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the fact that Sztuka artists could not be contained by the designation unsere
Polen was readily apparent.®® The Sztuka show emphatically demonstrated
that Polish artists did not see themselves as Austrians. Alone or as a group,
at the Secession or at other foreign venues, they were first and foremost
Poles. After gaining international recognition as a distinct national group,
they could no longer be satisfied with the status of an Austrian ethnic
minority.

The 1904 Louisiana Purchase Exposition in St. Louis afforded a unique
opportunity to further assert Polish art’s unique identity and indepen-
dence. It also revealed the extent to which Polish artists’ priorities differed
from those of the Secession’s leadership. By 1904, the Secession’s national
agenda was to a large extent replaced by a purely aesthetic one. The Seces-
sion’s leaders’ commitment to the pluralistic ideal of Austrian art had given
way to an overarching concern for unity of vision. The Secession’s plan
for the Austrian art section at the St. Louis World’s Fair, submitted to the
Austrian government by the organization’s two leaders, Josef Hoffmann
and Gustav Klimt, reflected this shift in priorities. The pluralism and inclu-
siveness were superceded by an overriding concern for stylistic cohesion
and unity of design. Conceived in the spirit of a Gesamtkuntswerk, the
Austrian art exhibit was to include works by only five Secessionists.?” Six
paintings by Gustav Klimt were to be accompanied by a few sculptures and
decorative objects by four other members.*’ R ecognizing this shift in pri-
orities, the Austrian Ministry of Culture rejected the Secession’s proposal
on the grounds that it was not representative enough. Refusing to alter its
plan, the Secession officially withdrew from participation.*' The Polish
artists, however, embraced this opportunity to bring their art to a truly
international audience. Polish Secessionists Axentowicz, Falat, Mehoffer,
Stanistawski, Wyczotkowski, and Wyspianski, together with twenty-two
other artists (Krakow members of Sztuka and invited guests), ignored the
Secession’s boycott of the exposition and organized a show of Polish art
at the Austrian Government Pavilion.**

Faced with the Secession’s withdrawal, the government turned to
other Austrian artists’ associations to organize the exhibition. Due to the

late arrival of the works, the exhibit was not allotted sufficient space in

ART, CULTURE, AND NATIONAL IDENTITY IN FIN-DE-SIECLE EUROPE






LOUSIANA PURCLASE  EXPONTION 57 LOUS mox.
AUSTRIAN QOVIRMENT Paviuon.

i i St

— e — A —

10. Plan of the Austrian Government Pavilion at the Louisiana Purchase Exposition in

St. Louis, 1904. Courtesy of Missouri Historical Society Library, St. Louis.

recognition of distinguished Service in connection with various national
sections of the Department of Art.”#® This international acclaim allevi-
ated any doubts Sztuka artists may have had concerning their readiness
to enter the international art scene. As a result, over the next few years
they expanded their activities beyond the borders of Austria, organizing
shows in Germany, England, Italy, and Belgium.*” They also organized
exhibitions in Vienna, but their commitment to the Secession was no
longer exclusive. Of the three major Sztuka shows that took place in the
city before the World War I, only one, organized in March of 1906, was
held at the Secession.** The other two, both organized in 1908, took place
at the rival Hagenbund, the organization familiar to the Polish artists from
St. Louis. The first one, which opened in February, represented the most
comprehensive show of Polish modern art abroad to date. The entire
Hagenbund building was placed at the disposal of the Sztuka artists, who
displayed there 358 works, including paintings, sculptures, prints, drawings,
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