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PREFACE

Otto Wagner’s Moderne Architektur appeared in four editions between 1896 and 1914. His textual
changes to the second edition of 1898 were slight; in both the third and fourth
editions of 1902 and 1914 respectively, they were more extensive. In the fourth
edition Wagner also added two new chapters (see Appendix A) and gave the
book a new title, Die Baukunst unserer Zeit (Architecture of Our Time).

The decision to base the translation on the text of the 1902 edition suggested itself
from the beginning. The 1898 and 1914 editions were quickly eliminated: the first
because it varies little from the first edition of 1896; the second because by this
date the manifesto has lost its historical urgency and importance. The 1896 edi-
tion enjoys historical primacy, yet it is still in a stage of conceptual formation, and
is aimed principally at a Viennese student audience. The 1902 edition, by con-
trast, is expanded and mature in its theoretical formulation, reflecting Wagner’s
experience with the Secession and his growing professional reputation. With its
lavish layout of photographs and vignettes (see Appendix C), it is a polished,
complete polemical work intended for the international architectural community,
and precedes by a few months his designs for the church of St. Leopold Am
Steinhof and the Postal Savings Bank. The use of 'small brackets, calls attention
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to textual variations in the four editions, and at the same time allows the 1902
edition to be read as a composite study.

Wagner was meticulous in his editing of the later editions. Changes varied from
the addition or deletion of several pages of text to the most minor syntactic correc-
tions or preferences. The number of these corrections made it impossible to indi-
cate all textual emendations without seriously impairing the readability of the text,
therefore changes in meaning became the governing criterion. Thus, for example,
modifying “this century” in the 1896 edition to “nineteenth century” in the 1902
edition is not noted, whereas seemingly minor changes that depict a different aes-
thetic awareness are noted. For instance, in the 1898 edition Wagner deletes the
adjective from the phrase “Semper’s immortal design” (1896 edition), thus
chronicling Semper’s decline in popularity around 1900. Modifying the order of
“English, German, and French periodicals” (1896 and 1898 editions) to “Ger-
man, English, and French periodicals” (1902 edition) reflects the proliferation of
avant-garde journals i Germany and Austria during these years. Deletion of
Wagner’s references to the “Secession” in the same third edition indicates he is
already distancing himself from this movement. The addition of the term “folk
art” (Heimatkunst) in the 1914 edition reflects his animosity to this new popular
trend. Collectively, the four editions of Modern Architecture represent twenty
years of evolution in European theory.

I am indebted to many people for assistance in producing this book: Wolfgang
Herrmann, for accepting the arduous task of reviewing the translation and whose
numerous suggestions immeasurably enriched the final text; Eduard F. Sekler and
August Sarnitz for reviewing the introduction, and whose recommendations, both
on points of detail and logical structure, appreciably enhanced its value; and Joan
Ockman for her thorough editing of all the texts.

The Getty Center for the History of Art and the Humantties was indispensable to
the creation of this work. I owe a special debt of gratitude to the Center’s director,
Kurt W. Forster, who both suggested the project and energetically followed its
progress. I am also especially appreciative of Julia Bloomfield who with great
interest and skill guided the text through its design and production phases, and the

excellent assistance of the staff at the Getty Center, particularly that of Hadley
Soutter and Susan Malkoff.



1. Portrait of Otto Wagner (1841~-1918) by Gottlieb Kempf-Hartenkampf, 1896, 144 x 97 cm, pastels.
This portrait hung in the renovated billiard room of the Villa Wagner. © Verwertungsgesellschaft bildender
Kiinstler, Vienna 1988. Collection, Historisches Museumn der Stadt Wien.
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INTRODUCTION

HARRY FRANCIS MALLGRAVE

“HE TRULY BREEDS A NEW RACE OF ARCHITECTS”

Ludwig Hevesi (1901)1

Otto Wagner’s Modern Architecture is one of a handful of books in the literature of architecture whose
appearance not only created a sensation but also presaged a revolution. Part
textbook, part professional breviary, part polemical tract, it was published in
1896, and was the first modern writing to make a defimtive break with the past,
outlining an approach to design that has become synonymous with twentieth-cen-
tury practice. Historically, however, it may be more accurate to view the work as
the culmination of nineteenth-century efforts to create a new style. In any case its
author, a fifty-four-year-old architect and professor, was an unlikely revolutionary.
Like such predecessors as Leon Battista Alberti and Claude Perrault, Wagner
was gifted first by circumstance—the timing of his views—and second, more
importantly, by his artistic capacity to realize the promise of a radically new ethic.
When he stepped onto the battlefield of art, to use an analogy favored by him and
others of this period, the remains of two millennia of tradition lay scattered on the
ground. A youthful vanguard fervidly awaited a leader.

The intensity that gave rise to Modern Architecture can only be appreciated within
the context of the spirited architectural debate of the last two decades of the nine-
teenth century. One anonymous critic of Wagner’s book branded its author “an
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artistic experimentalist, a show-off addicted to originality, a worshiper of an
affected, brutal, Gallic architectural materialism.”2 As if this were not bad
enough, the recently exhibited student works of the Wagner school elicited an even
greater rage from this nearly hysterical individual: “What brutal license side-by-
side with fully conscious degeneration! What disgraceful concessions to an annoy-
ing originality and dilettantism! In this wild torrent here and there was a flash of
real talent, but no helmsman to steer, no master to take control! This tidal wave
gushing forth into the complete untold, unknown, untamed . . . . .

The last accusation was, of course, the rub. If Modern Architecture had been
simply the work of an architect in private practice, it most likely would not have
provoked such a stir, certainly not have prompted immediate denunciation. Yet
written by a newly appointed imperial professor of architecture at the conservative
Vienna Academy of Fine Arts—one of two pedagogues charged with overseeing
the educational program of every architecture student at the academy—the mani-
festo could be neither ignored nor retired to a bookshelf. Although it is likely that
the artistic and governmental officials responsible for naming Wagner in 1894 to
the former chair of Karl von Hasenauer anticipated some reform, it is doubtful
they envisioned it would be so swift and unyielding.? This quiet yet combative
practitioner of a “certain free Renaissance,” as he described himself, would, in
less than eighteen months at the academy, publicly disavow the most cherished
ideals of Vienna’s Ringstrasse era, those for which Austrian liberalism, as Carl
E. Schorske has noted, “built after 1860 its city on the hill, celebrating in stone its

victorious values of rational ethical Recht and refined aesthetic Kultur.”?

Critics outside of Vienna were likewise taken aback at how such a radical pro-
gram could be crafted by someone in such a prominent and influential position. In
reviewing the book for the Deutsche Bauzeitung, Karl Henrici expressed amaze-
ment at the assurance of this “qualified representative and apostle of a new the-
ory” and cautioned his colleagues *to histen very carefully,” if only to draw prop-
erly the lines of the pending conflict.® Henrici, a respected architect, city planner,
and one of Camillo Sitte’s most vocal supporters, not surprisingly opposed Wag-
ner’s infatuation with “big-city life” and technical achievements, the underlying
materialism of his “utility principle,” and, most emphatically, his suppression of
the “romantic” and the “painterly” —qualities Henrici felt were deeply rooted in
the German soul. Whereas Wagner commended the cosmopolitan spirit of the
time, Henrici aspired to a national art. When Wagner touted the virtues of



straight streets and the symmetry of the “academic plan,” Henrici smugly re-
torted, “we in Germany (except in Berlin) have begun the—rapidly progressing—
redemptive work necessary to free ourselves from the yoke of the T-square.””

Wagner's book, however, also had its exegesists among the critics. The most
thoughtful response was Richard Streiter’s impressive study of 1898,
“Architektonische Zeitfragen” (Contemporary Architectural Questions), which
carried the subtitle, “A Collection and Examination of Different Views with
Particular Regard to Professor Otto Wagner’s Modern Architecture.”’® Even by
the high literary standards of the age, Streiter’s 94-page analysis of Wagner’s
ideas (the first edition of Modern Architecture was only 101 pages) was somewhat
unusual, and signaled that a major event had taken place. Streiter’s decision to
review Wagner’s book within the conceptual panorama of nineteenth-century the-
ory no doubt added to its credibility and widened its dissemination. Streiter was a
lecturer, later a professor at the Munich Polytechnic School, and a promoter of
the new developments in Germany. In the mid-1890s he had made the transition
from professional practice (he had worked five and one-half years in the office of
Paul Wallot) to criticism and teaching by completing his doctoral thesis on Karl
Bétticher’s Die Tektonik der Hellenen.

What intrigued Streiter about Modern Architecture were the similarities he saw in
Wagner's “extremely progressive program” with what he believed to be the most
prominent new movement in German architecture—realism. The latter term had
enjoyed wide currency in nineteenth-century French lterature, where it was
applied to the novels of Gustave Flaubert and Emile Zola, and in French paint-
ing, where it became associated with the chromatic intensity and sentimental
austerity of Gustave Courbet and Jean Francois Millet, respectively. In French
architecture, it was used in the mid-1860s as a term of derision by detractors of
Eugeéne-Emmanuel Viollet-le-Duc, Louis-Auguste Boileau, and other propo-
nents of the use of iron.? In German architecture, its use in the 1890s was more
complex, varying in its meaning from an anti-academic and anti-romantic return to
the demands of modern life, to a vertsm or ideal striving for truth in art, or to a
functionalist acknowledgement of needs and technical demands, dispensing
thereby with such formal elements as gables, towers, mansards, oriels, and an
abundance of plastic decoration. Wagner himself used the term in Modern Archi-
tecture and in the preface to the first volume of his Sketches, Projects and Executed
Buildings, written in October 1889.10In the earlier work, he applauded realism’s
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APPENDIX A

and municipal administrations under all circumstances. GER
B It is impossible always to take into account only the economic interests of
the individual departments; it must also be said that the disposal of large
public funds imposes certain cultural obligations. The way to discharge these
properly will always be to consider the promotion of art. Against the objection
that such agencies are mostly concerned with utility, not luxury buildings,
stands the observation that the art of our time is far from regarding the inexo-
rable demands of practical life as hindrances, but actually derives from them
the strongest and most fruitful suggestions. It must therefore be stated here
with apodictic certainty that a true work of art need cost no more than a bad
work, that the former is an exemplary work and therefore benefits the people,
while the latter leads directly to the decline of art and therefore amounts to
an impairment of the public welfare. fic]e]

Editor’s Note
1. The chapter “The Promotion of Art” was added to the fourth edition (1914).
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THE CRITICISM OF ART"?

lisher for a fourth edition. It has repeatedly been translated in full or part into
almost every language. Certainly this gives convincing proof that the views
represented herein have found approval and acceptance. As with every inno-
vation, especially in the field of art, this acceptance needed time. It may
therefore be mentioned that the first critique of the book was nothing less
than appreciative and began with the sentence, “Out of a swamp a bubble has
risen.” BEE
8 Criticism of works of art and artistic views, especially for laymen, are
rather tricky matters, and all too often change over time into just the opposite
view. EEE
8 The period of transition from eclecticism to the recognition of an “art of our
time” drew in the beginning only deprecatory criticism of the latter from the
public, almost without exception. The reasons for this phenomenon have
been set forth at length in the previous chapter.? GEE
B As we have seen, correct criticism, which in architecture and possibly also
in sculpture needs to be based on projects, sketches, and models, therefore
prior to the start of construction, cannot come from the public, but only from

The present work, which has been out of print for years, was prompted by the wish of the pub-

149



150

APPENDIX A

persons who have a strong and well-developed feeling for art. As a rule, only
distinguished, active artists possess this competence. @eEE
8 In works of architecture especially, criticism plays an important role before
the work is built, since it is criticism that causes the work to come into being. @
8 The leading role in such criticism is assigned to the usually very incorrectly
informed, artistically incorrectly thinking, and artistically incorrectly feeling
layman. Joining forces with him to make such criticism more inauspicious is
the influence of the majority of inferior artists—mercenary artists and apos-
tates—with their excesses and false arguments concerning economic con-
ditions, patronage, politics, and religion, their totally incomprehensible def-
erence to artistic weakness, and finally their all too apparent intention of
wanting to shield the creative work from any preliminary criticism. These
conditions have almost destroyed the idealistic basis of artistic competitions
and have made it possible for us to produce works through competitions that,
if they were not built, would be tantamount to a promotion of art. EEGE
& It should once again be said that an official criticism of art cannot exist for
the reasons cited. Another fact that should be noted is that criticisms of works
of art are all too often in error, thereby dimming and obscuring correct criti-
cism. In the interest of art it should also be said in this chapter that these facts
tend to lead to a corruption of art, which can even degenerate into a battue
(the case of Klimt, etc.). ]|
8 In the long-standing struggle in art, it is satisfying to note a very slight
maturation of proper artistic feeling, and therefore also of public criticism,
Despite this maturation, there is today, to cite a striking example of a major
artistic event, namely the building of the Berlin Opera, a struggle between
artists and laymen that should be mentioned in particular, because in this
instance artists are definitely prepared to defend with all their power their
most sacred property—art. May the resolution favor the wishes of the artists,
to the benefit of the great German people, and may proper criticism become
the deciding factor before the work is built. BGE
& Criticism after the completion of the building scarcely has a purpose, and
artists refrain from it as much as possible so as not have the charge “profes-
sional jealousy” hurled at them. cl]r
8 The author of this book, whose wide experience cannot be denied, is con-
vinced that the views he represents with regard to architecture will outlive
him, and will even remain true so long as art exists. To lend further emphasis



to his conviction, he therefore feels justified in criticizing a few characteristic
buildings in Vienna by his contemporaries, so that future generations will
know how he and a number of other colleagues knowledgeable in art judged
these works. The following remarks should show what an enormous dif-
ference exists between the judgments of artists and laymen, and what a long
time is nearly always required to allow the judgments of laymen to ripen
properly. ERE
8 The buildings to be considered divide themselves into two main groups,
indeed in such a way that they fall into the periods 1860 to 1890, and 1890 to
the present. BEE
8 In assessing the works of the first period, it is to be noted that in the begin-
ning there took place almost everywhere a slow awakening from a deep artis-
tic slumber, and that, furthermore, in view of the great activity in monumen-
tal building caused by the expansion of the city, there were too few architects
among us to carry out the tasks. BEE
8 The architects of this period relied almost solely on style-architecture; that
is, each had, as it were, an appropriate style ready for each building type.
Their creations were proudly presented to the astonished public in the most
pleasant ways, so that everyone according to his own taste could choose from
the “hodgepodge” what seemed right to him, and could adapt his criticism to
the work on the spot with ease and “conviction.” BRGE
a To cite straight away a rather drastic example of the laymen’s judgment, 1
mention the Vienna Opera first and place particular emphasis on its date of
origin—1860. BEE
g That this building is not without mistakes and is unfavorably sited may be
conceded. Among its mistakes may be noted its perhaps insufficient splendor,
the somewhat mean spatial dimensions with the exception of the auditorium,
bringing forward the height of the stage to the main facade, and the excessive
use of old artistic forms (chateaux from the Loire). On the other hand, what is
not valued highly enough are the keen understanding of functional require-
ments (acoustics, optics, comfort, ventilation), the distinct tendency toward
creative work, and the thorough consideration of the construction and mate-
rials, evident throughout the building. These most valuable qualities are
quite apparent in the work even today, more than fifty years later, and they
therefore place the artists who created it in the first rank of their time. =zEG

g But the effect of contemporary criticism on these artists is seen clearly in

THE CRITICISM OF ART
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152 the fact that both men were driven to a voluntary death. The incipient eclec-
ticism of the time, which was actually the reason that the real creative spirit
was met with a complete lack of understanding, even by “artists,” contributed
to the negative criticism of the Vienna Opera. [EE
g The stylistic camps that had formed tolerated every kind of easily under-
stood copy, but no kind of new creation. BRE
8 It was a time in which the artistic feeling of the public and also the “artist”
culminated in unshakable postulates: churches and city halls could be built
only in Gothic, parliaments and museums only in Greek, apartment buildings
only in Renaissance style, etc. GRG
8 The City Hall above all and almost every church (therefore also the
Votivkirche) owe their origin to this fact. BEE
8 Regarding the City Hall, its criticism should first stress that it lacks every
creative impulse; that it has absolutely no natural relation to its administra-
tors, legislators, or visitors, to the cheerful and animated crowd of the festival
hall, or to our cultural achievements; and that the practical and artistic factor
all too often, and especially in the essentials, was sacrificed to a copied style-
architecture. The form of the festival hall, its entrance and decor, the lack of a
main entrance, and the placement of the tower clearly prove this fact. A strik-
ing lack of taste and inventive talent, incidentally, appears almost
everywhere. BEE
8 This building came about by way of a competition. Gottfried Semper, in
leaving the rocom in which the jury, of which he was a member, came to the
decision for a Gothic building, made the statement, “I would have to deny my
whole life if I were to give my vote to such a project.” GEE
B The fanatically positive criticism of the building at the time of its comple-
tion has been reinforced ever since by the fact that some kind of reference to
our “splendid City Hall” has been heard almost daily up to the present day—
naturally only among laymen. GEn
B It cannot be denied that another Gothic building, the Votivkirche, has
somewhat more taste. Its forms are altogether a compilation and imitation of
existing models. A few artistic judgments, even before it was built, pointed
out the inappropriate scale of the building, and for that reason called its con-
struction questionable. GRE
8 The criticism voiced by the public on it, and in part still voiced today, is
enthusiastic in praise. The fact that the work is “delicate” Gothic counts heav-



ily in this. Of 1,000 city residents, 999 can immediately recognize the style, a
fact that certainly pleases people and therefore favorably influences their
criticism; to this is added the easily understood quality of delicacy. The author
remembers seeing for years in a confectionery shop a model of the church
that aroused the admiration of the crowd, and reading laudatory newspaper
accounts of this “model.” GG
8 As with all the church building of this time, the designing architect gave no
consideration to functional and technical factors. This architect and other
church builders were completely indifferent, for example, to solving such
problems as these: Do all visitors to the church see the high altar and pulpit?
Is the church hygienic (its holy water fonts, spittoons)? How are its acoustics,
its light? Can it be kept clean? Are the structural members that span the
space the simplest and most economical? Do these construction methods cor-
respond to our cultural progress? Is it as maintenance-free as possible? Can
the church be heated, are the entrances convenient and secure? Are drafts
prevented as much as possible? And so on. GREE
8 Yet the public rejected the solution of such problems; it can even be said
that they abhorred every innovation and artistic impulse, and that the stan-
dard that they applied to the criticism of churches was what it had always
been: that the more a church resembled an old existing model, the better it
was. Even the simplest village church had to substantiate this view. This was
not even the viewpoint of eclecticism, but represented a purely waxworks-like
attitude that became the criterion. “Only no thinking, only no artistic feeling,
only no creative art”—thus resounded the crowd on the subject of architec-
ture. A wax-figure museum pleased them more than the sculpture gallery of
the Vatican. Obviously such things tend to influence criticism, and it is just as
obvious, unfortunately, that from such views similar kinds of commissions
and designs tend to arise, with the complete destruction of art as a concomi-
tant phenomenon. QEGE
5 It remains to be seen whether the Votivkirche today, forty years later, has
already reached its age limit and must be rebuilt because of its style and
construction. It is a fact that today the main entrances of the church have long
wooden protective roofs to protect those who enter from the crumbling stones.
5 The University Building by the same author also gives evidence of a cer-
tain artistic taste, yet again it is completely under the spell of eclecticism with
regard to its forms. These forms, especially those of the central pavilion, are

THE CRITICISM OF ART
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154 too small for the principal masses and visual distance. This building and its
opposite across the way, the Parliament, are incorrectly sited on the square,
the solution to which is again “adorned” with a so-called English garden that
with regard to aesthetics and traffic is totally inappropriate. GEE
g The Chemistry Laboratory is also by the same author. This building is
likewise rooted in tradition, yet its proportions and detailing are so happily
chosen that it can be described, relatively speaking, as one of the best of this
epoch. BGEE
g In the Parliament building, eclecticism revels in an orgy. Here again, the
main entrance, the approach and driveway, the acoustics, the structural
development, and the workmanship of the material, among many other
things, are sacrificed to eclecticism, therefore to style-architecture. The
proportions of the individual architectural forms are too small for the size and
visual distance; the piling-up of motifs, which should produce the most in-
tense effect on our senses, is certainly wrong (eight quadrigae on one
building). BEG
8 Artistically more pleasing are the Museum buildings (I refer again only to
the exterior). Although still strongly rooted in tradition, attempts at sponta-
neous artistic creation are noticeable. What cannot be praised highly enough
from a critical standpoint is the grand idea of a unified arrangement of the
square, which, after the removal of the Burgtor, the completion of the Hof-
burg, and the necessary enclosure of the remaining sides of the square with its
three exceedingly well-proportioned monuments, could develop into one of
the most beautiful squares in the world. Unfortunately, here too attempts are
now being made to destroy forever the very powerful and refined artistic
image, which would have fully represented our genius loci. BEE
8 The monumental buildings of the first period naturally have been super-
seded by our changed aesthetic views, our new achievements, the desire for a
better and more extensive compliance with the purpose and the materials
available, as well as by a constructive regard for the length of time of produc-
tion, yet even as they were being built many voices could already be heard
calling attention to these conditions. BEE
g One example of the construction time considered acceptable at that time is
the Burgtheater, which during its fifteen-year period of construction
underwent major changes; to this was added soon after its completion an

extensive reconstruction of the auditorium. QEE



g Although Semper’s ideas essentially influenced the main layout of the
work, it has since become apparent, for example, that the segmentally shaped
foyer, as much as it meets the technical needs of traffic, will always be an
aesthetic disappointment. The two staircases of this building are not well
proportioned and are unconnected with the lobby and the foyer. GEG
8 It is not without interest to note here that the artistic nadir of this epoch is
very apparent not only in its eclecticism, but also in the documented fact that
in this period a thorough grasp of the purpose, which is surely the starting
point for an “architecture of our time,” was altogether ignored; monumental
buildings were created that shortly thereafter turned out to be impractical.
Even the artists of this period were not in a position to decide the building
programs of their own institutional buildings (Academy of Fine Arts, Palazzo
Spade, etc.), which after just a short time proved to be completely inap-
propriate. GEE
0 Between the first and second periods discussed here there was a lull in the
construction of monumental buildings, which seems to have been caused in
part by economic conditions, in part because the feeling for state representa-
tion was almost dead. BEE
8 After what has been said, the critical standard for discussing buildings of
the second period must be stricter, because by this time the general views
were already showing a certain maturity, even felt among laymen, and the
call for liberation from eclecticism had everywhere become loud. GEE
8 With respect to the buildings of the second period, I am sorry to say that
almost all are very sad examples of our artistic power, a fact that must seem all
the more odd since during this time our fatherland has had at its disposal a
number of excellent architects. BEO
g Of the buildings of the second period, let us first discuss the War Ministry.
The selection of the site, the unresolved main axes, the disposition of the floor
plan, the lack of any artistic feeling, the use of very inappropriate forms, a
tastelessness only too distinctly apparent, and the very incorrectly applied
and brutal detailing have aroused almost universal critical disapproval. It
should be noted, therefore, that the public rather quickly reached a correct
final judgment. Unfortunately, this judgment emerged only after the build-
ing’s completion and not prior to construction. EEE
g Another artistic nadir becomes apparent with the building of the Academy

of Music, which was christened by the public as a musical “beer hall” in con-
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sideration of the birthplace of its style. The building of the Antoniuskirche is
also afflicted by a remarkable tastelessness, and in a still more drastic way so
is that of the Technical Museum. The latter, with its totally incorrect place-
ment on the site, with its structure (columns) often bordering on the comical,
and with its masquerade-like exterior, is almost a prototype for how such a
building should not be built. OEE
8 Unfortunately there are still other prospective buildings that will join these
monumental “building-disasters.” Taking into account the political conditions
which are very detrimental to our art, it cannot be surprising that all criticism
of the artistic activities of this period is most unfavorable and that an im-
provement of artistic conditions can scarcely be expected in the near future.
g The lay artistic judgment that aids the construction of this or that prospec-
tive building has worked and still works toward the destruction of art. GEE
8 That these conditions have led to prominent artists fleeing their fatherland
and to a tragic waste of first-rate talent should be emphatically pointed out in
a criticism of the art of this period. EEG
8 The unfavorable criticism of a few of our monumental buildings discussed
here fully corresponds with the convictions of the author and, as it rightly
may be said, all prominent contemporary artists. It is tempered only by the
encouraging fact that occasionally a small work of art, or more rarely a good
monumental building appears, and by the fact that the success of our applied
art elevates criticism to the highest appreciation—a fact owed to the talented
individuals who are professionally engaged in it. Because of this, it may again
be said that the whole art world concedes that our applied art today is of the
first rank. QEE
8 There can be no doubt that the ultimate criticism of works of art falls to the
public and, as was emphasized at the start, this abiding ultimate criticism
needs time to mature properly. REG
B If criticism deals not with the work of art itself but with the quality of the
artist, mistakes will invariably be made because the popularity or unpopu-
larity of the artist plays a large role in it, and the artist’s contemporaries only
too gladly stress personal matters. GEGE
o In most cases time is too short to assess correctly the qualities of the artist,
and thus it happens that one or the other artist is exalted to the disadvantage
of his contemporaries. c]clx]
0 We are not lacking dramatic examples of this either. Thus every true artist



will today correctly maintain that Joseph M. Olbrich, Gottfried Semper,
Heinrich Ferstel, and others were artistically a step above Friedrich Schmidt.
The incorrect criticism of their contemporaries, however, was successful in
erecting a monument to the last, while the first-named artists (listed in order
of quality) have gone empty-handed up till now. EEE
g Let us hope that future generations will take action here also and correct
the incorrect criticism. EEE

Editor’s Notes
1. The chapter “The Criticism of Art” was added to the fourth edition (1914).
2. “The Promotion of Art,” p. 143.
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INAUGURAL ADDRESS TO THE ACADEMY OF FINE ARTS!

Perhaps you have heard from hearsay or have your own view that I am the representative of a
certain practical trend. My explanation may seem to you rather prosaic at
first, or suggest ideas that you associate with a kind of decline of the school or
the dampening of your youthful ideals, but this is not the case. If you will
follow my train of thought, I believe I can in a few words prove the contrary to
be true. BEE
8 The exteriors of almost all modern buildings, whether they are more or less
happily arranged, attempt to be as accurate copies of stylistic trends as pos-
sible. Such good copies of styles, to which as a rule much is sacrificed, are
then considered stylistically pure and usually provide the standard of value
according to which an architectural work is judged. Certain architectural
styles are granted a monopoly for certain purposes, and the public, and un-
fortunately many artists too, go along with this opinion. The matter has even
gone so far that architectural styles almost change like fashions, and works of
art are intentionally made “old” in order to give them the appearance of
dating from past centuries. Form and style are truly abused in this way, and if
the matter were not much too sad it could be looked upon as a kind of archi-
tectural comedy. That this cannot possibly be the right approach scarcely 159
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needs further proof. c]clr
8 In contrast to this, let us look at the works of art of past centuries. From
antiquity to the Renaissance—even to the “Empire” of our century—the work
has always been a reflection of its time. Tlelx]
8 And precisely herein lies the secret. Art and artists should and must repre-
sent their time. The salvation of the future cannot lie in racing through every
stylistic trend, as has happened in the last decades. With skill and taste we
can no doubt use and improve all forms handed down to us, whether they are
simple supports, towers, or crowns, or have to do with surface treatment. Yet
the starting point of every artistic creation must be the need, ability, means,
and achievements of our time. clc]c]
8 Artis sola domina necessitas (Art knows only one master—the need).2 ©n
8 Thus, when you are about to solve a task, always ask yourself this: how will
this solution relate to modern man, to the assignment, to the genius loci, the
climatic conditions, the materials at hand, and the financial means? Only thus
can you hope to elicit true appreciation, and only then will the works of archi-
tecture that today are met for the most part with incomprehension or a cer-
tain tentativeness become generally understandable, original, and even
popular. BRE
8 Our living conditions and methods of construction must be fully and com-
pletely expressed if architecture is not to be reduced to a caricature. The
realism of our time must pervade the developing work of art. It will not harm
it, nor will any decline of art ensue as a consequence of it; rather it will
breathe a new and pulsating life into forms, and in time conquer new fields
that today are still devoid of art—for example, that of engineering. Only thus
can we speak of a real improvement in art. I would even maintain that we
must force ourselves in this way to reach a characteristic style representative
of us. GEE
8 You see therefore that I, in proceeding from such principles, do not preach
anything like giving up your ideal goals, but, on the contrary, consider it my
task to train you to become children of our time, among whom I also count
myself. efe]e
81 There you have, as it were, my credo. g]e]x]
g In turning to the school itself, I wish to say that I am inspired with the
desire to teach you something, and am convinced that you too are imbued
with a devout enthusiasm for your vocation. Unfortunately, the end of our



century tends to require a quick and early way of making a living, and this
very fact contrasts sharply with the time needed to educate an architect. Thus
after your academic studies you must still spend several years in an atelier,
and must educate yourselves further through travel before you can confront
on your own the solution of problems. BEE
8 Our path of life is troublesome and full of thorns, but it is also the most
beautiful. Someone before me has said that the architect with his happy com-
bination of idealism and realism is the crowning glory of modern man, but I
add that his creative and productive nature must elevate him far above the
level of the ordinary. EEE
8 Two things must be innate to you: taste and imagination. Assiduous study
and experience must join these faculties if you are to develop into the ar-
chitects that the present time demands. To achieve this goal my efforts will
not be lacking, but I ask you not to think that I am capable of making each of
you an architect. It takes a natural ability, the mastery of preliminary studies,
a strong will, a certain independence, and the experience of a lifetime for the
sown seed to mature into fruit. ie]c]
B Contrary to the view of my immediate predecessors, I am of the opinion
that only a few truly talented architects should have the benefit of the training
at this school. Architectural hermaphrodites simply cannot be expected to
nurture much of a burning desire for architecture. As a teacher, I also have
the duty to show everyone the right path, and I hope in this way to reduce in
our profession, at least somewhat, the number of dreary types who have mis-
spent their lives. Therefore, do not judge me too harshly when I make a rather
meticulous selection among the students presented to me. Rest assured that I
am acting solely in the interest of the school, the profession, and art. BEE
8 And thus let us begin our task in God’s name. BGEE
8 According to our university regulations, three years are specified for stu-
dents of architecture. For the present I too shall abide by this requirement,
and have prepared in this regard the following program. EEE
8 To first-year students I shall assign the problem of solving that which will
probably be the first task they will face when they enter into professional life,
namely, a simple Viennese apartment house. I intend by this to make you
rather proficient, first and foremost, in construction and the understanding of
needs. If, as is most likely, enough time is left, you can then proceed to the
solution of the “individual dwelling,” since our traffic planning will push this
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question to the fore, and we can certainly anticipate a corresponding up-
heaval in our style of living. BEE
8 To second-year students I recommend the design of a public building, with
all its complicated interior planning and characteristic exterior organization. 1
propose that you base it on the future Trade Ministry, the program for which I
am in a position to provide. GRA
8 To third-year students I recommend solving a problem that you will prob-
ably never face in life, but whose design will help to fan the divine spark of
imagination, the bright flame that should glow within you. At the Ecole des
Beaux-Arts in Paris students annually try their hand at such exotic problems
as a kind of training of the imagination for the budding art student. GGE
o I can tell you from my own experience that I have on several occasions
concerned myself with this type of problem and that the result has always
been very useful. I might add that I think it is appropriate to discuss the
project with those gentlemen who would dare to tackle such problems, and
that I will leave it up to them to chose that vision that best corresponds to
their natural talent. I also think it is appropriate that these students arrive at
the choice through quick sketches, since even the program itself should be a
work of their imagination. GEGE
8 This is what I wished to say, and now I ask you to take my words into
account. GEC

Editor’s and Translator’s Notes
1. Otto Wagner delivered his inaugural address on 15 October 1894. It was first pub-
lished in Deutsche Bauzeitung, vol. XXXII, 27 October 1894.
2. Wagner’s own rendering from the Latin. He actually rephrases a line from Gottfried
Semper’s Vorldufige Bemerkungen iiber bemalte Architektur und Plastik bei den
Alten (Altona, 1834).
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OTTO WAGNER, MODERNE ARCHITEKTUR
Four editions: 1896, 1898, 1902, and 1914.

The design of each of the four editions varies. The third edition (1902), translated here, is a particularly
beautifully crafted bock. In addition to one column of text, each page carries a black and
white photograph of a work by Ottc Wagner—a building, an object, or a piece of fur-
niture—and is accompanied by a pair of decorative motifs printed in a tan color. The

layout of each page is consistent throughout the book.

The following spreads include two facsimile pages (pp. 164—165) and a selection of the
combinations of photographs and decorative motifs (pp. 166—177).



IE KUNST IST, WIE SCHON

DAS WORT ANDEUTET,

EIN KONNEN, SIE IST EINE

FAHIGKEIT, WELCHE, VON
WENIGEN AUSERWAHLTEN ZUR
VOLLENDUNG ERHOBEN, DER
SCHONHEIT SINNLICHEN AUS-
DRUCK VERLEIHT. aEQ
g WIRD DIESER AUSDRUCK DURCH
DAS AUGE WAHRGENOMMEN, SO
ENTSPRICHT DIESE FAHIGKEIT DEM
BEGRIFFE ,BILDENDE KUNST”. @
g VON DEN BILDENDEN KUNSTEN
HABEN MALEREI UND BILDNEREI
IHRE VORBILDER STETS IN DER
NATUR, WAHREND DIE BAUKUNST
DIE MENSCHLICHE SCHAFFENS-
KRAFT DIREKT ZUR BASIS HAT
UND ES VERSTEHT, DAS VERAR-
BEITETE ALS VOLLIG NEUGESTAL-
TETES ZU BIETEN. AEA



8 DER URKEIM DIESER NEUSCHOP-
FUNG HAT SEINEN FRUCHTTREI-
BENDEN BODEN IM MENSCHEN-
LEBEN; DIESEM ENTSPRIESZT DIE
AUFGABE, WELCHE DIE KUNST
DURCH DIE KUNSTLER ZU LOSEN
HAT. aEQ
g DIESE AUFGABE, DIE BEDURF-
NISSE DER MENSCHHEIT RICHTIG
ZU ERKENNEN, IST DIE ERSTE
GRUNDBEDINGUNG DES ERFOLG-
REICHEN SCHAFFENS DES ARCHI-
TEKTEN. cfclc]

er Beginn jedes baukiinstlerischen
D Schaffens ist die Komposition. 3 @

B Ein Rezept fiir eine baukiinstle-
rische Komposition gibt es bekanntlich
nicht; in Erwidgung des bisher Gesagten
mag jedoch Nachstehendes als Ausgangs-
punkt einer Komposition gelten. chciic]
8 Ein guter, grofier Gedanke ist noch,
bevor der Stift in Tatigkeit tritt, zu fassen
und reiflich zu erwégen. Ob sich derselbe
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The bibliography has been divided into three sections: the first constitutes Wagner’s writings,
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Otto Wagner Archiv, Akademie der Bildenden Kiinste Wien

Déblergasse 4, 1070 Vienna

(The new Wagner Archives is housed in his last residence on Déblergasse.)
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OTTO WAGNER, 184’1—1918
BIOGRAPHIC DATA

The few details known of Otto Wagner’s personal life shed some light on his artistic
development. Having lost his father at the age of five, Wagner was raised by his mother,
described by several biographers as a forceful and stern disciplinarian who left an indelible
impression on his life. For his preparatory schooling, Wagner claimed to have attended the
prestigious Akademisches Gymnasium in Vienna and the Benedictine Stiftsgymnasium at
Kremsmiinster, but these facts have recently been challenged. A boyhood friendship with
the architect Theophil von Hansen may have steered his interests into architecture. His
attendance at the architectural academies in Berlin and Vienna were the requisite steps for
anyone aspiring to the upper echelons of the profession.

Wagner’s first marriage to Josefine Domhart was anything but a happy one. It ended in
divorce in 1880 with a daughter Susanne, and two illegitimate sons born to Sophie von
Paupie, neither of whom Wagner adopted. However, the immediate cause of the mar-
riage’s dissolution was Wagner’s intense affair with his daughter’s young governess, Lou-
ise Stiffel. Wagner married her in Budapest in 1884, and again in Vienna in 1889; they
remained inseparable until her death.

Wagner’s relationship with Stiffel, and his mother’s death in 1880 may have brought
about the turning point of his artistic career. His designs during the 1880s, beginning with
the “Artibus” project, disclose a new ambition and concern for international fame. His
burgeoning artistic reputation culminated with his appointment to the chair at the Vienna

Academy in 1894. By this date, Wagner had well established himself as one of the

leading and most influential architects in Austria and Germany.

Wagner’s executed works in 1894 consisted of a synagogue in Budapest, two banks, and
numerous apartment buildings in Vienna, and his first designs for the many stations and
bridges of Vienna's municipal rail system (Stadtbahn). He had participated in several
international competitions with some success, and his renderings and sketches for
uncommissioned projects had been exhibited and applauded in Berlin and Munich. Yet



the monumental commissions that generally would have followed such a promotion as his
academic appointment never materialized. The radically modern program that he mtro-
duced at the Academy, together with his resignation from the Kiinstlerhaus a few years
later, fomented a schism or professional disaffection that erupted after 1900 into a rather
brutal artistic war. Aligned with the Secession, and with Gustav Klimt in the dispute over
the latter’s ceiling paintings at the University of Vienna, Wagner also began to encounter
bitter opposition to his own designs during these years. His inabilility between 1900 and
1912 to realize the building of any of his schemes for the city’s new historical museum
effectively ended his public career and credibility as an architect in Vienna. Increasingly
alienated, he withdrew to Louise for solace; after her death in 1915 he retreated into a
private artistic world. Wagner died in 1918 in virtual isolation.

H.F.M.
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