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PREFACE
Klaus Gallwitz

In 1977 the Western part of Berlin witnessed the
exhibidon Tendenzen der ZWﬂnziger Fabre (Tendencies of
the 1920s). In the divided city, the Neue Nationalgalerie,
the Orangerie of Schloss Charlottenburg and the
Akademie der Kiinste housed the work of the avant-
garde of one of the great decades of European art.

That was in the middle of the Cold War, and the
exhibition, the fifteenth organized by the Council of
Europe, was inaccessible to people beyond the Wall: a
view of ‘Modernism Undivided’ without Eastern
participation. The exhibition Westkunst, shown in
Cologne in 1981, was a statement of this political and
artistic reality: the postwar aesthetic was defined in
Atlantic terms.

And so there has been no sequel to that exhibition
in Berlin. The 1930s, the age of totalitarianism and war,
have been tabooed, disregarded, or else looked at only
from specialized aspects. After all, who was in a
position to be unbiased? Memories in postwar Europe
differed too widely; the ideological pressures of the
present were too strong. The title of our exhibition,
Avt and Power, is a deliberate reference to this
continuing dilemma.

In 1930 José Ortega y Gasset gave this diagnosis:
‘For good or ill, the decisive factor that governs public
life in Europe at present is the rise of the masses to full
social power.” This was our starting point. Early in
1988, in discussions within a small group of museum
colleagues at the Coum:ll of Europe in Strasbourg, the
“concept took bhape it was, that of art in Furope
berween the Great Depression-ands the Powdam». &
Coni'erence between dictatorship andsfreedom:*

London commended itself to us as the setting for
the exhibition. Great Britain had held out against
Fascism, and during the Second World War the chimes
of Big Ben in Westminster reached us from the BBC.
This was the voice of freedom; anyone in our countries
who listened to it, or passed it on, was risking his or her
life. In itself, this made the island capital seem the
appropriate setting for this contradictory, conflict-laden
chapter in the history of art.

We were not disappointed in the response. Our
colleagues at the Hayward Gallery took up the
suggestion and made the project their own. The results
of intensive researches on an internatonal scale are

now before us; and the opening of the Eastern borders
has lent the project an unexpected impulse and a new
motvation. .

In the exhibition, architecture and film are given-the
prominence that their h1stor1cal importance demands —
as against the controversial position of painting and....
sculpture in the service of totalitarian ideologies, which
is.also represented here. The British capital itself turns
out to have been a f)artjcular focus for Continental
contradictions. Almost in the very style of his
adversaries — and as a scornful indictment of them —
Oskar Kokoschka (who later moved to London) painted
himself in 1937 as a ‘Degenerate Artist’. Here, too,
Salvador Dali was introduced to the refugee Sigmund
Freud by the writer Stefan Zweig. Dali, who did not
hide his admiration for the movement of the soft flesh
of Hitler’s back packed tightly into his uniform,
sketched, in a state of fascination, two portraits of the
Viennese scholar. At the same tme, as a riposte to the
Munich exhibition in which ‘Degenerate Art’ was
pilloried, the New Burlington Galleries in London held
an exhibition of those same artists who were outlawed
in Germany. Again, it was here that Elias Canetti,
tucked away in Hampstead, was assembling his notes
for the book that became Crowds and Power. Shortly
after the outbreak of war, Henry Moore made his first
Shelter Drawings: glimpses of a ‘human condition’ that
looked much the same all over Europe. London bears
the marks of a European decade.

That the exhibition became possible is to the credit
of all the staff of the Hayward Gallery, and of the
selectors and specialists who have participated in the
enterprise. We are indebted to Henry Meyric Hughes
and Andrew Dempsey, but also to Joanna Drew, David
Sylvester and Nicholas Serota (who were involved in
the early stages). I am grateful to my colleagues at the
Council of Europe in Strasbourg for their support over
many years — and in particular to David Mardell, who
has the responsibility for exhibitions, for his tireless and
ever-present support of this, the Twenty-Third Council
of Europe Exhibition.

As Europe once more seeks to find its voice, this
exhibition seeks to contribute to the regaining of a
common memory — in London as well as in Barcelona

and in Berlin, where it will subsequently be shown.
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¢+ Hobshawm

has been used to reinforce the power.of politicals
b ers and states since the ancient Egypuans thoug.h

. ‘E_ggp_pg_ ,Qf(thfl: D1ct_at0rs ] be_tween 1930 and 1945 .

For a century before the First World War it had
been confidently assumed that Europe was moving in
the direction of political liberalism, civil rights and
constitutional government by elected authorities,
though not necessarily republics. Shortly before 1914
even democracy — government by the vote of all adult
males, though not yet of females — was making rapid
progress. The Great War seemed to accelerate this
development dramatically. After it ended Europe
consisted of parliamentary regimes of one kind or
another, except for war-torn and revolutionary Soviet
Russia. However, almost immediately, the direction of
political development was reversed. Europe, and indeed
most parts of the globe, moved away from political
liberalism. By the middle of the Second World War no
more than twelve out of the sixty-five sovereign states
of the interwar period had anything like constitutional
elected governments. The regimes of the polidcal right
which took over everywhere except in Russia were
hostile to democracy in principle. Communism, stll
confined to Russia, claimed to be democratic in theory
and nomenclature, but was in practice an unlimited
dictatorship.

Most of the regimes with which this exhibition is
concerned consciously and deliberately broke with the
immediate past. Whether this radical break was made
from the pohucal right or left — outside Europe, as in
Kemal Atatirk’s Turkey, these labels were sometimes
beside the point - is less important than that such
regimes saw their role, not as maintaining or restoring
or even improving their society but as transforming and
reconstructing it. They were not landlords of old
buildings but architects of new ones. Equally to the
point, they were ruled, or came to be ruled, by absolute
leaders whose command was law. Moreover, although
these were the opposite of democratie, they all claimed
to derive from and operate through ‘the people’ and to
lead and shape them. These common characteristics
distinguished both Fascist and Communist regimes in

—

this period from the older states, in spite of their
fundamental differences and mutual hostility. In them,
power not only made enormous demands on art, but art s
fouind it difficult or even impossible to escape. the
demands and controls of political authority. Not
surprlsmgly, an exhibition on Art and Power in this
period is dominated by the arts in Hitler’s Germany
(1933-45), Stalin’s USSR (c. 1930~ 53) and Mussohms
Traly (1922-45).

However, it cannot overlook the public arts of the |
states whose governments were being subverted..
Appropriately, therefore, this exhibition begins with the
one occasion when all states and their arts were in
public confrontation: the Paris International Exhibition,
of 1937 the last before the Second World War of a
series of such displays which had begun in London in
1851. They had been perhaps the most characteristic
form in which art and power collaborated during the
era of bourgeois liberalism. While provfding prestige
for the countries which organized them, rather as
Olympic Games do today, what they had celebrated was
not the state but civil society, not political power but
economic, technical and cultural achievement, not
conflict but the coexistence of nations. Descended from
fairs (the American ones were even called “World
Fairs’), they were not designed as permanent structures,
though they left some monuments behind, notably the
Eiffel Tower.

Small ‘national’ pavilions had first appeared in 1867,
but became increasingly prominent in what developed
into public compettions between states. In 1937 they
dominated the Exhibition totally. The thirty-eight rival
displays — more than in any previous exhibition —
represented a higher proportion of the world’s
sovereign states than ever before or since. All, or almaost
all, made political statements, if only by advertising the
virtues of their ‘way of life’ and arts. The show itself
was designed to bring glory to France, then governed
by a Popular Front of the left under its first Socialist
prime minister, and its most permanent memorial is
probably Picasso’s (zuernica, first shown in the pavilion
of the embattled Spanish Republic. Yet the 1937
Exhibiton was clearly then, and is sdll in retrospect,
dominated by the German and Soviet pavilions, huge
and deliberately symbolic, which confronted each other
across the mall.
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Belgique Horvaga

in Paris, as against only twenty-six from 1815 to 1870 -
and those primarily military figures, which had almost
all been removed after 1870. (Under the German
occupation in 1940-44 a further seventy-five of these
glories of Culture, Progress and Republican identity
were removed by the Vichy government.) Yet after the
Great War, except the now universal war memorials,
bronze and marble went distinctly out of fashion. The
elaborate visual language of symbolism and allegory
became as incomprehensible in the twentieth century as
the classical myths now were for most people. In France
the Paris municipal council (1937) feared that ‘the tyranny
of commemorative statuary rests like a heavy weight on
projects that might be proposed by gifted artists and
administrators with good taste.” Only the USSR, true
to Lenin’s example, maintained its unqualified attachment
to public statuary, including giant symbolic monuments
surrounded by workers, peasants, soldiers and arms.
Power clearly needed art. But what kind of art? The
major problem arose out of the ‘Modernist’ revolution

in the arts in the last years before the Great War, which

produced styles and works designed to be unacceptable
to.anyone whose tastes were, like most people, rooted
in the mneteenth century. They were therefore
unacceptable to conservative and even to conventional
liberal governments. One might have expected regimes
dedicated to breaking with the past and hailing the
future to be more at ease with the avant-garde.
However, there were two difficulties which were to
prove insurmountable.

The first was that the avant-garde in the arts was
not necessarily, marching in the same direction as the
political radicals of right or left. Probably the Soviet
revolution and revulsion against the war attracted many

Hspagneo

to the radical left, although in literature some of the
most talented writers can only be described as men of
the extreme right. The German Nazis were not entirely
wrong to describe the Modernism of the Weimar
Republic as ‘cultural Bolshevism’. National Socialism
was therefore # priori hostile to the avant-garde. In
Russia, most of the pre-1917 avant-garde had been
non-political or doubtful about the October Revolution
which, unlike the 1905 revolution, made no great appeal
to Russian intellectuals. However, thanks to a sympathetic
minister, Anatoly Lunacharsky, the avant-garde was
given its head, so long as ardsts were not actively hostile
to the Revolution, and it dominated the scene for several
years, although several of its less politically committed
stars gradually drifted westwards. The 1920s in Soviet |
Russia were desperately poor, but culturally wbrant
Under Stalin this changed dramatically.

The only dictatorship relatively at ease with

Modernism was Mussolini’s (one of whose mistresses
SRR Wes I a0

saw herself as a patroness of contemporary art).

Important branches of the local avant-garde (for
example the Futurists) actually favoured Fascism, while
most [ralian intellectuals not already strongly
committed to the left did not find it unacceptable, at
least until the Spanish Civil War and Mussolini’s
adoption of Hider’s racism. It is true that the Ttalian
avant-garde, like most of the Italian arts at the time,
formed a somewhat provincial backwater. Even so, it
can hardly be said to have dominated. The brilliance of
Tralian architecture, later discovered by the rest of the
world, had little chance of emerging. As in Hitler’s
Germany and Stalin’s Soviet Union, the mood of
official Fascist architecture was not adventure, but
pompous rhetoric.

Universal
Exhibition, Paris
1900: national
pavilions

13



suoue.udsr nat_p qcaxd_\a 01 11E onewelp A[enba sonpouid 1ou prp armadairyory

poos3 ﬁurpug e uvq: s>pom a[qnnsapun Euuea:n sgqm_n, " OTPRI 910 UO 291(T [] Aq yoaads v 01 Suruaisr|,
__?[qeaisopun nmddons I 19119 2Jom SowISal 35 T, sem 122(qns s1t 9ours ‘Ajuistidins Jou sdeyiag Anunod

_ "PRAITIE 11 JEYM Ut} 1UDPIAD 210U ST SI0IEIDIP I Jerrorelatp Aue ur Sunured o1pqnd jo areniod 1gojoyd
\, JO €19 310 Ul PapPns J0 P2AOMSAp 13M0d 1eYM SOUSE] \.© se aa0s 1SOW[E P[NOD 1BYM AQ UOM 3I9Mm (SIULISIIUOD
*aAIssaIduIr }OO] 10U 20D 12 1SIISE,] 2UTU-AIUIADS PIM) GEGT JO PUOTIRIY) OIWAL

a1 ‘ATra] G 1-350d JO POUAMPUI [PUONBUINUI PUE 91p aY1] soz1id [RIOTJO API] PIPUTIIPEOIY UL UDAT]
SIUDUIDADNYIT [EIMI[ND 21 01 Pareduiod ‘SSa[atLIaaaN] *Ase1ure] oNoa [ 9P| b SUIppe ‘AUBULIAN) UT ‘U9AS
AT [[TY “Urel§ JO siead 1STOM 21 Ul se L0 awoy 18 — SUOIO [BIUAWINUSS PUE JI0IDY (LM PI[IJ PUE JZIS
9DUR[IS OIUT TISY] 3DI0J ‘255P1 12 SIUI[LI DANBAID $I1 INO a8re] 01 dn umo[q Ajqersyaxd ‘safd1s ‘onsipear aiex Aue
SALIP 10U pIp AJed] 1s19se,] ‘uredg §00UERI,] PUE BISSOY] 1€ 1O ‘OTAPEIE 19PJ0 Ul SYI0M Padeinodus sawigal oyl
suIelg Aururron) 1ZeN] aI[UN A[panTuIpy -19112s-2jA1s souts ‘Funured 1940 A[SNO1AQO IS0W PAIISESTP 1I0 pUL
[FUOnEUIUI Jo[eWw ¢ U3aq ANUNGD A Pey ‘S()76] Y 1m0 "SITWIAPEDY PUT SUORS (RO UT padeydsip 1re

Ul BISSTIY PUE AURULIAL) 9NI[UN ‘10U — JDUBI[[LI SATIEIID 91 parrwipe oym 9507) §unjosoad Aq usyo ;amb pue
ons JO ou0 uddq 10U pey porad sose-a1d oty uswiIadxe ‘UoneAoUUl AQ PIAI OUM SIUD[EI DANEIID 10]

20UTS 13I8 05 10U ST ISLNUOD A A[RI] U] ')¢4] 21052q Auoud doi ¢ Ajaret sea siy 1, 11 Aq pooistapun Ajipeas
porrad 121808 atp pue (¢¢—6161) onqnday Teurrops aq 1sea] 3¢ 10 ‘otjqnd a1y 03 Teadde pnom 1eq s1e

3y 03 paredwon ‘$ALOUN0D 0 2SI JO JUBWIAARMGOE pasrejed Aoy spunoid jeonorid pue Izotﬁoloapr u0
[EITTO O U SUIHRP dIRYS B MOYS AURULIDE) UT YOIy astndod aram Smstuu.ramoﬁ 3 sea1ayM ‘A:mouuu € 01
p.rrq 1. 910 JO pue }SS) S Ul ot sures§ jo sawod  paeadde WISTUISPOTAT I Sem AoggIp puoas ay [,
oy T, ¢s101E301p 211 JO 11e 31 25pnl 01 oM 218 MOF]
*935E3 AIMIUAD-IUIIIIUIL JO OYID JO 110§ B 2Inpoxd
03 ‘padundxa usaq A[[eUT] peY WSTUIZPOTA I91A0G
AJ1e3 JO $98MSaA BUIAIAINS QU1 YOIYM IO ‘WSIUIERIG
1emysod Jo smipamyoIe a3 wl yead s31 payoear Ajqeqod
1] "wone1odap jo [eadde aip 1218218 2 ‘orjgnd ssew
a1 pareonsiydos ssa A1) 1L ANBIT UDAD IYITL dU()
*STITA SBA 11 QURUIOUT 9ATIIA[OD B 1] “IB()
3ousLIRdxXa A1) AINXN] [ENPIAIPUL 01 §$3IIE OU PRy OUYM
USUIOM PUT U 2AIS 01 :302(q0 duIes 91 [RIM SOEG]
PUB 50761 2T SULmp 901 WINSIAA UT dn Juam yorgm
sooe[ed araow anboieg-oan] pue 099(] 11y dnuediS sy
03 11ed191UN0D SNOTIQUIE 2IOUT 1] B ‘A5UDS B UT ‘91am
A3y ], "uone1009p 3SOIPULLS PUE AIYDR[RUI ‘O[qIeUT
JO [0y saoe[ed ULAUEIIANS aUIEdaq AJSUIsEaIoul
‘s3s1aponnsuor) Futalams Aq paudIsap saWNWOS
[[2s AJ[eRTUT SN0 ‘OMITAT MOISOTY 21 JO SUOLEIS
a7 T, "22581 21jqnd Jo peaye Iej SUTUUTLL ‘UTeILIg JeMIaIUL
Ul WSMLIDPOTAT [euonouny pue prony ayduwrs ‘paddrns
E JO 9582MOYS 15381e] 911 2UTEIAq ‘TaFBURW Pausly3I[uD
UE JO SU0ISIp pue sFeuoned oy 03 SYuEL ‘oqny
Uopuo 9, "UOTU() IMA0G SUIEIG UT USYeLIdpun
astrd1syua onsnae 1sa8re] oy Ajqeqoid Suraq omapy oy
~ SPUNOISISPU[) MODSOJA A1 pUT WOPUOT] I I2PISUOT)
"Jo3[IBUI SSEUI 21 JOJ sToonpoad [eroIauruiod pue
sourtgar isindod Jo [10Q WINLIEIUSLINLSUT DNSOIE 93
jo 1red paurewar (¢ SWILIT) STIUDWRILIQ), BT wWireoxd
007 JJOPY 10U PIP) 2IMINIYDIE ISTUISPOJA] PUE
1omod 102dsa1 1urrIodwt SUO U $SI[PYPIAAIN] J[ASN
uel 120 Arpeal Aue Juasaidar 03 moy jo urajqoxd sy
9SIEI 10U PIP T 90UIS U1 pue Jamod Usam1aq SIOIJUOD

7

/€61 Jaquandes
‘Braquiainp
‘Diejuljaddey
‘UoNUBALICY
noge




They were not the first to want buildings and
monuments to celebrate their power ancl glory, nor dzd
they add ek 6 the traditional ways of achieving
these ohjects:"And vet, it does not look as though the
era of the dictators produced official buildings, spaces
and vistas to compare with, say, the Paris of the two_
Napoleons, eighteenth-century St Petersburg or that
great song of triumph to mid-nineteenth-century
bourgeois liberalism, the Vienna Ringstrasse.

Tt was harder for art to demonstrate the dictators’
intention and ability to change the shape of their
countries. The antiquity of European civilization
deprived them of the most obvious way of doing so: the
building of entirely new capital cities like nineteenth-
century Washington and twenteth-century Brasilia.
(The only dictator who had this opportunity was Kemal
Atatiirk in Ankara.) Engineers symbolized this better,,
than architects ancrwéuiptors The real symbol of Soviet
plantied World-clianigewas ‘Dneprostroi’, the much-
photographed great Dnieper dam. The most lasting
stone memorial to the Soviet era (unless the distinctly
pre-Stalinist Lenin Mausoleum on Red Square manages
to survive) is, almost certainly, the Moscow Metro. As
for the arts, their most impressive contribution to
expressing this aspiradon was the (pre-Stalinist) Soviet
cinema of the 1920s — the films of Eisenstein and
Pudovkin, and V. Turin’s unjustly neglected Turksib, the
epic of railway building.

However, dictators also wanted art to express. their
ideal of ‘the people’, preferably at moments of devotion
to, or enthusiasni for, the regime. This produced a
spectactular quantity of terrible paintings, distinguished
from each other chiefly by the face and costume of the
national leader. In literature the results were less
disastrous, though seldom worth turning back to.
However, photography, and above all film, lent itself
rather successfully to the aims of power in this respect.

Lastly, the dictators wished to mobilize the national
past on their behalf, mythologizing or inventing it
where necessary. For Italian Fascism the point of
reference was ancient Rome, for Hitler’s Germany a
combination of the racially pure barbarians of the
Teutonic forests and medieval knighthood, for Franco’s
Spain the age of the triumphant Catholic rulers who
expelled unbelievers and resisted Luther. The Soviet
Union had more trouble taking up the heritage of the
tsars which the Revolution had, after all, been made to
destroy, but eventmally Stalin also found it convenient
to mobilize it, especially against the Germans.
However, the appeal to historic continuity across the

imagined centuries never came as naturally as in the
dictatorships of the right.

How much of the art of power has survived in these
countries? Surprisingly little in Germany, more in Italy,
perhaps most (including the magnificent postwar
restoration of St Petersburg) in Russia. Only one thing
has gone from all of them: power mobilizing art and_,
people as public theatre. This, the most serious impact
of power on art between 1930 and 1945, disappeared
with the regimes that had guaranteed its survival
through the regular repetition of public ritual. The
Nuremberg Rallies, the May Day and Revolution
Anniversaries on Red Square, were the heart of what

power expected from art. They died forever, along with

that power. States which realized themselves as show-
politics demonstrated their and its impermanence. If
the theatre-state is to live, the show must go on. In the
end it did not. The curtain is down and will not be
raised again.

Dneprostroi
(from USSR in
Construction)
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THE BATTLE FOR ART
David Elliott

‘Freedom’ versus Autonomy

“The [French] Revolution wrote, as it were, the word
freedom on its banner but, in truth, it equated freedom
with the arbitrary will and licentiousness of the:

. This idol of 1789, which [in fact| was the
enemy of freedom and individuality, has been destroyed

individual . .

by us and replaced by a monument to true freedom . . .
[The German Revolution] has effected a complete
change from the concept of “I” to the concept of “we”,
from the individual to the whole.” (Otto Dietrich,
1939.)!

‘In October 1917 we overthrew the Tsar, the
landlords and capitalists, and the Great Proletarian
Revolution has since developed in our country. The
great Lenin, our father and educator, proclaimed that
from that time forward we would no longer have either
rulers or ruled, and that the people would be equal and
free. In this way he buried the old bourgeois politics of
the “Isarist era and proclaimed the new politics of
Bolshevism, the politics of friendship, the politics of the
brotherhood of the peoples of our country.” (Joseph
Stalin, 1935.)°

“Io truly understand Fascism, one must first
understand this truth: that it is not a reactionary
tyrannical movement nor a blind ferocious hatred of
change. On the contrary, ic is and intends always to
grow into an even more democratic aristocracy,
governed not by the people but for the people and for
their interests, ruled by a hierarchy which is always
open, in which all can join, and into which the interests
of all have penetrated.” (Margherita Sarfatti, 1934.)°

Unconvincing as it may be to hear the
representatives of National Socialism, Communism or
Fascism speaking about ‘freedom’, they all, in their
different.lways, believed that their collective, corporate
states had created new forms of living which, because
they were ostensibly for the benefit of all their citizens,
were implicitly more ‘free’ than previous, more limited
structures which had benefited only despots or
bourgeois democrats.

In his speech to the party faithful, Otto Dietrich,
Joseph Goebbels’s Chief of Press, unwittingly touched
on one of the ceneral paradoxes of modern history
when he noted that the third annual celebration
organized for the Day of Art in the great ‘City of Art’

of Munich had coincided with the 150th anniversary of
the French Revolution. Here, within the intellectual
ferment of the European Enlightenment, he identified
the germ of the series of conflicts in which the meaning
of ‘modernity’ may be understood.

Logically, the {ree expression of the rights of the
individual would, by definition, become less free if they
were collectivized — a point which had been articulated
with extreme passion by the Marquis de Sade.
Individual freedoms soon agglomerated into new forms
of nationhood, in which the people were governed not
by despots but by their own collective will. Only in
such states as these, Dietrich argued, could ‘true
freedom’ be found. Yet, when it was analysed, the
power of collective will was as confining, as confused
and as mystical an entity as the divine right of kings had
ever been.

The dicrators of the 1930s were the apotheosis of
modernity. By looking simultaneously at both the past
and the future, they were able to sustain the fantasy of
being able to stand outside their own time. They were
prepared to draw a line through the past but would
then have no compunction in reinvoking and
remodelling its culture to suit their own ends.*
Aggresswe]y modernizing, they were modern but hated
Modernism. Their impulse to repudiate both modern

“art‘and mod&rn culture, however, has to do with the

semantic confusion between the ‘modern’ and the
‘Modernist’?

The aesthetic foundation upon which all ‘modern
art’ has been built - the noton that an ardst’s individual
conscience or sensibility can lead to personal or universal
redemption — is in direct opposition to this corporate
view of culture, and was violently repudiated both by
Stalin and by Hitler. There were similarly repressive
tendencies within the [ralian Fascist party, though
Mussolini long refused to give them a free hand.

The idea of the autonomy of artistic expression was
crystallized towards the end of the eighteenth century
in the Critiques of Immanuel Kant. These set out the
notion of a subjective but altruistic form of aesthetics
which expressed, symbolically and intuitively, what
Kant described as the Absolute — a universal moral
consciousness. Art was purely an end in itself; and, if its
practice happened to illustrate other forms of reality,
this was coincidental to the act of transcendent creation

I Dt Ono Dietrich,
opening speech at the
Third Day of German
Ast, Munich, 14 July
1939, reported in Die
Miinchner Zeitung, 15-16
July; cited m Robert S.
‘Wistrich, Weekend in
Munich. Art, Propaganda
and Terror in the Third
Reich (London, 1995),
74.

2 Joseph Stalin, from a
speech made ata
conference of elite
collective farm workers
from Tadzhikistan and
Turkmenistan and
government and party
leaders, Moscow, 4
December 1933, in SSSR
ng strotke, nos. 9-12
(1937), 33,

3 Margherita Sarfatd,
from a talk broadcast on
the NBC radio network,
New York, 2 April 1934,
in Philip V, Cannistraro
and Brian R. Sullivan,
Duice’s Other Woman
{(New York, 1993), 425.

4 Bons Groys idenufies
the radicalism of
Stalinism as its
preparedness to exploit
the art and culwure of the
past; the avant-garde, he
claims, was sull working
within the same cultural
continuum as the art of
the past although it was
careful to repudiate it.
Groys, The Total Art of
Stalin (Princeton, 1992),
41-45.

5 The beginning of
Modernism is usually
aributed tw the
formalistic expenments
embarked on by visual
artists, writers and
musicians from the
beginning of this
century.
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In the words of Hitler, a failed painter, more
successful politician and would-be architect of the
Thousand Year Reich; of Zhdanov, a party hack, Stalin’s

~mouthpiece and Soviet cultural supremo; and of

Marinetti, a bellicose Futirist, anarchist and strong
supporter of Fascist ideals, the rhetoric of war and
struggle echoed across the 1930s like a trumpet blast.
In Germany, the USSR and Italy, increasingly intense
battles for the controlof art and culture were an
integral part of the establishment of power and
prefigured the real wai*which started in Spain and then
spread throughout Europe. These battles for art — or
cultural revolutions — were part of the process of
purging or cleansing through which each ‘threatened’
nation could be healed and made whole. Its enemies
could be found everywhere; but first they had to be
eliminated at home — where they seemed to threaten
its very existence. Art was a weapon that could be used
for this end. Only when a firm hand had taken control
could atrention be directed further afield, to those
wnknown enemies who lurked beyond the frontiers.

Both Hitler and Stalin had departed from Marx in
that they believed that the control of culture was as
important as that of the economy; both agreed with
Lenin that, in a revolutionary society, culture had to be
engaged with the party."” But party culture did not
already exist: it had to be created, and during the 1930s,
both in Germany and in Russia, cultural revolutions took
place during which all autonomous Modernism was
eliminated, to be replaced with a compliant officialdom.

For Stalin and Hitler, cultural purity had to be
imposed. Both, in differing degrees, paid homage to the
Greek and Roman heritage;" but Mussolini had a less
defensive acdtude. For him, this was already part of 2
living history; it was firmly rooted in the soil of the first
Roman Empire which he now sought to emulate.”

These new states, which had all been created out of
the chaos of the First World War, were essentially
hermetic, self-referential bodies which set out
consciously to establish new world orders. They were
driven by utopian ideals and shared a4 common lineage
in the traditions of messianic Socialism to which
idiosyncratic admixtures of Nietzsche, Nordau and
Marx had been added.'® And all, to a greater or lesser
extent, believed in the engenic theory of the creation of
a higher race.’” The achievement of their programmes
was schematized in a process of bureaucratic
categorization and pseudo-rational centralized
planning, regimented by weighty ministries and fuelled
by an obligatory sense of solidarity and enthusiasin. In
the religion of dictatorship, facts became fetishes;

unpalatable realities, which denied the onward march of
progress, were ignored or obliterated.

In spite of these obvious similarities, however, the
ideologies of the dictatorships were distinct. Hitler’s
book Mein Kmmpf (My Struggle, 1926), the wellspring
of the Nazi-political programme, advocated the
necessity of racial purity as a precondition for the
fature development of the German peoples according
to the destiny which had been ordained for them."®
Whritten long before Hitler became a sericus political
force, it clearly ser out the tenets of a totalitarian, racist,
military state. The Aryan, Teutonic and Nordie
fantasies of the Nazis were based on the desire to
establish a Kultur which was worthy of a chosen people.
This inversion of the Jews’ belief in themselves s
chosen marked the beginning of the racial policy that
culminated in the Holocaust. The Jews were labelled as
‘impure’: the opposite of all the ‘positive’ values
embedded in the Aryan race.

The ideology of Stalinism was tabulated some time
after Stalin had assumed control, as part of the general
rewriting of history which resulted from the Central
Comunittee decree of May 1934 On the Teaching of Civil
History in the Schools of the USSR, This dealt with the
issue of Stalin’s political legitimacy as the natural and
chosen heir of Lenin; the converse was the obliteraton
and demonization of such enemies as Trotsky and
Bulkharin. From this Stalin derived his mandate to
forge ahead with the construction of heavy indusay and
the collectivization of agriculture in the Five Year
Plans." The Short Course in the History of the All-Union
Communist Party (of Bolshewiks) finally appeared in 1938
after the Great Purge and provided the correct party
line on historical development to date.” It was a
justification of the increasingly florid Stalin cult, as well
as mandatory reading for all painters of historical
subjects. Such a version of events was grossly
mendacious, but it provided a seamless narrative o
support the image of Stalin which had been regularly
appearing in propaganda and art since the beginning of
the decade. Gustavs Klucis’s Five Year Plan poster,
Under the Banner of Lenin for Socialist Construction (1930;

. 221) shows the face of Lenin as a mask, with that of
Stalin emerging behind him; it was one of the first and
most telling manifestadons of this lie.

The ideology of Mardsm-Leninism-Stalinism which
supported the Union of Soviet Socialist Republics was
non-racial, although racial discrimination undoubtedly
existed. As a result, its ethos was imperial rather than
nationai and incorporated many races under a single
leader (see p. 239; Shegal: Leader, Teacher, Friend). Much

13 Ses V. [, Lenin,
*Party Ot ganization and
Party Literawure’ (1905)
and *In Memory of
Herzen’ (1912}, in C.
Vaughan James, Sevie:
Soctalist Reatiren: Origing
and Theory (London,
1973), 10i-11.

14 Tn both Germany and
the USSR, Neochsicism
was markad in sculpture
{but in Germany it was
alsa an importent feamre
of Nazi architsemure and
painting). Of Soviet
sculprors, the work from
the late 19305 by Matvei
Manizer is closest to the
featureless muscular
classicism of the Nazis
and was influgnced by
them,

15 Mussolini was
initially contempmious of
Hides’s racism, making
the peint that if he were
carrect ‘the Lapps must
be cansidered the
highest ype of
humanity’, and adding
thae “Thirty centuries of
history have enabled us
to logk with majestc pity
at cernain docwrines
taught on the other side
of the Alps by the
descendants of peogle
who were wholly
illirerate in the days
when Rame boasted a
Caesar, 3 Virgil and an
Augustus.’ Speach st
Bari, 1934, in
Christopher Hibber,
Benita Muswolini. The Rise
and Fuil of it Duce
{Harmondsworth, 1955),
98-99.

16 Friedrich Nietzsche
{1844-190), German
classical scholar,
philosopher and eritic,
Whrote The Birth of
Tragedy (1872), Thus
Spake Zavathustea
(188384} and Beyond
Good and Euel {1886). He
analysed the differences
beaween the higher
“Apollonian’ and primal
“Drionysian’ impulses
within culture and
developed the idea of 2
Superman (Uberamensehy,
whase Will to Power
touk him beyond the
realms of canveninnal
morality. Micteschel
ideas established an
influential an.rauenaiist
currene within Europsan
thought, Max Nordaw
(1849-1923), German
writer, physician and
early Jewish nationalist
whose popular and
widely translated book
Entarnung (Degeneration,
1892) first finked this
term to the discussion af
modern arv and liersture
by suggesting thac
modern artiss had lost
the power of accurate
observarion and reflected
wistead heir ows
nervous deformities.
Nordau’ discredited
theories were later wken
up by bath Sealinisc and
Nazi itlcologues.

17 Hoth the New Sovive
Man and the Nazi Aryan
Superman can frace their
atigins hack o chis
souree,
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generation of East German ardsts began to invent a
revised form of realism which tried to accommodate
iéftist traditions within both the history of (German art
and European Modernism.”

In the Darmstadt Dialogues of July 1950, Willi
Baumeister passionately and effectively defended
abstract art from attack by the realist painter Carl
Hofer and right-wing critics such as Hans Sedlmayr
:'who blamed modern art for the ‘loss of centre’ in our
culture.’® Modernism — but only of an international
kind — won the day in the West and received official
patronage. And it was not until the 1960s that the
generation of painters which included Georg Baselitz,

_ Gerhard Richter, Sigmar Polke, Jérg Immendortf,
Anselm Kiefer and Markus Liipertz was able,
authentically and unapologetically, to reintegrate a
concern with German cultural history and sensibility in
their work.

One dictator — Stalin — had survived, and the purges
continued in the USSR as Zhdanov, and latterly Georgi
Malenkov, imposed an increasingly constricted concept
of art. Opposition was impossible, but after Stalin’s
death an independent, autonomous art again slowly
began to take root within an unpromising, sterile
seedbed.” Within the system itself, however, deprived
of its supreme leader and no longer fuelled by terror,
entropy took its toll.?® Mikhail Gorbachev’s perestroika
and the collapse of the Berlin Wall dealt the coup de
grice. Although it had enlisted some talented artists, the
dogma of Socialist Realism could now be perceived as a
nightmare rather than as a creative method or a style; it
is one from which Russia has only recentdy, haltingly
and painfully, begun to awake.

This battle for art has now come o an end, but it
has been replaced by other no less vital contests. One
paradox is clear: the point at which are becomes a
weapon is the very moment when it loses its power. But
the converse is also true: when power tries to enlist art
for its own purposes, it runs the risk of cartailing other
basic freedoms. In this bactle there can be no winners,
only losers and victims; and being a loser is probably
the more convivial fate.

Like all ideals, complete artistic autonomy 1s
impossible, but it is a symbol which should be
cherished. For a free society, art is both a reflection of
its complexity and an indmation of its capacity for
change. As a result, modern art — almost by definition -
often has an incompatible or critical relatonship with
the culture in which it is made. In a politics of
totalitarianism {or even of consensus), where democracy
is elevated at the expense of freedom, it is easy to

overlook its value. But, like a canary down a coalmine,
its state, no longer allied to power but dependent on i,
may be an indicator of potental disaster.

- In the world of metaphor which art resolutely
occupies, the health of the canary is of the greatest
importance; the essence (and paradox) of the autonomy
of modern art is that it should be valued not only for
itself but also as a sign and guarantor of other freedoms
— particularly when it turns to peck the hand that
solicitously tries to feed it.

25 See David Elliot,
‘Absent Goests. Art,
Truth and Paradox in the
Art of the German
Demecratic Republie’, in
Iric Rogoff, The Divided
Herisage. Probless in
Gerntan Medernitn:
{Cambridge, 1991),
2449,

26 Willi Baumeister,
*Anspreche in
Darmsradt, in
Baumeister, Das
Unbekannte in der Kunst
(Cologne, 1974, 200-12.

27 See “Drugoye
irknsstyo’, Morkva
1956-76, 2 vals

(Moscow, 1951).

28 See Aleksandre
Sidorov, “The Thaw', in
axh. cat, Engincers of the
Huznian Soul: Sovicr
Sorzatist Reatise Printing
19305 10 [960r (Oxford:
Museun: of Motlern Arz,
1992, 3030,
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Albert Speer, Zeppelinfeld, Nuremberg, 1934 (as seen in 1679)

Antanio Maraini, Arengo, Brescia, 1928-32, showing selief of First World
War and emergence of Fascism

government building — where rulers could address the
public, proclamations could be made and punishments
meted out.” In Rome, the most famous Fascist arengariv
was the balcony of the fifteenth-century Palazzo
Venezia where, above a piazza carved out of medieval
and baroque Rome, Mussolini made his most bombastic
speeches, which were simultaneously relayed to piazzas
all over Iraly. There, on 2 October 1935, he declared
the general mobilizadon before the Ethiopian campaign:

‘Revolutionary Blackshirts! Men and women of all
Italy! Italians all over the world, beyond the mountains
and beyond the seas! Hear this!

‘A solemn hour is about to strike in the history of
the fatherland. Tiventy million men are, at this
moment, occupying the piazzas of the whole of Ialy.
Never in the history of mankind has a more gigantic
spectacle been seen. Twenty million men: a single
heart, a single will, a single decision.’"?

Sometimes we find a free-standing arengario. An
unusual example is the porphyry pulpit that now stands
forlornly in the car park of the Plazza della Vittoria,
Brescia. Designed by Antonio Maraini, it has a modern,

cantlevered form and is faced with nine reliefs
illustrating the history of the city, each in the style of
the time, from the Byzantine Exarchate to the firsc
World War and its Fascist aftermath. The arengario
commemorates the fierce independence and fighting
spirit that led the Brescians, after the humiliating defeat
of Caporetto in 1917, to the eventual victory of
Virtorio Veneto.

The Fascist urban intervention in Brescia, designed
by Marcello Piacentini in 1927--28 and built between
1928 and 1932, exemplifies the elements of totalitarian
propaganda. At a functonal level, the new plan was
modern, ruthlessly demolishing the medievai heart of
the city in the interests of freeing up traffic circulation.
Modern and quintessentially Fascist, oo were the
buildings defining the piazza: a post office and the
organs of the developing corporative state (insurance
buildings and banks). Making the post work, and the
trains run on time, were central planks of the Fascist
campaign against the bourgeois, liberal and democratic
order. Most [ralian cities stll have a Fascist railway
station and post office;'! the efficient, modern style of
these buildings, together with their more or less
discreet iconography of fasces, shrines to Fascist
martyrs and Italian or Ladn inscriptions, entrenched
the claims of state propaganda.

Rewriting the Song Sheet

To many committed Fascists, the March on Rome
(1922) and the gradual absorption of all social functions
within a totalizarian regime was a social, economic and
political revolution, appropriately represented in terms
of youthful, avant-garde enthusiasm. The problem was
that there were structural contradictions (to be found in
Germany and Russia as well), between the radical roots
of the movement and the coercive requirements of
authority (which needed seability, an element of
respectability and confidence).

The case of propaganda music is revealing. Speaking
of the street-fighting days of 1919-22, the compiler of
an Irtalian ‘revolutonary’ song book asserted: ‘Fascism
won, because it had more beautiful songs than the
opposition.”” The ‘Fascist hymns’ were to evolve in a
way that was prophetic for art and archicecture.

The fate of what became the anthem of the Fascist
party, Giovinezza, was characteristic. A lively prewar
ode to youth," this was taken over, and given new
words, by the arditi: the desperadoes who, atter

10 Papolo d'ltaita, 3
October 1935, i

11 Apart from Florence
ratlway station, won in
competition amid much
public contraversy by a
graup of young
Florentine architects led
by Giovanni Michelucci
11932-34), Ufficia V (a
design departwent in the
Ministy of
Communicatians), and
one of its architects
Angiclo Mazzoni, builr
post affices and raifway
statons all over [aly
which were always
onginal and often very
striking: A Fort, esh,
cat, Augiaia Mazzoni
(1894-19793: Archieeta
nelf’halia fra le due guerre
(Bolegna, 1994).
Camnpendons fed w the
appoinzment of four
young modern architects
10 design the main post
offices i Rome (L1937}
and to the gigantic post
affice in Naples
11929-31), desigmed by
Giuseppe Vaccaro.
Sergie Porews, Progesti ¢
careruziane dei pafuzci deife
porte @ Roma 1955-37
{Rame, 1990).

i2 A Grovelli, T cens
della Rivofuzione (Rome,
1934), 13,

13 Originally composud
by Giuseppe: Blane in
1910 wiile on a sk
g exercise with
same stulents from
Qxibia, it was adopred as
*The [{ninn of the Alpni
Skiers', The ardits
varsion was wniten by
Marceile Nanm dunng
the Firse World War,

37



URIBY0D 10LU §3: PodO§aadp PRY SIMIDNTYDIE UBL[TI]
UT WSEUONEY 10 WSNUSPOTA *9ouetSaye [eaatids
pue adaouod snotdfaz, st Surjoas jo aSusye o
01 WSBISAUYIUD [lw Papuodsal §1921[Ie ISIUISPOTA
1 4391005 Jererads
E JO JOqUIatl SNOSUOD & 3¢ 03 WY $18asfs pue Sutaq
UBWINY [CILPIAIPUL Y3 SPUIDSULI 1BYD 14 2A1D2(q0
ue Pin ey 1oySiy v o3 dIySUONT[RI JUBURWINI STy U
Uaas §1 uelt Yoiym Ut 2daouod snoiSijar e st wsiase,],
'S INOAE 107[dXs Sea *a[nuan)
ruueaots) aydosoqyd aip Aq TUNOSSAjy 10§ USTIMIM
-isoy3 ‘ wistose,], o eipadopdousy weadaI] sy w
Anus [BRIO 9Y T, "U0ISI2AU0D sno1dnal o uonduosuod
[TAID JO WLIOF B “[Eap1 IDYSH] © 01 30UIATISNS
3o pdi ¢ sem panabar szm a4 210ddns 31 ppng o
Araeur jenadiut a1mbar 10U prp wspse] 1 jo 208) P
U0 ‘g ‘3]qeIARTI Wavs ABW UOLRIOIS, [erradu 0
JUONN[0AR], 1SIDSE] WIOL UCHN[0AD SH[) YSISpury i

D}IOJQL{H ISTULIOPOIA ® pU‘B JAET] JS[{S?H ‘VJ,

‘(fyuoyIne USpIo ‘WOnTZIIAYY) pitieiny ‘sipo
‘paprsr) 30 (andwry sut swrerdas awoy) oedug g vapuanis
oy 288 ueIsndny o pue sndury wewoy sy
Bumjoas suzSors snodwod a1our o1 Aem va18 ASuwsearou
nq ‘SGEET A JO AIMNO [BIYY0 913 InoySnoay
Teaddear — o opnup omadans 1, o 0504 au gy, ¢ o
B o' GOIEII0 012 D20 VIS, — O1SLPUNDS PUE 02SII1p4y
1us[otA Jo surSors o1 T, ‘stseydure ayn Suibueyd Ing
suedops oy Surdaay Aq snyi pardwene amagmo 1swseq jo
sioeendnuew oy ], Aoeroneaing Ared wwerdwos € oyu
fryuprey o Sururdisip ajrym sdep A71es S JO vwsLIEYD
P TNOAIS) SY1 UIEIAT 03 SBA 240401425 JITYSIOR[Y
FuIpreq ST PUE MUIOSSIIA PODE] YOTYM HSEI 9Y ]
-orper o1yqnd T3 10J YL 001 PAIIPISUOD
sea ‘wsiielradun Jo poow ayp payaiew pue ‘endod
0$ SUOS 213 PELI PEY] 1L AIUBUTIIOP A[EW AIS52ITFE
30 vossaidya 4194 3 T, "UONEUQRYOD [ERIIAIUL
sBenoous yydnu 31 181 spuncis sy uo paiosuad
TOYC[ SeM PUAN U112092,] VB3 SOUIR AU JO IMSLINILITYD
SL3] ‘TuT[OSSILy pue Sury 21 15ed YoIBW pUE URWOY €
SWOIIY “TYS JOT[, B TEIM [[La ‘001 DU 2I2YM “SwOY
01 ydumen ur go 1ay 41185 pue 291) Iy 398 14 OYA
SIQTP[OS TeI[El] ST JO SUIESIP (S9Ar[s Suowe 24r[s) [ud
uenssAQy [nynnesq 9y |, -suonony 1esodwod sgioid
3y Aq ‘(20v,] oe[g ST} BLaN vizany,y sem uSredured
uesdotyiy] s jo erroydna ap parmdes Afnyssadons
Jsout 1Bt SU0S Y3 Sy I, AITIOYNE PUE WSISE,]
Jo s3001 1e[ndod 91 UILMIR] SUOTINIPEATOD PAILID

siy [ -dn parpn wisose ] jo afeun o pue ‘eny
ISIIST,] DY) 0IUT PIULIOJDI Lapoihs 9 ‘0201 21 03
JUAATISANS PP USDq pey Avted o) sOgg] oyt Ag

o 0N 1 117707 wl pjjLeq 158() 7110 AT9AS U1 ABPOY SPUTYS
siHAGTE fop

uozsi 777 f UISYSIY SIUE(] JO UOISTA Y |

weanon] 1ap wtate 277 ¢ S199u0Id ST JO SNAILA Y]

“LeLLaNG 0m3 13p adoppa Jf 7 SI0TLIEM A1 JO MO[TA DY,

auapi fau 3f ¥ 10 / JeIPY 91 UL {Te] (M

1072 51 1 HYHLL 000G / UIOGRT DIE TRIP[IYD Ay |,
[T

LAIP 0 BfUS [/ (PURIIRY3IE] [EIFOUILII O ‘[IR}]

‘1047, p opoded ¢ ‘anrs 4 ‘seoxay Jo ardoad o el

'SPIOM JUSIAJTP 4194 pey
‘SQ¢G] Y3 UT papIooa st f A11ed sI0se ] [BTONEN] S
30 uwAg] Jeyduwniyy, [PRHO O ‘PUT SUIES AU O,

4o 12afio g pievap ag7) / prest] £104% U7 Surzey
D421 Y1 Pl v 13§ 7 YOR[Q [[B ST IV Suley Y
240703 o210 un 1P 135 7 AJUO INO[OI U0 ST
naatpung v 43sop 7 Sty anm uo Ing)

24019 1 onod wr a4y 13 WON 7 1SEIPERIS I SLIESY IN()
pquioquiLe 22146 1 opupng) / Sopoldxa [[OYS 21 BIYAL
2400423 (3P VI VAN / 1031 Yaim Surar]

pquioq oy w0 3 appuand jory 7 speusid pue 188ep Py

“wsyryru A10[8-10-TABP JO IMoARY [0 9y

parmdes rzzaunorn) o3 Sues Lo spiom 9y | omstipnbs
10 625232949 UT P3POO[Y U9 PRI UONELSIUIIPE

ASIDSE, I UT $2]01 FUIPED] JOOI OUA (SydIeIIY)
1424435 AU [B ISOWY "Yo[ 1 U0 PUE 31UID

[eonI[od AR UT SITWDUS J31E Jo 238 03 Arunzioddo

Ue mes STUBS 151058 UaMm “(97—-SZ4T) SIS MIOIME
o1 Suunp padnia 31 fwisose T jo Aedayq frusmepury
aup surdiopun gseppnbs 9 JO UOTIEPTIUNUT PUE 32UL[0IA
[ea1 Aroa oy 1, *(e}a(rg) sWInIg JO 9NZI3S DULPAL

STY UT OIZUNUUY,P S[31IGEL) O [[ED 31 PIMO[jo]

10 — $7Y 10 — SPIO[-IEM [BIO] I9PUN 0FUItI1ING1L00 1p 1958]
ut ‘#stipynbs 15wse, se dn pawnol 1are] sy jo Aurpy
‘porrad reagsod a1p Jo pnOA o1 10y nonEUSY pIgIOW
& parmboe ‘(opeusid pue 1085ep) suodeam parreyerd
oK1 pu ‘erufisur SIUOGSSOII-PUE{[T]S PUT SHIIYS
Jor[( I8y 72 ‘SPESY UDABLS A13Y T, "UEIOJTUN UMO 11913
paau2aut 4313 ‘9s0] 03 SUTPOT YILs SIOTAUOD PISEI[aT

Aq UDT[OMS 310M SYURT ISOYM — A4aw s2atwtf 9T — SIHINO
1991URN0A MUY PazIuesi() 1940021 ATedIur uelelf

2173 01 3FBINOD PUE WSIOTERUER] T2 pappe ‘onatoden

8t

{0E=g{61) syl
aypadopagy LRI, Y
1 * owsstrsty, Saiuds
SIUNOSTIY 25puUn Funtis
‘2|AuAE) WINEAOtYy [T

sueney ysimaf

-uol (s ofeaetsa
puw suoissajurd ap
“azaras aqnd 'sjooyss
wny s49] J0 UOISNKD
A1 01 Py YRy
witedwies [efay puc ssaud
£ Fenm g ossne

g vanum Aqeqoad
“JURLINIOD S ], "BEG1
An{ up sozuanog jeTy
1O o¥sajiuTEy, S |Qun
uonaires [erayo uaall
100 223m 1N 'spgeT AL
| m e u1 paeoy uasyg
PO S9310A IOMUSTIUY
‘BEGI ATy ut wsis
SIORTEE WO PIMOY0}
IT SMET [ERATY MU I
LAY 03 [uOSITYY
A Pa]|EaRI ING IEM4
ueidonpz] 341 o awne
Ayt 3E paules ' aySrens
100ys |1 3, OF

asieinog am pus
{esafonopf) sfenxega
UB YBENE YSANO]

Bsta G261 ‘tjalog
appbuy Ay spiom yim
WOIIYTH oo Ag
“2lfg ‘s ey NI
“S[UTIL 523 U0 pastq
Huos ¢ -spemas)mu

a0} adwaaue>

S {[oa §T ‘prmoa

g0 uied 33 sof ucpsip
sassaadim 21t wmaep &
a8 3u0p ], € paivjsuen
Apmazgaagg ol

swre 00 3 Sooyby
130415 v Apusnbasgrs
‘aunyy oy A

Sudyes sorunvey,g g1

JAITH YOl LaLna
sea 3y 4Snoy 'sayauan
3P U1 pAIAU TATY

01 pawWIEp olzEny, (]
1A A2 apaeq ¥ 4]

“$07 ‘(41 mou s5)
OJH!UIIIS puc EUDADS g[

"(ZE61} Po pug ‘e
vy 3 LGB e
'ULTU34 GAUMNBOT

235 Wupjels-yqudw
1swsty ui 3jo1 swenodut
AfSuisranut us

Avd o1 avier ;g ¢

55 {6461

sy} esosef ayogiap
pupy ‘oxsuEng

'w Fﬂt l:iIDAES h 'v bi



|
3
i
E
v
i
i

and enthusiastic groupings in Milan and Como.” After
4 successful exhibition in 1928,% the Rationalists went
on the offensive in the Second Italian Exhibition of
Rationalist Architecture, held at the Galleria Bardi in
Rome in 1931. Mussolini himself came to the opening
and was handed a pamphlet claiming that the ‘
Rationalists were the only true Fascist architects:™* 7

‘Mussolini wants an art of our times, a Fascist att - ..
The architecture of the era of Mussolini must respond
to the character of masculinity, force and pride of the
Revolution. The old architects are an emblem of
impotence which won't do . .. Qur movement has no
other moral mission than that of serving the Revolution
in hard dmes.*

Mussolini gave them some support in a brief speech
in Perugia, where he called for ‘a new art, an art for our
dmes, a Fascist art’. At first they thought they could
take on the architectural establishment and win. P. M.
Bardi (editor of the Roman journal Quadrarte)
assembled a photomontage, entitled ‘Panel of Horrors’,
in which the most fudicrous examples of eclectic
classicism were contrasted with the work of architects
like Enrico del Debbio, Giovanni Muzio and Marcello
Piacentini: established architects who were
ransforming their work in 2 more Rationalist
direction.® Henceforth, the attempt to win favour with
Mussolini depended on delicate alliances with che
architects in power, and especially with Piacentini” A
key figure here was Giuseppe Pagano, editor of the
magazine Casabells.

The Rationalists now proceeded to demonstrate that
they could be superbly effective propagandists.
Giuseppe Terragni, Adalberto Libera and Mario de
Renzi, with the artist Mario Sironi, were given the key
task of celebrating the tenth anniversary of Mussolini’s
March on Rome in 1932. Libera and De Renzi
designed a temporary facade for the Palazzo delle
Esposizioni on the via Nazionale, consistng of four
giant Modernist fasces faced in steel sheeting, adding
an aggressive political symbol 1o the neo-baroque
building.Seripped to essendals, Libera’s internal decor
achieved just the right mixture of symbolism and
theatrical effect; and Terragni and his associates
produced some of the most spectacular pieces of violent
agitprop outside Russia (p. 140). Similarly, at the
Triennaie in Milan, in 1933, the Ttalian Ratonalists
assembled one of the most impressive collections of
Modernist pavilions in Europe. None of these young
architects was apparently much troubled with scruples
about working for the regime; all were members of the
Syndicate of Fascist Architects.

Adalberio Libera an

d Mario de Renzi, Fagade of Mostra delia Rivoluzione

Fascista, Bome 1932

22 Gruppe 7 (S. Larco,
G. Frere, C. E. Rava,
L. Figini, G. Pollini, G
Terragni, Castagnoli
freplaced by A. Libera})
formed in 1926 in Coma
and published manifesto
texts in L Rassegna
wakiana from December
1926 to May 1927,
Around it gathered 2
number of Rationalist
avchiteets in Turin,
Milan and the rest of
Lombardy, They
exhibited at the Third
“Triennale, Monza, in
1927, See Giorgio Ciucei
and Francesco Dal Co,
Architernzra ltalizna del
960 {Milan, 1990),
100-01,

23 The exhibiton was
held az the Galleria
Bardi, Rome, in 1928
and included the wark of
Piero Bottond, Calza
Bini, Piccinato and
Maué-Trucca, as weil as
e Lombard
Raticnalists.

24 P M, Bardi, Rapporto
sull'architertra (per
Museoling) (1931).

25 Manifesto presenced
to Muossolini at the
MIAR exhibition, 38
March 1931, in L.
Paterta, Liarchitetiura m
Ttafiz 1812-1943, Le
poferniche (Milan, 1972},

16 The complexity of
these celationships is
illustrated by the fico
that bath Muzio and
Terragni worked closely
with Sironi, that Muzio
colhberared with the
youny Modernises
Paniceni and Pediconi
on past of the E'42
project, and that Paguno
saw sienilarities of
approach in their wark: a
shared willingness o go
for formal external
effects rather than an
arganic, ratonal unity
benveen plan and
elevation, Ghaseppe
Pagane, ‘Tre anni di
architerturz in Talis',
Cusabellr, no, 10
(February 1937), eitetl in
Giorgio Ciueci, Gii
archireri ¢ i Fascismo
{Turin, 1989, 74,

27 Richard A. Edin,
Modernums m fralizn
Architeerure 1§90-1940
{Cambridge Mass., and
Loudan, £991), ch, 10,
*The Racionalist
Discovery of Fascism’,
races this hiswory,

Giuseppe
Terragni, Sala 0,
fdosira della
Rivoluziore
Fasyista, Rome
1932
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rhetoric, indelibly marked by its Fascist message?
Terragni certainly went to great lengths to say so; and it
included some highly charged iconography. The
Shrine to the Fascist Martyrs’, just inside the entrance,
incorporated a glass block in which relics of local
Fascists killed in street fighting were embedded.
Brooding images of Il Duce and slogans (Order,
Authority, Justice} by the sculptor Mario Radice
decorated the interior, alongside abstract relief
culptures.

However, Terragni’s belief that party officials would
understand the building proved ill-founded. The
- secretary general demanded that the blank wall should
‘be decorated with clearly propagandistic imagery.
Terragni asked Sironi and then Marcello Nizzoli to
devise something. Nizzoli came up with some lightweight
frames, on which propagandistic images on enamel
panels could be hung. Several photomontage sketches
were produced, but the wall was in the end feft unmarked.

The Casa del Fascio achieved great accleim among

modern architects, but it 2lso contributed to disunity
among Modernist groupings. The rift between Terragni
and Pagano was to take an ugly turn when, on the
introduction of Mussolini’s Racial Laws in 1938,
Terragni began to attack Pagano as Jewish (he wasn’t)
and to describe him and his coileague Gino Levi-

Monualcini as ‘foreigners’.™

Pagano and his journal Casabellz (co-edited by
Edoardo Persico until his early death) remained the
main platform for promoting the employment of
modern architects for official buildings. The batde was
not finally lost until after 1940, when Pagano and four
other architects were dismissed from the EUR (E'42)
project; bur the turning peint had occurred much
earlier.

The Rhetoric of Empire

By 1934, when the first competitions for 11 Duce’s new
official headquarters, the Palazzo del Livorio, were
held in Rome, 2 number of symbolic elements were
coming together in Fascist architecture.” Rhetorical
forms were becoming codified. A tower, the torve del
Littorio, sometimes even detailed as a lictor’s axe®, had
come to stand for a combination of the medieval civic
tower and an abstract symbol of authority. Many quite
modest Fascist municipal buildings can be recognized,
even today, after the flags and fasces have been seripped
off, by the presence of a vertical feature representing

-y e AT Y e e

madifications, ¢. 1932

the torre del Littorio. To this was attached the typical
Fascist arengurio, usually in the form of a projecting
balcony, decorated with relief sculptrure and inscriptions
based on texts from Mussolini’s speeches. These were
the necessary substantives of Fascist composition,
which required few architectural ‘adjectives’ to
embellish them.

In its definitive form — of which Marinetti certainly
approved — the Fascist urban centre must be seen from
above, filled with people. Some of the new towns in the
newly drained Pontine marshes, beginning with
Litroria (Latina} and Sabaudia, showed how all these
elements could be deployed within a modern
architectural and urban idiom.”’

By the time Terragni designed another Casa del
Fascio in the listle Milanese town of Lissone, in
[938--39, it was equipped with 2 torve del Littorio, a
demonstrative arengario and the motto, ‘Believe, Obey,
Fight. Terragni complained in his accompanying text
of the ‘disorientating, uncalled-for return to the
ambiguous antimodern polemics of 19387.% Room for

Inauguratior: of the new town of Sabaudia

31 Giuseppe Terragni,
“La costruzione della
Casa del Fascin di
Coma', Quadrante 35-36
(1936}, rensiated in
Thomas L. Schumaches,
Surfoce and Symbol:
Giwseppe Tervagni and the
dArthitectzere of Itafian
Ravionaliszs (New York,
1993) 151

32 Terragni (as note 313,
153,

33 "Seicendsmo del
funzionale', “Tre anni di
architertura in Irakia’,
Caszbells, no. 110
{February 1927).

34 Edin (as nate 279,
38O,

35 This was self-
consciously seen as a
search for a stile fasasta
ar stife fittorv; B, Palozzi,
1l msaza sedd fiztorio: 1
pragesti pee of palazzo del
Lirtorto ¢ della MRF in via
dellDrpere (Milan and
Rome, 1936).

36 Libera was
particularly fond of this
device, using 2 lictors
axe, either alone or in a
row, for the fagude of the
Mustra defln Rivoluzdone
Fagistr, Rome, 1932, for
the Littarn Pavilion ar
the Universal Exhibrjon,
Brusseis, 1935, and in 3
design for the Imlian
Pavilion in Chicago,
1919, See £ Garofalo,
Adaiberto Lifera
{Balogna, 198%), 80.

>

37 For Sabaudiz, a
competitinn was held
{1933} i which a group
of youny Roman
urbanists, led by
Piccinaro, was successful.
Ricky Burdexr, Sabandia,
Cimit nueva fascista
{London, 1982).

38 Marciano {as note
3m, 234,
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L Text by V. Emanuele
Bravetta, music by
Giuseppe Blaae, 1925;
the music carries a
dedication to ‘Benito
Mussolin, standard-
bearer of Rome',
Reprinted in A, V.
Savona and M. L.
Straniera, Cane? defl'Ttatin
Fascista {219-1945)
(Rome, 1979).

2 Massolini, speech
proclziming the Empire,
10 May 1936,
reproduced as a lapidary
inscription in the Mosra
Augustea delle Romanici,
1937-38.

3 As the decade
progressed, o disuncron
was made beryzen
'internationalism’
(Jewish, Bolshevik, un-
Iulian) and ‘universaiity”
(based on Romel chim
to primacy); see Giorgio
Fini, *Difesa della Razza',
in Paole Orano, Mnchiesta
sufla razza (Rome, 1939),
190,

4 This was not
resolved undt the
Lateran Pacts of 1929,
when the Papacy
accepied the Iralian state
with its capital in Rome,
Mussolini ailowed the
Churgh a cenmal role in
edueadon, much o the
disgust of serm of the
most ardent Fascists,

5 Smme fifteen churches
were destrayed, and a
farge numbsar of historic
fnndings were dismancled
and rebuilc elsewhere.
See Spiro Kostoi, Tée
Therd Rome: Traffic and
Glory (Berkeley, 1973).

6 In 1925, Mussalini
eseablished the
Governatorate of Rome
with great new powers.
Governars were mostly
drawn from old Reman
anistocracy, bur Giuseppe
Barrai was alse Governor
for a periwl.

7 Margheria Sarfawi,
Sequs, volors ¢ fuct
(Bologna, 1925), 238,

8 Givrgio Cluuei, G
Architerts ¢ ! Fasciono
{Turin, 1989}, 41,

9 In 1929, the GUR
{Group of Roman
Urhanists) desigaed
garden ades for workers
and far new business
wuarters, leaving the
centre frec ta 'glow in all
is beanry, while the auw
city shouid procizim the
national rebirghy’. Civenr
{as noe BY, 97-98.

ROME RECLAIMS ITS EMPIRE

Architecture  Tim Benton

Rome reclaims its Empire / Roma rivendica Plnpero
The hour of the Eagle has struck / L'ora dell’Aquil sono
Trumpet blasts salute the flight / Squilli di trombe
salutano il vol
From Capitol to Quirinal / Dal Campidoglio al Quirinal
Earth, we wans to dominate you / Terva ti vogliamo
dorminar
Sea, we want to navigate you / Mare ti vogliamo navigar
The Lictorate returns as the signal / I Littorio ritorna
segnal
Of power and civilization / Di forza, di civilta!
(March of the Legions, 1926.)!

‘The Tralian people has created the Empire with its
bload, will make it fertile with its labour and defend it
against whomsoever with its arms. In this certain hope,
raise high, legionaries, the standards, the steel and your
hearts, and salute, after fifteen centuries, the reappearance
of the Empire on the fated hills of Rome.”

From the moment when it was decided to locate the
capital of unified Italy in Rome (1870}, Italian
politicians and urbanists were faced with conoadictory
pressures. The city offered two claims for universal
authority: the Roman Empire and the Papacy.’ Any
atrempt to recruit these two great authorides in support
of the regime inevitably pointed up deficiencies: initial
efforts to develop colonies led to the humiliatng
defeat of Adowa in Ethiopia, while the Papacy at first
refused even to recognize Rome as the capital of the
new state.* Furthermore, any attempt to modernize a
city whose population grew from 244,000 in 1871 to
over a million in 1931, to provide offices, wide
thoroughfares, public wansport and udlities, meant
destroying the churches and disturbing the
archaeological sites on which this reflected authoriey
depended.’ To make macters worse, Mussolini and
successive Governors of Rome," not to say the whole
Chamber of Deputies and the naton’s press, fele it
necessary to interfere at every stage in any proposed
change to the nation’s heritage. Some excellent
architects and urbanists contributed to the architecrural
discourse in Rome in the 1930s. Many of their best
ideas were dashed on the rocks of these fearsome
circumstances. As Margherita Sarfacti wrote in 1925:
‘In Rome architecture is made and unmade rather more
than elsewhere.”

As Giorgio Ciucci has observed,® the key issues of
planning in the 1930s had been well established before
the Fascist era. From the outset, it seemed to be very
difficult to find a middle way between conservation and
demolition; the monument to Vittorio Emanuele 1T and
its associated clearances and road widening
(1884-1910) had already involved cutting a swathe
through medieval and Renaissance Rome.

The Plan of 1931, produced under Mussolini’s eye
by a4 committee representing divergent views, was
necessarily a compromise. Nevertheless, certain
assumptions gradually won general acceptance. First,
archaeological sites (especially those of the Augustan
era) were central to the presentation of Fascism as a
revival of Empire. Second, a trivmphal way (the via
deil’Tmpero) would have to be created to link the piazza
Venezia {(where Il Duce had installed his state
apartments in 1929) with a new road to Osda and the
sea (via del Mare). Third, a monumental development
to the north (housing, sports arenas, new roads and
bridges) should form a gateway to the modern city; this
became the Foro Mussolini. Fourth, the southern
approaches along the via del Mare would need a great
feature, which turned out to be the exhibiton city of
EUR. Fifth, the working class should be moved out of
the centre into new districts on the west, east and
south.” Though the demolition envisaged was litdle
more than in earlier plans, this amounted to a dramatic
reshaping of the urban landscape.

Mussoiini was keenly interested in monumental
interventions in the city centre.'” In a speech in 1925,
inaugurating the Roman Governatorato, he declared,
somewhat wildly:

‘In five years Rome must be seen to be marvellous
to all the people of the world: vast, ordered, powertul,
as it was in the first Augustan Empire. You must
contrue to liberare the munk of the greac oak from
everything which still smothers it. Open up spaces
around the Augusteo [Mausoleum of Augustus], the
Theatre of Marcellus, the Campidoglio, the Pantheon.
Everything which has grown up in the centuries of
decadence must be swept away. In five years, from
piazza Colonna, across a great area, should be visible
the mass of the Pantheon.”"!

In the event, the first three of these great
demolition jobs had been achieved by 1943.
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15 Spiro Kostoff, “The
Emperor and the Duce:
the planning of the
Piarzale Augusto
Imperatare in Rome’, in
H. Millon and L.
Nochlin, eds., A and
Arebrtectare in the Service
of Palitics (Cambridge,
Mass,, 1978), 175,

Piazza di Augusto
imperatore after
clearance and
rebuitding in
1934-38

16 The original alar
was set up on this site in
9 BC to commemorate
Augustus' victorics in
Spain and Gaul. A senes
of beannful reliefs depice
members of Augusrus’s
family and allegories]
figures (including 2 seated
personification of Rome).
Some of these refiefs
turned up in different
collecuons all over
Europe, and in 1963 these
ware f&ISIEd {0 remamns
under Palazzo Peretti-
Ouaboni on this site.

The restored Ara
Pacis in its pavilion
by Morpurgo
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The theme of imperial renewal was emblazoned over
the portico in the words of Il Duce: “Ttalians, let the

glories of the past be superseded by the glories of
the future??’

Tiwo hundred fragments of sculpture and two
thousand plaster casts, made from original pieces
scattered all over Europe, were used to reconstruct the
Rome of Julius Caesar and Augustus. The second large
room in the exhibidon was entided the Sala dell’Impero

and included a full-size reconstrucdon of the pronaos
of the temple of Augustus ar Ankara, with copies and
explanations of the Res gestze. Room XXVI was endtled
“The immortality of the idea of Rome. The rebirth of
Empire in IFascist Ttaly’. The catalogue insists: “‘With

Fascism, by the will of Il Duce, every ideal, every
institution, every Roman building, has once more come
to be celebrated,in the new Italy; and, after the epic
undertaking of the soldiers on African soil, on the ruins
of a barbaric empire is reborn the Roman Empire.!®

Inscriptions from Mussolini, Dante and ancient
Roman authors lined the hall, alongside images of
recent Fascist rallies and new constructions. Three
trinmphal arches illustrated the supposed continuity of
the Roman ideal: the Arch of Constantine (celebrating
victory over Maxentius and the beginnings of official
Christdanity), the Arch of Bolzano {2 war memorial
designed by Marcello Piacentini, celebrating the victory
over Austria) and another Fascist monument, the Arch
of the Fileni in Cyrenaica, designed by E. di Fausto,
recording I Duce’s visit to Libya and the inauguration
of the Libyan coast road (Strada Litoranea). The
regime’s new towns (Littoria, Sabaudia and others)
were illustrated as ‘cruly Roman works of Fascism’,
followed by illustrations of the Foro Mussolini (‘a truly
classical centre of physical instruction’)."” As 2
permanent reminder, marble relief maps of the growth
of ancient Rome from its humble origins to world
Empire, and of its modern Fascist resurgence, were
affixed to the wall of the Basilica of Maxentus (they're
still there). The collection of sculprures and casts
became the core of the Museo della Civiltl Romana,
which still exists in EUR.

The via dell'Tmpero (row via dei Fori Imperiali)
presented the most awkward consequences of
Mussolini’s culrural policy.® To make a wide, level
avenue (700 metres long and 30 metres wide) linking
the Colossewn and the Arch of Constantine with the
piazza Venezia, involved not only covering over large
tracts of the recenty excavated Imperial Fora, but also
levelling 2 hill (Collina della Velia) to open up a view of
the Colossenm. Mussolini was clear abour his modves:
‘Rome now has in the centre a street truly designed for
ity great military parades, which until now have heen
restricted to the periphery or the countryside.™

It was originally named via dei Monei; Mussolini
impulsively renamed it via dell’Impero on the night of
27-28 October 1932, andcipating the declaration of
Empire by three and a half years. Inangurated on
28 Ocrober 1932 with a parade of 17,000 wounded
Blackshirt veterans, the via dell’Impero was a platform
from which to view the ruins of Imperial Rome, but
also a brutal act of destruction of those same ruins.
More importantly, it constitated 4 significant act of
delusion: an attempt magically to attract the powers of
ancient Rome to the Hedgling Fascist Empire.
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32 *Concorso per il
Palazzo del Litrorio e
della Mostra detla
Rivoluzione Fascistt in
Romna, Relazione', 1934,
{printed versicn of the
fypescript report
submitred with the
competition preject).

33 The prime
authorship in the mvo
projects by this group
has been contested.
Relying on the memoirs
of Terragni's associzte
Luig Zucesli, Giorgio
Ciueci acceprs that
“Terragni put more effort
into Project B, while
Project A was worked up
by Luigi Vierd, Ciucei
(35 note 8), 147,

34 1hid.

15 Thid, 148, See also M.
“Tafurd, *The Subject and
the Mask. An
Introduction 1o
Terragni®, Lotus
International {September
1978}, 5-31.

A. Carminaii, P
Ligeri, M, Nizzofi,
£. Saliva, M.
Sironi, L. Vietti, G.
Terragni, Project A
for first Palazzo de
Littorio
competition,

Rome 1934
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Milanese group (including Terragni)*'entered a “Project
B’ which in its uncompromising modernity matched
that of the Quadrante group including the Milanese
architects Banfi, Belgiojoso, Danusso, Figini, Peressutt,
Pollini and Rogers (BBPR). In their report, this latter
group wrote: “The acceptance by Il Duce of the best
realizations of the regime — Sabaudia and Florence
railway station — has closed the [atest debates on the
relationship between Fascism and modern architecture.
Ir is the last nail in the coffin of all those stylisdc
pyrotechnics, resulting either from well-intentioned
backwardness or from opportunism.’ *2

Of great interest was the Terragni group’s ‘Project
A In their report, they wrote: ‘We have not forgotten
that a grear historic era of architecture was before us in
“superb archaeological parade”. The discourse of the
wall from Imperial Rome might have made us
compromise, had not our certainty of being sincere in
dignified construction, independent of servile imitations,
promoted in us 2 faith to find a spiritual continuity with
that which venerable marbles and ponderous carcasses
of temples and basilicas express so eloquently.™*

"The Terragni group’s approach to the problem of
the Roman ruins and the demands of Modernism was
to take the Roman theme of the wall, and an “antdque’
material (red porphyry), and transcend structure and
material in 2 modern idiom (p. 142). The facade to the
via dell'lmpero was meated as a curved sounding board,
30 metres long and pierced in the middle to create an
arengario. But the properdes of wall and material were
reversed. Instead of providing a massive support, the
wall was suspended from two gigantic reinforced
concrete trusses, leaving the ground floor largely clear
apart from four ‘reinforced granite’ piers. The stone

blocks of the fagade were held in tension by bands of
steel which fanned out from the ends of the supporting
trusses along the lines of isostatic tension. The report
illustrates experimental tests using a ‘Fenolite’ model
under tension and seen by polarized light. The visual
effect is rather like a complex spider’s web of lines of
force, as if reflecting the waves of energy from the
leader’s oratory. Ciucci’s comment is revealing:

“The abstraction is total, and the myth which the
building can transmit (the power accamulated in
Mussolini, the transparency of the Fascist idea, the
order reconstructed by Fascism) exists in the way
artifice refers to real values: the lines of isostatic force,
transparent walls, golden section rectangles are devices
which take on these values only when they
communicate with myth.”™

The growing rift between Pagano and the
Quadrante group was sharpened by this competition.
Pagano’s call for a ‘moral’ architecture of coherent,
anti-rhetcrical social purpose was apparently
undermined by the more extreme Modernists, whose
work could easily look just as obsequious and unworldly
as that of the compromised Neoclassicists.

It was decided that a second competition should be
held, to which these winning groups alone should be
invited. But by the time this was held, the brief had
changed completely.’® It was decided to move the
building to a less central site, next to the Pyramid of
Cestius on the Aventine, where it would have framed
the southern approach to the city. By now, Mussolini
must have decided that his state apartments must
remain in piazza Venezia, the site of so many glorious
speeches. The building was now simply to be the party
headquarters, and the party secretary was left to select
the architects, with help from a2 committee (including
two traditional architects, Giovannoni and Muzio and
Pietro Aschieri, who had a foot in both camps).

A decision was announced, in October 1937, in
favour of Del Debbio, Foschini and Morpurgo. Of six
other schemes deemed worthy of praise, only Moretti
and Ridolfi were among the moderns, and both had
adapted their style to make a massive, monumental
effect. Terragni’s group and that of Libera, De Renzi
and Vaccaro (who had teamed up) were not mentioned.
In three years, the consensus had moved dramaticaily
away from Modernism. After some revision, the Del
Debbio project was eventually built on the Foro
Mussolini site on the northern ocutskires, where its
ponderous monumentality forms a poignant contrast
with the graceful earlier work by the same architect. In
the second compettion, all the projects include a zorve
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42 Giuseppe Pagano,
Lusaballz (December
1933}

43 By 1934 Del Debbio
had designed, in addicon
20 the Academy of
Physical Edvention and
the Stadio dei Marm,
the Stadio dei Cipressi
and the fiest variang af
the Olympic stadiun:
which reploced it, the
Casa della Balitla Madre,
the seuthern youth
hostel, designs for the
Duca d'Ansa bridge, 2
building of storareoms, &
Heliotherapertie Celony,
variants of the Museurn
of Fascism and the
Colossus, the Musie
Academy and a theatre
for classical dance, an
open air theatre.

44 Ar first this was
referred to as the ‘Casa
Balitla sperimenzale’; see
Ricei's report to
Mussolim, 22 May {935
{Sannteei and Greco,

pe 12} This uitls appears
on Morettts drawings
now conserved in the
Archivio Cenrale i
Stato and dared March
1935. Morcewd, then fresh
out of grchitecmre
schood, bad played a rofe
in drafting the
Rationalise RAMI
manifeswo of 1931,

43 The Arengo
Mazionale would have
held 400,000 people, an
the parade ground and in
the stands. Morueri’s
drawings sty the
seating arrangements in
terms of 2 tension
berwesn the laws of
acoustics, which would
have provided a hearr-
shiaped plan, and the
requirernents of
l‘eguncn[cd men on
paradck. The result was 3
stand with raised ‘wings'
ta amplify and direct the
sound. ~
46 A ‘Brogramma
dell’Esposiziane
Universale ¢ Mundiale di
Roma XX Annuale” was
deawn up and promated
Ly Giuseppe Borrai; see
E’#2; Utopna ¢ Scenarmo def
Regrme (Rome, 1987},
1:19,

Enrico del Debbio,
Accademia
fascista di
Educazione fisica,
1926-32
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the Blackshirts had camped out here during the March
on Rome. The Opera Nazionale Balilla (ONB) had
been set up in 1926 to organize the leisure time of boys
and girls from the age of six to fourteen, and the Foro
Mussolini was conceived as a headquarters and training
ground for the whole movement.™

One of Mussolinis close followers, Renato Ricci,
had been placed in charge of the ONB, despite his
youth (he was stll only thirty-five when the Foro
Mussolini was inangurated in 1932). Ricci came from
Carrara, and his passion for marble starues led to a
profusion of life-size or aver-life-size statues
throughout the complex.” In particular, the Stadio dei
Marmi (seating 20,000 people) was lined with 60
statues, 4 metres high, donated by different cities in
Italy (p. 147). A monolithic obelisk, designed by
Costantini and inscribed with the legend MUSSOLINT
DUX, marked the entrance to the site. Regular
newspaper articles and film bulletins charted the
progress of this stone, the largest single piece of marble
ever quarried in Carrara, to the reinforced concrete
scaffolding ramp where, amid much excitement, it was
dragged into the vertical and finally set free. Similarly,
when Paniconi and Pediconi designed a fountain with a
large marble sphere representng the Universe, the
monolith was tracked all the way to the site in the
popular press. These were not simply wonders of
engineering and transportation, but evocations of the
achievements of the Roman Empire and the Popes,
who had resited obelisks around the city.

Ricci was an enlightened patron of architecture, at
the head of an organization which built schools and
sporting establishments all over Ttaly: “If you see the
letters ONB lording it over a building, you can
cheerfully assume that building to be the most modern
in town, the most up-to-date, the one which, at least in
international terms, would be seen to represent a real

step on the road to progress. And in fact, m 80 per cent
of the cases, you would be right.

42

Del Debbio was chosen to design the overall
scheme and its key structures. He seems to have played
a key role in selecting this beautiful site, as opposed to
one near the University City. It was to contain a Royal
Fascist Academy of Physical and Youth Education (to
train PE instructors for schools all over Jtaly), a
Musical Academy and 2 range of sporting facilities,
including two stadia, banks of tennis courts, rugby and
football pitches, swimming pools and a fencing
academy. In addition, lodgings for visiting athletes and
a large space for a camp site had to be found. Del
Debbio brought to his buildings traces of his baroccherto
style: red rendered walls, set off by rather Mannerist
tabernacle windows and niches enclosing stataes in
white marble. Del Debbio insisted on keeping his
buildings as low as possible, to recreate the classical
effect of an organic unity with nature. Both stadia were
to be holiowed out of the ground. In the Stadio dei
Marmi only the ring of statues breaks ground level,
while the first design of the Stadio dei Cipressi uses the
natural slope of the ground to create additional seadng
on one side only.

When the first phase was inaugurated by Mussolini
in 1932, with a gymnastic display, the Foro Mussolini
presented itself as a centre for youthful sporting
endeavour.® In the next four years, howevey, its
character began to change substantially; this change was
partly a cause and partly an effect of a change in the
artistic leadership of the project. Luigi Morett, a young
Roman architect, had been given the task of designing
the fencing academy ac the western end of the site." He
changed the southern approach completely, challenging
the modest, vernacular quality of Del Debbio’s
Foresteria Sud with the majestc, marble faced mass of
the new building. Morett’s interpretation of the
demands of monumental architecture was to plan his
buildings in a very modern way, using the latest
structural methods to create incredible interior spaces
Hooded with hidden sources of light, while presenting
to the outside world a smooth, closed exterior. The so-
called Palesra del Duce (Mussolini’s private
gymnasium. located above the covered swimming pool)
glistens with wranslucent marble polished to a mirror-
like surface and minutely detailed (pp. 127, 146). In his
redesign of the piazzale Imperiale, an avenue lined with
mosaics and a guard of honour of marble plinths which
leads the visitor into the site from the obelisk to the
founrain of the marble sphere, Moretti injected an
element of elegant monumentality.

More dramatic sdil was the scheme for a starue 100
metres tall (including plinth), representing Mussolini as
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48 Report of June 1937,
in I*42 (a3 note #8),
1:45,

49 “Vampa', writing in
Persea, | July 1937, in
E*42 {35 nute 48), 145,

30 Giuseppe Paguns,
‘Porremo salvarei dalle
false tradizioni ¢ dalle
essessioni Imonumentli?,
Costruzisne-Caszbelln, no.
157 (January {941}

EUR planning
office, perspective
of intermediary
project, December
1937

Adalberio Libera,
Palazzo dei
Ricevimenti e
Congressi, EUR,
modern detailing
and granite
columns
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a plateau above the Magliana plain, was selected, a project
for a Mostra della Civilti Italica had been proposed by
BBPR and found considerable support. In December
1936, Vittorio Cini was placed in charge of the project.

In January 1937, Pagano, Piacentini, Piccinato,¥
Rossi and Vietti were commissioned to produce a plan
for a new city which would host a Universal Exhibidon.
Buildings built for the exhibition would then remain as
museums, ministries, business centres and housing. The
project brought together the GUR group’s earlier plan
to decentralize Rome and Placentini’s master plan to
provide a monumental feature on the southern
approaches from Ostia. At first, the group worked
together in a spirit of great optimism and innovaton —
or at least so Pagano reported in Casabells in June 1937.
Some of the early drawings show a modern city with
glass-fronted office blocks and a thoroughly modern
approach to circulation, comparable with the most
advanced planning in Europe. As time passed, however,
Piacentini managed to take an increasingly tight hold
on the project, until the others were finally dismissed in
1940. Cini evolved a clear distinction between the
permanent buildings, designed to display a durable
monumentality (and classicism) which would not go out
of fashion in fifty or a hundred years, and the
temporary exhibition buildings, where the young
architects could experiment with a more modern style.®
The final version of the model was rigorously
symmetrical, aligned along an axis culminating in a
great reinforced concrete arch designed by Libera.

As competitions were announced for the major
buildings, it became clear that the young architects
were going to have to adapt their style if they were to
get the work. A violent polemic in the press, aimed at
‘liquidating once and for all the subverters of Italian

architecture, contaminated by intrigue by the word
from Moscow’,* softened up the public. Even when
architects like Moretti, Quaroni, Libera, La Padula,

Figini and Pollini or Pediconi and Paniconi won
competinons, they thought it prudent to adapt to the
new climate; if they didn’, their designs were changed
by Piacentini and his rechnical office. Morett, for
example, designed a theatre for the piazza Imperiale
which grew more and more austerely Neoclassical as
the design developed.

All this was too much for Pagano. In a violent
outburst, in the course of which he damns most of the
recent official architecture of the regime (the ‘massacre
of the quarter of the Mausoleum of Augustus, the
immoral gutting of piazza S. Pietro”), he finally turned
on Piacentini:

‘But the most abundant wrongdoing is that of
Mareello Piacentini, who, with a critical stance based
on ancient Rome and with infantle library references is
managing to “monumentalize” the fuwre exhibition of
Rome . . . In the hands of this artificial Vitruvius,
architecrural criticisin has resolved itself into such a
mindless exaltadon of the grossest formalisms that one
fears for the death of good Italian wraditions. Good
taste, moderadon, harmony, clarity, simplicity and
honesty have had to commit Hara Kiri on the altar of
the most grotesque exhibitionism.”™

In the end, EUR is by no means without interest.
Marble columns (often gigantic monoliths) and
endlessly repeated arches characterize the surfaces of
the buildings, but the scale and sense of harmonious
spatial development are still striking. When the debacle
of the War put an end to all plans for a Universal
Exhibition in 1942, the site was left littered with cut
marble and unused columns. Libera'’s Palazzo dei
Ricevimenti ¢ Congressi and the Palazzo della Civiltd
Iraliana were more or less complete, along with half a
dozen other buildings. There is enough here to
imagine what an architecture of Roman graviry and
modern imagination might have looked like.
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1 Peter Gay, Weimar
Cudrure: The Insider as
Outsider (London, 1968),
144,

2 Walter Laqueur,
Weimar: A Cultural
History 1918-33
(London, 1974), 270,

3 Wilhelm
Hausenstein, Em Stadt
auf nichts gebaur (Berlin,
1984), 10; originally the
chapeer ‘Berlin’ in
Europiische Haupstadte
(Erlenbach, 1932),

4 Amédée Ozenfant,
‘Weekend Berlin', Der
Querschitt, no. 5 (1931),
297; quoted in Rolf-
Peter Baacke, ed., Berlin
an ‘Querschnirt’ (Berlin,
1990), 45.

5 Julius Langbehn,
Rembrandt als Erzicher
(1890; 66th ed., Leipag,
1925), 265,

258

NATIONAL SOCIALISM AND MODERNISM

Architecture Iain Boyd Whyte

"The cultural history of Berlin in the 1930s still has to
be wrltten The dozens of books and anthologies on the
‘Golden Tiventies’ invariably end on a note of high
pathos in January 1933, Peter Gay’s Weimar Culture, for
example, concludes: ‘A few months later, Adolf Hitler
was Chancellor of Germany, and the men of Weimar
scattered, taking the spirit of Weimar with them, into
the Aesopianism of internal emigration, into death in
the extermination camps, into suicide.’! ND hints of
continuity or of enforced compromise were allowed 0
bridge the divide between the liberal and progresswe
culture of the Weimar years and the oppresswe regu’ne

that followed. In Walter Laqueurs terse formulation:
‘The Naz1 era, needless to say, was the antlthesls to

Berlin

has tended ¥55t0p. on JOJanuary 193310, Do -

e

: resumed in May 1943

“This does not mean of course, that there is a lack of
information about daily life or cultural production in
the capital city during the 1930s and the war years.
There are many distinguished memoirs and works of
fiction describing Hitler’s Berlin, and a large number of
scholarly texts and exhibitions dealing with the
relationship between National Socialism and specific
areas of the visual arts and architecture, literature,
theatre, cinema and music. These researches offer
source material in great abundance. What is missing,
however, is the synthesizing account that Would '

illuminate the diverse relauanshlps of dependence and _

interdependence, of location, political ideology, and
dftistic volition in 1930s Berhn It is surprising — yet at
the same time explicable, given the fraught nature of
the material w.that no general overview has been
written of cultural life in Berlin in one of the most
morbidly fascinating decades in its history.

In 1932 Wilhelm Hausenstein wrote of Berlin: ‘It is
as if it were grounded on nothing, but a nothing that is
the nothing — a nothingness elevated into an essence . . .

- Think of Vienna, Paris, of the old cities in southern

and western Germany, whose very essence and nature is
their rootedness. Berlin has no provenance, as it were,
no rootedness or history.” Precisely this lack of roots or
inerda, the dynamism and lust for novelty that has
always marked the character of Berlin, made it the
pertect laboratory for modernity during the 1920s,
where the most recent developments in every

conceivable aspect of human activity could be tested to
destruction. Berlin in the 1920s was the Modernist city
par excellence, the most Amencan of the European
capltals, the city that pomted the way forward, precmely
away from the rootedness that marked Paris or Vienna.
As the French painter and writer Amédée Ozenfant
torecast in 1931, following a weekend in Berlin: ‘Pau]
Morand describes Berlin as a failed New York. Who
knows if in twenty years time New York will be seen as
a failed Berlin! Say what you like: Berlin is European.
Paris is stll the ideal capital, but we have to advance.™
The principal question that a cultural history of

Berhn in the 1930s will have to address is the degree to 4

which this progressive culture was totally eradicated
over the decade and what accommodamons were mad°
between Fascum and Modermsm In brief, was Naz1

Berlm a Modernist city in the. 193053

The Berlin Master Plan

Hitler was no great admirer of Berlin: nor was the city
over-enamoured of Hitler and his party In the elecdons
of 5 March 1933, under 35 per cent of Berliners voted
for the National Socialists. Seen from the sandy shores
of Schleswig-Holstein or from the depths of the
Thuringian Forest, Berlin meant asphalt, petrol fumes,
morphine, sexual licence, and every possible form of
decadence, depravity and delinquency. From the early
days of the united Germany in the 1870s, Berlin was
targeted by right-wing nationalists as an alien intrusion
in the new state, an open sore in the body politic. A
very typical view of the city can be found in Julius
Langbehn’s Rembrandt als Erzieber (Rembrandt as
Educator), the gospel of the right-wing cultural
pessimists, first published in 1890 and an influential
voice right through the 1920s and 1930s. Like
Ozenfant later, Langbehn saw close similarities berween
Berlin and New York, but he saw them in a strictly
negative light. Both cities were identified as temples to
greed and Mammon, unfruicful soil for tradidonal,
‘organic’ values: ‘Until now, even this small drop of
organic spirit has been missing in Berlin, as in North
America, in the realm of the spirit and the arts.” While
he damned late nineteenth-century architecture as

o vt il bt
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8 Anna Teut,
Architektur im Dritten
Reich 193345
(Frankfurt, 1967), 10,

Yo Ludwig Sterneaux,
‘Berlin hat die nackten
Fassaden sact’, Der
Mentag, supplement, 16
June 1930.

Goering and
Speer (2nd from
r.) with model of
Victory Column as
moved, 1938

Albert Speer,
model of
Mussoliniplatz
with monument,
1939-40
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were actually cut in a quarry near Stuttgart, the war
intervened and nothing was built.

A similar fate overtook the University City, planned
for an extension of the East-West axis near the Havelsee
and Spandau, of which only fragments were built; after
1945 these were buried under one of Berlin’s hills of bomb
rubble, the Teufelsberg. The 1936 Olympic Stadium
survives in the western suburbs as the only major
clement on either of the two major axes to be completed.

Rationalization and the Sublime « «4

" .
&

» ko0 . Y

There is a general consensus that Neues Bmmz the
white architecture of the 1920s, tﬁ“"‘ ehitectute of the
Bauhaus and of the great housmg estates in Berlin and
Frankfurt - had faltered around 1930, long before the
National Socmhst takeover in 1933. As Anna Teut
noted in her pioneering book on Nazi architecture:
‘Well before National Socialism was in a position to
pass its guillotine sentence, Neue Sachlichkeit [the New
Sobriety] as an official expression was dead, even if it

*survived as a small, vigorous branch.” i

"

"The mass housing programmes in the cities, which
had been the backbone of the Modernist architectural
programme, were victims of the world economic crisis,
and were formally abandoned by the Briining o
government that watched helplessly as unemployment
in Germany rose from 4,380,000 in December 1930 to
5,615,000 a year later: a tenth of the total population.
In architecture as in every other aspect of German
social and political life, the apparent certainties of the
mid-1920s had ceased to be certainties, and the,
Modernist perspectives were already narrowing.

Sensing a fundamental shift in taste, the popular press
joined with the National Socialist ideologues,to-,
celebrate the passing of Neues Bauen. A typical headline
from tHe Stifimer of 1930; by the respected critic
Ludwig Sterneaux, for example, insisted that Berhq is
sick of naked tagades"g o

Yet the ‘small, vigorous branch’ was by no means
dead, and the support of the Modernist Ruzionalismo by
the Fascist regime in Italy led to hopes that in Germany,
t00, political revolution could be identified with artistic,
modernism. The eminent art historian Wilkelm Pinder
argued to the Kampfbund, for example, that the
modern movement was essentially German; while in
the summer of 1933 the National Socialist League of
German Students condemned reactionary attitudes in
the arts and proclaimed their support for the
Expressionist art of Barlach Heckel, Nolde and
Schmidt-Rotelffy- ’

These early hopes in the Modernist camp were
fuelled by the ambiguous messages given out by the
new regime in the months immediately following the
Nazi accession to power in January 1933, and are
_ represented in the exhibition by submissions for the
1934 Reichsbank compeunon, by Ludwig Mies van der

'Rol‘e Walter Gropius and Hans Poelzig (pp 288 89)
The compeuuon for the new Reichsbank headquarters _
was launched in February 1933 directly after the Nazi
takeover, by the pro-Modermst ministerial director
Martin Kiessling, who invited designers from all points
in the architectural spectrum, from Mies at the
Modernist end to Heinrich Tessenow.and-Wilhelmee
Kreis at the traditionalist end. Besides the quality of the

““Cntrants; the Reichsbank competition is noteworthy on

several counts. It was the last great competition for a
major public building in Berlin between 1933 and 1945.
Thereafter, maj6r CoMMmissions wereawarded =
exclusively to members of the National Socialist inner
circle. The brief is also interesting in that, with an
unhappy prescience, it stipulated air-raid shelters in

the basement.
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16 Gerdy Troost, Das
Bauien im neuen Reich
(3rd ed., Bayreuth,
1941), 73. The author,
an architect, was the
widow of Paul Ludwig
Troost.

17 Thid,, 47.

18 Adolf Hitler, ‘Die
Bauten des Dritten
Reiches: Aus der
Kulturrede des Fithrers
auf dem Reichsparteitag
1937", quoted in Teur (as
note 8), 190,

19 On the Nazi sublime
see lain Boyd Whyte,
“The Sublime’, in Keith
Hartley, ed., exh. car.
The Romantic Spirit in
German Arr 1790-1990,
(Seuttgare, 1994), p.145.

“"“Herbert Rimpl,
Heinkel aircraft
factory,
Oranienburg

== Emil Fahrenkamp,

‘Chimneyless
Power Station’
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analogous forms. Buildings are created that express
measure and wonder, working through clear, economical
lines to symbolize precise, exact work carried out within.
With their freely exposed concrete, steel and glass they
make a striking impression. How light, inventive and
ambitious these technical buildings are! Here the
artistic will to form has triumphed over matter.”¢

Utterly contrasting ambitions, however, can be
found in the speech on architecture delivered by Hitler
at the party congress in 1937, in which he affirmed his
intention to construct the greatest buildings ever seen
in German history and insisted that ‘only the great
cultural documents of humanity made of granite and
marble’ offer stability and certainty in a world of
change and transition.

In purely constructional terms, the lightweight
structures praised by Gerdy Troost and Hitler’s massive
blocks of granite are poles apart. In terms of emotional
response, however, monumental architecture and the
power of industry and technology are linked by the

aesthetics of the sublime, in that both offer i images that

overwhelm our perceptua] or imaginative powers, making
the scope of rational comprehension all the more

exciting and vivid. In a telling passage in his memoirs,
Speer pointed to the nature of Hitler’s aestheric
sensibility, recalling that on walks in the Bavarian Alps,

Hitler ‘frequently admire[d] a beautiful view, but as a
rule he was more affected by the awesomeness of the
abysses than by the harmony of a landscape’.!”

This preference for the vast, the fearsome and the
potentially destructive pomts to the aesthetics of the
sublime, a supposition confirmed by the conclusion of
Hitler’s 1937 party speech: “These colossal works will,
at the same time, represent the most sublime
justification for the political might of the German
nation. This state should not be a power without
culture nor a strength without beauty. For the arming
of a nadon is only morally justfied when it is the shield
and sword of a higher mission. We do not aspire,
therefore, to the naked force of a Ghengis Khan, but
rather to a realm of power in the formation of a
stronger, protected community as the bearer and
guardian of a higher culture.’®

"The aerial shots of the Nuremberg Rally Grounds
in Leni Riefenseahls film Triumph of the Will exactly
capture the potent nexus of the mechanical and lithic
sublime: the all-powerful machine confrontmg the
massive stone ed;ﬁce and countiess ranks of the faichful.?

Fven though 1937 is generally considered a turnmg
point, when diversity in the visual arts was finally
extinguished by the party, and firm distinctions drawn
between official and ‘degenerate’ art, the flexible
situation in architecture carried on as before.
Partlcuiarly astomshmg is Ludw1g Hllbersexmers
utterly Modernist proposal for. the Umver51ty Cn:y
mmmve which offers a series of elegant slab blocks set
in the green, in the best tradition of Neues Bauen and
1920s urban planning theory. The proposed site for the
University City was set on an extension of Speer’s East-
West axis: and, as Wolfgang Schiiche notes in his essay
in this volume, the competition was conceived as a
warm-up exercise for the great tasks ahead on the
North-South Axis. Unsurprisingly, the more
monumental schemes of architects like Gutschow and
Distel (p. 286) won the day.

But the Modernists were by no means without work
durmg the National Socialist years — particularly, but
not exciuswely, in the realm of high-technology
mdustry As Werner Durth’s researches have revealed,
Hans Dustmann - a former head of Walter Gropius’s
design office — became Reichsarchitekt of the Hitler
Youth, responsible for a national chain of youth centres
and sports facilities. Another Gropius associate, Ernst
Neufert — who had been site architect for the Bauhaus
bulldmnr in Dessau — was in charge of standardization
within Albert Speer’s GBI, and produced norms for the
German construction industry that survived long into
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enforced symmetry, and by doomed attempts to achieve
monumentality through repetition.

It would be 2 mistake, however, to look for
Modernism in the architectural context merely in
matters of style or materials. In his speech at the
topping-out ceremony of the New Reich Chancellery,
Hitler praised the building, erected to the design of
Albert Speer in nine months, not only as an artistic
masterpiece but also as a triumph of technology and
logistics (pp. 264, 323). Building production in
National Socialist Germany was, as already noted,
highly rationalized. It differed significantly, however,
from its counterparts in the European democracies or
North America, in its use of slave labour. What Hitler
did not mention in his speech at the Chancellery was
that the stone that had appeared almost miraculcusly in
such a short tme had been cut in the concentration
camp at Flossenbiirg in Upper Bavaria (p. 27). Nor
would he have mentioned the brick and dle works
attached to the concentration camp at Sachsenhausen,
just north of Berlin at Oranienburg, site of the Heinkel
aircraft factory. The coexistence in the National
Socialist realm of 2 Modernism based on instrumental
reason and the animal barbarity of the concentration
camps poses profound and still unanswered questions
about the nature of the Modernist project.

The Berlin Olympics

Had it not been for the First World War, the Olympic
Games would have been held in Berlin in 1916. For
this purpose, the Deutsches Stadion (German Stadium)
was constructed to the design of Otto March in the
Grunewald, the point at which the city meets the
woods and lakes that dominate the western edge of the
city. After the Olympic Committee agreed in 1930 to
hold the 1936 Olympics in Berlin, Otto March’s
architect son, Werner March, was commissioned to
redesign his father’ old stadium for the purpose. When
Hitler visited the site in October 1933, however, he was
unimpressed by the comparative modesty of March’s
proposal, insisting that the German spirit demanded
‘something gigantic’.”? The Fihrer’s wish was granted,
with a complete redesign on the same site resulting in a
complex that embraced the main stadium, a swimming
pool, a large parade field, assorted smaller enclosures
for tennis, hockey, and equestrianism, an open-air
theatre, and a large sports institute. The stadium alone
was designed to hold 100,000 spectators, who were
delivered to the Olympic portals with brisk efficiency
by the U-Bahn (underground) and $-Bahn (surfzce)
railways, via stations located at the edges of the
Olympic site.

Werner March’s first design for the new stadium
was strictly functional, with glazed partition walls and
an exposed structural frame. As Albert Speer recounted
in his memoirs, Hitler was outraged by this naked
Modernism, saying that ‘he would never set foot in a

.glass box like that’, Speer himself came up with the

solution: ‘Overnight T made a sketch showing how the
steel skeleron already built could be clad in natural
stone and have more massive cornices added. The glass
partitions were eliminated, and Hitler was content.”
None of this was reported, of course, in the official
account of the stadium published under March’s own
name, in which the rather solitary, widely-spaced
columns were compared to the pine trees in the sandy
landscape around Berlin, which in turn were claimed as
an inspiration for the great classical architects of
Prussia: Schlitter, Knobelsdorff and Schinkel.®* This
contrived simile, invoking nature and culture to explain
what appears to have been expediency, is characteristic
of the Olympic enterprise in Berlin, which appealed to
an extraordinary wide spectrum of references in ordes
to send across the nation and around the globe specific
messages about the Nadonal Socialist regime. In the
Olympic arena, art and archicecture were put to work
squarely in the service of propaganda and power.
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26 Wilter Benjamin,
“The Work of Arcin the
Age of Mechanical
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Benjamin, Hurinetions
(MNew York, 1969), 242.

27 For details of the
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organized in Berlin to
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1937), 2:1106-28,
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The Olympic Tear 1936
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degree that it can experience its own destruction as an
aesthetic pleasure of the first order. This is the situation
of politics which Fascism is rendering aesthedc.’
Pseudo-Homeric contemplation was also on offer,
of course. Berlin had first been called ‘Athens on the
Spree’ in a panegyric written during the reign of
Frederick I of Prussia (1657-1713), and the epithet
neatly summarized the prestige ambitions of the
Prussian court from the late eighteenth century to the
mid-nineteenth. Those buildings most closely
associated with this powerful Hellenist tradition were
tied to the Games and to the stadium physically by
avenues of banners and improbable classical statuary,
which turned the East-West Axis into a via triumphalis
along which the Fiihrer drove each day to the stadium.
This invocation of classical authority and virtue was
further reinforced by a whole series of events that
stressed the Athens-Berlin axis. The opening ceremony
of the International Olympic Committee was held in
front of the Pergamon Altar; the Olympic torch was
received in Berlin at a ceremony on the revamped
Lustgarten in front of Schinkel’s Altes Museum (see the
essay ‘Berlin, 1 May 1936 in this volume); there was an
official Olympic Art Exhibidon with medals for the
winners, and two exhibitions of Hellenic art;”” Handel’s

opera Heracles was performed at the open-air theatre
attached to the Olympic complex; and Aeschylus’
Oresteig was staged in the city. Cultural enterprises such
as these were intended to invest the parvenu National
Socialist government with images of dignity, gravity
and authority.

At the opposite end of the historicist spectrum, the
German state used the Olympic Games to promote
itself as modern, progressive, and technologically
advanced. This was the theme of the exhibition entitled
simply Deutschland, whose catalogue contrasted
photographs of ‘Bolshevik Street Terror’ and ‘Red
Anarchy’ with images of new bridges, autobahns, and
enraptured workers listening to symphony concerts
during their unch interval — ‘A pleasant interlude
during factory work’ * Modernists were employed to
sell the image of a modern Germany, and the exhibition
installation was the work of the architect Emil
Fahrenkamp and the graphic designer Herbeért Bayer,
whose double-page photomontage in the exhibition
prospectus proposed a Prussian Classicism that
embraced both Schinkel’s Altes Museurn and Werner
March’s Olympic Stadium (p. 265). Previously a master
at the Dessau Bauhaus,” Bayer remained very
influential in the design of National Socialist
propaganda exhibidons until 1937,

Modernist typography was only one of the many
techniques used by the government and the German
Olympic Committee to promote the Games and
manipulate both national and international opinion.
Radio reports, film newsreels, and experimental
television coverage were all employed to the greatest
possible effect. Whereas the sporting triumphs at the
classical Greek agones were celebrated in Pindaric odes,
the victors in Berlin in 1936 were recorded for
posterity on film, and in particular in Leni Riefenstahl’s
two films on the Olympics, Fest der Vilker (Festival of
Nations) and Fest der Schinbeit (Festival of Beauty). The
propagandistic link between Greece in 450 BC and
twentieth-century Germany is made explicit in the
prologue to Fest der Vilker, which begins with misty
shots of the Acropolis and the temple of Zeus at
Olympia. The camera lingers on Myron’s sculpture of
the discus thrower, and the body in stone is dissolved
into the living flesh of the German decathlete Erwin
Huber: the Third Reich was the rightful heir to Athens
and Sparta.

Yet & dark shadow hovers over this paean to physical
beauty. As Thomas Wolfe recorded in his novel ¥ou Can't
Go Home Again: “The sheer pageantry of the occasion
was overwhelming, so much so that he began to feel
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Garman Alpine
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working together as a nation on common goals for the
common good. Emboldened by this great national
programme, the German people would again be able to
assert its claims among the nations. At the
commencement of the work in September 1933, Hitler
described the new roads as ‘a milepost for the

construction of the community of the German People
(Volksgemeinschaf], a community which, both as nation
and as state, will deliver to us what we are rightfully
entitled to claim and demand in this world . . . German
workers, on with the job!™*

If the first great narrative, in the propaganda
campaign that was mounted with the same intensity as
the road-building programme itself, was national unity,
the second was work creation. Erna Lendvai-Dircksen’s
officially promoted book of photographs of the
construction work shows sturdy German workers with
massive pickaxes resting on their shoulders, welcoming
the chance to work: “After years of unemployment I am
once again earning honest bread for seven sons and one
daughter.”** This was the propaganda line that appeared
in every book, article or film on the new road system:
the autobahn meant work, economic stability, and an
end to the fears of unemployment and inflation that
had blighted the Weimar republic. The reality, of
course, was less rosy. At its peak in 1936, the entire
autobahn enterprise employed no more than 250,000
workers: half on the site, the other half in supply
industries. Working conditions were unpleasant in the
extreme, and the construction camps were filled with
‘undependable’ workers with Socialist or Communist
backgrounds. Indeed, by 1938 it became NECessary to
pass labour conscription laws to halt the seepage of
labour away from the autobahn programme. Duaring
the early war years this conseripted labour was
augmented by prisoners of war.

When work stopped on the autobahns in 1942,
some 3,870 kilometres had been completed. In practical
terms the new roads had little impact, either on the
£conoty or on srategic planning. Although promoted
by the Nazi government through such programmes as
the People’s Car (Volkswagen), which appeared in
prototype form in the late summer of 1936, car
ownership in Germany was markedly lower than in
comparable countries. In 1938, for example, there was
one car for every 5 Americans, for every 27 British, and
for every 44 Germans. Contrary to myth, the
autobahns had limited strategic significance, as the
concrete slabs were 100 thin to support the weight of
heavy tanks or armoured vehicles. The war, furthermore,
was fought elsewhere. Only after the war, with the
economic development of the Federal Republic, did the
level of car ownership justify the vast capital
expenditure invested in the autobahns in the 1930s.

The lasting success of the programme, therefore,
was propagandistic rather than tangible. The civil
engineers, bridge-builders and architects who
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