whole than with the completeffedént position French art held in the state

and in public life.*

What applied to Germany was even more the caseAusitria which was not even a nation state.

In the Austrian section of the World Expositioneomas confronted with a lack of homogeneity

31 “Es wachst der Mensch mit seinen héhern Zweckem®ikt nicht die Ausfiihrung héher denn die Skizieht die
monumentale Leistung begeisternder als das ohrtaBesng gemalte Staffeleibild?” Bruno Meyer, “Pisind
Malerei,” in Kunst und Kunstgewerbe auf der Wiener Weltaussiglh873 Carl von Litzow, ed., 302.

32«wenn irgend etwas den franzosischen Bilderséder pereits frilher hervorgehobenen Charakter git&eren
Ruhe und Harmonie gegenuber dem wirren, buntenti2imander der deutschen Séle gab und es mit sacifter,
dass man dort in einem Museum, hier aber nur iereikunstbazar zu sein glaubte, so ist es eben siethl die
gréRere kiinstlerische Begabung der Franzosen (lqErteds die durchaus andere Stellung der Kunstaate und
im offentlichen Leben.” Ibid., 331.
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in development and artistic education that was gyeater than in the German rooms. It was
intended that the Vienna Academy be open to alptaples of the monarchy, its exhibitions
accessible to “the pupils of the various tonguethefEmpire.” In Meyer’s words, this made it
possible “for the individual to feel attracted lystmovement or school at one moment, and from
another at the next® Rudolf von Eitelberger and many of his contempesadid not question

that Viennese art was a “link in the chain of gee&erman art” and that Vienna was to be placed
on the same level as Munich, Dusseldorf, DresdetirBend the other artistic centers in the
German Reich in this regard: “One cannot say thattt of Vienna is specifically German,;
however, it is just as impossible to state tha ot German. Austro-German artistic life has a
particular character, and if one intended to foateithe question of nationality, one would have
to say that Viennese artistic life is specificallystrian with a predominantly German nature,
influenced by several foreign elements that cagds#ly explained considering the overall

historical development of Vienng®

As a result, reports on the artistic contributiomsde to the Viennese World Exposition hardly
differentiated between Germany and Austria. Thecalion of the halls also created a connection.
The Kunsthalle, with its lighting from above, casted of the international central hall with the
sections for Austria, Hungary and Germany to thgtsand French, English, Swiss and Dutch art

displayed in the northern section. In order to fiadm for Italy and the Nordic countries, two

¥ “Die Verschiedenheit der Nationalitaten, welchesgin [0sterreichischen] Staat bilden, hat an sibbrsdie
Folge, dass die Einzelnen sich bald von diesed bah jener Richtung und Schule angezogen fuhnd:, 359.

3 “Man kann nicht sagen, dass die Kunst Wiens sisetifdeutsch sei, man kann aber ebensowenig bemuatss
sie nicht deutsch wéare. Das Osterreichisch-deutkcnstleben hat eben ein particularistisches Geprédgd wenn
man schon die Nationalitdtenfrage formuliren spl® miisste man sagen, dass das Kunstleben Wieggesiifisch
Osterreichisches mit vorwiegend deutschem Charakieallerdings beeinflusst von manchen fremdartig
Elementen, welche sich aus der ganzen historisEnémicklung Wiens leicht erklaren lassen.” Rudaifv
Eitelberger, “Die Kunstentwicklung des heutigen Widn Gesammelte kunsthistorische Schriftenl. 1,Kunst und
Kinstler Wiens der neueren Zétdolf von Eitelberger, ed. (Vienna: Braumdller7@3 30.
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annexes—that had originally been reserved for alteks of art from museums and private
collections—had to be taken over to show contemyae. These two small pavilions and the
Kunsthalle enclosed the courtyard and were intenoledt as a counterpart to the machine hall—

the site featuring economic progress.

In any case, France and Germany—including Austrigreveonsidered to be the two major
opponents in the arena of modern art. FriedricthPéescribed them as the “leaders of the
Romanic and Germanic race” and we actually do ¥isabus stereotypes in the German-
language art criticism of the period that weret&y sn effect until well into the twentieth
century® On the one hand, there was a feeling of religf this time, the French had done
without the gigantic battle pictures showing theriglus feats of their “unconquerable arni¥.”
On the other hand, there was regret that no Gearteat had taken the trouble of depicting the
most important moments in the most significant évef the century. Emil Ranzoni wrote:
“Such moments that concentrate the great histocmatext: the German army’s departure to
France, the battle at Sedan, Napoleon’s meeting Bigmarck, the scene where Napoleon
handed over his sword to Emperor Wilhelm, et€A cornucopia of magnificent themes had
been poured out at the feet of German artistsitstead of creating magnificent works in the
field of historical painting, they were content vgtainting genre-like scenes of everyday life.

The French cultivation of a national monumentalestyas admired but there was still evidence

% «die ungeheure Kluft, die zwischen diesen zwesgem Culturvélkern, den heutigen Fiihrern der roseéuein und
germanischen Race, besteht,...” Friedrich Pecht, tigiggschen und die franzésischen Bauernmadietgtnationale
Ausstellungs-Zeitung: Beilage der ‘Neuen FreiensBex(June 29, 1873): 1.

% Meyer, “Plastik und Malerei,” 295.

37«30lche Momente, die den grossen geschichtlichialt wie in einem Brennpunkt zusammenfassen, waien
Auszug der deutschen Schaaren nach FrankreicBotilacht bei Sedan, die Zusammenkunft Napoleort's mi
Bismarck, die Scene, da Napoleon dem Kaiser Wiltsg#imen Degen Uberreicht u.s.w. u.s.w. Nun, die&éborn
von grandiosen Vorwurfen ist vor Deutschlands Kigénstausgeschittet worden, ohne dass Einer sicinden
hétte, der so gross in seiner Anschauung und goat®Mensch und Kunstler angelegt gewesen wéinedaraus ein
Kunstwerk von entsprechender Bedeutung zu gestalenil Ranzoni, “In der Kunsthalle fhternationale
Ausstellungs-Zeitung: Beilage der ‘Neuen FreiensBeg(June 22, 1873): 1.
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of “expressions of that sick spirit that had depelt under the Second Empir&.Many of those
painters who were prominently displayed in Vienspresented the official art of the period
Napoleon lll—Ernest Meissonier, William BouguereAlexandre Cabanel (fig. 3), Jean-Léon
Géroéme, etc. For Meyer, Gérbme was an absolugplgal example of modern French art. His
greatly admired works obviously possessed enorradistic merit but they were “aimed at the
overexcited, and therefore insensitive, feelinga bfasé society’® The German critics almost
unanimously drew attention to what they considéhedspeculative element that could be
observed in the choice of the subject matter, dsagen the way it was dealt with. The French
painters were assured and talented in the prod¢gmsiding; however, this technical mastery was
offset by a lack of natural feeling. Meyer actualymired the broad, free brushstrokes in Henri
Regnault’s life-size portrait déeneral Juan Pringfig. 4) that he considered one of the most
important and perfect artworks of recent decadhe.wWork had already created a sensation at the
1869 Paris Salon and laid the foundations for #meef of its painter who was only twenty-five
years of age at the time. Although the technical/bra of the painting was praised, Meyer closed
his comments with a critical quotation by Paul MafriThis work is new proof, after so much
other evidence, that Regnault only saw—and onlytedito see—things from the point of view

of painting, and never intended to penetrate inirtsoul.*® He left it up to the French art critics
to describe what one should think of French artiBte German-language critics discovered
signs of intellectual fatigue and a straining dfstic emotions in the French artists’ tendency
towards superficial effects, to artistic chic. Tingaralleled quality of being able to delve inte th

depths of the soul was quite simply one of the magerits of the Germans. The “chicists™—as

% “Neben diesem gefundenen Realismus, der mit ealériacher Gefiihlsweise verbunden ist, fanden laér auch
AuRerungen jenes krankhaften Geistes, der sichr date zweiten Kaiserreich entwickelt hatte.” Ibig2.

39 “Die Arbeiten des vielbewunderten Jean-Léon Gérbateen unverkennbare Kiinstlerische Qualitaten, disch
sind auf den Uberreizten und dadurch abgestumgftemeiner blasirten Gesellschaft berechnet.” Ibid.
“0“Dieses Gemalde war in dem Werke Regnault’s eirenBeweis, dass er die Dinge nur sah und sehdtewoh
ihrer malerischen Seite, und dass er nicht bisSaale in die Tiefe drang.” Ibid., 315.

21



Emil Ranzoni called them—intended to camouflagehilzarreness of the content of their
pictures with the virtuosity of their styfé The most unusual and disgusting subjects weratake
up in order to create a scandal. Friedrich Pechit‘biasé beings that need the strongest, most
repulsive stimulants, going as far as the abnorntlagtinteresting mixture of the smell of blood
and the bordello—to provide the atmosphere of tlifeirin order to titillate the fancy of the
elegant but base rabble of the capital, that haswsdh in common with the sophisticated
pleasure-seekers and private tax-collectors obltié&Roman Empire” as the main characteristics

of modern French aft

Around the time of the Vienna World Exposition tics increasingly identified a troubling
tendency among young Austrian landscapists to attéorimitate French “chicists” such as
Daubigny, Rousseau, Troyon, and others. In 18@8ctitics already described the pupils of
Albert Zimmermann at the Academy of Fine Arts—Edakob Schindler, Eugen Jettel, Rudolf
Ribarz, Adolf Ditscheiner, and Robert Russ—as béatgolute admirers of the French paysage
intime.”? Their unspectacular landscapes of villages andrishwere characterized by the
importance placed on the atmosphere created byehther, the time of day and season. They
paid particular attention to subjective feeling$ront of the motif, capturing specific moments of

light in nature. Carl von Vincenti stated that theergent positions between “young” and “old”

“1 Emil Ranzoni, “In der KunsthalleJhternationale Ausstellungs-Zeitung: Beilage deeti¢n Freien Press¢June
22,1873): 2-3.

“2«Etwas von dieser echt modernen, durch und duesisimistischen Weltanschauung, welche den Haupt-
Charakterzug der franzésischen Kunst von heutetijdnes blasirten Wesens, welches der starksign u
widerwartigsten, ja unnattrlichen Reizmitel, jemmgeressanten Mischung von Bordell und BlutgerusiLabens-
Atmosphére bedarf, um die abgestumpften Nerverseiosnehmen und niederen hautstadtischen Pobetszuoc
kitzeln, welcher mit den geistreichen Lebemanneh Binanzpéchtern des altrémischen Kaiserreiches sn
frappante Aehnlichkeit hat,” Pecht, “Die deutschiewd die franzésischen Bauernmaler,” 2.

*3In German art criticism the term “paysage intimefers to the intimate landscapes of the Barbizto8|,
although the term was apparently not used in France
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artists was nowhere clearer than in the field ntikcape painting. He wrote that the “old ones”

accuse their opponents of

neglecting form, tricking the eyes through pleasaor effects, copying the absolutely
superficial moments of the French, and of explgitinvirtuoso technique and dubbed
them “a peu-prés” painters, chicists and color edion players, copiers and cripplers.
The young artists disdainfully responded with: “Ydorm is academic and not artistic.
You draw with the pencil or tip of your brush, wed with color [...] and, by the way,
what do you want, we are in fashion notf.”

Vincenti had to admit that the modern French laadecschool was attempting to penetrate to the
real core of painting by giving primacy to colort the same time, he criticized the downright
imitative tendency of young Austrian landscape taswho risked going astray through the
fashionable use of French “recipes.” The open pairdtyle of the French was interpreted as a
betrayal of the Austrian landscape tradition that lis roots in the realism of Viennese
Biedermeier art. Eitelberger discredited modermradism of French provenance: “The initial
Viennese style was original, the modern [Frenclg isnmitative, and despite all the talent not

that important.*

According to Martina Haja, the Austrian landscapestlly had a “realistic mindset which was not
satisfied with merely capturing the accessible daoytically but bringing all the sensitivity of

the viewer—both the painter and audience—into glagyder to give form to the perceived in its

#4 Carl von VincentiWiener Kunst-Renaissance: Studien und CharakteeistVienna: Carl Gerold’s John, 1876),
350-51.

*>“Jene urspriingliche Wiener Richtung war origindié moderne dagegen ist imitatorisch und bei allatent
doch nicht so bedeutend.” Eitelberger, “Die Kunstécklung des heutigen Wien,” 12.
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momentary totality.*® Although landscape artists such as Eugen Jeigel5) and Rudolf Ribarz
(fig. 6) were living in Paris at the time of thepnessionists, they were more orientated towards
the tonal works of Rousseau, Daubigny and Troytwe. greferred goals for their painting
excursions were located to the north, over Auvearsase, in Normandy and Picardy, going as
far as Holland. However, their initial exposurdahe School of Barbizon was a result of the
private collecting frenzy in the years leading apghte World Exposition. The painter Carl Schuch
remembered later, “Vienna was during the time oheyoand picture collecting (where did all
this go?) a very good market for French pictdfeBhe conditions for financially successful

private initiatives on the fringes of the Univer&adposition were very promising indeed.

1.2 On the Fringes of the World Exposition: Gustave Cotbet in Vienna

“All I want to save is my paintings” Gustave Courlaote from Ornans to his friend Jules
Castagnary on February 9, 18%3he artist was rightly worried that the French @bar would
decide to seize all his real estate and persosatato finance the reconstruction of the Vendéme
Column. A prominent member of the Paris CommunejrBet had played a fundamental role in
the destruction of that symbol of Napoleonic Rutemediately after the event, in 1871, the
Versailles War Council had sentenced him to adihive hundred francs and six months

imprisonment. Subsequently, the new governmertieiThird Republic wanted to make him

¢ Martina Haja, “Der dsterreichische Stimmungsimpi@sismus,” inLandschaft im Licht: Impressionistische
Malerei in Europa und Nordamerika 1860-191R6tz Czymmek, ed. (Cologne: Wallraf-Richartz-Musewith
Greven & Bechtold, 1990), 157.

“"«Derselbe 6sterreichische Leichtsinn, der sictvn@her riihrt bis der Boden auf dem er steht zortee anfangt
hat unsere gewiss talentierten Landsleute abgehalie ganze Tragweite dieser Aenderung zu erfasseist es
gekommen, dass Wien z. Zeit des Geldes und daldgrBammelns (wo mag das alles hin sein?!) ein geter
Markt war fur franzésische Bilder. Der Kenner urah®nler sucht auch heute wenig anderes zu erwetbevaa in
seinem Sinn gearbeitet ist.” Carl Schuch in hissRgiary (transcription by Karl Hagemeister), pshid in Gottfried
Boehm, Roland Dorn, and Franz A. Morat, édarl Schuch 1846-190@annheim: Stadtische Kunsthalle, 1986),
104.

“8 Gustave Courbet to Jules Castagnary, Ornans, &gb®u 1873 etters of Gustave CourbeRetra ten-Doesschate
Chu, ed. (Chicago: University of Chicago Press,2)9981.
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financially responsible for the Column’s reconstior. While Courbet was of the opinion that he
could not be punished twice for the same offensedvertheless immediately took the necessary
precautions to safeguard his property. In anottéer to Castagnary, he wrote, “we will be
decentralizing and it won’t matter much if | do flige in France.* In the midst of these

turbulent months Courbet was making ambitious pfananexposition complétef his works at
the 1873 World Exposition in Vienrma.International exposure was certainly one of his
motivations; getting his work out of France may&&een another one. It is unclear how he
hoped to realize his plans, although he did mataget his programmatic paintingie

Painter’s Studidfig. 7) andA Burial at Ornang1850, Musée d’Orsay, Paris) shipped to Vienna.
These monumental paintings, together with ninerstheere neither exhibited in the French
pavilion of the World Exposition nor in any othexgosition-related venue. Instead, they were
presented in a show organized by the now-obscuter@ihischer Kunstverein (Austrian Art

Association).

For a short time, Courbet played with the idearespnting some of his works at the official
French exhibition in the Viennese Prater. In aletiritten on January 23, 1873, a few days
before the official deadline for submissions, Cgistay encouraged him: “You have to exhibit in
Vienna by all means. Not in Paris, not even in Eeabut abroad, everywhere; being present
must become your line of conduét.'Yet Courbet’s plan of taking part in the natiosshibition

met an abrupt end on January 31, 1873 when Castaigii@rmed the artist that Edmond du

*9 Gustave Courbet to Jules Castagnary, Ornans, M&xch873, ibid., 493. For the political contexé skane Mayo
Roos, “The Commune, the Column, and the Toppingafrbet,” inEarly Impressionism and the French State
(1866—1874)Cambridge: Cambridge University Press, 1996)-597

* Gustave Courbet spoke frequently about his planari “exposition compléte” in Vienna. See Patridainardi,
“L’exposition complete de Courbet,” i@ourbet: artiste et promoteur de son oeyvd@rg Zutter and Petra ten-
Doesschate Chu, eds. (Paris: Flammarion 1998),5[01—

L4 faut, & tout prix, exposer & Vienne. Ne pasvsmtrer & Paris, méme en France, mais se fair@ttranger,
partout, telle doit étre votre ligne de conduit8gorges RiatGustave Courbet Peinti@aris: H. Floury, 1906), 341.
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Sommerard had categorically rejected his partimpat As had been the case at the Paris
Universal Expositions of 1855 and 1867, when Caluniae self-assuredly staged displays of his
works in his own pavilion on the outskirts of théhavition site, the only option open to him in
Vienna was to look for a private alternative. Hoeefrom his retreat in Ornans it must have
been difficult for Courbet to organize a competaxdibition in Vienna on his own; he had to rely
on assistance from friends, and he placed hisimubke Parisian art dealer Paul Durand-Ruel
with whom his commercial relationship had flouridhe the past years. In February 1872,
Courbet had sold him 24 paintings for 50,000 fraacgear later he disposed of another group for
an estimated 37,000 to 50,000 frant$oday, it is difficult to understand how a stri@atholic

and monarchist like Durand-Ruel could support a @omard like Courbet. Indeed, in the year

of the Vienna World Exposition, the dealer had pplproclaimed his support for the Comte de
Chambord, the legitimist pretender to the throm¥edls were only stopped out of fear of falling
back into the hands of the Republicans and weagéh-as Frenchmen and businessmen—of re-
establishing the hereditary monarchy that aloneptaran end to our troubles?Paul Durand-
Ruel, who later became legendary as the Impressgmirt dealer, not only provided works for
the French World Exposition pavilion, where he nggwhto smuggle in an early Manet (fig.*8),
he also sent an employee to Vienna who offeredlaation of works by French masters for sale
in a rented gallery on Elisabethstraf3e. In his mesnthe art dealer reminisces: “In fact, it

included many splendid works such as my large-s&aalanapalus’ by Delacroix and many

*2 |bid.

3 Anne M. Wagner, “Courbet’s Landscapes and theirkelig” Art History 4, no. 4 (December 1981): 415. In the
years between his return from London after the aiirof the Commune and the first Impressionist Bxion in
1874, Paul Durand-Ruel also invested large sunnsasfey in Edouard Manet and the young Impressianists

> “es affaires sont arrétées uniquement par laxtzaie retombe entre les mains des républicainsiat aspirons
tous, et comme Francais et comme commergantsiahlissement de la monarchie héréditaire qui sgelg mettre
fin a nos maux.” “Monarchie ou Pétrold,& Figarg October 31, 1873, 1.

% Cat. no. 472Exposition Universelle de Vienne 1873: France: Qesw’art et manufactures nationales
Commissariat Général, ed. (Paris: Hotel de CluBy3]}, 130.
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other pictures by our greatest masters, which Idwadht at recent sales, as well as other
interesting canvases capable of giving a distingdsand well-founded impression of our fine
French school®® Advertisements in the press show that in thetfalexhibitedThe Death of
Sardanapalugfig. 9) again at the Osterreichischer Kunstvertie venue that hosted Courbet’s
paintings during the Exposition. Although DurandeRwas not able to organize for Courbet the
retrospective the artist had hoped for, shippistglsuggest that among other French masters

three Courbet landscapes may have been shown ieritexl Viennese gallery.

Paul Durand-Ruel must have recognized that theppuats for financially successful private
initiatives on the fringe of the World Fair weretemely promising. Decades later, the Viennese
art dealer Hugo Othmar Miethke, in an interviewghee to Berta Zuckerkandl, recalled the
spending spree that had taken place in the “far@isaderjahf 1872, a time when it was,
apparently, more difficult to acquire pictures tharsell them. “I believe that this will remain a
unique case in the history of the Viennese arietfadas how Miethke described it in 1995.
Months before the opening of the World Expositihrere was a fierce struggle between the
Austrian art dealers Alexander Posonyi and Miet&kR&awra over which of them would rent the

Kinstlerhaus—the most prominent private exhibitiaii in the city—during the World

5 “En effet, il s’y trouvait des ceuvres capitalesnmoe mon grand ‘Sardanapale’ de Delacroix et begqudautres
tableaux de nos plus grands maitres, achetés patams les dernieres ventes, et d’'autres toilé€sdstantes,
capables de donner une haute et juste idée debratecécole francaise'Textes inédits des mémoires de Paul
Durand-Ruel.” Durand-Ruel Archives, Paris. Neittteés passage, nor the location of the gallery bt Durand-
Ruel in Vienna on Elisabethstralle (near the Kirfsiles and the Academy of Fine Arts) appear in Ulone
Venturi's edited Durand-Ruel “Mémoires” Archives de I'impressionisn(@939). My thanks to Flavie Durand-
Ruel for this information which she emailed to raauary 18, 2011. In March 1873, Durand-Ruel hadiaed the
Death of Sardanapalusy Eugéne Delacroix at the Hoétel Drouot for 96,6®ancs.

>" Durand-Ruel shipped works to Vienna in severahiiments. According to a list preserved in the &n-Ruel
archive, Paris, the dealer sent off ten paintinggpril 9, 1873, three of which were by CourbBtieufs au repgs
Cours d’eau au milieu de rocheandCutter en temps calm#ly thanks to Flavie Durand-Ruel for this inforroat
which she emailed to me on May 14, 2012.

*84Ich glaube, dass dieser Fall wohl ein Unicum ém Geschichte des Wiener Bilderhandels bleiben.ivBdZ.
[Berta Zuckerkandl], “Aus dem Leben eines bertihnitansthandlers: Interview mit Herrn Miethkéyiener
Allgemeine Zeitunglanuary 29, 1905, 3.
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Exposition. Miethke & Wawra had commissioned thieloeated Viennese artist Hans Makart to
create the paintingenice Pays Homage to Caterina Cornéfig. 10), measuring four by ten
meters, for the reported price of 80,000 gulden+aat at least acquired the work for that price at
an early stag& This painting was intended to be the main drathafirm’s sales exhibition.
Spurred on by the fabulous profits of the previgear, Miethke & Wawra were also prepared to
make the considerable amount of 38,000 Guldenaiaito rent the Kunstlerhaus during the
World Exposition®® According to a report in thdeue Freie Pressafter Miethke & Wawra had
secured the lease, Alexander Posonyi offered tapagven higher rent, but the board—hoping,
perhaps, that Miethke & Wawra’s exhibition, centeom Makart’sCaterina Cornaro would
provide a more dignified representation of Austaists—decided “to adhere, de jure, to the
lease agreed on in a correct procedure with theiored company® In any case, the theatrical
staging of the main attraction proved to be a gnéawith the public. Makart’s artistic antipode
Anselm Feuerbach described the presentation qfdhging on the so-called “sensation wall” of
the Kunstlerhaus: “You first spot the gleaming Katha [e.gCaterina Cornar¢ while still

under the portal of the marble staircase. The atdim is completely darkened with black cloth
so that the lighting from above creates the gréatgsact. Even if the colors of the picture were
weaker, it would still make a magical effect thrhube sophisticated positioninf?"The art

journalKunstchroniknoted that because the Kinstlerhaus had been deasitbe venue, “the

% Gerbert FrodiHans Makart: Monographie und Werkverzeich{8slzburg: Residenz Verlag, 1974), 21. While the
press reported a sum of 80,000 to 90,000 guldende¢laler remembers a 50,000 gulden commissiorsimtarview
with Berta Zuckerkandl, “Aus dem Leben eines beri@mKunsthéndlers: Interview mit Herrn Miethke,” 3.

0 B. G-r. “Die Kunsthandlung von Miethke und Wawrk(yinstchronik8, no. 5 (November 15, 1872): 78.
According to Miethke the rent was 45,000 gulderckéukandl, “Aus dem Leben eines berihmten Kunstlegisid
Interview mit Herrn Miethke,” 3. See also TobiasNatter,Die Galerie Miethke: Eine Kunsthandlung im Zentrum
der ModerngVienna: Jewish Museum, 2002j1-22.

1 “Man entschloR sich jedoch, bei der in korrekteargéhen mit der genannten Firma de jure eingegamgBacht
zu verharren.” August Schaeffer, “Karl Josef Waividgeue Freie Pressdune 30, 1905, 2.

62«gchon unter dem Portal, von der Marmortreppe siesit man die Katharina leuchten. Der Zuschaugtriats
durch schwarzes Tuch ganz verdunkelt, sodass dedic haarscharf wirkt. Das Bild musste durch miffinierte
Aufstellung, selbst wenn es schwach in der Farlre wiéamerhin eine magische Wirkung erreichen.” Amse
Feuerbachkin Vermachtnig¢Berlin: Meyer & Jessen, 1910), 239.
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unfortunate idea of showing the painting in a spieodoth in the Prater” had been droppeH.
there ever was the idea of an independent exhibatiothe fair grounds, it was probably based on

the famous example set by Courbet.

While it is not absolutely clear how Gustave Cotidzene into contact with the Osterreichischer
Kunstverein, it is probable that Jules Castagremg, not Paul Durand-Ruel, suggested this
alternative exhibition venu¥.The Kunstverein, in the baroque SchénbrunnerhauEuchlauben,
was founded in 1850 and had been the top addregsilitic exhibitions in the city for decades
(fig. 11). Its concept ofhanging some of the pictures on display in itsr@arent exhibitions

each month was greeted with great approval by titiqy and it was especially known for
entertaining its audience with globetrotting paigs, such as Paul DelarochBlapoleon | in
Fontainebleay(1845, exhibited 185%}.Indeed, it was notorious in the press as thefaite
theatrical displays of sensational travelling pagg—a practice from which the Genossenschaft
bildender Kinstler Wiens, founded in 1861, triedligtinguish itself by mounting exhibitions of
its local members. While, according to a repoithie German art newspap@ioskurenin 1871,

the Genossenschaft was directing all its effontgarals preparing the annual exhibition in the
Kiinstlerhaus, “the directors of the Osterr. Kunstire[...] indulge in creating new interest every
month and attracting the curious public with undisua rare works. This satisfies the mass

seeking novelties, but the [Genossenschaft bildeldestler Wiens] provides those who wish to

83 “Die ungliickliche Idee, das Bild in einer besorateBude im Prater zu zeigen, ist demnach als aafgayzu
betrachten.” B. G-r. “Die Kunsthandlung von Miethked Wawra,” 78. For an excellent account of theita
single-picture show see Christian Torn®usstellungen einzelner Gemalde vom spaten 1&ubisEnde des 19.
Jahrhunderts: Ein Beitrag zur Geschichte birgedicKunst, Kultur und Mentalitat in Europ@hD. diss.,
European University Institute, Florence, 1997).

% Chu, Letters of Gustave Courhet79.

% Torner,Ausstellungen einzelner Gemé&ld&0.
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have a deeper understanding, and love of art witht they are seeking®The differences
between the two societies were actually not sagsttirward. In a letter dated March 28, 1872,
the director of the Kunstverein minimized the afed competitive situation, writing that the
same artistically inclined public visited the extiiins in the two house¥.The Genossenschatt,
however, owned the better-suited, sky-lit exhilmitgpaces in the Kiinstlerhaus that had been
erected specifically for exhibition purposes onlkjglatz in 1868. While a “corruptive
cosmopolitanism” was considered a significant stwring of the Kunstverein, the
Genossenschaft, as a group of creators ratheictr@sumers, originally paid more attention to

protecting the market for local artisfs.

In an undated draft letter to the director of thenKtverein, Gustave Courbet stated that Austria
had always been “congenial”’ towards him: “As | ddes that the manifestation of art must be
free and of all nations, | turn to you and your coittee [to see] whether you can authorize me to
send you the works that | will have completed Sjpeadly for you by the above-named
deadline.®® Courbet had high-flying plans for Vienna. He wahte challenge the official French
presentation on the World Exposition fairground#hweixty works of all genres. The

entrepreneurial artist proudly drew attention te fiact that his exhibition was being organized by

% “wahrend die Leitung der Kunstgenossenschaft, heldas reizende Kiinstlerhaus als Eigenthum zugekuir
der Ansicht ausgeht, ihre besten Krafte miissedalaes-Ausstellung zugewendet werden [...], hutdiggegen die
Direction des Osterr. Kunstvereins dem Grundsatmmatlich frisch die Neugierde anzuregen und durch
AuRergewdhnliches und Seltenes, das schaulustigiékBion an sich zu locken. Befriedigt diese letztAredie
abwechslungssiichtige Menge, so bietet die erstegewden sich vertiefenden Kunstverstandigen uidLiebe

zur Kunst sich Neigenden das Gewiinschte...” “K@uoeslenzen, WienDie Dioskuren: Deutsche Kunst-Zeituh§
(1871), 28.

" Moritz Terke, director of the Kunstverein, to fBenossenschaft bildender Kiinstler, March 28, 1872,
Kunstlerhaus Archive, Vienna.

% Anselm Weissenhofer, “Der neuere Wiener Kunstvetdflonatsblatt des Vereins fiir Geschichte der Sta@nWi
15, no. 1014October-December 1929): 49-54. See also Emericzadta, Malerei in Wien mit einem Anhang Uber
Plastik (Vienna: Lehmann & Wentzel, 1873), 94-112.

% Gustave Courbet to the director of the Osterrsidtér Kunstverein, Ornans, incomplete draft, Cletters of
Gustave Courbe#79.
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the Kunstverein without any kind of state suppbe.once again dreamed of a comprehensive
retrospective exhibition of his oeuvre. Courbettero his assistant: “I'll go to the Vienna
exhibition, where | will be having a complete shoiimy work at the Art Union of the young
[artists].”” In no way was it a “union of young artists.” Thetérreichischer Kunstverein was a
consumers’ union with several thousand memberspaiban annual fee to take part in a lottery
to win a painting and had the right to obtain mimlthough Courbet thought a great deal about
the selection of works he intended to presentéoiennese public, it was inconceivable that the
Kunstverein would present a show of paintings Isyngle artist. While Miethke and Makart had
full control over the way works were perceivedhe tented Kinstlerhaus, Courbet’s pictures

were lumped together in the Kunstverein with a widleerse mass of other artworks.

Due to space limitations, it was initially only gtsle to exhibit six of the eleven canvases
brought over from Pari€. The Painter's Studi¢1855, Musée d’Orsay, Parid)he Wrestlers
(1853, Szépmiivészeti Museum, Budape&sths of a Beggaf1868, Burrell Collection,
Glasgow) Portrait of the Artist(fig. 12), Portrait of General Clusergivhereabouts unknown),
and aBatherhad to hold their own among the 152 works in thens’* Although Courbet had
originally planned a balanced presentation of eisvoe, precisely the one-sidedness of the

selection was ultimately criticized. Tiunstchronikreported that both artists and lay persons

0 Gustave Courbet to Chérubino Pata, Ornans, FepbR&al873, ibid., 489.

" von den vierzehn Gemalden Courbet’s, welche iMehrzahl nach colossale Dimensionen haben, kordgen
raumlichen Verhaltnisse wegen vorlaufig nur nadiestele aufgestellt werden: ‘Das Atelier’, ‘Die Riggkpfer’,

‘Ein armer Wohlthater’, ‘Im Bade’, ‘Selbstportrées Kiinstlers’ und ‘Portrat des Commune-Generalsetét’.”
Anonymous, “Theater- und KunstnachrichteNgue Freie Pressé\pril 26, 1873, 8. However, the total number of
paintings submitted to the Kunstverein was elewen fourteen. This number is given in most of theeo
newspaper reports and confirmed by new evidencristied above.

"2 The other five paintings weré: Burial at Ornang1855, Musée d'Orsay, Pariajpung Ladies at the Banks of the
Seing(1856-57, Petit Palais, Pari§he Death of the Hunted Sté&t867, Musée des Beaux-Arts et d’Archéologie,
Besancon)The Man with the Leather Bdlta. 1845-46, Musée d’Orsay, Paris), Madame Auguste Cudqa.
1852-57, Metropolitan Museum of Art, New York).
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stood shaking their heads in front of the figuraipings, puzzled in their attempts to create a

connection between the works on display and thet@es reputation:

It would have been important in Vienna, where thistawas being shown with a large
number of works for the first time, for a seriegaftures of different genres and from
different periods to be shown alongside each dtherder to provide a broader
foundation for the public to judge the value of @mt as a painter; but here it began with
the worst, possibly in order to follow with the tegtand then the good in a purely
commercial way?

The newspapdfremden-Blatiadvised its readers to wait before making a finddyment in view
of the fact that not all of the works Courbet haovided had yet been exhibitétiOne could

only hope that important paintings, still storedhe Kunstverein’s warehouse, would take the
place of those on display. A letter by the pail@arl Schuch reported that tBarial at Ornans
was actually hung in Jurfé However, Castagnary’s advice, given in wise fajesiof not
showing paintings such as tBerial in the Kunstverein turned out to be right: “It hisstime and
its history in France. It must stay here [...] in@rahot to give renewed impetus to old
arguments.” Almost all of the works shown could be interpregedpolitical statements. The
critics tended to see them as the transgressioagadbably important, but rough and untrained

talent. TheKunstchroniknoted that hiBurial as well as histudiooffered “only a random lineup

3Es ware fir Wien, wo der Kiinstler zum ersten Maléeiner gréReren Zahl von Werken auftrat, wighti
gewesen, eine Reihe von Arbeiten verschiedenene@esus verschiedenen Zeiten nebeneinander vonarfiiom
dem Urtheile des Publikums tber den Werth Courlzg$daler eine breitere Basis zu geben; so abedevonit
dem Grassesten begonnen, um vielleicht mit demeBeissind Guten in echt kaufmannischer Weise eiédéesp
hervorzuriicken.” Anonymous, “Aus dem OesterreidmscKunstverein (Schluf3)Kunstchronik8, no. 38 (July 4,
1873): 604.

" «Kunstverein und Kiinstlerhaus (Kaulbach—Courbet—ki),” Fremden-BlattMay 14, 1873, 5.

'S Carl Schuch to Karl Hagemeister, Paris, Janua8B 18 Karl Hagemeiste€arl Schuch: Sein Leben und seine
Werke(Berlin: B. Cassirer, 1913), 128.

° 41| a sa date et son histoire en France; il fauitl geste ici [...] pour ne pas renouveler d’anciesmuerelles.”
Riat, Gustave Courbe341.
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of figures lacking any kind of psychological cohaze.”” In the early 1850s, the critic wrote, a
small group of Courbet’s admirers had proclaimed tWhat appeared to be the shortcomings of
his talent were actually a reformatory satire oadaenic emptiness. But the crude and ugly could
not be the ideal of art as a whole. The Germandagg critics usually recognized the high level
of technical mastery of the “official” French atisn the World Exposition pavilion, although the
tendency toward superficial effects at the expafgeofundity of content was often chastised as
“chicism.””® But not even technical mastery, a hallmark of Eheart, could be found in

Courbet’s figural pictures. The reviewer of thmskuren for example, describeims of a
Beggar(fig. 13) as “the most off-putting, incompetentrgang to have been seen in a long
time.”"® Critics regretted that there were not more langss@nd paintings of animals on display
in the Kunstverein as these, in particular, hader@durbet’s reputation as an artist. The
reviewer in theKunstchronikeven went so far as to say that, in &iadiq Courbet had

unwittingly treated himself with irony as, in traflegory, the artist is shown painting a
landscape—seeming to agree with the reviewer thattdrush is quite simply not made for

showing people, it can only be used fruitfully @améiscapes and in pictures of animéfs.”

Many of the newspapers published in Vienna atithe,tincluding the liberaNeue Freie Presse

""Sein ‘Begrabnis in Ornans’ so wie sein ‘Atelieieten nur eine willkiirliche Aneinanderreihung voad@alten,
welchen jeder psychologische Zusammenhang fehitdngmous, “Aus dem Oesterreichischen Kunstverein
(SchluR),” 605.

8 See for example Emil Ranzoni, “In der Kunsthallefernationale Ausstellungs-Zeitung: Beilage denbie
Freien Presse{June 22, 1873): 2, 3.

«Der Arme Wohlthater’, ein Bettler in Lebensgrafeelcher einem Zigeunerkinde Etwas schenkt, ist da
Abschreckendste, Stimperhafteste, was seit langggievurde.” S., “Korrespondenzen, Wieje Dioskuren:
Deutsche Kunst-ZeituntB, no. 19 (May 11, 1873): 151.

80«Der Kunstler hat sich damit unbewuft selbst is@erit und auch inzwischen durch die That bestadif sein
Pinsel eben nicht fir Menschendarstellung pal3tjesonnur in der Landschaft und im Thierstiick gesurdichte
erzeugen kann.” Anonymous, “Aus dem Oesterreicleisdtunstverein (Schluf3),” 606.
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did not even think Courbet worth reviewifigOn the other hand, he could not simply be ignored,
nor could one pretend, as Emile Mario Bacano esgcken thelTages-Pressdhat he did not

exist: “He makes too much noise for that—with higce, with his beliefs, with his brusf*”
Bacano criticized what he considered Courbet’'sniat®us, arrogantly large, programmatic
paintings. Yet the public of the Osterreichischenktverein was completely accustomed to
colossal paintings intended as marketing toolshSensational pictures that circulated by way of
the widely ramified channels of the central Eurapasdistic societies stopped over in Vienna at
regular intervals. The art historian Rudolf vonelberger repeatedly railed against the “leveling
effect of the society and trade pictures” thatptigh their subjects alone, “reveal the loud secret
that they have been painted without any commissiat,they are not intended for any purpose
of the state® The commercialization of painting was the pric&lgar dismissing the artist from
the service of the state, court, and church. Rigmeeph Proudhon had addressed the same
problem in respect to Courbet when he asked: “Bsttywho did Monsieur Courbet intend this
picture [theBurial] for? Where would be the right place for it? Dégty not in a church, where

it would be an insult; nor in a school, a town hatleven a theatre. It would take a special kind

of gentleman with a taste for curiosities to eu@nk of letting it into his attic and he would be

8 Sieghard Pohl, “Courbet und die Wiener Kritik 1878 Courbet und Deutschlan@Verner Hofmann, and Klaus
Herding, eds. (Cologne: DuMont, 1978), 586—87.

82«Er schreit dafiir zu laut—mit seiner Stimme, miingen Glaubensbekenntnisse, mit seinem Pinsel.” &Mario
Bacano, “Kunstverein: || CourbetTages-PresseMay 2, 1872, 3.

8 «Der Staat giebt eben so wenig wie méglich Gels, amd fast scheint es eine Verlegenheit, wenmitgen
deutscher Kunstler, getrieben von dem Drange, eitwagof3en Stile zu arbeiten, was tUber das Mal¥dezins-
und Handelsbilder hinausgeht, mit einem Werke histhen Stiles auftritt und Erfolg hat, was man dbei stetigen
Ebbe des Kunstbudgets machen soll mit Werken,atiersihnrem Gegenstande nach das laute Geheimmésiven,
daf3 sie gemalt sind ohne Auftrag, dal3 sie fur kefaatlichen Bedurfnisse bestimmt sind, und dalStkeat—
ungleich den franzésischen Nachbarn—so bedurfnisl&achen der Kunst, so bureaukratisch-haustedterst,
dal er weder bestellen kann, wie der franzdsisaeh auch wollte, wenn er es kénnte.” Rudolf vorelBerger,
“Oeffentliche Kunstpflege,” ilKunst und Kunstgewerbe auf der Wiener Weltaussigli873 Carl von Lutzow, ed.
(Leipzig: Seemann, 1875), 273.
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careful not to hang it in his salof{*”

The main attraction of the exhibition in the Ost@rhischer Kunstverein was not Gustave
Courbet’'sStudiobut Wilhelm Kaulbach’s\ero Persecuting the Christiaffgg. 14). Kaulbach’s
work was used to promote the show in paid advengsegs in the daily newspapers, which
usually did not even mention Courbet (fig. 15)eMmttonally or not, the two paintings were hung
directly opposite each other in the Kunstvereieating a contrast that undoubtedly played a role

in the negative reception of Courbet’s work:

His “Painter’s Studio”, an enormous canvas, platiegctly opposite Kaulbach’s “Nero”,
includes a great number of capably painted figbrgghey leave us rather cold. It is
impossible to speak of a composition in the reakeeof the word. There is no real
grouping, no real separation. Everything seemate fbeen positioned by chance. It
would possibly make a stronger impression if iss&ivis did not automatically provoke a
comparisorf®

The German late-classicist was admired as a mafsterm, an elegant draughtsman, and
virtuoso in composition; Courbet was accused dfifeg precisely these qualities. In order to
characterize the difference between the two arssisie critics used terms borrowed from the
area of hygiene. Courbet was felt to be vulgaromparison with the aesthetic “cleanness” of
Kaulbach’s pictures. Emile Mario Bacano discovetesl“filth of no less than twelve dusty

weeks” in theWrestlers and he accused the female nude inStwglioof “not having washed for

84 «A qui donc M. Courbet destinait-il ce tableau? @utrouverait-on la place? Ce n’est pas une égliseup sar,
ou il serait une insulte; ni dans une école, nisdam hotel de ville, ni dans un théatre. Il n’yuéunp grand seigneur
avide de curiosités qui puisse songer a le reaué#hs son grenier; il se gardera de le places dan salon.Pierre-
Joseph ProudhoBu principe de I'art et de sa destination soci@Raris: Garnier fréres, 1865), 209.

8 «gein ‘Atelier des Kiinstlers’, das dem Kaulbachisn ‘Nero’ gerade gegeniiber héngt, eine riesigeviand,
enthalt eine reiche Zahl mitunter sehr tiichtig géan&estalten, aber sie lassen uns ziemlich ki einer
Komposition im héheren Sinne des Wortes ist nightRede. Es gruppiert sich nichts und scheidetsichis. Alles
steht, wie es der Zufall gestellt hat. Vielleichinde es besser wirken, forderte sein vis-a-vistraohunwillkirlich
zur Vergleichung heraus.” Friedrich Pernett, “Dealdt der Commune Morgen-PostMay 4, 1873, 2.
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at least six month$® Painting everything dirty was nothing less tharohsession and foul habit
of the artist, the critic concluded. High and losemed to clash at the Kunstverein. “From
Kaulbach to Courbet! That is quite a leap: AlImastvade as from a mountain peak bathed in
light to a gloomy, menacing abyss without a bresthir, without light and without life®” The
interpretation of the contrasting formal charast#ges has been pushed even so far as to signify

the difference between a German god and a Fremobmf&®

The Viennese public was quite clearly not as “comgje as Courbet had hoped. Critics seized
upon his reputation calling him such thingpasroleur(incendiary), “painter of the Commune,”
“hero of the Venddme Column,” “son of the peoplé¢hat barricades,” etc. As early as 1872, art
historian Adolph Bayersdorfer warned the Viennas¢heNeue Freie Press®f an upcoming
sinister visit: “The bloody leader of the Commusi&ustave Courbet—known since the days of
the Commune as the chief of the naturalist movenmelRtench painting—has decided to leave
degenerate Paris, that incorrigible city of unaeys, and move to Vienna, the new Babel that is
so full of promise.?? In his polemical article Bayersdorfer relishedtieating an image of

Courbet as a person who—much to the horror of thesg on the RingstralRle—would stir the

% “DaR es [the female nude in tBéudid ihren plumpen, miBgeborenen Leib seit mindesseuhs Monaten nicht
gewaschen hat, wird man der Malweise Courbet'schelalle seine Farben mit Roth mischt, begreiflinoden

[...] ich will auch erst schweigen von dem Umstardi} diese Ringer wiederum den ekelhaftesten Szhvon
mindestens zwolf staubigen Wochen an sich traggacano, “Kunstverein: Il Courbet,” 4. On the cleags
discourse in Viennese culture around 1900 sees¥ample, Anselm Wagner, “Otto Wagners Stra3enkeHAren
Reinigungsdiskurs der modernen Stadtplanubgg¢olage: Innsbrucker Zeitschrift fiir européischéhnologie6
(2010): 36-61.

87«von Kaulbach auf Courbet! Es ist das ein weitpruig; fast so weit wie von einem lichtumflossenen
Bergesgipfel in einen disterdrauenden Abgrund dlufie ohne Licht und ohne LebenBacano, “Kunstverein: I
Courbet,” 3.

8 «Uebrigens ist Kaulbach ein hehrer Gott gegen Bamon Courbet, und Gott sei Dank ein Deutscher myidager
diesem Franzosen!S., “Korrespondenzen, Wien,Die Dioskuren: Deutsche Kunst-Zeitud®, no. 19 (May 11,
1873): 150.

8 “Der blutige Kommunisten-Chef Gustave Courbet—uem Tagen der Kommune l&ngst bekannt als das
Oberhaupt der naturalistischen Richtung in derzZbaischen Malerschule—hat sich entschlossen, dagete
Paris, diese unverbesserliche Unterthanenstadgrtassen und nach Wien, dem hoffnungsvollen n®adrel zu
Ubersiedeln.” Adolph Bayersdorfer, “Gustave Courbét Steckbrief,” inAdolph Bayersdorferseben und
Schriften Hans Mackowsky, August Pauly, and Wilhelm Weigasds. (Munich: Bruckmann, 1902), 121.

36



fermenting elements of Socialism and have the plague column on the Graben “vendémized.”
Since his imprisonment in 1871, Courbet had regpiyaexpressed his intention to move
permanently to Vienna, notes Bayersdorfer who ktiewartist in persoff. However, the

political situation was such that he never eveneradrief visit to the “El Dorado on the
Danube.?® During the Exposition, Adolf Thiers’s governmewilapsed and Courbet’s darkest
fears became reality. On July 23, 1873, after beergenced to pay almost 250,000 francs in
damages for the Vendéme column, he crossed ovéirdmeh border and entered into exile in

Switzerland.

As shown in the company records, it was Paul Dufaadl who sent Courbet’s works to Vienna
on February 22, 1873 and who received them allnagiaiJuly 15, 1873. The paintings were part
of a group of 59 works that the art dealer hadnakto safekeeping from Courbet, probably to
avoid their potential confiscatiofi.In his memoirs, Durand-Ruel recalls his disappairtiopes

for the Vienna World Exposition: “I had every reado expect a success. Unfortunately, my
predictions were not confirmed. Cholera broke awienna and this dealt the death blow to the
Exposition. Everybody fled and | sold absolutelyhing.”*® Only a few days after the opening of
the Exposition, a stock-market crash put an abeadtto the widespread feeling of optimism.
Even Miethke complained that the enormous costprotucing” Caterina Cornarchad hardly
been covered. Courbet’s “guest performance” in Wegeturned out to be a failure as well, not

only because he sold not a single painting, buenmaportantly because the exhibition with

% pid.

*pid.

%2 This is mentioned in the so-call@duillard, a book in which Paul Durand-Ruel recorded dailgibess
operations. My thanks to Flavie Durand-Ruel fos finformation, which she emailed to me October(4,12

9 «Javais tout lieu de compter sur un succés. Malesement mes prévisions ne furent pas confirniéesholéra
se déclara a Vienne, ce qui porta un coup moitekposition en faisant fuir tout le monde et jevendis
absolument rien.” Paul Durand-Ruel, “Mémoires dalPaurand-Ruel,” inLes archives de I'impressionisme
Lionello Venturi, ed. (Paris: Durand-Ruel, 1939991
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which he had intended to give an overview of hiskremained amxposition incomplétaVhile
Vienna saw the beginning of a deep and sustairesseon that led to relative artistic isolation, a

Viennese dealer started his breathtaking internaticareer in the European capital of the arts.

1.3 Charles Sedelmeyer’s “Salon for Austrian Artists inParis”

“So you share the opinion that Paris is an art€ity/ith these words the German critic Alfred
Nossig was welcomed to the “capital of the arts1893. According to his published comments,
this discussion with a distinguished but unnamathogsseur modified his blissful image of the
city before he even had a chance to visit a sisldio or exhibition. “People in European art
circles are saying,” the expert went on to expl&imat Paris is the great breeding ground of
genius and success, that it has the same sigreédan the development of young talent that
Rome once possessed, and that in the end it isdHd market for art, where the accomplished
artist can most easily and lucratively launch hiswahile being met with the liveliest interest of
the wealthiest art lovers [...] An art market—yesti® that, but an art citypas du tout!®*

The central theme in Nossig’s criticism of the Ftegapital was the fever of speculation.
Paintings were treated like stocks; money was fpecblwhen it came to acquiring the
“signature” of a newly-discovered star for one’d@ction, and artistic fashions changed with

unprecedented speed. At any rate, according toi¢d'ssable conditions, such as those that exist

% «Sije teilen also jenes Vorurtheil, dass Paris &naststadt sei? Diese Worte richtete an mich, hakh meiner
Ankunft in Paris, ein hervorragender Kunstkennen tth besuchte, bevor ich die franzésischen Kudssgn an
den glanzenden Stétten ihrer Wirksamkeit kenneargelAllerdings hort man derzeit in den europé&ésch
Kunstlerkreisen, daf3 Paris die gro3e BrutstatteGieses und des Erfolges sei, dass es fur die Ekiwvig des
jungen Talentes dieselbe Bedeutung habe, die Ramstbesessen, und dass es schliesslich der Wettfiadie
Kunst sei, auf welchem der reife Kiinstler seineeftdn am leichtesten und am lohnendsten absetzerekiveil
ihm das lebhafte Interesse vielvermégender Kunstfle entgegen kommt... Ein Kunstmarkt—ja, das isisPaber
eine Kunststadt—pas du tout!” Alfred Nossig, “Pari&unstbrief,”"Kunst-Salon von Amsler & Ruthardt Ber#in
(February 1893): 117.
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in German art cities like Berlin, Munich, and Vienmave long since been impossible hére.”
For decades the private “dealer-critic system” baen developing in the shadow of government
regulation of the art¥ In the 1880s, at the latest, it had reached itséimrmam effect, and the
concerned defenders obktatus qumften objected to, or even rejected, structurahges in the
Parisian art world. The commaodity value of art abgesuddenly became obvious, and the “free
market” developed to such a degree that no prafeakartist, whether conservative, juste milieu,
or avant-garde, could easily ignore it. In thigdief cultural production, lacking the stable
boundaries of traditional art institutions, thoussuof painters vied for public recognition and the

monopoly on artistic legitimacy/.

That moment saw the birth of the modern art deathg entered into a business alliance with his
painter, and in so doing, advanced to become afovegent and impresario in the art world.

As an expert in public relations and marketingriterfered between the producer and consumer,
for as Nossig concurs, the buyer no longer tradiextitly with artists, but “rather through third
persons, to whom the task was entrusted to branaiink according to a certain designation, the
better to artificially pump it up, giving carefubesideration to all the reigning currents of
fashion.® As modern as concepts such as branding and #tegit positioning within a field of

production may seem, such ideas can already belfiouthe art criticism of the late 1800s.

% “von soliden Verhaltnissen, wie sie in deutschemststadten bestehen, in Berlin, in Miinchen, infjist hier
seit langem keine Rede mehr.” Ibid.

% Harrison C. White and Cynthia A. Whit€anvases and Careers: Institutional Change in thenEh Painting
World (New York: Wiley, 1965; new edition, Chicago: Uaigity of Chicago Press, 1993).

7| use notions such as “field,” “habitus,” and “dyatic capital” in the sense of: Pierre Bourdi@ae Field of
Cultural Production: Essays on Art and Literatuifdew York: Columbia University Press, 1993).

B Aper alle diese Kaufer verkehren mit den Kiinstlaicht direkt, sondern stets durch dritte Persqraenen sie es
vollstandig Gberlassen, dem Werke diese oder jeakdto geben.” Nossig, “Pariser Kunstbrief,” 118.
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For novelists and playwrights such as Emile Zolay @e Maupassant, and Frank Wedekind,
revolutionary marketing strategies and the emergeha new type of art dealer in late 19th-
century Paris were synonymous with a single, wedbgnized figure; a figure whose significance
has nevertheless been utterly neglected in moddmsieries of art: Charles Sedelmeyer (fig. 16).
While an anonymously-written obituary @iceronein 1925 remarked that: “the history of the
contemporary art market—no matter which page yontuwabegin on—will always have a
chapter entitled with the name of the deceasekiisinealm an innovator like only a very few,”

by 1994, Barbara Wild could lamentharnassthat even the dates of the dealer’s life were “now

virtually impossible to reconstruct®

Born into humble Viennese circumstances on Aprijl3B7'%* Karl Sedelmeyer started his
career as an art dealer by the age of seventesamagprentice of Georg Plach. In 1860, he was
already able to take over Plach’s gallery bendsthAibertina ramp and shortly thereafter opened
a permanent exhibition of paintings in a buildireanFerdinandsbricke (today Schwedenplatz).
His most important contribution to the developmeintaste in his native city was the early

importation of paintings by the French Barbizon &dhin connection with which he travelled to

9 “Die Geschichte des neuzeitlichen Kunsthandels-wimit welcher Seite man sie auch beginnen wollteén
ein Kapitel haben, das als Uberschrift den Namesedi Toten tragt, der auf seinem Gebiet ein Enétecr, wie
es deren zu seiner Zeit nur wenige gegeben hgdotg],“Zwei Tote] Der Ciceronel? (September 1925): 877.
1% Barbara Wild, “Charles Sedelmeyer: Ein dsterraicher Kunsthandler macht Karriere in Parizdinass 14, no.
3 (September 1994): 76. Since then | have beentalgientribute new pieces of information on thelees life and
marketing strategies. Christian Huemer, “CharledeB8eeyer (1837-1925): Kunst und Spekulation am Kuaskt

in Paris,”Belvedere: Zeitschrift fir bildende Kuns{Rall 1999): 4-19. Christian Huemer, “Charles Sewger's
Theatricality: Art and Speculation in Late"™t@entury Paris,” irArtwork through the Market: The Past and the
Present Jan Bakos, ed. (Bratislava: Slovak Academy oéaes), 2004, 109-24. Christian Huemer, “Crossing
Thresholds: The Hybrid Identity of Late Ninetee@bntury Art Dealers,” ilCrossing Cultures: Conflict-Migration-
ConvergenceJanie Anderson, ed. (Melbourne: Miegunyah Pi2388), 1007-11. Christian Huemer, “Globetrotting
Wall Paintings: Munkéacsy, Sedelmeyer, and Vieniaiastlerhaus,” ilfMunkacsy: Magic & MystenjVienna:
Klnstlerhaus, 2012), 74-84.

101 Acte de déces, Mairie du X¥arrondissement, Paris. Sedelmeyer died on Augd€®6 and was buried at the
Cimetiére de Montmartre.
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Paris at regular intervals starting in the lates38? Following Austria’s defeat against Prussia
in 1866, he decided to liquidate his collection &mdhove permanently to the French capital. His
regular visits must have convinced him that this waere he would find the best conditions for
dealing with art. As his departure approached, Beeler organized a public auction of his
entire inventory on December 3, 1866 although ttedmy recently enlarged it considerably
through the purchase of an entire collection ohfags. In spite of this, he showed himself to be

“absolutely determined to part with the objectsreat prices much below their valu8®

In Paris, Charles Sedelmeyer quickly worked his waynto the circle of the world’s top art
dealers. In no way was he lacking in expertise ooy in money, as he had no inherited fortune
to fall back ont°* His Parisian gallery in the rue de la Rochefoudali6" district (fig. 17) soon
became a meeting place for many of the artists fitwmustro-Hungarian Empire including
Mihaly Munké&csy, Véaclav Brozik, Eugen Jettel, AugBsttenkofen, Rudolf Ribarz, Franz
Rumpler, Otto Thoren, Eduard Charlemont and Juianger. According to August Schaeffer von
Wienerwald, director of the Imperial Paintings @ation, it made a lot of sense “that the
Austrian in Paris took care of his fellow countrymat least as long as they had not yet found
their own public, and that he employed them waysdmesidered advantageou$>However, the
commercial and personal relationships to the inldial artists were of varying intensity — they
could range from sporadic studio visits to exclastontractual obligations. In a letter to his siste

Laszl6 Paal, a Barbizon landscapist of Hungariggimrrevealed that he had established contacts

192 Theodor FrimmelGeschichte der Wiener Gemaldesammlun@eipzig: Georg Heinrich Meyer, 1899), 47-48.
103 Karl SedelmeyerCatalog der Ohlgemélde, Kupferstiche, Antquitaten @ienna, December 3, 1866), 4.

194 ilhelm Bode Mein Lebenvol. 1 (Berlin: Reckendorf, 1930), 163.

1%5«Es |ag ja so nahe, daR sich der kunstsinnigBairs heimisch gewordene Osterreicher seiner Lantishnnahm
und sie, wenigstens so lange sie noch ihr Publikigit selbst gefunden hatten, in der von ihm fimggid
gehaltenen Richtung beschéftigte.” August Schagffarwort”; Originalgemalde moderner Meister aus der
Kollektion Ch. Sedelmeyer in Pafigienna: Anton Stéckl, 1907), 3.
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with an art dealer in Paris, who would pay himgutar monthly sum, if he could sell his
paintings.°® Comparable deals with Sedelmeyer are confirme@#@’s close friends Eugen
Jettel and Mihaly Munké&csy. It appears to have &aselmeyer’s intention to establish his
gallery as a family business in the same mannkrsasompetitors in Paris. His only son had died
at the age of two but his five daughters had madusieccessfully (fig. 18). Emma married Eugen
Fischhof who was to take care of Sedelmeyer’s lassimctivities in America. Caroline’s
husband was the Luxembourg consul in Paris, Paus®ie—he also found a new field of activity
in the gallery. Hermine married the successfukaiaclav Brozik, and Emilie, the sculptor
Stanislas Lami. There seems to be some truth ifrélgeently quoted anecdote about Eugen
Jettel that Sedelmeyer cut back his initially gngead basic annual salary when the artist resisted
his marriage policy and took a Viennese woman na@iblicas his wife'®” The exclusive

contract with Sedelmeyer eventually pushed Jaiteié brink of financial ruin, it seem%

Like many of his dealer colleagues in the Frenghtah Charles Sedelmeyer, at the outset
discovered a window of opportunity in working clyseith the state-controlled auction house
Hotel Drouot. Located just a few steps from thelktexchange and the fashionable boulevard
des Italiens, writers such as Henri Rochefort,ipldurty and Champfleury described the Hoétel
Drouot as a kind of stock exchange for art objects gambling hall with collectors taking the
place of roulette or lottery players. As ChristopReffait demonstrated in his dissertation “Le
roman de la Bourse dans la seconde moitié du Xie®es” in contemporary novels the stock

exchange became a symbol of an atomized sociat ardethe democratization of capital, which

1961 45716 BényipPaal Laszl6 1846-187BudapestKépzo mulvészeti Kiadd, 1983, 52. The original letter to his
sister Berta from July 9, 1875 is preserved inAhghives of the Hungarian National Gallery, Budapés/. no.
1246/1920.

197 Josef EngelharEin Wiener Maler erzahlt: Mein Leben und meine Mied@/ienna: Andermann, 1943), 43.

198 Karl Korschann asked Josef Engelhart for 330 Framorder to prevent seizure of Jettel's assatttet from
Karl Korschan to Josef Engelhart, June 2, 1895nNaeCity Archive, 1.N.220.971.
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in the upper ranks of society caused anxieties tabetthreat of social chad¥ The dissolution

of traditional, firmly established hierarchies eimgufrom the constant circulation of goods and
money also pervades early descriptions of the Hateliot. According to Rochefort the auction
house offers in miniature a perfect image of th@addluctuations to which Parisian society was
subject at the time. “All rank is confused,” writ€hampfleury: “There elbow to elbow and
socially equal are the rich man, who sometimes desvbis fortune in foolish acquisitions of art
objects, and the bumpkin, who has ten francs ipbgket but will nevertheless buy the chateau
of that same rich man within ten years’ time [Alllare rivals but one common goal unites them:

»110

buying

From some francs to a chateau within ten year isralmost true for Charles Sedelmeyer’s
amazing social uplift. Indeed he was proprietoa &enaissance manor-house in the Tle-de-
France, le chateau d’Ambleville, by the end oflties His gallery in the rue de la Rochefoucauld
was a “princely hotel in the style of the First Erepformerly belonging to an eminent
manufacturer of chocolatE™ whose noble ambience would serve all his areasisifess (fig.

19): the purchase and sale of top-class Old Mastetings, the publication of sumptuous prints
and books, the organization and implementatioruofians and exhibitions of more or less
established artists. One approached the galleoytjtr a park-like garden, the doors were
decorated with arabesques of dazzling enamel and/alis covered with valuable fabrics:

“everything presents the air of a luxurious andlikept private residence, until you enter the

199 Christoph Reffait‘Le roman de la Bourse dans la seconde moitié dieXi¥cle: généalogie et logique d'un
discours romanesquéPhD. diss., Université de Paris 1V, 2003).

10«Tous les rangs sont confondus [...] L& se trouvertaemact et égaux 'homme riche qui quelquefois geasa
fortune en folles acquisitions d'objets d’art, '8tivergnat qui avec dix francs en poche achéteemtdgix ans le
chateau de ce méme homme riche [...] Tout y est neadigivalité. Mais un méme but rapproche tout oade:
acheter” ChampfleuryL’hétel des commissaires-priseuiBaris: Dentu, 1867), VIII-X.

M1 Roger Riordan:Gleanings from ParisThe Art Amateu#3, no. 4 (1900): 92.
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great galleries, or rather warehouses,” reported\thAmateurin 19002 In a certain sense
Sedelmeyer had conceived a mis-en-scene for dealthdhis customers, who would be looked
after by a sort of resident master of ceremonieg,kyy a staff of liveried servants. Sedelmeyer
himself drew important clients into the repositorythe upper floor of his mansion where great
surprises were kept at the ready under the illutiunaf dimmed daylight and artificial light. He
was said to understand the psyche of his impornpaimharily American, customers, who were not
looking for a Van Dyck or Rembrandt that hung coeaspusly in the public room downstairs. Up

in the narrow gallery, protected behind steel wallas the mysterious world of delights.

In these elegant surroundings Sedelmeyer appliealative marketing methods to turn his
“masters of the traveling picture”—and here, MihBlynkécsy in particular—into international
stars. Ludwig Hevesi considered him a “great aal@leor dealer in great art,” so typical of the
time*In the 1880s Sedelmeyer was especially well-knfawibasing his entire marketing
machinery on the theatrical staging of singular Stegpieces.” However, not only these
monumental paintings were greeted with great istdrg the international public, also more
intimate landscapes by Eugen Jettel managed taHeidway across the Atlantic and into the
Metropolitan Museum in New York® Sedelmeyer’s “galerie du dernier cHi®’welcomed a
steady stream of the most important and wealtl@#tctors from North America and Europe. In

his unpublished history of the Vienna KunstlerhaAwsgust Schaeffer comments favorably that it

112 bid.

113 B [ode],“Zwei Tote? Der Cicerone(September 1925): 876-77.

H4«Diese KunstgroRhandler oder GroRkunsthandler sind ganz charakteristische Erscheinung der siebzind
achtziger Jahre. Sie haben zwar durch sogenannsatsanshbilder und Reklamemalerei gréf3ten StilsRidadikum
amerikanisiert, aber mitunter Ersatz fur mangelpa®e Staatsauftrage gegeben.” Ludwig Hew@sierreichische
Kunst im 19. Jahrhundervol. 2,1848-1900(Leipzig: Seemann, 1903), 222.

151n 1883 Sedelmeyer donated the painting “MarstdandNorth Holland,” which had been presented at1t&78
Paris Universal Exhibition, to the young museum.

1% Emile Zola,Carnets d’enquétes: Une ethnographie inédite derénce,Henri Mitterand, ed. (Paris: Plon, 1986),
244,
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should be “recognized with gratitude that Mr. SetJer has always wholeheartedly taken care
of the interests of Austrian artists abroad, esllgain Paris, in order to make the fame of
Austrian art known throughout all of the countrigghe cultured world*” The most successful

artist within Sedelmeyer’s Parisian stable wasabel the Mihaly Munkacsy (1844-1900).

From the very beginning, Munkacsy’s career wasetiolinked to the international art market.
Born “Michael Lieb,” the son of a civil servanttine Hungarian town of Munkacz, Munkacsy
entered Vienna’s Academy of Fine Arts in 1865 (wherwas twenty), but departed within the
year because he had not paid his fé&k spite of this short, inglorious stay, he wamed an
honorary member of the Academy only thirteen yéstes—a powerful indicator of his rapid rise
to fame. Munkacsy was still a student in Disseldatth Ludwig Knaus when an ominous
English-speaking art agent knocked on his doordayeand offered him the sum of 10,000 francs
for his first major canvashe Last Day of a Condemned Mdig. 20). The agent — who has, so
far, not been identified — only demanded that ttistasend the work to the Paris Salon
immediately after it had been finished where theaqurchaser would collectit? The painting

was awarded a gold medal at the 1870 Salon aratldition to the effusive praise of the critics,

17«Eg ist jedenfalls dankbar anzuerkennen, dass Sketelmeyer sich der Interessen der 6sterreichische
Kinstlerschaft in der Fremde, vornehmlich in Pagis{s warmstens angenommen hat, den Ruhm der
Osterreichischen Kunst in aller Kulturlander zwgaa! August Schaeffe§0 Jahre Kinstler-Genossenschaft unter
Kaiser Franz Josef (unpublished typescript: Vienna Kiinstlerhaus Avelpj 255.

18« jeb Michael, 20 years of age, from Munkacz inrgary, father, civil servant, previous educatiomigh-
school classes, lived in Vienna'(demester) Josephstadt, Wickenburggassé€#sdtester) Josephstadt,
Bennogasse 14" is how the young artist was offigiagistered in the capital city of the monarchile literature
repeatedly mentions that Mihaly Munkéacsy studiedarrthe Viennese history painter Carl Rahl. Acauogdo the
list of students, he actually entered the Acadefrfyiree Arts on January 9, 1865, in the so-callegppratory course
for painting under professor Karl Wurzinger. Michbeb alias Munkacsy is still shown as being in loger’s
class in the second semester of 1865. Howeverasa@moved from the list on July 17, 1865 becaededa not
paid his study fees. No records have been foutigeimrchives to show that he actually took pathénmaster class
of professor Carl Rahl that was limited to five fpapants at the time. My thanks to Ferdinand Guitsarchivist at
the Academy of Fine Arts, for this information whibe emailed to me February 22, 2012.

119 Judit Boros, “A Hungarian Painter in Paris: Mih&lunkacsy’s Career between 1870 and 1896Mimkacsy in
the World(Budapest, Hungarian National Gallery, 2005), 40.
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immediately brought him new business. In a letbenis Hungarian patron Antal Ligeti, the
painter proudly reports that he had been visitethbyParisian art dealer Adolphe Goupil and
commissioned with two picturé4® The stock books preserved at the Getty Reseastitulie do
not provide definite proof of this deal. Goupil didtually purchase the paintihg Reveiduring
the Salon exhibition on May 17, 1870; he then pa&s#isis on to the Knoedler Gallery in New
York for 3,000 francs?* However, the next Munkacsy entry in the stock tsoiskonly dated with
September 13, 1873. If the information in the conyp@cords is accurate, it appears that the
cooperation between Goupil and Munkacsy was natrécplarly close one, especially seeing
that only a rather modest number of nine paintings purchased between 1870 and 1878.
Nonetheless, the fact that the sum of 10,000 framamstioned above represents an extremely high
price for the work of an unknown student from th&sBeldorf Academy is substantiated by the
average price of the purchases Goupil made ing¢he 3870. The art dealer hardly ever paid
more than a few thousand francs for a painting eunén he did, it was for the works of well-

established Salon stars such as Ernest Meissdein;Léon Gérdome, and Mariano Fortuny.

In 1878 Sedelmeyer heard from the Hungarian larpischaszlo Paal, then living in Barbizon,
that Munkacsy had just completed a magnificentgpagnBlind Milton Dictates ‘Paradise Lost’

to his Daughtergfig. 21). Since Goupil, who had commissionedwuek, ultimately declined to
accept it, Sedelmeyer was able to acquire the safiova80,000 Francs. The presentation in his
gallery and finally at the Paris World Fair wasraag triumph. LikeéThe Last Day of a
Condemned MafWilstach, Philadelphia)Milton was acquired by an American collector, Lenox

Kennedy of New York. However, Charles Sedelmeyipukdted that it must remain under his

1201pid., 44.
121 Goupil Stock Books 4, no. 4997, 84. Getty Proveradndex® record no. 8277:
http://www.getty.edu/research/tools/digital_collens/goupil_cie/index.html (accessed March 3, 2012)
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control for the duration of a traveling exhibitisg that the painter’'s fame could be spread

throughout the most important European cities.

Charles Sedelmeyer returned regularly to his hometeith important auctions (1869, 1872) and
exhibitions (1879, 1882, 1884) that were held esiglely on the premises of the Vienna
Kinstlerhaus. In January and February 1879, theéeater planned to present two sensational
pictures, which he had been able to acquire in 18i&year of the Paris World Exposition. First
of all, it was intended to make the Viennese pusliare of Munkacsy'Milton and, immediately
thereafter, to show Vaclav Broziklthe Emissaries of Ladislav at the Court of Chaxésof
France The shipment to the Kiinstlerhaus also includeeettandscapes by Eugen Jettél.
Charles Sedelmeyer functioned as the official afmrdales of artists from the Austro-Hungarian
Empire at the Universal Exposition in 1878 whemytivere able to book a considerable success
for themselves. The renown&hzette des beaux-ansaised the progress made by the school
since the last Universal Exposition in Paris. Freagtic Paul Lefort recognized the painterly
colorism as a characteristic that he interpretea sign for their renunciation of the dry
classicism of the Germans and one which could teakde formation of an independent schifdl.
The “three great Ms” of Austro-Hungarian painting-eivkacsy, Makart and Matejko—were
awarded medals of honor for their colossal pairstiaigthe Universal Exposition. Munkéacsy was
even named officer of the French Legion of Honat Bmperor Franz Josef | raised him to the
peerage. That makes it come as no surprise thilie, which had met with such unanimous,

unreserved admiration in Paris, was so eagerlytadian Vienna.

122 Charles Sedelmeyer to Karl Walz, December 25, 18@8elmeyer folder, Kiinstlerhaus Archive, Vienna.
123 paul Lefort, “Exposition universelle: Les écolésaggéres de peinture (1er article): L'Autriche-iddr,” Gazette
des beaux-art2nd period, 1§August 1, 1878): 196-205.
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The opening of the 1879 show at the Kunstlerhaiusdetayed for a few days due to
organizational problems, which put the enterprisdiirles Sedelmeyer into something of a bad
mood. Jan Matejko’s monumental paintifige Battle near Grunwald872—78) blocked the

main hall on the first floor. As the already agreednext stopover in Budapest made it
impossible to extend the exhibition, the art-dettieeatened to charge damages of 200 gulden for

each day lost. On January 5, 1879, he wrote t&€taperative that:

| sincerely regret that the events surroundingettt@bition of the Munkacsy painting
have taken such an unpleasant turn. However, imayoam | to blame for this. As you
know, | cooperated to the utmost with the honor&wseperative from the very beginning:
After receiving its first correspondence, | immedig stopped negotiations with the
Kunstverein and then waited several weeks untilbeperative reached a definite
decision. | then postponed the exhibition for atirenrmonth—at their request—from
December to January because they told me that ktédseanponumentaBattle had to be
exhibited until the end of December. Since thdmve foregone a sum of 3,000 francs
that | was assured of for exhibiting ‘Milton’ in 8ssels from 15 December to 8
January?*

In the same letter, Sedelmeyer informs of his dewcit withdraw the painting. Howevevlilton
was ultimately shown, separated from the perma@embition, in the so-called Stiftersaal.
Sedelmeyer demanded that the painting be displiawtd Kinstlerhaus space with the most
light. It was to be hung, completely alone, onwradl opposite the entrance. A portrait of the
artist by Krishaber could be hung on the secomgklavall but, according to Sedelmeyer, there
should be “no other pictures in the same pavilifiThe art dealer attempted to have absolute
control over the reception of the work. The soleatmosphere of the exhibition hall, the
universal message of the painting and the dramaébty of the figures deeply moved the

Viennese audience. Milton evoked the greatnessefson struggling against growing isolation

124 Charles Sedelmeyer to Karl Walz, January 5, 188@elmeyer folder, Kiinstlerhaus Archive, Vienna.
125 sedelmeyer to Walz, December 25, 1878. Sedelnfelgiar, Kiinstlerhaus Archive, Vienna.
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and illness, as well as the tremendous imaginatidhe romantic artist. His daughters,
overwhelmed by the power of his verses, devotefdheir attention to the poet and in this way
focus the viewer’s attention on the main figuree fainting could almost be interpreted as
providing a directive for the viewer. TiNeue Freie Presseewspaper reported that the picture’s
fame had reached the very outskirts of the citythatlcrowds of spectators were streaming into

the Kiinstlerhau?®

With Milton, Sedelmeyer set his marketing machinery into agtiaa spectacular manner. The
painting had been sold to the American Lenox Kegnedg before it started its tour of Europe.
The purpose of this extravagant operation was teaspthe fame of the artist far beyond Paris
and to create additional income through entranes &d selling reproductions. Two months
before the exhibition in the Kinstlerhaus, on Nokkem4, 1878, Munkacsy, who always feared
that his artistic rank could not be sustained dmgl in the fast moving metropolis of Paris, signed
an exclusive contract with Sedelmeyer. The deakdtigide towards Munkacsy echoes that of a
noble patron towards his court artist. Sedelmeyaranteed the painter financial security
through a fixed salary, thus relieving him of mune&ares and concerns. He even promised “to
be prompter and more conscientious in payment¢kaain crowned heads who have played a
major role as patrons in the history of art sucPliipp II, Philipp IV, and many otherg?”
Although Sedelmeyer had to leave the ennoblingéhist to the Austrian Emperor Franz

Joseph |, he always took care that his protégéexpssed to the social elite. In liia capitale de

126 E R. “Munkacsy’s ‘Christus vor Pilatus’Neue Freie Pressé®ecember 31, 1881, 7.
127 Charles Sedelmeye¥]. von Munkécsy: Sein Leben und seine kiinstlerigchwicklung(Paris: Sedelmeyer,
1914), 20.
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l'art critic Albert Wolff wrote that it was “Munkacsy whhas the most sophisticated clientele,

[...] the peak of Parisian elegancgé®

During the ten year term of the contract Sedelmgyaranteed the artist an annual compensation
of at least 100,000 Francs, depending on the arfisbductivity and the collector’s demand. The
dealer in turn had at his disposal all paintingsdpiced and the right to reproduce them, while the
pictorial themes were to be determined accordingutual agreement. The right to influence
even the production of his artist can be seen, agam, as a reflection of Sedelmeyer’s self-
styling as a latter-day descendent of the monaatBistem of patronage. Moreover, the painter
committed himself “to create—at a convenient poirtime—a composition of considerable
dimensions and content,” for which Munkacsy, iniidd to the price Sedelmeyer paid him for
the work, was entitled to share in the revenues featrance fees of the exhibition in large cities
as well as royalties from reproductiofi&Thus, already the contract called for the produnctf

a colossal “exhibition piece” and so, one springhhin 1880, the two sat together, to discuss a

suitable subject. In Sedelmeyer’s account:

“It should be an extremely dramatic event from dristory [...] in brief, the death of a great

man, a martyr [...] Then | [Sedelmeyer] suddenly tredidea: Why don’t we choose the greatest
martyr of all time, who died for all of mankind, @$t, God Incarnate? A scene from the Passion!
Munkacsy hesitated: ‘Yes, but that would be a petf a saint, something that has been painted

thousands of times already! How can we discoveresbimg new in this subject?* The answer

128«crest Munkacsy qui a la clientéle la plus élégahAlbert Wolff, La capital de I'art(Paris: Havard, 1886), 286.
129 Contract between Charles Sedelmeyer and MihalyKédesy (Paris, November 4, 1878), Hungarian National
Gallery, Budapest, inv. no. 3055/1930.

130 sedelmeyenviunkacsy 21.
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was soon found: a historical painting in the pegstic spirit of Ernest Renan¥éie de Jésysa

bestselling novel since it was published in 1863.

Munkacsy made preparations for the project, ohtgiai canvas twenty-five square meters in
size; he procured models and costumes, lookedd$paeious studio and made up more than
thirty sketches and studies. The work on the enampainting with its life-sized figures took

him until the spring of 1881 to complete (fig. 2Zhe white-garbed Christ in the center of the
composition is surrounded by many companion figund® through lively gestures and
expressive mime displayed their direct participaiiothe dramatic event. A Roman soldier holds
back the assembled throng. In contrast to thistegltscene a silent dialogue enfolds between
Pilate, seated on a raised throne, and the traditioclad Christ, mediated through the charges
brought by the high priest Caiaphas. The religioustent is subordinated to the historical
recollection of the event, while the compassiomat¢her with child in the crowd is conceived as
an intercessor and guide to the viewer. Thus, tesgmce of the beholder is acknowledged or
even anticipated in the spectacular composition exdernal relation that exemplifies Michael
Fried’s notion of “theatricality**' The painting addresses the pseudo-religious couseess of
the contemporary bourgeoisie a la Renan, who sévikatkacsy as advisor during the work on
the painting. As a paraphrase by a painter namedr@&®x demonstrates, the worldly and stage-
like qualities of Munkacsy’s interpretation of tredigious drama could literally be conferred into
the realm of theatre. He used the composition fmaiating on the accusation of the actress Sarah

Bernhard by the Comédie-Francaise (fig. 3).

131 Michael Fried Absorption and Theatricality: Painting and Beholderthe Age of DiderotChicago: University
of Chicago Press, 1980).

132 Francois Gardey, “Sarah Bernhardt, Zola et R&gZette des beaux-ar8" period, 84 (November 1974): 324-
26.
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According to Sedelmeyer, the painting was complatéelv days too late for it to be shown at the
annual Salon. Yet it is more likely that a dramatiesentation in his gallery had been planned
from the outset. A correspondent writing for #enstchronikmade the following report on the

first exhibition of the painting in Paris:

After passing through a lovely garden, one firsalbenters a glass-roofed vestibule
where a servant, dressed in black, bows politetiyusihers the visitor into the first salon.
It serves as a kind of preliminary stage for thiy lod holies: studies of heads by
Munkacsy, the master with his wife in the studiog ather paintings have been hung on
the walls. Then one enters a dark room; one hbe tareful not to trip over. A turn—and
there is light, and we find ourselves standingamf of the large, splendidly lit, painting!
Chairs invite one to sit down; in short, everythingtes to make it possible to wonder at
the picture at leisure and in comfoit.

In a mere two months, around 200,000 visitors mihdeilgrimage to rue de la Rochefoucault to
view the “masterpiece of the century” in the *38all of the Salon** It has been estimated that
this number rose to around 2 million after the i®three-year European tour to Budapest,
Vienna, Warsaw, Berlin, Stockholm, Brussels, Anden, Liverpool, Manchester, Leeds and

Glasgow.

Christ before Pilatenade a stopover in Vienna between January 1 andi&ghl4, 1882. In

spite of the stress caused by the preparatioméolatst exhibition, Charles Sedelmeyer once

133«Nachdem man einen schénen Garten passirt hatrikonan zunéchst in eine glasgedeckte Vorhalle tindl w
von dort durch einen schwarz gekleideten Dienerhiilicher Verbeugung in den ersten Salon gewieBemildet
eine Art Vorbereitung fir das Allerheiligste: Stedkopfe von Munkacsy, der Meister mit seiner FratAielier und
andere Bilder hdngen an den Wanden umher. Dann komam in einen dunkeln Raum; man mul3 acht geben, um
nicht zu stolpern. Eine Wendung — es wird Licht] wir stehen vor dem grof3en, bewundernswert beteterh
Gemaélde! Stuhle laden zum Sitzen ein, kurz alle tdnde vereinigen sich, um uns das Bild in MuRe und
Bequemlichkeit geniel3en zu lassen.” A. B., “Kor@spenz,’Kunstchronikl 6, no. 33 (May 26, 1881): 530.

134 Reviews were collected and published in CharleeBeeyer, edChrist before Pilate by M. de Munk&dd3aris:
Sedelmeyer, 1886).
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again decided on the Kiinstlerhaus. However, asdinee time, he presented a collection of oil
paintings, sketches, watercolors and engravingbdégame artist in the rooms of the competition,
the Osterreichischer Kunstverein on Tuchlaubemdutition to a reduction of the hit paintifihe
Last Day of a Condemned Mdandscapes and still lifes, the exhibition indddwelve

preliminary studies fo€Christ before Pilatehat, according to the press, provided a fascigati
glance into the master’s artistic practic@The contractually stipulated painting was the tflk

the town even before it arrived in Vienna. Accoglin theNeue lllustrierte Zeitunghe reason

for this was the “almost fantastic reports fromi®ar the newspapers, the rumors about the
incredible price of the picture; in short, everytiithat could arouse the interest of the public
even if one takes all of the sensational repontsagpin the art dealer’'s own interest into
consideration*® Sedelmeyer craftily took advantage of the inteiresihe “epoch-making” work
and the competitive situation between the two Vemanexhibition houses to literally dictate his
conditions to the Cooperative. He did agree to ctive transport and insurance costs but
demanded at least sixty percent of the revenubifoself. After taking away twenty-five percent
for an art prize Sedelmeyer planned to award, ttveserhaus was only left with fifteen percent.
In an alternative proposal, he attempted to fobQbeperative off with a small fixed sum as
rental for the hall: “Nobody will find my demandsaessive seeing that | am taking over all costs
and risks myself” was the way he justified himdelthe secretary of the Cooperative who, in

return, seems to have threatened to make theiesmondence public’

135 Anonymous, “Theater und KunstnachrichteNgue Freie Press®ecember 31, 1881, 6.

13 Balduin GrollerNeue lllustrierte Zeitunglanuary 18, 1882, 230. Reprinted in SedelmdSferist before Pilate
89.

137«Niemand wird meine Anspriiche iibertrieben findgajch ja alle Spesen und jedes Risico auf michmaid
der Genossenschaft einen sicheren Gewinn propdrisgelelmeyer to Walz, November 2, 1881. Sedelmtnjder,
Kunstlerhaus Archive, Vienna.
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Charles Sedelmeyer provided the Kiunstlerhaus wehige instructions on how and where the
monumental work “produced” by hinghrist before Pilatewas to be staged. In contrast to
standard practice—as had been the case with Makéetiice Pays Homage to Caterina Cornaro
(1873)—he wanted the gigantic painting not to bedhon the so-called “sensation wall” of the
main hall on the upper floor from where it would/edeen visible to the visitors from the
staircase. Sedelmeyer recommended “placing tharpicin one of the short walls in the main
hall. The public will enter from the opposite sithe, able to admire it from a distance and then
leave through the large door in the middle. Screeust be placed in such a way that the light
only falls on the side where the picture is locat€8 The art dealer announced that he intended
to travel to Vienna to make sure that the paintitag installed correctly. A letter dated December
16, 1881 contains a sketch (fig. 24) elucidatirgdramatic impact that would be created by the
well-planned interaction between the light, thewaanand the audience. The atrtificial lighting
with four Siemens & Halske arc lamps cost 2,30@egnlalone. Hidden from the viewer, they
illuminated the painting, which was positioned inet slightly forwards, from above. It was
intended to construct a stepped podium to assatdlbse standing at the back of the darkened
rooms would still have an unimpeded view of the texagork. Sedelmeyer left nothing to chance;

the visitor flow and receptive conditions were ciédted down to the last detail:

I think it would be a good idea to stretch a cactbas the entire length of the hall at a
distance of 4.5 meters from the canvas to keepubéc at the appropriate distance from
the painting, and then, to leave one meter offlibair behind the cord before making steps
through the entire length of the hall all the waytte rear wall. They should be around 20
cms high and one meter wide so that there is raorfolir steps and the viewers standing
on the last step would be 80 cms higher than thotge front. Of course, the steps have

138«1ch méchte das Bild im groRen Saale gegen eim&dizen Wande stellen. Das Publikum wiirde von der
entgegen gesetzten Seite eintreten, um das Bildinas grof3eren Distanz besichtigen zu konnen bander grof3en
Mittelthr hinausgehen. Das Licht mu3te durch Bndo arrangirt werden, dafd es nur auf die Sdits @0 sich
das Bild befindet.” Sedelmeyer to Walz, November881, Sedelmeyer folder, Kiinstlerhaus Archivesrivia.
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to be solidly constructed to be able to suppodaar full of visitors. The shades must be
affixed in such a way that all of the light falls the picture and at least three-quarters of
the hall, towards the rear, remains dimlyit.

Sedelmeyer established in the gallery a “theatrarffilace for seeing”, which in some sense was
comparable to the Bayreuth effect of Richard WagffeFhe contrast of the brightly-lit picture
space with the darkened space of the observer mex@eripheral distraction. Many
contemporary critics were writing about how theettive experience of such an event could
transform and unify the different strata of sociéty anecdote, based on a classic artistic legend,
confirms the power of illusion and the paintindsilling effect on the observer. In the back of

the crowd a mother stood before the painting, fraed. She lifted her little one up: “can you see

now?” she asked.—“l see,” called the child, “baah’t hear.}**

Almost 50,000 visitors flocked to the Kunstlerhaushe forty-five days of the exhibition. Eight
hundred posters announcing the show were hungdhouu the city and the net proceeds
amounted to 13,893 guldéff Twenty-five percent were set aside for a scholpriit an artist to
go to Paris that was to be awarded by a jury anfenths later at the First International Art

Exhibition. Announcements in the press proclainied the entire profits from the first week of

13941ch glaube es ware gut, in einer Distanz von Migger vor der Bilderwand der ganzen Lange des Saale
hindurch eine Schnur zu ziehen, um das Publikuemgemessener Entfernung vom Bilde zu halten, deamger
Schnur an, einen Meter ebenen Boden zu lasserjaram aber bis zur Riickwand der ganzen Lange ddssSa
hindurch_Stuferzu machen, welche circa 20 Centimeter hoch ureheliteter breit sind, so da3 4 Stufen angebracht
werden kdnnen und die auf der letzten Stufe sidimdlechen Personen um 80 Centimeter hoher stedlerdie auf
der vordesten Reihe. Selbstverstandlich mitefmippen sehr solide sein, um Zuschauer, die deregaRaum
derselben ausfillen, tragen zu kénnen. Die Blend@ so gehangt werden, daf? das ganze Licht aufitthEil

und wenigst drei viertheil des Saales gegen rudswdr Halbdunkel ist.” Sedelmeyer to Walz, Decenib@r1881,
Sedelmeyer folder, Kiinstlerhaus Archive, Vienna.

140 Jonathan CranBuspension of Perception: Attention, SpectacleMoadern Culturg(Cambridge: MIT Press,
1999), 250.

141 wgjehst du jetzt?’ fragte sie.—‘Ich sehe’, rief,éaber ich hore nichts.” Ludwig Hevesiremden-BlattJanuary
1,1882,13.

142 Settlement of Account, 1882, Sedelmeyer foldemstigrhaus Archive, Vienna.
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the exhibition were to be donated to the impovexistictims of the fire in the Ringtheaté?.
The idea of contributing to charity provided anmegeeater incentive for visitors to attend the
exhibition. Not wanting to be outdone, the Kunséneralso took advantage of the “mass appeal”

of the disaster and displayed Josef Hoffmaikiirs in the Ringtheater

Heightening the illusionist impact through the e$electric lighting and installed mirrors was
subject to mounting criticism. The Kiunstlerhaus baderimented with evening exhibitions
illuminated by gaslight for a decade or so. Brazlkadislavwas first shown using electric
“Bengal lights” in 1879:** This was a demonstration of being open to thesiaezhnical
achievements. However, quite a few critics wereogad by the impact this had on the broad
public who could now find time to visit such exhibns at night. When describing the
presentation o€hrist before Pilaten the Kunstchronik Adolf Rosenberg stated: “These kinds of
aids should be shunned when dealing with a genufitst-class work of art; the entire staging of
the picture has something of a sideshow atmospkesn Makart’'s touring pictures did not

resort to these kinds of fairground tricks incluglartificial lighting in the evening™#°

After Mihaly Munkacsy completed work daolgotha—the counterpart t€hrist before Pilate—
and presented it successfully in Paris, Sedelmayes again started planning another exhibition
to be held at the Vienna Kinstlerhaus in the lateran of 1884. In an enquiry made on June 4,

1884, he expressed his intention to “exhibit twehoee interesting large-scale paintings in

143 Announcement ilNeue Freie Pressdanuary 14, 1882, 11.

144 Torner,Ausstellungen einzelner Gem3|@81.

145«gplche Hilfsmittel sollten aber bei einem wahthairnehmen Kunstwerke verschméht werden, wie izhgrh
die ganze Inscenirung des Bildes einen schaubuiiggraiCharakter hat. Selbst bei den Makartschend&fdildern
hat man sich solcher Jahrmarktskniffe, zu deneh diekinstliche Beleuchtung des Abends gehorhtiiedient.”
Adolf Rosenberg, “Munkacsy’s ‘Christus vor Pilatiiskunstchronikl9, no. 22 (March 13, 1884): 361.
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Vienna, either in succession or joint8*® Sedelmeyer made it perfectly clear that he intdride

do this at his own risk and therefore wanted toehegeparate entrance from the permanent
exhibition of the Cooperative. Not even the memhb&rason ticket should be accepted. He

finally rented four galleries on the upper floortbé Kinstlerhaus to show the sixty-five exhibits
from his “Collection of Paintings by Austrian andiktjarian Artists Living in Paris**’ The

catalog of the exhibition does not mention an exgening date as the individual galleries were
opened at various intervals. Sedelmeyer placedavdtozik’'s monumental paintinbhe

Conviction of Jan Hus by the Council of Constaffice 25) in one gallery; in the next,

spectacular canvases showing the loss of Frankilloish Pole expedition by Julius Payer. The

art dealer devoted still another gallery to smedlls works by Charlemont, Jettel, Thoren, Ribarz,
Pettenkofen, etc. “All of the former good Austriaard now French—artists of the modern
school were on parade with selected showpiecesyhwented Carl von Liitzow polemicafti?
Included without the artist’s consent was Petteak@f pastelhe Duel(fig. 26) which received
quite some critical attention. Sedelmeyer had pally commissioned a larger oil painting on the
subject, probably in an attempt to duplicate thererous success Goupil had experienced with
Jean-Léon Gérémiauel After the Masqueradéig. 27). For a long time, the artist didn’t hawe
courage to tackle the demanding oil painting bdtaleate some preparatory studies. He reported
on the slow progress work was making to his paamh showed him sketches from time to time.

Hevesi noted that Sedelmeyer was astonished byethieis of the pastel sketch.

146«Da ich die Absicht habe, in der nachsten Herltistsa(September bis December) zwei oder 3 intenéssaoRe
Bilder entweder successive oder zusammen in WieAasstellung zu bringen, so erlaube ich mir didrAge zu
stellen, ob es moglich ware, dal ich zu seinerigeKiinstlerhaus ein Lokale im Oberstock miethenrk@,
welches grof3 genug wére.” Sedelmeyer to Walz, 4ut884. Sedelmeyer folder, Kunstlerhaus Archivienva.
147 Charles Sedelmeyer’s Collection von Gemalden ésighischer und ungarischer in Paris lebender Kigrstl
ausgestellt im Kinstlerhaus, GiselastralRg(\ti@nna: Sedelmeyer, 1884).

148«Als Herr Carl Sedelmayer vor einigen Jahren einmaKiinslerhause eine Ausstellung seiner Wien-
Pariserischen Klientel veranstaltete, worauf akefdiher gut dsterreichischen, spéter franzésigshordenen Maler
der modernen Schule mit gewéhlten Schaustiickemliptma, erschien zum Ergdtzen der Feinschmecker auc
Pettenkofen unter diesen exotischen Gewéachseremgrswunderbaren Pastellzeichnung: ‘Duell im Waldearl
von Litzow, “August Carl von Pettenkoferzgitschrift fir bildende Kunst.s. 1 (1890): 85.
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It showed the freshness of the first draft andfthe artist's imagination without any
undue sophistication. Of course, there were onfjgestions, the details were missing
everywhere, and it was not perfect. The craftyntl@ointed out these spots and asked—
apparently, quite academically—what would be patéhand what somewhere else. The
artist then took up his dry crayons and showed Hinns, and then filled out the spaces
exquisitely. The commissioned painting was complétethis way—almost by
accident—not in oil, but past&?

This is another telling example of the influence tlealer exerted even on the creative process.
Sedelmeyer obviously determined at which pointvek was finished and ready to go on public
display. Pettenkofen was not successful in havisgwork withdrawn before the end of the
exhibition but he was at least able to insist thatwork be hung in the uppermost row and, in

this way, become less visibi&

Munkacsy’s paintings of Christ once again creatéarar in Vienna. It is reported that, after an
unannounced visit on November 22, 1884, the Empgenoself stated that he “extremely
approved” of the new painting by MunkacsyIn his critique in thViener Allgemeine Zeitung
the Rembrandt expert Alfred von Wurzbach charazeiGolgothaas one of the most
extraordinary pictures to have been painted sine&light Watch “in the last 222 years, the art

world has not created a third picture that candyepared with these two, with the possible

149¢pa war die Frische des ersten Wurfes, die gamemfasie ohne Kliigelei. Freilich bestand sie nsr au
Andeutungen, an allen Ecken und Enden fehlte é3edil, an Vollendung. Auf solche Punkte deutetedsr kluge
Besteller hin und fragte, scheinbar ganz akademisighes denn an dieser Stelle sein werde, und dar@ner u.s.f.
Und da griff der Kuinstler zu seinen trockenen 8tifuind zeigte es ihm: So und so, indem er dieebtéllibsch
ausfillte. Ganz unvermerkt wurde auf diese Wiesebdstellte Bild fertig, zwar nicht in Oel, aberctidn Pastell.”
Ludwig Hevesi, “PettenkofenPester LloydMarch 23, 1889.

150 Hubert ZemenAugust Pettenkofen 1822-1889: Sein kiinstlerisclaehMss(Vienna: Privatdruck, 2008).

151 Anonymous, “Kleine Chronik,Neue Freie Press&lovember 23, 1884, 4.
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exception of Munkacsy’s owBhrist before Pilat¢*>? The Munk&csy cult in Vienna reached its

peak when a play dedicated to the artist was peddrin the Kiinstlerhaus on January 5, 1885.

The widespread practice of staging monumental pgistand sending them on tour was a
popular form of visual entertainment in the ninetbecentury. Art connoisseurs, on the other
hand, were prone to disparagingly point out thdlanities between these events and attractions
at fairs and public festivals. In Paris, Jacquesit®avid was asked to pay an entertainment tax
for the separate exhibition of his paintifige Intervention of the Sabine Won{&A99). The
municipal administration demanded from him a quastéhe proceeds, thereby invoking a law
that imposed a tax on panoramas, fireworks, baltaes and performances of all kinddThese
financially risky events, whose costs were mairdyared by the sale of entrance tickets and
reproductions, marked a turn towards the publiciemélevation to the role of the supreme judge
of art. Attendance figures and record sales prugsr® increasingly seen as standards for artistic
success. After their tour, Munkécsy's two paintinfhrist—and many others by the artist—
were sold to America for an enormous prigeAustrian collectors were hardly able to compete.
Ludwig Lobmayer, owner of an important glass fagtevas the only one able to acquire at least

reductions of major works by the artit.It has been said about Munk&csy that: “If Hungary

1%2«pjese Kreuzigung, oder vielmehr dieses Golgothia, das Bild richtiger zu taufen ware, ist die
ausserordentlichste kiinstlerische Leistung seittiRandt’'s “Nachtwache”, und in dem ganzen Zeitravome 222
Jahren hat die Kunst kein drittes Gemalde produeitches diesen beiden angereiht werden konreieidht
Munkacy's “Christus vor Pilatus” allein ausgenomnieXifred von WurzbachWiener Allgemeine Zeitung
November 11, 1884, 5. Reprinted in Charles Sedetmexd.Christ on CalvaryParis: Sedelmeyer, 1887), 94.
Rudolf von Eitelberger argued in thi¢iener ZeitungNovember 23, 1884, that it would belong to therfeh school.
Ibid., 100.

133 Torner,Ausstellungen einzelner Gemal@e,

154 philadelphia department store millionaire John Waaker (1838-1922) bought them for 160,000 and0DI5,
Dollars. See also Laura Morowitz, “A Passion forsBess: Wanamaker’'s, Munkacsy, and the Depictidbhofst,”
Art Bulletin91, no. 2 (June 2009): 184-206.

155 obmayer owned reduced versionduifton, Christ before Pilateand theDeath of Mozartllona Sarmany-
Parsons, “Munkacsy, the Melancholic Colourist: \fiese Opinions of the Hungarian Mastévitinkacsy in the
World (Budapest: Hungarian National Gallery, 2005), 105.
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his native home and France his artistic one, Amaas@radually becoming the lasting home of

his works.*°®

The partnership of Charles Sedelmeyer and Mihalykdasy worked brilliantly for a decade,
and now they appear almost clairvoyant not to hamewed their contract when it expired in
1888. With the dawn of Secessionist movementsgdineept of the touring picture, perfected by
this pair, rapidly lost its importance. In an olity for Munkacsy, the critic Ludwig Hevesi noted
incisively that the “globetrotting painting” was @wf this period’s unique features: “As if
Raphael’s frescoes were wandering homelessly arthendiorld in search of a wall where they
could come to rest:®” In fact, Munkacsy’s main works did travel throutje Western world for
years; in Vienna only hidpotheosis of the Renaissarftig. 28) found a permanent home on the
ceiling of the Kunsthistorisches Museum. The Vieseneoted that this most prominent of
commissions had been granted not to one of thairasts, but to a Hungarian based in Paris.
And rather than being created in fresco on sit¢hafkenaissance masters would have done
Munkacsy’'sApotheosigvas painted in his Paris studio on a canvas maichia ceiling’s
dimensions. It was even exhibited on the wallthefSalon des artistes frangais before being
shipped to Vienn&®® In the era of the railroad, pictures were intenttettavel from one
exhibition to the next in order to satisfy the V@otk’s claim on the masses,” as Walter Benjamin

later put it*®

16 sedelmeyerChrist before Pilate2.

137«Als ob die Fresken Raffaels obdachlos um den &ltdbanderten, auf der Suche nach Mauern auf dsieezur
Ruhe kommen kénnen.” Ludwig Hevesi, “Michael Mun&a¢ Pester LloydMay 3, 1900, 2.

138 Similarly The Hungarian Conquest—Arpadhs presented in the Salon des artistes frant@@3j and the Galerie
Georges Petit (1894) before it was permanenthailest in the Hungarian Parliament.

139 Walter Benjamin, “Das Kunstwerk im Zeitalter seitechnischen Reproduzierbarkeit (3. Fassung)id.in
Gesammelte Schriftemol. 1.2, Rolf Tiedemann, and Hermann Schweppaség eds. (Frankfurt am Main:
Suhrkamp, 1991), 497.
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1.4 The Vienna Kinstlerhaus: Center of Art and/or Commece?

“What future does Vienna have as a city of artKedsRudolf von Eitelberger on the occasion of
the new Academy of Fine Arts’ opening on April 877%° The Academy’s exhibition offering
an overview on the artistic development of Vienmardhe prior two centuries gave him the
opportunity to expound upon the current situatibarbin the Habsburg Empire, and it was clear
to him that, as in the past, it was not the iddabeartist alone that exercised a decisive
influence, but also social, economic, and politieakors. At that moment, Vienna was
witnessing the creation of art in the grandestyles, and upon completion of the Court
Museums, the Parliament, City Hall, the Court Theaind the University a decade later, Vienna
would doubtless be the most magnificent city intcarEurope. Eitelberger hoped that the
decoration of these representative buildings wdinklly present a new case where a need for
large-scale historical paintings would have toddélfed, just as the Hungarian, Polish, and
Czech painters of the empire had done to cultittee own respective national histories. The art
historian viewed Vienna as a great metropolis ofigwide significance, always equally open to
the great art of all nationalities due to its geipic position and political situation. But even so
“An art city in the true sense of the world, onelsas Rome, Florence or Paris, is something

which Vienna is not and never wag?”

What Vienna was missing, according to Eitelbergers a major focal point of art exhibitions—
something that Paris had created in its annualnS&lnd once again, Eitelberger flirted with the
glorious tradition of France, where it was posstbléuild upon the great efforts of Jean-Baptiste

Colbert in the seventeenth century: “more and mBagis is becoming a center not just for

180 «welche Zukunft hat Wien als Kunststadt?” Eiteliper, “Die Kunstentwicklung des heutigen Wien,” 31.
181 «Ejne Kunststadt im eigentlichen Sinne des Wortde, Rom, Florenz oder Paris, ist und war Wien"rigd.
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France, but for the artistic life of all Europ€?To his mind, the nineteenth century had seen
Ludwig Il of Bavaria succeed in making Munich ayaif art, albeit not on the same level as Paris.
But at any rate, the city had come to play host bmoming art market which was no longer
dependent on local demand thanks to strong toutisMienna, Eitelberger asserted, there was
no real art market, and he thought that it wouldntygossible or at least very difficult to create
one. Over the prior few decades, many galleriggagitings and art collections had been
dispersed on the market, but only very few new dr@a@scome into being. Both in bourgeois
circles and among the hereditary and financiat@erscy, hardly anyone collected art anymore.
The hope that the new stock market aristocracy evbalcapable of bringing forth a new art
aristocracy was dashed by the Long Depressiorbtgdn after the stock market crash in 1873.
The development of the Austrian art market was s¢serely limited by the nationalist
tendencies within the monarchy. While Eitelberggyeatedly emphasized the hybrid character of
Austrian art and art collecting from the sixteenthning into the nineteenth century, presenting
this as a great virtue, he ascertained that aell@gtual quietism” or an “intellectual system of

protective tariffs” prevailed during the 18783.

In order to draw Vienna closer to the “worldwidecaiation of art” and stimulate the art market,
the Kunstlerhaus held its First International Axhibition from April 1 to September 30, 1882.
The fact could not be denied, wrote a staff wiatetheNeue Freie Presséhat Vienna still lay

far out in the east in terms of both geographyamdArt-related commerce and change, he wrote,

flooded past Vienna at a nearly ungraspable distaartd artists had difficulty reconciling

82«pas heutige Paris lehnt sich an die grossen Bestrgen Colberts und seiner Zeit an; immer mehmoelar ist
Paris ein Centrum nicht bloR3 fur Frankreich, sondias Kunstleben von ganz Europa geworden.” [hi@3.

183 «geistiger Quietismus”, “geistiges Schutzzoll-Syst” Ibid. The young writer Hugo von Hofmannsthksica
characterized the situation in Vienna by contrastirwith Munich. In his assessment of 1893, thayvioo busy
market activity” of the latter is confronted with tomplete lack of stimulus and witty competitiam’Vienna. Hugo
von Hofmannsthal, “Die Malerei in WienNeue Revu§, no. 1 (Dezember 20, 1893): 22.
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themselves with the rest of Europe. The exhibitama “cultural policy event of the first order,”
was intended to give the imperial capital a pustkliawards the West. It was not the first time
that Vienna had invited artists from foreign plad@gt the international exhibition of 1869 had
been exclusively German in character, and the Wexigbsition of 1873 “was to be nothing
more to Viennese life but a temporarily shining neortnfor which revival nobody dared even
hope at the time™®* In early 1880, representatives of the Artist's ferative and the Academy

of Fine Arts began taking mutual steps toward ioetihg Emperor Franz Joseph to sponsor
periodically occurring state exhibitions. But irettvake of the financially disastrous World
Exposition, the Austrian government was loath f@tany risky actions in matters of &R.0nly
when the influential arts patron count Edmund Zishgceeded in mobilizing further art lovers
and establishing a guarantee fund did the initalbiggin to move forward. Emperor Franz Joseph,
who would ultimately open the exhibition in persapproved 30,000 gulden for state purchases

and state prizes—an official contribution which mamought insufficient.

TheNeue Freie Pressgpoke of the international exhibition as “numbee amthe series of
Viennese Salons,” hoping that—in the long term—eid result in an event comparable in
significance to the Paris Saldif.But the Viennese were conscious of the fact thaftaris event

could look back on a two hundred-year traditiord #rat it had by then become “a colorful world

164«Eg jst zwar nicht das erstemal, daR Wien die fferdunst bei sich zu Gaste bittet; allein die Aelishg des
Jahres 1869 hatte einen ausschlie3lich deutscharakibr, und was 1873 die Weltausstellung in diekesicht
leistete, war und sollte im Wiener Leben nichts &g sein, als ein voriibergehend aufleuchtendeehligk,
welchen wiederzuwecken man damals nicht zu hoffegtey” Anonymous, “Zur Eréffnung der Internationale
Kunstausstellung,Neue Freie Pressé\pril 1, 1882, 1.

185 llustrirter Katalog der ersten internationalen KsinAusstellung im Kiinstlerhaugeienna: Kiinstlerhaus, 1882),
15.

186 «Die morgen [am 1. April] beginnende Ausstellunijl wur der Anfang eines in die Zukunft reichenden
Unternehmens sein, Numero Eins in der Serie den&visalons’.” Anonymous, “Zur Eréffnung der Intetionalen
Kunstausstellung,Neue Freie Pressé\pril 1, 1882, 1. The plan was to host internagibexhibitions at the
Kinstlerhaus every fourth year. In the end, suantsstook place only in 1888, 1894, and 1898.
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of hardly measurable dimensiorf§”Although the Kiinstlerhaus—opened only in 1868—had
been greatly enlarged by additions for the Inteomad Art Exhibition, it was still no match for

the dimensions of the Palais de I'industrie in ®arieven just the Glaspalast (Glass Palace) in
Munich. Though the exhibition was to be internasibin its scope, encompassing all areas of fine
and applied arts (architecture, sculpture, med&imga painting, and printing), a point was made
to preserve the character of an “elite exhibitioWNHile the Paris Salon of 1882 showed a total of
5,612 individual works (including 2,722 painting§¥jenna’s presentation totaled only a few

hundred®®

The exhibition’s organization was the responsipilit a Viennese central committee, composed
of the artists themselves and a number of promiagrdonnoisseurs such as count Franz
Crenneville, prince Constantin Hohenlohe, princeh@rd Metternich, count Hans Wilczek,
Rudolf von Eitelberger, Ludwig Lobmeyr, Nicolausmba, et al. This committee was originally
meant to send invitations directly to all of Eurgpeost prominent artists until France demanded
its own national committee, thereby setting an gxamwhich other countries were to follow. A
large number of foreign artists participated, redirag the organizers’ hopes. Alongside Austria-
Hungary, the exhibiting countries included Germdfrance, Belgium, Holland, Italy, Spain,
Norway, Sweden, Denmark and Russia. England waseatlly absent. However, the central
issue in most discussions of this peaceful competdf contemporary art was: “Which section is

better, the German or the French one? Which dfitbeivals was able to claim victory*®®

1%7«Der Pariser Salon ist mehr als zweihundert Jaltrand heute ein Farbenreich von kaum ermesslichem
Umfange.” Ibid., 2.

188 Arthur Baigniéres, “Der Salon von 188Zgitschrift fir bildende Kunsit7 (1882): 349.

189welche Abteilung ist die bessere, die deutscher diie franzosische? Welcher der beiden Rivalenl@atSieg
davongetragen?” Izidor KrSnjavi, “Die Internatio@d{unstausstellung in Wien: Il Deutschlandgitschrift flr
bildende KunsfL7 (1882): 340.
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Young critic Hermann Bahr even saw a bitter waresenge lead by France against Germgfy.
The two countries shared the prominent sky-lithaflthe building’s addition, with France

taking the eastern wing and Germany the westerg.wis at the Vienna World Exposition, it

was in terms of these two opponents that Austnawauld be evaluated. The way in which the
First International Art Exhibition was organizede@wesulted in the new halls’ permanent names:

the old Kunstlerhaus was thus augmented by the @gr&rench, Belgian and Spanish galleries.

Although the commission only admitted works creatftdr 1873, the exhibition showed almost
no truly modern efforts. Even the Gothic ornameataeof the poster made it clear that a
progressive event was not to be expected (fig. B8.repertoire consisted essentially of various
flavors of realism, with historic genre paintingglgportraits dominating on the thematic level.
The Austrian section, for example, showed Sigmuidiémand’s Entrance of Dampierre’s
Riders to the Vienna Hofbuand a catholi®rocessiorby Wilhelm Bernatzik. The omnipresent
Hans Makart supplied aristocratic portraits suchras of the exhibition commission’s president,
count Edmund Zichy (fig. 30), and one of baroness&a von Teschenberg, in which the critics
from theZeitschrift flr bildende Kunsgtaw one of those costume paintings “as only Makart
capable of arranging them, so that they are credibus, while in other cases we are unable to
shake off thoughts of a masquerade upon viewintygts of modern individuals in strange
garb.”*"* It was only due to the advocacy of this influehpiainter prince that the ambitious,
large-format landscape paintiggring at the Prate(fig. 31) by Tina Blau made it into the

exhibition. Due to its luminous colors and impressstic effects, which supposedly threatened to

0 Hermann Bahr, “Wiener Kunstbriefe Salzburger VolksblatMay 6, 1882, 1.

L «Dasselbe gilt von dem Portrat der reizenden Areschenberg, einem jener Kostiimbilder, wie sieMtakart zu
arrangieren weil3, daf3 wir an sie glauben, wahréndamst den Gedanken einer Maskerade nicht loderer
kénnen, wenn wir moderne Menschen in fremdartigeaw&hde portratiert sehen.” Izidor KrSnjavi, “Die
Internationale Kunstausstellung in Wien: | Osteaieingarn, Zeitschrift fiir bildende Kunsit7 (1882): 245.
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burn a “hole in the wall” of the somber exhibitiball, the commission had originally wanted to
reject the work}’? An intervention by Hans Makart, however, causedghinting to ultimately
be hung after all—albeit in a disadvantageous commere it did, however, catch the attention of

the French Minister of Fine Arts, Antonin Proushowvas moved to amazement:

One day the Minister of Fine Arts in France (Prpeame to the exhibition and was led
through the house with great respect, with allrttuee respect as Paris was then the
Mecca of painting. [He asked] “By whom is this tR&n-Apologetically he was informed
that the painter, Miss Tina Blau, was otherwisdejtalented, one couldn't just ... “But
that is the best picture in the whole room!” eschfsem the lips of the guest. And with
that began the fame of Tina BIAf.

On his subsequent visit to the artist’s studidnatformer World Exposition grounds in the Prater,
Proust expressed surprise at the fact that Blanbaedr been to Paris. He urged her to show
Spring at the Prateat the Paris Salon. Following his advice, she voento receive an honorable
mention there in 1883, on which occasion she cdetitee quick studies entitlé@dom the
Tuileries(fig. 32). The aforementioned critic from tBeitschrift fur bildende Kungound the

Prater painting in the Viennese exhibition “a bigegn, but otherwise excellent,” and added

72 Jury protocol of March 16, 1882, First InternatibArt Exhibition file, Kiinstlerhaus Archive, VieanWolfgang
Born, “Makart rettet ein Bild: Erinnerungen an efdBeRe Malerin,'Neues Wiener JournaNovember 3, 1935, 6.
The painting has been recognized as the first ipgitity a female artist that succeeded on the Viemagt market. It
has been acquired by a Bavarian collector duriedHibst International Art Exhibition, but enterdabtimperial
collections in 1899. Sabine Plakolm-ForsthubernaBlau und die Frauenbewegung,’Rleinair: Die
Landschaftsmalerin Tina BlalYienna: Jewish Museum, 1996), 42.

173 «Ejnes Tages kam der Minister der schénen Kiinstrankreich Proust in die Ausstellung und wurde mi
grofRem Respekt durch das Haus geleitet, mit uméddegem Respekt, als Paris damals mehr noch, aicjeher
das Mekka der Malerei war. Und richtig hatte esbflas anstéRige Bild heraus. ‘Von wem ist ders?Pda
Entschuldigend wurde ihm mitgeteilt, die Maleriméélein Tina Blau, sei sonst recht talentiert, rkannte nicht
wohl... ‘Aber das ist ja das beste Bild im ganzaal8 entfuhr des den Lippen des Gastes.” Fried8tdrn, “Frau
Tinas 70. GeburtstagNeues Wiener Tagblaftiovember 13, 1913, 14-15. See also Julie M. JohriStr Art of
the Woman: Women'’s Art Exhibitions in Fin-de-Siedienna” (PhD. diss., University of Chicago, 19983,
Published as Julie M. Johnsdrhe Memory Factory: The Forgotten Women Artistgiehna 190qWest Lafayette:
Purdue University Press, 2012).
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patronizingly that she truly painted “like a mari*Regarding the Austrian section, this critic
complained about a conspicuous thematic gap, ¢ishie shares of the various genres by
percentage: “25% sculptures, only 5% history pagdj 10 ¥2% portraits, 17% genre, 20%
landscapes, 2%2% architecture paintings, 6% anireaéep and 8% still lifes, that is, 3% more
than history paintings™*> As Eitelberger and others before him, the critidtauted the lack of
grand history paintings to insufficient supportthg Austrian government for art and art
exhibitions. Only in the shadows of grand art emagad by the state, wrote this reviewer, could
the local art market also flourish. And if a nat®art did poorly at major exhibitions, he
continued, the artists of that nation would do pmasiness as a result. He concluded that the
government should take the modest performance efrianm art at the international exhibition as

a warning to better fulfill its obligations in tleture.

The French need not be bashful when it comes tamydheir prestige in the field of art

in peaceful competition; they know where to find earls when the task at hand is to
celebrate their art at home or shine abroad. Ewvepgrtant talent, upon having brought
forth an outstanding work, has the assurance thall ibe purchased by the state, so he
dares to take on themes that are impossible iartiteade; every proficient effort by those
nurtured in the Villa Medici is purchased; everynpiag that scores a sensation at an
exhibition finds a buyer. It is in this way thaethollection at Palais Luxembourg came to
be, to which the Academy’s Gallery in Vienna cob&la pendant, since the latter’s
collection of modern paintings is by now outshogertany small private collections due
to its having been put together in an entirely steyatic manner.®

174 Kr8njavi, “Die Internationale Kunstausstellungwfien: | Osterreich-Ungarn,” 248.

7% |pid., 241.

176 «Die Franzosen sind nicht in Verlegenheit, wenisieb darum handelt, ihr Prestige auf dem Gebietekainst
bei irgend einem friedlichen Wettkampfe zu erwejséa wissen, woher sie die Perlen nehmen kdnnennwes gilt,
der Kunst im eigenen Hause Feste zu geben, odlriRremde zu gléanzen. Jedes bedeutende Talent,egazin
hervorragendes Werk schafft, hat die sichere Abgsés vom Staate angekauft zu sehen, wagt sioraatsh an
Themata, die im Kunsthandel unmdgglich sind; jeadtige Leistung der Zéglinge der Villa Medici wiedworben;
jedes Bild, das auf einer Ausstellung Sensatioegtrigekauft. So entstand die Sammlung des Palaisrhbourg,
welche in der Wiener akademischen Galerie leiahtSaitenstiick erhalten kdnnte, deren Sammlung med®&ilder
jetzt von vielen kleinen Privatsammlungen tbergofvird, weil sie ganz systemlos angelegt ist.tl1p243.
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This spoke to a further problem. Since exhibitiogwty in Austria was borne largely by arts and
artists’ associations, there was virtually no cleatimat the systematic creation of a public
collection of modern art comparable to the Musééwukembourg in Paris would take place. At
exhibitions, works were purchased with member d¢ouations only to be subsequently raffled off
among them and thus scattered. The French sedtibe tnternational Art Exhibition in Vienna
presented a whole series of treasures which haddlrfound a permanent home at the Palais du
Luxembourg. In the catalog, William-Adolphe Bougegu’sThe Birth of Venugfig. 33) andThe
Consoling Virginbore the proud note “App.[artient] au gouvernenienigais,” to cite just one
example'’” Monumental works by Puvis de Chavannes for themion of the museum in
Amiens were to be seen both in Vienna and at this Balon of 1882. And even Auguste
Rodin’s life-sized sculptureBhe Age of BronzandSaint John the Baptist Preachihgd already
long since withstood the acid test in Paris. “WheanFrench go to competitive exhibitions
abroad, they only take along that which has sthedédst at home, thus excluding the possibility
of any unfavorable accidents which, in other sestj@re all too much in evidence,” commented
the Zeitschrift furr bildende Kun<t® In terms of selection and display, the Frenchiseatas put
together on the basis of a well-conceived plans HBdiroitness was to find frequent mention
among German-language critics as a French natianiaé, right alongside their doubt as to the

authenticity of French sentiment and expressivity.

Even in the German section, critics found faultwilie seemingly random selection of works.

Wilhelm Leibl's paintingThree Women in Churdlfig. 34) garnered the most public and critical

1" Exposition internationale des beaux-arts & Vien882t France: Catalogue des ouvrages de peinturelpsare,
gravure, architectur¢Paris: Hétel de Cluny, 1882), 3.

18 «Die Franzosen filhren eben in die Fremde zu Allasigskampfen nur daheim Erprobtes und schlieRgaden
mi3lichen Zufall aus, der in anderen Abteilungersehr das Scepter fiihrte.” I1zidor KrSnjavi, “Digdmationale
Kunstausstellung in Wien: IV Frankreich—Belgiedgitschrift fir bildende Kunst7 (1882): 366.
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attention. Due to the country’s federal structaré&tal of four German committees (in Berlin,
Dresden, Dusseldorf and Munich) had been forméactavhich might serve to explain the
incoherency that some critics found fault withhe powerful German Empire’s contribution.
However, Bahr, who admitted his pan-German disposdand wrote at length about Franz
Lenbach’s portrait oDtto von Bismarckpraised the “national character” of both the Ereand

the German contribution, while Austria gave the isapression of a “variegated chain of
elements completely alien, often hostile to eatteiot’® The general assessment was that the
effectiveness of the central committee had beearsgvhampered by the national committees.
Even a whole week after the exhibition’s openiihg, halls of the French and Belgian
departments were still inaccessible to the pubiiche vestibule, unopened packing crates stood
around, and not even a provisional guide to theb@txdn was available—to say nothing of the
announced illustrated exhibition catalog. Art joalists thus deemed the Vienna International Art

Exhibition to be a failure from an organization&rsipoint°

It is interesting to note that the model charaofdfrench state patronage in the German-speaking
world was still being mentioned at a point in timleen the former had already extricated itself
from the organization of the Paris Salon, leavimgart trade to become the dominant power in
the art world'® In Vienna, the call for centralized governmentteoihcoincided exactly with the
moment at which, in Paris, the historical relatlupsbetween grand art and the state had become
obsolete. Arthur Baignieres reported on the fiedb8 to be organized by artists alone, which was

that of 1882: “Now the artists can control thingstlaey want, and instead of an art exhibition in

19 «“Hier Harmonie, Einheit in der Vielfalt, dort eregelloses Durcheinander, eine buntscheckige Katander
wildfremder, oft feindlicher Glieder.” Bahr, “Wien&unstbriefe I,” 1.

180 Anonymous, “Sammlungen und Ausstellungen: Die @isgtion der Wiener internationalen Austellung,”
Kunstchronikl7, no. 26 (April 13, 1882): 419.

181 patricia MainardiThe End of the Salon: Art and the State in the E@Hird RepubliCambridge: Cambridge
University Press, 1993).
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the true sense of the word, they have put on aarea sale like any retailer would do, with the
sole difference that, here, prices have not begncer. Advertisements, large posters, wares of

all kinds, at all prices, in all sizes and forsehsons are on offet®?

Just a few years later, Vienna’s Artists Coopeeataced similar criticism. The Kiunstlerhaus had
become a “universal warehouse” that had to haueeperything constantly in stock, ridiculed the
art historian and critic Richard Muther, who helteaching post in Breslau (today’s Wrocla®.
From the very beginning, the galleries at the Ki@nisaus were rented by dealers such as
Miethke & Wawra, Peter Kaeser, Georg Plach, Alexarirbsonyi and Charles Sedelmeyer in
order to hold their more prestigious auctions irappropriate setting. On December 10, 1868,
theNeue Freie Pressannounced that the two introductory auctions of wiater would draw

their special attractiveness from being held anie Kiinstlerhaus. On the other hand, the paper
expressed “no doubt that the (of course, somewligax) din of a temporary art market will also
be good for the newly created focal points of atistic life on the banks of the Wien Rivef*

The author of these lines, Carl von Lutzow, asgediavith these events the hope that “in Vienna,

as in Paris, a regular auction season might atfé&ut while the French capital was seeing

182«3etzt kénnen die Kiinstler frei schalten und waliend statt einer Kunstausstellung im wahren SieseWortes
veranstalten sie einen Ausverkauf, wie irgend eiliebiges Magazin, mit dem einzigen Unterschied®, die Preise
nicht herabgesetzt sind. Reklame, groRe Affichearéon jeder Gattung, zu jedem Preise, von all&R&nh und
allen Jahreszeiten wird da angeboten.” Baigni&zey, Salon von 1882,” 349.

'8 Richard Muther, “Fall Klimt und Kiinstlerhaudlie Zeit March 30, 1901, 202.

184«Djese beiden einleitenden Auctionen des heurlyémters erhalten dadurch noch ihre besondere
Anziehungskraft, dal3 sie zugleich die beiden erdegartigen Erscheinungen im neuen Kunstlerhausk shd es
unterliegt wohl keinem Zweifel, dal3 der freiliclwess profane Larm eines voriibergehenden Kunstmaakiets dem
neugeschaffenen Mittelpunkte unseres Kunstlebemeardfern der Wien zugute kommen wird.” Carl vaitzow,
“Zwei Kunst-Auctionen,"Neue Freie Press®ecember 10, 1868, 1.

185«Denn sie werden entscheiden, ob der Erfolg de@oigen Auctions-Ereignisse nur ein voriibergeleenohd
zufalliger war, oder ob sich auch in Wien, wie eriB, eine regelméRige Saison der Versteigerunigefirgert.”
Ibid., 3. In an obituary on Wawra, August Schaeffaintained “that the Miethke & Wawra enterprise ba
considered the founders of art auctions in Viemnpairticular and Austria as a whole. It is possihbt the years of
the so-called economic boom, when—in a manner @dlipg—money was there for the taking and beirthén
possession of first-rate, expensive paintings waster of a certain amount of pride, was advartagédor this
success.Neue Freie Pressdune 20, 1905, 1.
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auctions of exquisite art shift away from the staaatrolled auction house Ho6tel Drouot in favor
of the luxurious palaces of the leading art deaMimsnna saw the artists’ temple of the Muses

itself, of all places, forced to bear the “vulgaise” of profiteering.

Without a doubt, these occasions did see the atedepresent some high-quality works that
were largely unknown to the Viennese public. PK&ser, who spent many years working for
the Paris company Goupil & Cie, succeeded in ptesgat one of the abovementioned auctions
the collection of city building authority head Agdbl J. Bosch, whose paintings of the French and
Dutch schools presumably even had a direct inflaencthe development of Austrian landscape
painting’®® The works of the Bosch Collection had been acquinainly through Paris art

dealers, with even Ferdinand Georg Waldmullgttsgher's Admonishmer{1850) having found

its way back to Vienna.

One of the highlights of the auction season inetidy days of the Kiinstlerhaus was doubtless
the posthumous auction of the collection of Frieldidakob Gsell. This auction, organized by
Georg Plach, began on March 14, 1872 and ran fomteeks. Gsell, a native of Alsace, had
made his fortune in the wool trade. After retirfingm his business, he had settled in Vienna,
where he developed into a passionate collectortoThe bilingual (German-French) catalog
published for this auction lists 600 oil paintirayed over 1,000 works on papéf Alongside
several first-class works by old masters includrembrandt, Frans Hals and Ruysdael, the
collection consisted of an impressive mix of Freaod Austrian naturalists. The latter were

represented by works including 34 paintings eackebgrg Friedrich Waldmdller and

186 Martina Haja, “Der 6sterreichische Stimmungsimpi@sismus,” 156-63.
187v/ersteigerung der Galerie Gsell und der dazugetymeriKunst-Sammlung durch Georg Plgbtienna 1872).

71



Pettenkofen, as well as 300 watercolors by Rudmif Xlt and 200 studies by Friedrich
Gauermann. In the French category, artists incltdeanas Couture, Alexandre-Gabriel
Decamps, Jean-Léon Gérébme, Ernest Meissonier,Rraagois Millet, Théodore Rousseau and
Constant Troyon—with twenty paintings by TroyonredoThe proceeds of the auction amounted
to 1.3 million gulden and exceeded all expectatitims editor of thé&Neue Freie Presseven
thought that “indeed, it is strange that some efghintings were even sold for more than their
worth.”*®8 Sedelmeyer purchased Thomas Coutufecibadourfor the proud sum of 23,600

gulden.

A few months later, shortly before Christmas 183@¢delmeyer brought to auction at the
Kinstlerhaus a collection that was very similarged in terms of French works. In the foreword

to the extravagantly produced catalog, he wrote:

If some should think it conspicuous that | movezblection containing such outstanding
and rare masters from Paris, the great art mafketimpe, to Vienna, | hope that the
honorable Viennese art connoisseurs will not regitaoae for placing my full trust in their
warm love for the arts and desiring to make my spwitribution to my father-city’s
gradual ascendance to the status of an art ceintlee @rst order, which it has, happily,
already begun to dt5®

18 «Dje Versteigerung der Galerie Gsell, welche im éesten Tagen dieser Woche zu Ende ging, hat demlie
Summe von mehr als 1,300,000 fl. eingebracht; desiRat ist freilich nur dadurch erzielt wordenRdznzelne der
Gemalde in wahrhaft komischer Weise Uiberzahlt wurd&nonymous, “Kunstnotizen: Auction GselNeue Freie
PresseMarch 30, 1872, 4.

189 “wWenn es vielleicht Einigen auffallend erscheirsetite, da ich eine Sammlung, die so hervorragende
seltene Meister enthalt, von Paris, dem grof3en tuerkte Europa’s weg und nach Wien Uberfiihrte, solen
mir—so hoffe ich—die geehrten Wiener Kunstfreundswiegen wohl keinen Vorwurf machen, dal ich in ihre
warme Kunstliebe mein volles Vertrauen setzte uethrhescheidenes Scherflein dazu beitragen woli®,meine
Vaterstadt allmahlich zur Kunststadt ersten Ramgeanbliihe, wozu sie bereits einen so erfreulidk@dauf
genommen hat.Gemalde moderner und alter Meister: Collection $meéger-ParigVienna: Klinstlerhaus,
December 21-22, 1872), 6.
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Sedelmeyer’s auction at the Kinstlerhaus was f@tbwith great interest even in Paris, and in
light of the collection’s importance and the fatiagesults, it was deemed the “event of the

season for the Viennese art world™

Although the most spectacular auctions took pladere the stock market crash of 1873, the
conspicuous presence of art-dealing at the Kumstles seems to have left a permanent mark on
the institution. Space there was rented to galergers not only for auctions, but also for
spectacular solo exhibitions—as discussed at |lemegarding Miethke’€aterina Cornarcor
Sedelmeyer'€hrist paintings. Earlier, since its establishment in 1868 Osterreichische
Kunstverein—which entertained crowds with paintitigst had been taken on tour far from
home—had been viewed as a prime address for semabdirt in Vienna. During the 1870s and
1880s, however, the Kiunstlerhaus more and moredrety also became the site of such
spectacular exhibitdhe Bay of DeatlStanislaw Zolkiewski's Deatithe Battle of Grunwald
The Entry of Charles IV in Antwerphe Emissaries of Ladislaw at the Court of Chakésof
France, Golgothaetc. At such events, the commercial charactexhbibitions was especially
clear to be seen. Like the auctions, these werentedumainly by art dealers whose gimmicky

and sensationalist strategies had a lasting affetihe image of the Kinstlerhaus.

Richard Muther applauded when, in Vienna, the exbils that had formerly been mounted by
dealers were suddenly held under the auspiceedrtists themselves. To him, the European
Secessions represented a milestone in the histguyldic exhibitions. Up into the period around

1890, in his estimation, there had been exclusiggpt painting markets.

19 Anonymous, “Vente Sedelmeyer a Vienned’ chronique des arts et de la curiostéFebruary 15, 1873): 59.
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These racked the nerves of true art lovers, whadadde their way through a vast
clutter of indifferent wares. They forced the paimb pointlessly waste his strength,
obliging him to bring into the world stillborn chilen, sensational display pieces, for the
simple reason that the authentic and humble woasdyebe outshone in this loud,
carnival-like atmosphere. The Secessions—firstansPand Munich, then in Berlin and
Vienna—freed their exhibitions of this show boatkelcharacter. Everything commercial
was excluded, large-scale artistic spectacles lhfithe

Since its opening for non-academics in 1791, thesFalon had been hit with similar
accusations. While the Kinstlerhaus was often medleto with terms like “Ramschbazar,”
“Universalwarenhaus” and “Jahrmarktbude,” the tetogy of nineteenth century French art

LIS

criticism frequently includes terms such as “grabhdetique d’image,” “grand marché de I'art,”

“bazar,” “entrep6t” and “hangar.” The use of thddade I'Industrie as a multi-purpose hall,
which played host not only to the annual Salonabsid to exhibitions of wares of all kinds,
contributed to its demise just as much as did #r@us rentals at the Kiinstlerhaus. In both
places, there was criticism of the annual exhibgiand their eventually gigantic proportions,
with thousands of paintings being shown in numerérasne-on-frame rows, and with maximum
utilization of available hanging space. The oniydia hole appeared in the middle of the wall,
according to Muther, was when a buyer wanted te ta& painting home right away as a §ft.
Although the Kinstlerhaus had been accused regdgatedot being open or receptive enough to
foreign art, it was actually the huge internatiogehibitions that made the need for reform really

obvious. Along with the Universal Expositions cathe International Exhibitions of the second

half of the nineteenth century. The competitiondtiention created the sensational picture, “a

¥1«Riesenbildermarkte. Sie zermarterten die Nerves iunstfreundes, da er durch einen Wust gleiagiltare
sich durchringen musste. Sie néthigten den Malerutmloser Kraftvergeudung, zwangen ihn, todgeb®#éinder,
sensationelle Schaustuicke in die Welt zu setzenwail das Echte, Bescheidene im Jahrmarktgetdsesdbrien
ward. Die Secessionen—erst in Paris und Miinchem @aBerlin und Wien — nahmen den Ausstellungesein
Charakter der Schaubude. Alles Commerzielle wutdgaschlossen, das grofRe Spektakelstiick verb&tiohard
Muther, “Die Ausstellung der Secessiobje Zeit November 18, 1899, 103.

192 Richard Muther, “Wiener KunstleberDie Zeit December 30, 1899, 202.

74



virtuoso piece that fulfilled its purpose when iizdked about; its creation is not owed to an inner
necessity, but to the longing for success, to #érd to peak what's displayed right besid€s.”
Modern Frenchmen such as Auguste Rodin and ClawdetMvere to be seen at the
Kinstlerhaus long before they were in the Secesbuatrthey were reliably overlooked in the
former’s polyglot assemblage of paintings. The Ssiom therefore considerably reduced the
number of exhibited works, “for the ability of oayes to absorb things is not larger than that of
the stomach or of the ears,” according to Muth@fe“cannot stomach a dinner that contains
loads of courses without a refined culinary progrand we find it tasteless when a concert
contains a random hodgepodge of different tunesalBgbarbaric are exhibitions that, devoid of
an established plan, line up artworks one afteother.®* From this point onwards, the modern
art exhibition had to weave its exhibits into angent narrative or at least a decorative ensemble,
if it does not want to be associated with the sedeiproduct displays of the department stores.
While on the Vienna Maria-Hilferstral3e, new tempmésonsumption such as Herzmansky
proudly presented the glittering bounty of theirrldaf wares, the Secessionists were
programmatically driving out the moneychangers ftbmtemple of art? Although the

Secession was also deeply involved in the intevnatiart trade, as will be shown in the next
chapter, it succeeded far better than the Kunstlexin lending its exhibitions a non-commercial

aura. Its spaces awakened the impression of bbygd means a short-lived display, filled for a

193430 entsteht ein Ding, das friihere Zeiten nichiritan; das Sensationsbild, ein Virtuosenstiick seasen Zweck
erfullt hat, wenn es von sich reden macht, dasdmimneren Drange sein Entstehen verdankt, soraderder Sucht
nach Erfolg, dem Wunsche alles zu tUberschreiendaasben héngt.” Benno Becker, “Die Ausstellung der
Secession in MinchenDie Kunst fir Alle22 (August 15, 1893): 343.

194 «wir kdnnen kein Diner vertragen, das massenhatiage ohne feineres culinarisches Programm serfiraten
es geschmacklos, wenn in einem Concert bunt durahder verschiedene Weisen gespielt werden. Ebenso
barbarisch sind Ausstellungen, die ohne festen Rééerogene Kunstwerke aneinander reihen.” Richarther,
“Wiener Ausstellungen Il,Die Zeit March 24, 1900, 185.

195 Muther talked about the “Expulsion of the Moneya@fers from the Temple of Art” (Die Vertreibung der
Wechsler aus dem Tempel der Kunst) in lbid., 1871l emerging Viennese shopping malls see Sudmeuss,
Window Shopping: Eine Fotogeschichte des Schaefies{stienna: Wien Museum, 2010).
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few weeks at a time, but rather as if one were dipgrtime in the private gallery of a

distinguished connoisseut®®

1% «Dije Raume der Secession erwecken den Eindruskaidle es sich gar nicht um eine kurzlebigeWachen
beschickte Schaustellung, sondern als weile maleiirPrivatgalerie eines vornehmen Liebhabers.” &itiMuther,
“Wiener Kunstleben,Die Zeit December 30, 1899, 201.
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2 The Vienna Secession as Market Place for French Medh Art, 1897-1903

2.1 Homeless Works: Gustav Klimt'sPhilosophy

Only a few weeks after having caused an unprecedetandal in Vienna, Gustav Klimt's
monumental paintin@hilosophy(fig. 35) was awarded the Grand Prix at the Raniversal
Exposition of 1900. Although conceived for a spiedibcation, the ceiling of Vienna
University’s grand auditorium, one of Gustav Klisithost controversial paintings achieved its
greatest triumph on a gallery wall in PaR$ilosophywas the first of the three so-called
Faculty Paintinggresented to the public. The problem with thigéagovernment commission
was that it had become impossible for Klimt to agwh the fundamental questions of mankind
in a positivist spirit. Instead, he depicted a cimswsion of floating figures subjugated to a fate
that was completely out of their control. The Viaroorrespondent @ie Kunst fur Alle

provided an apt description.

The painting shows how mankind, seen as a paheofihiverse, is nothing more than a
dull, spineless mass, driven forward—in happinessiamhappiness—in the service of
eternal propagation; dreaming from the first flickg of his existence to his powerless
descent into the grave. In between, there lies ardsief ecstatic period of union and a
painful drifting apart. Love has been a disappogtitnboth in terms of pleasure and
knowledge. Destiny never changes. Isolated frord,cdéar knowledge, isolated from
the eternally-veiled questions of the universe, kirathstruggles in his battle for
happiness and knowledge and remains a mere patle lmands of nature, which uses
him for its eternal, never-changing purpose of pogtion®

! “Das Bild zeigt, wie die Menschheit, als ein Tedls Weltalls betrachtet, nichts ist als eine dumpftéenlose
Masse, die, im Dienste der ewigen Forterzeugungdslinck und Ungliick dahingetrieben wird, traumhadtn der
ersten Regung des Seins bis zum kraftlosen Nidurerfiain die Gruft. Dazwischen liegen ein kurzer §tdu
liebender Vereinigung und ein schmerzliches Auseleagleiten. Die Liebe ist eine Enttduschung gewesis
Glick sowohl wie als Erkenntnis. Das Schicksal astemmer gleich. Abseits vom kalten, klaren Wissabseits
auch vom ewig verschleierten Weltratsel, miht siak Menschengeschlecht im Ringen nach Glick urid nac
Erkenntnis und bleibt stets nur ein Werkzeug in Hénden der Natur, die es zu ihrem ewig unveraiuthenm
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The pessimistic worldview of Klimt'®hilosophywas at odds with the expectations of Vienna
University’s faculty, which had expected a mordagitened representation of its mission and
therefore protested the installation of Klimt'séngs at its designated location. The subject of
the ceiling’s centerpiec&he Triumph of Light over Darknefgy. 36), executed by Klimt's
collaborator Franz Matsch, was much more suitabteeé symbolic needs of a university.
Despite a petition signed by a good number of msades, the Imperial Minister of Culture and
Education did not allow himself to jump to conctuss. Wilhelm von Hartel insisted that it was
way too early to judge, especially since the pamtiad only been presented on a white wall of
the Secession. The installation on the ceilindhefdauditorium would drastically alter the
viewing conditions and the position of the beholdéoreover, he hoped to get a second public
opinion from Paris where the work would be seenttait prejudice and from a purely artistic

standpoint.?

At the Universal Exposition the painting was thateepiece of a carefully orchestrated
presentation (fig. 37). The Austrian ministry halen the recent split in the artistic societies
into consideration when preparing the show anduohell several representatives of the newly
founded Secession in the central committee. Thearwsual cultural policy of the multi-ethnic
state was eager for the various artistic movemente included in this important competition
between the nations. The imperial building offitedwig Baumann’s neo-baroque Pavillon

Impérial (fig. 38), modeled on buildings by Johd&ernhard Fischer von Erlach and Johann

Zweck, der Fortzeugung verwendet.” Franz Serveesrsonal- und Atelier-NachrichtenPie Kunst fur Allel5,
no. 21 (August 1, 1900): 500.

2«Auf alle Félle ist ja eine Beurteilung im gegermiigen Augenblicke verfriiht, weil das Gemalde daaker ganz
anderen Bedingungen in der Universitat placient seil, als es jetzt in der Ausstellung hangt. génis wird das
Werk Gelegenheit finden, seine kiinstlerische Beigehg zu erweisen, da man es in Paris auf deraligdtellung
vom rein kiinstlerischen Standpunkte aus in vorsttsier Weise beurteilen wird.” Ludwig HeveAcht Jahre
Secession (Marz 1897 bis Juni 1905): Kritik—Polemhronik(Vienna: Konegen, 1906), 244.
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Lukas von Hildebrandt’'s grand staircase in the Wigedvedere, was dominated by the applied
arts and luxury industry. However, the major portad the Austrian art section was located in a
wing on the Seine side of the newly erected Graaldi® One gallery was devoted to fifty-
seven works from the Viennese Cooperation of Firte and the other displayed forty-two
works by the Secessionists. The director of theo8lcbf Applied Arts was present in Paris and,
on May 18, was able to write to his wife: “I amhigh spirits, because Austria achieved a very
fine, undivided success here. It has been saitywhalisplay better taste than all the others. [...]
Sarah Bernhardt was absolutely enchanted by ewegytf Although the decoration of the halls
was greeted with general acknowledgement, someckrenitics complained that it “was
impossible to obtain a precise and complete overaiethe contemporary Austrian schools.”
Léonce Bénédite wrote in tiigazette des beaux-amrbout a “mélange without conviction” and
judged that Gustav Klimt was “simpler and more heths his pink portrait of a ladyJonja
Knips fig. 39] than in his ceiling painting?hilosophy where he comes too close to our [Albert]

Besnard.*

Klimt—who took advantage of a great variety of ssms throughout his career and then
translated them into his own personal style—waséddstimulated by Besnard. It is likely that
Bénédite was reminded of Besnard@isith Teaching the Sciences and Consequently Shades

Light on Mankind(fig. 40) on the ceiling of the Paris Town Hall @hhe saw Klimt's depiction

% Quoted in Jeroen Bastiaan van HeeBtaat und Kunst: Staatliche Kunstférderung 189581@/ienna: Béhlau,
1993), 160.

*“C'est un mélange sans conviction de toutes Iggifations et de toutes les écoles, qui produiilettantisme
facile, dangereux et trés souvent sans grand infBoét au plus nous arréterons-nous a la sectitnichienne,
devant les portraits de MM. Angeli, Pochwalski, iex, de Pausinger, Klimt, plus simple et plus aasa dans
son portrait de femme en rose que dans son plafeni suit par trop notre Besnaildéonce Bénédite, “Les arts a
I'exposition universelle de 1900: L'exposition déoale. La peinture étrangére (troisiéme et dewnitxle),”
Gazette des beaux-ardsd period, vol. 24December 1900): 591.
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of cosmic happeningsThe concentration of towering, highly expressiveafigures in the
faculty paintings have their roots in Auguste R&liFhe Gates of Helind some formulas for
expressing emotions can also be traced back tBréreh mastetin her excellent essay on the
ceiling paintings for the University auditorium,iéé Strobl identified some concrete formal
solutions inPhilosophythat were clearly inspired by Rodin such as “tteeraln at the very
bottom, holding his head in his two hands and aardtiat reminds one of the ‘Burghers of
Calais’ created in 1885-1888 [fig. 41], or the Kiregold woman whose figure and depiction of

the horrors of old age are not unrelated to Rodinidpture ‘Cell qui fut la Belle Heaulmiére®.”

It is an open question how Klimt—who did not likettavel—could have become aware of this
specific work by Besnard, which was firmly attachiedts location in the Paris Hotel de ville.
Rodin, on the other hand, was a popular guest@miva who regularly provided works for
exhibitions organized by both the Kiinstlerhaus #edSecessiohAlong with Pierre-Puvis de
Chavannes and Albert Besnard, August Rodin wascpéatly well received in Vienna even
before the splif.In June 1902, Klimt and Rodin actually met in persvhen the French artist

decided to visit the Secession on his way home faraxhibition in Prague. The francophile art

® Alice Strobl, “Klimt’s Studies for the Faculty Raings Philosophy, Medicine and JurisprudenceGirstav
Klimt: The Beethoven Frieze and the Controversy twe Freedom of ArtStephan Koja, ed. (Munich: Prestel,
2006), 27-47.

® Stephan Koja and Sylvia Mraz, “Do You Need a HeatlValk?’: Rodin’s Impact on Austrian Art,” iRodin and
Vienna Agnes Husslein-Arco and Stephan Koja, eds. (Murtiirmer, 2010), 143-61.

"«Aber auch Einzelfiguren bei Klimt deuten auf &enntnis des Werkes von Rodin, wie der zu untéestende
Greis, der mit beiden Handen seinen Kopf halt undiaen der 1885-1888 entstandenen ‘Blrger voni€ala
erinnert oder die kniende alte Frau, die in deuf@gauffasung und in der Darstellung der GrauerAdtess der
Plastik Rodins ‘Cell qui fut la Belle Heaulmiéerdatht unverwandt ist.” Alice Strobl, “Zu den Fakuk&ildern von
Gustav Klimt,” Albertina Studier?, no. 4 (1964), 150.

8 Dietrun Otten, “Rodin Looks and Says Nothing’:din Vienna,” Husslein and Koj&odin and Viennal1-
29; Renée Price, “The Kiss: Gustav Klimt and AuguRbdin,” inGustav Klimt: The Ronald S. Lauder and Serge
Sabarsky Collectiongkenée Price, ed. (New York: Prestel 2007), 233-51

° Years later a Viennese society lady, Margaretbel&irough-Wittgenstein, made inquiries throughSkeession
about the possibility of commissioning a portraitth Besnard. Albert Besnard to Franz Hancke, Nowerib
1912, Vienna Secession Archive.
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critic Berta Zuckerkandl (fig. 42), a friend of RogdCarriére, and other Paris artists, acted as the
intermediary and interpreter on this occasidRor Austrian artists the Universal Exposition

was obviously the best opportunity for becominguatated with some of the latest

international developments but also to meet impbrstists, dealers, and collectors. In his own
words, Carl Moll did not have any “notion about ek art, from its beginnings to the present—
Impressionism” until he visited the Centennial Esition in 1900"* Confronted with this
retrospective, which was supposed to demonstrateggemony of French art throughout the
nineteenth century, he must have had similar fgslto those expressed by Julius Meier-Graefe:
“When strolling through the ceremonious halls, &eeds transported to the famous Salon des
Refusés in the 1860s where Manet, Monet, DegaySiSézanne, Renoir, Pissarro, etc. hung;
the infamous Impressionists who, today, dominagentiarket.*? The current president of the
Viennese Secession, Carl Moll, and the influergrajournalist and owner of the Parisian art
gallery La Maison Moderne, Julius Meier-Graefe, atethe 1900 World Exposition for the first
time. It marked the beginning of a friendship thats to last until the 1930s. Meier-Graefe
taught Moll how to “process the immediate sensatineated by the masterworks of French
Impressionism* As a painter, Moll apparently had studied thisitéque before, as can be
assumed from his paintirBefore the Dinneffig. 43) which was awarded a medal. Meier-

Graefe considered it “a really virtuoso picturseatable with artificial lighting, with the lady o

19“you have to do your bit; your connections to Framake you a pioneer in waking Vienna up. We kiiwat
Carriére and Rodin are friends of yours. You cama baluable trailblazer for our cause.” (“Sie missgttun. Sie
sind durch ihre Beziehungen mit Frankreich Vorkaeniof die Wien aus dem Schlaf ritteln soll. Wir sen, dass
Sie mit Carriere und Rodin befreundet sind. Siend@nunserer Sache wertvolle Pionierarbeit leisjedtitistian
M. NebehayGustav Klimt: DokumentatiofVVienna: Galerie Nebehay, 1969), 135.

1 Carl Moll, “Mein Leben” (unpublished typescript943), 136, Belvedere Archive, Vienna.

'2«“Man glaubt sich in den berithmten Salon der Refuk# sechziger Jahre versetzt, wenn man dieitéier Sale
durchwandelt, wo die Manet, Monet, Degas, Sislezabne, Renoir, Pissarro u. s. w. hangen, die begien
Impressionisten, die heute den Markt beherrschiedulius Meier-Graefe, “Die Kunst auf der Weltawdking,” in
Die Weltausstellung in Paris 1900ulius Meier-Graefe, ed. (Leipzig: Kruger, 19083,

3 Moll, “Mein Leben,” 126.
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the house laying out the place cards just befaatlests arrive. This picture could have been

just as easily painted by a Parisian, by one ob#st, one would tip on Besnart.”

On April 3, 1905, Gustav Klimt sent a letter to thgerial Ministry of Culture and Education
asking to be released from his contract to crdet€&aculty Paintings This was the result of
year-long polemics. He repaid the advance, whichdtereceived from the State, in order to
regain control over the controversial paintingsaminterview with the Zuckerkandl, Klimt

made the following statement in connection withowdl art policies.

| would never—particularly under this Ministry—takart in an official exhibition,
unless absolutely forced to do so by my friendsgE&bthe censorship. | am going to
take matters into my own hands. | want to liberateself. | want to break away from all
these unpleasant, ridiculous aspects which resiryoivork, and return to freedom. |
refuse all official support, | will do without ewghing.*®

Klimt's polemic was directed principally againsetho-called generosity of government
sponsorship which he believed takes “the dictaiprehexhibitions and discussions with the
artists” upon itself whereas, it should have afpmsionly as “mediator and as a commercial
factor.”*® From his point of view, official organizations widwsupport only the “weak” and

“false.” This demonstrative farewell to the pubiicthe name of freedom and genuine art

4 “Moll, der Prasident der Secession, hat ein hidsdhterieur, in dem ein Fischer seine Netze fliokd ein
wabhrhaft virtuoses Bild, eine gedeckte Tafel baidtlicher Beleuchtung, auf der die Dame des Halksgs,bevor
die Gaste kommen, gerade die Platzkarten veriaés Bild kdnnte ebenso gut von einem Pariser ghibrssn,
und zwar einem der besten; man wirde etwa auf Bésagen.” Meier-Graefe, “Die Kunst auf der
Weltausstellung,” 92.

54Ich werde auch niemals, unter diesem Ministerigewiss nicht, bei einer offiziellen Ausstellung mit, es sei
denn, meine Freunde zwangen mich dazu. Genug aesuZdch greife zur Selbsthilfe. Ich will loskommeéch
will aus all diesen unerquicklichen, meine Arbeiffaltenden L&cherlichkeiten zur Freiheit zurtick lehne jede
staatliche Hilfe ab, ich verzichte auf alles.” BeRuckerkandl, “Die Klimt-Affare,” in id.Zeitkunst: Wien 1901-
1907 (Vienna: Heller, 1908), 164-65.

16 «Es soll der Staat nicht sich die Diktatur des #telungswesens und der Kiinstleraussprachen areogiert,
wo es sein Pflicht ware, nur als Vermittler undlasnmerzieller Faktor aufzutreten un den Kunstlestkommen
die kinstlerische Initiative zu Uberlassen.” Ibithg.
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marked Klimt's definitive transfer from governmesgonsorship to private patronage and a
market system. His development shows, in a paraatignvay, the various stages of the
transformation taking place in the Viennese artlekdn his early years, Klimt was celebrated
as heir to celebrated painter star Hans Makartraceived the highest recognition from official
circles including the emperor; he then passed tiirdhe “juste-milieu” system of the Viennese
Secession to finally come into contact with the eroddealer-critic systef.The Secessions of
central Europe functioned principally as transisibimstitutions between periods of government
sponsorship and private patronage of the arts.eTtem be no question that these changes in the
Viennese artistic world—in which Klimt himself plegt such a fundamental role—were of
major importance to both his creativity and to deeelopment of his artistic personality. His
latent wish to remove himself from the crowds te sleclusion of his realms of creativity (the
atelier or nature) could not be reconciled wittysitem in which the professional artist was
somehow forced to develop his image in relatiopublic opinion. Comparable to Sar Joséphin
Péladan he tried to fashion himself as a proplgs.(#4, 45). The destiny of higculty
Paintings—which hold, both formally and in terms of contemkey position in Klimt's oeuvre,
reflects his transformation from a potential paimtence to an exhibition arti$® The state
originally commissioned these works as ceiling pags for a specific location. However,
through their numerous presentations, they mutatedexhibition pictures. After being rejected
for permanent installation in the Moderne Galdhe, newly-founded state museum of modern

art in Vienna, they eventually made their way iptivate collectiong? One could even go so

7 After the exodus of the “Klimt-group” from the Sassion (see chapter 3), Klimt presented his works
predominantly at the Galerie Miethke.

'8 The exhibition artist has to accept the lofty, bosecured legacy of the court artist. Oskar Batsein,
Ausstellungskiinstler: Kult und Karriere im moder@mstsystenfjCologne: DuMont, 1997); Martin Warnke,
Hofkunstler: Zur Vorgeschichte des modernen Kinst{€ologne: DuMont, 1985).

¥ The major industrialist August Lederer, a friemdi gatron of Klimt's, provided him with the necesstunds
(30,000 kronen) to repurchase the painting andhisr receivedPhilosophy The paintingdMedicineand
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far as to claim that Klimt had taken the changes tiad occurred in the viewing conditions of
his works so much into consideration that the faskled painting—Jurisprudence-due to its

flatness makes a much greater impression on argatts! than on a ceiling’

2.2 “The Expulsion of the Money Changers from the Temp of Art”

The rhetoric arsenal of modern artists’ associatissually claims that they were forged out of
idealism. However, sometimes the martial myths eamag their foundation fail to give us an
accurate idea of the heroism of their activitieshis poster for the First Exhibition of the
Viennese Secession (fig. 46) Klimt depicts the fgating King’s son Theseus, who is about to
liberate the youth of Athens from the tyranny o Minotaur, with one fell swing of his sword.
Pallas Athena, with the apotropaic shield of Medtisa virginal protector of the polis and art,
surveys, in strict profile, “Act | in the Secessitrdrama.?! With this unmistakable allegory of

victory over the enemies of the Secession andititéfference®?

of the prevailing taste, Klimt
utilized the avant-garde attitude of a fight fdrdration for the Secession’s benefit. The fact that
the censors intervened—on moral grounds—againstdkedness of Theseus was absolutely

beneficial to the propagation of this heroic image.

Jurisprudencevere purchased by his painter colleague Kolo Mbséween 1910 und 1912. After changes in
ownership, all three came into the possessioneoB#ilvedere. In 1945 they were destroyed by firgciioR
Immendorf (Lower Austria), where they had been teke safe-keeping. Still one of the best accoomtshe
history of the faculty paintings is: Alice StrobZu den Fakultatsbildern von Gustav Klim&lbertina Studier?,
no. 4 (1964), 138—69.

2|n her reflections on “discursive spaces” Kraussppsed the theory that modernist works internatliedr
display medium and, therefore, tend to be flat.eod E. KraussThe Originality of the Avant-Garde and Other
Modernist MythgCambridge, MA: MIT Press, 1985), 133.

2L Carl E. Schorskesin-de-siécle Vienna Politics and Cultufidew York: Vintage Books, 1981), 215.

22 Moll interpreted the poster in the following wa&¥heseus, the symbol of youth, has conquered iewtiffce!”
(“Theseus, die Jugendschaft, hat den Indifferentssbesiegt!”) Carl Moll, “Osterstimmung im Wiener
Kunstleben,Osterbeilage der Wiener Allgemeinen Zeith§98), quoted after: Marian Bisanz-Prakken, Ideili
Frihling, Gustav Klimt und die Anfange der Wienec&ssion 1895 - 1905 (Vienna: Brandstatter, 1921),
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If one takes more distanced look at these eventsyimg to ignore the strategically applied
pathos, one can hardly be convinced by the voaiygoroclaimed explosive force at the time
of the foundation of the association. There wasadkically new style or a revolutionary work of
art that had been deprived of its public success ggvernment authority. The exodus of a
group of nineteen artists around Klimt, from thédyaufficial artists’ society in Vienna, the
Kinstlerhaus, was much more the result of intetrsgdutes which reached their peak in
disagreements concerning the election of the baaddhanging committee. A monopolistic
institution like the Viennese Kinstlerhaus—simtlaithe Paris Salon—was structurally no
longer in the position of being able to adequatepyresent the increasing number, and interests,
of its members. The hegemonious power of the reptatves was increasingly perceived as
influence from outside. A deregulation and libezation of exhibition activities, connected with
a loss of power for the Kiinstlerhaus Society, caully be justified with aesthetic arguments
and mythical self-stylization. The programmaticadd the Secession aimed at the moralistic
polarization of the young and old, modernity aratlition, internationalism and provincialism,

and particular of those two aspects which werbaheart of the matter—art and commerce.

The writer Hermann Bahr who claimed that he “hadadr the young painters out of the

23

society,”” stated in the Secession’s main publicat@n Sacrum“The purpose of the

Secessions in Munich and Paris was to place a ‘aevdlongside the ‘old’. The whole affair

% Hansjorg Krug, “Gustav Klimt: ‘Nuda Veritas’ / 189 in Nuda Veritas Rediviva: Ein Bild Gustav Klimts und
seine Geschicht@®skar Pausch, ed. (Vienna, Mimundus 8, 1997)B&0r, as an influential member of the literary
movement “Jung-Wien” had already anticipated, i86,8 possible solution for the divergences whiati become
public: “There is no other alternative, some padrofithe arts will have to rent a couple of brightls, somewhere
in the city, and show the Viennese, in small intienaxhibitions, every six weeks or so, what is feaqipg

artistically in Europe.” (Es wird nicht anders gahals dass sich endlich einige Kunstfreunde vegein irgendwo

in der Stadt ein paar helle Sale mieten und ddktgimen, intimen Ausstellungen, von sechs zu s&¢bshen, die
Wiener sehen lassen, was in Europa kinstlerisalpettr) See: Hermann Bahr, “Klinstlerhaus 18963écession
(Vienna: Wiener Verlag, 1900), 2.
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was an argument about a better form in art [... pa&gainst artist; it was an argument between
schools, doctrines, temperamerftsli Vienna, however, it was still necessary to fifgir the
right for artistic activity. The Kinstlerhaus hagidome a market hall, a bazaar, where dealers

flaunted all kinds of wares. Bahr made what wastakte absolutely clear:

Business or art, that is the question of our SemesShall the Viennese painters be
damned to remain petty businessmen, or shoulddtiesnpt to become artists. Those
who are of the opinion that paintings are goods, frousers or stockings, to be
manufactured according to the client’s wishes, khoemain in the ‘co-operative.’
Those who want to reveal—in painting or drawing—skerets of their soul are already
in the ‘society.?

The most efficient instrument for undermining tmedsbility of the exhibition monopol
sanctioned by the state, and, as a countermolegitonize and finance elite, private projects
was represented by the dichotomy of art and mofeleast, this could be learned from the
collapse of the Paris Salon which, for decades beseh discredited using similar accusations.
The international art presentations, which had becmore and more gigantesque, and whose
dissonant, spectacular character had increasiaggnton the character of a Universal
Exposition, principally satisfied the nation’s desio represent itself, and hardly the interests of

the individual artists since the interrelation wetn a broad, diffused audience and a broad and

24 “In Muinchen und Paris ist es der Sinn der Secassigewesen, neben die ,alte’ eine ,neue’ Kunsitelien.

Das Ganze war also ein Streit in der Kunst um disbre Forni...] Kunstler standen gegen Kinstler; es war ein
Streit der Schulen, der Doctrinen, der TemperameHgrmann Bahr, “Ver Sacrum,” in ibid., 12-13.

% Geschéft oder Kunst, das ist die Frage unsereessson. Sollen die Wiener Maler verurtheilt s&lrine
Industrielle zu bleiben, oder durfen sie es versucllnstler zu werden? Wer der alten Wiener Majnish) dass
Bilder Waren sind, wie Hosen oder Strimpfe, die mach der Bestellung der Kaufer anzufertigen hat bieibe

in der ,Genossenschaft’. Wer malend oder zeichrarsdGeheimnis seiner Seele offenbaren will, descison bei
der ,Vereinigung'.“ Ibid., 13. In the statutes, s&gl by Gustav Klimt, it was demanded “that the bitinins be
placed on a purely artistic basis, free from madketracter,” which appeared to be incompatible withpractices
of the Kiinstlerhaus. Nebehayustav Klimf 135.
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diffused offer?®

had become unsettled. If marketing aimed at thienggation of bilateral
satisfaction, it was exactly here that a start Wwdwdve to be made. In Paris, the paradoxical
situation developed that commercial galleries amhfe artists’ societies were much more
capable of creating an aura of being distanced fre@mimarket than the governmental mega-
event of the Salon. The secret of success layacibation of exclusivity that meant a reduction

of the number of works exhibited and a reform i ¥irewing conditions. Martha Ward writes in

her brilliant essay ohmpressionist Installations and Private Exhibitions

As art was shown and viewed in diverse places—#ierSthe gallery, the club, the
bookstore, the studio, the apartment, the home-diftection between public and
private served to create finely gradated nuancesfiofement, and the ideal private
exhibition came to be represented as a haven $bhet&c appreciation that was removed
from the crass commerce of the art market, thesgh@ipolemics of criticism, and the
sensationalized tastes of the “pubfé.”

As will be shown, the Viennese Secession had @doreections to the international art market
and took advantage of these new marketing strategieempts were repeatedly made to link
the reproaches (which Klimt also made) concernivegatctivities of the Kuinstlerhaus with the
lack of stylistic quality due to a historicism fazin routine. Actually, the scope of the exhibits
was so wide-ranging that one could find progresamve conservative works directly alongside
each othef® Its Achilles’ tendon—ignoring “schools, doctrinesid temperaments”—lay in the

hardly controllable flood of submitted works whittte commissioners hung, after selection by

% Wolfgang KempPer Betrachter ist im Bild: Kunstwissenschaft urez&ptionsasthetifCologne: DuMont,
1985), 113.

2 Martha Ward, “Impressionist Installations and BtévExhibitions, Art Bulletin 73, no. 4 (December 1991): 599.
% |n the Jubilee Exhibition in the Kiinstlerhaus 898 the exhibits included works by Monet, Rodinsiard,

Puvis de Chavannes, Klinger und Liebermann, whewegarded by the Secession as “officers” of modetn
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the jury, like mosaics on the exhibition walls. Tisands of paintings were displayed, hung in
several rows, frame to frame, to make the greatesdtible use of the space available for display,
with gaps left only when the purchaser claimedpuischase immediately—which appears to
have been standard practice. At an early stageglAnSeuerbach criticized the loud polyphony
of the standard forms of presentation and arrangemleich the Secession was determined to
rectify: “All human seeing, hearing, thinking, fag has its limits. Anybody will close his ears
when he hears ten hurdy-gurdies playing at the sanee [...] Our exhibitions are pathological
institutions of anxiety, in which quantity is sugeal to make up for the lack of quality. On the

occasion of these large art markets, | am overdoyrtée feeling of despondency [.."

In such polyglot assemblies a work of art was regdras an isolated entity, a “nicely packaged
area,® whose greatest happiness and major goal woulleberte-painting exhibition. The
Klnstlerhaus repeatedly organized such exhibitaitis great success. In 1878, twenty-three
thousand visitors saw Makart’s painting of thatry of Carl V. into Antwerpand, in 1882, fifty-
thousand made the pilgrimage to admire MunkadsSyisst before PilateThese colossal,
sensationalist paintings were usually commissidnedrt dealers and then displayed—against
payment—on year-long tours through the most impofaropean and American cities. These
celebrated “masters of the traveling painting,” sdactivities only became possible through
the new transportation networks of the railwaysated the idea of the work of art, without a
predetermined location, whose mercantile chardxteame increasingly apparent. These

illusionary spectacles were presented in darkeaemhs, where they could count on the

% Henriette Feuerbach, elin Verméachtnis von Anselm Feuerbgttunich: Wolff, 1920), 249-50.
%0 Brian O’Doherty,In der weien Zelle = Inside the White CuBerlin: Merve 1996, first published as three
essays irtforum 1976), 13.
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curiosity of a mass audience. This followed intifaglition of panoramas and dioramas, and was
a foretaste of the cinema. Walter Benjamin poimtetthat “the simultaneous contemplation of
paintings by a large group of persons, as wasdke m the nineteenth century, is an early
symptom for a crisis in painting which was not ¢eged off by photography alone but,
relatively independently of this, through the dedmthe work placed on the mass&dr his
paintingNuda Veritag1899, fig. 47)—the painted manifesto of the Semes—Klimt replaced
“the work’s claims on the masses” with the demawfdtie work on truth, for a small circle of
the chosen. An epigram by Schiller, in the uppetige of the painting, proclaims: “If you
cannot please all through your activities and woptease a few. It is always bad to please
many.” Below this, a naked figure of a maiden—casbglly frontal—with voluptuous red-blond
hair and a piercing glance, holds a dazzling midemonstratively in front of the viewer. A
shake winds itself around the feet of this persoaiion of truth—brought so close to the
observer—as an allusion to the mortal sin of etivyer SacrumMarch 1898) Klimt had
originally confronted the emblematic portrayal oty with theNuda Verita and, only in the
final painting, were these two aspects mergedaéfitst, drawn version the work was entitled
“Truth is fire and to tell the truth means to glawd burn / L. Scheffer.” Klimt wanted art to be
seen as an instrument of knowledge, which permittsights outside the scope of the normal
sensation of reality and which, therefore, wasahserting for many. Bisanz-Prakken has

brought the mirror of th&luda Veritas—reflecting light in concentric circles—into contien

3L “Die simultane Betrachtung von Gemalden durchgeaRes Publikum, wie sie im neunzehnten Jahrhundert
aufkommt, ein frihes Symptom der Krise der Mal&gidie keineswegs durch die Photographie alkndern
relativ unabhéngig von dieser durch den Anspruchkiestwerks auf die Masse ausgeldst wurde.” Walter
Benjamin, “Das Kunstwerk im Zeitalter seiner teduhien Reproduzierbarkeit (3. Fassung),” inGksammelte
Schriften vol. 1.2, Rolf Tiedemann, and Hermann Schweppeaség eds. (Frankfurt am Main: Suhrkamp, 1991),
497.
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with Arthur Schopenhauer’s simile of a concave ariff In this text from the volumPBarerga

und Paralipomenawhich was very popular at the time, Schopenhaaepares the genuine
work of art with a concave mirror, “in as far asttlvhich it conveys is not its own, tangible self,
its empirical content, but something which liessaadg, whichcannot be grasped with the hand,

the true, difficult to grasp spirit of the mattér.”

In addition to the orientation of the work of avtMards its essential spirit, hidden behind its
sensuous appearance, the communicative-theorasipatt of the simile is also relevant.
According to Schopenhauer, genius itself can aésodmpared with a concave mirror because
this concentrates light and warmth to an astongstegree but “this only is effective in one
direction and requires the observer to have aquéati point-of-view.” Opposed to this, a
convex mirror reflects light in all directions. Bhinetaphorical description indicates that the
previously diffused effect of a work of art on theneral, entertainment-seeking, public is
bundled and intensified by the genius and direateaicircle of connoisseurs. This persistent
courting of the observer with a “particular poiritvdew” can be seen as a specific aspect of the
Viennese Secession. The concept of an “ideal patiifebetween the creators and enjoyéfs,”

established by the society, and propagated by Kiwhich rewarded the artist’s client with a

32 Marian Bisanz-Prakken, “Programmatik und subjek#ussage im Werk von Gustav Klimt,” Wien 1870—
1930: Traum und WirklichkeiRobert Waissenberger, ed. (Vienna: Eigenverlagvieseen der Stadt Wien, 1984),
114-15.

33 «zweitens 1aRt auch jedes achte Kunstwert sich dehidpiegel vergleichensofern was es eigentlich mittheilt
nicht sein eigenes, tastbares Selbst, sein empénidohalt ist, sondern auRer ihm liegt, nicht Héinden zu

greifen, vielmehr nur von der Phantasie verfolgdwals der eigentliche, schwer zu haschende @eisbache.”
Arthur Schopenhaueg§amtliche Werkejol. 5,Parerga und Paralipomend&aul Deussen, ed. (Munich: Piper,
1913), Chap. XXXI, § 379, 711.

¥ “Fir uns heiRt ‘Kiinstlerschaft’ die ideale Gemest aller Schaffenden und GenieRenden.” GustamtK|
“Eréffnungsrede der ‘Kunstschau 1908, in Breickiystav Klimt 139.
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participation in the creative interpretation of terk, elevated both parties above the passive,

consuming mass and granted them increased distmcti

One of the peculiarities of the Viennese Secesgsitimat the avant-garde rebellion of its
protagonists remained within certain boundariestaattheir work found acceptance not only
among the patrons in the upper classes. The Viendiyg Council provided land for the
construction of the building and the State alse@atpdly provided subsidies. Even Emperor
Franz Joseph | was welcomed to the first exhibjtwnich raised the Secession to the status of a
society on a par with the Kinstlerhaus. Franco iBord Ezio Godoli had this subliminal
contradiction between this aggressive rhetoricafidial recognition in mind when they spoke
about the “phenomenon of an instantly instituticresd avant-garde® That only passionate
critics, such as Karl Kraus, recognized the Seoasss a new player on the art market may
come as a surprise considering the society’s comialauccess® At the very first exhibition
more than half of the works exhibited were soldddotal of 85,000 Gulden which gave a profit
of 3,858 GuldenOne year later, Bahr purchased thada Veritasrom his friend Klimt for the
special price of 4,000 kronen (2,000 gulden), tain@ where the costs for the construction of his

house by Joseph Maria Olbrich amounted to clod®1800 kroneri! This represents the price

% Franco Borsi, Ezio GodolWiener Bauten der Jahrhundertwende. Die Architekmrhabsburgischen
Metropole zwischen Historismus und Mode(8tuttgart: Deutsche Verlagsanstalt, 1985), 73.

% Karl Kraus’ criticism of the Secession is coupleith anti-Semitism: “Just as every aristocrat usetlave his
domestic Jew, every stock broker has his domestiessionist. Herr Moll is, as is well known, thedealer for
jobber-broker Zierer and the coal profiteer Benkl &derr Klimt is permitted to instruct Frau Ledeieisecessionist
painting. [...] Who can be surprised that, with thereasing intimate relationship between the Seoessid the
stock-exchange, the mercantile spirit of this fleflartists is becoming increasingly active?” (“Véimst jeder
Aristokrat seinen Hausjuden hatte, so besitzt jet#tr Borseaner seinen Haus-Secessionisten. Hahigyl
bekanntlich Kunstagent bei dem Bdrsenjobber Zienek dem Kohlenwucherer Berl, und Herr Klimt dardér
Lederer in der secessionistischen Malerei unteemeis..] Wen wird es Wunder nehmen, dass mit dethaeden
Innigkeit der Beziehungen von Secession und Boesé€s@schaftsgeist in dieser Kinstlerschar sich inkridtiger
regt?”) Karl Kraus, (“Die diesmalige Ausstellung @&ecession,”Die Fackel59 (mid November 1900): 19.

37 Krug “Gustav Klimt: ‘Nuda Veritas’ / 1899,” 12.
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that Klimt could demand, only a few years later,dsingle portrait® It can be seen that
credibility was obtained using very subtle markgtstrategies, which concealed the conditio
sine qua non—the commercial character of the etibibbbject>® This impression of
indifference—overlooking the pedagogical facadéhef Secession—was mainly achieved
through “free self-consecration” in a Schlegelians=’ “Because it not only saw its personal
interests, but the holy matter of art itself in @cdanger, and in solemn enthusiasm for this, was
prepared to take this burden upon itself and wantekding more than to achieve this, its own
goal, using its own means; this was the reasordtablishing itself under the motto VER

SACRUM."™

2.3 “Through the Foreign to the Native”

According to Bahr, Austria was “excluded from Eugap artistic activities in the bad period

from 1880-1890.% Following this viewpoint, an Austrian inferiorigomplex, and the resulting

¥ n 1908, Klimt sold the portrait of Emilie Flége the Niederdsterreichische Landesmuseum for threafu
12,000 kronen with the remark: “The price is th&ich | receive today for a portrait commission.” fgang Krug,
“Die Kunstsammlung des Niederd&sterreichischen Lamdeseums,” iWwaldmiller—Schiele—

Rainer: Meisterwerke des Niederdsterreichischendemmuseums vom Biedermeier bis zur Gegern(Wana:
Brandstatter, 2000), 7: Tobias G. Natter, “Furgimohne Geschichte? Gustav Klimt und ‘die Gemeiai$ailer
Schaffenden und Geniel3enden,”Klimt und die FrauenTobias G. Natter, Gerbert Frodl, eds. (CologneMbnt,
2000), 63.

39 For information on the negation of economy inahéstic field see: Pierre Bourdieu, “La productite la
croyance,”Actes de la recherche en sciences soci@ebruary 13, 1977): 4—-43.

“0“Even in his external habits, the way-of-life betartist should be different to that of other deofhey are
Brahmins, a higher caste, made noble, not by buttthrough their free spiritual development.” (It8 in den
auRerlichen Gebrauchen sollte sich die Lebensaitdiestler von der Lebensart der Gibrigen Menschenttus
unterscheiden. Sie sind Brahminen, eine hohereekKaber nicht durch Geburt sondern durch freie
Selbsteinweihung geadelt.”) Friedrich Schlegelatimente IlI: Ideen,” iWerke in einem Band: Die Bibliothek
der deutschen Klassikeol 23, Wolfdietrich Rasch, ed. (Vienna: Hanser 1P 107.

*L“Wweil sie vielmehr nicht ihre persénlichen Intesen, sondern die heilige Sache der Kunst selbsgfefithrdet
erachtet hat und in weihevoller Begeisterung fésdijedes Opfer auf sich zu nehmen bereit war areltbst, und
nichts will, als aus eigener Kraft ihre eigenenl&ierreichen, darum hat sie sich unter das ZeidesrVER
SACRUM gestellt.” Max Burckhard, “Ver SacrunVer Sacruni, no. 1 (January 1898): 3.

“2uyergessen Sie nun aber nicht, dass diese Medibeiams auch noch allen Grund haben, jetzt ganariess
gereizt zu sein: sie kdnnen namlich ihre schonerdeht vergessen, die Zeit von 1880—1890, wo uhs@d in
Kunstsachen von Europa ausgeschaltet’wéermann BahrRede Uber Klim{Vienna: Wiener Verlag, 1901): 12.
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fear that the local artistic scene could suffenfrallowing international competition, blocked
any serious consideration of the developing wedtemopean modernism. His fellow critic
Ludwig Hevesi was of the same opinion when he diateretrospect, that “in the ‘Felix period’,
as it is called today, a boycott against foreigmaxisted. Protective—or rather, prohibitive—
taxes is putting the matter too lightly; absolutebbody was allowed to enter in order not to
ruin the market for local artist§*This protective isolation from the powerful necenters

such as Paris, the artistic capital of the worldpse gallery networks not only determined the
distribution of symbolic goods but also increasynggt aesthetic standards, had to lead to a
marginalization of local creative activity when sdeom abroad. According to Bahr, Austria
was an “Asian province” and when Austrian art wantironed in Paris, the response was “Over

there? That's in Romania? Isn't i?”

One major goal of the Vienna Secession was to deptieve to international artistic movements.

This mission was summarizedVer Sacrum

[The Secession] aims at achieving this by unitingtian artists living in this country
and abroad, striving for the most vital contactgilole with outstanding foreign artists,
founding exhibition activities free of any markéiatacter in Austria, displaying
Austrian art to its best advantage in foreign eiiubs, and by encouraging creativity at
home and enlightening the Austrian public abouversal artistic developments
including the most important achievements in teélfin foreign countrie®

“3“Dazumal im Kiinstlerhause, in der ‘Felixzeit’, wigan jetzt sagt, herrschte gegen die AuslandeBdgkott.
Schutzzoll, ja Prohibitivzoll ist zu wenig gesags, wurde Uberhaupt niemand hereingelassen, um den
einheimischen Kinstlern nicht den Markt zu verdarbeudwig Hevesi, “Kunst und Budgetausschuss,itin
Altkunst-Neukunst: Wien 189908(Vienna: Konegen, 1909), 291. The “Felix periodfers to the painter Eugen
Felix (1836-1906) who presided over the Kiinstleghfmu long periods in the 1870s and 1880s.

4 “Wir waren eine asiatische Provinz, denn in Pagish dsterreichischer Kunst gefragt, hieR es letiigiLa- bas?
C’est en Roumanie? N'est-ce pas?” Babecessionrl.

*5 “Diese will sie dadurch erreichen, dass sie di¢rirund Auslande lebenden ésterreichischen Kimséeeinigt,
einen lebhaften Contact mit hervorragenden frenditmen Kinstlern anstrebt, ein vom Marktcharaktses
Ausstellungswesen in Osterreich begriindet, auBiad@chen Ausstellungen dsterreichische Kunst Ztu e
bringt und zur Anregung des heimischen Schafferdszum Aufklarung des 6sterreichischen Publicums diee
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However, exhibitions completely divorced from angriket character could hardly be
international in their orientation. As with the Ksilerhaus, the Vienna Secession was dependent
on a wide network of dealers. All major art dealer¥ienna—Artaria, Miethke, Pisko, and
Artin—cooperated with the association. Eugen AgiArt Salon was even considered a “branch
of the Secessior'® The Secession was also in constant contact witlyrmdluential

international art dealers, including the most proenit Parisian galleries Durand-Ruel,
Bernheim-Jeune, Kleinman, and La Maison Moderne.dxty did the participating art dealers
want to profit from the exhibited works, the Sed@s®lso received a ten percent commission
on the sales and announced the proceeds in eatbgreg under the heading “Sale of
Artworks.” No matter how much the apologists tr{edd they still do today) to create a
dichotomy between the Kinstlerhaus and the Secegbi® most striking feature is the sense of
continuity: the Secession built on the infrastroetand networks that the Kinstlerhaus had

established.

In fact, the first exhibition of the Secession vaéie to become a manifesto of internationalism
only through established contacts in Paris andratecenters. Of the Austrians living in Paris,
the landscape artist and full member Eugen Jdtagkd a major role in preparing this
exhibition by acting as an art scout. Only artfeten the Austro-Hungarian Empire could
become full members of the association, but nungecouresponding members had also been
attracted. Almost half of the “honorary membersilddhfrom the French capital, but it would be

in vain to look for the names of the great Impresst masters among them. Today, many of

Gang der allgemeinen Kunstentwickelung die bedeistem Kunstleistungen fremder Lander heranzieht.”
Anonymous, “Mittheilungen der Vereinigung Bildendgiinstler OsterreichsVer Sacrumi, no. 1 (January 1898):
27.

46 «Artin hat sein Local zu einer Filiale der Secessgemacht.” Richard Muther, “Weihnachts-Ausstedjem

1899,” in id.,Studien und Kritikensth edition(Vienna: Wiener Verlag, 1900), 1:33-34.
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the names of the artists who exhibited are unfamib the broad public; they included Albert
Bartholomé, Albert Besnard, Francgois Rupert Cardbugéne Carriére, Alexandre Charpentier,
Léon I'Hermitte, Pierre Lagarde, Henri Martin, ReePuvis de Chavannes (figs. 48 and 49),
Jean Francois Raffaélli, and Alfred Roll. Augustedid was the most prominent Frenchman,
exhibition fifteen works. According to the annuaport of 1897: “The guiding principle behind
this first exhibition was to give the Viennese palain overview of the creative life that had
developed in foreign artistic centers over the pastde. That is the reason that—in spite of the
Association’s principle of organizing only smalt axhibitions—more than 500 works were

shown.®’

This first exhibition was definitely not one of thgoical, small-scale, elite shows whose rooms
in Muther’s words created the impression “it wasitnway a short-term exhibition planned for
a few weeks, but seemed as if one was spending somen the private gallery of an art
connoisseur® Rather, it was much more a comprehensive exhibiifcEuropean artistic
creativity. The prejudiced Bahr praised it as “sur@é of modern painting [...] an exhibition

é¥He took aim at former president Eugen Felix ared th

without a single bad pictur
“mercantilists” of the Kuinstlerhaus Cooperative wiee even boasted about the exhibition’s

financial profits, “because it shows that it is gibte to deal in art—in pure art—in Vienn¥.”

“"“Der leitende Gedanke dieser ersten Ausstellungdea dem Wiener Publikum eine tbersichtliche Kaisnzu
vermitteln von dem Kunstleben, das sich wahrendeteten Decenniums in den auslandischen Kunsstatt
abgespielt hatte. Deshalb zahlte die Ausstellurnfpawotz des Principes der Vereinigung, nur kleine
Kunstausstellungen zu veranstalten, tiber 500 NumihEirst Annual Report, Vienna Secession Archive.
*8“Die Raume der Secession erwecken den Eindruskyardle es sich gar nicht um eine kurzlebigeWtchen
beschickte Schaustellung, sondern als weile maeiirPrivatgalerie eines vornehmen Liebhabers.” &ith
Muther, “Wiener Kunstleben, Die Zeit December 30, 1899, 201.

49430 eine Ausstellung haben wir noch nicht geseBéme Ausstellung in der es kein schlechtes Bilit!dEine
Ausstellung in Wien, die ein Resumé der moderneteMaist!” Hermann Bahr, “Die Secessiolfe Zeit April
2,1898, 11.

*0“Und dabei ein sehr guter SpafR: denn es zeigt da$s man mit der Kunst, mit der reinen Kunst iet&in
Geschaft machen kann.” Ibid.
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The Second Exhibition took place in the Secessiows newly built premises on Karlsplatz in
1898; Ludwig Hevesi was not the only one who fledittthe exhibition rooms represented the
“ne plus ultra,” and noted that only the latestenial was on display. Regarding the French

artists, he wrote:

The first work the visitor sees on entering is gigantic painting “Towards the Abyss”
by Henri Martin where a motley crowd rolls towaaisabyss following theemme The
artistic qualities of the painting are so groundirag that it even becomes possible to
enjoy the programmatic theme of the work. Otheatfiate French paintings include
Roll's “Patient in an Invalid Chair” (each one a$lpaintings is different) and his green
landscape, as well as A.[ntonio] de la Gandaraieeexely elegant portrait of a lady.
L’Hermitte’s piquancy and the peculiar atmosphé&iwdscapes by Pierre Lagarde and
[Emile-René] Ménard are also noteworfty.

The French were always noticeably present in tindbé&ions organized by the Vienna
Secession, though idealizing tendencies werenstiit prominent. Impressionism, in hindsight
the most significant and important artistic achieeat of foreign countries, made its first
modest appearance only at the 1900 exhibitionaplgc art, when works by Renoir and
Pissarro were shown. At another exhibition in thee year, Paul Signac’s “mosaic-like artistic
curiosities” appeared for the first time; Hevesmediately identified him as the “technical
father” of Théo van Rysselberghe who was appardmtier known in Vienna at the time.

Signac wrote a letter giving precise instructionshow his works were to be hung (fig. 50), but

*L“Der erste Blick des Eintretenden fallt auf Helliartins RiesenbildVers I'abime wo eine bunte
Menschenmenge, dem Weibe nach, sich dem Abgrunédlizuie malerischen Eigenschaften des Bildes sind
bedeutend, daR sie selbst das ProgrammmaRige terisoieen Vorwurfes geniel3bar machen. FranzésiBadter
ersten Ranges sind noch Rdfatientin im Krankenstuler ist in jedem Bilde ein anderer) seine griine
Waldlandschaft und A. de la Gandaras Uberaus eleg&amenportrat. Die Pikanterien L'Hermittes, die
eigentiimliche Stimmungslandschaften Pierre LaganddsVénards fallen auf.” Ludwig Hevesi, “Weitergsm
Hause der Secession,” in id¢ht Jahre Secessipi3.

*2pid., 238.
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ended with the words: “Nevertheless, most importdatit according to your own tasté¥The
timid turn towards the French avant-garde was lgrte work of Josef Engelhart—a member
who had more or less ceased his artistic activitiggng the founding phase of the Secession—
while serving as president. He travelled throughn@ay, France, England, and Belgium to
prepare the first exhibition of the Vienna Seceassas well as to strengthen existing contacts
and to create new ones. “When | came back fromripyrhy head was still spinning. | had had
to look at 20,000 pictures! But, | think | can laisfied with the result. | was able to win almost

all of the artists | visited for the Secessigh.”

Engelhart, who lived in the same house as Jettatglhis stay in Paris in 1891-92 and made
extremely negative comments on the former’s deparelen Sedelmeyer, devoted his art to
pictures of life in the modern city. He paintecestrviews, cabaret scenes, and coffee house
interiors, and developed a new approach to cahspited by his French colleagues, he
discovered pastel chalk as a suitable medium fpictlag fleeting impressions. HRarisian
Café(fig. 51), showing a lack of communication betwdles couple that reminds one of similar
works by Edgar Degas, is a characteristic examiphésause of this technique. The practice he
grew fond of in Paris—painting nudes in the oper-de&d to a scandal in 1893. The jury of the
Viennese Kunstlerhaus rejected ieerry Picker(fig. 52) due to its “candid naturalism,” thus
giving the unsatisfied members another argumena f&plit>® Engelhart himself is actually the

best example of the continuity between the Kiinstes and Secession. In his memoirs, he was

>3 «“Aber vor allem machen Sie nach lhrem Geschmakklil Signac to Vienna Secession, February 13, 1900,
Signac no. 9141, Vienna Secession Archive.

4 “Als ich von meiner Reise zuriickkam, dampfte ngr Hopf. Hatte ich doch 20.000 Bilder anschauensetis
Aber mit dem Ergebnis konnte ich zufrieden seirstiédle Kinstler, die ich aufgesucht hatte, waiardfe
Sezession gewonnen.” Josef Engeltairt, Wiener Maler erzahlt: Mein Leben und meine Mied@/ienna:
Andermann, 1943), 100.

%> Marian Bisanz-Prakketeiliger Friihling: Gustav Klimt und die Anfange défiener Secession 1895-1905
(Vienna: Brandstatter, 1999): 60.
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quite open about admitting that he was drawn tisPgra Kinstlerhaus exhibition with a

strong representation by French artists:

| saw works by foreign artists for the first timietlae 1888 International Exhibition [at

the Kinstlerhaus]. With the exception of the themdus Germans [...] the French made
the greatest impression on me. The good tasterthde itself felt in a different manner

in all of their pictures was proof of their greatrhal assuredness. Instinctively, | felt that
| had certain deficiencies in this area and, givmgp my years of longing, made a trip to
Parissien 1889. When | came back, | was determiodceturn and] spend some years
there:

In fact, modern French artists such as Rodin, Mar&d others could be seen in the
Kinstlerhaus long before the Secession, althougihrere frequently overlooked in the
profusion of other works on display. Contrary te ffiropaganda against the Cooperative spread
by the breakaway Secessionists, the Kiinstlerhaliséner entirely cut itself off from
developments abroad. In particular, the Internatiédat Exhibitions in 1882, 1888 and 1894
were characterized by the lively participation oéich artists, to the extent that the press even
referred to a gallery called the “French Hall.” &sdl, Monet was awarded a small gold medal
on the occasion of the Jubilee Exhibition in 188Rbrating fifty years of the reign of Emperor
Franz Joseph; the event is just another examgleeddrtist cooperative’s openness. Monet’s
two oil paintingsHouse at Argenteuilyhich was awarded a medal, abdurch at Varengeville

(fig. 53), which was given a full-page illustrationthe catalogue, were sent to Vienna by Paul

5 “Im Jahre 1888, auf der internationalen Ausstejlsah ich zum ersten Male Werke auslandischer téins
AulRer den damals beriihmten Deutschen [...] machtemiah [...] vor allem die Franzosen grof3en Eindrudkr
Geschmack, der sich in allen ihren Bildern auf eleiesdene Weise aulierte, zeugte von grol3er fori8alberheit.
Da ich in dieser Richtung bei mir selbst instinlkdinen gewissen Mangel verspurte, folgte ich megierelangen
Sehnsucht und unternahm im Jahre 1889 einen Ausfluf Paris: Ich kehrte mit dem festen Vorsatz duri
einige Jahre dort zuzubringen.” Engelh&ity Wiener Maler erzahlt36.

98



Durand-Ruef’ In 1882, Rodin sent two major workse Iron Agg1877-1880) ant. John the
Baptist(1878-80) to the Kunstlerhaus for its First Intgranal Exhibition. The goals, as
described in the catalogue, of stimulating localduction through the artistic achievements of
foreign countries seem to be almost identical whhSecession’s intentions fifteen years later.
Nonetheless, there is a firmly entrenched, butnmea, belief that Rodin came to Vienna only
through the Secession—most probably due to theiémity published installation photos (fig.

54).

2.4 Alexandre Rosenberg’s Collection

As was the case with the Kiinstlerhaus, the ViereweSsion also had to rely on delegates in
Paris to obtain works by French artists. On thetwared, they could hope to have works
submitted by their corresponding members. On therpit was necessary to have direct contact
with important artists, collectors, and art dealgh&n planning ambitious exhibitions. Initially,
one could count on the network of Austrians livind?aris who, as former members of the
Kinstlerhaus, often worked in the circles clostheoCharles Sedelmeyer gallery. On April 24,
1898, Jettel informed his “dear friend Engelhatidat the opening of the Champs de Mars
Exhibition, at which he was able to speak to margmbres honorairesf the Secession and

thank them for supplying works for the first extiibn.>® He gave Engelhart a detailed report of

" Kolja Kramer, “Die Ausstellungsprasenz des fraistiizen Impressionismus im Wiener Kiinstlerhaus arder
Wiener Secession, 1877-1903” (PhD. diss., UnivesiBern, 2003). Kramer transcribed for this ditston
relevant archival material from both Viennese ad&sociations. Four years later, Andreas Narzlighdd a large
portion of the correspondence between Durand-Risdsirer, and Bernatzik in Andreas Narzt, “Der Brexhsel
Paul Durand-Ruels mit Wilhelm Bernatzik und Paus€ieer,” Wien-Paris: Van Gogh, Cézanne und Osterreichs
Moderne Agnes Husslein, ed. (Vienna: Brandstatter 20074-31. Since the family-owned Durand-Ruel archive
in Paris is rather difficult to access, | had tly @n Narzt's publication although he does not jdewa transcription
of the French original.

%8 Eugen Jettel to Josef Engelhart, May 24, 1898ethagt no. 220.970, Manuscripts Collection, WieStxdt- und
Landesbibliothek, Vienna.
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new works in the show by artists such as Jean-€h&azin, Charpentier, Ville Valgren, Alfred
Roll, Carabin, Anders Zorn, Lucien Simon, Charledtét, Besnard, Puvis de Chavannes, Pascal
Dagnan-Bouveret, Martin, Carriere and Rodin—and teailability. Often, the desired works
had already been sold—this had happened with Ssigneton Circughat Jettel considered the
most outstanding work shown at the exhibition.ddiion, two significant paintings by
BesnardMadame RejanandSpanish Danceravere already reserved for upcoming exhibitions
in Munich and Saint PetersbutgHowever, he also noted that at this “exhibitioniuaual, there
were many good works, many interesting ones but feav that were really outstanding’He

gave a lengthy account of his meeting with Rodin:

Rodin’sBalzacis the most widely discussed work; taking botho8altogether, there are
newspaper articles for and against it almost edagy | am not actually an admirer of his
recent work, which is even more difficult to undarsl than hi&/ictor Hugol...] Rodin
was very interested to find out how we liked Yistor Hugobecause it has been
subjected to so much hostility here and considgénaaportant to learn how his work

was judged abroad. | tried to get out of it by asguhim that his genius was admired in
Vienna, but his other works were better liked andarstood than the fragments of his
Victo[ﬂHugo monument. This comes as no surprisangebat we did not have the whole
work.

It seems unlikely that Jettel made any effort tblggressionist paintings. Instead, another
delegate, the French sculptor Frangois-Rupert @aféh. 55), played an important role in this

area. As a corresponding member of the Secessdmadhalready been represented at the first

*Mme. Rejandy Albert Besnard was shown in the Ninth Exhibitiof the Vienna Secession in 1901 (cat. no. 71).
0 “Rodins Balzac ist die vielbesprochenste Arbei, litiden Salons zusammengenommen, fast taglige lan
Zeitungsartikel fur und gegen. Ich selbst bin Keiaund seiner letzten Arbeit, die noch viel un\ardticher ist als
sein Victor Hugo [...] Rodin war sehr interessiertexrtahren, wie sein Victor Hugo bei uns gefiel eddier so
vielen Anfechtungen ausgesetzt sei, und es fuv@mWichtigkeit ware, wie man im Auslande seine éitbén
beurtheilt. Ich zog mich so gut ich konnte ausAfi#ire, in dem ich ihm versicherte, dass man in Wdein Genie
bewundere, dass aber seine anderen Arbeiten lipsfseden und verstanden wirden, als gerade dienteatg
seines Victor Hugo Denkmals, was ja auch nicht veundkdnne, da wir kein Ensemble héatten von demeyanz
Werke.” Jettel to Engelhart, May 24, 1898.

%1 Ibid. Rodin exhibited fifteen works, including fofragments of the model for the Victor Hugo Monurhén the
First Exhibition of the Vienna Secession in 1898.
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exhibition in the Gartenbau—with six bronzes of 8epentine Dancerepresenting Loie

Fuller (fig. 56) among other works. With seven éxtsi (Rodin only had two) in the Secession’s
Impressionist Exhibition of 1903, he was certaiolerrepresented; this was probably more in
recognition of his services to the association therause of his stylistic proximity to
Impressionism. In the previously quoted lettertel@eports that: “Carabin is spreading
propaganda for Ver Sacrum; he has already won tworee interested readers and asked me to
inform him about the requirements for foreign sulpions.”? Both the Archduke of Hesse and
Arthur von Scala from the Imperial School of Apgliarts in Vienna attempted—in vain—to
hire this almost-forgotten representative of ArtuMeau as a professor. On August 20, 1899,
Carabin wrote to the Vienna Secession from Paat“ds far as Claude Monet is concerned, |
have a letter in which he tells me that he doegmok very highly about taking part in
exhibitions; however, | hope | can change his mum@n | see him in person because he no
longer lives in Paris but permanently in the coysitte; | will let you know as soon as | have his

agreement®

It is clear that the Secession made efforts tdagats from Impressionist artists in the years
around 1900. Unfortunately, Monet seemed to beegspécially interested in exhibiting in
Vienna once again, even after winning a medalatilnstlerhaus in 1898. Nevertheless, in a
letter to Carabin he said that he did not thinkd@aler Durand-Ruel would have anything
against Monet providing the Vienna Secession wothes of his works. However, a few days

later, the difficulties with Monet made Carabin giup; he felt the artist was completely in the

62«Carabin macht Propaganda fiir Ver Sacrum, er lwte? 3 Abonnenten gewonnen und bat mich ihm die
Abonnements Bedingungen mitzuteilen fir das Auslaltdd.

83 “tant qu'a Claude Monet j'ai une lettre dans laliiil m'a dit qu'il ne tient pas & exposer magspére le faire
revenir sur sa détermination quand je le verrasqamellement car lui non plus est a Paris il hatoiginuellement
la campagne sit6t que j'aurai son acceptation jes\am ferai part.” Francois Carabin to the VieBeaession,
August, 20 1899, Carabin no. 3111, Vienna Secegsiohive.
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hands of the dealers who took everything he pradibeg did not want to loan anything:
“Durand-Ruel has no intention of loaning anythingkhand pretends that he would not have
any advantage from thi§*It is rather difficult to understand why DuranddRuvefused on this
occasion, as he had sent works to the Kinstlerbialysa short time before. One of the reasons
could be that the Parisian gallery owner had nenlsiccessful in selling any works in Vienna.
All of his efforts at placing works from his galjein major Viennese exhibitions, from the
World’s Exposition in 1873 to the Franz-Joseph ldgbExhibition in 1898, had been financially

disappointing.

The Secession experienced similar problems witreEBggas. Carabin asked private collectors
for loans rather than contact the capricious adirgtctly. None of his efforts bore fruit and, on
September 12, 1900, he was forced to send the Secdke unpleasant news. “Concerning
[works by] Degas, | still cannot promise anythihgisited Monsieur Laurent in Fontainebleau
[...] M. Laurent simply does not want to loan for@amtire season. He loaned his two best
paintings to the Centennale & Décennale at the(124xis] Universal Exposition and now he

only has one left®®

“Durand-Ruel ne veut absolument rien préter etepdant qu'il n’a aucun avantage.” Carabin to Vinn
Secession, February 12, 1900, Carabin no. 3118ndi&ecession Archivevhen Carabin fell ill, the Mitchell &
Kimbel transport company took care of all acquisi negotiations: “Monsieur Carabin will write ta Klaude
Monet himself. We will write to the other artiststiis name. We will attempt all that is possibl@ssure the
widest participation.” (“Herr Carabin wird Herrnallde Monet personlich schreiben. An die anderersém
schreiben wir selbst in seinem Namen. Wir werdaaften, ein Moglichstes zu thun, um zahlreiche iBgteg zu
erzielen.”) Mitchell & Kimbel to Vienna Secessidfgbruary 2, 1900, Mitchell & Kimbel no. 6553, Vienn
Secession Archive.

8 “Tant qu'a Degas je ne peux pas encore vous pteende suis aller voir M. Laurent & FontaineblpaliM.
Laurent ne veut pas en préter pour un saison Imngnes C’est qu'il a prété les deux plus beauxExposition
Universelle Centenale & Décenale il ne lui en rgdtes qu’un.” Carabin to Vienna Secession, SepterhBe1900,
Carabin no. 3118, Vienna Secession Archive.
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This meant that the Secession’s wish of being &bpresent Degas in Vienna in the fall of 1900
were now shattered once and for all. A month ldtewever, there were signs of hope on the

horizon. On October 22, 1900, Carabin reported wisiaito the collector M. Rosenberg:

Between us, this collection is amazingly complete ecludes Manet, Claude Monet,
Degas, Alfred Sisley, Lépine, Jongkind, Besnard)die Boudais, Berthe Morisot etc.
etc. All of them first class—they create an ensendblaround 200 canvases [...] one of
the most beautiful collections. See what need®tddne and contact M. Rosenberg
directly if you want to exhibit his collectidfi.

Although the preserved correspondence only retekd.tRosenberg, the address, 77 Faubourg
St. Honorée, makes it possible to identify the axithe. According to the Almanach du
Commerce, this is Alexandre Rosenberg, the fathreoprominent avant-garde gallery owners
Paul and Léonce Rosenbé&fgA catastrophe had overshadowed the beginnindgsiofrhportant
dynasty of art dealers who repeatedly sent work&e¢ana in the years to come. The elder
Rosenberg originated from the Austro-Hungarian Eengnd had become one of the leading
importers of grain on the Paris Exchange. Fiverséga with rotten grain from Argentina led to
his financial downfall in 1886, but he then usesl fimivate art collection as the basis for a new

enterprise. When Rosenberg started operating aégotiant d’objets d’art” he dealt mainly

% “Entre nous cette collection qui est merveilleusahtompléte comprend des Manet, Claude Monet, Hega
Sisley, Lépine, Jongkind, Besnard, Renoir, Boud2ésthe Morisot etc. etc. Tous de tous a fait kdre— forme
un ensemble d"environ 200 toiles [...] une plus betdlkection. Voyez ce que vous avez a faire eteaetbus
directement en rapport avec M. Rosenberg si voukezexposer sa collection.” Carabin to Vienna Ssios,
October 22, 1900, Carabin no. 31®8nna Secession Archive.

" The Almanach-Bottin du Commerce de Paris lists With “curiosité, objets d’art” from 1899 througl®a6. My
thanks to Monique Nonne for this information.
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with Old Masters but, around 1898, he threw hima#lbleheartedly into buying and selling

works by the Impressioniss.

Actually, Rosenberg had been in contact with theeS&ion even before Carabin visited him. He
informed the Viennese institution that he was ableall one of the “most important collections
of French Impressionists” his own: “| own a firsite Manet, 2 Degas, 16 Claude Monets, all
top quality, 14 first class Sisleys, 7 superlaRenoirs, 20 outstanding Jongkinds, paintings +
watercolors, 14 outstanding Boudins, 14 LépineBe3nards, 7 Pissarros. As well as Daumiers,
Chérets, Caillebottes, Forain, Cottet, etc. &la¥hile the Vienna Secession wanted to exhibit
only a small selection of 35 of the best works frRosenberg’s collection, the collector insisted
that all of his pictures be displayed. On Noventigr1900, the dealer wrote to the Secession:
“I would like to inform you that | expressly told disieur Carabin that, at present, | am only
interested in exhibiting the pictures | possesarasntire ensemblé®He gave economic
reasons for reaching this decision as it wouldiisohlutely of no advantage to him to send his
best paintings, valued at half a million francsYienna for the main season: “I have no

personal interest in the exhibition and do notiselfienna.”*

Because they could not accept
his terms, there was no major show of Impressiansks at the Vienna Secession in either
1900 or 1901. Indeed, as policy, the Secessiosedfto show entire collections of art dealers

or private collectors, in contrast to the Kunstérs, for which this was a common practice. As a

% pierre Nahonl_es marchands d’art en France: XIXe et XXe sié(fssis: Editions de la Différence 1998), 123-
24,

%9“Ich besitze einen erstrangigen Manet, 2 Dega<;laGde Monets, alles ersten Ranges, 14 Sisleystégi
Qualitat, 7 prima Renoirs, 20 prima Jongkinds, &ilét Aquarelle, 14 hervorragende Boudins, 14 Lépife
Besnards, 7 Pissarros. Dann Daumiers, Chéretdeliaiies, Forain, Cottet, etc. etc.” Alexandre Rbszg to
Franz Hancke, October 4, 1900, Rosenberg no. 858kana Secession Archive.

O «“Antwortlich lhrer werten Zeilen mache ich Sie daf aufmerksam, dass ich Herrn Carabin ausdriicklgite,
dass mich nur eine Gesamtausstellung meines Bédires im gegenwartigen Zeitpunkt interessieremKa
Rosenberg to Hancke, November 12, 1900, Rosentoei®639, Vienna Secession Archive.

"L “Ich habe kein persénliches Interesse an der &llesg und habe auch keinen Verkauf in Wien.” Ibid.
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favor to the Secession, Rosenberg did offer teatl“lend thddapanese Womat the Woman
with Orangesby Besnard, m Lucien Simon & two fine CaillebottéSAfter the deal with
Rosenberg fell through, plans for an Impressiogxsiibition had to be postponed once again.
Viennese art critics were well aware of the diffims involved. Ludwig Hevesi wrote: “The

idea of exhibiting Parisian Impressionism in Viensi@ane of the best our Secession has had so

far. Its realization however was difficult. The leattors’ doors are locked with seven bolt.”

2.5 Loans from Durand-Ruel

On January 17, 1903, the Viennese Secession opeaeagerly awaited T6exhibition entitled
“The Development of Impressionism in Painting adIfture,” the first time that the
movement was represented under its auspices. Esapnt of the Secession, Wilhelm
Bernatzik, was largely responsible for the orgatreof the event. He had once studied
painting under Léon Bonnat in Paris and—by Austsamdards—found his way from
Naturalism to Impressionism at a relatively eantyet (fig. 57). Probably in an effort to stress
the hard work involved in organizing this exhibitjiBernatzik gave an interview to thieue
Freie Pressa few days before the opening, in which he claithatl such a collective

exhibition of Impressionist art “had never beenwsh@nywhere else.” The reason, he said, was

"24ch wiirde lhnen aber vielleicht um Ihnen gefaltig sein la femme japonnaise & la femme aux oramgas
Besnard, meinen Lucien Simon & zwei ganz hiibsclikeBGatte leihen.” 1bid.

“Der Gedanke, den Pariser Impressionismus in \iligszustellen, ist einer der besten, die unseresSiere
bisher gehabt hat. Ihn auszufihren, war freilidingerig. Die Tiren der Sammler sind mit sieben Rirg
verschlossen.” Ludwig Hevesi, “Edouard Manet undesé.eute,” in id. Acht Jahre Secession (Marz 1897-Juni
1905): Kritik—Polemik—ChronikVienna: Konegen, 1906), 406.
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a very simple: “In a way, a single art dealer teswhole movement in his hands, and that is

Monsieur Durand-Ruel in Paris. And, he has sodaisted all temptations®

Although Durand-Ruel had virtually a monopoly oe firoduction of some of the great masters
of Impressionism for a long time, it had alwayst@ehis interest to promote the group
internationally through exhibitior/S.From the outset, one of his principal businesaeties

was to bind individual artists exclusively to hillgry even if—in contrast to Charles
Sedelmeyer or Adolphe Goupil—he rarely drew up falroontracts with them. The cooperation
between the artists and their dealer was usuallyariorm of a free arrangement based on
common trust. Durand-Ruel often attempted to buyddlocks of works directly from the
artists’ studios, from collectors, or at auctio@sie example of this approach occurred in 1872
when he noticed two works by Manet in the studithef Belgian painter Alfred Stevens. He
immediately contacted Manet and on the very nextmlaichased twenty-three paintings from
him at a price of approximately 35,000 fraft®issarro recalled a similar experience in a letter
to his niece in 1881: “Durand-Ruel, one of the ngysiminent art dealers in Paris, visited me

and bought a large selection of my paintings angkkgalors; he also offered to take everything

" “Ein einziger Kunsthandler hatte sozusagen digg&ewegung in der Hand, und das ist Herr Duranel-Ru
Paris. Und der hat bisher allen Verlockungen wideden.” Thomas, “Impressionisten in WieNgue Freie
PresseJanuary 11, 1903, 9.

> “From 1870, the date of the first catalog we hawehe day of my great-grandfather’s death, thésRgllery
organized 197 exhibitions and the New York bran28. TThis of course does not include the shows fackvthe
catalogues have not survived, or those for whicputdication was produced. In addition, there w11
exhibitions of the Society of French Artists orgaed at the London branch between 1870 and 1875hasé at
the Brussels branch (4, Rue du Persil) between 28d21875.” Caroline Durand-Ruel Godfroy, “Paul &na-
Ruel's Marketing Practices¥an Gogh Museum JournaD00:Theo Van Gogh and the "L €entury Art Trade
(December 2000): 86. On Durand-Ruel, see alsodPssoulineGraces lui soient rendues: Paul Durand-Ruel, le
marchand des impressionist@aris: Plon, 2002).

® Anne DistelLes collectionneurs des impressionistes: amateimsaechandgDudingen: Trio, 1989), 24-25.
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| produce. This means that | will have peace fansdime and the means to create important

works.”’

The first purchases of works by Monet and Pissagre registered in 1871; a few months later,
Durand-Ruel also bought pictures by Degas, Reaatt,Sisley. In the expectation of an
increase in prices similar to that experiencedhgyBarbizon School, the gallery owner
accumulated many works by both Barbizon and Imprags artists over the years and often
mixed both schools in exhibitions. He acknowledtfext a great deal of patience and marketing
talent was needed in order to be able to sellnvientory at a profit: “In order to maintain prices,
you must never be in a hurry to sell, and on thereoy, always be prepared to support the

works that interest you at auctiors.”

Of course, it is pure invention that Durand-Ruel hesisted “all temptations,” as Bernatzik had
put it, to loan his paintings to the Secession teefoeir 18" exhibition dedicated to
Impressionism. This notion could have been thelre$uhe previously mentioned report by the
delegate Carabin, who informed the Secession i0 &8 Durand-Ruel had absolutely no
intention of sending anything to Vienna on loanaiy case, the Parisian art dealer found it
necessary to ask the editor of theue Freie Pressi® correct some of the mistakes that had
made their way into the newspaper. Although, syrgpeaking, the words that were quoted in

the report actually came from Bernatzik, Durand{Rt&ted:

""Durand-Ruel un des grands marchands de Parissastme voir et m’a pris une grande partie de migestet
aquarelles, et me propose de prendre tout ce deegjie—C’est la tranquillité pour quelque tempisleemoyen de
faire des ceuvres importantes.” Janine Bailly-Hergbed.Correspondance de Camille Pissarxkml. 1,1865-1885
(Paris: Presses Universitaires de France, 198Q), 14

8“pour maintenir les prix il faut n’étre jamais psé de vendre et étre toujours prét, au contgaseutenir dans
les ventes publiques les ceuvres aux-quelles o@gse.” Paul Durand-Ruel, “Mémoires,’lies archives de
I'impressionnisme: lettres de Renoir, Monet, Piss&isley et autres—Mémoires de Paul Durand-Ruel—
Documentsyol. 2, Lionello Venturi, ed. (Paris: Durand-Ru&939), 166.
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It is also incorrect when your reporter writes taatomprehensive exhibition of the
Impressionists has not previously been shown angavihdave organized important
exhibitions entirely devoted to works of this schimoParis, London, New York, and
other cities since 1873. In 1886, | exhibited thmeadred paintings, with a selection of
the finest works by Manet, Degas, Puvis de Chawarivienet, Renoir and all the other
interesting painters of the young school, in thevNerk Academy of Drawing. And,

this exhibition laid the foundations for the grogisuccess that has accompanied these
artists in Americd?

To a certain extent, the American triumph in 1888 marked a turning point for Durand-Ruel
and the Impressionists: his persistent attempestablish an export market for goods that he
could not sell in France finally bore fruit. The dealer’s creativity was definitely spurred on by
financial pressures. He was actually forced to woslknew markets abroad to offset financial
difficulties at home. Linda Whiteley concluded ting support of Impressionism “was to a
certain extent imposed on him by the loss of hissbbck during the 1870s and by the very
small amount of disposable capital available to &ftar the series of ambitious and finally
disastrous investments during the same period. &% ®ertainly, like so many of the collectors
he describes, ‘trés spéculatet’. Durand-Ruel admitted that he had twice been ortimd of
financial ruin, but he had never actually been bbapk In this, he also contradicts the
sensationalist lines in thideue Freie Pressihat reported: “He lost all his money with

Impressionism and went bankrupt twice. Today rensulti-millionaire.’®*

" paul Durand-Ruel thleue Freie Pressdanuary 17, 1903, Durand-Ruel Archive, Paris.t€iin Narzt,
“Briefwechsel,” 223.

8 Linda Whiteley, “Painters and Dealers in Ninetée@entury France, 1820-1878, with a Special Refsré¢a the
Firm of Durand-Ruel” (PhD. diss., University of @xé, 1995), n.p.

8L«Er verlor sein ganzes Geld im Impressionismus wndde zweimal Bankrott. Heute ist er xfacher Mitlir.”
Thomas, “Impressionisten in Wien,” 9.
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In order to supply the various national marketdwgivods from Paris, Durand-Ruel developed a
wide network of business partners and branchesfitdisubsidiary outside of France was more
the result of political circumstances than a bussngecision. In 1870, Durand-Ruel moved to
London with his family to escape from the Germaoupation of Paris and the subsequent civil-
war-like conditions of the Commune. In London, GésiFrancois Daubigny introduced him to
Monet and Pissarro. In addition to his branch indan, he opened another one in Brussels in
1872. Although financial difficulties caused himdiose both in 1875, they were the first
venues outside of France where Impressionist waweke exhibited? The surprisingly great
interest in what he had to offer—and also in anréto get around customs regulations—Iled to

the opening of his salon on Fifth Avenue in New kor 1887.

Significantly, Germany was the largest and mosvadEuropean market for Impressionists.
According to Walter Grasskamp’s convincing thehigs was mainly due to the regional
fragmentation of the marke¥®A survey in 1920 showed that, in 1914, there veiee as
many works of French art from the nineteenth arehtveth centuries in German museums—
namely two hundred— than in French instituti8hi 1883, Durand-Ruel sent some
Impressionist works to dealer Fritz Gurlitt ancesdhibitions in the Hotel Kaiserhof in Berlin.
Julius Elias, a contemporary art critic, who ddsedi Durand-Ruel as the epitome of the

amateurs-marchanadvrote: “At the beginning of the nineties, he eigaccepted my proposal

8 Durand-Ruel Godfroy, “Paul Durand-Ruel’s MarketiPractices,” 86.

8 Walter Grasskamie unbewaltigte Moderne: Kunst und OffentlichKdtunich: C. H. Beck, 1989), 36.

8 Wulf Herzogenrath, “Fakten zur Kunstszene im Dehitsnd der zwanziger Jahre,”Raris-Berlin 1900-1933:
Ubereinstimmungen und Gegensétze Frankreich-DelatsdhBrigitte Hilmer, ed. (Munich: Prestel 1979), 306-
The surprising statistic for the year 1914 was shield in 1920 inLes Cahiers d’aujourd’hui“There are around
two hundred works by French artists ranging frogrés to the Cubists in German museums, but not even
hundred in French ones.”
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to come to Berlin with compact collections of Maaatl Impressionism; these delectable, elite

exhibitions took place in the ‘Kaiserhof and wéhe first of this kind.®

It appears that, for a while, Durand-Ruel even tbwéh the idea of opening a branch of his
gallery in Berlin. Yet, his partnership with the i&tsalon Cassirer made this step unnecessary.
Together with his cousin Bruno Cassirer, Paul Caskiad founded a gallery and publishing
house at Victoriastrasse 35 in 189&rom that time on, they also worked as secretafiéise
Berlin Secession, a relationship that frequentllyttepublic controversy over the intertwining of
art and commerce. The two cousins and businesseparseparated in 1901, Paul leading the art
salon while Bruno taking over the publishing adies. In 1899, Durand-Ruel gave the
Kunstsalon Cassirer the exclusive rights to selMmnrks in Germany, as can be seen clearly in a
letter from Durand-Ruel to Gustav Pauli, directbthe Kunsthalle Bremet.Durand-Ruel
answered a request for loans in the following maritiewould be good to reach an agreement
with Mr. Paul Cassirer, Victoriastrasse 35, contgyithe pictures by Renoir and Pissarro you
like to exhibit. Herr Cassirer has the exclusights to our paintings in Germany; he is

currently presenting an exhibition with works byriee in Berlin where you will certainly be

able to select the work you desif&.”

8 “Er ging zu Beginn der neunziger Jahre auf meine=gung willig ein, mit geschlossenen Sammlungenédis
und des Impressionismus nach Berlin zu kommengdaxkeren Eliteausstellungen fanden im ‘Kaiserbttt, es
waren die ersten dieser Art.” Julius Elias, “Paur&nhd-Ruel: Aus dem Leben eines modernen Kunsthés)dll
Kunst und Kinstlet0, no. 2 (1912): 106.

% George BriihlDie Cassirers: Streiter fiir den Impressionisnfusipzig: Edition Leipzig, 1991); Rahel E.
Feilchenfeldt and Thomas Raff, e$n Fest der Kuinste: Paul Cassirer—Der KunsthandlsrVerleger(Munich:
Beck, 2006).

8" Durand-Ruel Godfroy, “Paul Durand-Ruel’s MarketiPractices,” 87.

8 Quoted in Flavie Durand-Ruel, “Paul Durand-Rueéund und Handler der Impressionisten, Wien-Paris:
Van Gogh, Cézanne, und Osterreichs Moderne, 1880;¥@nes Husslein-Arco, ed. (Vienna: BrandstatteQ 70
212.
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In 1902, when the Vienna Secession started plarthmgxhibition of Impressionism, it was not
completely clear whether Cassirer’s rights exterakgbnd the German border to include
Austria. As can be seen in the preserved corregrma thisnénage a troifrequently caused
tension between the Secession and Cassirer, wdroatid to prevent the development of a
direct axis between Vienna and Paris. Only if etreng passed through his hands would he be
able to get his share of the profits of the Seoassxhibition. It must be assumed that some of
the paintings that Cassirer had received from agress partner on rue Laffitte in Paris were
on commission and that some were from his own staslseen in a letter dated June 15, 1902,
it seems that Bernatzik actually visited Durand{Ruéaris. However, this visit was announced
in a letter from Cassirer with the words: “Herr Batzik has the intention of interesting the
Viennese in Impressionist a”When planning for the exhibition came to a relattandstill

that summer, Cassirer exerted pressure by drawiegt@n to the fact that his stock of
paintings was in great demand at exhibitions ieRburg, Dresden, Hamburg, and Frankfurt,
and that only a very limited number of first-clagsrks were available. This—and some
unanswered letters—clearly annoyed the Secessasident, who made it clear to Cassirer that
he did not have to rely on him to realize the ekilub because “through my personal
connections, | have been able to interest two pigalleries in Paris that want to sell their
collections in our undertaking. It is also planrieat Durand-Ruel will add to the work®In

spite of the note of discord, Bernatzik made iaickhat he intended to organize the exhibition

with Cassirer alone:

8 Cassirer to Durand-Ruel, May 29, 1902, Durand-Ruehive, Paris. Quoted in Narzt, “Briefwechsel 142
“Durch persénliche Beziehungen ist es uns gelunpeei Privatgalerien in Paris, welche ihre Sammam
verkaufen wollen, flr unser Unternehmen zu intéeesa. Eine Erganzung der Werke durch Durand-Ratel i
geplant.” Bernatzik to Cassirer, September 12, 18@2natzik no. 2500, Vienna Secession Archive.
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Bringing together works from various sources, aldnyg differing interests concerning
sales into account, are causing difficulties. réfigre come back to the verbal agreement
we reached in Berlin. The selection of Impressi@nysu supply for our exhibition will

be formed by works | select from your collectiorowywill complement these with
various pictures | saw in Durand-Ruel’s gallerywHgou arrange this, is none of our
busingeiss; however, it would be good if the priaesrmt too high—in the interest of
sales:

Despite this assurance, Cassirer approached DiRaatand asked him not to deal directly

with the Secession in this matter: “If the Prestdmmtacts you, please reply that | am the one to
handle this matter’® And—as if he had to win him over to the metropolisthe Danube—
Cassirer claimed that Vienna is a very wealthy any its population loves the new. He would
personally travel to Vienna for the opening totvegillectors and to sell Impressionist paintings
from the show. In an effort to justify the detowwrh his Berlin gallery, Cassirer went as far as
to claim that he knew wealthy Viennese collectasspnally. He mentioned his conditions for
sales in another letter. Cassirer intended to aptites for works from Durand-Ruel’s gallery
by ten percent: This meant that the prices in Vienna would be ty@ercent more than those

asked for by Durand-Ruel in Paris as the Secesdsmndemanded ten percéft.

One of the reasons for Bernatzik to travel to Beni October 1902 was to visit Cassirer. In an

undated note, he stated, under the heading oft‘&i&l Arrangements with Cassirer,” that he

1 “Die Beschaffung des Materials aus verschiederi@nden, ferner die Beriicksichtigung divergierender
Interessen beim Verkauf, machen Schwierigkeitemktimme daher auf unsere mindliche Abmachung ifirBer
zuriick. Den Grundstock der Impressionisten, wefgieefiir unsere Ausstellung liefern, bilden die voin
gewahlten Werke ihrer Sammlung. Sie erganzen diesalurch verschiedene Bilder welche ich bei Duiandl
gesehen habe. In welcher Form Sie das Geschéthimmitnachen, geht uns gar nichts an; nur wéare esagutn die
Preise, im Interesse des Verkaufes, dadurch nilzot lsoch wirden.” 1bid.

92 Cassirer to Durand-Ruel, September 25, 1902, DuRarel Archive, Paris. Quoted in Narzt, “Briefweeh’
215.

93 Cassirer to Durand-Ruel, October 4, 1902, DurandtRrchive. Quoted in Narzt, “Briefwechsel,” 216.

% Cassirer sent the Secession a price list forihtsies on December 15, 1902: “The prices on ttubosed list
include 10% commission for you. | will include thresurance fees on the consignment notes.” CadsiNdienna
Secession, December 15, 1902, Cassirer no. 3448n&iSecession Archive.
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was “prepared, under certain conditions, to sufimyexhibition with his pictures’ He

admired the “famous painting of Gonzalez” (fig. B§)Manet at Cassirer’s. The Berlin art
dealer wanted to “talk him intorhe Country Housby the same artist, but Bernatzik thought
other works were better. He found Degé&man Ironingvery interesting. Bernatzik reserved
Monet’'sBreakfastas a large center piece and wanted to get somlgesnvarks from Durand-
Ruel’s private residence. It was the same withlarge and two small pictures by Renoir. He
noted that: “He [Cassirer] told me to go into DuddRuel’s private apartment. | should choose
without saying anything. Promised to get the thit{§§ his advice seems to be another example
of Cassirer's pomposity rather than a trick as &#lfamer suggesté.Bernatzik would have
been able to get loans from Durand-Ruel’s privaléection without Cassirer’s help. Spurred on
by the statement that ManeTsie Country Houswas reserved by Hugo von Tschudi for the
National Gallery in Berlin, Bernatzik visited theettor to inspect the “small, exceptional
collection of Impressionists’® He remarked that the Emperor had ordered thatdhection be
moved out of the ground floor and up to the renset®ond floor. Bernatzik even dared to ask
Tschudi to loan the entire “Impressionist Hall’tbé National Gallery (fig. 59), but this was
turned down. Bernatzik came up with another idedte Viennese exhibition when he
inspected some works by Francisco de Goya thatdwahtly arrived. Bernatzik, along with
Tschudi, wanted to have some of Goya’s paintings-e-té called the “father of the

Impressionists”—and some by Diego Veldazquez—theeftther of the Impressionists”—at the

% «Ist auf gewisse Andeutungen hin bereit die Ausstg mit seinen Bildern zu beschicken.” BernatZiisit and
Arrangements with Cassirer,” n. d., Bernatzik nb27.b, Vienna Secession Archive.

% «Er [Cassirer] fordert mich auf in Durand-Ruelsvitwohnung zu gehen. Soll, ohne etwas zu sagewéhien.
Verpflichtet sich die Sachen herbeizuschaffen.“riagzik, “Visit and Arrangements with Cassirer,"dn, Bernatzik
no. 1127.c, Vienna Secession Archive.

" Kolja Kramer, “Eine Dreiecksbeziehung fiir den frésischen Impressionismus: Die Impressionisten-
Ausstellung 1903 in der Wiener Secessi@glvedere: Zeitschrift fur bildende Kurks(2001): 48-65.

9 «Direktor Tschudi hat in Nationalgalerie eine kleiausgezeichnete Sammlung Impressionisten.” Vienna
Secession Archive Secession, Bernatzik (no date)1 127.b.
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“start of the exhibition.” Tschudi was supposeaviite a brief essay on Impressionism for the

catalogue’?

Shipping lists show that Cassirer finally sentei#h works to Vienna—one by Degas, three each
by Manet and Pissarro, and four by Sisley and Mohsenty-four additional works by Degas,
Manet, Monet, Pissarro, Renoir, and Sisley wereigeml by Durand-Ruel. Originally, Cassirer
had felt obliged to inform the Secession that regitite nor Durand-Ruel thought that they would
have “any pecuniary advantage from the Vienneseliidn,” although the two gallery owners
had supplied works from their own private collen&d® The bottom line was that they were
primarily interested in doing business, as is destrated by an irate letter from Cassirer to
Durand-Ruel complaining about “Bernatzik’s impeetnce”; in Cassirer’s opinion, the president
wanted “to withdraw the best works and many pagtithat could easily be sold” shortly before

the opening®*

Durand-Ruel’s private apartment on Rue de RomeaimsPin the vicinity of the Gare Saint
Lazare, had been open for the public by appointreigice 1898. Around four hundred paintings,
including many of the major works of Impressionistould be admired in this private museum.
Due to the great public interest, but in ordertodhterfere with his family life too much, visits
were restricted to Tuesdays afternoons betweenl 2 gim—quite consciously, a time when the

Parisian museums were closéiThe works on rue de Rome were usually not for saless

% This did not come to pass. Julius Meier-Graefe emasmissioned with an accompanying brochure.

19041ch méchte auch gleich hier bemerken, daR sowhiknd-Ruel, wie ich, uns keinen pekunéren Voees der
Wiener Ausstellung erhoffen,...” Cassirer to VierSeression, September 17, 1902, Cassirer no. ¥4&ma
Secession Archive.

101 Cassirer to Durand-Ruel, n. d., Durand-Ruel ArehRaris. Quoted in Narzt, “Briefwechsel,” 222.

192 purand-Ruel Godfroy, “Paul Durand-Ruel’s Marketiractices,” 89. See also Georges Lecotritet
impressioniste, d’aprés la collection privée de Mienr Durand-Rue(Paris: Chamerot and Renouard, 1892).
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Durand-Ruel felt unable to resist an exorbitanéioflTheNeue Freie Pressaformed its
Viennese readers that “it could be said that hehimageasures in two warehouses. His private
gallery with pictures that are not for sale repneésan incredible wealth; tH2ancerby Renoir

alone is valued at much more than 60,000 francasytod>

When the Vienna Secession asked if one or the &aeoir from the rue de Rome could be
purchased for the Moderne Galerie that was opéanitige same year, Durand-Ruel turned
down the offer with the words: “I would be very Ipgpto see a painting by Renoir purchased
for the Moderne Galerie, but we simply do not wanpart with any that form part of our
private collection; that is why we have declareshtmot for sale®* It is not unlikely that the
Secession had cast its eye on Rentiad.oge(fig. 60); if the deal had been successful, the

painting would be one of the main attractions ienfia’s Belvedere museum today.

Mixing works that were for sale with others thatreveot was already a well-known strategy
among gallery owners. Therefore, it is astonistingearn that Bernatzik attempted to lecture a
man like Durand-Ruel on the commercial advantagesich a procedure: “Our experience
shows that the presence of major works by a mastech are not for sale, greatly increases the
chances of getting rid of those that are. In the &me insurance cost for these paintings of such

great value is an outright los¥®

193«Er hat seine Schatze gleichsam in zwei Speict®eime unverkaufliche Privatgalerie reprasentieetre
ungeheuren Werth; die ‘Tanzerin’ von Renoir alleind heute auf weit mehr als 60,000 Francs gesthatz
Thomas, “Impressionisten in Wien,” 9.

1% 4e serais trés heureux de voir acquérir un tabl®Renoir pour la Galerie Modern de Vienne, reaise qui
concerne ceux faisant partie de notre collectiavép; nous n’en désirons distraire aucun; c'estguani nous les
avons indiqgués comme non a vendre.” Durand-RuEtanz Hancke, January 14, 1903, Durand-Ruel nd3,190
Vienna Secession Archive.

195 Bernatzik to Durand-Ruel, December 28, 1902, DawRnel Archive, Paris. Quoted in Narzt, “Briefweehs

220.
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The large pastddancers in Bludy Degas caused a certain stir when Durand-Rueakstqd

that it, along with another painting by the arti®acing Carriagebe returned shortly before the
opening of the exhibition. The artist had made lzeweent protest to the dealer over these works
being included in a group exhibition of living @t8, although he had consistently participated in
the Impressionist group shows in Paris between B8t41886. Seeing that Durand-Ruel did not
want to put his long-term relationship to Degagsk, he agreed that no paintings from his
private collection were to appear in the catalodueand-Ruel stated that two other works by
Degas from the rue Laffittd he BalletandIn the Café-Concertould be shown without any
repercussions as long as Cassirer was listed asuwher: “In any case, | will write to him about
this and inform him that we sold him these two pags before the exhibition so that they could
appear under his nam&® While these precautionary steps were actuallyneoessary because
in the end only works that were not for sale westetl with the names of their owners, this

process shows how easy it was to shunt stock frans B Berlin if needed.

Bernatzik did not want to appear to be content Witk suggestion. He made strong arguments
in favor of theDancers in Blugemaining in the exhibition and proposed the follogv

compromise to Durand-Ruel:

The Degas wall needs a centre piece; the largelfencers in Bludas to be hung
there; it is a magnificent work on a large scdi¢hiad known of your wish when | was
in Paris, | could have found a large Degas fromizafe collector. Now there is no time
for that: it is therefore absolutely impossible @srto do without this work. Meanwhile, |
will guarantee that Monsieur Degas will not find abbout the exhibition of this painting.
We will change the title and even name a fictitiowser if you wish. The small painting

1% purand-Ruel to Bernatzik, December 18, 1902, DavRnel Archive, Paris. Quoted in Narzt, “Briefweehs
219.
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of the racing carriage is another matter. This wsréo well-known and has been
reproduced so often that it can be mentioned andsiMar Degas would be pleased to
know this as soon as possible. In order to conweeof our best intentions, we are
prepared to do without showing it, no matter whabsts us. But that is as far as we can
go; we will do this of our own free will althouglvmegulations force us to do §8.

Durand-Ruel agreed to this compromise. The passllisted in the catalogue simply as
Dancers however, the Secession did not follow Durand-Ruslggestion to name Cassirer as
the owner and only noted that it came from a “@ev@ollection.” The paintinfRacing Carriage

was returned to Paris as agreed.

Bernatzik had mentioned on several occasions thatduld be able to arrange loans from
private collectors in Paris. The catalogue mentsman major works from the “Collection of
Prof. Viau, Paris” including Cézanne’s magnific&till Life with Compotie(fig. 61). The

dentist Georges Viau was not only a good client ab&o a good friend of Durand-Ruel’s.
Collectors and art dealers consciously took adypntd the museum-like presentation in the
Viennese Secession to increase the prices of thiesviioat were for sal€® On the list of works
to be sent to Vienna, Durand-Ruel discovered atpaitoy Albert André, whom he praised as
one of “the best young artists.” Consequently atialealer started thinking of a future
exhibition in Vienna with the young artists he reggnted. Different from his previously
successful strategy to combine Barbizon Schoollanpdessionists, he argued this time that the

generations must not be mixed: “I have all of tiedrks, | could loan you some of ther{®

197 Bernatzik to Durand-Ruel, January 4, 1903, DurRoe4 Archive, Paris. Quoted in Narzt, “BriefwechséR1.
1% The Viennese exhibition is mentioned for eactindhe action catalog of the Galerie Durand-R@alllection
de M. Georges Viau: Vente Durand-R(earis: March 4, 1907).

199 purand-Ruel to Bernatzik, December 15, 1902, DavRoel Archive, Paris. Quoted in Narzt, “Briefweehs
218.
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Here, he was referring to the late Impressiongish as Albert André, George d’Espagnat,

Gustave Loiseau, Maurice Maufra, Henry Moret, wheyenall represented by his gallery.

2.6 The Development of Impressionism in Painting and Sdpture

The 16" exhibition of the Viennese Secession was perceigdneing “the highlight or artistic
event of the season” and was the subject of a gesdtof attention in the media, going far
beyond the borders of Austri& In a letter to Durand-Ruel, Wilhelm Bernatzik spokith

great pride—and a certain amount of exaggeration‘aafund one hundred articles that have
been published here and abro&tt.However, the exhibition did manage to attract 3,8
visitors*? This success was at least partly due to an aggeessrketing campaign that,
similar to today’s blockbuster exhibitions, was@opanied by public discussion of the
enormous insurance costs and increases in the eaareworks. In the previously mentioned
interview in theNeue Freie Press@ernatzik recounted that the exhibition brougigether
paintings from Durand-Ruel’s private collectionwadl at more than one million francs; one
painting, RenoirDancer, was estimated at being worth more than 60,00 &It was
necessary for a group of insurance companies todakhis risk, and five united for this
purpose. The railroad also did not want to takerigleof shipping the pictures in a single
wagon—they would have hardly filled a small canhdAso, they were transported here piece by

piece. 113

10«der Clou oder das Kunstereignis der Saison.” 8&uckerkandl, “Wien, Die Kunst7, no. 8 (May 1903): 246
11| etter Wilhelm Bernatzik to Durand-Ruel (Febru@d;, 1903), Durand-Ruel Archive, Paris. Quoted imzta
“Briefwechsel,” 227.

12 Fifth Annual Report, Vienna Secession Archive.

13«pa eine Assecuranz die Versicherung nicht tibemehwollte, so thaten sich fiinf Gesellschafteniesam
Zwecke zusammen. Auch die Eisenbahn wollte es nigkiten, die Bilder—sie fullten kaum einen kleine
Streifwagen—in einen Waggon zu verladen. Und sotemuBie denn stiickweise hierher geschickt werden.”
Thomas, “Impressionisten in Wien,” 9.

118



The Mitchell & Kimbel shipping company accepted teeponsibility for this priceless transport.
Founded in Paris in 1849, the company had ten hrafiices throughout France, and had
already been used by the Kinstlerhaus for therpsihg needs. Moreover, the firm had
cooperative agreements with other shipping coumtierldwide'* In December 1902,

Mitchell & Kimbel even provided the president oétBecession with an office in the firm’s
headquarters at 31 Place du Marché St. Honoréfrberne he could supervise preparations. The

Wiener Morgenzeitungnade fun of the exhibitions’ branding and merchsimgj activities:

A new catchword! New—not for the expert, but foe fpublic. It was high time to come
up with a new foreign word that people could geirtkeeth into, seeing that
“Secession"—or, as the Viennese like to pronouht8etzession”—was starting to pale.
Now it will be possible to buy top hats, shirt @i, and monkey knickknacks with a
new trademark; there can be no doubt that the Wordressionism,” which has been
pasted on all our omnibuses and at every streaecowill be picked up in a flast®

Nevertheless, the author of these lines was extygpositive about this pioneering exhibition.
Works by these important painters had been showfienna before, but this time “they had
marched into town in closed ranks and broughtfdaitaris with them on their canvaseés®”
Commercial interests and educational affairs wersety intertwined with each other. One of

the ways the Secession intended to fulfill its gedpcal functions was to invite the two

14 Kramer, “Die Ausstellungsprasenz des franzosis¢hgamessionismus,” 49.

H5«Ejn neues Schlagwort! Neu—nicht fiir den Fachmawwhl aber fiir das Publikum. Es war héchste Zaitein
neues Fremdwort zu sorgen, an dem sich die LeatZdtine ausbei3en kénnen, da die Losung ‘Secesslen’
wie es in Wien gern ausgesprochen wird, ‘Setzesgidifig zu verblassen beginnt. Nun wird man endliéader
Cylinder, Hemdkragen und Nippesafferin unter néMarke kaufen kénnen; denn es ist kein Zweifel, diss
Wort ‘Impressionismus,’ das seit vierzehn Tagemlian Omnibussen und Stralenecken schwarz aufkRetih
rasch aufgegriffen werden wird.” Ludwig Abels, “Inggsionismus,Wiener Morgenzeitunglanuary 17, 1903, 8.
Unfortunately, it has so far not been possibletmate a copy of the Impressionism poster. As tinid kf poster
was not decorative but contained text only, it wesbably not saved.

16«7war haben wir schon mehrmals bedeutende MaksatiRichtung in Wien gehabt; aber diesmal marsehie
sie in geschlossener Reihe auf und bringen garig Rafrihren Leinwanden mit.” Ibid.

119



renowned experts on French art of the nineteenttucg Richard Muther and Julius Meier-
Graefe, to lecture and to provide the public witkights “into the inner relationships between
the works on display**’ The press went so far as to assume that it wasnipin connection

with the works shown that “the three central hblisl been transformed into a single lecture hall
to accommodate the audience for these lectdf&ghe preserved floor plan of the following

17" exhibition (fig. 62) suggests that visitors weoeckd to follow a linear path through the
exhibition. While it is not possible to do this edg for the Impressionism galleries, the
progressive narrative makes it even more likely ghiznear sequence was chosen. The
catalogue divides the 259 exhibits into five sewidBeginning and Development,

Impressionism, Expansion of Impressionism, JapaAdsand Transitions to Style.

The old school of painting—consisting of TintoretReter Paul Rubens, Jan Vermeer, El Greco,
Veladzquez, Juan Carrefio, Goya, Eugéne Delacromijli@aCorot, Honoré Daumier and

Adolphe Monticelli—was presented in the first gabs (fig. 63) to make the visitors aware of
connections between the French avant-garde arigtbat forebears of Impressionism” that
could be followed as far back as to the sixteeetitury. Jean-Jacques Caffieri, Antoine
Houdon, and Francois Rude showed the beginningeisphere of sculpture. Impressionism in
the narrower sense was represented by works dlaodisag quality by Manet, Monet, Renoir,
Degas, Cézanne, Pissarro, Sisley, and Berthe Mdfigo64). An individual sub-section, with

the title of “Monumental Painting Influenced by Iregsionism,” was devoted to Puvis de

Chavannes. In sculpture, Impressionism was lintibedorks by Jean-Baptiste Carpeaux. As

174n der Secession werden am 7. und 14. Februale¥angen stattfinden, welche das Publicum tiber den
innerlichen Zusammenhang der ausgestellten Weikatoen sollen.” Anonymous, “Theater- und
Kunstnachrichten,Neue Freie Pressdanuary 31, 1903, 9.

H8«Dje gegenwartige Raumausgestaltung in der Semessirde schon im Hinblicke auf diese Vortrage dera
eingerichtet, daf sich die drei centralen Séleirene einzigen Vortragsraum umwandeln lassen.” Ibid.
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already mentioned, the majority of the paintingshis section—which was very similar to the
Impressionist galleries at the 1900 Paris Expasifdécennale—were provided by Durand-Ruel
and Cassirer. The organizers of the exhibitionathitames McNeil Whistler, Besnard, Cottet,
Simon, Gaston La Touche, Jean-Louis Forain, Makéimann and Max Slevogt, as well as the
Neo-Impressionists Seurat and van Rysselbergheruhe catch-all phrase of “Expansion of
Impressionism.” Sculpture was covered by Rodin, amtin Meunier, Jules Desbois,
Alexandre Charpentier, Carabin, Emile Bourdelledisielo Rosso, Pierre-Félix Masseau, and
Gaston Toussaint. A small collection of Japanesedeots was followed by the final section,
“Transitions to Style,” with Vincent van Gogh, Hede Toulouse-Lautrec, Edouard Vuillard,
Pierre Bonnard, Marice Denis, Félix Vallotton, Kéavier Roussel, Odilon Redon and Paul
Gauguin, as well as sculptures by Gustav Vigel&mail Heilbut (whose pseudonym was
Hermann Helferich) wrote iKunst und Kinstlethat “the paintings have been distributed
magnificently without any overcrowding— the Impriesssts create a sight such as has never
before been seen in any exhibition in Eurof@ The “gallery character” of the exhibition is
especially noteworthy whereby the demands placeti@artistic use of space by the early
Secession was suppressed to a large extent. hatiite cube presentation was intended is
also confirmed by the fact that in this case nstantas made responsible for the interior

decoration:?®

19«pje Ausstellung war wunderbar angeordnet, digdsste Verteilung der Gemalde hat stattgefundene ohn
Uberfiillung—die Impressionisten gewahren einen Aukblvie bisher noch nirgends auf irgendeiner Aukstg in
Europa.” Emil Heilbut, “Die Impressionisten-Ausstglg der Wiener SecessiorKunst und Kinstlet (1902-03):
170. With 38 pages and 34 illustrations, Heilbat'scle is the most extensive review of the exiipit

120The change in the statutes shortly before theiogeof the 18' Secession Exhibition, whereby all future
exhibitions should either have an interior desiggallery character, was an attempt to smothera@dsming
conflict that culminated in the resignation of fiént group in 1905. Sabine Forsthubbktpderne Raumkunst:
Wiener Ausstellungsbauten von 1898 bis 1@4idnna: Picus, 1991), 91-116.
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Ver sacrumthe Secession’s journal, advertised the exhibiéi® a first step towards “presenting
Impressionism as a self-contained phenomenon”@sqursly individual works had reached
Vienna only sporadically?* The working committee, with the assistance ofatiéistorians
Meier-Graefe and Muther, set one of its major—itt tdegelian—objectives showing that “any
kind of development in the fine arts is also theuteof action and reactiort?” They hoped to
foster an understanding of contemporary art by shgwhe public “the aspects of modern art
that are a further development of what has jusbimecclassic and what is to be interpreted as a
counteraction to this**® This virtually mechanistic logic provided each wavith its sense and
place in history, even if the ability to judge hetyears around 1900 could no longer be founded
on a normative aesthetic. In an essay given tdoéidm visitors along with the catalogue, and

also printed in both thEeue Freie PressandVer SacrumMeier-Graefe stated that

In no period of history were there more pictureantin ours, and in none was the
understanding of these pictures so limited and taha@@ven among the best of friends
who share most ideas, there are hardly any commioimons, in the intimate sense,
about the value of any specific painter. The modaviduality art creates, the more
individual the way of looking at this art becomAsd the connections that explain and
cultivate all of the positive impulses of our timgpear to be banishétf.

1ZL«Djese Ausstellung ist wohl der erste Versuch, gesmacht wurde, den Impressionismus als abgeseiniess
Erscheinung zur Anschauung zu bringen.” AnonymtDg XVI. Ausstellung unserer Vereinigungyer Sacrum
6, no. 2 (1903): 33.

122«MaRgebend fiir die Veranstaltung dieser Aussteljutie naturgemaR mehr Riickblicke in die Vergangignh
als Ausblicke in die Zukunft bietet, war dem Arlsaiisschul? die Erwagung, dafd sich auch in der lidsheunst
alle Entwicklung aus Aktion und Reaktion zusammaézise” Ibid., 27.

1Z3yas an der modernen Kunst als Fortentwicklungsdeben klassisch gewordenen und was als Gegentegeg
gegen sie aufzufassen ist.” Ibid.

124vEs hat in keiner Zeit mehr Bilder gegeben aldén unsrigen und in keiner war das Verstandnisléisr Bild so
beschrankt und verwildert. Es gibt kaum einen Maleer dessen Wert man bei dem besten Freunddemiiman
sonst alle moglichen Ideen gemein hat, verwandt@ivhgen im intimeren Sinne findet. Je mehr Indiwilitéten
die Kunst hervorbringt, desto individueller wircedunstbetrachtung. Und die Zusammenhénge, did¢ aties
positiven Impulse unserer 6konomischen Zeit erkldned fordern, scheinen verbannt.” Julius Meiere®ga“Der
Impressionismus in Malerei und Sculptuxgue Freie Pressdanuary 19, 1903, 1.
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However, according to Meier-Graefe, the zealotthefrule of individuality forget one thing. If
the aesthetic disinterestedness is driven so &mlimately any means of communication are
lost, art will be robbed of its greatest value, eamthat of being enjoyed by others. This stance
also explains Meier-Graefe’s concept of moderraar process of development: “If there were
really artists [...] who resembled nobody before fteratheir own time, if masters really
appeared from nowhere and then departed withovinligaraces of their art on others, art would

no longer exist. Art is a symbol for the noblesnicof Communism *2°

When dealing with the artistic competition betweations, Meier-Graefe declared that
France—in his opinion, the last and most powerfahibh of the Latin tree—was
unqguestionably the victor. In painting, Impresssonihad attained everything possible using the
means available to it; the capability of transigtihe impression made by nature into something
purely artistic. However, this was “not a deciswetory, because painting is not the sole,
decisive art form.” He predicted that, in the ra tistant future, German art would triumph
over “Latin decadence” if it took advantage of whais a hindrance in the area of pure painting,
namely the “revival of an architectonic, total warkart.” Meier-Graefe felt that the
ingeniousness of Impressionism resulted from itktyko take all the artistic elements that had
ever existed in painting and in spite of all of thesign components, develop the most national

form of art.

While German art is fragmented into a thousandgsieof which not a single one gives a
clear and redoubtable idea of the nerve of ourreatuhile the deeds of our very best
artists are eclipsed by a great variety of tendenthat cultivate all kinds of interests—

125«Gabe es wirklich Kiinstler [...], die Niemandem \axter nach ihrer Zeit dhneln, gabe es wirklich voimiel
gefallene Meister, die gehen, ohne in Anderen Spilmer Art zu hinterlassen, so gabe es keine Komgdir. Kunst
ist ein Sinnbild des edelsten Communismus.” Ibid.
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but least of all artistic ones—a school has dewsdap Paris, the Rome of our time, that,
with astonishing economy, has drawn on all of tfeblood of the past to create a great,
breathtaking work?®

The Viennese newspaper commentators also paictpartiattention to the process of
historicizing the avant-garde. For example, Fraaz/&s recognized a “sudden change in the
weather” in the Secession exhibition. Only a shiare before, he noted, the young
revolutionaries of art wanted to be original geesus/ho created a new form of art based
entirely on nature, but now they seemed to be ngafjieat efforts to establish an “ancestors’
gallery” in order to create a vital connection witie important, highly praised movements of
the past. The “pose of the genius and revolutiocnaas suddenly thrown overboard and one
took up a position, humbly but confidently, in ernal cycle of art history. Where were the

borders? Servaes explained that Impressionism gtaaly an ancient art form and

could just as easily be found with the old Egymia@reeks and Romans as with the
Venetians of the sixteenth, the Dutch and Spaniafrtise seventeenth, and the Japanese
of the eighteenth centuries. The only differenctha the last mentioned are closer to us
and therefore have a more immediate impact onrthef aur time. Impressionism has
always been the continuation of Naturalism thatfitspposed Idealism and stylized
Academicism. Whenever art had developed into dolthalized dexterity, artists begin
with a new study of nature in order to save thewessf’

126 «wahrend die deutsche Kunst in tausend Richturmgesplitterte, von denen nicht eine einzige dervNexserer
Art klar und gebietend zeigt, wahrend die TatereoersBesten von vielgearteten Tendenzen verdunketien,
die jedes mogliche Interesse, nur am wenigsteridewatas der Kunst zu férdern vermdgen, entwickeith in
Paris, dem Rom unserer Zeit, eine Schule, die evitimdernswerter Okonomik alle Safte zur Schopfungse
Uberwaltigen groRen Werkes heranzog.” Ibid., 2.

1274 der That ist er Impressionismus uralt und éiefich ebenso gut bei den alten Agyptern, Griecimen
Roémern, nachweisen als bei den Venezianern degedeaten, den Niederlandern und Spaniern des sietareh
und den Japanern des achtzehnten JahrhundertdaBiitetztere Gruppen uns naher stehen und deslfadie
Kunst unserer Zeit unmittelbar zu wirken vermochi@er Impressionismus war stets die Fortsetzung des
Naturalismus, der seinerseits den Gegenschlag ddgatismus und stilisierten Akademismus bedeitetin stets
wenn die Kunst zur kalten Geschicklichkeitsformelwgrden war, begann man, um sich zu retten, mineineuen
Naturstudium.” Franz Servaes, “Secessidfgue Freie Pressdanuary 22, 1903, 1.

124



From the beginning, the Secession’s working conaaitorried that the exhibition’s concept
could be too easily expanded, lose focus, and beabluted. Although it was understood that
Impressionist approaches could be found in thetartactivities of many periods, only those
artists could be considered Impressionists in #reower sense who “made the appearance of
objects the goal of their study, and achieved thistic aims through the previously
unimagined amplification of the reproduction of theressions on the retind?® The feature
writers of the Viennese dailies also attemptedoime up with a definition for Impressionism.
Was an artist “who attempted to reproduce the pimema of nature as he sees them” an
Impressionist? Or, would it be better to charazgethemex negativas “the opposite of the

Stylists"?%°

Seligmann, the influential critic of tiéeue Freie Pressevrote that Impressionism was
principally to be understood as the “opposite glistic art.”*° In his opinion, if it was a style

of painting that depicted things as they seem t@bether style must exist that showed things
as they are—something he doubted. He did not deatytlhe Impressionists’ method was more
appropriate to “the increased sensitivity, the nas/sense of unrest of the age,” and a tendency
to scientific exactness than those previously cuaty. However, Seligmann—who was a
recognized painter of historical subjects in hisxawght—questioned whether there was any

connection between the expansion of the technieans of representation, the external form or

128«Da man aber als Impressionisten im engeren Sénsiedie Kiinstler bezeichnen kann, die mit Bewe#stsnd
Absicht und zum Schlusse mit einer gewissen Augsglithkeit die Erscheinung der Dinge zum Zielegr
Studiums machten und durch die vorher ungeahnigesteg in der Wiedergabe der Netzhauteindriicke ihr
kiinstlerischen Absichten erreichten, so beschied sizh endlich dahin, mit den unmittelbaren Vor&iafund
wichtigsten Beeinflussern dieser Gruppe den Anfangrachen.” Anonymous, “Die XVI. Ausstellung ungere
Vereinigung,”Ver Sacrun®, no. 2 (1903): 28.

129«der die Erscheinungen der Natur wiederzugebeniih¢ist, so wie er sie sieht [...] Gegensatz zu den
Stilisten..” Friedrich Sierz, “Neuerer,Neues Wiener Tagblatlanuary 19, 1903, 1.

130 adalbert Seligmann, “Die Impressionisten: Ausstedj der Sezession Februar—Marz 1903 Kimst und
Kinstler von gestern und heute: Gesammelte Auf¢dieana: Konegen, 1910), 44.
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style, and the quality of a work of art. He belid\tbat reproducing nature was not the purpose
of art but merely a means to achieve its purpasplying that the perfection of the means did
not simultaneously represent the perfection oflar&eligmann’s words, Impressionism was a
new path but not a new goal. And finally, he usétegelian argument to support his negative
judgment: “That Impressionist innovations do noamany substantial artistic progress per se
can be seen by the fact that these two opposiegtiins in the development of art continuously
replace each other and that, as we now observéngressionist endeavors will definitely

produce a relapse into the stylistic™

Seligmann also doubted that most people had arhettkerstanding of art in 1903 than they did
forty years before when Impressionist pictures weieuled. He felt that the unprecedented
prices these paintings recently fetched on the atatke spectacular acquisitions for galleries
and museums, could not lead one to expect anyrhatteerstanding. Further, he insisted that
texts intended to enlighten the public, such aslitie tract” by Meier-Graefe that was handed
out to exhibition visitors did not actually expldale misunderstood, but rather, they spread “in a
confused and pompous literary style, metaphysieatkeetic phrases” that made things everyone

understands unintelligibf€?

Although Meier-Graefe lived in Paris, records shbat he corresponded with the Viennese

Secession as early as 1898, and he was the pateoipally responsible for the concept of the

181Dap impressionistische Neuerungen an sich keiesentlich kiinstlerischen Fortschritt bedeutersdsbn
daraus zu sehen, daR diese beiden entgegengesriteumgen in der Entwicklung der Kunst sich faitwend
ablosen und daR3, wie eben auch jetzt, die impneissischen Bestrebungen unfehlbar einen Riucksdhiag
Stilistische erzeugen.” Ibid.

132«pas erstgenannte Traktatlein [von Meier-Grafé@aris] bringt in einekonfusen und geschwollenen
Schreibweise metaphysisch-asthetische Phrasemgrditatt Unverstandenes zu erklaren, das jederBekannte
unverstandlich zu machen.” Ibid., 45-46.
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Impressionist exhibition. Meier-Graefe was the tmbe thanked for the show’s focus on the
“development” idea and also for the later subsgaioin of this concept in his three-volume tome
“The Developmental History of Modern Art* His letters to the Secession inform us that he
was extremely influential in selecting the artistde exhibited. On several occasions, he
advised Bernatzik to include some works by thedtasculptor Medardo Rosso, who had been
a particular inspiration to Rodiri? It appears that he also recommended that the Nyawe
sculptor Gustav Vigeland be integrated into thel@kbn. Bernatzik was advised to acquire a
neo-impressionist picture from Henry van de Veldeo had decorated Meier-Graefe’s office at
La Maison Moderne. Meier-Graefe’s gallery in Pgmgvided for the exhibition a work by
Toulouse-Lautrec as well as one by Vallotton—thtefavas even sold in Vienna for 800
francs™** Meier-Graefe strongly recommended Morisot to teeeSsion as a “really excellent
artist;” Durand-Ruel had several of her works andyddition, “it would be really fine if you
could move the borders a little bit towards thelddacinclude a Delacroix, a Constable, a
Turner—the latter, at all events—and also WattealRubens from among the Old Masters.

This would complete the liné*

Meier-Graefe also attempted to have a say in phanthie lectures accompanying the exhibition.

Although his book “The Modern Impressionism” hadtjbeen published in Richard Muther’s

133 Julius Meier-GraefeEntwicklungsgeschichte der modernen Kunst: Vergtide Betrachtung der bildenden
Kiinste, als Beitrag zur modernen Asthedikols. (Stuttgart: Hoffmann, 1904).

134 Meier-Graefe to Bernatzik, July 29, 1902, Meiem€fe no. 6418, Vienna Secession Archive.

135 La Maison Moderne to Vienna Secession, invoicediaarch 10, 1903, Meier-Graefe no. 6433, Vienna
Secession Archive.

186 «Ausserdem wére es sehr schén, wenn Sie auchmatem die Linien verlangern kénnten, und zwar w8im
derselben einen Delacroix, einen Constable, eingner, diese letzteren unter allen Umstéanden,ais don alten
noch Watteau und Rubens hinzufiigen. Dann ist dielgeschlossen.” Meier-Graefe to Bernatzik, Septmi2,
1902, Meier-Graefe no. 6420.b, Vienna Secessiohikec
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Die Kunstseries->’ he advised the Secession not to engage Muthesesoad lecturer because
Muther “does not have any clearly focused viewshanreal nature of Impressionistit®
Meier-Graefe recommended that Muther be asked ite Wire preface of the catalogue, or that
he be made an honorary member of the Secessicadedn no way, should the Secession fall
out with him. (Muther had been art critic for theelnese weeklDie Zeitsince 1899.) In order
to have an organic account of the development pféssionism, it was essential that Meier-

Graefe have three evenings at his exclusive disposiliver his lectures:

1% Evening. The Development of Impressionism, Mamek lonet and the others
(Degas, Cézanne, Vuillard, Bonnard), you could“tay whole gang.” 2 Evening. The
Neo-Impressionists. Impressionism in Japan andfiisence on Europe, Lautrec,
Gauguin (you absolutely have to show him, | haveething), of course sidelights on
Degas and Whistler3Evening. The stupid thing is that, if the firstohevenings are not
in the same hands, it will be impossible to hang@iieere will only be a connection with
the third part when everything that had to be baidre is complete—and that is where |
have cljé)gubts about Muther. Yet, this is your busin€d course, | am not speaking pro
domo:

According to newspaper reports, only two lecturesenactually held surrounded by
Impressionist works on February 7 and 14, 1903h&it Muther spoke for one and a half hours
on “The Nature and Development of Impressionisnayiry which he apparently directly

interacted with the pictures on the wall. In hieatpt to make the art of Manet and Monet

137 Julius Meier-GraefeDer Moderne Impressionismus: mit einer kolorierkamstbeilage und 7 Vollbildern in
TonatzungBerlin: Bard, 1903).

138 «(jber des eigentliche Wesen des Impressionisming lseharf umrissenen Ansichten.” Meier-Graefe to
Bernatzik, October 19, 1902, Vienna Secession Amos. 6426.a and 6426.b.

139 4. Abend. Die Entwicklung des Impressionismusamét und Monet und was dazu gehort (Degas, Cezanne,
Vuillard, Bonnard) man sagt toute la bande. 1. AdbeDie Neoimpressionisten. Der Impressionismusdsjpind
Einfluss auf Europa, Lautrec, Gauguin (den Siedgém$ unbedingt unterbringen missen, ich habe etvaaisjlich
Streiflichter auf Degas und Whistler. 1ll. Abenda®Dumme ist, dass wenn man die ersten beidenriefiein
eine Hand legt, die Bewaltigung absolut unméglgthschon der Ill. Teil ist nur dann im Zusammergjamenn
vorher alles, was gesagt werden muss, da ist, arfichide ich bei Muther Zweifel. Enfin, c’est votféaae. Ich
rede selbstredend nicht pro Domo.” Ibid.
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understandable through historical arguments, Mulieenot shrink back from making sweeping
mental leaps; for example, he located the firstulsgs for open-air painting in the work of the
sixteenth century Italian painter Piero di Cosirlthough a professor of art history at Breslau
University, Muther had a feeling for how a broadlpziwould deal with painting. It was
essential to breathe in the aroma of the artwadksave a feeling for them and translate the
nuances of these feelings into words. The suggeshould take the place of the descriptive in
art history. Ludwig Hevesi reported that the leetwas enlivened by extemporizing and that
coincidental colors of the moment left enough sgacéhis lecture on Impressionism to

develop into a genuinely Impressionist achieveri&ft.

Meier-Graefe continued along these lines, in tlo@isé lecture concentrating mainly on the
conclusions that could be drawn from the classigréssionists, and placing particular emphasis
on van Gogh and Toulouse-Lautrec. The tension leetWéeier-Graefe and Muther was
probably due to the fact that Muther to a certaitert was still able to accept the stylistic
pluralism of the nineteenth century while Meier-&eacreated an entelechy from Delacroix
through Impressionism to Post-Impressionism thesveid any deviation from this path as a
failing."** The two lectures were received with much intefiesh the public; tickets sold out

well in advance. Th&/iener Morgenzeitungeported that the “auditorium, which included all

members of society interested in the arts, as agelhe elite of Vienna’s artistic circles” listened

40«50 war auch der Vortrag iiber den Impressionnisfsia$ eine richtige impressionnistische Leistunigudwig
Hevesi, “Vortrage tuber den Impressionnismus,” lnAgtht Jahre Secession (Marz 1897-Juni 1905): Kritik—
Polemik—ChroniKVienna: Konegen, 1906), 418.

141 0n the “Uberwindung’ Muthers” see: Eduard Hiit@mgPortréats und Profile: Zur Geschichte der
Kunstgeschicht€St. Gallen: Erker, 1992), 49-52.
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in rapt attentiort*? Most important, the Minister of Education Wilhelran Hartel was present

on both occasions, leading to hopes that the statdd make purchases at the exhibition.

Two days after Meier-Graefe’s lecture, the presidéithe Secession informed the Galerie
Durand-Ruel in Paris of the disappointing salesouiihat point, which he considered to be a
result of the “financial crisis triggered by padiil incidents.” The Secession, he said, was still
negotiating over a number of paintings from thdegglincluding Sisley’d.ady with a Parasol
Monet'sMonsieur Pauland DegasThe Ballet and, even though sales did not fulfill
expectations, one could still hope that the govemwill acquire some of the great
Impressionist$*® Eventually, Monet'$vlonsieur Paulfig. 65) was purchased for 8,000 francs
for the state’s Moderne Galerie that had been fednd the same year, and a private collector
acquired PissarroBarm for 7,000 francs** The exhibition was not an immediate financial
success for Durand-Ruel, but it was a decisive Efegpositioning the brand of Impressionism
in Europe. After the end of the Viennese show, thire of the works provided by Durand-Ruel
went to the next venue in Budapest where the iatemnal spread of French Impressionism
continued. On July 1, 1903, the Fifth Annual Remdithe Secession recorded: “You will
probably be interested to know that this exhibitshich received so much attention abroad, is
now being copied. This year, an Impressionist @kbibfollowing exactly the same program

will be shown in Brusselst#®

142 udwig Abels, “Muther in der SecessioWiener Morgenzeitund-ebruary 10, 1903, 7.

143 Bernatzik to Durand-Ruel, February 16, 1903, Ddruiel Archive, Paris. Quoted in Narzt, “Briefweeh’s
225.

144 \Works valued at a total of 49,350 gulden changeders. See Fifth Annual Report, Vienna Secessiaife.
145«E5 wird Sie vielleicht interessieren zu erfahrdass diese Ausstellung, welche im Auslande allgeene
Aufmerksamkeit erregte, Nachahmung gefunden ha&rilissel findet in diesem Jahre ganz nach demselben
Programme eine Ausstellung des Impressionismuts’dtat!.
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2.7 *“As logically and purposefully as a historical drana”

Only when order was imposed upon the confusingrdityeof contemporary art practices could
the exhibition shake off its market-like charaaad attain educative value. In this respect, the
Vienna Impressionist Exhibition of 1903 was a maslednt that proved exceptionally
influential. It established the primacy of Frenchdwarn art within a European development. But
history can only be molded into an arrow-like fovia generous selection, with artistic
expressions outside thig triumphalisbeing necessarily relegated to oblivion. The &the
Austro-Hungarian Monarchy, in its unregulated dsitgr, simply did not fit into this established
master narrative. Despite its European orientatiorartist from the Royal and Imperial

Monarchy gained admittance to the Vienna Impressidixhibition.

Prior to that exhibition, Richard Muther, in hisfttion as a staff writer on fine art for the
Viennese weeklpie Zeit,had frequently lambasted incoherent presentatiotisdt the
Kinstlerhaus and at the Secession. In such cas@®rfically suggested that exhibition reviews
should be conducted in alphabetical order, as thaseno logical relationship between the
individual works that was greater than that betwibenetters A, B, and C. “One need not be an
artist at all in order to mount a good exhibiti@ut one does need to have knowledge,” Muther
asserted. “This was something in which the gentteofehe Secession, just like the members of
the Cooperative, seemed to be completely lackimg @ust realize that the staging of an
exhibition is fundamentally the same as the comjmwsof a painting or the authorship of a

good article.*®

16 “Man braucht, um eine gute Ausstellung zustanderingen, ja gar kein Kiinstler zu sein. Aber marRmu
Kenntnisse haben. Die scheinen den Herren der Sengganz ebenso wie den Mitgliedern der Genosharftszu
fehlen. Man muf3 sich auch bewuf3t sein, dal3 dieeimemng einer Ausstellung im Grunde dasselbevistdie
Composition eines Bildes oder die Abfassung eingsrgArtikels.” Richard Muther, “Die Ausstellungrde
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An exhibition must be understood as a narrativd,tae lack of a golden thread running through
exhibitions was considered the reason for the migkart criticism. “For we authors, as well,”
claims Muther, “are artists and chafe at writingatthings which, in their tangled, haphazard
confusion, do not permit a decent compositii At another point iDie Zeit,he voices a
general complaint about the unpleasant situaticartoériticism. He wrote that, thirty years prior,
criticism had had an easy time of it, since it wasugh to recount the text presented by the
images. Works which the critic found to be literargre described according to their
representational contents. Then came the eragd laternational exhibitions, at which the task
of discussing paintings could be circumvented Isng oneself in general historical expositions
on French, English, or Belgian art. Now this, teas no longer possible. Historical
completeness in laying down the pictorial matesias no longer an objective, the task rather
being to unite the art works in the various zomes harmonious ensemble according to

decorative consideration&

Secession,Die Zeit November 30, 1901, 138. Karl Kraus fired backweih ironic comment on the disjointed
nature of the metaphors which Muther had chosem: NMAither is not only a critic of paintings, busai—as he
assured the readers of the article from whichgbigence is taken—an artist by virtue of his bainguthor. He,
too, produces images, but he seems not to unddrtabhwhich the ‘Secession’ is so good at, nartiedyr spatial
arrangement. Three images squeezed into the otensennaturalism is food, neo-idealism is a walkel neo-
idealistic artworks are stillborn children—it seethat Muther the artist would do quite well to eggan his own
Secession from the stylistic company of Isi Singf@mner and Burckhart.” (“Herr Muther ist nicht nur
Bilderkritiker, sondern, wie er in dem Artikel, dedieser Satz enthnommen ist, versicherte, als Sstafier auch
ein Kunstler. Auch er producirt Bilder, aber ereict sich auf das, was die ‘Secession’ so gut kanhihre
raumliche Anordung, nicht zu verstehen. Drei Bilaeeinem Satz zusammengedrangt: Der Naturaliseiuerie
Kost, der Neuidealismus ist ein Fahrwasser uncheigdealistischen Kunstwerke sind todtgeborene &irdes
scheint, dass dem Kunstler Muther eine Secessinrdgostilistischen Genossenschaft der Isi Singanner und
Burckhard sehr wohl thate.”) Karl Kraus, “Artifex(ie Fackel88 (December 16, 1901): 27.

147«“Denn auch wir Schriftsteller sind Kiinstler ung@yém uns, tiber Dinge zu schreiben, die in ihremenir
planlosen Durcheinander keine verninftige Compmsigiestatten.” 1bid.

148 Richard Muther, “Wiener Ausstellunger)ie Zeit March 17, 1900, 168. Republished as
“Frihlingsausstellungen 1900” in Richard Muth®tudien und Kritikensth edition (Vienna: Wiener Verlag,
1900), 1:53-81.
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This decorative ordering principle may have appt@dany exhibitions of the Vienna
Secession, but the Impressionist Exhibition of 19G#& its broad arc of historic development,
was of a different character. In Richard MuthenBuential book onThe History of Modern Art
(1893/94), the final chapter bore the title “Fiabd"**° There the Impressionist movement was
portrayed as the final word in art’s long battldibération. The privileged status of French
painting within a European development emerged fiteendesire for a logical order of history
that could lay claim to absolute necessity. Inreisew of a book by Roger Marx on the
Exposition centennale de I'art francaigluther praised once again the amazing skill shbwn
the French in putting their artists in a favordidét. Had German and Austrian artists had the
good fortune of having been born in France, theyld/tave been held in higher esteem, he
argued. At the Centennial Exhibition of 1900, therkeé were ordered such that everyone who
walked through the galleries could get an idedeftistorical development: “One saw that
France had been the leading country in all questodrart during the nineteenth century, that all
the problems posed by the nineteenth century reddhweir classical solutions here, that
elsewhere there may have been personalities of ggbber, but that only in Paris had there

been a kind of art that developed as logically pmgbosefully as a historical dram&®

In 1901 Richard Muther accused the Vienna Secesditmegalomania.” He argued that

besides the merit of having brought foreign artstria, the association had not yet made an

149 Richard MutherGeschichte der Malerei im 19. Jahrhund@tvols. (Munich: Hirth, 1893-94). English
translationThe History of Modern Painting vols. (London: Henry and Co., 1895-96).

130«Man sah, daR Frankreich wihrend des neunzehatehunderts das fiihrende Land in allen Kunstfragen
daf alle Probleme, die das neunzehnte Jahrhurnekte shier ihre classische Losung erhielten, da@nderwarts
wohl Personlichkeiten grof3ten Calibers, doch niranis eine Kunst gab, die so folgerichtig undsaliul3t wie
ein historisches Drama sich entwickelte.” Richardtivr, “Roger Marx: Exposition centennale de [faeaihcais
1800-1900,Die Zeit January 12, 1901, 30.
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authentic contribution to the development of a pesn modernisrtt* Of all the Secessionist
painters, Muther considered Klimt to be the onlg eho could possibly withstand comparison
to the great foreigners. But even he, said Mutlvag not among the powerful ones who would
introduce a new age; Klimt, as well, was derivafrBesnard and Rossetti, Toorop and Knopff.
A “small eastern corner of the world” was not, bgta long shot, the world. Just what
characterized the Austrian note in the orchesti@mbdernism in the European context was to
remain something of a mystery. Muther attemptechde out the genuinely Austrian
peculiarities vaguely in the “musical and dreaneliknd “painterly and sensudt® To his
predecessor &ie Zeit Hermann Bahr, they revealed themselves above Klimt's Schubert
painting (fig. 66): “This calm, this mildness, tliBimmering upon bourgeois satisfaction—that
is our Austrian essencéf® In search of an Austrian artistic identity two nebgeriods emerged:
while the liberal bourgeoisie privileged the ViesadBiedermeier as source for modern art, the
catholic aristocracy tended to promote the Bardcadition as “dynastic-transnational national
style.”>* As mentioned above, the latter was used as a nimdBaumann’s Austrian Pavilion

at the 1900 Exposition Universelle.

151 Richard Muther, “Kunst und GréRenwahije Zeit April 6, 1901, 8-10. Republished in Muth&tudien und
Kritiken, 2:254-67.

152 Richard Muther, “Die Ausstellung der Secessiddig Zeit270, December 2, 1899, 138. Republished in Muther,
Studien und Kritikenl: 1-27.

133 Hermann Bahr, “SecessiorDie Zeit March 25, 1899, 185. Republished in: Hermann BaacessiofiVienna:
Wiener Verlag, 1900), 122-27. According to Bahrintdls Schubert is “the most beautiful picture epainted by
an Austrian.” Hermann Bahr, “MalereilJie Zeit March 18, 1899, 171. Republished in Ibid., 117-21

134 peter Stachel, “Albert llg und die ‘Erfindung’ dBarocks als 6sterreichischer ‘Nationalstil’,” Barock—ein
Ort des Gedé&chtnisses: Interpretament der ModermostfRoderngMoritz Cséaky, Federico Celestini, and Ulrich
Tragatschnig, eds. (Vienna: Béhlau, 2007), 10132 Michel, “Inventing Tradition: Die Rezeption d&iten
Meister und das ‘Barocke’ in der dsterreichischealdvei des 20. Jahrhunderts—Topos und kiinstlerische
Strategie” (PhD. diss., University of Vienna, 2009)
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3 The Value of Modern Art: Importing French Paintings, 1903-1914

3.1 Carl Moll: “Minister of the Arts Without Portfolio”

Carl Moll, turn-of-the-century Vienna’s esteemedhper, frenetic organizer, and “cultural
manager,” was one of international modern art’stmeeement advocates—although he himself
practiced a painting style that was at first glaratber conservative. The example that he
personally set makes clear how the Vienna of 180€pntrast to many other European cultural
centers, was a place where local artistic tradstioould coexist and even merge with an
imported modernism, which in this case came prilp&mom France’ The simultaneity of

differing worldviews was an everyday phenomenotuin-of-the-century Vienna: what other

city could have been home to such different mirglhase of Emperor Franz Joseph, Sigmund

Freud, Leon Trotsky, and Adolf Hitler at the sarineet?

It was above all as director of Vienna'’s influehtialerie Miethke that Moll played a key role in
the dissemination of modern French painting in YieerAlthough Moll was an uncompromising
proponent of modernism, he was not accepting dhatlwas new. When Arnold Schénberg
asked him in 1910 whether he could exhibit his fiags at Miethke, Moll wrote to the
composer that his pictures were not suited fortakbin there: “My petit bourgeois opinion is
that, when addressing an audience, one must bessipe in an artistic form, as well. It seems

to me that your form of artistic expression asiateais still very much in its nascence. And |

! See for example, Carl E. Schorskin-de-siécle Vienna: Politics and Cultu¢slew York: Vintage Books, 1981),
and Tobias G. NatteDie Galerie Miethke: Eine Kunsthandlung im Zentrden ModerngVienna: Jewish Museum,
2003).

2 Wolfgang Maderthaner, “Von der Zeit um 1860 bisnzlahr 1945,” iWien: Geschichte einer Stagpl. 3,Von
1790 bis zur GegenwarPeter Csendes and Ferdinand Opll, eds. (Viendata®, 2006), 251.
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fear that your hopes will also remain unfulfilledthe material sense, if you allow yourself a

misstep here®

Moll was writing not only as Galerie Miethke’s &tic director, but also as an art dealer--who,
despite the general hostility toward new Frenchveas most certainly conscious of its
commercial value. He made repeated trips to FrandeGermany in order to acquire interesting

and valuable works for the (small) Viennese market.

Moll took one of these trips with Gustav Klimt. Raris, they met Hugo von Tschudi, the
director of the National Gallery in Berlin. Tschudade numerous purchases of modern French
art, but was ultimately frustrated by the relucen€the German emperor to support his choice.
In a 1909 postcard to his close friend Emilie Fldgemt wrote: “Went to a private gallery with
Tschudi yesterday afternoon—Cézanne—Manet—verytteli* Unfortunately, it is not
possible to trace exactly which gallery Klimt vegitwith Tschudi and Moll, but it is known that
a few days earlier Tschudi met Henri Matisse ferfirst time at the Salon d’automne, after
which he accompanied him back to his studiois quite probable that Tschudi, who up to then

had been purchasing above all French ImpressidoisSermany, had called Moll's and

3 “Meine spieRbiirgerliche Meinung ist nun aber daas sich auch in kiinstlerischer Form ausdriickerspwsnn
man zur Offentlichkeit spricht. Ihre kiinstlerischesdrucksform als Maler erscheint mir noch sehr im
Anfangsstadium. Ich fiurchte auch, dass sich ihrEridagen in materieller Hinsicht nicht erfillen wden, wenn Sie
einen falschen Schritt tunCarl Moll to Arnold Schénberg, June 18, 1910, Ath8chdnberg Center, Vienna,;
guoted in: NatterDie Galerie Miethke80.

*“Gestern Nachmitt[a]g mit Tschudi Privatgalleriesncht—Cezanne—Manet—sehr schén!” postcard Gustav
Klimt to Emilie FI6ge, October 19, 1909, repriniedl obias Natter, Franz Smola, Peter Weinhaupl, €liimt
personlich: Bilder—Briefe—Einblick@/ienna: Brandstétter, 2012), 353.

> Barbara PauHugo von Tschudi und die moderne franzésische KomBteutschen KaiserreiofMainz: P. von
Zabern, 1993), 304.
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Klimt's attention to the Fauvist paint@Klimt, however, was more taken by the Asian athat
Musée Guimet, which he found “very interesting,tdaven the Musée du Luxembourg did not
particularly impress him: “Lux[embourg] nothing dtkeg!” ’ For Moll, however, this stay in
Paris once again proved to him the superiorityrehEh art, and he wrote to the architect Josef
Hoffmann in Vienna: “Little squares were yesterdagturalism is what count§.The definition

of “naturalism” used here is, as Alice Strobl haggested, “probably rather an exaggeration of
naturalism that manifests itself in strongly exgies works.® In Moll's own art, on the other

hand, none of this expressive tendency is visible.

It is impressive how Moll'Self-Portrait in the Studi¢fig. 67), of ca. 1906]lustrates the

muddle of contradictions and ambivalences genechlaracteristic of fin-de-siécle Vienna, as
well as the contradiction between Moll the impresand Moll the artist. In this picture, Moll
represented himself sitting at his desk, propettiyea in a suit and bowtie. He appears to be
busy with office work, as if it were also clearNmll the artist that Moll the organizer and
gallery director was capable of doing more impdrtaork at his desk than at his easel. In the
foreground are two prominent artworks that Moll ledught to Vienna as an organizer of
exhibitions and which were evidently, at leastdshort time, part of his private collection: Van

Gogh’'sPortrait of the Artist's Mothe(fig. 68) and George Minnelsneeling Y outtffig. 69).

Stylistically, Moll—as so often in his oeuvre—wonkgth diverse constellations of lights and

”m

® Franz Smola, “Zum Stilwandel 1909: ‘Aus ist’s mé&n Quadratin, naturalistisch ist Trumpf,
Bilder—Briefe—Einblicke233-39.

"“Gestern Museé Guimet—sehr interessant.” Gustawit¢b Emilie Flége, October 23, 1909, quotediimt
personlich: Bilder—Briefe—Einblicke356. “Gestern Luxembourg und Musée des Arts déifsra Lux.[embourg]
viel Holler!” Gustav Klimt to Emilie Flége, October 21909, quoted in ibid. 354.

8 The square as basic form of ornamentation wasderes! passé. Christian M. Nebeh@&ystavKlimt:
Dokumentatior{Vienna: Galerie Nebehay, 1969), 500.

® Alice Strobl,Gustav Klimt: Die Zeichnungemol. 2,1904-1912Salzburg: Galerie Welz, 1982), 200.

kdimt personlich:
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shadows, consciously depicting spatial depth; is the differed from most of the other
Secessionists of the so-called Klimt group whogrmefd to stress the flatness of the canvas.
Oskar Kokoschka also discerned the spatial qusiiiéviinne’sKneeling Youth“In the brittle
shapes, in the introversion of his [Minne’s] sculgs, | believed to see an abandonment of Art
Nouveau’s two-dimensionality:® Minne exhibited the first version of his fountaifth the
kneeling youths at the Vienna Secession in 190@ciived so much attention that the artists
association decided to devote an entire issueenf pleriodicalVer Sacrunthe following year to
Minne’s works. The first sentence of the essay onné began by stating that “one read and
heard peculiar things in Vienna about the Minneilakibn; depressingly peculiar, grotesque,
and unfortunately just as coarse as if we werkistihe era of the Crusade¥.t continued by
posing the worried question: “And what about thaicirtouted progress?Moll asked himself
this question often enough over the course of &iddbagainst the Habsburg capital’s
conservative press. It was probably as part ofihme exhibition that he purchased the eighty-
centimeter-tall plaster model of the kneeling yoiltét is visible in the self-portrait. The work
had been submitted to the exhibition by La Maisardktne in Paris. Julius Meier-Graefe, that
gallery’s founder and proprietor, had contactedlMbke Secession president, in the spring of
1900 regarding loan items for an exhibition. Adetrom early in their correspondence reads,
“In principle, we can already say the following &yd that we’d like to exhibit the complete

Minne, namely the fountain and various other saugs by him.*3

1941 den spréden Formen, in der Innerlichkeit sefi@eorge Minnes] Skulpturen, glaubte ich eine Alrkeon der
Zweidimensionalitat des Jugendstils zu sehen.” Okk&oschkaMein LebenMunich: Bruckmann, 1971), 56.

1 «“Man hat merkwiirdige Sachen in Wien iber die Midnesstellung gelesen und gehort; deprimierend
merkwiurdig, grotesk und leider so roh, als warennaeich in der Zeit der Kreuzziige.” Anonymous, “GgoMinne,”
Ver Sacrun, no. 2 (1901): 31.

1200 bleibt der beriihmte Fortschritt?” Ibid.

3“Im Prinzip kénnen wir Ihnen schon heute folgendagen, wir méchten Minne komplet [sic] aussteltgmlich
den Brunnen und diverse andere Skulpturen von iliolitis Meier-Graefe, no. 6356, Vienna Secessiahi&e,
Vienna.
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Moll purchased the Van Gogh paintiiglepicted in this picture’s upper left-hand edgerfr

Paul Cassirer in Berlin in 1905, by which time lzellalready become artistic director at Galerie
Miethke; he also acquired from Cassirer two adddlovan Goghs@live GroveandGarden of

the Hospital in Arlesfor the gallery. One year later, the Galerie Miet presented forty-five
works by van Gogh, and this showing had a demadbistiafluence on important young artists in
the Habsburg capital. The year 1906 most likelg algnessed the creation of Moll’'s self-
portrait. The iconography of artists’ self-portsadtt the turn of the twentieth century was still
largely conservative, limited to portrayals beftre easel at the studio with brush and palette in
hand. Richard Gerstl, in a self-portrait of 190dpdrted from this traditional three-quarter
frontal view of the artist in his studio and tooklecisive step into modernism by portraying
himself as a messiah-like figure, half-naked beforeethereally blue background with an
aureole™® Moll goes at once less far and farther by portrgyiimself as an arts manager—
anticipating the present-day reality of many astigtho are forced to invest more time in writing
grant applications than in doing actual creativekw®he painting represents a brutally accurate
depiction of Moll's tragedy. Though esteemed byistycas a painter, he nonetheless knew that
his true calling was more in arts management.tillsig that the portraits of him done by his

painter-colleagues likewise refrain from showinmhwielding a brush, though Kokoschka at

1 The painting in question Rortrait of the Artist's Mothe(1888, Norton Simon Museum of Art, Pasadena, CA).
In a letter to his brother Theo, Vincent brieflysdabed the creation of the portrait of his motherna Cornelia van
Gogh-Carbentus (1819-1907): “I'm working on a paittof our mother because the black photographmaisng
me too impatient. Ah, what portraits we could méken life with photography and painting! | alwayaue hopes
that a great revolution still awaits us in porwaét I'm writing home to have our father’s portriaio. Myself, |

don’t want black photographs, and yet | still wamhave a portrait. The one of our mother, a ncaisas, will be
ashy, on a green background, and her clathemine | don’t know if it will be a good resemblance tbhuvant an
impression of blond colouring, at least. You’'ll Seene day, and if you like I'll do one for youdolt will be in
heavy impasto again.” Vincent van Gogh, Arles, ked van Gogh, Paris, October 9 or 10, 1888, lettei700,
Vincent van Gogh: The Letters, Van Gogh Museum, #&na&am,
http://vangoghletters.org/vg/letters/let700/letteml (accessed March 26, 2011).

15 Richard GerstlSemi-Nude Self-Portra{ta. 1904, Leopold Museum, Vienna).
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least implied the presence of an easel in his gyatf®

The obvious contradictions between Moll's dedica#drts to promote European modernism in
Vienna and his own painting, rooted in the trasit®f thenineteenth century, reflects the
culture of simultaneity that prevailed in turn-betcentury Vienna. “One had faith and was
skeptical, one was naturalistic and precious, roand morbid,” wrote Robert Musil in his

seminal novel fragmenthe Man Without Qualities

Admittedly these were contradictions and very défe battlecries, but they all breathed
the same breath of life. [...] This illusion, whiobuind its embodiment in the magical
date of the turn of the century, was so powerfat thmade some hurl themselves
enthusiastically upon the new, as yet untroddetucgrwhile others were having a last
fling in the old one, as in a house that one isimgpout of anyway, without either one or
the other party feeling that there was much difieeebetween the two attitud¥s.

Carl Moll tied together all of these phenomena ematradictions in his own person, as was

noted frequently by the conservative art critic boaat F. SeligmannWriting on the Kunstschau

(Art Exhibition) of 1908, for example, Seligmanmamented:

A room with paintings by C. Moll. [...] Standingfloee these pictures, it is more difficult
than ever to understand how Moll the theoreticiamg ferociously defends the likes of
[Paul] Gauguin, [Maurice] Denis, and van Gogh, caexist peacefully with Moll the

16 See for example: Maximilian FloriaRprtrait of Carl Moll (1943, Belvedere, Vienna), or Herbert Boeckl,
Portrait of Carl Moll | (1943, Belvedere, Vienna). Oskar KokoscHRartrait of Carl Moll (1913, Belvedere,
Vienna). Since his marriage to the widow of Emitala Schindler in 1895, he had been the stepfathket
daughter Alma, later the wife of Gustav Mahler. ear after Mahler's 1911 death, Moll introducesd hi
stepdaughter to Kokoschka, and this meeting g@eetoi a passionate affair.

7 “man war glaubig und skeptisch, naturalistisch pretios, robust und morbid”; “Dies waren freilich
Widerspriche und héchst verschiedene Schlachtabfe, sie hatten einen gemeinsamen Atem [...]. Dikesgon,
die ihre Verkorperung in dem magischen Datum derhimdertwende fand, war so stark, daf3 sich dienein
begeistert auf das neue, noch unbenitzte Jahriwsiderten, indes die anderen sich noch schnediliem wie in
einem Hause gehen liel3en, aus dem man ohnehirehtysatine dald sie diese beiden Verhaltensweiseselats
unterschiedlich gefuhlt hatten.” Robert Mu3ihe Man Without QualitieE€ithne Wilkins and Ernst Kaiser, trans.
(London: Secker and Warburg, 1953), 59.
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painter, who both feels and depicts in an amicaibgest and thoroughly traditional way.
| think that if some artist were to bring him thgeentings for an exhibition, the Miethke
art salon’s artistic director [i.e., Moll himselfjould pat him on the shoulder and say:
“These things are indeed quite nicely painted they're not for us. Why don’t you take
them to the Christmas exhibition of the Artists’ciy; they're sure to find a buyer there
right away.*®
It can no longer be judged whether Seligman’s contnsgjust a polemic, or whether
Seligman—who wrote scathing reviews in tiieue Freie Pressef nearly all of the exhibitions
Moll organized for Galerie Miethkewas also acting out of concrete personal motiues. |
known, at any rate, that Seligmann—himself a hisistrpainter—had mounted his own
exhibition at the gallery in January 1903 (at whighsold at least five paintingS)Moll became
the gallery’s artistic director in autumn 1904, aingdas obvious that as long as he was
responsible for the gallery’s exhibiting policy,li§mann could abandon all hope of mounting
further exhibitions there. While the painter Molhsvpersonally quite partial to historicism, the
collector and arts manager Moll had long sincevadiin the twentieth century, a transition
demonstrated by much more than just the van Gogisistudio and the major van Gogh
exhibition at Miethke. In Austria, Moll was confria with a lack of understanding for the
expressive formal language of van Gogh among theatdd bourgeoisie and the local press, but

even in Germany a museum’s purchase of a paintiingab Gogh had also led to the scandal

remembered throughout the German-speaking worlldea¥innen Controversy.

18 «Ein Saal mit Bildern von C. Moll. [...] Man vesdt vor diesen Bildern weniger als je, wie der Taéker Moll,
der fur Gauguin, Denis, van Gogh Lanzen bricht) sinit dem in liebenswiirdig bescheidenen, ganz atteh
Weise empfindenden und darstellenden Maler Mollragen kann. Ich glaube, der artistische Leiterkigsstsalon
Miethke [d.i. Moll selbst] wirde einem Kunstler,rdiem diese Bilder zur Ausstellung bréchte, auf @ahulter
klopfen und sagen: “Die Sachen sind ja sehr hilgsohacht, aber nichts fur uns. Geben Sie’s doclein d
Weihnachtsausstellung der Kiinstlergenossensclaftneérden sie gewild gleich verkauft sein.” A. F[Alalbert
Franz Seligmann], “Die Kunstschau 190Blgue Freie Pressdune 2, 1908, 14.

!9 See NatterGalerie Miethke 193.
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3.2 The Vinnen Controversy

The author, publisher, and patron of the arts,edlfvvalter Heymel, predicted that one day the
history of art would have a single person to thimmkexplaining, as no one else had previously
done, the intentions of the artists active arouditiO:—that person was Carl Vinnen. Today, the
situation no longer appears as clear-cut as Heglesribed it one hundred years ago, but the

so-called “Vinnen-controversy” produced a great banof statements on the Franco-German

cultural transfer that record the profound anxgetad aspirations of the artistic world as it was
becoming more international. This controversy altbaetvalue of modern art and the role of the
market spread beyond the German border, sparkiatgdheliscussions in the imperial city of

Vienna.

In 1911, the painter Carl Vinnen from Worpsweddiated a “Protest of German Artists” against
the “foreign infiltration” of German art collectigrby French paintings. His comments were
triggered by the purchase of van Goghte Poppy Fieldfig. 70) for the Kunsthalle in Bremen,
resulting in a heated controversy in which almdisbfathe actors in the art world of Germany
(and some in Austria) became involved. Altough @Gogh was actually Dutch, since he lived
and worked in France, he was always identifiedven@erman-speaking world as a French artist
and included in any discussion of modern FrenchTdm controversy began in December 1909
when the Kunsthalle’s director Gustav Pauli exleidbthe Poppy Field&nd six other works by
van Gogh—all loaned by Paul Cassirer—within theahation of the permanent collection. The
museum purchased the painting shortly before Ghaistfor 30,000 markd.In the widely read

Christmas number of tHéremer Weserzeitunghe museum director wrote: “One thing is certain;

2 Wulf Herzogenrath and Dorothee Hansen, edisn, Gogh: Felder. Das Mohnfeld und der Kiinstleiistre
(Ostfildern-Ruit: Hatje Cantz, 2002), 14.
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with the purchase dfhe Poppy Fieldthe Kunsthalle has made an exceptionally good] dea

this is one of the most distinctive works by vangB@nd one that is full of charactér.”

However, many sections of German cultural life badn less positive about Pauli’'s acquisition
policy for some time, and Vinnen was voicing th&sstrations. In a “word of warning to the
Kunstverein,” that—due its length—had to be spiid @ublished on two days in tBeemer
Nachrichten Vinnen turned against what he considered a “miajasion of French arf®

which was causing German artists to lose large sortie art market as a result of unrealized
sales. The article soon was the subject of debaa#t the important German-language
newspapers. Standing at the core of the controweesg questions of the canon-forming effect
of the market, and of the necessity to take meadorpreserve a national artistic identity as a
reaction to the new forces in the art system. trast to the state-run institutional system, in
which all affairs were masterminded by establisagdssociations and academies, Vinnen’s
supporters believed that the spreading French édeaitic” system threatened to deprive

highly-decorated artists of their authoritative @os:

The controversy grew in April 1911, when the Eu@eetrich publishing house in Jena issued
Vinnen'’s reworked newspaper article, along withlaetions of support from 123 artists and
seventeen art writers, under the titledeoh Protest deutscher Kiinstléh Protest by German
Artists). By this time, the protest was no longenwected solely with the events in Bremen, but

had taken on greater meaning throuout Germanydrshort foreword entitled “Was wir wollen”

Z“Das Eine ist sicher, daR man in dem von der khalkt angekauften ,Mohnfeld’ einen auRerordentticten
Griff getan hat, denn wir haben es hier mit einemaharaktervollsten und charakteristischsten W¥ike Goghs
zu tun.” Gustav Pauli, “Kunst, Wissenschaft uncetatur,”Bremer Weser-Zeitundpecember 24, 1910.

22 «“Mahnwort an den Kunstverein [...] groRe Invasioanizdsischer Kunst.” Carl Vinnen, “Ein Mahnwort and
Kunstverein,”Bremer NachrichtenJanuary 3, 1911.
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(What We Want) Vinnen stated: “We don’'t want a @&si@ wall, or protective tariffs for our art,
nor a chauvinist hyper-German attitude, and weatovant to cordon off anything of value just
because it comes from the other side of the bdrdéde was completely aware of the politically
explosive nature of his statement and intendedke the wind out of his critics’ sails with this
opening. Vinnen also wanted to use this to rethdf“unwelcome allies in our own camp [...]
who might believe that their own reactionary systeas being approved of”However, what
Vinnen really opposed is less clearly defined; ésctdibes it fuzzily as a “struggle against a

pressure group and their allies, the aestheteshenshobs, that have become all too powerful.”

In the following chapter of the publication entitleQuousque tandePi (How Long?), Vinnen
appealed to a humanistic, well-educated audienf@ridiim and his fellow combatants in their
struggle against a conspiracy of “modern art wsiterho had long created “an independent
power basis” that influenced the development oannuch as the artists themseRfeBhese
writers, he asserted, would lead the future geioerat a wrong direction. He took as an
example the activities of the Sonderbund—a Weshfaarartists’ group that sought a “close
annexation to extravagant French artists, Matiasetlae rest, and by doing so would fall from

one extreme into the next”In this way, he believed that the former pre-emageof Rhenish

Z«wir wollen keine chinesische Mauer, keinen Schatizfiir unsere Kunst, keine chauvinistische Dehtismelei,
kein Absperren gegen Wertvolles, blof3 weil es \emsgits der Grenze kommt.” Carl Vinnen, Eth Protest
deutscher KinstlefJena: Diederichs, 1911), 1.

24 «vielleicht noch nétiger [war es], uns zu schitzEgen unwillkommene Verbiindete im eigenen Lagsgeg
kiinstlerische Minderwertigkeit, die eine Rechtfutig ihrer Schwéache herauslesen méchte, gegenfiizée(@en,
die glauben kénnten, ihr reaktiondres System dgbili sehen.” 1bid.

% “Kampf gegen eine in Deutschland so iibermachtigogeene Interessentengruppe und deren Bundesgenosse
die Astheten und die Snobs!” Ibid.

% The title refers to Cicero’s famous speech agaasalina in which he stood up for the continuaoicthe Roman
Republic with the words “Quo usque tandem abui@atilina, patientia nostra?” (How long, o Cataling] you
abuse our patience?) Ibid., 2.

274In der an sich nicht unrichtigen Erkenntnis, @i rheinische Kunst aus ihrer einstigen Vormaelitsig ins
Hintertreffen geraten ist, sucht ein dort gegriedgtinstlerverein ‘Sonderbund’, der in der Rheimime und
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art would be lost. Vinnen thought that the chanactéhe German people could be found in
“profound study, imagination, and sensitive feediritf In contrast, copying French art was
regarded as a kind of pressure to force one’s paftdeelings into foreign stylistic channels. The
norms were determined by art critics who glorifeed/thing new, and chased after permanently
changing trends: “Today it's Courbet, tomorrow Qémg Gauguin, van Gogh, maybe it will be
Matisse on the day after tomorro’. The new generation of artists, he believed, winalde no
time for serious work and careful deliberati3iHowever, concerns about German national
character were merely one aspect of Vinnen’s @itic Concrete economic interests played a

much more important role.

Vinnen’s criticism not only targeted the “aesthaheoreticians” but also the “French art dealers”
who had become too powerful. They, he wrote, “Hasle out their hands and, under the pretext

of promoting artistic objectives, flooded Germanijtva mass of French picturéSthat were

dartiber hinaus viele einfluBreiche Gonner besitnigen Anschlul? an die jingsten Pariser ExtratagjMatisse
und andere, so aus einem Extrem ins andere fdlléid., 3.

Z«pper die Eigenart unseres Volkes liegt letztemi&nauf anderem Gebiete. Vertiefung, Phantasie fiRdymg
des Gemiutes,...” Ibid., 8. It is interesting thede “typical German” characteristics of “profolatddy, imagination
and sensitive feelings” can be traced back to MaddenStaél's influential treatise “De I'Allemagn@810),
intended to motivate France, which she thoughtgeasg through a period of intellectual droughtnew feats
through the wealth of new, lively thoughts in pickily disunited Germany. However, Napoleon hadfittst edition
pulped; the book was then published in London ih31l&nd became a European bestsell@nann Wolfgang von
Goethe, was of the opinion that “the Germans vélidty recognize themselves in the book,” but Madam&taél
had now turned Germany into the “country of poetd #hinkers.” Johann Wolfgang von Goethe to Sara vo
Grotthul3, February 17, 1814, quoted in Ernst Leadeh, ed.l.exikon Goethe-ZitatéMunich: ludicium, 2004),
915.

29430 gehen sie [die kraftigsten Talente] unter, i ewig wechselnden neuen Eindriicke, heute Gaurorgen
Cézanne, Gauguin, van Gogh, tibermorgen viellettdrs Matisse, stets als seligmachend in eben dirssse
gepriesen, sie gar nicht zum ruhigen Nachdenken,ennsten Arbeiten kommen lassen.” Ibid., 11.

% Naturally, the rapid succession of fashions, medahd movements that Vinnen describes and cetdiere are
fundamental characteristics of the modern age, whé&—indirectly—described rather accurately. itagic that
critical, polemical views in the media often debed the nature of modern art better than someeofiyimns of
praise. See, for example, Peter Vergo, “Gustav tlifrhilosophie’ und das Programm der Universitétsglde,”
Mitteilungen der Osterreichischen Gale@@/23 (1978/79): 71.

3L«pber die Spekulation hat sich dieser Frage benigizileutsche und franzdsische Kunsthandler haténdie
Hand gereicht, und unter dem Deckmantel, kiinsteeizwecke zu férdern, wird Deutschland mit groBkssen
franzosischer Bilder Gberschwemmt.” Ibid., 6.
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usually of poor quality. This development createdcsous circle in which the laudatory articles
of “artistic literature” led to even more bad piets making their way from France to Germany.
An amazing statistic later publishedlias Cahiers d’aujourd’hyiprovides support for Vinnen's
thesis. It was estimated that in 1914 “approxinyatt@b hundred French works of art—from
Ingres to the Cubists—were in the possession ofn@emMmuseums, while there were not even
one hundred in comparable French institutiolisThe regionally fragmented German market
was obviously larger and more receptive than timérakzed French on&.According to Vinnen,
the press went into raptures over these new Frpaictiings, which made it possible for the art
dealers “to palm off their wares at exorbitant gsito German collector§”However, in his
opinion most of the paintings that came onto then@a® market were “studio leftovers” that had
neither been bought by “American stock-exchangestonor the French themselv&dn his
article, Vinnen is forced to admit that he oncerappd of the Bremen Kunsthalle’s purchase of
a painting by Claude Monet. In 1906, the museumgaad 50,000 marks for the artist.ady in

a Black-and-Green Dreg€amille). Although Vinnen considered this price justifiéde to the
painting’s artistic value, he expressed his regtets “recently 30-40,000 marks have been paid
in Germany for perfunctory sketches by van Gogét ithis not possible to bring enough
leftovers from the ateliers of Monet, Alfred Sisl&amille Pissarro, and the others onto the
German market to satisfy the demand, and thaemel, the prices for French art have been

forced up to such an extent that it seems thatrev@xperiencing an overvaluation that the

32«von franzésischer Kunst von Ingres bis zu den istém befinden sich etwa zweihundert Werke in deem
Museumsbesitz, aber nicht einmal hundert in fraiszthem.” Wulf Herzogenrath, “Fakten zur Kunstszene
Deutschland der zwanziger Jahre, Paris-Berlin, 1900-1933: Ubereinstimmungen und Gegéze Frankreich-
DeutschlandBrigitte Hilmer, ed. (Munich: Prestel, 1979), 306

33 Walter Grasskamie unbewaltigte Moderne: Kunst und OffentlichKdtunich: C. H. Beck, 1989), 36.

3 «Durch die Schleusen der Kunstliteratur kommt diglderflut ins Land und hier berauscht sich anvifeder die
Literatur aufs neue; diese Begeisterung in derderesrhilft nun wiederum den Héndlern, zu exortiéarPreisen
die Bilder an deutsche Sammler loszuwerden.” Vinigm Protest deutscher Kiinst|es.

% «Es sind durchschnittlich die Uberreste, die uaginnt werden, namlich das, was das HeimatlandiiengroRen
amerikanischen Bérsenfirsten Ubriggelassen haligd.”
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German people should not tolerate for much longEFhis “artificial boom” had led to
skyrocketing prices, which—in Vinnen’s view—mealnat German art was losing millions of

marks in potential support every year.

In the final section of his treatise, Vinnen prasdmdata on the German import and export of
paintings for the year 1909. According to thesers, the import of foreign paintings and
drawings exceeded the export of German works bynilln marks; the main supplier of art
works was Austria (at 9 million marks) with Frartcailing far behind in second place (2.4
million marks). In order to provide greater subsgtion to his thesis that the German market
was being overrun with French paintings, Vinnennstsd—without giving any sources—that the
Austrian figures “included a high percentage ofrfetepictures that had been imported via
Vienna.”’ In reality, it was the other way around: as shinvehapter two, French art made its

way to Vienna through a network of German art dsalecluding Paul Cassirer.

This summary of the controversy gives a clear iahn of Vinnen'’s political position on the art
market, which he repeatedly qualified in his eg$ayyexample, he wrote that “in no way did [he]
want to belittle” the artistic standing of van Go@auguin, or Cézanne, and “far be it from me

to deny the great value that the stimulation pregify the high culture of French art has had on

% “Wenn wir nun aber sehen, wie z. B. neuerding®énitschland fiir fliichtige Studien van Goghs [0348.000
Mark anstandslos bezahlt werden, wie nicht gentegAtklierreste von Monet, Sisley, Pissarro usvi.czm
deutschen Markt gebracht werden kénnen, um die g zu befriedigen, so muld man sagen, daf3 irara#gnen
eine derartige Preistreiberei franzosischer Biklattgefunden hat [...], daR hier eine Uberbeweritorzuliegen
scheint, die das deutsche Volk nicht auf die Dawiémachen sollte.” Ibid., 7.

37 “Die Hauptziffer kommt dabei auf das Konto Ostéhes, das uns [Gemalde und Zeichnungen] fiir iiber 9
Millionen M.[ark] sandte—allerdings dirfte in digs&ffer ein hoher Prozentsatz Gber Wien eingefihrt
franzosischer Bilder enthalten sein.” Ibid., 78.
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our own.”y*® In retrospect, it is necessary to ask to whatréxt®uld—consciously or not—*for
the first time in the cultural sphere, emotions dseused in Germany “that could soon develop
into something worse®® However, the success of the protest was not eixelysounded on a
widespread, anti-modern nationalist stance. Vinsistyle of argumentation—making no
statement without reservations—Ileft much room foeripretatior!’ The ambiguity was actually
so great that the editor of tMonatshefte flir Kunstwissensch&eorg Biermann, signeil
Protest of German Artistwith the following words: “Here is my approvalhope that this
worthy cause meets with much succe€SOnly a short time later, however, he supported als

the initiative against Vinnen’s protest.

As the result of an initiative by the artist Fraviarc,* a compilation of written comments were
published under the title @he Response to A Protest of German Ariistae same yeal’
Georg Biermann now added his name to this booksarwtrely regretted his earlier support of
Vinnen, writing that “through the signature | gaug of optimistic goodwill, | have come into

strong conflict with my own activities and most gemal convictions* He realized that he was

%50 wiirde heute wohl kaum ein junger Kritiker wagiedes noch so fragwiirdige Bild van Goghs, Gangyailer
Cézannes, deren Kiinstlerschaft ich im ibrigen dwsmmicht schmélern mochte, nicht fur ein Kunstvadigrerster
Grol3e, sondern nur fir ein technisches oder kirstlees Experiment zu erklaren.” Ibid., 5. “Fewgli mir, den
grofRen Nutzen der Befruchtung durch die hohe Kuaarrfranzésischen Kunst auf die unserige zu lemgnelbid.,
6.

39 «zum ersten Mal auch im Bereich des Kulturellendfionen” in Deutschland geweckt wurden, ,die sedidbn
Schlimmeres umschlagen sollten.” Glinther Busstiartete Kunst: Geschichte und Mo(&rankfurt am Main:
Societats-Verlag, 1969), 34.

40 Almuth zu Jeddeloh-Sayk, “Studien zu Leben und kWen Carl Vinnen (1863-1922): Unter besonderer
Berucksichtigung des ‘Protestes deutscher Kiinsttan'1911” (PhD diss., Universitat Bonn, 1986), 95.

*L“Hier haben Sie meine Zustimmung, méchte die @atehe Erfolg haben.” Georg Biermann, Leipzig, innén,
Ein Protest deutscher Kiinst|eg9.

*2 Franz Marc to August Macke, April 12, 1911, quoiredVolfgang Macke, edAugust Macke—Franz Marc:
Briefwechse(Cologne: DuMont Schauberg, 1964), 52.

*3Im Kampf um die Kunst: Die Antwort auf den “Protdsutscher Kiinstler”: Mit Beitrdgen deutscher Kilest
Galerieleiter, Sammler und Schriftstell@lunich: Piper, 1911).

* “Diese Broschiire mit ihren vielfach unklaren, widtier ihr Ziel hinausschiessenden Tendenzen isersirin
ihrer fertigen Form zu Gesicht gekommen, und ictidoere es heute aufrichtig, dass ich mich durch &irs
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not alone in regretting having supported what sektode a worthy cause. His voice had been
raised against the widespread overvaluation of gaatity art in general and of German art in
particular. It seems likely that Biermann was i@ only one to have rashly signed Vinnen’s
confused protest, as Klimt assumed in his shortrinrion toThe Responsat “One or the

other artist who was taken in and joined the ptqiesbably seriously regrets it now”

In contrast to Vinnen’s protest, the response wtisety composed of individual contributions;
there was no editor, introductory foreword, or attyer kind of opinion of priority. Yet, it is
worth noting that the text was set in an Antiquatfio contrast to the Gothic type of the Protest,
which may have been a hint to the contributorsctigja of German nationalist argumefitdn

the index, the contributions were classified acoaydo artists, writers, and art dealers.

The polemical contribution by Berlin publisher agallery owner Paul Cassirer dealing with
Vinnen'’s economic argument is one of the most egiing pieces in the volume. Cassirer felt
that he himself had been personally attacked byaticasation of the “machinations of the evil

art dealers [...] (this should probably lib€ evil art dealer’ because | have had to carry loigt t

optimistischem Wohlwollen herausgegebene Unterchrimeinem eigenen Wirken und meiner innersten
Uberzeugung in starken Widerspruch gesetzt habi”, 1138.

“>“Dass auch der eine oder andere Kiinstler aufgesésisund mitprotestiert hat, dirfte diesen saiesht leid
tun.” Ibid., 61.

“® However, it would be false to conclude a Germational attitude from the difference in fonts. Inf@®ny, the
Gothic style of print was replaced by Antiqua fertain publishing activities at the end of the téeath century.
Nevertheless, Gothic remained the usual type farynpaublications until after the First World Warteafwhich
Antiqua became prominent in the wake of new forfityography. In the National Socialist period, @otinitially
experienced a renaissance because it was regadaeraman. An edict of the NSDAP [National Socia&rman
Workers’ Party] regime in January 1941 declared e Schwabacher font, which was similar to Gqthias a
“Jewish type”, and subsequently declared Antigea‘ttorm font.” See Beatrice and Helmut Heilleie Rickseite
des Hakenkreuzes: Absonderliches aus den AkteRdrite=n ReichegMunich: Deutscher Taschenbuch Verlag,
1993), 224-25.
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business alone for ten year§’)Cassirer's “On Ignorant Artists” begins by dealimigh what he
considered the astonishing naiveté of the artisiomunity. Artists, he explained, not only
lacked any kind of understanding of the businessetling works of art but also had “a peculiar
ignorance” about their own material situatiin any case—and here, he targets the argument
about the millions of marks that German artiste ltwsFrench artists each year—the situation on
the market for art was entirely different from tnarket for other goods: “It is completely

normal that, when we import grain into Germany, ghee for German grain falls. However,
according to Cassirer this is not necessarily #savith paintings; their import can have the
opposite result* He stressed that the quantity of the art conswnpif a nation is not constant.
Rather, the demand can be increased enormouslygihthe development of a passionate group

of collectors acting internationally, and ultimatdbcal artists can benefit from this as well.

Cassirer reacted especially vehemently to thessitgithat Vinnen had included in the appendix
to his protest, asserting that they had been irdgxg incorrectly. “Even if Carl Vinnen had been
able to read the statistics, even if he had takenrbuble to make some inquiries, these statistics

show nothing at all he should have known that, whttse statistics, he would be unable to prove

"“In keiner Stadt Deutschlands hat die Seuche @eedsischen Imports so gewiitet wie in Berlin, ningends
sind so viel franzésische Bilder, nirgens muss dmhrdem deutschen Kinstler das Leben so schwedgwaein
wie hier in Berlin, und nirgends kann er unter dachenschaften der b6sen Kunsthandler’ (soll waissen d e s
bdsen Kunsthandlers, denn leider habe ich 10 Zdleia diese Arbeit machen miissen —) mehr gelitven als
hier.” Paul Cassirer, “Vom unwissenden Kunstlen,fm Kampf um die Kunsi58.

“® |bid., 154. Cassirer's Viennese counterpart, Mi&t, argued in a similar fashion when he denietittfeartists
he represented had any kind of entrepreneuriaittdle was up to me to see that the prices staygtl, and not
pressure the artists. That is one of the main gigzause, in no way, can the artist help himslefwill always
remain at the mercy of the prevailing condition($&n mir war es, die Preise hoch zu halten, den i@n nicht
drucken zu lassen. Dies ist eine Hauptaufgabe, denKnstler kann fiir sich selbst nichts dazu thtmbliebe
ewig ein Spielball der Verhéaltnisse.”) Quoted in2B [Berta Zuckerkandl], “Aus dem Leben eines bentdn
Kunsthandlers: Interview mit Herrn Miethkéjliener Allgemeine Zeitundanuary 29, 1905, 3.

49430 ist es selbstverstandlich—dass, wenn wir Gégraach Deutschland einfiihren—der Preis des deensc
Getreides fallt. Bei Bildern ist dies aber durchaicht selbstverstandlich, sondern der Import vddeBn kann das
umgekehrte Resultat haben.” Ibid., 156.
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anything.™ And Cassirer's terse riposte to Vinnen'’s claint taaigh percentage of the works
imported via Vienna were actually produced in Feamas, “No French pictures at all are
imported through Austria>* With his highly sophisticated rhetoric, Cassirepdoved one after
another of Vinnen’s arguments and finally profested he had personally considered it a
“cultural act” to introduce French art to Germamyien he had started this activity with his
cousin twelve years earlier, they had absolutelfimancial incentive, and would actually have

done even better business with German artists asi@ndreas and Oswald Achenbath.

Three of the seventy-five contributors to the remgowere Austrians—Moll, the art historian
Hans Tietze, and, as already mentioned, Klimt.ZB'stwas the longest and most ambitious
article in which—while maintaining a sense of digte&—he was able to place the emotional
debate in an art historical context, to use econ@rguments to refute the claims that the art
dealers were increasing their wealth, and to i@higoint out the focus lacking in Vinnen’s
line of reasoning. In Tietze’s opinion, French paigs would keep their market value for many
years to come as the worldwide demand for themgr@asing>® Fashionable German painters
would achieve top prices in the short run, but wladtimately sink into insignificance because

they had only a German, not a global, audiences Gleiarly showed that, “on closer examination,

0 «Selbst wenn Carl Vinnen die Statistik hatte lekénnen, selbst wenn er sich die Milhe gegeben, hatte
Nachforschungen anzustellen: aus dieser Statsdtikicht das Geringste zu ersehen, mit diesersBkatmusste er
wissen, konnte er nichts beweisen.” Ibid, 160-61.

°LEs existiert Uberhaupt keine Einfuhr franzosisdbiéder tber Osterreich.” Ibid.

*%bid., 164.

%3 Tietze was completely up to date in his investigainto the connections between supply and demaddm
Smith had already delved into this matte/Am Inquiry into the Nature and Causes of the WeadtNations(1776),
but it was not until the lat@ineteenth century that this theory was furtheretigyed and became applicable to the
real economy. The Austrian economist Carl Mengertae Frenchman Léon Walras finally formulatedttieory
of supply-and-demand price that is still valid tp@ad observed the balance point where both cumess. See
Joseph Schumpetéfen Great Economists from Marx to Keyiflesndon: Allen and Unwin, 1952). At the end of
the ninteenth century, economists began to obgbevanfluences individual markets had on each othevould be
worthwhile to make a more thorough study of howahbtors from the cultural sphere in the Vinnen oorérsy
came up with similar results a short time latehwaiit being aware of the economic sources.
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so-called national virtues could often be disadagebus internationally’® Further, the typically
German aspects of German art were precisely tihasehe world beyond German borders was
unable to appreciate, therefore preventing annatenal career. “Whether one considers it a
virtue or national fault, there is always a uniguelity that does not belong to all mankind; only
what it shares can be appreciated and the brodd ain only consider those works that
transcend national limitations as having worthwhillities; local art however lies on the path

leading to what is merely of folksy interest.”

This barb applied equally to Tietze’s homeland atia, but definitely not to France, whose
great nineteenth-century masters wielded such a&golinfluence on contemporary art
throughout Europe, so that every nation consid#renh their “artistic forebears®Art dealers
had to be perceptive to discover those artists eadudd find their place in the history of art as,
sooner or later, their followers would disappeanirthe art market. Tietze recognized that, in
particular, the Parisian art dealer Paul DurandHRassessed this special talent and regretted
that Austria had missed out on the chance to beigteat French masters at an early stage.
Durand-Ruel, he wrote, “exhibited a large colleatad paintings by French masters from Corot

to Monet and Pissarro at the 1873 World ExpositioYienna, but sold none. The paintings that

>4 “Wir diirfen nicht verkennen, dass nationale Voeziggnauer betrachtet oft internationale Mangel,sinds das
an einem Kinstler das Deutsche ist, was nicht @ieg Welt zu wirdigen vermag.” Tietze Kampf um die Kunst
133.
*5“Ob man es nationale Tugend oder Nationalfehlanee mag, immer ist es eine Eigenschaft, die mieht
ganzen Menschheit eignet; nur was dieser gehdnt) kan ihr gewiirdigt werden und nur jene Kunstwemmen
fur die Allgemeinheit in Betracht, die Uber dieipatl beschréankenden Zuge hinaus wertvolle Qualitéesitzen;
5I-éeimatkunst aber liegt schon auf dem Wege zum wddistiimlichen Interesse.” Ibid.

Ibid.
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cost a couple of hundred francs at the time are worth millions and would form an

unparalleled gallery>

As shown in chapter one, Tietze was actually wralngut the works by Monet and Pissarro at
the 1873 exposition, but even their predecesdoesBarbizon artists, were difficult to sell in
Vienna. Hugo Othmar Miethke had painful memoriethas fact a few years later: “A group of
magnificent Corots, which [Durand-Ruel] sent to Ineee at the World Exposition—at ridiculous
prices—simply were not sold. Today, however, Dur&uekil [sic] is enormously successful

with the Impressionists:® However, as Tietze stated, it was not even cetteit) in 1911,

Austria would have been able to recognize the vafubis treasure, as Austria’s art dealing with
France was simply inadequate: “All of Europe iswanoed that French painting, ranging from
the Barbizon School and going as far as Monet,aféise greatest significance for Europe, [...]

only Austria remained somewhat immune to this itiéec”>°

Cassirer also remarked on the Austrian art marleet&thetic distance from France: “With the
exception of Miethke, no Austrian art dealer hagas@aid attention to French af’Moll was

the artistic director of the Galerie Miethke fro@0#4 to 1912 and had direct negotiations with

" “Derselbe Durand-Ruel, von dem ich friiher spratéljte 1873 bei der Weltausstellung in Wien eiresge
Kollektion von Bildern franzdsischer Meister vonrGbbis Monet und Pissarro aus, von denen er iicigs
verkaufte; die Bilder, die damals ein paar hundegénd Frank gekostet hatten, sind heute vieléoddh wert und
wirden eine Galerie ohnegleichen bilden.” IbidtHis case, it appears that Tietze is mistaken;thersource of
information on the 1873 World Exposition mentiorsntings by Monet and Pissarro.

8 “Eine Reihe herrlicher Corots, welche er [DurangeRR mir zur Weltausstellung hier gesandt hatte—zu
lacherlichen Preisen—wurde absolut nicht gekaugutd allerdings gliickt Durand-Rueil [sic] derse@mup mit
den Impressionisten im vollsten MaR3e.” Berta Zukked|, “Aus dem Leben eines beriihmten Kunsthandlers
Interview mit Herrn Miethke,” 5.

*9“Dass die franzésische Malerei von der Schule Barbizon bis etwa Monet von der gréRten Bedeutiingénz
Europa war, dariiber ist ganz Europa einig, [..f]@sterreich ist von dieser Infektion ziemlich fgeiblieben.”
Tietze,Im Kampf um die Kunsi30-31.

80 «AuRer Miethke in Wien gibt es keinen 6sterreichisn Kunsthandler, der sich bisher mit franzosisghmst
beschaftigte.” Cassirehn Kampf um die Kunsi61.
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Cassirer in this matter, including those he unasetor the 1906 van Gogh exhibition in Vienna.
Five works by van Gogh had been shown previoustiiénSecession’s Impressionist exhibition
in 1903.The Plain at Auvergfig. 71) was purchased by the Secession on ttesion and
donated to the Moderne Galerie in Vienna, which atabat time still in its founding stag8s.

In his contribution to th&he Response to A Artist’'s Protdgioll refered to this episode when

he reported on the reaction of the Viennese publtbe first van Goghs shown in the city:

The critics scoffed and the public joined in thewrls, only a few painters stood silent
and astonished in front of what was for them a peenomenon. Of course, neither the
state nor any private person even considered busyinoly a ridiculed painting. That is
when we artists collected the sum—it was 2,000csarand bought a lovely landscape
and donated it discretely to the stéfte.
This was also the reason that the artists in Viehdaot protest as those in Bremen had done
whenThe Poppy Fieldvas purchased, because as Moll explained, “Yott ttook a gift horse
in the mouth.®® However, another event that took place shortlgrafie legendary Impressionist
exhibition did cause a scandal in the art worlthef Hapsburg capital. As already stated, Moll

became the artistic director of the Galerie Miethk&904; this appointment was enough to

shake the foundations of the Secession for manig yeaome.

®1 This painting was title@fields (Champs de b)én the catalog of the Kunsthalle Bremen.

62 «Dje Kritik héhnte, das Publikum bildete den bétgaden Chor, nur ein paar Maler standen stummstanghend
vor der ihnen neuen Erscheinung. Naturlich dachieger Staat noch Private daran, sich so ein vethétBild zu
kaufen. Da sammelten wir Maler unter uns den Betrag waren 2000 Francs—, kauften eine schone Laattsch
und schenkten sie in der Stille dem Staate.” MollKampf um die Kuns62.

83 “In Wien protestierten die anderen Kiinstler nicttnn—einem geschenkten Gaul schaut man nicht &d.M
Ibid.
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3.3 The Exodus of the Klimt group from the Secession

The Galerie Miethke, probably Austria’s most impoittmodern art gallery, experienced a
definite repositioning in 1904 when its founder ldu@thmar Miethke retired from his
professional activities at the age of seventy-aresold the enterprise to the jeweler Paul
Bacher, one of Gustav Klimt’s friends. Even thei@a&n media, including thi€unstchronik

found this a newsworthy occurreneBacher entrusted the artistic management of tisinbss

to Carl Moll, who took up this position in NovemE04. Miethke himself had offered Moll a
position as partner in 1892, but Moll refused attime on the grounds that it was more
important for him to create art than to deal i iBut, by now, Moll's involvement in the affairs
of the Secession had made him realize that he lgaglah managerial talent and had already
developed important international contacts thatld/ése of enormous help to him as the artistic

director of the Galerie Miethke.

Moll became a member of the Kinstlerhaus in 18@Diaithe next several years was active on
several committees (the Jury for the State MedaésCommittee for the World Exposition in
Antwerp, the Steering Committee, the Admissions @uttee, and the Twenty-Five Years of the
Kiinstlerhaus Jubilee Festival Committ&&jowever, compared to others, he was not
excessively involved. The cumulation of activitiesl893 is rather distinctive. Klimt, who
became a member of the Cooperative one year aftly tdok on many more positions, but
these were evenly divided over the years betwe8 48d 1896. In spite of this, Moll's

organizational talents were noticed in the Kiinkteis where he voluntarily did all he could—

6 Anonymous, “VermischtesKunstchronik n.s. 16, nd@. (December 9, 1904): 109.

8 Carl Moll, “Mein Leben,” 97, typescript, Belvedefechive, Vienna.

 Wiladimir Aichelburg,Das Wiener Kiinstlerhaus, 1861-200@bl. 1,Die Kiinstlergenossenschaft und ihre Rivalen
Secession und Hagenbufdenna: Osterreichischer Kunst- und Kulturverlag03), 142-43.
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and with great willingness to make sacrifices—fdratwas called “young” aff. When these
“youngsters” finally founded the Vienna Secessiod897, Moll became one of the major
figures, with Josef Engelhart and Klimt, in thisegval of Vienna art world. Moll was
responsible for the Secession’s internationaligratand represented the association in

numerous institutions abroad.

However, signs of tension soon became appareninvitie Secession; they were mainly
founded on “differing opinions of art” (“painterlydpposed to “decorative” or “impressionists”
against “interior designers®}.If one looks closer, one can see that there wiscecansiderable
economic motives for the conflict, with the artiateund Klimt (Moll, Josef Hoffmann, Kolo
Moser, etc.) taking the side of business. The atnflas heightened by the establishment of the
Wiener Werkstatte in 1903, after which the groupuad Engelhart demanded that artists either
give up their dealings with the Wiener Werkstéatteesign from the Secession. The Engelhart
group argued that craft articles were produce@atadries and not for exhibitions. As an article
in the ViennaFremden-Blatihewspaper reported, even before the conflict lesh lbesolved

Moll made the recommendation to the General Assghialt works by members of the
Secession “also be shown outside of the exhibrmooms of the Secession. Namely, that
Secessionists be permitted to exhibit in the Galtiethke.®® There was strong opposition to
this proposal in the plenum as there were featsthiawould create competition for the

Secession. As chairman, Engelhart recommendediblatdecide between the art gallery and

*"Ipid., 298.

® Horst-Herbert Kossatz, “Der Austritt der Klimt-Gape: Eine Pressenachschagite und moderne Kuns#1
(1975):26; and NatterDie Galerie Miethke65. Seeing that there has been no art histajmalaisal of the reasons
for the Klimt group leaving the Secession, it camalssumed that these were probably not artistic.

9 «auch auBerhalb der eigentlichen AusstellungsradeneSecession exponiert werden sollten. Und zolites
Angehorige der Secession in der Galerie Miethkatallen dirfen.’Fremden-BlattJune 14, 1905, 12.
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our association’ However, this proposal was rejected. The groudalf supporters then left
the room, which led to the headline of “Split ire tliennese Secession: Resignation of Seven
Founding Members” in theues Wiener Tagblatin the following day: The publication of
this internal conflict probably caused the splibfirmly cemented? It is said that Klimt
attempted—in vain—to draw attention to the situaiio Berlin where that city’s Secession had
entered into a cooperative agreement with Cassipeivate gallery around the same tifi@he
majority of the Secessionists did not consider Mattempts to provide the Secession with an
additional exhibition site and sales opportunitiethe Galerie Miethke to be advantageous.
However, this possibility now became even more irtgya for the so-called Klimt group, who

had resigned and could no longer exhibit in theeS&on.

Although, legally and morally, the Secession waessally in the right position with its clear
separation between art and business and the in¢dmiipaof the two similar positions Moll

held in the organization and the Galerie Miethke, artists around Klimt were actually the ones
who personified the original artistic ideas of 8®cession in a superior way. This split led to the
Galerie Miethke becoming the new focal point fordamn art in Vienna and, subsequently, the
entire Hapsburg Empire. Now that Moll was able @kedecisions without the approval of the

Secession’s plenum, he immediately began to atlepdllery’s image to the latest artistic

"0 “sich zwischen Kunsthandlung und unserer Vereinigeu entscheiden.” Josef Engelh&ity Wiener Maler
erzahlt: Mein Leben und meine Modeglldenna: Andermann, 1943), 124.

"L «gpaltung in der Wiener Secession: Austritt vagbsin Griindern,Neues Wiener Tagblatlune 11, 1905, 13.
2 Kossatz, “Der Austritt der Klimt-Gruppe,” 23.

3 Natter,Die Galerie Miethkg65; and Peter Pardthe Berlin Secession: Modernism and Its Enemiésjperial
Germany(Cambridge, MA: Harvard University Press, 1983kefdEngelhart, who was just as close to NS regigne a
Carl Moll (and Carl Moll was so close that, at Hge of 84, he—along with his daughter and her malhize
convinced National Socialist Dr. Richard Eberstaleommitted suicide after the Red Army entered Vieein
1945) wrote in his memoirs: “In Berlin at the tinkégbermann drove the Berlin Secession into thesasfithe
Jewish art dealer Cassirer.” (“In Berlin hatte zesér Zeit Liebermann die Berliner Sezession detisfinen
Kunsthandler Cassirer in die Arme getrieben.”) BEnge, Ein Wiener Maler erzah|t124.
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developments. Koloman Moser was responsible fod#@segn of a new company logo, as well as
the revamping of the main exhibition hall: “Theldal ‘light, more light!" has now made itself
heard in the old palace on Dorotheergasse. Thariegrge exhibition hall, which Herr

Miethke had installed years ago, was formerly ket kind of brownish-red Renaissance semi-
darkness. Now it dazzles in the brightest of whiteshe untinted, unadulterated white of its

mortared walls.”

In December 1905, Miethke opened a similarly rddiw&ite cube” on Vienna’'s most elegant
shopping street, the so-called “Graben”; at theeithwas probably the most modern exhibition
space in central Europe (Fig. 72). This branch egsened with the first large-scale exhibition of
the Wiener Werkstatte. From that time on, the Galgliethke presented a new show every six
weeks on average, and united prime quality old enastith avant-garde productions of
contemporary modern art. This combination of modetrgallery and old masters dealer made
Miethke a unique enterprise in Europe. From therimgg, its aim was to position the greatest
Austrian artists on the same level as those ifintleenational aren& Just as Leonardo did not
have to cross the Alps in the fifteenth centuryetceive inspiration from Dutch artists, Austrian
artists no longer had to make the voyage to Patietable to study the latest artistic movements.

Now, this could be achieved by taking a stroll teetfike at Dorotheergasse 11.

" “Der Ruf ‘Licht, mehr Licht!” ist nun auch in daste Palais in der Dorotheergasse gedrungen. Deefime,
grofRe Ausstellungssaal, welchen Herr Miethke varelaeinbauen lief3, war bisher in seiner Stimmuomg i
braunroth-goldenen Renaissance-Halbdunkel gehalétrt erstrahlt er im hellsten Weil3, im ungetonten
ungebrochenen Weild der Mortelwand.” B. Z. [Bertakiirkandl], “Bei Miethke—Waldmdiller-Ausstellung”
Wiener Allgemeine Zeituplovember 18, 1904, 2.

> Natter,Die Galerie Miethkg“Die Ausstellungen 1896 bis 1914,” 184-226.
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3.4 Exhibitions of French Art in the Galerie Miethke

Following the resignation of the Klimt group froimet Secession, the Galerie Miethke became
the most important mediator of modern French athé&Austrian artistic sphere, due mainly to
the efforts of Moll. According to Tietze, “In a ¢am manner, Carl Moll is the most remarkable
personality in the artistic life in turn-of-the-dary Vienna [...] For many years, in his capacity
as artistic director of the Galerie Miethke, Mdlleanpted to keep Vienna in contact with the
major international artistic movement$.As Berta Zuckerkandl noted in an article for the
Wiener Allgemeine Zeitunthe classics of modern French painting were etddthere more
often, and in greater numbers, than in any othkeryan the Hapsburg Empire. “The Miethke
Gallery’s Carl Moll brought us the major, signifitgoroducts of the developments in
Impressionism, the torchbearers of a new artidegeal, Gauguin and van Gogh. He is also to be
thanked for making us aware of the value of suchwstanding personality as [Honoré]
Daumier, and of such a singular character as [Hig{rToulouse-Lautret. Here, Zuckerkand|
provided a list of the most important exhibitiorfigtiose years. In 1903—before Moll’'s period
as director—an exhibition of prints was shown wvitite Trieste painter Arturo Rietti, who was
living in Vienna at the time, as the main artistalddition, works by Denis, Manet, Edvard
Munch, Félicien Rops, Toulouse-Lautrec, Gauguin, Rissarro were presented—a number of

them for the first time in Vienna. Even the usuallifical Neue Freie Pressealled it “an

®«Carl Moll ist in einem gewissen Sinn die bemerearteste Erscheinung im Wiener Kunstleben an demd&/
des 19. zum 20. Jahrhundert [...]. Als kiinstlegsdteiter der Galerie Miethke hat Moll jahrelangsiuecht, Wien
den Zusammenhang mit den Stromungen der grof3etkidsttzu erhalten.” Hans Tietze, “ Carl Moll zum 60
Geburtstag, Die bildenden Kunst&/8 (1921): 125.

" “Die groRen, wichtigen Entwicklungsresultate depiessionismus, die Fackeltrager eines neuen Kigass,
Gauguin und van Gogh, hat Carl Moll bei Miethke gebracht. Und ihm ist auch zu danken, dass eiagd@dende
Gestalt, wie die Daumiers, oder eine seltene Eisuhg, wie die von Toulouse-Lautrec, als Kostbarladirreich
und eingepragt wurden.” B. Z. [Berta Zuckerkantillie Kunst 1910,"Wiener Allgemeine Zeitundpril 4, 1910,
4-5,
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exhibition that has to be seeffIn 1905—now, with Moll in charge—a firm decisiorasmade
to show “modern French graphic works,” that brougélix Vallotton, Odilon Redon, Edgar

Degas, and Auguste Renoir, as well as Toulouseréautio Vienna.

However, the major van Gogh exhibition in Janu@§a was the real landmark. Although the
critics of the Viennese dailies showed just hoviidift it was for them to come to grips with this
radical artist, most of the reviews were not unfabte—the reviewers were simply unable to
cope. Ludwig Hevesi, made an attempt with “Linesrtbling with fear, colors boiling like

hellish tar pitch,” and found himself unintentiolyatlose to Expressionist poetry with these
remarks’® Connections were often made between van Gogh’k amd his tragic life, for
example, “His method of expressing himself artaticconsumed him, he wore out his capital
of vitality in this struggle.® A sunflower painting attracted particular attentand Ludwig

Hevesi claimed that “each and every petal [flickarsund like a golden flame in the af: The
positive reception of this sunflower painting matdelf felt in the art of Vienna, as can be seen
in the works of Egon Schiele and Klimt in partiauldowever, the sunflower motives Otto
Wagner used for his suburban railway decorationshcd have been inspired by van Gogh, or at
least not by the Miethke exhibition, as Wagner tasigned these prior to 1898. Hevesi was also
enthusiastic—and, simultaneously, perplexed—albwinhever-before-seen intensity of the

colors in another van Gogh painting, and proclaifiwgtly are these colors fighting for air like

8«Also eine Ausstellung (ich kann’s nicht zuriicknedn), die man gesehen haben muss!” S., “Galeri¢hlide’
Neue Freie Presséarch 29, 1903, 12.

" “Linien schlottern vor Angst, Farben sieden widlieéhes Pech.” Ludwig Hevesi, “Aus dem Wiener Kilelsen:
Vincent van Gogh,Kunst und Kunsthandwegk (1906): 72.

80 “gseine Art, sich kiinstlerisch zu entauRern, waeeaierzehrende, sein Kapital an Lebenskraft erdahsjzh in
diesem Ringen.Hohe Warte2 (1905/06): 99.

8L “warum ziingelt jedes einzelne Blatt dieser gewatiiprovenzalischen Sonnenblumen [...], einer goldene
Flamme gleich, in der Luft umher?” Ludwig Heves¥jficent van Gogh: Galerie Miethke,” in idhJtkunst-
Neukunst: Wien 1892908 (Vienna: Konegen, 1909527.
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this? Why do the trees swallow up so much bltfeflere, Hevesi was referring The Poppy
Field that was shown in Vienna in 1906, before beinglpased a few years later by the Bremen

Kunsthalle and triggering the Vinnen dispute algedigcussed®

Although the Viennese press had shown itself oxeddut fascinated by van Gogh'’s art, there
were hardly any positive reviews of the Gauguinilexion one year later. Moll went to great
lengths to make the local audience understandrégrechman’s art, and included in the
exhibition catalogue a foreword by the German ducator Rudolf Adalbert Meyer, who was
then living in Paris. Meyer praised Gauguin as rtistavho “has once again made us understand
the appeal of simple, primitive aft*’In addition, the president of the Deutscher Kiarbtind,
Harry Graf Kessler, gave a lecture entitled “On NBamdencies in Art: Paul Gauguin and His
Circle” that was advertised and promoted in thesgr&he lecture was a great success and
Kessler received much applause, but this did nabgh the overall attitude to modern art in
general—and Gauguin in particular—because the aadias mainly composed of
“representatives of the avant-garde in art,” inaslgdHugo von Hofmannsthal, Klimt, Koloman

Moser, and Josef Hoffmarfn The so-called critics of modern art did not evethbr to attend

82«\warum schnappen diese Farben so nach Luft? Wanimucken jene Baume so viel Blau?” Ibid.

8 In his study of the early van Gogh reception inrGany, Walter Feilchenfeldt, the partner in Paus&ar’s art
salon in Berlin, was able to identify all the paigs shown at the Viennese Miethke exhibition. \&falt
FeilchenfeldtVincent van Gogh and Paul Cassirer, Berlin: The dption of van Gogh in Germany from 1901 to
1914 (zZwolle: Waanders, 1988), 145.

84 «Er ist einer der Kunstler, die uns den Reiz ptiveir schlichter Kunst wieder erschlossen habemdif

Adalbert Meyer, “Foreword,Gauguin Exhibition Catalogue of the Galerie H. Oetke(Vienna: Galerie H. O.
Miethke, 1907), 11.

8 «vertreter und Vertreterinnen der modernsten Kridstung.” Neues Wiener Tagblafvlarch 22, 1907. Hugo von
Hofmannsthal, probably the most famous writer sfday, was an admirer of modern French art andbne
Miethke’s regular clients. “For me,” he wrote to kiailian Harden in 1905, “contemporary paintingdarere |
mean French painting from Manet to Maurice Denid @mn Gogh, is one of those things that make reyrfibre
enjoyable.” (“Die gegenwartige Malerei, ich meirendt die franzésische Malerei von Manet bis Maubemis

und van Gogh, ist fir mich eines der Dinge, die diais Leben Uberhaupt verschénen.”) Quoted in URalmer,
“Die Zauberschrift der Bilder”: Bildende Kunst in éfmannsthals Texteffrreiburg im Breisgau: Rombach, 2000),
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and become better informed. On the day of the tecteligmann, of thBeue Freie Presse

published his cynical opinion on Gauguin:

Seeing that, here and there, the outlines of thas#es of color show a certain similarity
with human figures, trees, clouds, etc., such eeettor four-year-old children depict, a
purely external, superficial relationship to wod€gainting is established which means
that reporting on it becomes the responsibilityhef experts in the fine arts. This is

absolutely inappropriate, as you will soon seeis T because anyone who sees and feels

things artistically, and is capable of thinkingaolg, will immediately recognize that,
here, he is being confronted with ridiculous ddetism of the lowest level that is
absolutely not worth considerifig.

Seligmann’s audience, the liberal upper-middlesgaswas confronted with his views on art for

three decades, so by this time his influence wasdanse.

In 1900, theNeue Freie Pressiead a print run of 55,000 copies—the largest gfcaily
newspaper in the Hapsburg Empire. The official goreent paper, th&/iener Zeitungprinted
30,000 copies, the Foreign Ministryssemden-BlattLl2,000, the German-Nationdblksblatt
45,000, and tharbeiterzeitungfounded in 1889) 24,000. Ten years later,Nleeie Freie Presse

had lost ground slightly and had an edition of B0,00pies, th&Viener Zeitungemained stable

436. The man of letters not only had a floral $ifd by van Gogh in his villa in Rodaun but alsoecof Picasso’s
early self-portraits.

8 “Da nun die Umrisse dieser Farbenflecken hie uméide gewisse Aehnlichkeit mit menschlichen Figure
Baumen, Wolken u.s.w. zeigen, etwa in der Art, enei- oder vierjahrige Kinder dergleichen darzustepflegen,
so wird dadurch eine rein aul3erliche VerwandtsamitfiVerken der Malerei hervorgerufen, und die
Berichterstattung Uber die besagten Gegenstantefdhs Ressort des Referenten fur bildende Kugahz mit
Unrecht, wie man gleich sehen wird. Denn jedermdenmalerisch zu sehen, zu empfinden und zu denken
gewohnt ist, wird sich auf den ersten Blick klains€lal’ er es hier mit der niedrigsten Stufe ef@ggischen und
ganzlich indiskutablen Dilettantismus zu tun zu’hAtalbert F. Seligmann, “Jungfranzdsische Kunblgue Freie
Presse March 19, 1907, 1. As already mentioned abovkgi®ann was a historicizing artist himself and tbisild
often be recognized in his reviews as he statéseiintroduction to the collection of his essaykhis author does
not deal with the works he criticizes as a staiisti, a historian, a philosopher, or sensitive widetters, but as a
practicing expert. Very little literature on artshlaeen written from this position.” (“Der Verfassteht dem, was er
bespricht, nicht als Statistiker, Historiker, Piidph oder empfindsamer Literat gegentiber, sondgmuaibender
Fachmann. Nur ein verschwindend geringer Teil demdfliteratur ist von diesem Standpunkt aus gesbhri.”)
Adalbert F. SeligmanrKunst und Kiinstler von gestern und heute: Gesaremeitsatz¢Vienna: Konegen, 1910),
Il
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with 30,000, and thEremden-Blattwas no longer published. Interestingly, at a ¢attan of
25,000 theébeutsches Volksblakbst almost half of its readers, whereasAhieiterzeitung
showed a major increase and now had the largesti@iion of 54,005’ These figures
demonstrate that the opinion of the traditionalhgtal upper-middle classes was to a large
extent formed by thBleue Freie Pressélthough all of the other newspapers followed the
model of theNeue Freie Pressiey giving considerable space to cultural essaykerfeature
section, none of them was able to compete with i€rms of cultural influence. Thdeue Freie
Pressemost famous journalists enjoyed a very powerfual envied position in the social and
intellectual life of Vienna. According to MicheabRak, the fact that they reached tens of
thousands of readers on a daily basis made theer lk@bwn than playwrights and novelists,

whose audiences were much smaifer.

Eduard Hanslick, the music critic of theeue Freie Pressevas famous in his day because of his
polemical campaigns against modern composers suBlichard Wagner, Franz Liszt and Pyotr
llyich Tchaikovsky. There has been extensive retean Hanslick’s position in the musical life
of the Hapsburg metropolf8 yet so far no studies have been made on Seligmaale in the
reception of modern French art in Vienna. Whethadighann’s denunciation of Impressionism

was always successful in convincing the Viennesedemoisie of the movement’s inferiority is a

87 Kurt PaupiéHandbuch der ésterreichischen Pressegeschichteg-1859 vol. 1, Wien(Vienna: Braumiiller,
1960).

8 Michael PollakWien 1900: Eine verletzte Identit@itonstanz: Universitatsverlag, 1997), 91-92.

8 Michael JahnWas denken Sie von Wagner? Mit Eduard Hansliclemdiener Hofoper. Kritiken und
SchilderungerfVienna: Der Apfel, 2007); Werner Abeddusikasthetik und Musikkritik bei Eduard Hanslick
(Regensburg: G. Bosse, 1974); Markus Gartaduard Hanslick versus Franz LigHildesheim: G. Olms, 2005);
Cornelia Viktoria Hain, “Die rhetorischen Figurankduard Hanslicks Bruckner-Rezensionen” (mastbgsis,
University of Vienna, 2006).
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moot point. One of the classic strategies for standy modern art is to pretend that its artists are

pathological; Seligman went one step further arlieg this to the audience as wéll.

Seeing that there are some people—not many, aw-a-people carrying out various
professions, with varying levels of education—ofédrove average—who claim that they
experience strong emotions when looking at thegects[...] one is tempted to assume
that the optical attraction that these productslexmakes its way along different cerebral
paths and awakens different association than isake with so-called paintings.
Seligman may have panned the Gauguin exhibitionit bas still a financial succe$§éMiethke
could be content with good sales figures in spitdhese invectives in the media. Viennese
artists especially enthused over Gauguin’s miswiéigiuropean culture—Klimt was particularly

delighted with his “primitive” styl€® Writers such as Arthur Schnitzler and Paul Stefaited

the exhibition on several occasions, reportedlydtiastonishment?

A few years later, in 1914, this astonishment reddhe level of a genuine scandal when the

Galerie Miethke brought works by Pablo Picassoignwa. By this time, Moll was no longer

% Something similar could be observed in the scaadat Klimt's Faculty Paintings, when Hermann Bahr
commented that “I believe that other critics besidgists and the public would have to judge théma faculty
paintings], because that’'s pathological. And thestnalangerous thing is that this madness is contadi¢‘lch
glaube, dariiber [Uber die Fakultatsbilder] musbeneits Andere urtheilen als Kiinstler und Publicdenn das ist
pathologisch. Und das Geféhrliche daran ist, daessed Wahnsinn ansteckend wirkt.”) Hermann B&wegen Klimt
(Vienna: Eisensteiner and Co., 1903), 30. SeeSiisfan Kutzenberger, “Because That's Pathological!
Manifestations of Madness in 1900 Vienna in the kgaf Klimt and Musil,” inCrime and Madness in Modern
Austria: Myth, Metaphor and Cultural RealitiRebecca Thomas, ed. (Newcastle upon Tyne: CagwBdholars
Press, 2008), 42-75.

%1“Da es jedoch Menschen gibt—nicht viele aber iniireeinige—Menschen aus verschiedenen Berufskreisen
von verschiedenen zum Teil Gber das Durchschniftshimausgehenden Bildungsgraden, die behauptevijrelen
durch die Betrachtung dieser Gegenstande in inmensive Empfindungen erweckt, [...] so ist mandgiep,
anzunehmen, daf3 die optischen Reize, die von di@sbkilden ausgehen, auf anderen Gehirnbahnen femlau
andere Assoziationen erwecken, als die von Werkesagenannten Malerei.” Seligmann, “Jungfranztisisc
Kunst,” 1.

%2 Elise Eckermanr‘En lutte contre une puissance formidable”: Paul @Gain im Spannungsfeld von Kunstkritik
und Kunstmark{Weimar: Verlag und Datenbank fur Geisteswisseafteh, 2003).

9 Ludwig HevesiAcht Jahre Secession (Marz 1897-Juni 1905): Kritikelemik—ChronikVienna: Konegen,
1906), 517.

% Natter,Die Galerie Miethkg138.
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director of the gallery; this position was now hbidthe art historian Hugo Haberfeld, who had
become co-director with Moll in 1907. On the ocoasdf the “Edouard Manet and Claude
Monet” exhibition in 1910, théleue Freie Presseven expressly used the plural form when it
mentioned the “enterprising artistic directors'tioé gallery’® However, a power struggle
gradually developed between Haberfeld and Moll, iant®12 it was settled in Haberfeld’s favor.
Moll left the gallery and Haberfeld became its sditector on July 3£° This change in
management led to a paradigm shift in the exhibisictivities: the graduates of the still-young
academic discipline of art history made their watp ithe labor market and took the place of
painters who had been active as gallery and musinactors. In this way, Haberfeld became a
model for the modern world of art when he presemiedsso—probably the most sought-after

avant-garde artist—in Vienna shortly before thetsihthe First World War.

It was possible for Vienna to understand pre-CuBisasso. For example, tkgceronestated
that “from a distance” two of Picasso’s early dnagd exhibited in Vienna “reminded one of the

Pre-Raphaelites with their austere chastity andritgv'®’

These drawings were part of the
“New Art” exhibition in the Galerie Miethke in 1918ther voices in the press overlooked the
young Picasso among the many other artists shamgjrrg from Georges Braque to Matisse
and Fernand Léger to Maurice de Vlaminck. Criticsihthe ambitious theme of providing the

greatest possible overview of the most recent tecide was probably justified, as inclusiveness

% “Man muR den rithrigen artistischen Leitern Leitdes Miethkeschen Kunstsalons dankbar sein, dafesie
Wienern jetzt einige Proben Manetscher Kunst zuekogeben, nachdem hier blof3 in der
Impressionistenausstellung der Secession vor sietfenacht Jahren Werke dieses Kiinstlers zu seammw A.
F. S. [Adalbert Franz Seligmann], “Manet—Monet. @ Miethke,"Neue Freie Presséay 13, 1910, 1.

% Werner Schweiger, “Damit Wien einen ernsten Kualsts besitze: Die Galerie Miethke unter besonderer
Berucksichtigung von Carl Moll als OrganisatdBgivedere: Zeitschrift fir bildende Kurs(1998): 64-85; and
Natter,Die Galerie Miethke77.

97«Gleich einer der Fiihrer der Jungfranzosen, Paasar nur durch zwei schéne frilhe Zeichnungerreten,
deren herbe Keuschheit und Strenge von ferne Benitche Prarafaeliten anklingt.” K. R. “Aussteilyen, Wien:
‘Die neue Kunst' in der Galerie MiethkelJer Ciceroneb, no. 4 (1913): 149.
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risked drifting into arbitrariness—and this is psety what seems to have happened. In his
review, Arthur Roessler reckoned that Manet's kdtsh of theBar in the Folies-Bergéereand
Renoir'sice Rink in the Bois de Boulogrtegether with works by Paul Signac, Cézanne, and
van Gogh, were intended to create the right atmergptor the next generation of French artists:
“Most of the Viennese will consider most of theigted Miethke is showing as being stammering,
stuttering bunglers, or being evil and sick, blueds or swindling mystagogue®That is why

it was clever that the Galerie Miethke decidedhtovs works by, what had become, classic

Impressionists along with those by the most avadwartists”’

Even before the 1913 Miethke show, seven worksitgsBo had been shown in the Secession in
1903, though none received any attention in theianedfound any buyer$° Matters were
completely different in 1914, at the Galerie Miethkhere, the press recorded, “the first
monographic exhibition of the founder of CubisnVienna was opened with the lively
participation of Viennes art circled® The exhibition catalogue listed fifty-seven woeksd

several more were submitted later. However, ibispossible to identify in particular which

works were shown—in keeping with the Secessiomdition of not commenting on artworks,

the catalogue gives only the title, without promglinformation on the medium or year of

creation.

% “Die meisten Wiener werden die jetzt bei Miethkesgestellten Maler fiir Stammelnde, Stotternde und
Stimpernde oder fir Krankhafte und Bosartige hafianPatzer oder schwindelhafte Mystagogen...RA[Arthur
;ngssler], “Expressionistenausstellung (Galerie Mej},” Arbeiter-Zeitung January 20, 1913, 1.

Ibid.
19 Gabriele Hammel-Haider, “Moderne Galerie in WiedNeue Galerie in der Stallburg'—und nun?” in
Museumsraum Museumszeit: Zur Geschichte des dsteigehen Museums- und AusstellungswessthsGottfried
Fliedl, Roswitha Muttenthaler, and Herbert Pos@9-23 (Vienna: Picus 1992).
101410 der Galerie Miethke wurde heute [February a8jer lebhafter Beteiligung der Wiener Kunstkrelse
Picasso-Ausstellung erdffnet, die den Begriindekdgssmus zum erstenmal in Wien kollektiv zeigt.”
Anonymous, “Theater- und KunstnachrichteNgue Freie Presséebruary 14, 1914, 13.
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In his position as director of the Galerie Miethkiaberfeld had built up a well-functioning
international network of art dealers, and was tloeecable to show the major portion of the
works from the Picasso exhibition organized by®aderie Thannhauser in Munich. The show
subsequently went to Berlin and Dresden where—&$anna—Picasso’s works met with
misunderstanding. The critics asked the same—somte@bble—questions that are still
common today: Does the art dealer make the alisifd art dealer justified in going against the
public’s taste in his exhibitions? The critic oétkunstchronik writing about the Dresden venue
of the show, was of the opinion: “Of course, itrgderstandable that the two art salons, which
have made great efforts to show good contemporafgrathe last two decades, now feel that
they have to show the very newest efforts; howethes,does not prevent the overall impression

from being extremely depressing and out of pld€e.”

In his position as art critic of tHeeue Freie Press&eligmann did not feel the necessity to
understand Picasso’s “attempts at a new type diedpiepiction” and immediately positioned
the artist on the brink of insanity: “The matherogtn, the psychologist—maybe even the
neurologist—could possibly be interested in thizdkof thing. These experiments have
absolutely no connection with art and this is, ¢fiere, not the place to talk about thefff”
However, at the beginning of the same short rewaeart exhibitions in Vienna, Seligmann

mentioned another exhibition where—almost as aenaftcourse—he discovered French

102«Gewiss ist es verstandlich, dass die beiden Kharstlungen, die sich seit zwei Jahrzehnten bemighze,
zeitgenodssische Kunst zu zeigen, nun auch einnsabttaben der Allerneuesten vorfuhren wollen, aber
nichtsdestoweniger ist der Eindruck hdochst depriemd und deplaciert.” Emil Waldmann, “Kunstausstetjen:
Dresden,’ Kunst und Kiinstlet2, no. 6 (1914): 344.

103«per Mathematiker, der Psychologe—wohl auch denfdloge—kann sich méglicherweise fiir derartiges
interessieren. Irgendwelchen wesentlichen Zusamarenit Kunst haben diese Experimente nicht, uridtes
darum hier nicht der Ort, dariiber zu sprechen FAS. [Adalbert Franz Seligmann], “KunstausstelemgNeue
Freie PresseFebruary 20, 1914, 13.
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influences: “At Halm & Goldmann (Opernring 1%} one can see, along with the very skilful
and frequently quite tasteful etchings by Ferdinkichl—some of which we know already
with their telltale Japanese and modern Frenchenites (Raffaelli, Toulouse-Lautrec, Heller, et

al.)—extremely charming pastel drawings by Henridtee (Paris).**

Toulouse-Lautrec, whom Seligmann mentions onlyassing here, had been violently attacked
in print by the critic on the occasion of the magahibition of his works at the Galerie Miethke
in the fall of 1909: “Toulouse-Lautrec was a catura himself; a crippled, ugly dwarf. His work
is exactly the same; deformed, distorted, and cisihxel And, as some people say about
hunchbacks, malicious and full of wit but withouws@ap of humor2®® In other newspapers this
exhibition—which was to be the largest of Toulolserrec’s works to be shown in Vienna
until the 1960s—was treated more positivelyDie Zeit for example, considered that “this is

the most rewarding and interesting of all the Fheaut that has been collectively shown in

1941n 1907, after forty years on Babenbergerstrassepublisher and bookshop Halm & Goldmann purathdéax
Tintner's art salon that had been located at Opegrit7 since 1875. Here, the activities as boo&selhd art dealer
continued uninterrupte@®esterreichisch-ungarische Buchhandler-Correspord@rgan des Vereines der
Osterreichisch-ungarischen Buchhéndler: Festnumamdgisslich des 50jahrigen Bestehens 1860-12900): 82.
1054Bej Halm & Goldmann (Opernring 17) sieht man nelden zum Teil schon bekannten, japanische und
modernere Pariser Einflisse (Raffaelli, Toulousetter, Heller u. a.) verratenden, sehr geschicktagdaten, meist
recht geschmackvollen Radierungen von FerdinandhiMjanz ausnehmend reizende Kreidezeichnungen eon H
Le Riche (Paris).Neue Freie Presséebruary 20, 1914, 13.

1% «war ja Toulouse-Lautrec selber eine Karikatun eérkriippelter, hasslicher Zwerg. So aber ist agthe
Kunst; auch sie gleichsam verwachsen, verzerrivenzerrend, wie man’s manche Buckligen nachzuspijegt,
boshaft und voller Geist, aber ohne einen FunkenHwamor.” A. F. S. [Adalbert F. Seligmann], “Zwei
Karikaturisten,”Neue Freie Press@®ctober 27, 1909, 1. Here, Seligmann comparewthks of Wilhelm Busch
(exhibited in the Hagenbund) with those by TouleLaatrec (at Miethke’s). While Seligmann consideBadsch’s
art as the triumph of the spirit over the body, finench artist was “the opposite of this. It igpging and terrifying
to see how talent and audacious willpower vainlgrgk against the walls that surround the sensitarid creativity
of this artist with his deficient technical prowess background of baseness and depravity.” (“dage6teil davon.
Es ist ein aufregendes und grauenhaftes Schauspisthen, wie Talent und kithnes Wollen vergelgeien die
Walle anstiirmen, mit denen eine in vielen Punktezuléngliche technische Vorbildung und ein Milieanv
Niedrigkeit und Verkommenheit das Empfinden undé®ien des Kiinstlers umgrenzt haben.”) Ibid., 3.

197 Fritz Novotny,Henri de Toulouse-Lautrec: Wiener Festwockié¢ienna: Osterreichisches Museum fiir
Angewandte Kunst, 1966).
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Vienna in recent times-*® While the Viennese feature writers differed inittieeatment of
Toulouse-Lautrec, they were unanimous in their juegt of the Picasso exhibition in the
Galerie Miethke five years later. A comment in Beichspossummed up the critics’ attitude:

“Why is this sort of nonsense repeatedly exhibitedur art salons?°°

Making the public aware of the newest tendenciessant-garde art was Haberfeld’s main goal,
but eventually this mission started to threatengdiéery financially. While Moll’s philosophy of
“supporting the modern and looking for the necessagans in the past proved to be an
extremely practical entrepreneurial mix of old neastof the first category and progressive
exhibitions of contemporary modern art, Haberfaldejsimply seems to have overtaxed the
Viennese public with the new. At the beginninglod Eirst World War, the Galerie Miethke had

hardly any financial reserves and therefore ladckedunds necessary for a new start in 1918.

3.5 The “Viennese Luxembourg”

In 1913, Ludwig Hevesi was relieved to be able tdey“It is in the hands of the Minister of
Education von Harteb fulfill the long-held dream of a Viennese Luxemobg.™** The initiative
to found a modern art gallery modeled on the Mwkékuxembourg in Paris had received its

first official mention only less than ten yearslieay*'? but the roots of the idea can be traced

19%84/0n den Franzosen, die man in den letzten Jainr&¥ien kollektiv vorgefiihrt hat, ist dieser deizliste und
interessantesteDie Zeit October 20, 1909.

199 warum werden solche Narreteien in Kunstsalons @mwieder ausgestellt?” J. R., "Aus dem Wiener
Kunstleben,"ReichspostMarch 6, 1914, 457.

10«pie Gegenwart fordern und die Mittel dazu in 8&argangenheit suchen.” Moll, “Mein Leben,” 180.
1«Dem Unterrichtsminister von Hartel war es vorbiédra den alten Traum von einem Wiener Luxembourg z
erfullen..” Ludwig Hevesi, “Die Moderne Galerie in WienKunstchronikn.s. 14, no. 29 (June 12, 1903): 457.
120n February 21, 1894, professor Deininger informeaxtraordinary plenary assembly of the Coopezaif
Viennese Artists that a society to found a galtgrynodern art was being established. On April thefsame year,
the subject was discussed at a meeting of the Kiihaus: Minister Freiherr von Chlumetzky was cdasing the
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back to the middle of the nineteenth century, whastrian artists started expecting more active
support from the state. As early as 1861, the \@sperartists’ societies drew the government’s
attention to the fact “that the support of artastf the state’s responsibility to sociefy™

From that time on, petitions were repeatedly dragnindicating that artists were slowly
beginning to emancipate themselves from their@gistic patrons and expected governmental
programs to foster the arts. Naturally, the defsir@ regulated acquisitions policy quickly led to

the plan for a state museum of modern art.

Carl Moll was one of the most fervent championghe$ project and wrote a letter to Minister
Ritter von Hartel in an effort to convince him thaenna was desperately in need of such a

museum:

The artistic developments of our time find theie@pest support in the institution of
public galleries, in the cultivation of art by thte. In addition to the historical
collections in the Louvre, Paris possesses an isspre collection of masterworks of our
time in the Musée du Luxembourg. Berlin has itsibfel Galleries, Munich the Old and
New Pinakotheks, Hamburg its Kunsthalle; every tamv@ermany has its own museum,
its international collection of the artworks of &yd Vienna still lacks this most important
basis for its artistic life. The picture gallerytbe supreme Imperial house is almost
completely of a historic character, we do not psssestate gallery?

plan to found a modern art gallery. Heinz MiInafikyien entbehrt dieser wichtigsten Grundlage fliinse
Kunstleben’: Von der Griindung der Modernen GaledeOsterreichischen GaleridBelvedere: Zeitschrift fiir
bildende Kunsg (1992): 38.

13430 richteten die Wiener Kiinstlerverbéande 1861M@morandum an die Regierung, worin sie daran eren,
daf die Forderung der Kunst ein Teil der staatfictierantwortung gegentber der Gesellschaft seideie
Bastiaan van Heerd8taat und Kunst: Staatliche Kunstférderung 189581@/4ienna: Bbhlau, 1993), 42.
H4«Dje Kunstentwicklung unserer Zeit findet ihre wasllsten Stiitzpunkte in der Institution 6ffentlehGalerien,
in der staatlichen Kunstpflege. Paris besitzt nelmmhistorischen Sammlungen des Louvre im Musée du
Luxembourg eine imposante Vereinigung der Meistekevgler Jetztzeit. Berlin hat seine Nationalgaterie
Munchen neben der Alten die Neue Pinakothek, Haghbeine Kunsthalle, jede Stadt Deutschlands seiseMim,
seine internationale Sammlung von Kunstwerken @nséegit. Wien entbehrt dieser wichtigsten Grundlfigesein
Kunstleben. Die Gemaldegalerie des allerhdchstasellaauses tragt einen fast ausschlief3lich histugis
Charakter, eine staatliche Galerie besitzen wintiiicCarl Moll to Wilhelm Ritter von Hartel, April2, 1901,
Kinstlerhaus Archives, Vienna; cited in MInarikyWien entbehrt dieser wichtigsten Grundlage fiir sein
Kunstleben’: Von der Griindung der Modernen GaledeOsterreichischen Galerie,” 38.
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The Musée du Luxembourg was actually the first mosen the world that was explicitly
concerned with purchasing contemporary art. Bothddeand Moll regarded this museum as the
ideal. The Luxembourg became a public gallery ay @a 1750, when part of the French royal
painting collection was made accessible to theipubithe Palais du Luxembourg. However, the
museum was dissolved in the turmoil of the Fremslolution and eventually served as a prison.
In 1801, the Senate decided to re-establish the&&®da Luxembourg. It was opened one year
later explicitly as a museum for contemporary tsténd accordingly named Musée olympique
de I'Ecole vivante des beaux-arts (Olympic Museonttie Contemporary Schools of Fine Art).
The state was supposed to purchase major workslivorg artists considered worthy of being

hung in this temple de la Gloirg'*®

At first, the palace became a collecting pointlémted art from Napoleon’s campaigns; this
included Austrian art that, as was the case witbtrabthe other looted works, was later
returned-*® After the Congress of Vienna in 1814/15, Louis X\dlecreed that the Luxembourg
be used for the exhibition of contemporary art @gimally planned, and the Peter Paul Rubens
paintings that had been there since the seventeenttry were transferred to the Louvté.

One had to be dead and a celebrated artist torgihuhe royal galleries of the Louvre, but

now the Musée du Luxembourg was intended to acttesnediate stage between the Salon and
the Louvre. According to the 1823 collection cagale, 103 paintings were exhibited in the

museum, including works by Jacques-Louis Davidntineexile in Brussels, Eugéne Delacroix,

15t is surprising that, to date, little has beebljmhed on the history of the Musée du LuxemboEuay.available
sources, see Gérard Monniktart et ses institutions en France: de la Révalnta nos jourgParis: Gallimard,
1995); Geneviéve Lacambre, é@ Musée du Luxembourg en 1§Pérris: Editions des Musées Nationaux, 1974);
and Barbara Sauer, “Der lange Weg zur Modernenri@ateWien” (master’s thesis, University of Vienr008).

18 Heinrich Schwarz, “Joseph Rosa und das Musée KapgMitteilungen der Osterreichischen GaleB6

(1968): 7-14.

" Monnier,L’art et ses institutions en Franc@s.
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and Ingres® However, as was the case with most museums, thésitions policy of the
Musée du Luxembourg was frequently a matter ofaidance. In the last third of the ninteenth
century, the struggle between traditional and maidestyles became more intense, although
works from both camps were purchased. The youragésts mentioned in the 1894 catalogue
were Emile Friant and Jules-Alexis Muenier. Bothrevieorn in 1863, showing that works by
artists in their early thirties were already inaddn this museum of modern &ff.The records
also show that, starting in 1892, efforts were utaden to acquire Impressionist art, as
evidenced by the purchase of works by Sisley ambReDegas was approached by museum
officials, but refused to sell to the state. In 48Gustave Caillebotte donated his personal art
collection, a gift that resulted in a large numbkimpressionist works coming into the
museum’s possession. They were even given theirl@aNnwhere, as Pissarro remarked, they
were poorly lit, miserably framed, and thoughtlggring®?° The museum relied on generous
donations such as this, as it had barely fundadquisitions and efforts to make purchases with
private help were rarely successful. These diffiealshow that it was also difficult for the
French state’s museum of contemporary art to puaistlear collecting policy. In order to
provide the most balanced overview of contempoaaryossible, the practice of showing no

more than four pictures by a single artist came being"**

In his letter to Minister von Hartel, Moll referreéd the National Gallery in Berlin along with the

Musée du Luxembourg. The tefdationalgaleriehas two meanings in Germany: on the one

18, p. [Charles-Paul] Landohlusée royale du Luxembourg, recréé en 1822 et ceénges principales

productions des artistes vivar(®aris: Bureau des annales du musée, 1823). Saenbae e Musée du

Luxembourg en 18748; and MonnierL'art et ses institutions en Franc86.

19 sauer, “Der lange Weg zur Modernen Galerie in Wiga.

ii’ Peter GayBiurger und Boheme: Kunstkriege des 19. Jahrhundbtmich: C. H. Beck, 1999), 266.
Ibid., 267.
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hand, it is a museum that displays artworks inpihesession of the nation and, on the other, it is
also a place where the nation cultivates its infgeself through art?? Hans Tietze made a
similar observation in one of his last articlesh&Tname “Nationalgalerie” can either refer to the
owner or the content of the collection in questidsa.is the case in Italy and France, it can
simply be the name for a collection that is owned administered by the state, [...] The name
can also—and this is especially the case in then@erspeaking world—be used intentionally to

distinguish it from internationaf**

The founding of the National Gallery dates to Jand&, 1861, when the Berlin banker and art
collector Joachim Heinrich Wilhelm Wagener died &ftlhis his collection of 262 paintings to
the Prussian state. In a decree dated Februay8B1, Wilhelm Il accepted the donation and
added twenty more paintings from the royal collattistating, “The Prussian state had
unexpectedly come into the possession of a gatienyodern art that no other public museum,
worldwide, could claim to have’® On the king’s birthday, March 22, 1861, the Wagene
collection as part of the National Gallery was aggem the building of the Academy of Arts on
Unter den Linden boulevard. The collection wasgfamed to a new building on the Museum

Island in 1876.

122 paul Ortwin RaveDie Geschichte der Nationalgalerie BerljBerlin: Nationalgalerie, 1968), 4.

1Z3«Der Name Nationalgalerie oder Nationalmuseum kamtweder den Besitzer oder den Inhalt der betrdéa
Sammlung im Auge haben. Er kann einfach—wie es @titalien oder Frankreich der Brauch ist—jede 8dung
bezeichnen, die vom Staat besessen oder verwaitef.w]. Der Name kann aber auch—wie besonders im
deutschen Sprachraum—das Wort National im gefliisaen Gegensatz zu international verwenden.” Heatze,
Die grofRen Nationalgalerien: Meisterwerke der Ma&ieaus den grof3en Museen der WElirich: Phaidon, 1954),
277.

124«Der preuRische Staat war unvermutet in den Besiter Galerie moderner Bilder gelangt, wie sieeanérts
noch nirgends in der Welt als ein 6ffentliches Musebestand.” Ravé)ie Geschichte der Nationalgalerie Berlin,
22. Here, particular reference is made to the caithgesituation with Munich.
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Seeing that the German emperor William Il compietkéapproved of modern art, various tricks
were necessary to purchase works by Arnold BockaneHater, the Impressionists—for the
National Gallery**> Under Hugo von Tschudi’s directorship, from 1866.807, however, there
was a break from seeing classical aesthetics ag/dona national art. Paintings of historical
subjects lost their prominence and Tschudi begatravels; these led him to Paris where he
purchased the first paintings by the French Impoessts for the German National Gallefy.
Emperor Wilhelm Il was not amused, and demandedath&uture acquisitions and endowments
be presented to him for approval. He stressedibeks from all periods and nations had a place
in the Gemaldegalerie (Paintings Gallery), butrthBonal gallery of contemporary art was to do
without foreign art?” However, Tschudi continued his struggle for aerinational museum and
was able to use funds made available through aovemént by Max Liebermann to purchase
three sculptures by Auguste Rodin for the Natigsallery between 1896 and 1905. And,
although Wilhelm Il declared all the French artsti®wn to him were completely worthless,
Tschudi was still able to prove that “they hadghtito exist in the state’s collections and not be
known only to a small circle of private collecto8&ipported and encouraged by his example,
several [German] museums—hnamely, those under comnadministration—have flung their
doors wide open to modern art,” even though heafdes to include only a few modern paintings

in the German National Gallery, even after a hamaggle’?®

125 Angelika Wesenberg and Ruth Langenberg, éasStreit um die Moderne: Max Liebermann, der Kaisée
Nationalgalerie(Berlin: Nicolai, 2001), 11.

126 Ernst Schwedeler-Meyerugo von Tschudi: Gesammelte Schriften zur neuéurst(Munich: Bruckmann,
1912), 26.

T bid., 24.

1284ihre staatliche Existenzberechtigung auch auflerthes kleinen Kreises der Privatsammler nachziemeis
suchte. Unterstitzt und vorwarts getrieben durahBeispiel haben manche Museen, namentlich salaler

stadtischer Leitung, ihre Tore der modernen Kurait gedffnet.” lbid., 9.
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While France had had a state museum for contemyparasince the beginning of the nineteenth
century, and Germany since the mid-nineteenth cgnfoere was nothing comparable in the
Hapsburg Empire. However, the chances of foundiretp & museum were actually not
unfavorable, seeing that, compared with the Geremaperor, Austria’s Kaiser Franz Josef
possessed a neutral attitude on the matter andaepesitive attitude toward fostering art in
general, especially as a symbol for unity of thdtrathnic state. As he wrote in a “supreme
manuscript” dated April 16, 1901, “I have alwayebeleased to foster the fine arts [...] and
especially the founding of institutions to cultigahese arts has been one of my most pleasant
duties as regent® The personal involvement of the most esteemechtegrurally fortified the
artists’ societies in their efforts to establisstate gallery. Immediately after its foundatiore th
Secession had begun buying works and donating tbehe state for the planned museum of
contemporary art; until 1901, acquisitions inclugéctures by Giovanni Segantini, Pascal
Dagnan-Bouveret, Antonio de La Gandara, Ludwig Mofimann, Alfred Roll, Auguste Rodin,
and others” as an indication of the kind of acdiaes that were desirable. Despite official
support for the construction of such a museumeénHhpsburg capital, the commission
established by the ministry to build the museuminémfinancial and real estate difficulti&¥.

As it was becoming increasingly unlikely that a neading would be constructed, the decision
was finally made on April 4, 1902, to make the eympbms in the Lower Belvedere palace

available as a temporary location for the Moderagefe**

129¢1ch habe die bildenden Kiinste [...] stets mitugte gefordert, und insbesondere erschien Mir disn@ing von
Pflegestatten fiir diese Kiinste als eine Meinersstieh Regentenpflichten.” Van Heer@aat und Kunst182.

130 MInarik, “Wien entbehrt dieser wichtigsten Gruade fiir sein Kunstleben’: Von der Griindung der Mode
Galerie zur Osterreichischen Galerie,” 43.

31 The museum is still located in the (Upper and Lgvéelvedere. In 1907, Seligmann already fearetlttiia
provisional arrangement would be long lasting: “¥/e living in Austria, in the land of the provisai (“Wir
leben ja in Osterreich, im Lande der Provisoriedtlalbert F. Seligmann, “Die Moderne Galerie,” éh, Kunst und
Kinstler von gestern und heute: Gesammelte Auf¢dieana: Konegen, 1910), 245.

175



After that, progress was surprisingly rapid, arelModerne Galerie was opened in the newly
adapted Baroque building on May 2, 1903 (fig. #3)e exhibited works were mainly composed
of acquisitions from the Imperial-Royal MinistryrfGulture and Educatioli? loans from the

city of Vienna and the province of Lower Austriadadonations from private individuals and
institutions. In 1851 the ministry had already pdad funds for purchasing contemporary
artworks; these had been deposited in the Acadérmine Arts. The demands of the various
artists’ societies for a museum for contemporatyaathe beginning of the twentieth century
were therefore treated relatively benevolentlystaswn in the budget report for 1903: “The
guestion of erecting a modern gallery in the empicapital city of Vienna can not be postponed
any longer as its need has long been felt. Sebeitghe number of works in the state’s
possession has now reached a significant quahtgyessential to display them and make them

available to the public’*?®

The Secession also played a major role in the dpuetnt of the collection; its donations of
international art made it one of the most imporfzartners. Rodin’s bust éfenri de Rochefort-
Lucay, Giovanni Segantini’'$he Evil Mothersand van Gogh'®lain of Auversvere among the
donations. Monet'8/onsieur Paul Axel Gallén-Kallela’sSpring Klimt's On AttersegAdolf
Hoelzel’'sWhite Poplarsand other works were purchased by the statecasS®n exhibitions.

The opening of the Moderne Galerie was widely cegten the press. It was unanimous in its

132 The abbreviation “k.k.”Kaiserlich-kéniglich meaning imperial-royal) was already common inefghteenth
century; after the reconciliation of 1867, it wased for all government offices and institutionshia western half of
the monarchy (in contrast k@niglich-ungarischmeaning royal-Hungarian, used in the easterrogedthe
abbreviation “k.u.k.,” on the other hand, was ufsedhe joint offices and institutions of the AustiHHungarian
monarchy (army, foreign office, finance ministry).

133«Die Frage der Errichtung einer modernen Galaridér Reichshaupt- und Residenzstadt Wien kanri kinger
hinausgeschoben werden, da sich das Bedurfnis ddéagst fuhlbar gemacht hat, indem die im Staasiitee
befindlichen Kunstwerke eine solche Zahl erreicitidn, dal sie offentlich aufgestellt und dem Publik
zuganglich gemacht werden mussen.” From the buggett for 1903, quoted in Seligmann, “Die Moderne
Galerie,” 242.
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praise of the collection, but rejected the combamabf baroque-style rooms with contemporary
artworks. A catalogue of the 196 works in the MogeGalerie was published at the time of the
opening*** As can be seen in figure 74, most of the worksewfarstrian (or from the Hapsburg
Empire), the next greatest number were GermanFeamttce was in third position with eight

works in the collection.

The French artworks included in the catalogue Weigi Loir, Place de la Républiqué 901,

oil on canvas, donation of Ernst Mauthner, 1902nktoMonsieur Paul 1882, oil on canvas,
acquired by the Secession, 1903; Rulide Studychalk on paper, dedication: Secession, 1901;
Pierre George Jeanni@pldier and Gir] colored chalk on paper, dedication: Secessiod);19
Pascal Dagnan-Bouver&tudy of Handsred chalk on paper, dedication: Secession, 1900;
JeanniotSeated Girl chalk drawing, dedication: Secession, 1900; Jegridle Soldier chalk

drawing, dedication: Secession, 1900; RoBiachefort plaster, dedication: Secession, 1899.

As can be seen, the Secession’s donations made updjority of the internationally relevant
objects. This supports the idea that the Moderrer@avas not intended to bring together the
country’s art treasures, but had been establishbddome a showplace for the art created in its
own country (something it had in common with baghHrench and German models). The name
“Moderne Galerie” was chosen deliberately, as atithtal Gallery” would have been impossible
in the multinational Hapsburg monarchy. Initiallige opening of the Moderne Galerie in the
Lower Belvedere did not have any impact on acqaisifunds or policy. In 1900, the ministry

had 60,000 kronen at its disposal for the purclodsentemporary art; in 1903 this had only

134 Katalog der Modernen Galeri@ Wien(Vienna: Moderne Galerie, 1903).
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increased insignificantly to 65,000 kronEAHowever, after it had gradually become clear ¢hat
new building for the Neue Galerie was unlikely tatarialize in the foreseeable future, the
annual acquisitions budget was increased to 30&kfften in 1913, and the fifth edition of the
catalogue had already increased to include 31%en{iThe percentages of foreign and local art

remained almost unchangéed®)

A building inspector and restorer had been respbm$or the management of the museum until
1909, when the ministry decided to appoint a decthis was not least due to the fact that the
press had frequently started calling for a unifgumchasing policy and gallery administratioh.
The “expert authority on prints and drawings of sheeenth century® and former custodian of
the imperial engraving collection in the court &by, Friedrich Dérnhoffer, lived up to the
expectations placed in him by the various artistimps. His organization of the Austrian
pavilion at the 1911 International Art ExhibitiamRome made his ideal of a modern gallery
completely clear. Franz Martin Haberditzl, who baeaDornhoffer's successor in 1916,
summarized it in the following manner: “The Intetinaal Art Exhibition in Rome makes it
possible to gain insight into some aspects of D@ffien's program: Austrian contemporary art in
a small, extremely select collection of works ofgdy artistic character, brought together to form

a well-organized totality™*°

13560,000 kronen from the year 1900 would buy 20080®s today. The kronen were converted to shélitigen
to reichsmarks, then again to shillings and fingdlyuros, taking into account the increase irctiiessumer price
index between 1891 and 2011. Thanks to Christa Magsterreichisches Institut fiir Wirtschaftsforeoly
(Austrian Institute for Economic Research). Seligmd'Die Moderne Galerie,” 242; Van Heer@&taat und Kunst
184.

136 y/an HeerdeStaat und KunstL84.

137 MInarik, “Wien entbehrt dieser wichtigsten Gruade fiir sein Kunstleben’: Von der Griindung der Mode
Galerie zur Osterreichischen Galerie,” 51.

138« orziigliche Kenner der Graphik des 16. JahrhutsdeBeligmann, “Die Moderne Galerie,” 247.

139«Auf der Internationalen Kunstausstellung in Roank ein Teil von Dérnhéffers Programm fiir kurzetZei
veranschaulicht werden: die dsterreichische KuasGkgenwart in einer kleinen, ungemein gewahlenrslung
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This concept of providing a concentrated overviéwuastrian art of the time also probably led
to Dornhoffer's recommendation in 1912 that the Eio@ Galerie be renamed Osterreichische
Staatsgalerie (Austrian State Gallery). In a legttine Minister of Education Max Hussarek gave
the following reasons for renaming the institutibhhe state should think about modern art first
of all—the major artistic movement that we are alijunvolved in (approximately, the past two

generations)—and secondly remember Austria’s aristst.**

3.6 The Impact of van Gogh in Fin-de-siécle Vienna

While many French modernist artists influencedattestic production in turn-of-the-century
Vienna, van Gogh had probably the most visible ichp@requently, the Viennese artists’
involvement with van Gogh is not found in the teicahaspects of painting but rather in a
general artistic stance, in the indissoluble cotioedetween art and life, that showed itself in
the broad reception of the publication of van Gadhtters. The first individual letters appeared
in 1904 in theKunst und Kinstlejournal, followed in 1906 by a 144-page book psiodid by

Paul Cassiret*!

The first time a work by van Gogh was seen in Veewas probably in the 1901 Secession,

when Henry van de Velde’s famous art nouveau deskskiown with an album including a

von Werken rein kiinstlerischen Charakters zu eiogganisierten Ganzen zusammenzufassen.” FranzriMarti
Haberditzl, Moderne Galerie in der Orangerie des Belved@fnna: Verein der Museumsfreunde, 1929).
140«per Staat sollte sich erstens auf die modernesitHilie groRe kiinstlerische Bewegung, in der wineste(also
etwa die beiden letzten Generationen)—und zwe#eiislie dsterreichische kinstlerische Vergangenheit
besinnen.” Quoted in Van Heerd&taat und Kunst186.

141 Margarete Mauthner, ed. and trandncent van Gogh: BrieféBerlin: Cassirer, 1906).
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colored print by van Gogh on'it? Two years later, five works by van Gogh were shaivthe
pioneer Impressionist exhibition (at which the Ssgen purchased théain at Auversand
donated it to the Moderne Galerie), and three yafhes this, in 1906, the major, landmark
exhibition of van Gogh’s works took place in thel@e Miethke. Aside from these exhibitions,
ultimately, thirteen pictures by van Gogh couldftaend in Viennese collections up to the
beginning of the First World War: Moll owned threes, did the Galerie Miethke; the private
collectors Josef Redlich and Oskar Reichel eactohadand Carl Reininghaus possessed¥ur.
In comparison, fourteen pictures were includedxrSsviss collections, while Germany could
boast a total of 156—even under the Nazi regimehhd branded van Gogh as a degenerate

artist—and this fact led to the statement “van Gegit was and is Germanic by natuté®”

Austrian writers reacted in fascination to the pduleart of van Gogh; there is particular
evidence of this in the works of Hugo von HofmahastRainer Maria Rilke, and Karl Krad€.
Robert Musil's obsession went so far that Waltent&athe publisher of Musil’'s complete works,
was able to reconstruct the plan for a “van Gogretidrom the papers left behind after the
author’s death in 1942° It is less easy to throw light on the receptiovah Gogh in the realm
of the fine arts, where it is not always possiblélifferentiate between genetic and typological
comparisons, between influence and a similar, elbdependent, stylistic development. Richard

Gerstl appears to have been one of the first Viemagtists to recognize the significance of van

12 Hevesi Acht Jahre Secessioh06.

143 FeilchenfeldtVincent van Gogh and Paul Cassirés8.

144 Hermann StenzeDie Welt der deutschen Kunst: Entwicklung, Wesénsat Inhalt des germanischen
Kunstschaffen@Munich: Oldenbourg, 1943), 99. See also Ron ManhéThe ‘Germanic’ Van Gogh: A Case
Study of Cultural Annexation,Simiolus: Netherlands Quarterly for the HistoryAut 4 (1989): 277-88.

145 Almut Krapf-Weiler, “Zur Wirkungsgeschichte Vindevan Goghs in Wien,” ivincent van Gogh und die
Moderne, 1890-1914Roland Dorn and Georg-Wilhelm Kdltzsch, eds. (éne Luca, 1990), 415.

16 \Walter Fanta, Klaus Amann, and Karl Corino, eBsbert Musil: Klagenfurter Ausgabe Kommentierteitellg
Edition samtlicher Werke, Briefe und nachgelass@uiften DVD (Klagenfurt: Robert Musil-Institut der
Universitat Klagenfurt, 2009).
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Gogh, and he followed similar paths in his ownesiyl painting"*’ In their catalogue of Klimt's
works, Fritz Novotny and Johannes Dobai noted vagh@ influence on Klimt starting in
1906*® However, it is hardly possible today to deterntime extent to which the increased
number of depictions of sunflowers in Klimt's—aslinas Schiele’s—work, and the thick and
dynamic application of paint in some sections afri{ls paintings, such a&venue in the Park of
Schloss Kamméfig. 75), were directly influenced by van GoljfiNevertheless, one of

Schiele’s paintings-Bedroom in Neulengbaehdefinitely be traced back to van Gogh.

Egon Schiele left the Austrian provinces in 1908 aame to Vienna where—at the age of
sixteen—he immediately passed the entrance exaomnatr the academy of fine art. It is
uncertain whether he saw the van Gogh exhibitigdhenGalerie Miethke in the same year. But,
at the latest, he definitely saw the paintings &g Gogh that were shown in the 1909 Vienna
Internationale Kunstschau [International Art Shoarganized on the initiative of Klimt. The
Kunstschau included a great number of French sréshong them Matisse, Henri Manguin,
Ker-Xavier Roussel, Maurice Vlaminck, Pierre Borthaand Gauguin, with eleven paintings by
van Gogh in Hall 14The BedroomOlive Grove The NursgeHospital in Arles Sunset over the
Rhone Rowing BoatsWoman'’s HeadFlowers The Drinker Portrait, andSun* The nineteen-

year-old Schiele also presented his paintingsléoge audience for the first time at this event.

147 However, in his Gerstl monograph, Klaus Albrecthi®der does not mention any specific van Gogluarfte.
Klaus Albrecht SchrédeRichard Gerst(Vienna: Kunstforum der Bank Austria, 1993). Nekieless, there is
evidence that Klimt, as well as Gerstl and Kokosghksited the 1906 van Gogh exhibition in Vienwéerner
Hofmann,Moderne Malerei in OsterreictVienna: Wolfrum, 1965), 104; and Almut Krapf-Wesi) “Zur
Wirkungsgeschichte Vincent van Goghs in Wien,” 4héaer unconvincing historical novéfahnsinns Liebe
(Insane Love) (Munchen: Deutscher Taschenbuch YeB@03), Lea Singer [Eva Gesine Baur] has Rickeetbstl
go to Miethke’s van Gogh exhibition, leaving contplg overwhelmed.

148 Eritz Novotny and Johannes Dob@isstav Klimt(Vienna: Galerie Weltz, 1967), 386-87.

149 Marian Bisanz-Prakken, “Gustav Klimt,” Mincent Van Gogh und die Moderne, 1890-1%dland Dorn and
Georg-Wilhelm Kdltzsch, eds. (Freren: Luca, 1994} 8.

1%0Katalog der Internationalen Kunstausstellung in Wi€09(Vienna: Rosenbaum, 1909).
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The exhibition was a confrontation with internagboontemporary art, which triggered largely
negative reactions and a lack of understandindnemart of both the audience and critics. The
French artists, representatives of the Fauvestentlabis, were particularly targeted by the

press and their paintings described as, for exartgieears of the most foolhardy sott®
Seligmann, as at the previous exhibitions in theeS&on and Galerie Miethke, wrote that the
paintings by van Gogh and Gauguin representeditnee$t borderline to dilettantism.” He
recommended that the visitors go through Hall 6emetworks by Jan Toorop and Oskar
Kokoschka were exhibited, “with their eyes closégpssible.**? Schiele, who was exhibiting

with the Klimt group for the first time, was lamlbag by the press just as Kokoschka had been in

1908.

It was probably there that the collector and pattanl Reininghaus first saw works by Schiele,
whom he began to collect in the following year,ipgyhandsomely from the very beginning.
Reininghaus’s support not only secured the caretreoartist but, with his international
collection of contemporary art, Reininghaus aldtuanced Schiele’s artistic development. At
his regular visits to the collector’s soirées, 8tnot only became acquainted with new clients
but also with the works in his host’s famous cdite*>® Van Gogh’s paintindgedroom in
Arles—also exhibited in the 1909 Kunstschau—probably eragarticularly strong impression
on the young Austrian artist who painted an extigmersonal version of this work in 1912—

his ownBedroom in Neulengbadfig. 76).

151 Adalbert F. SeligmannKunstschayf Neue Freie Pressepril 29, 1909, 2.
152 ||

Ibid.
133 Ulrike Tropper, “Das kreative Milieu von Graz urd@D: Ein Beitrag zum Kulturleben der Jahrhunderthen
(PhD. diss., Graz University, 1994), 108-17; anthifie G. NatterDie Welt von Klimt, Schiele und Kokoschka:
Sammler und Mazer(€ologne: Dumont, 2003), 165-77.
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There are three similar versions of van God@eslroom in ArlesReininghaus owned the one
that is now in the Art Institute of Chicago (figZ)7 For the painting of his own bedroom—also in
a house in the provinces—Schiele adopted van Gaugrspective of the unspectacular, bare
room seen from the foot of the bed. Schiele subm=sitjucame into contact with the painting of
van Gogh’s bedroom once again in the winter of 1814n international art competition
organized by Reininghaus. With its unusually higlagpaward of 3,000 kronen and its
prominent jury (Klimt, Josef Hoffmann, Rudolf Jurdnd Reininghaus himself), the competition
attracted artists from France, including Raoul Diarie Laurencin, and Moise Kissling. The
most celebrated Austrian participants were Schighéon Faistauer, Albert Paris Gutersloh,
Max Kurzweil, and Wilhelm Thony. In order to givieet exhibition greater merit, and to set high
standards for the submitted works, Reininghaus sddamous works from his own
collection—namely, van GoghBedroom in Arlesthree works by Renoi¥f/oman with Pigby
Gustave Courbet, and a portrait of a man by Cézamtengside the competing paintings.
Although—or maybe because—Schiele had the clos&gtanship to Reininghaus of all the
artists taking part, he ended up with nothing. taaisr won first prize and Gutersloh won the
second prize of 1,000 kronen. There are no reawdamenting whether Schiele was comforted
when Reininghaus later purchased the pairfingounter(now lost), which he had submitted in
an unfinished state. It was specifically the sdechNeukunstgruppe, Schiele and Feistauer
among them, who endorsed van Gogh and Gauguirindghest for evocative color and form

(fig. 78).

Although not comparable to the volume of Germahgre was quite some import of French

modernist painting to Vienna before the outbrealWoild War One—qgreatly helped by
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galleries such as Miethke. However, very little veaguired by local collectors and the
institutional system turned out to function as a-@ray-street. The close-knit Viennese art world
continued to rely on direct patronage rather tim@rnational dealer networks. With the
exception of Schiele, who showed a few works afthes branch of Arnot in 1914, private
galleries at the French capital did not represaaniese artists. The “ideal community of
creators and art lovers” which Klimt famously pealsn his opening speech of the 1908
Kunstschau was to a large extent reality—at lezrsthie artistic elité>* The prevalence of

portraiture in Viennese modern painting reflects gre-modern culture of commissions.

154 “E{ir uns heilt Kuinstlerschaft die ideale Gemeiaichller Schaffenden und GenieRenden.” The speesh
published as preface to thatalog der Kunstschau Wien 1908ienna: Kunstschau with Holzhausen, 1908).
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4  Art Markets and State Sponsorship in the Interwar Reriod, 1918-1937

4.1 *“The Center They All Want to Flee From”

The year 1918 not only meant the end of the FirstliMVar and the termination of 645 years of
Hapsburg rule, it was also the year in which Gugtiamt, Egon Schiele, Koloman Moser, and
Otto Wagner died. In addition, Oskar Kokoschka ledidvVienna in 1917 and moved to Dresden.
The Viennese art world found it difficult to overne this sudden loss of the city’s most creative
artists and this situation led to the Austrian pmoes increasing in artistic importance in the
years between the two world wars. Of course, tha@demies, the major museums, the most
important art associations and dealers remain#éukiicapital, but many artists withdrew to the
countryside. There they established their owntatsocieties in order “to prove that art is not a
monopoly of a metropolis and that all artistic adtural stimuli and rejuvenation processes

have their roots in the country.”

Having experienced the horrors of war, the collagfdbe monarchy, and a great number of
utopian conflicting social movements, the Viennesee left with an existential feeling of
insecurity that was also reflected in art and therearket. Artistic production in the interwar
years was unprecedented in its variety becaudeedatk of a determinative center. A great deal
of knowledge and sensitivity was needed to coph satmuch diversity—and this level of
knowledge no longer existed within the general mulBlrivate patronage had completely died

out after the First World War, and the low levekaolucation among the nouveau riche and those

! “Beweis zu erbringen, dass die Kunst kein Monagel GroRRstadt ist und jeder kiinstlerische und keile
Auftrieb und Verjingungsprozef3 vom Land ausgehahgiHammersteigrinnerungen und Betrachtungénnz:
Oberdsterreichisches Landesarchiv, 1999), 107.
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who had made their fortunes as war profiteers mimatthose members of society with the
greatest purchasing power had little interest iraad little understanding of it. The novelist
Robert Musil made fun of this situation, writing 6B't waste too much time on aft!The

nouveau riche often thought of art as nothing ntba@ a speculative commodity. The art dealer
Otto Nirenstein had the idea of organizing a “@rof serious, modern painters” in order to
represent prominent artists who “sell and haveaisito their exhibitions no matter whatHis

plan shows that it had become necessary to find—eaad create—buyers of modern ‘art.

Nirenstein, with his Neue Galerie, and Lea Bondipwan the Galerie Wirthle, were two of the
few art dealers who did not simply react to the esddvishes of their clients but also seriously
attempted to establish international contacts,@alhein France. They tried to arouse curiosity
and interest in the unfamiliar, and often exhibiednch art in their galleries. Going in the other
direction—making Austrian artists known in Franceaswa much more difficult matter. State
patronage had reached rock bottom after the FisidAWar, and artists experienced major
financial difficulties in the 1920s and 1930s. Taestrian minister of education, Emil Schneider,
was responsible for art as well as education; diescslogans was “Don’t appoint any more
professors, and don’t spend a dime on art sporiggtsiAmong the country’s elite were heated

discussions about who was to blame for the pregarmsituation of artists. The governor of Upper

2«yerschwenden Sie nicht viel Zeit an die KunstBert Musil, “Intensismus (aus einem unveroffe hitém
Kunsthandbuch fiir reichgewordene Leute),Gesammelte Werkeol. 7, Adolf Frisé, ed. (Reinbek bei Hamburg:
Rowohlt, 1978), 681.

3 “Kreis ernster moderner Maler [...] ohnehin verkauted ohnehin Besucher in ihren Ausstellungen hai@io
Nirenstein to Arnold Clementschitsch, Septemberl®32, Neue Galerie no. 53/1-5, Belvedere Architienna.

* Peter Melichar, “Der Wiener Kunstmarkt der Zwisckeegszeit,"Osterreichische Zeitschrift fiir
Geschichtswissenschaftéi, nos. 2-3Kunstmarkt(2006): 257.

® “Keine Professoren mehr ernennen, keinen Helldrraasgeben fiir Zwecke der Kunstférderung.” Minuatethe
Council of Ministers of the First Republic, May 1825, quoted in Melichar, “Der Wiener Kunstmarkt d
Zwischenkriegszeit,” 253.
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Austria, for example, thought that most people werkinterested in art because it had “lost

touch with life and with the great mass of the gapon.”

In a period of economic depression and hyperimigtthe government placed a low priority not
only on contemporary art, which was seen as diffiGwt also on classical high art. For example,
the Kunsthistorisches Museum in Vienna had 360yi€ifors in 1891, a number that leveled out
to approximately 300,000 around 1900. By 1918 ntlmaber of annual visitors sank to 165,000,
and then continuously declined until it reachedemeri14,712 in 1935Moreover, after the
collapse of the monarchy and the founding of tipeibéic, the former Hapsburg collections were
seriously endangered. The successor states ofdharohy and the victors of the First World
War made claims to the collections during the peegwtiations in Saint-Germain. The
government of the young Austrian republic also atered selling or pawning works of art in
order to alleviate the suffering of its populatiespecially in the famine winters from 1919 to
1921. In this precarious setting, a commission @gablished with the purpose of “guaranteeing
the maximum use of artistic property without anjtunal danger.® A law against the

exploitation of the state’s artistic property haeady been passed, but not executed. However,
the law ultimately was unnecessary because thesanmind would have had little success in
an international art market already flooded witfedf from impoverished Russian, German, and
Austrian aristocrats. Moreover, there were very Byers’ The art historian Hans Tietze, who

had been entrusted with the reorganization of lemivese museums, remarked that certain

¢ “Den Kontakt mit dem Leben und mit den breiten Masder Bevélkerung verloren.” Anonymous,
“Wirtschaftsnot und Kunst,Nachrichtenblatt des Zentralverbandes bildender s¢ién Osterreichs zur Wahrung
ihrer Standes- und Wirtschaftsinteresdef (1933): 2.

" Melichar, “Der Wiener Kunstmarkt der Zwischenksegit,” 259.

8 “die volle Ausniitzung des Kunstbesitzes ohne kelte Gefahrdung zu gewahrleisen.” Austrian Statehive,
AVA, MU/UA, Sign. 15, Fasz. 3145, File 31118.

% Verena Perlhefter, “Eine einleuchtende Einheik&t? Hans Tietze und die Museumsreform von 1919,”
Belvedere: Zeitschrift fur bildende Kurls{Spring 2001): 60-73.
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treasures “make one rich because one has therbgnatise one gives them up. The value of our
Viennese museums does not lie in the sum that dmilwbtained for them, but in the profit they

provide” to the citizen&’

Although many galleries and museums mounted intiagespecial exhibitions on international
artistic practices, Tietze was probably right timany exhibition activities took place “without
actually having any connection to the vital intésesf the general public” He had often noted
that “art was breaking away from its social founatat'*? Further, he felt that as a result of the
global economic crisis, Austrians were less and ileterested in consuming art, particularly as
art production was much higher than immediate deim@rhe sudden decline in the market’s
receptiveness has had a catastrophic effect oruptiod that has now become stigmatized as
superfluous and unwelcome. This consumer strikenbtigally hit modern movements most
harshly; both their economic and moral raisonsrd’ive been eroded. Once again, art is

lamenting and crying that nobody wants it any nigfe!

In this period of insecurity, Austrian artists tadhtheir eyes toward Paris more than ever before,

and attempted—if at all possible—to study or evea in the French metropolis. Tietze wrote,

% «die reich machen dadurch daR man sie hat, natiticch, da man sie hergibt. Nicht in der Summeendin aus
ihnen herausholen kénnte, liegt der Wert unseresédn, sondern im Ertrag, den sie liefetidhs Tietze, “Eine
Museumskommission fiir OsterreictiKinstchronik und Kunstmarks, n.s. 31, no. 9 (November 28, 1919): 175.
1 “ghne eigentlichen Zusammenhang mit den Lebensissen der Allgemeinheit.” Hans Tietze, “Die Kuimst
unserer Zeit,'Flugschriften der Gesellschaft zur Férderung ModarKunst in Wierl (1930): 3.

12« oslsung der Kunst von ihren sozialen Unterlatyénid.

13«Das plétzliche Nachlassen der Aufnahmefahigkei Marktes wirkt jetzt katastrophal auf die Proéhrktdie
das Stigma des Uberfliissigen, Unwillkommenen entBééser Verbraucherstreik trifft naturgeman die
sogenannten modernen Richtungen am hartestenpmitidschaftlichen scheint ihre moralische
Existenzberechtigung untergraben. Wieder einmatkiad weint die Kunst sehr; ihrer begehrt nun medhmehr!”
Hans Tietze, “Die Reaktion in der KunsKtinstchronik und Kunstmark®, n.s. 35, no. 1 (April 3, 1925): 7.
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“They are all trying to get away. Vienna has becdhgecenter they all want to flee frort.This
situation led to an increase in the positive radoepdf French art, though the interest was less in
contemporary post-Cubist trends than in the stytdbe previous generation. Herbert Boeckl,

Anton Faistauer, Franz Wiegele, and Anton Kolidiolwed in the footsteps of Paul Cézanne.

This reorientation of Austrian art towards Pariswaatively supported by the French
government. For centuries, France had been traditipanti-Hapsburg. However, after the First
World War France felt compelled to establish aaerfriendship with little Austria, if only to
differentiate Austria from Germany, which was hatteughout the countr¥?. The threat of a
united Greater Germany had been warded off by #a-&ermain treaty’s ban on annexation,
but active efforts were nonetheless undertakemdiren Austria’s integrity and independence
and to increase the country’s standing in Eur§pe.1920, the French envoy in Vienna received

the following order from Paris, which was intendedtrengthen Austrian identity:

We place all our interest in Vienna. Though it ander has its former importance
in politics, it still remains one of the main cestef German culture. Its prestige,
which comes from centuries of tradition, will natlly decrease but will not
disappear entirely as long as the Viennese preskeeveeputation in the arts,
literature, even in fashion, that they have juathained in central Europe. It
would be a great advantage if Vienna’s magnetisaidcoounteract Berlin’s

14«plle streben sie aber hinaus, allen ist Wien @astrum geworden, das sie fliehen.” Hans Tietze,
“Gemeindepolitik und moderne Kunser Kampf20, no. 8 (1927): 375.

'3 Jacques Le Rider, “La contribution francaise ddfinition d'une identité culturelle autrichiennkgs études
germaniques en France, 1900-19Rlichel Espagne and Michael Werner, ed. (ParisR6GN1994), 403-7, 413-18.
16 Jacques Le Rider, “Verselbstandigung eines Wurilsiehsh Der franzdsische Beitrag zur Bestimmung der
kulturellen Identitat Osterreichs,Ein Friihling, dem kein Sommer foltyeeFranzosisch-osterreichische
Kulturtransfers seit 194%d. Thomas Angerer and Jacques Le Rider (VidBdhatau, 1999), 25-40; Otto
Pfersmann and Friedrich Koja, effsankreich—Osterreich: Wechselseitige Wahrnehmumtywechselseitiger
Einflul seit 191&Vienna: Bohlau, 1994).
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attraction for not only a large section of Germény also for most of the
neighboring countrie¥’

Indeed, a great deal was actually undertaken iardadstress Austria’s cultural individuality as
distinct from Germany'’s. Additionally, almost as@nsolation for the major difficulties resulting
from the strict regulations of the Saint-Germaiageetreaty, great efforts were made to actively
involve Austrian art and artists in a dialogue whtiench art. For example, Germany was not
even invited to participate in the 1925 Paris Expms In contrast, the Austrian contribution
was treated favorably, and the official internasibexhibition guide went so far as to state that
“Vienna is attempting to remain—after Paris—theitdwf luxury goods.*® The secretary of

the French Socialist Party at the time was sinyiliiendly, albeit a little patronizing, when
thinking back to Vienna in the years between theswddow charming. We used to call it ‘Little

Paris.”®

4.2 Propagating French Art

In order not to fall behind Paris and the rest ofdpe in cultural affairs following the painful

loss of the crown estates, the Society for the Btmm of Modern Art (Gesellschaft zur

" “Wir haben alles Interesse daran, daR Wien, naoteteseine Bedeutung in der Politik nicht bewalaem,
dafiir eines der Hauptzentren der deutschen Kuléibbtb Das Prestige, das ihm seine jahrhundert&adition
verleiht, wird zwar abnehmen; doch wird es nichiseawinden, wenn sich die Wiener in den Kiinsten, de
Literatur, ja selbst der Mode den Ruf erhalten, siersich in Mitteleuropa zu Recht erworben halkeware von
groRem Vorteil wenn Wiens Ausstrahlung der Anzighantgegenwirkt, die Berlin nicht nur auf den Gel3t
Deutschlands austbt, sondern auch auf die meistiehbdrstaaten.” Robert Julien, “L'image de I'Autécpercue
par le Quai d'Orsay entre 1918 et 192&\striaca: cahiers universitaires d’'information sikutriche. Special
Issue:Relations franco-autrichiennes, 1870-1970. Actesalloque du Rouen 29 févier-2 mars 198dlix
Kreissler, ed. (June 1986): 108.

'8 “Munich travaille dans le bon marché, mais Viepnétend rester la capitale—aprés Paris—de I'obgdtige.”
Guide international des arts décoratifs et induslgimodernes: exposition Paris avril—octobre 1925.

(Paris: Perfect Publicity, 1925), 45.

9 “Wie nett. Wir nannten es friiher Klein-Paris.” €Kandel Auf der Suche nach dem Gedéchtnis: Die Entstehung
einer neuen Wissenschaft des Geitdsnich: Siedler, 2006), 170.
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Foérderung moderner Kunst) organized the first pemtinternational Art Exhibition at the
Vienna Secession in 1924. The project as a whoteimvkeeping with the aims of a society that
was willing to “accept and assimilate all thingseign and, in this way, tear down invisible
barriers” in order to give new impulses to locaquiction?® Yet this was an extremely difficult
project to realize because of the tremendous emstghe poor economic situation. In addition to
works by many German artists, works by artistswgvand working in France Georges Braque,
André Derain, Othon Friesz, Albert Gleizes, Mai@ebmaire, Auguste Herbin, Henri Le
Fauconnier, Fernand Léger, Jean Metzinger, Julesired@ablo Picasso, Georges Rouault,
Maurice de Vlaminck, and Henri Laurens were alspldiyed in the halls of the Secession (fig.
79). According to the catalogue, the 181 exhibjteighty-three artists were intended to give the
interested public an overview of the characteristadern artistic developments in the
participating countries. The organizers could naine to give an integrated picture of
“international art,” if only because representati®m England and Italy were completely
missing. However, they did not shy away from trytagsell the inhomogeneous appearance of
the exhibition as an “expression of the real ietlial atmosphere of this erratic, fermenting
age.” Private collectors, such as Felix Steinitz froneMia, lent pictures to the show.
Additionally, as most of the pictures were for salpproximately fifteen prominent galleries
from Austria and abroad—mainly Paris and Berlin—ktpart as lenders, including the Parisian
dealer Léonce Rosenberg. The dealer’s favoritetaRernand Léger, accepted an invitation to
premier his experimental fillBallets Méchaniqueat the legendary International Exhibition of

New Theatre Techniquébiternationale Ausstellung neuer Theatertechnjkesnich was being

2 «Aufnahme und Assimilierung alles Fremden unsielntbSchlagbdaume abzubauen.” Hans Ankwitz-Kleehoven,
“Die 6sterreichische Kunstausstellung 1900-192&iimstlerhaus,' Wiener ZeitungOctober 25, 1924.

2L “treuen geistigen Austruck dieser widerspruch®mligarenden Zeitlhternationale Kunstausstellur@yienna:
Secession, 1924), n.p.
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held at the same time in the Vienna Konzerthags 80)** There Léger met Friedrich Kiesler,
the main organizer of this festival event, andraféed sent a postcard with a motif of the
Ringstral3e to Rosenberg in Paris, telling him efwlonderful reception he had received in
Vienna. “Enormous efforts for modern theatre. RarssGerman, Italian. Very European milieu.

There is nothing comparable in Franég.”

Both the Theater Festival and the Internationalikibn of New Theater Techniques ended in a
deficit. Only seven thousand paying visitors ateghthe exhibition, and the hoped-for
international guests did not materialize. There axgn a knife attack on a self-portrait by the
German artist Max Beckmann. The daily press repgmin the exhibition was occasionally
hostile, and even went so far as to speak abolfsitpes of decay of a declining epoch whose
disarray, chaos, and stupidity is revealed in ihlel of art and sculptureé®® Sales also fell short

of expectations. After the exhibition had closedhilE-rankl, president of the Society for the
Promotion of Modern Art, informed the ministry afiecation that at least part of the losses

should be covered by the government.

As the steadily increasing number of visitors ugheend indicates, [the
exhibition] was a great moral success. Althoudinished with a financial deficit,
this was in no way due to lack of public interé&ther, it can be attributed
mainly to the unfortunate economic situation, whadfected sales so that the

22 Barbara Lesak, “Die ‘Internationale Ausstellungi@eTheatertechnik’ in Wien 1924,” Rolitik der

Prasentation: Museum und Ausstellung in Osterrel@,8-1945Herbert Posch and Gottfried Fliedl, ed. (Vienna:
Turia and Kant, 1996), 119-42.

#“Enorme Anstrengung fiir das moderne Theater. ReissDeutsch, Italienisch. Sehr européisches Miksugibt
nichts Vergleichbares in Frankreich.” Fernand Lé&gdréonce Rosenberg, postcard, September 21, 1@
Léonce Rosenberg, Fernand Léger no. 9600.979/9BotAéque Kandinsky, Centre Pompidou, Paris.

24 wyerfallserscheinungen einer untergehenden Epatéen Unordnung, Chaos und Unvernunft sich autdem
Gebiet der Malerei und Plastik enthillt.” M. Ber Tag September 12, 1924.
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percentages, which are normally a major sourcaarfme at such events, were
completely missing®

After post-war international exhibition activity tia@éecommenced with tHaternationale
Kunstausstellungnd thdnternationale Ausstellung neuer Theatertechnjkba Association of
the Friends of Viennese Museums (Verein der Widheseumsfreunde) commissioned Carl
Moll to prepare an exhibition for the Secessiorg trat was intended to be “a manifestation of
the prestige and superiority of French paintifitiri organizing this show, Moll did not turn his
attention to contemporary art but rather to a gireaition. The Major Masters of French Art in
the Nineteenth Centufpie fihrenden Meister der franzésischen Kunst @anzehnten
Jahrhundert), shown in the Secession in 1925, Itdaogether an impressive selection of
highlights from French public museums such as thevte and Luxembourg as well as from
Parisian galleries, including Durand-Ruel and Malls&surprisingly, a considerable number of
masterpieces came from Viennese private collectiockiding four paintings by van Gogh, a
study for Manet'Bar aux Folies Bergeredig. 81), Renoir'sGirl Reading and a landscape by
Cézanne, and works by other French artists loaggdebHermann Eissler. In his essay for the
exhibition catalogue, Moll pointed to Wilhelm Betrik’s legendary 1903 Impressionism

exhibition, and complained about Austria’s notosadaackwardness regarding modern art.

% “|hr moralischer Erfolg ist, wie der bis zum Ensteigende Besuch erwies, ein sehr groRer gewesem die
trotzdem mit einem finanziellen Defizit abschlief, liegt die Schuld nicht an dem mangelnden Isseles
Publikums, sondern hauptsachlich an dem Umstarss, dia unglinstige Gestaltung der finanziellen Laage
Zustandekommen von Verkéaufen verhindert hat, se desGewinnteile, die sonst eine normale Einnalueiéel
derartiger Veranstaltungen zu bilden pflegen, véiidig entfielen.” Emil Frankl to the Austrian Matity of
Education, November 14, 1924, AVA, Bundesministeriiiir Unterricht, GZ. 27/190 12, Austrian State Bixe,
Vienna.

% Carl Moll to André Dezarrois, December 20, 192420, 1925, peinture francaise, carton 1, Archiles
Musées Nationaux, Paris.
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At the time, the peak of Impressionism was onlytyhyears past. That is how
long our Vienna, which is cut off from the resttbé& world, needed to become
aware of this major movement in European art. Sihea, another twenty-two
years have passed by and, during this period, @mekown has remained just as
naive--with the exception of a few modest and handkiced attempts—as it ever
was. We were satisfied with ourselves. It remaingd seen whether that was to
our advantage and the artistic awareness of widges.”’

According to Tietze, the main strength of Moll'shéxtion was its superb overview of French
artistic developments of the past century, a pitasiem that would not be possible in a single
museum in the world, not even in Paris. Howeveg{ZE noted, despite the fact that Mané&tie
Balconyand Renoir’'sThe Logeboth from Durand-Ruel’s private collection, weredisplay,
absolutely first-rate masterworks showing artistall their greatness were rather rare. Faced
with the unexpectedly large crowds, Tietze attewhpoefind an explanation for the Viennese
people’s negative attitude toward Impressionf&i@n the one hand, the art reviews that fortified
the public in its prejudices had to be mentionadtZe found it difficult to believe that, as late a
1925—fourteen years after the “Vinnen controversydalbert F. Seligmann was still able to
slander Cézanne, van Gogh, and Gauguin as “arrdga@ms,” and in no less than the
newspaper of Austria’s liberal bourgeoisie, Neue Freie Press€ Going even further, he
created a connection between the lack of understgrhd the essential differences in artistic

talents:

2"“Damals lag der Hohepunkt des Impressionismusdgedaeiig Jahre zuriick. So lange hatte unser
weltabgeschiedenes Wien gebraucht, um von dies&egrBewegung der europaischen Kunst Kenntnis zu
erlangen. Seitdem sind wieder zweiundzwanzig Jedgnfossen, und in dieser Zeit blieb unsere Vasgltstvon
einzelnen bescheidenen und kaum bemerkten Bemuhatgesehen, ebenso weltfern wie vorher. Wir waren
selbst genug. Ob zu unserem Vorteil, ob zum Vodeilkiinstlerischen Gesittung weiterer Kreise, sei
dahingestellt.” Franz Ottman, and Carl Moll, ebg fihrenden Meister der franzdsischen Kunst iomzehnten
JahrhundertVienna: Secession with Krystallverlag, 1925), 5.

% Hans Tietze, “Ausstellung franzésischer Kunst irelly’ Kunstchronik und Kunstmark9, n.s. 35, no. 8 (May
23, 1925): 136-38.

29 “Kunsthandlermache.” Ibid.
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Even in the Baroque period, Austria—at the timesharp political opposition to
France—defended itself against its cultural angtartinfluence that had
subjugated most of the courts in Germany. Thisndidchange much in the years
that followed. Even in the time when Prussia was oihFrance’s strongest
enemies, it showed a penchant for French artnibisoincidence that Friedrich Il
was the most important collector of works by Waitaad his contemporaries,
seeing that painters typical of Berlin—from Chodegki to Liebermann and the
Roman Café—have always revealed a closer relatijptghi-rench art in their
striving for color and realism than Viennese pat& any time in histor/

Although turn-of-the-century cultural transfers wenainly a result of the efforts undertaken by
progressive Austrian artists and internationatledlers, as seen in the Impressionism exhibition
of 1903, the initial heroic efforts after the Fi¥orld War show that Vienna'’s artistic and
financial infrastructure was too weak to supporfanaxhibitions. Because French politicians
were keen to see a culturally independent Austrdg above all, to present France
internationally as the leading artistic nation ttb@untry was especially active in the area of

cultural politics in foreign countries after themwa

A third major exhibition of French art was showrtle Vienna Kinstlerhaus in 1926, organized
by the French Association of Artistic Activities’dssociation francaise d’action artistique, also
known as the AFAA). This non-profit organizationuhded by politicians, diplomats, artists,

collectors, museum directors, and financiers, veabdished in 1922 to promote French culture,

%0 “schon im Barock hat sich Osterreich—damals naarudm schérfsten politischen Gegensatz zu Fraatikrei
gegen dessen kulturellen und namentlich kiinstleeisE&Einfluld zur Wehr gesetzt, der fast alle de@sdhofe
unterjochte; in der Folgezeit ist dies nicht vietlars geworden. Berlin hat selbst in den ZeiterRmdaf3en in voller
Feindschaft zu Frankreich stand, eine besonderke¥erfir die franzdsische Kunst gezeigt; es i# lifall, dass
Friedrich 1. der grof3te Sammler von Werken Watteand seiner Zeitgenossen gewesen ist, denn didisple
Berliner Maler haben von Chodowiecki bis Liebermamad dem romanischen Café in ihrem Streben nadbeFar
und Realistik mehr Verwandtschaft mit der franzéisén Kunst gezeigt als die Wiener Malerei zu irgaéner Zeit.”
Ibid., 136-37.
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and in addition to propagating French art abraaalsp aimed to promote foreign art in France,
and cultural and artistic exchange in general. @veryears, however, the institutionalization of
bilateral cultural activities led to a shift awawpih artistic exchanges and toward language
instruction, the reciprocal recognition of examiaas, and improving working conditions for
teachers and students in the relevant country. I3 lonly a single paragraph in the sixteen
articles of a newly arranged cultural agreementvbeh France and Austria dealt with the
“exchange of works of art,” a category which in géidd to exhibitions also included concerts,
guest theater performances, movies, and even padigams’* Between 1930 and 1938, the art
historian Louis Réau, author of the monumehiiatoire de I‘expansion de I'art franc¢ais
directed the Institut Francais in VienffaArtistic aspects had played the most significate in
the early years of the AFAA. The association spoggthe export of artworks, which led to an
important exhibition of the French avant-garde ianha in 1926. Neither the city nor the state
government would have had the wherewithal to om@auch an exhibition, a sentiment echoed

by theTagblattnewspaper:

Poor people are usually forced to cook with waBeit. we lucky devils even
manage to profit from our internationally recognizmverty. Everybody, from

the right and the left, is fighting for our soudsd this has led to not only having a
fine show of a century of German painting but aaaexhibition of modern

French art delivered to us at absolutely no codtemen postpaitt

314275, Ubereinkommen mit der Franzésischen Repuliiér die kulturellen und kiinstlerischen Beziehurige
Bundesgesetzblatt fiir den Bundesstaat Osterréiggust 12, 1936, 717-21.

32 |sabelle Dubois, “Louis Réau, Médiateur malgré Iues Primitifs Allemands 1910,” idistanz und Aneignung:
Kunstbeziehungen zwischen Deutschland und Frartkr&i70-1945Alexandre Kostka and Francoise Lucbert, ed.
(Berlin: Akademie Verlag, 2004), 161-76.

% «Arme Leute kochen sonst mit Wasser. Aber bei@higkspilzen schlagt sogar unsere weltbekannte
Bedurftigkeit zu unserem Vorteil aus. Denn da niah gon rechts und links um unsere armen Seelét rau
geschieht es, dass man uns, neben der schonendddértschau deutscher Malerei, gleichzeitig eiaaZ6sische
Ausstellung moderner Kunst gratis und franko insi¢lgefert.” “Franzésische Kunst der Gegenwart: gtaung

im Kinstlerhause,Tagblatt 6 April 1926.

196



This outstanding exhibitiorsranzésische Kunst der Gegenwart Freifehench Contemporary
Art), which opened in the Vienna Kunstlerhaus (fig. @2ylarch 1926, was intended to provide
an “overview of vanguard trends in French conterapoart.”®* The show included works by
Léger, Picasso, Braque, Robert Delaunay, AndréiBgRaoul Dufy, Charles-Edouard Jeanneret
(also known as Le Corbusier), André Lhote, Amédeéertant, Henri Matisse, Jean Metzinger,
Georges Valmier, and Maurice de Vlaminck. Many awbeal architectural and city-planning
projects by Gabriel Guévrékian, Frantz JourdaianJaurcat, Robert Mallet-Stevens, and Le

Corbusier were also exhibited in a separate hall.

On the Austrian side, the Society for the PromotbModern Art was partly responsible for this
impressive exhibition. Founded in February 1923hwWietze as itspiritus rector the society

had set for itself the goal of “picking up the thdeof the connections with other centers of art
that the war had torn apart’On the one hand, the society believed it was itapoifor

Austrian artists to be given the opportunity togem their works abroad; one example of this
was an exhibition of recent Austrian art in theri@nd. On the other hand, it also noted that
Viennese artists should become aware of “paratielpposite artistic activities in other nations
that could either provide confirmation or contraitio to their own artistic efforts®® This

dialectic between confirmation and contradictionmn® of the main characteristics of any

research into “influences” as, in keeping with SP&awer’s definition, comparative studies

34 «“Uberblick uber die Bestrebungen des Vortruppsteertigen franzosischen Kunst.” Gesellschaft zud&iung
der modernen Kunst in WieRranzdsische Kunst der Gegenwévienna: Kunstlerhaus with Krystallverlag, 1926),
3.
% “Die Gesellschaft zur Férderung moderner Kunddfien betrachtet es als eine ihrer Aufgaben, dieliden
Krieg abgerissenen Verbindungen mit anderen Kungtze wieder anzukntipfen.” Ibid.
36 [
Ibid.
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function “through an investigation of contrast, g, provenance, or influencé”As we will
later demonstrate, this oscillation between atimacind rejection also becomes obvious in the

reports made by those Austrian artists who tradeteFrance.

The unanimously positive reviews of the exhibitimarely address artistic interactions between
France and Austria; rather, they more often expieasgeneral admiration both for the courage
of young French artists and for the state in prangothem so aggressively. “The fact that the
French artistic authorities do not shy away frokrtg the position of young, up-and-coming
talents, that they are proud of making the futwathg to be followed in France known in foreign
countries, is worthy of our greatest admiratidhHowever, most of the numerous press reviews
simply paraphrased the foreword in the exhibitiatatogue, which had been written by the
board of the Society for the Promotion of Modern. Aihe people mostly responsible for this
society included Tietze and the entrepreneur EnaihK, father of the painter Gerhart Frankl, as
well as art dealers such as Bofiti.he Tagblattreported on the “rather large number” of
visitors who attende®, while theWiener Zeitungnerely summarized speeches given by the
French ambassador to Austria, D. M. de Beaumarchagsthe federal president, Michael
Hainisch. According to the paper, Beaumarchaigdtat his address that young artists in France
were seeking new paths to follow that—whether rghtvrong—would definitely contribute to

progress. The newspaper did not mention the secfiBeaumarchais’s speech in which he

37S. S. PraweiComparative Literature Studies: An Introductiirondon: Duckworth, 1973), 8. See also Harold
Bloom, Anxiety of Influence: A Theory of Poe{@xford: Oxford University Press, 1997).

¥ “insbesondere verdient die Tatsache, daR sicfratizdsische Kunstverwaltung nicht scheut, sichdieiSeite
junger, aufstrebender Talente zu stellen, dal¥sie darauf ist, auch die zukiinftigen Wege Frardtigidem
Auslande bekanntmachen zu kdnnen, ernsteste BeachtDr. E. H. B., “Ausstellung moderner franzasisr
Kunst,” Tagblatt March 4, 1926.

39 Alexandra Caruso, “Leben in der Kunst—eine modénseenierung: Hans Tietzes 'Gesellschaft zur Fintgp
moderner Kunst™ (master’s thesis, University oEvina, 2008).

0 Tagblatt March 7, 1926.
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characterized France as a land of artistic traditamd first-rate selections of this tradition had
been included in the Secession’s exhibition theiptes year. On the other hand he also stressed
that his homeland was a “Land of new ideas, of erpnts, of constant progress. It does not
want to rest on its laurels, in this or any othemaand—in spite of its great achievements in the
past—intends to continue to work, to struggle,aaldvith those problems that concern and
worry the world at large. It is the prerogativeyoluing people to continuously ask unsettling
questions, to continue to seek new paffist’ his speech, the Austrian president admittet tha
while he did not understand art well enough toltle o judge the exhibition, he was

nonetheless pleased to be able to see some ofaster@rent works of French &ft.

In contrast to the newspaper articles, which simneprinted press releases or the catalogue
foreword®® the art critic Arthur Roessler made a rather oagcontribution in a lengthy essay in
the Wiener Neueste Nachrichtedis main observation was that the works in thieilaion

represented “painted and drawn protests againgeksnism and therefore against naturalism

“L«.and der Neuerungen, der Experimente, des nienrdan Fortschritts [sei]; es will—so wenig wie agénd
einem anderen Gebiete—auf seinen kiinstlerischelmeleoen ruhen, es will—trotz seiner friiheren grofRen
Leistungen—weiter arbeiten, weiter kAmpfen, teiralan den Problemen, die die Gegenwart Uberabinéelt
beschéftigen und beunruhigen. Es ist das Vorreshfdgend, immer wieder unbequeme Fragen aufzuwerfe
immer wieder neue Wege zu suchen.” Opening Addsedsmutes, Vienna Kinstlerhaus Archive.

“24Dje jungsten Franzosen im Kiinstlerhaus&jener ZeitungMarch 6, 1926.

*3 Most newspaper articles simply reprinted pressasss or the catalogue forward. So far, | have hbkento
identify the following newspaper articles dealinghathe exhibition: “Eine Ausstellung des jungerafkreich in
Wien: Malerei, Architektur, Kunstgewerbelie StundeMarch 20, 1926; Dr. E. H. B. [Ernst H. Buschbeck]
“Ausstellung moderner franzésischer Kun§tdgblatt March 4, 1926; “Erdffnung der Ausstellung ‘Frasisthe
Kunst der Gegenwart’,Tagblatt March 7, 1926; “Ausstellung moderner franzdsisdfignst,” Die PresseMarch
7, 1926; “Erdffnung der Ausstellung ‘Franzésischankt der Gegenwart’ Journal March 7, 1926; Arthur
Roessler, “Franzdsische Kunst der Gegenwalvigner Neueste Nachrichtedarch 17, 1926; “Theater und Kunst:
Ausstellung franzdsischer Kunst der Gegenwart imdfliérhause,Wiener ZeitungMarch 4, 1926; Viktor Trautzl,
“Moderne franzosische Kunst im KinstlerhaudeeichspostMarch 4, 1926; Henri Laugier, “Die Ausstellung
franzosischer Kunst der Gegenwart im Kinstlerhdudeue Freie Press&Jarch 6, 1926; “Die jungsten Franzosen
im Kinstlerhause,Wiener ZeitungMarch 6, 1926; Hermann Menkes, “Franzdsische Kuois heute: Die
Ausstellung im KinstlerhausNeues Wiener JournaMarch 21, 1926; Ludwig W. Abels, “Was die kleinen
Méadchen malen: Zur Ausstellung der Pariser Schulaues Wiener JournaMarch 23, 1926; Alfred Markowitz:
“Franzosische Kunst der Gegenwa#sbeiter-ZeitungMarch 31, 1916; Ernst H. Buschbeck, “Franzésigthest
der Gegenwart: Ausstellung im Kiinstlerhaugegblatt April 6, 1926.
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and materialism®* He did not see anything in the exhibition with afhhe was not already
acquainted: “Protests against the so-called art@std the superficial, and manifestos for
Expressionism and Cubism, making an immanent conifgrapparent.® In the opinion of
Roessler even in the mid-1920s the latest produmts Paris were still the result of a counter-
Impressionist movement and therefore restrictealkind of introspection. Hermann Bahr had
already used a similar approach in his 1916 dexpressionisnto show that something like a
spiritual or inward way of seeing was actually poiss'® In an article in thé&eue Freie Presse
Henri Laugier, curator of the exhibition and fornanector of the sub-secretariat of the French
Ministry of Fine Arts and Technical Education, atemarked on the introspective qualities of
the art on display, asking “What are the hiddengotan art that turns itself away from the
model of nature and follows a path of pure intrasioe?’ He answered this question by
stating that art is not simply the affair of a fewiders, and its goal should instead be the
pleasure of all those who look at it. Surprisingg, felt that abstraction, as one aspect of modern

painting, would actually help to accomplish thisabo

In addition to painting, graphic arts, and arcHitee, the exhibition also included works by

Parisian children, aged nine to thirteen yearsdhmys and girls who, according to one critic,

“«gemalte und gezeichnete Proteste gegen den Isiprésmus, als gegen den Naturalismus und Matemiais.”
Arthur Roessler, “Franzdsische Kunst der GegenWlftener Neueste Nachrichtearch 17, 1926.

5 “Proteste gegen das sogenannte Malerische, dasrifakfe und Manifeste fiir den Expressionismus und
Kubismus, die Sichtbarmachung einer immanenten taaégigkeit.” 1bid.

“6 Christian Huemer, “Nuda Veritas im neuen Kleidriann Bahrs Expressionismuskonzepglvedere:
Zeitschrift fur bildende Kundt (Spring 2003): 14-31, 82-90.

" “Welche Ziele sind einer Kunst gesteckt, die, vidaturvorbilde abgewandt, den Weg der reinen Inciekkit
geht?” Henri Laugier, “Die Ausstellung franzdsiscKeinst der Gegenwart im Kinstlerhaussdgue Freie Presse
March 6, 1926. According to the exhibition cataleguaugier had designed the plan of the exhibition.
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“saw the light of day during the war that murdesedmany men and tortured so many sof{fs!”
This extra exhibition of children’s art was praidgdthe press and was unanimously considered
to be a highly successful idea. Ludwig W. Abelsrewent so far as to say that more than the
works of the masters, the “charming mirror heldoyghe children” showed the Paris “whose
charming nature, culture, hustle and bustle, wesar®nd of and—in this way—will surely

regain our affection The lengthy essay in thfebeiter-Zeitungalso ended by mentioning the
connection between these drawings and the aredfgieats,” stating that the art of the children
“already displays the wonderful culture of coloathas a part of the legacy of French art, can be

seen throughout the exhibitior””

Although the Viennese art establishment thoughtRnance was courageous to officially present
its youngest, most radical, and most avant-gargeats the French authorities had acted
carefully behind the scenes. A telegram informghas Ambassador Beaumarchais had inquired
whether the French president would be prepareddep the honorary patronage of the
exhibition. The reply from the president’s officasvnegative: “Faced with the progressive
tendencies of the pictures, | feel it would be madeantageous to reserve the patronage of the
President of the Republic for another occasfdrHowever, fears that this exhibition of post-

Cubist tendencies could be rejected by the Vienpabéc as too modern proved to be

8 “Knaben und Méadchen, die wéahrend des mannermostendd seelenschandenden Krieges das Licht der Welt
erblickten!” Ludwig W. Abels, “Was die kleinen Magen malen. Zur Ausstellung der Pariser Schullieties
Wiener JournaglMarch 23, 1926.

*9“herzigen Kinderspiegelchen [...] das uns mit seiriebenswiirdigkeit, seiner Kultur, seinem, bunteaifien

ans Herz gewachsen war und—auf diesem Weg—siclsereiZzuneigung wieder gewinnen wird!” Ibid.

0 “pereits die groRe Farbenkultur verrét, die sishein Erbe der franzésischen Kunst in der Auastell

allenthalben zeigt.” Alfred Markowitz, “FranzésicKeinst der GegenwartArbeiter-Zeitung March 31, 1926.
*L“angesichts der sehr fortschrittlichen TendenzBikter halte ich es fiir vorteilhafter, wenn diet®aanz durch
den Préasidenten der Republik fiir eine andere Gelegiereserviert bliebe.” Quoted in Barbara Porgacz
Frankreich-Osterreich, 1945-1960: Kulturpolitik utgdentitat (Innsbruck: Studienverlag, 2002), 48.
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unfounded. As the Parisidournal des débatseported with delight, the echo in the press was

absolutely positive regardless of which camp it edrom>?

Most of the artworks in the show had been lentdoymercial galleries, and therefore many of
them were for sale. Profits from the exhibitionwewer, did not meet expectations. In view of
the country’s strained financial situation, prieggpeared to be excessively high. Picasso’s
paintingGuitar (fig. 83) from Paul Rosenberg’s gallery was, a768 francs, the most
expensive picture by faf.Paul’s brother Léonce, who had sent twelve wookgienna on this
occasion, must have been rather surprised whegaleetor expressed genuine interest in
buying Auguste Herbin'tandscape, Petit Jésus-CasaiglCape Cavaille-Casside informed
the client that he would be given a twelve pereeduction in priceé’ The sobering situation for
art and artists in the 1920s was parodied in amymous publicationDer G6tz von
Berlichingen: Eine lustige Streitschrift gegen Alldhe Gotz of the Iron Hand: An Amusing
Pamphlet Against Everybody). A caricature in thenphlet took aim at the “modern French art”

in the Kinstlerhaus simply as meaningless entertam distracting visitors from the acute

*2“Non seulement I'ensemble de la presse vienneies distinction de parti et, si j'ose dire, detigais, a salué
avec sympathie I'exposition d’Art francais contermrgin, mais elle a élogieusement dégagé tout cgppottait de
nouveau le mouvement postcubiste dont on lui ptégame collection francaise sans équivalent jliscjuMarcel
Dunan, “L’Exposition d’art francais contemporaiVénne,” Journal des débats politiques et littérairégoril 14,
1926, 2.

3 A list of prices has been published in the exfbitatalog.

>4 “Quoique les prix des tableaux de Herbin aierieséement augmenté, en raison de I'importante ddengni se
manifeste de plus en plus en faveur de ses cejerasnsens volontiers, pour permettre a cet aistpénétrer
dans une collection viennoise, a accorder a I'aehieui veut bien s'intéresser aux deux tablgzaysage du petit
JésusaCassisetle cap Cavaillepar Herbin une réduction de 12 % (douze pour cemt)nes prix de demande, soit:
1936 francs pour le premier et 3080 francs poset®nd ou 5,000 francs net pour les deux tabledudahce
Rosenberg to Kurt Rathe, April 3, 1926, fonds L&Rosenberg, Vienna 1926, no. 10422.2213, Biblipthé
Kandinsky, Centre Pompidou, Paris.
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problems of everyday life (fig. 84). The captiordenthe drawing explains: “How the starving

Austrian hunger artist Jeremiah Belly Banger heltisfy his unbearable hunger.”

4.3 Vienna as Capital of Luxury Goods

One of the immediate impulses for the avant-garihbéion at the Kiinstlerhaus in 1926 was
the contact between Austrian and French artisisealParis Exposition of 1925 (the official title
was L’Exposition international des arts décoraifsndustriels modernes [The International
Exposition of Modern Industrial and Decorative Axtsvhere the Austrian contribution met with
considerable success. When he visited Vienna theafeer the exhibition, the architect André
Lurcat was still completely under the impressionhaf works displayed there by Josef Hoffmann,
Oskar Strnad, Franz Cizek, Eugen Steinhof, and thagiils at the School of Applied Arts. He
was surprised to discover that their work—which wesating such a stir throughout the world—
was still criticized in their homeland and that #hestrian arts and crafts objects which had
charmed Parisian audiences could not be found jorrvéennese store¥.However, Austrian
architecture was in no way lacking in self-confidepas can be seen in another newspaper
article by Roessler in which he compared moderndfrend Austrian architecture, determining
that the “buildings created by German and Austaarhitects [...] quite clearly—and this is a
completely unbiased statement, free of any kindadionalist exaggeration—are the more

imaginative in design and more progressiveRoessler's comments show that, in spite of the

%5 “Wie sich der dsterreichische Hungerkiinstler Jémsrlagenkracher hilft, damit ihm der quélende Ajipe
vergeht.”"Der Go6tz von Berlichingen: Eine lustige Streitséirgiegen Alle April 12, 1926.

* “Eine Ausstellung des jungen Frankreich in Wieralétei, Architektur, Kunstgewerbelie StundeMarch 20,
1926.

*"“in die Zukunft weisenden Bauwerke deutscher usterieichischer Baukiinstler, [...] zweifellos—esdias eine
von aller nationalistischen Ubertreibung freienjahterne Tatsachenfeststellung—die gestaltundsresa und
fortgeschritteneren sind.” Arthur Roessler, “Frasigéhe Kunst der GegenwartiViener Neueste Nachrichten

March 17, 1926.
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artistic success, the commercial failure of thetAass in the Paris exhibition was not the fault
of Hoffmann and other participating designers,@ases claimed, but instead resulted from an
organizational failing: because there were no grgst and no models available, it was not

possible to calculate any estimates, so that oslers not forthcoming®

The Paris Exposition was a compromise that hadtegsfrom ongoing discussions since 1907
to hold another International Exhibition in Parile. 1925, France reaffirmed itsission
civilisatrice and once again reclaimed its leadership in théwas cultural sphere. In contrast to
the 1900 Paris Universal Exposition, which was pf the most ambitious, most expensive,
and most unprofitable world’s fair, in 1925 it wéecided not to present all of man’s activities
but to concentrate only on a specific area, the@@give arts. It was hoped that the international
competition would lead to a modernization of thes and crafts sector that could also give new
impulses to the economy through the amalgamati@rtpfndustry, and commerce. Austria was
more than willing to accept the challenge as ittfgt it was in a vanguard position in this field,

owing to a long history of supporting the applietsa

Its history dated back to 1864, when Austria hadl#shed the Austrian Museum of Art and
Industry (Osterreichisches Museum fiir Kunst undigtde), the first of its kind in continental
Europe, complete with an arts and crafts schodkerAhe museum’s founding it did not take
long for the desired results to take effect, aredatis and crafts sector rapidly gained in
importance throughout the entire Hapsburg monarieyvever, with the founding of the

Secession in 1897, the widespread historical siyiekly lost influence and instead reduced

8 “Eine Ausstellung des jungen Frankreich in Wieraléfei, Architektur, Kunstgewerbelie StundeMarch 20,
1926.
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modern objects began making their way into Vienresaes. Official Austria reacted quickly to
this development and, within a few years, appoimaty Secessionist professors to the arts and
crafts school. In 1900, Karl Kraus observed—cymycddut not erroneously—that “almost
simultaneously with this revolution in artisticdies, those in power initiated a revolution from
above for the arts and crafts [...], in this areaaneofficially modern in Austria>® The director
of the Austrian Museum of Applied Arts, who play&dignificant role in the organization of the
1925 exhibition in Paris, stated that, upon classpection, the tradition of “industrial arts” in
Austria could be traced back to the early Middlees\gHe was even able to fabricate a
“hereditary genius” for decoration, as well astuusic, in the Austrian peopf8 The president

of the Chamber of Commerce was more prosaic, haweleconsidered that the economic
crisis in Central Europe had made this exhibitiamrenmportant for Austria than for other

countries. In order to stimulate the luxury industhe Republic invested ten million kron&n.

The Austrian contribution to the exhibition wasided between the Galeries de 'Esplanade des
Invalides, the Grand Palais, and the Pavillon diishe designed by Hoffmann. After being
greeted by Anton Hanak’s monumental bronze staheeHuman Flam@_a Flamme Humaine
visitors were confronted with a hodgepodge of digjesade of ceramic, glass, metal, and paper,
as well as tapestries designed by Albert ParisGlite (fig. 85). After passing through the
popular Viennese Café with a terrace overlookiregSkine, they followed a path through the

Austrian pavilion and ended in a room decorate®éter Behrens. The innovative designs of the

9 “Fast gleichzeitig mit dieser Revolution in Kiireskreisen ward von oben eine Umwalzung im Kunstgbeve
angebahnt [...]; auf diesem Gebiete sind wir int&esich officiell modern.” Karl Kraus, (“Umschwurign Wiener
Kunstgeschmack,Die Fackel29 (mid January 1900): 18, 20.

80’ Autriche & I'exposition internationale des artéabratifs et industriels modernes—Paris 192fnna: La
Commission exécutive, 1925), 55.

®Ipid., 23.
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Bauhaus and De Stijl had more or less been bamogdthe exposition, since Germany had not
been invited to participate. Consequently, the rhagily acclaimed and imitated products were
those of the Wiener Werkstatte. Even the piestillion of the New SpirigPavillon de I'Esprit
Nouveal by Le Corbusier—who received a comprehensiveqaraphic documentation at the
exhibition of modern French art in the Vienna Kierstaus in 1926—was only granted a place
on the outskirts of the grounds. In the contexthdf celebration of “department store
modernism,” Friedrich Kiesler’s visionajity in SpacdRaumstadtin the Grand Palais also did
not receive the public recognition it deserved tigioits historical relevance. The exhibition
guidebook noted that while Munich was now workinghe “low-price sector,” Vienna had

remained the capital of luxury gooffs.

4.4 Trade Relations in the Years Between the \Afs

Many Austrian artists sought their fortune in Pamighe years between the wars. Many of them
became well integrated into the Parisian art warld sometimes were even given solo shows in
private galleries. Willy Eisenschitz, Joseph Flaaigd Wilhelm Thony exhibited at Galerie
Berthe Weill; Jean Egger at Galerie Sloden; Oskaitdschka at Galerie George Petit; Georg
Merkel at Galerie Zak; and Alfred Wickenburg at && du Taureau. Even during these years,
which were so plagued by inflation and depresdioere were still some individual galleries in

the two metropolises that cooperated with eachrothe

In contrast to the Miethke and Pisko galleriesculésed in chapter 3, Wrthle, an enterprise that

originally specialized in art reproductions, cofest with the sweeping changes that had taken

82 ’Autriche & I'exposition internationale des artéabratifs et industriels modernes—Paris 1925.
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place with the First World War. Bondi became arhatized signatory of the gallery in 1919 and
concentrated on the art market, while Nirensteis mesponsible for the company’s own Verlag
Neuer Graphik publishing operation. The galleryeslkihgs focused on contemporary German,
French and—above all—Austrian arti§td\irenstein separated from the Galerie Wiirthle in

May 1922 and opened his own art business, the Selerie, in November 1923,

In 1923, the Galerie Wirthle started working witle tGerman Galerie Flechtheim; the first
collaboration brought works by Picasso, MatissegBe, Léger, Dérain, Friesz, Kees van
Dongen, Pascin, Dufy, Frans Masareel, Juan GrésMarie Laurencin to Vienna in October of
that year. Galerie Wurthle’s connection to Flechtiig distribution network also led to a
commercial relationship with the Galerie Simon ariB, an offshoot of Kahnweiler after his
return from exile in Swizzerland during the warid'meant that Galerie Wiirthle was able to
offer paintings, drawings, and prints by artiststsas Braque, Cézanne, Derain, Laurencin,
Léger, Matisse, Picasso, and Vlaminck—somethingther enterprise in Vienna in the 1920s

was able to d&®

It appears that Nirenstein had previously attempaesktablish contacts with France, either while
working for or shortly after leaving Wurthle. A et from the Parisian art dealer Léon Marseille
is evidence that Nirenstein had purchased a paifbinhis collection. Marseille wrote, “I gladly

agree to sell for 370 francs the watercolor by &tthat you wanted for your private

83 Susanna Bichler, “1865-1995: Ein Uberblick,'Galerie Wiirthle, gegriindet 18¢¥ienna: Galerie Wiirthle
with Remaprint, 1995), 9.

% The Neue Galerie museum that was opened in New ¥a2002 was named in honor of this.

% Marie-Catherine Tessmar-Pfohl, “Die Neue Galeda €923 bis 1938: Kunsthandel und Kunstpolitik inreW
der Zwischenkriegszeit” (master’s thesis, Univegrsit Vienna, 2003), 28.
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collection.”® This letter is the first known documentation dfuesiness relationship between
Nirenstein and the French dealer who specializéchpressionism, late-Impressionism, and
contemporary art. The first shipments from Marsaiticluded drawings and watercolors by
Delacroix, Antoine-Louise Barye, Camille Pissai@auguin, Signac, and Manolo; the earliest
sales records concern a landscape drawing by Rissad two ink drawings by Signac that

Nirenstein bought for himself.

As another letter from Marseille shows, Nirensteaal very definite ideas about his gallery’s
position on the Viennese market even before it edeMarseille wrote, “I had never, no matter
what, considered the house Wirthle a depositoryavéla representative in Austria, which is

you, and | shall never have others without noticgadu and accordance with you (if that

becomes necessary}'Ilt seems that Nirenstein definitely wanted to ln&c’s exclusive agent

in Austria and feared competition from his formerigplace, the Galerie Wirthle. From the

very beginning, Nirenstein defined his galleryenmis of the market in Paris. He frequently
travelled to Paris to visit his exclusive partnearskille as well as other dealers, and even bought

a lithograph by Cézanne from Ambroise Voll4rd.

Just as Nirenstein represented Marseille in VieMaseille was responsible for Nirenstein in

Paris. However, when discussing plans for an exghai exhibitions between the two countries,

% «accepte bien volontiers de vous laisser & 3ads I'aquarelle de Signac que vous désirez poiue collection
personnelle.” Léon Marseille to Otto Nirensteinptenber 26, 1922, Neue Galerie no. 580/1, Belvedeskive,
Vienna.

7 Tessmar-Pfohl, “Die Neue Galerie von 1923 bis 1938.

%8 “Je n'ai jamais confié quoi que ce soit & la maigdiirthle a titre de dépot—j'ai un représentanfetriche, qui
est vous, et je n’en aurais jamais d'autre sans eauprévenir et étre d’accord avec vous (si celedait
necessaire).” Léon Marseille to Otto NirensteintaDer 27, 1923, Neue Galerie no. 580/8, Belvedeohife,
Vienna.

% Tessmar-Pfohl, “Die Neue Galerie von 1923 bis 19380.
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Nirenstein quite frankly stated that “a major Friemxhibition would create a shock in all the
superficial levels of society in Vienna. On theathand, nobody in Paris would be at all
interested in an Austrian exhibition, especiallgiag that the French taste is so different in the
case of modern arf® By making clever purchases and keeping a clos@eyke market, the
Neue Galerie always had a stock of works by HearTdulouse-Lautrec, Matisse, Auguste
Rodin, Gauguin, Picasso, Pierre Bonnard, Honoréiday and others. However, the big seller
was Signac, for whom Nirenstein had prophesizedtgneccess in late 1923 when he asked
Marseille for a shipment, “in case you have lovedyntings by Signac that are not too
expensive.” The regular invoicing between the galleries shthas sales were good and, even
though the fluctuations in the exchange rate cdediféiculties, business seems to have been
more than satisfactory. Yet Nirenstein never haddients financially strong enough to pay
seven thousand kronen for a Cézanne. In 1924, ¢e Kbalerie presented a highly successful
Signac show, which was subsequently sent to Dresttague, Munich, and Berlin. The
Viennese press was impressed by the early workeedd4-year-old artist, who had created an
original lithograph for the catalogue of the extidn. Seligman, the notorious art critic, was the
only one to find Signac’s works not modern enouwgtiting in his critique in théNeue Freie

Pressethat “today, these things appear to be rathefastiioned and uninterestin&”

Nirenstein’s Neue Galerie organized exhibitionsaf Gogh, in 1928, and Renoir, in 1931, and

made a last major contribution to Viennese exlahitctivities in the years between the wars, in

" uschlieRlich ist fiir Wien eine groRRe franzésiséhesstellung eine Sensation aller verschmockten

Gesellschaftskreise, umgekehrt wird sich in Pagia Mensch um eine gsterreichische Ausstellung kémirdie
noch dazu dem franzésischen Geschmack so entgefemlie es bei der modernen Malerei der Fall i€itto
Nirenstein to Alfred Flechtheim, November 27, 19Réue Galerie no. 587/20, Belvedere Archive, Vienna

" “falls Sie schéne Gemalde von Signac haben, dietmiu teuer sind.” Otto Nirenstein to Léon Marseilanuary
31, 1925, Neue Galerie no. 580/51, Belvedere Arshiflenna.

"2“Heute muten diese Dinge recht veraltet und un@sigant an.” A.F.S. [Adalbert F. Seligmann],
“Kunstausstellungen,Neue Freie Presséay 26, 1924, 2.
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1933, with a show of French Impressionism. In dmiation with the Berlin dealer Paul Cassirer,
Nirenstein brought to Vienna paintings by Cézamhanet, Toulouse-Lautrec, Delacroix, Degas,
Renoir, and Berthe Morisot, along with works on grapy Corot, Cézanne, Courbet, Millet, van
Gogh, and others. The show, which Nirenstein canedl “probably one of the most important
artistic events in Vienna since the watvas from a commercial perspective an absolute flop

According to the dealer, “nothing was sold andekkibition was also hardly visited®

In the year before the outbreak of the Second WMMédl, the eternal competitor of the Neue
Galerie managed to organize a truly progressivevghothe last time. In February of 1938,
shortly before the German “annexation” of Austtiee Galerie Wirthle opened an exhibition of
works by modern French masters. The number of @shelven surpassed that of the 1926
exhibition in the Vienna Kinstlerhaus. The listnaimes of the fifty-six artists who were
represented reads like a who's who of contempdfaeypch painting. Official France was not

involved in this enterpris€.

Later that year Nirenstein was forced to leave Waerand he went into exile in New York by
way of Paris. It now also became impossible for@aa remain in Vienna, and she immigrated
to London in 1938. Her gallery was “aryanized” daklen over, along with its entire stock, by

Salzburg dealer Friedrich Welz, for a negligiblensu

3 “wohl zu den wichtigsten kiinstlerischen Ereignissiie es in Wien seit Kriegsende gegeben hat.’eN@alerie

no. 448, Belvedere Archive, Vienna.

" «es wurde nicht nur nichts verkauft, sondern diesgtellung auch sehr schwach besucht.” Otto Nieamso
Alfred Kubin, April 6, 1933, Neue Galerie no. 5848 Belvedere Archive, Vienna.

> PorpaczyFrankreich-Osterreich, 1945-19605.
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4.5 Ubervater Cézanne

Although official France and official Austria, agivas both countries’ commercial galleries and
art dealers, were extremely active in promotingrimational—in this case, French—art in
Austria in the interwar years, it is obvious thagich art exerted its greatest influence on
Austrian artists through direct contact. In 192&tZe had characterized recent French art using
two models: on the one hand was Picasso, whoses@uiad led to a new plastic feeling and a
new form of French classicism; on the other wasid$gat with his colorist facility and Cézanne
behind him. In that “peaceful concentration witkirench art [... in] the processing of
tremendous stimuli [...] in the conquest of geniat®” Tiezte wrote, contemporary French art

was “significant and full of importance” for Ausari art’®

It can be seen that Austrian art had more contébtkvance in the years between the wars than
has been generally perceived. Before the war, gtession and the avant-garde galleries run by
Pisko, Arnot and—above all—Miethke had been maiagponsible for the propagation of
French art, but now the state entered the sceareasf the driving forces behind cultural
exchange. It is therefore inaccurate to speak ataias being artistically isolated; rather, a
more or less conscious decision was taken to folowndividual path in modern art bypassing
the central theme in Western Europe, abstracfiédmost all significant Austrian painters,
sculptors, and architects active in the years betvike wars spent some time in the artistic

metropolis of Paris. The painter Anton Faistaudrp\wad once founded the Neukunstgruppe

" “ryhigen Sammlung innerhalb der franzésischen Kulsfarbeitung der ungeheuren Anregungen [...]

Uberwindung des Kraftgenialischen [...] wichtig unedieutungsvoll.” Hans Tietze, “Zeitgenossische fiaische
Kunst in den Wiener Sammlungemie bildenden Kiinsts (1922): 1.

" Astrid Kury, “Ein 6sterreichischer Sonderweg? FEuage der Abstraktion in der bildenden Kunst deeiér
Moderne,” inModerne als Konstruktion: Debatten, Diskurse, Rosign um 1900Antje Senarclens de Grancy and
Heidemarie Uhl, ed. (Vienna: Passagen, 2001), 163-6
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with Schiele and other artists, noted in his 19a8kiNeue Malerei in OsterreictNew Painting

in Austria) that Klimt and his generation had mygildoked to the Slavic north, the Balkans, and
Orient for inspiration. It was only the generatafter Klimt that “focused on the West, dealt
with problems of form and space, and naturallyateje the tradition of Klimt, even if it could
provide some impulses for them, because this wawailable in the West in its purest forrif.”
Franz Wiegele, Anton Kolig, Herbert Boeckl, Arnddementschitsch, and Felix Esterl, a group
of Carinthian painters known as Notscher circle wigoe first exposed to French art in
Viennese exhibitions, found a great deal of ingmrafor their own work in the colorist
guestions that had been raised by French Imprassicand post-Impressionism. With the help
of scholarships and private funding, all the meralzéithis circle were able to visit France and

experience this art at first hand.

Carl Moll arranged for Kolig to receive a scholapsfor a two-year stay in Paris with the help of
the Kathi Fréhlich Foundation and private patrdndNovember 1912, Kolig moved into an
atelier at rue Vandamme in the™ldrrondissement along with his wife Katharina, ttisein
Thaddaus, and Wiegele, his brother-in-law. Quitanl, the two artists were more fascinated by
the old masters in the Louvre than by the conteamyanovements. Wiegele was forced to
confess that “the Louvre is unbearable. | am siitk nvy. My work has come to a standstf.”
Kolig's feelings were similar, and he wrote a lettehis friend and patron, the ministry official

Richard Schaukal, stating that he was considermpyiaog Giorgione’s famous paintirfiggte

8 «die nach Klimt folgende Malerei hat eine durchawestliche Orientierung, nimmt das Form- und Rawhfsm
ausschlieBlich auf und lehnt naturgemaf klimtistralition ab, auch wo fur sie etwas zu holen wéeesie dies im
Westen in Reinkultur findet.” Anton Faistaublgue Malerei in Osterreich: Betrachtungen einesévis(Zurich:
Amalthea, 1923), 6.

9 “Der Louvre ist nicht zu ertragen. Ich bin ganarkk vor Eifersucht. Meine Arbeit steckt vorlaufigid., 56
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Champétré® Kolig's belief that modern art had to have a s@didndation in tradition was

typical for most of the Austrian artists in Pafisfound the modern French artists extremely
impressive. Above all, almost all of them followthre tradition of the Louvre,” he wrotéln
Wiegele’s eyes these “modern French artists” inetlilanet, who had died in 1883, and
Cézanne, who was deceased in 1905. The fact thadristdered them to be the most significant
of the French modernists, and virtually ignoredtearporary artistic activities, shows that he
accepted only what coincided with the understandirgyt he had before moving to Paris.
Similarly, most other Austrian artists experiencedreal surprises or changes in their artistic

development after living in France.

There are only a few extant paintings dating froatigs brief stay in France, includinstill

Life with Tortoise(fig. 86), from 1913, th&ortrait of the Artist’'s Wife with Floweydrom 1912,
and a portrait of an unknown wom#rHis other pictures were lost as a result of hisied

return to Carinthia at the outbreak of the FirstriéWaVar. Kolig kept a tortoise as a pet in France
and wrote that he wanted “to paint [it] fancifullg that it will be easier to see if it wants to run
away.’®® By painting his pet, the artist brought a pers@tainent to his still life but, to a large
degree, he suppressed narrative associations. ¢terdiate to the motifs, but they are merely
points of departure for investigating and develgmantonomous pictorial means largely

independent of immediate observation. The appboadif color aims at a firm, closed, and

uniform painting surface and its autonomy fromslhnary space draws attention to the two-

8 Anton Kolig to Richard Schaukal, Paris, March 2913, no. 224.384, Wiener Stadt- und Landesbitgiath
Vienna.

8. “Die modernen Franzosen habe ich von ganz groRagt Befunden. Vor allem fiigen sich fast samtliaghdie
Tradition des Louvre.” Faistaudeue Malerei in Osterreigts6.

8 Otmar Rychlik,Anton Kolig (1886—1950): Das malerische Wévkenna: Brandstétter, 2001), 64.

8 «ganz phantastisch bemalen [...] um sie auch leictueersehen, wenn sie durchbrennen will.” Antorig<to
Richard Schaukal, April 29, 1913, no. 224.385, WieBtadt- und Landesbibliothek, Vienna.

213



dimensionality of the medium. Because this tenbietween the values of the surface and space
is also characteristic of Cézanne’s paintingseénss clear that Kolig studied Cézanne most
intently in Paris. In his letters, he wrote thatwess fascinated by the exceptionally brilliant
landscapes and still lifes by Cézanne that he bad & the Bernheim, Gagnat, and Pellerin
galleries. Overall, Kolig considered his “Paris@ame” as an extremely important phase in his

artistic development. The stimuli he received tHsteengthened” him and led him to hims¥lf.

After returning to Carinthia, Kolig set up a smatielier in Notsch next to his father-in-law’s
locksmith’s workshop. His brother-in-law did notnge back until years later, after living for a
time in Zurich. In a 1919 article for the jourri2ie bildenden KinsteTietze described how

Wiegele had dealt with French influences:

The training in French art is unmistakable; Cézaaradearly behind this colorful
lightness, this ability to ‘materialize.” But thenitation is not at all schematic as it
is with some others of this generation; this fones¢ymulus has been transformed
into a completely personal form of expression. @éeaappears to have been
modified by [Ferdinand Georg] Waldmiill&t.

In neither Wiegele’s nor Kolig's works does thehliglissolve the firmness of the massive bodies,
a quality that suggests that the artists were rsiondar to the Austrian Biedermeier painter

Georg Friedrich Waldmuiller than to the Frenchmarcdntrast to the radical new start made by
the international avant-garde, the Notsch ciraheeal at a careful renewal of tradition, a mission

that was also reflected in Kolig’s idea of a worghAlthough he often spoke of Notsch as “the

% “Die Schulung an franzésischer Kunst ist unverkerndieser farbigen Leichtigkeit, dieser Fahigkeit

‘verwirklichen’, ist Cézanne Pate gestanden. Abehchahmung ist nicht schematisch wie bei mancéuedern
dieser Generation, die fremde Anregung ist gamensénlichen Ausdruck umgewandelt; Cézanne erscteich
Waldmiuiller kontrolliert.” Hans Tietze, “Frauenbiiés’ von Franz Wiegele,Die bildenden Kiinsté (1919): 136.
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Carinthian Barbizon,” his aim was less to estabdisiolony of artists than to organize a guild
according to historical models such as the GermauhBtte, complete with a master,
journeymen, and apprentices. While the modern uabtist would have to exist in an
anonymous market, his workshop would be financegdriyate patrons and through monumental

design project&®

In July 1919, Boeckl visited the Notsch colony floe first time. There he became acquainted
with the basic coloristic aspects of French ammeatihing that he would be able to study on the
spot a few years later. More than most others, Bogeas able to appropriate and creatively
adapt French art to develop his own individualestidone other than Schiele, who in as late as
1918 was still playing with the idea of going t@Rce to learn how to paint properly, is to be
thanked for Boeckl’s first study period in Pariio8ly before Schiele was snatched away by the
Spanish flu in October 1918, he visited the faliexion in the Kiinstlerhaus Klagenfurt, in
which Boeckl exhibited a portrait of his friend B Grimschitz, later director of the Belvedere
in Vienna. Schiele was impressed by the talenhefartist four years his junior, and made the
Viennese art dealer Gustav Nebehay aware of Baewkirk. In 1920, Nebehay concluded an
exclusive contract with Boeckl, which relieved #réist of his pressing financial worries and

made it possible for him to study in Berlin, Siciand Paris.

At the beginning of 1923, Boeckl travelled to Pawbere he moved into an apartment on
impasse de Ruet in the"larrondissement. This brief study period, which s@smportant for

his development as an artist, is well documentealtth correspondence and a sketchbook that

8 Christian Huemer, “At the Fount of Modernism: Qahian Painters in Paris,” idermits-Cosmopolitans: Modern
Painting in Carinthia 1900-1955Agnes Husslein-Arco and Matthias Boeckl, edse(via: Springer, 2004), 141—
53.
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was recently rediscovered in private hafddowever, like Wiegele and Kolig, Boeckl was
inundated with a stream of impressions in Parisriede it difficult for him to concentrate on
his work. That spring he was forced to admit tovifle Maria, who had stayed behind in Vienna
that “I am finding it very, very difficult to workYesterday, | made the first halfway decent
drawings in my sketchbook. | know the reasonshta and why | am inhibited. Getting rid of
them is not an easy mattéf. Boeckl's sketchbook reveals his artistic confrtintawith Paris.

The album contains fifty sheets filled with arclitgral motifs including buildings, streets and
squares, and the racetrack at Longchamp, as wiltees studies after Théodore Géricault’s
Start of the Race with Wild Horsesthe Louvre (fig. 87). In these drawings, evideof

Cézanne’s influence can be seen in the absencgya@ar modeling or isolating contours.

As he had done one year earlier in the pictureséated in Berlin, Boeckl made a conscious
decision to show unspectacular buildings, backyandiistrial ruins, and scenes from the
outskirts in his portrayals of the modern metropolis in Schiele’s works, most of Boeckl's
cityscapes are deserted. However, in contrastheelec Boeckl was not aiming to suggest the
anthropomorphism of the architecture but ratheroiocentrate on its structure. It is clear that the
dormant architect within him came to life with teasrban picture®’ Even before his stay in
France, Boeckl's handling of color followed in ttnadition of Gustave Courbet and early

Cézanne. His study in Paris in 1923 therefore amyked a turning point. He gradually moved

87 The unpublished sketchbook was once in the pdssessOtto Benesch, the director of the Graphische
Sammlung Albertina in Vienna. A stamp in the bobkws that Boeckl purchased the linen-bound albmn fr
“Peinture Moreaux / A-Lamorelle / Paris / 106 BoMentparnasse.”

8 «Ich arbeite sehr, sehr schwer. Gestern habenichein Skizzenbuch die erste halbwegs gute Zeiahgemacht.
Wohl sind mir Ursachen und Hemmungen bekannt. Gieeseitigen ist nicht leicht.” Herbert Boeckl tis tvife
Maria, May 14, 1923, private collection.

8 After his application for admission to the AcadeaiyFine Arts in Vienna had been rejected, Boetktlied
architecture at the Technische Universtiat for stime. Shortly before the war, he became acquainitdthe
circle around Adolf Loos before devoting himselfiezly to painting as a self-taught artist.
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away from the expressionist approach to the mio&if had taken him to the borderline with
abstraction in paintings such as flags(fig. 88) to a tectonically structured pictoriahlguage
based on the visible. One of Cézanne’s goals hed tzerenew the classical art of Nicholas
Poussin on the basis of nature. That Boeckl mgmnaand-ink drawing after Poussin’s
Massacre of the Innocenffig. 89) in the Musée Condé in Chantilly is jastother indication

that he had recognized the “father of modern agthia personal artistic travelling companion.

While, after a period of study in Paris in 1924 eBkl’s countryman Gerhard Frankl self-
consciously declared that “French art is dog sldg&ckl showed himself full of enthusiasm for
the Cubists after his return to Austria, and evaudled to Sicily the following year to attend a
lecture by the Futurist poet Tommaso Marin€ttHowever, these contacts with the avant-garde
left no trace upon his work.Why Cézanne became the dominant artist figur®émrckl and

other artists of his generation, and not Picasstauhay, Marcel Duchamp, the Surrealists, or

the Futurists can be explained by ideological a$ ageformal reasons.

Cézanne’s concept of art was based on an artiatisformation of reality, and how the example
in nature could be changed into “pure” paintingtaomed almost religious dimensions. In a
discussion held in front of Paolo Verones@/edding at Can& the Louvre, Cézanne
supposedly compared the painter’s activity withi§thg ability to change water into wine:

“Water changes into wine, the world into painti@ne becomes immersed in the truth of

% “Dje zeitgendssische franzosische Kunst ist HuridetiGerhard Frankl to Christine Birringer, OctoBer1924,
qguoted in Edwin LachniRingen mit dem Engel: Anton Kolig, Franz Wiegeth&Stian Isepp, Gerhart Frankl
(Vienna: Béhlau, 1998), 202.

1 Claus PackDer Maler Herbert Boeck{Vienna: Schroll, 1964), 24.
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painting.”?

Many years later, Boeckl himself referred to th@ran Catholic church’s teaching
on transubstantiation in a speech entitled “Venlamgl und Wandlung” (Metamorphosis and
Change), in which he encouraged artists to “sepavaat can decompose from what can not, the

mortal from the immortal, the lasting from the 163t

The omnipresent art historian Tietze was alwayptsta of artists’ uncritical admiration for and
imitation of French painting. Although he playedhajor role in stimulating international
exchange activities through his writing, he featteat they were only “emergency measures” that
disclosed the plight of Vienna’'s art world but diothing to relieve the market's poor condition.
For him, it was impossible for modern art to thrimé/ienna: “The few dealers who invested
some energy in living artists have either closedroompletely or contritely gone back to
selling old Viennese cups. In this way, Vienna logs a promising economic possibility; it is
destined to be an artistic center for the countifdsastern Europe, a place where it is just as
natural to buy art—and that means works by livirngses and not antiques—as it is in the West

in Paris.®

In comparison, contemporary French art was theuymtoof two hundred years of tradition.

France’s “education in taste and economic orgaiezahad made the country an art power.

92Das Wasser verwandelt sich in Wein, die WelinisMalerei verwandelt. Man taucht ein in die Walirlier
Malerei,” Michael Doran, edGesprache mit Cézanigurich: Diogenes, 1982), 166.

% “das Verwesbare vom Unverwesbaren zu trennenStiabliche vom Unsterblichen, das Bleibende vom
Verlorenen.” Herbert Boeckl, “Verwandlung und Waumag': Rede anlasslich der Inauguration zum Re&tar
Akademie der bildenden Kiinste in Wien am 23. Novemil®962,”"Forum: Osterreichische Monatsblatter fiir
kulturelle Freiheit 10, no. 10@anuary 1963).

% “Ein paar Handler, die sich mit einiger Energie lébende 6sterreichische Kiinstler eingesetzt haimren
entweder ganz zugesperrt oder sind reumtitig zWAdner-Tassen oder klassischer Graphik zuriickgekBhmit
verliert Wien eine vielversprechende wirtschafidoglichkeit; es ist bestimmt, ein Kunstzentrumdén
ostlichen Teil Europas zu sein, ein Ort, wo masalbstversténdlich Kunst—das sind Werke lebenderskér und
nicht Antiquitdten—einkaufen sollte und wiirde wie\Westen in Paris.” Hans Tietze, “Gemeindepolitiki u
moderne Kunst,Der Kampf20, no. 8 (1927), 375.
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More than the superior quality of its masters,Eeele de Paris had an art market and a public to
thank for its reputation as an ideal for artistsxrall countries. Tietze wrote that these artists
were “prepared to relinquish their individual natib character and have no higher aim than to

make their products indistinguishable from theirigtan models.*

4.6 Making Austrian Art History at the Musée des EcolesEtrangéres Contemporaines

After years of preparation, thexhibition of Austrian Ar{L’Exposition d’art autrichien) opened
in the Jeu de Paume in Paris on April 30, 1937 @i). With almost nine hundred objects from
private and public collections on display, the &xion was intended to give the Parisian public
an overview of Austrian painting, sculpture, andatative arts dating from the Gothic period
through the Baroque and the Biedermeier periodiseé@resent day. To achieve this, three
hundred tons of cultural assets were loaded ontorflroad cars and transported to the French
capital. It was impossible to present all aspet&ustrian art, but “all of those Austrian

creations that were transportable” were incluffed.

According to Federal Minister Hans Pernter, whoegdne opening address, this major exhibition
was the result of a French-Austrian cultural agreetmSuch agreements were a new instrument
in international cultural politics and were intedde intensify cooperation in the intellectual

realm and create closer links between the nattomosigh the exchange of cultural treasures. He

considered the fine arts the most universal meaashieve this exchange because they were not

% «dass diese bereit sind, die ihrer Volksart ergshenden Eigentiimlichkeiten preiszugeben und keibkeren
Ehrgeiz kennen als den, ihre Erzeugnisse den Pafisbildern bis zur Verwechslung anzundhern.” Hairetze,
“José Clemente Orozco als Graphikddje Graphischen Kiinstg6 (1933): 76.

% “du moins de tout ce que l'art autrichien a crééransportable.” Jean Mistler, “Avant-Propos, Eixposition
d’art autrichien (Paris: Jeu de Paume, 1937), 5.
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subjected to any linguistic restraints. In his ghede discovered much common ground in the
history of the two countries, dating back to the agCharlemagne, whereby Austria’s historical
role as an intermediary between occidental artthatof the Danube region was especially
significant. The title of the exhibition shows thiat the end, the intention was to document the
development of a genuine Austrian artistic stylae@ear before Germany’s “annexation” of
Austria, a definite attempt was undertaken to elatecthe cultural differences to that
neighboring country by stressing Latin influenaesistory. Minister Pernter made it absolutely
clear that “no matter how deep the roots of Augstad reach into the German soll, it is no less
true that the combination of fundamental Germamelgs with the contribution made by Latin
countries, whether from the west or south, hatddtie unique, independent development of
Austrian art. This development can be traced baek more than one thousand years in this

exhibition.”’

At the time, the minister’s self-assured statencenid only be interpreted as a desperate attempt
to establish Austria’s cultural independence. Themagerer’s studies on French-Austrian
politics before the “annexation” in March 1938 pd®/us with a sober depiction of just how
hopeless Austrian efforts—as well as French attengptescue an independent Austria—had

already become at the time of the Exhibition of tias Art.*®

97«30 tief die Wurzeln der dsterreichischen Kunsthain den deutschen Boden unseres Landes hineémlersind,
so ist es doch nicht minder wahr, dal3 die Verbigdundamentaler deutscher Elemente mit dem latdiris
Beitrag, moge er nun aus dem Westen oder aus ddem3jekommen sein, zu jener eigentiimlichen Bildumd
unabhéngigen Entwicklung der osterreichischen Kgasihrt hat, die in dieser Ausstellung durch déteeiode von
mehr als tausend Jahren sich verfolgen 1aR3t.” Amanys, “Die Er6ffnung der dsterreichischen Kunstalgsg in
Paris,”Neue Freie PresséMay 3, 1937, 10.

% Thomas Angerer, “Die franzdsische Osterreichpolitr dem ‘Anschluss’ 1938 Yierteljahreshefte fiir
Zeitgeschichtd0 (1992): 29-59.
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In the years between the wars, Paris was the sxfeareentire series of spectacular retrospective
exhibitions dealing with the specific features afious national schools from their beginnings to
the present. This new type of exhibition was arresgion of active French cultural politics that
understood art exhibitions as an important mearulateral diplomacy. The Jeu de Paume in
the Jardin des Tuileries was the location chosemfust of these exhibitions. Constructed under
Napoleon lll, the building had been used for terappexhibitions since 1909, but it gained a
higher profile as a museum for the art of foreignmries in the 1920s. Under the patronage of
both the Ministry of Foreign Affairs and the Frerghectorate of Museums, exhibitions such as
Dutch Art: Ancient and Moder(1921),Belgian Art: Ancient and Moderf1923),Swiss Art from
Holbein to Hodler(1924),Romanian Art: Ancient and Mode(h925),Argentine Art(1926)

were presented there. The list of what we would nalivblockbuster exhibitions of this kind is
long; it was also possible to study the developneé@anadian, Danish, Swedish, Japanese,
Italian, and finally Austrian art in the Jeu de P&u The initiator of the series, Léonce Bénédite,
proudly wrote that “Art culture there has been mtewith elements unequalled in the world.
The most famous paintings, unique masterpieceghwhen deeply venerate, some of them
having never left the place they had been atifirsant for, have come each year. They have
formed in the heart of Paris, in our charming Jedrdume, a short-lived museum which is not to

be seen again but which will endure in memd#y.”

It made sense that parallel to this series of etibits, the Musée du Luxembourg’s collection of
foreign art was transferred to the Jeu de Paumewyathized according to national schools.

Since 1922 the latter was known as the Luxembouwng'ex for non-French art. However, this

% Léonce BénéditeThe Luxembourg Museum (Jeu de Paume Museum AnrikxieE Garden): Its Paintings,
Pastels, Aquarelles, and Drawings: Foreign SchdBlaris: H. Laurens, 1924), 15.
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transfer resulted in a certain ambivalence: thedé&eBaume collection contained only
contemporary works while, in keeping with the dipktic agenda, the temporary exhibitions on
display there sometimes had little connection &ithof the present day. Conflicts developed
when the museum’s limited gallery space made ies&ary for contemporary art to disappear
into storage to make room for the larger, politicatotivated retrospectives. The situation
seems to have been resolved with the official apgeof the Museum of Contemporary Foreign
Schools (Le Musée des Ecoles Etrangéres Contemps)dn 1932. Yet, even after this museum
was founded, exhibitions of historical works stiintinued, as was demonstrated by the

Exhibition of Austrian Art.

An 1894 inventory of works by foreign artists indg&d in the Luxembourg contains only a single
Austrian work, the paintintnterior of a Barn(Intérieur d’établé by Otto von Thoren, a

member of the Sedelmeyer circle in Patfin Bénédite’s 1924 catalogue, published after the
transfer of what was still a rather modest coltattio the Jeu de Paume, we do not find a single
Austrian work among the 420 listed. The Luxembosiallection activities had for decades
concentrated almost entirely on French art. Bépésibte that “the Luxembourg Museum was
said to be ‘national’ not only because it was a@uns of the nation, but because it was to be
devoted to people of French origitt*Bénédite can be thanked for the museum’s accepiainc
foreign schools. As curator of the Luxembourg sib882, he had attempted to expand the
collection by undertaking trips to America, Englatrmany, Belgium, Italy, and other
countries to make acquisitions. In 1900, after && fepeatedly complained that purchase

opportunities had been ignored in the past, he gethto set aside twenty-five thousand francs

190 Geneviéve Lacambre, “1893: Les écoles étrangérésance: La politique nouvelle du Luxembour@iarante-
huit/Quatorzes (1994): 67-74.
101 Bénédite,The Luxembourg Museum.
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from the budget for Salon purchases to buy twerdgke/by foreign artists at the Paris Universal
Exposition. Art works were also donated to the mas®y private collectors and artists. For
example, the British painter George Frederic Waedis even refused payment in order to have
his work in the Luxembourg galleries, which he ddased to be a high honor. Bénédite was
convinced that “we know well the art of our counonly if we compare with our neighbor’$?
However, it seems safe to assume that the motthfsrsudden openness towards foreign
schools was intended to stress French art’s clail@adership and its formative influence on

establishing the international artistic canon.

Despite Minister Pernter’s suggestion that thetaaaf theExhibition of Austrian Artvas
triggered by the 1936 French-Austrian cultural agrent promoting the exchange of works of
art through exhibitions, the exact beginnings eféihibition are rather obscure. Rather, the idea
of the exhibition can be dated to the mid-1920senvthe concentration of French exhibitions in
Vienna led to closer cooperation between cultueditipians and museum experts from both
countries. At that time, French politicians of thighest standing, such as Prime Minister
Edouard Herriot and Chamber President Paul Painlesee members of the Comité France-
Autriche. Consequently, Painlevé stimulated a disimn on a “retrospective exhibition of
Austrian fine arts from theineteenth century*®® The local artists’ societies hoped that there
would be “a private exhibition of Austrian art thatalive today” along with the official
retrospective art show. However, the unclear sybsitdation meant that this project could not
be fulfilled. In 1927, after several years of plargy Herriot was finally able to initiate a first

exhibition of Austrian art. This show was devotedhe artistic and cultural circles around

102 i

Ibid., 14.
193 Bernadette Reinhold, “Die Exposition d’art autieahim Jeu de Paume in Paris 1937, Wien-Paris: Van
Gogh, Cézanne und Osterreichs Moderne, 1880-1A§0es Husslein-Arco, ed. (Vienna: Brandstétted7)0308.
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Emperor Maximilian |, with the aim of demonstratitige historic artistic relationship between
Austria and France (fig. 91). The French governmamte again, took over responsibility for the
exhibition’s costs. The final French report on éx¢remely successful show states that
Maximilian had been a true diplomat and made agfehconquest on the banks of the Seine.
The Austrian envoy spoke of a “new step on the patlards the reconciliation of our two
countries” and that the exhibition had “renderedkuable service to Austrian interest§®

The first concrete plans for an exhibition featgraontemporary Austrian art can be found in a
1923 letter from Henri Verne, general directorted Erench National Museums, to André
Dézarrois, curator of the Jeu de Paume. It stéitsid'Professor Tietze from Vienna recently
expressed the wish to organize an exhibition ohkese art comprising representative paintings,
sculpture, and works of decorative art from thedgae and Biedermeier periods, as well as the
present day. Professor Tietze would be pleasdiisifetxhibition could be held in the Musée du
Jeu de Paume!®® This request made it relatively clear that Bargdiedermeier, and modern

art were all to be the central components of theletton, although the plan was not finally
realized until many years later. Another proposakpnted by the Society for the Promotion of
Austrian Art Abroad (Gesellschaft zur Férderung dsterreichischen Kunst im Ausland)
recommended that the “recognized peak periods sfri&n creativity” be presented and that the
“concept of Austrian art be interpreted as compnehely as possible*®® In this proposal also,

the arts and crafts that had been so successhag &aris Exposition of 1925 were intended to

1% |bid.

1954 e Professeur Tietze de Vienne, a formulé récemtrieedésir d’organiser, au mois de mai 1931, uqsition
d’art viennois, comprenant des ceuvre de peint@sgcdlpture et d’art décoratif représentativesate baroque, de
I'art Biedermeier, et de I'art contemporain. Le fesseur Tietze serait heureux si cette exposittrvait avoir lieu
au Musée du Jeu de Paume.” Henri Verne to Andraibéis, July 22, 1923, X expo 1937-30 avril Artrazltien,
carton 29, Archives des Musées Nationaux, Paris.

1% Reinhold, “Die Exposition d’art autrichien im Jéa Paume in Paris 1937, 308.
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play a major role. For some time, the organizesmfthe two countries considered holding the
exhibition in the Museum of Decorative Arts (Mugtes Arts Décoratifs), before finally
agreeing on the Jeu de Paume. In any case, Vezsered the decision to hold a retrospective
exhibition of Austrian art to his colleagues on @ur 31, 1935, and stressed that this
retrospective exhibition should not detract frora teal purpose of the Jeu de Paume—namely,

that of presenting contemporary art from foreignritdes*®’

In February 1936, Alfred Stix, the director of thensthistorisches Museum in Vienna, was
named commissioner of the exhibition, and a few t®iater the exhibition machinery started
to move. After all, it was necessary to organizé @&rks from 120 lenders. Stix was
determined to offer a “portrayal of the really inn@mt, independent Austrian epochs that would
provide an insight into the soul of the Austriarople to the extent that this can be achieved
through artistic means® While preparations were being made, the organipensd it helpful

to base their concept on other extremely successtidspectives that had been held
beforehand—especially a large 1935 show of ItadidnThe show filled two exhibition halls
when it was presented in Paris in the summer 0519Be section entitled “Art from Cimabue to
Tiepolo” was displayed in the Petit Palais andlidta Art of the Nineteenth and Twentieth
Centuries” was shown in the Jeu de Paume. Withptbispous spectacle, Benito Mussolini’s
Fascist Italy showed how great art could be madeitee politics and used to foster bilateral

relationships, and the exhibition became a celebratf the spiritual unity between the two

107« a Direction des Musée Nationaux a accepté cgepeotitre tout & fait exceptionnel, sous conditips'il ne
constitue pas un précédent, le Jeu de Paume, Maséecoles Etrangéres contemporaines, n'étantgsisiél a ces
expositions d’un caractére historique.” Extraitpfacés-verbal de la Séance du Comité des Consersatctober
31, 1935, X expo 1937-30 avril Art autrichien, carR9, Archives des Musées Nationaux, Paris.

198 Report to the Ministry of Education, Septembet 37, AVA, Unterricht, V2, Fasz. 15, 2960, Gz 2R5a,
Austrian State Archive, Vienna.
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Latin nations:’° The organizers of thexhibition of Austrian Arattempted to minimize the
German elements in Austrian art and culture arfterab stress connections with Italy and
France. While Italy took the Renaissance as its mubdel for constructing a national identity
and establishing international prestige, the Aastilerico-fascist “Standestaat” stressed its

Baroque heritage.

In his foreword to the exhibition catalogue, Stiaged Austria at the heart and cultural center of
the Danube regioht’ Because, he wrote, the area was a border regithvedtoman Empire, the
many peoples passing through it had made a fruatatribution to the area’s development.
Austria’s geographical position made it a meltimg pf Western cultural influences in the heart
of Europe. The “natural” German influences in Aizgswere no stronger than the connections to
Italy; moreover, French art from the fourteenth &ftdenth centuries also exerted a formative
influence. However, it would be a great mistaksitoply believe that Austrian art is a kind of
mixture. It is much more the case that, seen fradistance, no particular movement in
“European art” is completely independent in a mamfiespeaking; Stix claimed that Austrian art
would represent a kind of prototype of the art cédtérn Europe. However, he suggested,
throughout the centuries Austrian art was charaeadiby a “lyrical tone” that could be both
light-hearted and solemn, corresponding with thetAan temperament, but not superficial and
reckless. The twenty-nine paintings and drawing&lioyt displayed at the exhibition revealed
“Austria’s longtime attraction to the East througkeir penchant for an ornate and bizarre

accompaniment to figures, created by ornamentsnging the viewer of golden Byzantine

199 Emily Braun, “Leonardo’s Smile,” iDonatello Among the Blackshirt€laudia Lazzaro and Roger J. Crum, eds.
(Ithaca: Cornell University Press, 2005),173-86.
10 Alfred Stix, “Préface, Exposition d’art autrichier(Paris: Braun, 1937), 9-11.
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mosaics and Russian icorsStix admitted—probably to take the wind out of french

critics’ sails—that it was difficult to position Kht's work in the overall development of
European painting. He categorized Schiele, Kokoschkd Mopp (Max Oppenheimer) as
representatives of a specifically Austrian fornfBxpressionism that never went as far in its
abstraction of natural forms as the parallel mowerireGermany.**? He did not even deal with
the “mixed cohorts of contemporary art” that carfterghem, as he felt “it would be necessary

for history to make way for criticism” to descritieem!*?

In his foreword to the catalogue, Jean Mistler car@d with Stix’s thesis of a melting pot that
combined Germanic and Latin influences to createraginal synthesis, repeatedly stressing the
relative independence of Austrian from GermanAxtording to Mistler, the lyricism of the
colors and bold palette of Kokoschka—who was tind in Berlin—could be seen as
continuing in the line of “Austria’s great Barogtradition” and as evidence that “Nordic
expressionism had become enriched with Venetiaorsst'® The forewords written for Jeu de
Paume exhibition catalogues generally tended tarceatin influences as more significant than

the Germanic—no matter what nationality or schoa$\weing discussed. Art historian Mathilde

H1«rancien poussée vers I'Est de I'‘Autriche, il mout avec prédilection, pour accompagner la figunmaine, a
une ornementation fastueuse et bizarre, qui n@sspns rappeler les mosaique byzantines et lessicdsses.”
Ibid., 11.

12«pexpressionisme, qui n'alla jamais aussi loimdd'abstraction de la forme naturelle des choseslg
mouvement paralléle en Allemagne.” Ibid.

13«Ce qui les suit, c’est la cohorte bigarrée detkavant. Pour la présenter, I'histoire devra éalace a la
critique.” 1bid.

1443 grande tradition du baroque autrichien [...]Jiehit d’un coloris vénitien I'expressionisme nordiy”
Mistler, “Avant-Propos,” 6.
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Arnoux argued that this Latin focus, as well asdbespicuous lack of exhibitions on German

painting in the years between the wars, stems ffrance’s germanophobt&

The 1937Exhibition of Austrian Artonspicuously focused on specific artists and egactihad
never been the intention to provide a comprehersreeview of artistic developments.
According to one critic, “each individual work sHdibe like a pearl in a chain” and give
evidence of the most essential and characterisfieats of its creator’s artistty® The tour of the
exhibition started on the ground floor of the JeuPdume with an early-thirteenth-century
chalice and paten from the St. Peter Monastenalnlfsirg, followed by several examples of late
Gothic panel painting and carved altarpieces. Tgarazers devoted a great deal of space to
painting and sculpture from the Baroque period,ciwhvas recognized in Paris as much as in
Vienna as being the most unique and magnificenpteinan Austrian art history. The exhibition
review published ia Libertéfound it unfortunate that this Baroque art trasglso poorly
because it usually was site-specifit Photographs of buildings designed by the great
eighteenth-century Austrian architects Johann BendhRischer von Erlach, Johann Lucas von
Hildebrandt, and Jakob Prantauer were used tdréitesthe idea of a total work of art. One hall
was filled with sketches for frescoes by Franz Antbaulpertsch, who created a furor in his day
as the “Austrian Tiepolo.” After several galler@sdicated to the Baroque period, there was
virtually no transition to the Biedermeier peridd‘Alt-Wien,” which was represented by a great

deal of furniture, porcelain, and glassware. Fiftpaintings by Georg Friedrich Waldmdller

115 Mathilde Arnoux, “L’absence d’expositions de peiret allemande dans les musées parisiens dansleetrx-
guerres—Essai de synthése,” University of Paristditie culturelle et sociale de I'art, http://hiasaiv-
parisl.fr/documents/pdf/CIRHAC/Mathilde%20Arnouxt§dccessed November 20, 2011).

16«Cchaque ceuvre dois étre la perle d'un écolidii de bien fixer les caractéristiques essentiedtefrtes du
génie créateur dont elle veut étre le témoignaferfe Fouqueray, “L’art autrichien au musée du Je@dume,Le
Journal May 2, 1937.

17 René Chavance, “Au Musée du Jeu de Paume: L’&ithien,” La Liberté May 2, 1937.
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were staged magnificently in a hall of their owrsh@wing that could almost be considered a

retrospective of the artist in its own right.

While the first half of the nineteenth century weell represented, the second half was
practically ignored—the historicism of the RingsBa era was regarded as “decadent,” as was
the Stimmungsimpressionismus (lyric impressionimj had been so strongly influenced by
French models. It was not without reason that thaistorian Bernadette Reinhold assumed “the
historical, antiquated approach of the curatordccaot (yet) allow for an appreciation of the
precursors of modern Austrian art or, quite simghgt they simply did not want to be compared
with the wealth of French art of the period®In a public lecture the co-organizer of the show
Ernst Buschbeck had revealed that the plan waspdag nothing that existed on the same or a

higher level of quality in Paris?

The exhibition’s selection of modern art was digpthon the first floor. It started with eleven
paintings by Klimt, including masterpieces suchhastwo portraits of Adele Bloch-Bauer, from
1907 and 1912. It was the first time that Klimte®@d so much exposure in Paris since winning
a gold medal for the paintirghilosophyat the 1900 Paris Exposition Universelle. Paul
Westheim, a German-Jewish publisher of expresgianisvho was at the time living in exile in

Paris, attempted to put himself in the positiom éfrench visitor when he wrote that

18«der kunsthistorisch-museale Blick der Kurator@reaNiirdigung der Vorlaufer der dsterreichischerdiime
(noch) nicht leisten konnte, oder dass man sich Beiohtum der franzosischen Kunst dieser Zeit shhhicht
stellen wollte.” Reinhold, “Die Exposition d’art &ichien im Jeu de Paume in Paris 1937,” 312.
19«3edenfalls ist immer die Uberlegung ausschlaggebeichts zu zeigen, was in Frankreich gleich+age
hoherwertig bekannt ist, dafiir wird aber auf hoghatifizierte Arbeiten, die charakteristisch furt€seich sind
und nur hier zu finden sind, Gewicht gelegt.” Anorous, “Was Oesterreich in Paris zeigen wird,” uadat
newspaper clipping, 357/1937, Belvedere Archivesrvia.
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In order to do complete justice to Klimt's importan one has to study his
drawings (in a room off the main hall). His paimgfn... I'm not so sure ... | mean,
if the appropriate organ exists for them in Frafddeere is so much in them that is
not as much made of flesh and blood as out of damay and does not really
belong to the period; a period in which Schnitzierated Anatol, a figure drawn
from everyday life, a period when Paris did notédngve Wiener Werkstatte but
Seurat and Cézanne, van Gogh and Gaugfin.

The press frequently commented on the decoratafésonanship of Klimt's work. This
connection was made clear in the exhibition, wiisecartoon for the wall decorations in the
Palais Stoclet in Brussels was surrounded by cesgrmporcelain, glass, jewelry, and fabrics
from the Wiener Werkstatte. Schiele was the onhepartist to be represented to a similar
degree as Klimt. In fact, a third of the 290 cagal® numbers in the modern section were arts
and crafts objects. However, many of the presewes/were merely stunted lists of misspelled
names. The abbreviated reviews were partly duleedact that the catalogue was not published

until two weeks after the exhibition had opened.

According to one reviewer, “extreme and excessaréthat could have created a sensation was
missing, in keeping with the “Austrian’s temperami€ri' The organizers even jokingly
considered creating a scandal in order to boast@¢énce. Commissioner Stix complained that
the fact that Austrian art was completely unknonteiinationally was the cause of the

exhibition’s lack of success with the public. Hatet that to the best of his knowledge the

1204Man muss, um Klimts Bedeutung ganz wiirdigen zariéh, seine Zeichnungen (in einem Seitenraum) sehen
Seine Bilder [...] Ich weiss nicht [...] Wollte sag ich weiss nicht, ob man in Frankreich dafir@igan haben

wird. Es ist da vieles drin, was nicht so sehrlessch und Bein als aus geschnitztem Elfenbeiniirethaupt

nicht zeitbedingt ist, aus einer Zeit, in der Sttlais ,Anatol’ eine aus dem Leben gegriffene Figar, einer Zeit
auch, in der man in Paris zwar nicht die ‘Wienerkggitte,” aber Seurat und Cézanne, van Gogh ung @a
bereits hatte.” Paul Westheim, “OesterreichischadfuZur Ausstellung im Jeu de Paumiedriser Tageszeitung
May 13, 1937, 4.

1ZLsdem Wesen des Osterreichers entsprechend, ExdremteExzessives, das den Snobisten reizen kifehten.”
Anonymous, “Wie Paris auf die 6sterreichische Kursagiert,” undated newspaper clipping, 357/193y&lere
Archive, Vienna.
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Louvre did not contain a single important work lyAustrian artist, so that “with the exception
of very few art historians, the names of the artig¢ presented [in the exhibition] were

completely foreign—even to the most well-informehioisseurs?*?

An entire room was devoted to Austrian artistsnivin Paris, including Joseph Floch, Georg
Merkel, Lily Steiner, Wilhelm Thony, and Victor Tkler. Jean Egger, who had died of
pulmonary tuberculosis three years before at agb&¥ only one work in the exhibition, a
small-formatHead of a WomarThis meager representation was despite the enéon of his
father as well as his friend, Le Corbusier’s sistelaw Lotti Jeanneret?® After moving to the
metropolis on the Seine, Egger was the one Ausaiiast who had managed to establish a broad,
solid network of patrons in a very brief period gégtook advantage of a common strategy
among modern Viennese artists, that of making aibstof prominent personalities in order to
build up a stock of well-off clients. His acquaintaship with Sophie Szeps-Clémenceau, Bertha
Zuckerkandl's sister, made it possible for him teate portraits of her and her husband Paul
Clémenceau, as well as the French minister of vaat Painlevé (fig. 92), General Ferdinand
Foch, and many other important persbiff€gger was also one of the few Austrians to bergive

a solo exhibition in Paris in those economicallfjicilt days. In 1930, the Galerie Sloden (fig.

93) on elegant Faubourg Saint-Honoré exhibited rttwae twenty oil paintings by the artist.

Thony also managed to create a portrait of Cardieah Verdier (fig. 94) for the exhibition. The

catholic Standestaat celebrated the cardinal’s tagiards the end of the exhibition as an

12243lle Namen, die wir brachten sind selbst sehrildeten mit Ausnahme sehr weniger Kunsthistoriker

vollkommen fremd.” Report to the Ministry of Eduicat.
123 josef Egger to Alfred Stix, January 22, 1937, 8937, Belvedere Archive, Vienna.
124 Matthias BoecklJean Egger, 1897-193&G6tzens: Kunstinitiative Tirol, 2000).
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important event. In general, the Austrian artistsi§) in Paris showed a much greater affinity for
French artistic movements than the ones that statyedme. Stix felt obligated to defend

himself against accusations that the exhibitionfaadred international over traditional Austrian
styles within the Austrian artistic community: ‘9he disregards the Parisian Austrians, who had
to be shown for tactical reasons, one can disqeznifscally Austrian traits, similar to those in
Austrian Gothic art, in works from Klimt to Boec&Ven if specific stylistic characteristics of the
period can be felt in both cases; but this is diefiynno stronger with modern artists than with

those of former times*®

Taken as a whole, the echo in the press was exiygrositive. However, there were some
doubts about whether the exhibition had definifglpven the existence of a specifically Austrian
artistic practice reaching back over a thousandsy&€2ccasionally, the exhibition was described
as being confusing and lacking in homogeneity, thatlart was a victim of geography and
history, incapable of really achieving independeli&omewhat condescendingly, comparisons
were made between “petit vin de pays” as opposéietérench “grands crus classé<s.The

final result was that the total number of visitorard therefore the propaganda and financial
success—failed to meet expectations. The organinsetdoped for thirty to fifty thousand
visitors but it was estimated that only twentywenty-five thousand actually came. Many

explanations were put forward for this: the unexpe@rolongation of the previous Catalan art

125 4wenn man von den 6sterreichischen Parisern abslEhaus taktischen Griinden gebracht werden ensso
ist von Klimt bis Bockl das spezifisch Osterreiciiise mindestens so stark zu spiiren wie bei deiGoskern wenn
auch gewisse verbindende Merkmale des Zeitstilswiie dort zu bemerken sind, gewiss aber bei deddvizen
nicht starker als bei den Alten.” Report to the Mgiiry of Education, September 7, 1937, AVA, Untehntj V2,
Fasz. 15, 2960, Gz 27.273/6a, Austrian State A;hienna.

126 «Mmanifestation assez confuse et sans grande uBité; sent un pays profondément artiste, certeseretible &
toutes les formes de la beauté, mais victime, drenead’art de sa géographie et des son histsioapable
d’atteindre a une réelle indépendance, balloté sasse entre un courant venu d’ltalie et un couranti
d’Allemagne.” Lucie Mazauric, “L’art autrichien geu de Paume e vendrediMay 7, 1937.

127 George Besson, “Art autrichiertfumanité May 8, 1937.
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exhibition, roadwork in the immediate vicinity d¢fe Jeu de Paume, an exceptional heat wave,
and, above all, the competition with the Paris \WsrFair, which was attracting crowds of
visitors at the same time. In any case, the orgasidid not consider that the disappointing
outcome was a result of the lower quality of Auwstrartistic production but, rather, was caused
by the inadequate communications between the utistiis involved: “Austrian art is unknown
internationally and therefore has no esteem. Thoagsonly improve; and they will improve.
The exhibition definitely made a contribution buisi only the first step. It is now necessary for

our own museums to begin collecting fervently amrdskrious research to be undertakéf.”

While Commissioner Stix perceived “a certain apatmong circles on the left,” the attacks
from the right were actually becoming stronger.réicfrom Nazi Germany stated that “one
would have much preferred not to have seen thefliosr at all. Can anybody still think it is
worth looking at Impressionists and Expressiortistiy?™2° A few weeks after thExhibition

of Austrian Artclosed its doors in Paris, tbegenerate Art Exhibitionpened in Munich. Many
of the private collectors who had lent exhibitsttoe Paris show as a result of appeals to their
“patriotic feelings” found themselves persecuted axpropriated only a few months later. For
example, almost all of the works by Klimt were pd®d by Ferdinand Bloch-Bauer and Serena
Lederer, those by Schiele were lent by Lederertgndirenstein’s Neue Galerie. Today, the

exhibition catalogue reads like a list of ownerd abjects that were soon to become the victims

128«Die psterreichische Kunst ist international unéeht und daher auch mit keinerlei Wertung behafias kann
erst allméahlich besser werden und es wird bessetame Dazu hat die Ausstellung sicher beigetragdogh nur als
erster Schritt. Notwendig ist eifriges Sammelnirseren eigenen Museen und ernste Forscherarbejidrito the
Ministry of Education, September 7, 1937, AVA, Umieht, V2, Fasz. 15, 2960, Gz 27.273/6a, AustGamte
Archive, Vienna.

1294pDas, was in diesem ersten Stock gezeigt wird,hit@man (iberhaupt lieber nicht gesehen haben, enigen
kunstgewerblichen Arbeiten abgesehen. Wer findeteneoch die Malarbeiten der Impressionisten und
Expressionisten sehenswert.” “Pariser Frihliigg5ener Nationalzeitunilay 23, 1937.
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of art looting in Austria. And, a few years latdre Jeu de Paume would turn into the central

collecting and distribution point for cultural assexpropriated by the Nazis in occupied France.
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Conclusion

Today, searching for French modern art in Austmarseums is nearly as frustrating as
searching for Austrian modern art in French muse@nsboth sides only an insignificant
number of works imported from the other countryeesd their permanent collections. However,
the transnational circulation of symbolic goodsingthe investigated period was much more
dynamic and productive than this sobering fact sstgy As has been shown in this dissertation,
networks of private and government agencies organznumber of important exhibitions to
promote local artists abroad and to stimulate ttemeption on the international art market. In
regard to France and Austria, the power structre wbalanced nevertheless. While Paris
managed to establish itself as the center of théemmoart market with exports on a large scale to
several capitals on the globe, Vienna faced tremesdifficulties in its attempt to become a
major player in the European art world and to miogen the periphery closer to the Western

center.

For a few years, between the military defeat agd&nsssia in 1866 and the 1873 World
Exposition, a breathtaking economic developmeriifijed hopes of the liberal bourgeoisie for
Vienna to become the leading art center in the @argpeaking world. Viennese dealers were
stunned by the enormous demand for pictures exagéxji far local production. As new
research suggests, the origin of Vienna’s lastimgge as “the world capital of music” emerged
during the same periddnscriptions of this self-image in the city’s fibare noticeable from

the late 1860s onwards. They manifest themselvespiresentative buildings for music such as

! Martina NuBbaumeMusikstadt Wien: Die Konstruktion eines Imagseiburg: Rombach, 2007); Lutz Musner,
Der Geschmack von Wien: Kultur und Habitus eined8tFrankfurt a. M.: Campus, 2009).
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Hofoper (Court Opera), Musikverein (Music Societg@nzerthaus (Concert House), in a series
of monuments for composers on the RingstralRe (Schubeethoven, Mozart, etc.), but also in a
temporal event like theternationale Ausstellung fir Musik- und Theateser®International
Exhibition for Music and Theatgn the Prater 1892. During the long economic dsgion that
followed theGriunderzeitcrash of 1873, complaints about the bourgeois @@ music and

theater at the expense of the visual arts wereiéeity voiced.

Although Austrian artists continuously complaindxbat insufficient government support,
Ludwig Hevesi called the reign of Franz-Josephhig11903 book oAustrian Art of the
Nineteenth-Centurfour Louis-Quatorze-era’—a period in which artdteshed due its use as a
vehicle for shaping the identity of the state. Thiéc recognized a profound revolution towards
the modern. Yet, the “dawn of a new style irragigtonto the tower of Saint Stephens cathedral,”
he noted, “did not come from the east but fromviest this time.® While the Vienna Secession
intensified imports of French modern art and evieyex a crucial role in the canonization of
Impressionism, there was no institutional supparttie implementation of Austrian modern art
on the Parisian market. Even the Miethke gallengnda’s Durand-Ruel, as it was called,
functioned solely as a one-way street. A poweréllegy-system comparable to the one
established in Paris during the second half ohiheteenth century never developed in Vienna
where private patronage and artists associationsne@d to play a much more significant role.
In 1889 Hevesi remarked that “Paris only recognaes thinks highly of a single artist from

Vienna and one from BerlilPettenkoferandMenzej all the others play no role at all on the

2“Und heute sehen wir, daR die ebenso griindlicheviilmung zum Modernen auch Oesterreich ergriffendiat
Morgenréte eines neuen Stils, diesmal nicht vore@stondern von Westen her, bestrahlt den Stefamstu
Ludwig HevesiOsterreichische Kunst im 19. Jahrhundert, vol. 88-1900(Leipzig: Seemann, 1903), 115.
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market.” In the early decades of the twentieth centuryansingle Austrian painter enjoyed this

privilege.

In the course of this study, it became increasiotggpr that the role of Vienna in the Western art
world would be best examined in relation to bothid?and Berlin. Not only was Austrian art
usually compared to that of France and Germanyagmmnternational competitions such as the
Universal Expositions, but many French modernistkee@eached Vienna in a roundabout way
via Berlin. Paul Cassirer who controlled the Gernraarket for Durand-Ruel’s Impressionists
even tried to prevent a direct axis between Pags\denna. And after the collapse of the
Habsburg Empire, the French government intensifgedultural connections to Austria in a
strategic attempt to keep Germany and Austria aphts, although it is beyond the scope of
this dissertation, a lot could be gained by delbaly broadening the topic to cultural transfers

within the triangle Paris—Berlin—Vienrfa.

A profound study of transnational market dynamicsila also need to rely a little less on
exhibition reviews. While it can be argued thatibilons are the most important spaces of
cultural transfers because—as has been notedlgsasdi893—"young artists gain first-hand

information in exhibitions” rather than in acadesfiéatricia Mainardi’s warning about the

3 “Ueberhaupt kennt und schétzt Paris nur einerigénzWiener und einen einzigen Berliner MaRettenkofen
undMenze] alle anderen sind nicht marktfahig.” Ludwig HeilyéBettenkofen,Pester LloydMarch 23, 1889.

* A case for triangular cultural transfers has beeale in Katia Dmitrieva, Michel Espagne, efisansferts
culturels triangulaires France-Allemagne-Rus@aris: Editions de la Maison des sciences deriine, 1996).

® “Es sind nur die Kraftvollen unter den Kiinstletienen jetzt, in der Situation von heute, die Enzighzufallt; sie
treten nicht in den Akademien, sondern nur in desstellungen den Eleven nahe. Und so hat sich ddsitnis zu
Ungunsten der Akademien verschoben: der junge Kairstnt erster Hand auf den Ausstellungen.” Harma
Helferich, “KunstakademienDie Zukunft5 (1893), 220. Quoted in Rotraud SchleinRichard Muther—ein
provokativer Kunstschriftsteller zur Zeit der MUeder SecessiofHildesheim: Olms, 1993), 169. On the role of
exhibitions for the modern artist see also: OskaisBhmannAusstellungkiinstler: Kult und Karriere im modernen
KunstsysteniCologne: DuMont, 1997).
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danger of studying critical reception has to bestageriously. Indeed, one can find and prove
almost anything, if such accounts are used to stppareconceived thesifatterns of the art
market must emerge from a large mass of facts. itvgpgort documents, dealer stock books,
auction results, etc. transcribed into a reseaatalbédse should serve as basis of the analysis.
Krzysztof Pomian once wrote—and it still holds &t market studies done within the discipline
of art history today—that “the gaze of the historjavas directed] towards extraordinary events
[...] historians resembled collectors: both gatheyely rare and curious objects, disregarding
whatever looked banal, everyday, normal [...] Histes an idiographic discipline, having as

its object that which does not repeat itséft understand the business of art, the reseactis fo
needs to shift from the exceptional event to evayyaractice. This dissertation, then, stands as a
“first draft” of a larger project, which will be toring the resources of our new era of electronic
information to bear on the European art markeheflate nineteenth and early twentieth century.
Yet such a project will only be manageable in antedfort and with significant financial

resources.

® patricia MainardiArt and Politics of the Second Empire: The UniveEepositions of 1855 and 18¢Rew
Haven: Yale Unversity Press, 1987), 2.

" Krzysztof Pomian, “L’histoire des structures,” iracques Le Goff, Roger Chartier, Jacques Revel|l ad
nouvelle histoirgParis: 1978), 115-16. Quoted in: Franco Mor&taphs, Maps, Trees: Abstract Models for
Literary History(London: Verso 2007), 3.
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