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Introduction

The intention of our Colloquium has been limi-
ted to the ambition to arrange a meeting of scholars
coming from both sides of the collapsed “iron cur-
tain” offering them an opportunity to exchange their
ideas and confront their experiences with the role
art played in various totalitarian regimes. We believe
that the problem of the relation between art and dic-

tatorial political power has not lost anything of its .

topicality in our post-totalitarian or post-industrial
and post-utopian period. On the contrary, the prob-
lem of the control over art is becoming the more ur-
gent the more disguised the nature of it is.

At the same time we are fully aware that there
is a risky premise implied in our project: To com-
pare various totalitarian regimes and their artistic
styles presupposes that there is a common denomi-
nator legitimizing such a comparison. Nevertheless,
there exists also another justification of such
a comparative procedure: To specify the uniqueness
of different phenomena by contraposing them. It is
well known that three different ideas were developed
as far as this topic is concerned:

A. According to the first, there exists no gene-
ral or universal “totalitarian art”. As a consequence,
affinities between artistic expressions of various to-
talitarian regimes, between Fascist or Nazi-art on the
one hand and s.c. Socialist Realism on the other,
should be regarded as superficial and limited to their
style.

B. According to the opposite idea artistic struc-
tures of various totalitarian states are so close to each
other that they justify speaking of a general pheno-
menon called “totalitarian art”.

C. A mediating position between both opinions
mentioned above is represented by the belief in
a universal artistic evolution irrespective of the dif-
ferent political structures within which art functioned.

It is noteworthy that each of these three ideas is
based on a different premise as far as the principal

determinant of art is concerned. The first one pre-
supposes that art is influenced and shaped principal-
ly by the economic bases of particular totalitarian-
isms do not allow to speak about a "totalitarian art”
in general, according to that conception. As
a consequence, similarities between artistic styles of
various totalitarian regimes have to be conceived of
as accidental and superficial. The opposite view im-
plies the belief in the primacy of the social function
of art and the decisive role ideology or even politics
play in the matters of art. According to that concep-
tion, similar artistic styles follow similar political
structures despite the differences in their economics
bases. As far as the third opinion is concerned, it
implies the belief in an autonomous nature of artis-
tic development and its capability to transcend all
social bindings. As a consequence, not only Nazi or
Fascist art and Socialist Realism represent parts of
a common cultural phenomenon, but also Surreal-
ism can be conceived of as a part of an all-embra-
cing neo-Classicist movement in the thirties.

There are some challenging question intentio-
nally implied in the project of our colloquium too.
The first of them can be put as follows: It is evident
that all kinds of totalitarian art have an affirmative.
relation to the art of the past. Does that fact legiti-
mizes us to regard them as intentional historical re-
vivals? Moreover, does the neo- Classicist nature of
art in modern dictatorial regimes justify us to inter-
pret them as vehicles of political restorations and
regard them as significant tokens of post- or coun-
ter-revolutionary periods?

It is just the perspective opened by post-Mo-
dernism and post-Communism that revealed the uto-
pian nature of avant-garde art in its full scope. As
a consequence, there is a question whether the anti-
avant-garde strategy of various kinds of totalitarian
art legitimize our conceiving them as anti-utopias
rather than as retrospective utopias.

It is quite natural that iconoclastic tendencies
accompany utopian dreams. Paradoxically enough
an alliance of iconoclastic device with the cult of art
came into existence not only within the avant-garde
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movements but also within totalitarian doctrines. The
specific character and particular réle that tandem
played within different contexts is also worth ana-
lyzing.

One of the cardinal problems concerning the
history of the twentieth century art is closely con-
nected with problems enumerated above. It can be
formulated into the question whether the avant-garde
utopias on the one hand and the totalitarian conser-
vative and retrospective utopias on the other repre-
sent complementary elements of a commonly shared
cultural spectrum or even a system. Or, on the con-
trary, whether various kinds of totalitarian art can be
regarded as efforts to stop and reverse the universal
course of the history of art. In other words, we should
test the hypothesis that totalitarian artistic idioms
weren’t but ideological tools of unsuccessful attempts
to cath up with economically leading coutries by
means of the revival of pre-industrial artistic forms
and political structures.

At present the history of Modernism seems to
have come to its end. As a consequence of the col-
lapse of all revolutionary and futurist utopias we are
faced with an unexpected question: How can the ec-
lecticism shared by totalitarian art as well as post-
Modernism be explained? We are here confronted
with an opportunist challenge cynically claiming that

the totalitarian conservative and retrospective uto-
pias can be regarded as predecessors of post-Moder-
nist anti-utopia. For better or for worse we cannot
avoid testing a hypothesis however phantasmagoric
it appears, that there could be disguised connection
or, if you want a secret contract between totalitarian
and post- Modern conservativisms. It is not my pur-
pose here to look for answers to the presented ques-
tions. Nevertheless, I have to close this list of prob-
lems we have to cope with by a self devouring
question: Does not my a little long winded enumer-
ating implied the Hegelian prejudice that there must
be (and probably is) an inner unity or homogeneity
between artistic styles and political and social struc-
tures? If there does not exist such an inner connec-
tion at all, many of the puzzles presented in this in-
troduction can be solved in a quite simple way: In
accordance with E. Gombrich’s doctrine we could
regard artistic forms as arbitrary tools able to be used
(or misused) for different (and some times everi op-
posite) purposes receiving their particular meaning
from the context they are functioning within. De-
spite attractiveness of such solution we have first to
take it as a hypothesis and to try to falsify it to keep
loyalty to Sir Ernst. To do so is, in my opinion, one
of the tasks of this meeting.

Jan BAKOS

I. Utopias and Iconoclasms

Bezahmende Symmetrie und triumphale Utopie

Rudolf CHADRABA

Verehrter Leser soll in zwei Beitrdgen dieses
Sammelbandes von utopischen Vorhaben der hollén-
dischen De Stijl-Gruppe unterrichtet werden, deren
“neoplastizistische” Schopfungen bekanntlich asym-
metrisch waren, in Malerei und Architektur. Das Prin-
zip der Asymmetrie lief sich noch im weiteren Um-
fange der modernen Kunstanschauung geltend
machen. Nach der nur dekorativ vorgeblendeten,
asymmetrischen Rocaille des 18. Jahrhunderts an
sonst symmetrischen Fassaden usw. kam es nun, von
ab 1910 ungefahr, zum Einverleiben der Asymmet-
rie in die innere Struktur von Artefakten, mit uto-
pischen Konnotationen.

Es sollte dariiber nicht vergessen werden, daf3
im Gegenteil auch asymmetrische Konfigurationen,

1. Auerochs und Jiger, Jungpaliolithikum. Lascaux, Hohle des
Menschen

zwar von alters her, mit utopischen Projekten von
seiten einer sakralisierten, charismatischen Autori-
tit verkniipft sein konnten,

2. Tierzithmungsszenen vom Anfang des 3.Jt. v.Ch.: Harfe mit
Gilgamesch vom kénigl. Grab von Ur, Messerhand griff;
vordynast. Agypten




3. a) Alisyrische Plakette, nach H.Read - b) Alisyrische Schale - ¢) Hethitischer Priester, 2.Ji. v.Ch. - d.) Merowengische

Riemenzunge, Bronze, Schweiz, 7.Jh.

Den Ursprung der Symmetrie in der bildenden
Kunst suchte der Kritiker und Kunsttheoretiker Her-
bert Read! im altertiimlichen Ritual der Tierzéhmung.
Er sah einen wesentlichen Unterschied zwischen der
vereinzelten, linearschematischen Darstellung eines
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Jigers oder Zauberers, der von einem realistisch ge-
malten, ungestiimen Auerochs bedroht wird, in der
“Hohle des Menschen” (Grotte de I’Homme, Lasca-
ux, Jungpaliolithikum) und den typischen Be-
zihmungszenen auf Gebrauchsgegenstinden des vor-

Persischer Kénig als Lowenzihmer, sassanidischer Silber-
schiissel, 6.Jh., British Museum

dynastischen Agyptens und der mesopotamischen
Stadtstaaten vom Beginn des 3. Jahrtausends v.Ch.?
(Abb. 1) .

“Ein gutes Beispiel”, so Read, “ist die Musche-
leinlegearbeit aus einem Konigsgrab in Ur, die vier
Szenen agierender Tiere zeigt... Ein weiteres Beispiel
ist ein jetzt im Louvre befindliches Messer aus Feuer-
stein. Es wurde in Dschebel el-Araq in Oberdgypten
gefunden, ist aber wahrscheinlich mesopotamischen
Ursprungs”.’Read weist ferner auf Beteiligung des
von Mesopotamien sich ausbreitenden Flechtmo-
tivs hin. Das Geflecht, herkommend vom urzeitli-
chen Handwerk des Zaun- oder Korbflechtens und
Textils, tritt als rational-menschliche Potenz hinzu:
eine giftige Schlange (4bb. 2-3) wird geometrisch
eingeflochten und somit bewdltigt, unschidlich ge-
macht.

Im bertihmten Léwentor von Mykeni erblickte
Read eine Substitution des Riesen oder Zauberers in
der Symmetrie-Achse durch eine Sdule. Die Herkunft

5. Awaroslawische Gufsbronzen als Stilisierungen des iranischen Bezdhmungsmotivs, nach J.Dekan - Syrische Vase aus Ugarit,
2.Jt. v.Ch. (Nachzeichnung) - Merowingischer Bronzebeschlag, 6.Jh.
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6. Entwicklungsphasen der griechischen Tempelgiebel

von Nahen Osten wire da anzunehmen, wie auch die
kyklopische Bauart der rechteckig angelegten Fes-
tung. Man findet auch Lebensbdume zwischen sich
davon erndhrenden Tieren. Statt eines Menschen kann
eine Hybris die Dominanz {ibernehmen, es kommt
auch zum manierlichen Rollenwechsel von Mensch
und Tiere in der Symmetrie, im Sinne der “verkehr-
ten Welt”.

Read zufolge handelt es sich urspriinglich um
Selbstbestitigung des von der Naturwiichsigkeit
emanzipierten Menschen am iibergang vom Jiger-
und Sammlertum zur seBhaften Lebensart der Vieh-
ziichter und Landwirte.

Eine zihlebige Tradition der Ikonographie wur-
de damit abgebahnt. Survivals und Revivals des Be-
zihmungsmotivs in symmetrischer Anordnung finden
sich viel spiter z.B. im archaisch-griechischen
Kunsthandwerk, auf einer Bronzepalette mit Nike-
Victoria als Dompteurin von Léwen, wie an jenem
Beispiel von Ur auch mit begleitenden zirkusihnli-
chen Tierszenen (4bb. 5). Die Siegesmythologie der
Griechen war bekanntlich fortschreitend mit uto-
pischen Herrschaftstraumen verbunden.

In der klassischen, ja schon unmittelbar vorklas-
sischen Zeit setzt sich die Tradition auf den Tympa-
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na griechischer Tempel fort, mit anwachsender, do-
ch nicht vollstindiger Vermenschlichung (statt Tiere
halbtierische Kentauren - 4bb. 6).

Als Anreicherung der Komposition erscheint
sehr frith schon die Doppelzonigkeit: die gebédrende
Grofle Mutter in Catal Huiytik (6. Jht. v.Ch.) sitzt auf
einem Lowenthron im Typus “Herrin derTiere”, Pot-
nia therén. Dies pflantzt sich bis zur mitteleuro-
piischen Madonna als Thron Salomons und deren
Reduktion in die Glatzer Madonna (Hofkunst Karls
IV, nach 1350) und die “Lowenmadonnen” schle-
sischer Plastik seit um 1360 fort. Einen Sonderfall
bildet ein hethitischer Priester, stehend auf einem
Sockel mit symmetrischer Lowenzdhmung en relief
(Abb. 3). Im Britischen Museum habe ich neben alt-
mesopotamischen Szenen kombinierter Lowen- und
Schlangenzihmung mit dem Stehen auf Lowen auch
eine radikale Probe dquilibristischer Lowenzihmung,
mit Lowen auch als FuBschemel, der persisch-sas-
sanidischen Kleinkunst gefunden (4bb. 4). Statt der
Lowentotung, die er auch alljahrlich rituell vollfith-
ren mufte, exerziert der persische Konig die Lowen
mit einer unglaublichen zirkusartigen Gewandtheit.
An utopischen Assoziationen ist da nicht zu zweifeln,
seit der spektakuldren Eroberung Babylons durch
Kyros d.Gr. 539 v.Ch., mit nachfolgender Griindung
des Weltreiches usw. Wiederholt strahlten apokalyp-
tische Prophetien eines tausendjdhrigen Reiches
(Chiliasmus, vom gr. chilioi-Tausend) von Iran aus.
Sassanidische Herrscher werden auch auf dem
Lowenthron sitzend dargestellt (4bb. 10).

Jan Dekan hat auf ankniipfende Muster der
awarisch-slawischen Gufbronzen des 8. Jahrhunderts
hingewiesen, mit vereinfachender Stilisierung, die
zu MiBdeutungen verleiten kann.* Merowingische
Beispiele gehen auch so weit (4bb. 5) .

Survival oder Revival gleichviel, von dieser Art
ist immerhin die rustikale Ritzeichnung eines Zau-
berers zwischen zwei gehornten Tieren (4bb. 9) auf
einer Innenwand der St. Georgskirche der Prager
Burg vom 11. Jh. - so unchristlich sie auch anmutet
und wohl auch ist: ein Revival oder vielmehr Survi-
val der Urzeit.

Doch auch die christliche Kunst konnte von der
symmetrischen Tierzihmung vielfachen Gebrauch
machen. Ebenfalls vom 11. Jahrhundert haben wir
ein keramischer Beispiel, Pflasterstiick ehem. Ro-

b s K ien-eim i

7. Tafel vom gallorémischen Konsulardyptichon und Elfenbeitafel vom Kloster Sankt Gallen aus dem 9.Jh.

tunde in Dolni Chabry bei Prag. Ein nimbierter, also
heiliger Priester im Ornat bezahmt zwei vierfillige
Séugtiere, indem er sie an den Schwinzen hochhebt.
An der Christlichkeit dieser Darstellung ist kaum zu
zweifeln, ich glaube eine altchristliche, wohl mifiver-
standene, Vorlage dazu gefunden zu haben. Eine Pil-
gerampule aus der 2. Hilfte des 4. Jahrhunderts, die
Mons. C.M. Kaufmann im Jahre 1909 in der Li-
byschen Wiiste unter den Resten der sandverwehten
ehem. Menasstadt. mit grofer Basilika aufgefunden
hat. Eine griechische Inschrift bezeugt die Darstel-
lung vom hl. Menas, Bischof und Mirtyrer der Li-
byschen Wiiste, Patron Libyens. Schon viel frither

8. Pilgerampulle mit dem hi.Menas nach C.M. Kaufmann, 4.Jh.,
und Pflasterstiick aus Dolni Chabry bei Prag, 11.Jh.
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10. Christus Victor, Mosaik, Ravenna, Capella arcivescoville,
Anf. 6.Jh.

hatte die Libya antiqua mit von der Oase Siwa-Am-
monium ausstrahlenden Ammonkult die gesamte
Mittelmeerwelt beherrscht® (4bb. 8,9). Der Nachah-
mer von Dolni Chabry kann anderthalb Jahrhunder-
te spiter an Hund und Katze als Symbole der Zwist
gedacht haben, eine Pilgerampulle der vorerwihn-
ten Art kann er vor Augen gehabt haben.
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11. Portaltympanon der St. Wenzelskirche, Hrusice bei Prag, Anf.
13.Jh.

Im berithmten Mosaik der Capella arcivesco-
ville von Ravenna, um 500, tritt Christus Victor in
Legiondruniform auf einen Lowen und eine Schlan-
ge (conculcabis leonem et basiliscum): eine doppel-
zonige Tierzahmung (4bb. 10). Einen inhaltlich be-
lasteten Sonderfall der kohdrenten Doppelzonigkeit
stellen die Reliefs konsularer Diptychen der heid-
nischen und ankntipfenden christlichen Spétantike:
oben hieratisch-symmetrische Strenge des Herrn der
Spiele, unten Tierkdmpfe der Zirkusarena: status
aeternitatis liber dem cursus temporis (C.M.
Kaufmann), Katastasis der Ewigkeit {iber Katastasis
der Zeit (Kosmas Indikopleustes, 6. Jh.).

Man vergleiche (4bb. 7) eine Tafel vom gallo-
rémischen Konsulardiptychon mit der vom schwei-
zer Kloster St. Gallen, 9. Jh., mit triumphaler Him-
melfahrt Marid oben, und der Szene SANCTUS
GALLUS PANEM PORRIGIT VRSO unten.

Das Kreuz ist durchgehend in der christlichen
Ikonographie und Symbolik n.a. das Tropaeum fi-
dei, Trophéde des Glaubens - in Byzanz wird es oft
mit der Inschrift NIKA versehen, wie auch der “Sie-
gel” eucharistischer Brote. Inmitten der “Zarenpfor-
te” orthodoxer Kirchen erhebt sich das Kreuz iiber
zwei Drachen und als Reduktion auf einem Portal-
tympanon der St. Wenzelkirche in Hrusice bei Prag
(Anf. 13.Jh. - 4bb. 11). In der Symmetrieachse wird
das Kreuz wahrscheinlich von St. Wenzel und seiner
Grofimutter der hl. Ludmila im Typus Konstantin und
Helena mit dem Kreuz aufrechtgehalten.,

12. Sassanidisches Felsrelief, im Mittelalter fiir Darstellung von Chusrau und Schirin gehalten, 6.Jh., darunter Konstantin und
Helena mit dem Kreuz, serb. Patriarchatskirche in Pec, rechts oben Initaile E (lena) im VySehrader Antiphonar, Klosterbibliothek
Vorau, rechts unten Karl IV mit einer gekrénter Frau, werkstatnahe Wandmalerei um 1357, Burg Karistein

Dieses Stammbild aller orthodoxen Kirchen,
welches sich durch Nachahmung byzantinischer
Miinzen (beginnend mit dem Lateinischen Kaiser-
tum 1204) nach dem Westen verbreitete (Hohlpfen-
nig Barbarossas u.a.), erinnert an die legendire
Kreuzfindung auf der Golgatha durch Konstantin
d.Gr. und seine Mutter Helena. In der Burg Karlstein
wurde Karl IV. um 1357 in diesem Typus dargestellt,
wie er mit einer gekronten Frau (Diadem abgebroc-
kelt) zusammen ein Kreuzreliquiar in der Mittelach-
se hochhilt. Doch die Profilierung der beiden biiste-
nartigen Portréts ist nicht frontal oder nur wenig
gelockert wie bei allen anderen Belegen dieser Iko-
nographie, z.B. vom 1340 in der serbischen Patriar-
chatskirche von Peé, mit Hineinprojizierung des ak-
tuellen Herrscherpaares (4bb. 12). Die Profilierung
wurde, ohne die - bei Karl wohlbeweisbare Port-
ritdhnlichkeit zu beeintrichtigen, von einem sassa-

nidischen Felsrelief ibernommen, welches im Mitte-
lalter fiir ein Doppelbildnis des letzten groBen Sassa-
nidenkdnigs Chusrau II. und Schirin, der “schénen
Helena des Ostens” gehalten wurde. Nachzeichnun-
gen der auf Felsen dargestellten persischen Konige
wurden, in sog. Konigsbiichern, auf islamischen
Hofen europdischen Gesandten gezeigt. Einer von
ihnen war Karls Hofling und Chronist, der vielbe-
reiste “Apostolus Orientis in Curia Caesaris” Johann
von Marignola (4bb. 6). Man vgl. eine majestitisch-
orientalisierende Darstellung Wenzels IV,, Karls
Nachfolger, in der “Wenzelbibel” (um 1400, Wien,
ONB) mit der Abbildung eines sassanidischen Kénigs
auf dem Lowenthron (4bb. 13). Das Kreuz ersetzte
bei Karl I'V. den Hvar, Drehknoten iranischer Welt-
herrschaft, sein Sohn Wenzel behilt ihn auch auf dem
Altstéddter Briickenturm in Prag, dessen Bild-
programm in symmetrischer Anordnung ganz im
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Wenzelsbibel, Wien, ONB, I.Teil, um 1390

seines Vaters verkiindet (4bb. 14).

13. Sassanidische Silberschiissel, 6.Jh., und Wenzel IV in der

Sinne der vorgezeigten Uberlieferung seine Nach-
folgschaft der heilbringenden Tranquillitas ordinis
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Krotitelska symetria a triumfalna utopia

V zamysleni sa nad jednym odkazom, v mnohom podnecu-
jicej knihe Herberta Reada Icon and Idea méZe vyskum v ob-
lasti porovnavajucej ikonografie viest k poznaniu, e symetric-
ké figlra ornamentu byva odvodzovand od figuralnej kompozicie
pripominajticej cirkusové scény - stredna figtira hrdinu medzi
dvoma skrotenymi zvieratami - ako variant asi edte star$ich a asy-
metricks ornamentiku predznamenavajicich typickych zviera-
cich zapasov. Tieto by lep$ie zodpovedali pravekym a popri ra-
nych civilizdciach preZivajicim loveckym kulttram, zatial ¢o
“krotitelskd symetria” poukazuje na podmienky vietkych pas-
tierskych (nomadskych) a polnohospodarskych kultir: skrote-
nie, domestifikdcia zvierata u usporiadanych, migrujiicich, ako
i uZ u usadenych Tudskych pospolitosti.

Ked sa teraz pytame na pévod utopickej triumfalnej sym-
boliky v mediterdnnej (stredomorskej) kultire, tito méZe pretr-

vévat eSte v najstarSich rifach napr. v Mezopotamii, v Egypte
eSte popri krotitelskej symetrii dostatodne zastiipenej, pri¢om
zobrazenia triumfu nie sa symetrické, nedochadza k syntéze
oboch kategérii.

Celkom inak je tomu v tzv. klasickych kultirach Grécka
a Rima, s Perziou ako predstupliom, v tej miere, v ktorej sa tie-
to premiefiajii z kolonizujiicich mestskych $tatov na svetové rige.
Utopické prisfuby triumfélneho ndboZenstva boli z4vislé od toho,
aby cez krestanské “prehodnotenie hodnét” (“Umwertung der
Werte” - Nietzsche) presiel anticky triumfalizmus a utopizmus
dostredoveku a eSte dalej. Zmena nastane az u podobne utopic-
kymi asocidciami sprevadzanej asymetrie rokokového ornamentu
a u modernej skupiny De Stijl.




Utopien der “Konstruktivistischen Internationale” (1922)

Kai-Uwe HEMKEN

I

Einige Bilderwerke in der Geschichte der Kunst
zeichnen sich durch Beharrlichkeit aus, Beharrlich-
keit in ihrer steten Priasenz. Dies gilt auch fir die
Geschichte der Konstruktivismus: Auf mehreren im
Jahre 1922 entstandenen Fotos versammelt sich eine
hochkaritige Gemeinschaft avantgardistischer
Kiinstler, unter ihnen Theo und Nelly van Doesburg,
Laszlo Moholy-Nagy, El Lissitzky, Hans Arp, Tris-
tan Tzara und Cornelius van Eesteren. Waren die
aufgenommenen Personen zwar nicht unbekannt, so
blieben der AnlaB und die Umsténde dieser Zusam-
menkiinfte bislang im Ungewissen. Auch Hinweise
auf einen KongreB der Konstruktivisten und Dadais-
ten in Diisseldorf und Weimar konnten nicht erhel-
lend wirken. Man wog sich bislang in der Sicherheit,
daB es sich hierbei um eine der zahlreichen sponta-
nen Veranstaltungen fortschrittlicher Kiinstler han-

1. Kongref der Konstruktivisten und Dadaisten in Weimar,
September 1922
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delte, die das “Sich-organisieren” als neue Qualitét
moderner Lebenformen erachteten.

Erst in jiingster Zeit gibt es ndhere und verbliif-
fende Erkenntnisse zu diesen speziellen Fotos und
den Hintergriinden ihrer Entstehung. Neben einem
Aufsatz von Stephan von Wiese erbrachte die im
Sommer 1992 veranstaltete Ausstellung in der Kunst-
sammlung des Landes Nordrhein-Westfalen in Diis-
seldorf neue Berichte zur Brisanz dieser fotogra-
phisch dokumentierten, historischen Ereignisse.'
Ohne an dieser Stelle auf die komplizierten und de-
tailreichen Zusammenhéinge der zwei Kongresse im
Jahre 1992 einzugehen, sollen hier zumindest die
wichtigsten Informationen zum Versténdnis stichwor-
tig zusammengefalit werden:

Aus lokalen Streitigkeiten heraus rief die Dis-
seldorfer Kiinstlerschaft 1922 zu einer internationa-
len Solidaritit fortschrittlicher Kiinstler auf, die auf

2. Teilnehmer des Kongresses der “Union internationaler

fortschrittlicher Kiinstler” in Diisseldorf, Mai 1922

3. Atelier Theo van Doesburgs in Weimar, Zustand 1991

einem Kongref3 besiegelt werden sollte. Tatséchlich
fand dieser Kongrefl vom 29.-31. Mai desselben Jah-
res statt. Auch eine Gruppe versprengter Kinstler in
Berlin fuhlte sich angesprochen, jedoch mehr noch
berufen, die Veranstaltung auf ihren Kurs zu brin-
gen, Mit diesem Vorhaben reisten Raoul Hausmann,
Werner Graeff, Theo van Doesburg, El Lissitzky und
Hans Richter an den Rhein. Dort fanden sie zum Teil
Gesinnungsgenossen.

Waren ihre Vorstellungen bis dahin nur vage for-
muliert, so briitete beispielweise Theo van Doesburg
nun néchtens in seinem Hotelzimmer {iber einem
Konzept, um dem heftigen Disput am Vortage nun ein
konkretes Manifest folgen zu lassen. Die Forderun-
gen kannten kein Pardon gegeniiber dem unentschlos-
senen Kongrefl: Verneinung der Kunstausstellungen
als Orte des Kommerz, Verneinung des Subjektiven
in der Kunst, statt dessen die Forderung nach einer
“systematischen Organisation der kiinstlerischen Mit-
tel zu einem allgemein-verstdndlichen Ausdruck”.?

Die Kompromif3losen, die sogenannte Fraktion
der Konstruktivisten, verlieen den Diisseldorfer
Kongref3 und riefen zur Griindung einer eigenen
Union auf, zur Konstruktivistischen Internationale
schopferischen Arbeitsgemeinschaft (K.I.), die sie
offiziel auf einem eigenen Kongref} ins Leben rufen
wollten. Der im September 1922 veranstaltete Kon-
gre3 wurde zur Farce. Van Doesburg liefl die Ver-
sammlung durch die Dadaisten sprengen, da er glaub-
te, Moholy-Nagy wiirde diesen fiir seine politischen
Zwecke mifbrauchen. Gruppendynamische Prozes-

4. Nelly und Theo van Doesburg mit Harry Scheibe im Atelier
van Doesburgs in Weimar, Februar 1922

se schienen also fiir den Bruch der einstigen Ver-
biindeten ausschlaggebend gewesen zu sein. Ein Ver-
gleich der weitaus wichtigeren Schriften zeigt aber,
daf} die Vorstellungen einer zukiinftigen Zusammen-
arbeit im Rahmen einer K.I. unmoglich gewesen sind.
Ein Blick auf die Manifeste und Aktivitdten mag dies
verdeutlichen.

II.

Das K.I.-Manifest des zweiten, in Weimar ver-
anstalteten Kongresses erweiterte die in Diisseldorf
erhobenen Forderungen: Kollektive Arbeit des Kiinst-
ler, stindiger Austausch und Verbreitung von Ideen
durch eine eigene Zeitschrift, Kunst auf das Leben
ausrichten, Verwendung und Entdeckung neuer Ma-
terialien, logisch erklidrbare Anwendung der Ar-
beitsmittel.

Aus der Vielzahl von Einzelinteressen lassen
sich grundsitzlich zwei Positionen erkennen, die dia-
metral andere Vorstellungen vertraten. Diese Positio-
nen nahmen Theo van Doesburg auf der einen und
El Lissitzky auf der anderen Seite ein. Im Sommer
1922, also zwischen den Kongressen, richtete Van
Doesburg in Weimar einen De Stijl- Kursus ein, der
als Versuchsstation der neuen Kiinstlergeneration
gelten kann.? Eine kleine Gruppe von versprengten
Jungkiinstiern, Bauhausschiilern und Ergebenden
bten sich in der Lehre des niederldndischen Meis-
ters. Klarheit der Mittel und Anwendung, Anti-Sub-
jektivismus, rationaler Universalismus der Sprache,
Kollektivdasein als Arbeitsinhalt waren einige Punkte

111




5. Theo van Doesburg, Komposition XVIII, 1920 (dreiteilig,
Ol auf Leinwand, je 35 x 35 cm)

im Regelwerk Van Doesburgs. Die Resultate 6ffnen
den Zugang zu dieser beinahe sektenhaften Ge-
meinschaft: Petr Keller, Andor Weininger und Karl
Petr Rohl eiferten Van Doesburg nach. Ein zentrales
Vorbild war die “Komposition XVIII in drei Teilen”
aus dem Jahre 1920. Eine eingeschrinkte Farbpa-
lette, ein festes Repertoire an Flichenformen und
Komposition sollte die Sicherheit vermitteln, eine
Bildsprache jenseits der Willkiir und Lyrik entwickelt
zu haben. Auch wenn hier System mit Objektivitéit
verwechselt wurde, so ist doch letztlich Van Does-
burgs grundlegende Absicht entscheidend. Rationa-
litat der Bildsprache war bei ihm nicht nur kiinst-
lerisches Programm, sondern Sinnbild der Leben-
form von Gegenwart und Zukunft.

In seinem Vortrag “Der Wille zum Stil”, den
Van Doesburg 1922 in verschiedenen Stiddten
Deutschlands hielt, lie er keinen Zweifel daran, daf3
Prophezeiung einer neuen Kultur in Erfillung ge-
hen werden.? Er war der Ansicht, daf} die neue Gesell-
schaft aus dem Geiste der Technik erwachse: Okono-
mie, Rationalitit, Universalitdt und Logik waren fir
ihn die neuen Koordinaten der zukiinftigen Lebens-
form. Keine Nische, kein diisterer Winkel, in dem
sich das Lyrische und Mystische hétte einnisten kon-
nen, sollte dem “Lichte der Aufklarung” namens De
Stijl entgehen. Er war der Fiihrer des neuen Kultes
der Rationalisten, wie ihn der Kursteilnehmer, Karl
Peter Rohl, noch vor dessen Ankunft in Weimar be-
titelte. Mogen System und Willkiir in den Bildern
Doesburgs und seiner Ergebenen sich noch erken-
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6. Theo van Doesburg, Hingungsschema der Komposition

XVIII (aus: Evert van Straten, Theo van Doesburg 1883-
1931, Den Haag 1983, S. 96)

nen lassen, so ist doch das Bildverstdndniss aus-
schlaggebend: Van Doesburg fordert eine Bildord-
nung, die zwar auf den ersten Blick das Prinzip “Va-
riation” kennt, doch wird sie fest umklammert von
der Forderung nach einer Unterordnung aller Ele-
mente unter ein Bildsystem, das Komposition, Hin-
gung, Farb- und Formpalette festlegt. In diesen Bil-
dern bleibt trotz dsthetischer Spannkraft keine Liicke,
keine Unentschlossenheit, kein Zweifel, keine einan-
der widerstrebenden Momente. Wer einen Vergleich
der Werke Van Doesburgs mit denen seiner Vaterfi-
gur, Piet Mondrian, unternimmt, wird unschwer die
fundamentale Verschiedenheit beider Farbfeldmaler
erkennen: Mondrian erarbeitete seine Farb- und
Formkopositionen auf der Grundlage des Balance,
der Ergdnzung, der Unentschlossenheit usw. Van
Doesburg hat Mondrian mifverstanden, als dieser
glaubte, Mondrians “Utopie der Vollkommenheit”
mit konkretem Inhalt zu fiillen. Es ist eine Utopie
der Seelenlage, eine elegische Kunstbetrachtung, die
Mondrian verfolgte. Van Doesburg aber hat Mon-
drians Utopie mit Technik konditioniert.

Das hermetische System, das Van Doesburg fiir
seine Malerei in Anspruch nimmt, wird noch durch
den Tatbestand erschwert, daf er seine Formgesetze
allein in der Kunst anwendete. Zielte er mit dem
Weimarer Kurs zwar auf die Architektur, so hatte sich
die Wirklichkeit aber gefilligst nach seinen Vorstel-
lungen zu richten. Der wortgewaltige und orthodoxe
De Stijl-Kiinstler war hier um Argumentationen nicht
verlegen.

7. AndorWeininger, OhneTitel, 1922/23 (Bleistift, Aquarell und
Tusche auf Papier, 12,9 x 19,1 cm). Sammlung Cornelia
Weininger, New York

Auch El Lissitzky unterschrieb das Manifest der
K.I.- Protagonisten. Seine Vorstellungen aber waren
anderen Inhalts. Seine kiinstlerische Arbeit konzent-
rierte sich im Jahre 1922 vornehmlich auf die Typo-
graphie. Zahlreiche Buchumschlige, Einladungskar-
ten usw. begriinden seinen Ruhm nicht nur in den
Reihen der Buchgestalter.

Am Beispiel des Umschlagentwurfs fiir die ei-
gene Zeitschrift “Vesc-Objet-Gegenstand”, die im
Friihjahr 1922 mit nur zwei Nummern erschien, 148t
sich Lissitzkys Bildsprache erldutern. Frithe Zeich-
nungen bekunden einen beinahe konventionellen
Aufbau, d.h. die Trennung von Schrift und Bild. Wie
ein Briefkopfentwurf belegt, deutet der Kreis um die
Schriftziige ein Auge an; zumindest aber verweist es
auf einen Projektionsvorgang. Das menschliche Se-
hen, die Bedingungen und Méglichkeiten sind fiir
ihn Pramissen seiner Gestaltungen. Max Wertheimers
Gestalttheorie, iber die nachweislich zahlreiche ost-
europdische Studenten und vermutlich auch Lissitz-
ky durch Wertheimers Berliner Vorlesungen um 1922
informiert waren, 148t sich in Bild und Schrift bei
Lissitzky nachvollziehen, sei aber an dieser Stelle
nur erwahnt. Der Vorgang des Sehens, die physio-
gnomische Bedingtheit des Sehens fiihrt Lissitzky
offenbar nicht zu einem sinnbildlichen Verweis auf
das Sehen als Projektion, sondern er realisiert es. Ein

8. Andor Weininger, Kuri 1, 1922 (Bleistift und Gouache auf
Papier, 21,5 x 21,5 cm). Sammlung Cornelia Weininger, New
York

hakenformiger Typobalken wird diagonal iiber die
Bildfldche gefiihrt, die weilen Flichen werden au-
tomatisch zu aktiven Werten. Lissitzky beschleunigt
das Lesen, nicht das horizontale Ablesen der Fléche,
sondern die diagonale Durchkreuzung der Bildfli-
che, hin zu den Einzelinformationen. Beschleunigung
und Vitalisierung, beides durch das Abweichen vom
Zeilensystem ermoglicht, griinden sich auf ein ex-
perimentelles Gestalten, das sich unter anderem auf
Erkenntnisse fachfremder Disziplinen beruft.

Die moderne Gestaltung beispielsweise Lissitz-
kys sieht sich in derTradition und Moderne, d.h. Seh-
und auch Denkgewohnheiten, auf der einen und Wis-
senschaft und Propaganda auf der anderen Seite. In
dieser Experimentalsituation wird um ein Ausgleich
gerungen, der aber in der Regel fiir die Moderne
ausfillt. Als Experimente aber bergen diese Arbei-
ten einen Widerstreit, der durch die Reibungssitua-
tion von alt und neu, von Leben und Kunst beinahe
automatisch entsteht. Wird der innerbildliche Streit
zwischenTradition und Moderne zwar zugunsten des
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9. Peter Keller, Fliichenkomposition, 1922 (Ol auf Leinwand,
54,4 x 43,4 cm). Kunstsammlungen zu Weimar

Neuen entschieden, so bleibt das Uberlieferte als
Widerpart Bestandteil der Gestaltung. Lissitzky kann
es auch nicht leugnen, nahren sich doch seine Ideen’
gerade aus diesem gewissermafen strukturimmanen-
ten Widerspruch.

Van Doesburgs Vorstellung einer neuen Kunst,
die wie auch bei Lissitzky von der Hoffnung auf eine
Verbindung von Leben und Kunst getragen wird,
beinhaltet einen anderen Begriff des Universalismus,
d.h. eine Kunst, die universell fir alle Lebensgebie-
te anwendbar ist. Van Doesburg entwickelt in der
Kunst bzw. in der Malerei ein rationales, in sich
geschlossenes System, das von Technik, Okonomie
und Wissenschaft bestimmt ist. In der hermetischen
Abgeschiedenheit des Bildes wird dieses System zur
Anwendung gebracht, um es im ndchsten Moment
auf das Leben loszulassen. Wer hier den Kiirzeren
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10. Piet Mondrt’aﬂ, Composition with Gimjz;,Blué Plane, 1921
(60,3 x 49,8 cm). James Collection, Dallas

zieht, braucht nicht erldutert zu werden. Lissitzky
hingegen setzt sich als Kiinstler der Wirklichkeit aus,
seine typographischen Gestaltungen mogen dies zwar
provozieren, doch Lissitzky scheint diese Zwangsldu-
figkeit als Qualitdt zu erachten und zum Programm
zu machen.

1118

Der grundlegende Widerspruch zwischen Lis-
sitzky und Van Doesburg offenbart sich nicht in den
Bildwelten, sondern auch in den Gesellschaftsbildern
beider Kiinstler. Im Zuge der K.I. erlduterten beide
direkt und indirekt ihre Vorstellungen iiber die Be-
deutung der Kunst innerhalb der Gesellschaft. Van
Doesburg proklamierte die Technik als alleiniges
Regelwerk der zukiinftigen Lebensform. Seine Kunst
sollte der Gesellschaft unter dieser Pramisse die Form

11. El Lissitzky, Umschlaggestaltungen der Zeitschrift *Vesc-
Objet-Gegenstand”, Heft 1/2 und 3, 1922 (Buchdruck, je 31
x 23,5 cm) sowie Umschlagentwurf, 1921/22 (Bleistift und
Tinte auf Papier, 30,5 x 22,5 cm). Van Abbemuseum
Eindhoven, Niederlande

geben, sie wollte zur Statthalterin der Technik - im
Zuge der Modernisierung der Gesellschaft - erwach-
sen.

Lissitzky brachte ein weitaus differenziertes
Modell zur Sprache. Demnach haben sie alle kultur-
und wirtschaftstragenden Krifte wie Arbeiter, Inge-
nieure, Kiinstler usw. zu versammeln, um aktuelle
Problemstellungen zu diskutieren. Die eingebrach-
ten Losungsvorschlige werden vom Kiinstler bewer-
tet und schlieBlich auch entschieden. MaBt sich der
Kinstler zwar hier auch die Entscheidungsgewalt an,
so wird doch die Art und die Losung des Problems
von allen eingebracht. Wihrend also Van Doesburg
ein autoritires System entwirft, schligt Lissitzky ein

12. El Lissitzky, Umschlagentwurf fiir die Zeitschrift “Vesc-Objet-
Gegenstand”, 1922 (Bleistift und Tinte mit Collage auf
Papier, 14 x 22 em). Van Abbemuseum Eindhoven,

demokratischeres vor; beide Vorstellungen spiegeln
sich in den Werken der Kiinstler. Lissitzky selbst hat
Zeit seines Lebens dieses Prinzip verfolgt: Nicht nur
die Anwendung seiner Kunst auf praktische Prob-
lemfille sei erwidhnt, auch das stindige Miteinbe-
ziehen neuester wissenschaftlicher Forschungen,
seien sie von Einstein, Lobatschewski, Wertheimer
oder Raoul Heinrich Francé, sprechen hierfiir.

Iv.

Totalitarismus ist schlecht, Tradition aber auch
nicht immer gut. So lieBe sich mit einer Formel das
sich stellende Problem diskutieren. In der heutigen
Zeit einer Revision der Moderne ist es naheliegend,
Tradition und Totalitarismus in absoluter Polaritiit zu
sehen. Allein die Geschichte der Sowjetunion belegt
aber das Gegenteil: Tradition wurde im Zuge einer
Industrialisierung der Gesellschaft instrumentalisiert.
Tradition ist also vor politischer Funktionalisierung
nicht gefeit, verhélt sich nicht im wertfreien Raum.
Um einer bloflen Polaritéit von Tradition und Totali-
tarismus zu entgehen, méchte ich den Begriff der
Tradition nach Petr Burke mit “Gedéchtnis” {iber-
setzen, und genauer: Tradition als “inoffizielles
Gedéchtnis”.® Demgegeniiber wire das “offizielle
Gedichtnis” die herrschende Politik.

Ohne an dieser Stelle die Wissenschaft der
Mnemosyne zu erdrtern, so beziehe ich mich doch
auf die Erkenntnisse von Jan Assmann, Peter Burke
und Francis Yates.® Die Tradition ist nicht autonom,
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sondern sie ist zu hinterfragen nach Inhalt, Uberlie-
ferung und Informanten. Wer berichtet welchep Ir'x-
halt und in welcher Art. Tradition ist generell in ein
gesellschaftliches Geflige eingebunden, han.delt es
sich um Naturvolker oder Industrienationen. Sie kann
Sozialstrukturen bestitigen oder sprengen. Ich stirr}-
me mit Burke und Assmann nicht iiberein, wenn sie
die Erinnerung gleich welchen Inhalts und Welcher
Interessengruppe absolut setzen und fiir strikt for-
derungswiirdig erachten.” Assmann geht sogar so-
weit, die Vermittlungsform eines historischen
Ereignisses geradezu scholastisch zu kanonisieren
und in dieser Form in der Gegenwart aufrechtzuer-
halten - auch auf die Gefahr einer sozialen Ausg}"en-
zung des Uberlieferers hin. Wer einerseits die vitale
Geschichte gegenseitig befruchtenden Kultur-
austausches zwischen Volkern kennt und wem an-
dererseits die Gefahren heutiger strikter kultureller
Abgrenzung und Orthodoxie nicht entgangen sind,
wird dieser These eher skeptisch gegeniiberstehen.
Wie aber lieBe sich die Gefahr einer Verein-
nahmung von Tradition begegnen? Ein Mode.ll_ha-
ben die Konstruktivisten der K.I. bereits thematisiert:
Lissitzky entwarf das Modell einer Versammlung von

ANMERKUNGEN
'WIESE, Stephan von: Ein Meilenstein auf dem Weg in den In-
ternationalismus. In: Am Anfang: Das Junge Rheinland. Zur
Kunst und Zeitgeschichte einer Region 1918-1945. Ausst.- Kat,
Stiadtische Kunsthalle Diisseldorf. Hg. von Ulrich KREMPEL.
Diisseldorf 1985, S. 50-56 - sowie K.I. Konstruktivistische In-
ternationale Schopferische Arbeitsgemeinschaft, 1922-1927.
Utopien fiir eine europdische Kultur. Ausst.-Kat, der K'unst-
sammlung Nordrhein- Westfalen, Diisseldorf und der Staathchgn
Galerie Moritzburg Halle. Hg. von Bernd FINKELDEY, Kai-
Uwe HEMKEN u.a. Stuttgart 1992
2DOESBURG, Theo van - LISSITZKY, El - RICHTER, Hans:
Erklirung der internationalen Fraktion der Konstruktivisten.-
Zit. nach K.1., Ausst.-Kat. Diisseldorf 1992, 2.a.0., S. 304
3Vgl. hierzu HEMKEN, Kai-Uwe - STOMMER, Rainer: Der
“De Stijl "-Kurs von Theo van Doesburg in Weimar (1922). In:
K.I, Ausst.-Kat. Diisseldorf 1992, a.a.0. (Zit. Anm. 1), S. 169-177

Kulturtrdgern. Hier trugen die Interessengruppen der
Gesellschaft ihre Probleme vor, stellten diese und
mogliche Losungen zur Diskussion - auch wenn letzF-
lich der Kiinstler zu entscheiden hatte. Das “inoffi-
zielle Gedichtnis”, die Tradition, stand hier ebenso
zur Debatte wie die Belange einer Industrialisierung
und ihre Folgen. In diesem demokratischen Kontrqll—
mechanismus hétten sich beide Kontrahenten, in-
offizielles und offizielles Gedéchtnis, einer Re.gle-
mentierung stellen miissen - im Dienste einer
Humanisierung und gleichzeitigen Erneuerung der
Gesellschaft und hétten sich gleichzeitig im Zagm
gehalten. Van Doesburgs Entwurf ist grpndséltzhch
autoritdr. Sein'Konzept war nicht das einer gegen-
seitigen Kontrolle, sondern er héitte das offizie.lle
Gedichtnis befrdert und sogar eine Leitlinie gelie-
fert, die Technik. '
Lissitzkys demokratischeres Modell installiert
eine Kontrollinstanz, die von den Interessensgrup-
pen der Gesellschaft geleitet wird. Lissitzky, e.ine
Kultfigur der Russischen Revolution, ist zu Beginn
der 20er Jahre wesentlich demokratisch gesinnter als
sein Mitstreiter Theo van Doesburg, der wohl eher
einen blirgerlichen Moralkodex das Wort redet.
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Utépie “Konstruktivistickej internacionaly” (1922)

“Konstruktivisticka internacionala, tvorivé pracovné zdru-
Zenie” (K1), proklamovan4 a prezentované Theom van Does-
burgom, Wernerom Graefforn, El Lissitzkym, Hansom Richte-
rom a i, predstavuje rozhodujiici obrat v procese vzniku
moderny v 20. rokoch. V konkurencii s tradiénymi umelecky-
mi spolkami a s expresionizmom navrhovalo hnutie K.L pro-
gram pre umenie v technicko-vedeckom veku. Kolektivizmus,
univerzalne vyjadrovacie prostriedky, zrozumitelnost a vysvet-
liteInost umenia, demonstradné priestory a i. boli jej poZiadav-
ky na adekvatne umenie v Zivotnych podmienkach modernej in-
dustridlnej spolognosti. Hnutie K.1. malo rozhodujici podiel na
presadeni konStruktivistickych konceptov zagiatkom 20. rokev,
ktoré urychlovalo pomocou intenzivnej propagandy. Expresio-
nizmus, ktory vlddo! v umeleckom pohybe okolo rokov 1922-
-1923, sa tymto mohutne potlagil.

Ked'na jar roku 1922 diisseldorfské skupina umelcov “Mladé
Porynie” (Das Junge Rheinland) volala po zaloZeni “Unie me-
dzindrodnych pokrokovych umelcov” (Union internationaler
fortschrittlicher Kiinstler) a pozyvala za tymto tidelom na kon-
gres do Diisseldorfii, nebolo to len opatrenie proti tradi€nym
umeleckym spolkom, ktoré dominovali v diisseldorfskom ume-
leckom hnuti. Bol to viacmenej pokus iniciovat medzi spolo¢-
nymi menovatelmi pokroku medzindrodné umelecké “Zosku-
penie proti tradicionalizmu” (Sammelgruppe gegen den
Traditionalismus). PoZadovalo sa “medzindrodné umenie” -
k zhode viak nedoslo, kongres stroskotal. Jeden z Ucastnikov,
Theo van Doesburg, vinil z toho zotrvanie na umeleckej indivi-
dualite, ktorou sa vyznadovali predovietkym “impulzivisti” (t.j.
expresionisti). Ked sa nato oditiepila v otvorenom $kandéli
“Frakcia kon§truktivistov” (Fraktion der Konstruktivisten) - pod
vedenim van Doesburga, Lissitzkeho a Richtera, stalo sa toto
otvorenou vyzvou do boja proti umeniu Weimarskej republiky,
viddnucemu “expresionistickej dugi” a pocetnym formam jej pre-
javov.

Frakcia zo svojej strany volala po zaloZeni “Kongtruktivis-
tického medzindrodného tvorivého pracovného spolodenstva”
(Konstruktivistische internationale schpferische Arbeitsgemein-
schaft), ktoré sa malo konstituovat na kongrese vo Weimare
v septembri 1922. Jej predstava “o medzinrodnom umeni” da-
leko prekrogila poZiadavky “Mladého Porynia”. Popri zosilne-
nej vymene ndzorov v &asopisoch a instaldcii permanentne;j
vystavy volali o.i. po “logicky vysvetlitelnom pouZivani vie-
obecne zrozumitelnych vyjadrovacich prostriedkov” na priro-

dovednom zaklade, po kolektivnej spolupréci a orientacii ume-
leckej préce na praktické ulohy.

Navy$e popierali aj komerciu, vychddzajlicu z umeleckych
vystav a svoje idey plénovali spracovat didakticky a prezento-
vat ich verejnosti bez komerénych intencii.

Zviditelnenie programu nenechalo na seba dlho &akat:
Moholy-Nagy spojil vo svojej sérii diel, ktoré vznikli v r. 1922,
re¢ foriem hnutia De Stijl s vlastnymi umeleckymi experimen-
tami (opierajic sa o svoje fotogramy); Richter podnikol s Gra-
effom pokusy, pomocou svojich abstraktnych filmov vyvinit
univerzalnu, elementdrnu re& obrazu; navySse vydal spolu s Lis-
sitzkym &asopis “G”; van Doesburg otvoril vo Weimare spolu
s Petrom Rohlom ateliér De Stijlu; 2 mnohé iné aktivity.

KonStruktivistické hnutie, ktoré bezpochyby nachddza svoj
pdvod v moskovskej “umeleckej scéne” a v postave jej
sprostredkovatela El Lissitzkeho, naslo svoje pokradovanie po
faze rozkvetu v rokoch 1921-1924 v praktickych tlohach di-
zajnu, typografie a architektry. Napriek tomu, Ze nemohlo do-
siahnuf svoj ciel - oficiélne zaloFit KonStruktivisticki internaci-
ondlu, mohlo predsa len splnit jednu zo svojich dstrednych
poZiadaviek: svoje umenie zamerat na praktické Glohy.

Umelci hnutia K.I. boli sice zajedno, €o sa tyka uvedenych
poZiadaviek, ale definicia a realizécia tychto aspektov bola spor-
nd. Modernizécia spolognosti podla zékonov racionality, eko-
némie a osvietenstva bola zékladnym konsenzom udastnikov,
hoci argumentovali z réznych hladisk. Ich Zelania dali najavo
kritiku na dvojakost spologenského moralneho konsenzu, ktory
pranieroval pomocou politickych zaujmovych skupin ingtrumen-
talizdciu hodnét. Tradicia, ktora sa prejavovala najrozmanite;jsi-
mi formami (akadémie, vystavna politika, vysoké skoly, cenzi-
13, préca politickych intiticii atd.), nebola nedotknutelna velidina
spolocenského poriadku, ale predmet zhiFitkovania spolocensky-
mi stratégiami. Bolo potrebné zastavit tento vyvoj v demokra-
cii, ale bez toho, aby sa spustila zo zretela identita vytvérajiica
vyznam tradiénych predstav hodnét. Ustredn}'/m pojmom tu bola
“totalita”, ktord sa odra%a v estetickych a spologenskopolitic-
kych predstavach umelcov K.1,

Prispevok predstavuje tieto programy a osvojenie si obra-
zového materidlu z(dastnenych umelcov ako El Lissitzky, Theo
van Doesburg a i., aby sa potom formulovali avahy o utdpii,
modernizacii spolodnosti, tradicii, spolocenskej totalite a tota-
litarizme.
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From Constructivism to Extensionalism, a Reformulation

of Utopian Ideas

Fré ILGEN

Introduction

Constructivism evolved at the start of the 20th
century out of 19th century scientific and artistic
knowledge, post-impressionism, rayonism, cubism,
futurism, cubo-futurism, suprematism, etc. and con-
tributed at large to the development of abstract art,
graphic design, typography, industrial design, archi-
tecture, stage design, cloth and fashion design, but
also of linguistics, art and design education, ideolo-
gies concerning the value of the design of the socie-
ty, theoretical knowledge concerning the artistic lan-
guage, space, composition and form, new media (like
photography, film) and showed serious interest in the

parallels of the new developments in philosophy,
technology and science. Although I do not have time
enough to explore this in depth, it should be suffi-
cient to recall that Matjuschin, Malevitch, Tatlin, El
Lissitzky, Gabo, Rodchenko and their colleagues
were quite familiar with 19th century scientific
knowledge on the conservation of energy (Joule), the
looping lines of force of electromagnetics (Faraday,
Maxwell), the colour theories on light perception
(Chevreuil, Road, Helmholtz, Ostwald), the early
20th century ideas on time-space and fourth dimen-
sion (Hinton, Ouspensky, Einstein, Minkowski), the
concepts of equivalence of Planck, Einstein, Bohr,

1. Fre ligen (Holland): “Orange De-Light”, 1992
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2. Hans Hinterreiter (Swiss), 1943-72

3. Jean-Pierre Maury (Belgium): Composition intégraliste,
1993

as well as Hindu- Buddhist-, Egyptian- and Hebrew
philosophies, phenomenology (Husserl), anthropo-
sophy (Steiner), semantics, Gestaltpsychology (Wert-
heimer). They were highly interested in the “sensa-
tion”, crystallography and projective geometry,
advertising psychology, linguistics. Matthew Luck-
iesh exemplified the impact of the visual on the hu-
man well being in 1918 in his Languages of color:
“The effects of visual stimuli can be observed in the
blood pressure, in muscle-, mental- and nerve-activi-
ty, in the mood and in several other ways.” It is, there-
fore, hardly surprising that in those years designers
hoped to improve the conditions of living by
a different design, based on the available knowledge
in the mentioned fields. El Lissitzky, Popova, the Pro-
ductivists, the Bauhaus, VKHUTEMAS, develop-
ments in typography, industrial design, architecture
(Rietveld, Weissenhofsiedlung) and urban design are
good examples. The utopian ideal was related to the
Zeitgeist’s optimistic belief that a different design
is able to influence man to be a better being. Alas,
the sequence of wars since those early days have
shown that this surely is a too high hope.

4. Frellgen (Holland): “Twister Greens”, 1993/94. Installation
Galerie Liipke, Frankfurt

Constructivism today

Constructivism, has since the pioneer period
continuously been furthered through the following
decades and in the mean time it has had its impact
clearly on all earlier mentioned disciplines all over
the world. As a result of this development, construc-
tivism as a term has been more or less relevant as
a reference to a multidisciplinary approach of the
actual evaluation of reality, to the creative produc-
tion-process (the constructing) and the understanding
of perception and creativity in that period. This term
was also relevant for the reflection of the idea to aim
at the improvement of the design of society by using
universal values, the visualization of the so-called
universal principles. In the past years it has become
increasingly clear, that the term “constructivism”
does not anymore coincide completely with the actual
knowledge concerning understanding reality, as to-
day we perceive, experience and evaluate reality, what
the visual means and how we understand creativity
today. The purely objective-rational, like reflected by
the word “constructivism”, is too limited to the tech-
nical part of the production-process to be able to serve
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5. Michael Kidner (United Kingdom): Elastic Transformation,
untitled 1980

as a synonym for the continual interrelation and in-
teraction, the continual communication Jumping back
and forth between the individual subject and the in-
dividual object (feedback-loops) during and after the
creative process. When one studies the recent devel-
opments in such a variety of fields as theoretical
physics, particles-physics, philosophy, cognitive
sciences, cosmology, industrial design, marketing or
even computer technology, one will find that “inter-
relation” and “interaction” are the new paradigms.
These are strictly connected with concepts as “feed-
back-loopings”, “not in balance systems”, “breaking
of symmetry”, “communication”, “chirality”, “hu-
man factors”. Chirality refers to the fundamental
structure, that every particle and every movement
has his or her antipole, comparable to “plus” and
“minus” and “Yin” and “Yang”. Based on the know-
ledge of the 19th century, especially in relation to
the conservation of energy and the in itself returning
lines of force as defined by electromagnetics, one
has discovered especially in physics, biology, cosmo-
logy and psychology how essential and universal the
fluctuating movements is, to which we are subjected
here on our earth, to which we thank our existence
and on which our own body-construction is based.
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6. Hans Hinterreiter, drawing

Extension

Since man became conscious, developed his
conscious being, space has fascinated him, the rela-
tion of himself and the space around him, defined
by the objects in that space. A conscious being simp-
ly means attempting to understand that relation,
striving to obtain knowledge on this. All through
human history this problem has never been solved
and has even become more complex. The infinite
universe was discovered, later the infinity into “the
other direction” in the search for the fundamental
element in the own body-cells. Both reaching far
beyond the capacity of the human eye. The intellect,
the ratio, plays in this an important role. (One thing

draving by Hans Hinterreiter

7. Hans Hinterreiter, drawing

is certain: in his search for knowledge man will ne-
ver wish to accept that his insight would be limited!).
The fascination for the infinite, understood on
a simplified way as two opposite directions seen half
way with the human eye as an “intermediate station”,
is a logical result. Already since Aristotle theories
have been formulated and infinity was related to the
principal quality of “extension” of each body: with-
out extension no infinity. Because of this extension
bodies influence each other. The Greek notion of “ki-
nesis” means a process of change and development
and therefore of being. Infinity, extension and move-
ment are key-notions in the whole development of
knowledge. The “kinesis” of the physical universe is
infinite in the sense that the physical existence is
a continuous process of becoming into a being, while
the “kinesis” guarantees the being to develop fur-
ther.

Leibniz claimed that extension only exists in
relation to a plurality of bodies existing at the same
time. Plurality has always to do with repetition. Af-
ter Leibniz Whitehead has developed this into the
concept of the extensive continuum: a continuum of
extensive relations. Art and science (Gallilei, Kep-
pler, Newton) developed knowledge parallel to these
theories in philosophy. The discovery of the electro-
magnetic lines of force through space. Einstein in-
troduced the curved space-time in which objects/
bodies influenced each other. Cubism, futurism, as
well as suprematism and constructivism were influ-
enced or even partially initiated by this development
of knowledge. Matjuschin wrote in 1926.: “The ar-

tist has seen the world without borders and separa-
tions. He sees the fluctuation of all forms and sen-
ses, that everything visible of simple bodies and
forms are merely the trace of higher organisms, that
are connected with all that is visual just as heaven is
connected to earth.”

Theories on the unseparable connectedness of
all bodies in the infinite, continuous further develo-
ping space, obviously do not only exist in our west-
ern culture. Evidence of this concept one can find in
all cultures and civilizations, like the Celts, in Asia
(Kalachakra-mandala’s), Africa (for example the
exceptional cloths of the former Kongo, now Zaire),
Islam and the every visually oriented Aborigines
culture.

In science the search for the notion of totality
or a theory of everything is a recent more pheno-
menon. David Bohm launched his “implicate order”,
stating that the explicit structures and relations are
maybe no manifestations of nature in its real form.
An example of the (occidental?) human ambition to
find a hidden structure in and of nature. In contrast
many artists, such as Hans Hinterreiter and Charles
Biederman, still focussed on the importance of the
human eye-perception.

Extensionalism

Because the term “constructivism” does not
completely cover the actual level of knowledge of
our reality evaluation anymore, and, because the flood
of exhibitions and publications concerning the first
pioneer period also create unnecessary confusion, this
term must be extended. The term “EXTENSIO-
NALISM” will better succeed in covering the neces-
sary contents, aims and means. Extensionalism ob-
viously relates to “extension”, the extension of
knowledge of our reality-evaluation or our conscious-
ness, our conscious being, through a necessary ex-
tension of the multi-disciplinary approach of theory
and practice. In this approach, the visual is consi-
dered essential. The “-ism” offers the necessary refe-
rence to such a multidisciplinary approach. Exten-
sionalism aims at the extension of the research of
the interrelation and interaction of man and his en-
vironment, man and reality, man and nature, empha-
sizing the importance of the visual language, the
compatibility and semantic of visual and verbal in-
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formation and communication, (especially visual)
perception, the understanding of reality, and based
on this knowledge the searching for the formulation
of criteria for the visual and to test these in everyday
practice. The visual is seen as a necessary medium
for consciously being. The creation/the visualizing
is understood as the process of “input” (visual, me-
mory, reflection, acknowledgement, semantics and
“commitment”, meaning: the action following a final
judgement), the first activities of the brain (the reti-
na as part of the brain, the reflection), the desire to
“argue” visually by the act of visualizing (transla-
tion), the evaluation jumping back and forwards be-
tween seeing and reflecting (like the “scanning” and
rationalizing of the information, or also understood
as inference) during and after the visualizing. This
process can be interpreted as a continuous dialogue
between the designer and the designed, as a verbal
and visual argument which develops our conscious
being (we think in images and spoken words). Meta-
phorically one could understand perception and trans-
lation into knowledge as a tree. A tree exists of
a complex structure (but still a structure) of bran-
ches and a comparable complex structure of roots.
Graphically seen there is only the trunk, of which at
one end a structure unites and out of the other end
on other structure grows (or the other way ground).
The human eye, the retina, is the trunk, the perceived
complex structure of reality thus unites on the retina
and splits up to the different locations in the brain
and is translated into a complex structure of com-
munication of knowledge in visual and verbal lan-
guage.

Extensionalism emphasizes the importance of
the search for better knowledge of the visual and the

need for formulating criteria, but also denies the
possibility to define absolute rules (every kind of
dogma is to be avoided) . Therefore, it can be under-
stood as open formalism. Extensionalism is a new
term for an already proceeding development and as
a logic result of further evaluated constructivism, it
reflects a better defined meaning of continuous fur-
thered visual knowledge and gives a clear direction
to the search for the “human form”!

No utopian ideal

As this approach quite clearly reflects the
knowledge in quite different disciplines in this cen-
tury it can hardly be being merely regarded as uto-
pian. Although it has been proved that it is indeed
utopian to expect to influence man to be a better
being, it can hardly be denied that any design in-
flicts its influence on the comfort or discomfort of
the observer, as the evolvement of acknowledgement
of the ecological problems has proved. Man can never
again be understood as an autonomous being but as
an entity in continuous and close interrelation and
interaction with all entities around him. The aim to
improve the living conditions for the man by sear-
ching the ultimate improvement of the actual design
of his environment and all objects of this environ-
ment is thus no utopian ideal, but a serious and highly
realistic responsibility. Therefore today it can quite
safely be stated that the utopian ideals of early con-
structivism have matured into a very realistic exper-
tise and knowledge of extensionalism. Undoubtedly,
like with all knowledge, further progress and exten-
sion of this knowledge will always be necessary as
many fundamental factors of the human society
change.

Od konStruktivizmu k extenzionalizmu, preformulovanie utopickych idealov

Konstruktivizmus sa rozvinul na zaciatku 20. storoCia, vy-
chédzajic z predchadzajliceho vedeckého a umeleckého pozna-
nia, z postimpresioniznu, rayonizmu, kubizmu, futurizmu, kubo-
futurizmu, suprematizmu, atd. Vyrazne prispel k rozvoju
abstraktného umenia, grafického dizajnu, typografie, priemy-
selného dizajnu, architektlry, scénografie, odevného a modne-
ho navrhdrstva, ale aj k rozvoju jazykovedy, umeleckej a dizaj-
nérskej vychovy, ideolégii zaoberajucich sa hodnotou dizajnu
danej spolocnosti, teoretickych poznatkov o umeleckom jazy-
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ku, priestore, kompozicii a forme, o novych médidch (napr. fo-
tografia, film) a prejavoval védZny zédujem o paralelné javy no-
vych objavov v oblasti filozofie, technoldgie a vedy.
Neprekvapuje preto, Ze dizajnéri v tych rokoch cheeli zlep-
§it Zivotné podmienky réznymi projektami, ktoré boli zaloZené
na vtedaj$ich poznatkoch v danych oblastiach. Ako priklad
mozno uviest El Lissitzkeho, Popovovi, produktivistov, skupi-
nu Bauhaus, VCHUTEMAS, pokrok v typografii, priemysel-
nom dizajne, architektire (Rietveld, Weissenhofsiedlung)

a v projektovani miest. Utopicky ideél bol spojeny s optimis-
tickou vierou, Ze rozli¢né konstrukcie stt schopné urobit ¢love-
ka lep§im. AvSak vojny, ktoré potom nasledovali, jasne ukézali,
Ze i§lo o zbytotné nadeje.

Odkedy si ¢lovek uvedomil sam seba a zadal vedome roz-
vijaf svoje bytie, fascinoval ho vesmir, jeho viastny vzfah k ves-
miru ktory ho obklopoval a ktory bol ur€eny objektami nacha-
dzajicimi sa v tomto vesmire. Vedomé bytie znamend
Jjednoducho pokusit sa pochopit tento vztah, snaZit sa ziskat ve-
domosti o flom. V priebehu celej historie Tudstva tento problém
viak nebol vyrieSeny, ale stal sa ete zloZitej§im. Najprv bola
objavena nekoneénost vesmiru a neskdr i nekoneénost “v opag-
nom smere”, pri hladani zakladného prvku buniek fudského tela.
Obidve tieto nekoneéna siahajt ovela dalej, nez kam méZe dovi-

diet Tudské oko. DéleZitli tlohu tu hré intelekt, racio (na ceste za .

poznanim sa ¢lovek nikdy nezmieri s tym, Ze jeho chapanie je
obmedzené).

Uz od ¢ias formulovania Aristotelovych tedrif sa nekoned-
no ddvalo do vztahu so zékladnou vlastnostou kaZdého telesa,
s rozpinanim, extenziou: bez extenzie neexistuje nekoneéno.
Prave kvéli extenzii sa telesd vzdjomne ovplyviiuji. Leibnitz
hlasal, Ze extenzia existuje iba vo vztahu k pluralite telies alebo
bytosti, ktoré existujli v tom istom &ase, o Whitehead rozvie-
dol do pojmu extenzivneho kontinua (kontinuum extenzivnych
vztahov). Umenie a veda, Gallilei, Keppler, Newton rozvijali
poznanie paralelne s tymito filozofickymi teériami. Po objave-
ni elektromagnetickych silogiar v priestore zaviedo! Einstein
pojem zakriveného Easopriestoru, v ktorom sa predmety a by-
tosti vzdjomne ovplyviujii. Kubizmus, futurizmus, rovnako ako
suprematizmus a konstruktivizmus boli nielen ovplyvnené, ale

i Ciastogne iniciované tymto novym poznanim (tedrie o neroz-
delitelnej spojenosti vietych tvorov v nekone&nom, neustéle sa
dalej vyvijajlicom priestore prirodzene najdeme nielen v nasej
zdpadnej, ale vo vetkych kultirach a civilizaciach).

PretoZe termin “kon3truktivizmus™ u nepokryva tplne si-
Casnti tiroven poznania reality, je nutné ho rozgirit. Termin “EX-
TENZIONALIZMUS” bude lepSie zodpovedat obsahu, cielom
aj prostriedkom - mé zrejma sdvislost so slovom roz3irovanie,
extenzia, s rozSirovanim poznania o nasej realite, nasom vedo-
mi, vedomom byti prostrednictvom nevyhnutného multidisci-
plindrneho pristupu v tedrii a praxi. Za nevyhnutné médium pre
uvedomel€ bytie sa pritom povaZzuje vizualny vnem.

Extenzionalizmus ma za ciel roz§irit vyskum vzajomnych
vztahov a vzéjomného pdsobenia medzi Elovekom a jeho prostre-
dim, realitou, prirodou. Zddrazituje pritom vizudlny jazyk, kom-
patibilitua sémantiku vizudlnej a verbalnej informacie a komu-
nikécie vnimania, chdpania reality. Na zaklade tohto poznania
sa snazi formulovat kritérid vizudlneho vnemu a overitich v kaz-
dodennej praxi, zdroveil viak popiera moznost definovania ab-
solttnych pravidel.

Extenzionalizmus ako novy termin oznaduje uz prebicha-
juei vyvin a ako logicky désledok dalSicho vyvoja konstrukti-
vizmu odréZa presnejsie definovany vyznam nepretZitého na-
predovania vizudlneho poznavania a déva jasny smer snaZenia
0 “huménnu formu”. Utopické idealy raného kon3truktivizmu
tak dozreli na velmi realistické a expertné vedomosti extenzio-
nalizmu. KedZe sa viak mnohé zakladné ¢initele ludskej spo-
lo€nosti menia, bude nepochybne nevyhnutny dalsi pokrok a roz-
Sirovanie tychto vedomosti, ako je to nutné v pripade kazdého
poznania.
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Letters from the Red Star or A Brief Reflection on the Quickest
Ways to Improve Human Nature through Properly Organized

Structures

Andrej KOVALEV

In Soviet Russia the 1920s, even at first glance,
the normal relationship between ideas and their im-
plementation was disrupted: so many brilliant ideas
were conceived and so many designs produced: very
few of them were realized, however.

The modest look of projects in real life is im-
measurably inferior to the sparkling and amazing
efflorescence of ideas and bold concepts which sur-
vived only on paper and, quite often, in literary de-
scriptions or even in vague and inconsistent remi-
niscences of the contemporaries. In a sense, every
student of Soviet architecture of the 1920s was con-
fined primarily to the study of architectural fanta-
sies, utopias, projects that never saw the light of day,
and so on.

Suddenly, as it often happens in the study of
the 1920s, our thoughts are beginning to go in dif-
ferent directions, everything is falling into layers;
every object is becoming a palimpsest, all layers of
which have almost equal value. In trying to answer
the simple question - why did it happen that 1920s
culture had so many unworkable, utopian and fan-
tastic projects, as well as projects simply not reali-
zed and never carried out? - we notice that our
thoughts are beginning to race in different directions
as if interlinked with the overwritten layers of that
palimpsest; and we have little else to do but repeat
expressions, such as “not only, but also...”.

On the one hand, the pragmatic aspect of the
answer we are looking for is obvious: the post-revo-
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lutionary devastation, the general decline in construc-
tion standards, and later, the way an impersonal state
became the sole client: all this eventually led to the
destruction of an exceptionally productive and inno-
vative trend. However, if we accept this as the answer,
we will automatically assume the standpoint from
which “modernist” culture was bitterly criticized by
official culture of the 1930-1959s. And still we should
acknowledge that even in the 1929s, opportunities
quite feasible from the viewpoint of civil enginee-
ring of that time were passed over; they were frowned
upon as utopian simply because of the widespread
devastation and the rapid technological decline of
industry (for this reason, for example, the window
bands so favored by the Constructivists became
a luxury - industry refused to manufacture large-sized
glass panes which had been a standard item available
to Rationalist architects of the pre-revolutionary de-
cade). Against such a background, the “immodest”
desire of architects to build solid and innovative struc-
tures - say, skyscrapers - of the best of materials looked
like a totally unwarranted fantasy. Let us note that even
then industry was beginning to dictate its terms to ar-
chitects.

Oddly enough, when projects for a "Palace of
the Soviets” were discussed in the 1939s (they dwarfed
El Lissitzky’s “horizontal skyscrapers” as well as Krin-
sky’s and Ladovsky’s high-rise buildings by the sheer
magnitude of the engineering solutions needed), no
one dared to call their feasibility into question.

The enormous gap between the dreams of ar-
chitects who wanted to “launch ferro-concrete into
the sky” immediately and the meagre technological
and construction possibilities (made even worse by
the user’s incompetence and, to an extent, indiffe-
rence to the prestige of an architectural image) largely
explain why only a small number of projects pro-
posed by Soviet architects was realized at that time.

If we continue to analyze the grammatical for-
mula “not only, but also...”, we will, in my opinion,
come across a popular myth about great self-edu-
cated inventors who were never recognized in their

native land. Therefore, one of the sources of the con- -

viction that design was superior to actual realization
was a complex which we call, tentatively, the “Lev-
sha complex” (Levsha, known in English translation
as “Lefty”, is the main character of Nikolai Leskov’s
19th century short story based on the facetious Rus-
sian saying “The English made a flea of steel, but
our smiths shod it and sent it back”. Lefty was, sup-
posedly, one of them.)

It is certainly noteworthy that as early as in the
mid- 1920s, this type of sly and ingenious crafts-
man, inclined to produce all kinds of tricky articles
with dual meaning, made his presence felt in the ar-
tistic career of the Russian avant-garde artist,
Vladimir Tatlin. He was the first to escape from the
attractive world of experimentation with form (his
spatial counter-reliefs) - even before a vast body of
theoretical works showed that it was the right thing
to do - into the visionary quasi- utilitarian world of
his famed monument for the Third International, the
project that became a trademark of the “pioneers of
Soviet architecture”. Clearly going beyond his mo-
dest commission under the Plan for Monumental Pro-
paganda, he created in his monument for the world’s
first Proletarian State a utopian image which mate-
rialized as it were, hopes for a future World Revolu-
tion. Although plastic analogies are usually men-
tioned as the source of Tatlin’s Tower, in my view,
Tatlin weds ideas of the cultural/historical myth of
Moscow as the Third Rome with those of the hea-
venly Jerusalem, which was higher than the Tower of
Babel. Tatlin’s subsequent evolution in the 1929s was
that of a decline of his former historiosophic fervor.
His attempts to design stoves and garments, and even
his famed Letatlin flying machine, attest rather to

a certain amount of confusion at the choice between
art and the need to become an inventor, a designer.

As it happened, the favourite notion of the 1920s
- “artist-designer” - came to denote much more than
“simply an artist” or “simply a designer”. The task
was to create life itself, not “only art”. The theoma-
chist thirst for taking the place of the Creator was
perhaps the root cause of the axiological rise of idea
over implementation. An artist, who competed
against the Creator, or even challenged his existence,
definitely fancied that he was creating the World with
his single Word, with his single momentary thought.

In this case, too, common sense is ready to
prompt to us fairly positivist interpretations. The
grandiose intellectual outburst of 1919-1922,
a "brain storm” of sorts, occurred with lightning
speed; entire stages of development were “covered”
within that period, and the intensive search for the
ultimate answer did not require the recording of in-
termediate hypotheses. This is possibly one of the
explanations why VKHUTEMAS teachers who ori-
ginated at INKHUK did everything to “undermine”
the habitual stereotypes of artistic consciousness in
their disciples, by making the accustomed to an abi-
lity - irrational and inexplicable to outsiders - to sense
and construct the New Form and the New Style. Only
after that were fresh “converts” entrusted with the
task of translating the Great Utopia into material
life. Not by chance did ardent apologists of techni-
cism go to such lengths to ensure that VKHUTE-
MAS students thoroughly studied engineering and
building disciplines.

Here, of course, we could have limited our-
selves, as is usual, to ascertaining that the early
Constructivists were “technological romanticists”,
if it had not been for the consistency, perhaps even
passion, with which technology was mythologized
and deified. Detailed analysis leads us to the con-
clusion that the unrestrained technological optimism
was a means rather than a goal: the Transforma-
tion of Man was to take place via the Transforma-
tion of the World.

At this point, we should mention the importance
of the philosophical and anthropological ideas of N.I.
Feodorov, who was, quite possibly, the primary source
of the great apologia for technology, or the deifica-
tion of the machine, in the cosmic conception of the
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universe. (Thanks to the preachings of his disciple
and admirer, K.E. Tsiolkovsky, there even emerged
a small and short lived group, called “Electroorga-
nism”.) The suprematist coffin which, as according
to one legend, Kazimir Malevich designed for him-
self can be regarded as a reflection, even if a rather
doubtful and distant one, of Feodorov’s ideas of the
Universal Resurrection. In my view, that architekton
of Malevich’s unveils to a certain extent the mys-
tery shrouding the secrets of Suprematism and its
creator. Despite the artist’s assurances that he and
his followers, the Suprematists, set themselves the
task of fighting for a “utilitarian new outlook on the
world”, one can discern, in Malevich’s work, chilia-
stic aspirations for designing a Great Mystical Body,
or Corpus Mysticum, of Humankind’s Future. Hence,
whereas suprematist composition can be perceived
as certain meditative objects which, like Buddhist
mandalas, lead to individual edification, one can
clearly perceive that architektons and planits are un-
derlain by the idea of a virtuous arrangement of
a Millennium, in which the artist is to become
a demiurge rather than a simple decorator or
a builder faithfully devoted to his client’s interests.

And still the mystic rationalism so typical of
Malevich along with many great Russian mystics en-
abled him to make his ideas utilitarian, that is, to
downgrade suprematist revelations to the status of
instructions for everyday life. Malevich is known to
have encouraged his disciples to address social mat-
ters. Their task was to cover the world with supreme
signs, denoting the correct, Suprematist, Transformed
Objects and New, Transformed People, Suprematists
managed to objectify chiliastic utopias with consi-
derable ease because, paradoxical as it may seem,
Malevich himself seemed not sufficiently radical for
that; so transplants into the actual world were made
from the standpoint of another, immeasurably more
potent and grandiose, idea - the Idea of the New Man
and Brighter Future.

Oddly enough, Malevich himself took virtual-
ly no part in the process which brought two utopias,
the Futuristic and Proletcult ones, together and si-
multaneously pitted them against each other. He evi-
dently regarded the cosmogony of Suprematism to
be immeasurably more superior to a rather naive

sociology of Proletcult (at best, he accepted it as
a component part).

By the time that Futurism, in the first post-
Revolutionary years, began to lay claims to being
the official state art, Proletcult, headed by A.A.
Bogdanov, was its main rival. Despite this rivalry,
it was precisely due to the impact of Bogdanov’s
ideas that Futuristic urbanism and vacillations be-
tween machinoclasm and machinolatria began
to lose their anarchist shade. The Anarchist sobor-
nost (orthodox style of mystical collectivism) of
the Futurists began to yield to Bogdanov’s collec-
tivist idea; cosmism and universalism, based on
Feodorov’s revelations, were gradually trans-
formed into scientific and technological opti-
mism. In the process, eschatologism of the Futu-
rists was being filled with Bogdanov’s sociology,
thus becoming a kind of “eschatological sociolo-
gy”, while, in exchange, Proletcult ‘s artistically
void idea received an adequate content. This fu-
sion was promoted by the life-organizing, chilia-
stic orientation of both utopias, the feeling of su-
periority over the Past (also characteristic of both)
and, what is most important, the common percep-
tion of the Present as a moment of transition to
a radiant Future.

There was, however, a radical difference be-
tween the followers of both utopian systems. When
Proletcult accused the Futurists of being incom-
prehensible the latter could live with the charge.
By far the gravest accusation they heard was that
they had nothing to do with the future, because
they bore the perpetual “birthmark” of the origi-
nal bourgeois sin - something which only the Pro-
letarians, as members of the New Race, could feel
free of.

As a result, members of Futuristic trends con-
stantly felt disapproval on the part of the New Mas-
ters of life and their leaders; they even developed
an inferiority complex of sorts on that basis. It was
this complex that pushed them toward exceptio-
nal collectivist deeds which could have been de-
scribed as absolutely unprecedented, had it not
been for the long-standing tradition which made
it possible to legitimize manifestations of early
Russian Modernism thanks to - not in spite of -

the great break with the arts proclaimed at INK-
HUK in 1921.

INKHUK s theory of art as the organization
of materials had yielded by that time to the collec-
tivist shift to the organization of everyday life. This
is why the end of the “Golden Age of Russian art”
came in 1921 (not in 1932 or 1934); the erosion of
the border between art and life - an idée fixe of 19th
century Russian philosophers - resulted in a total lack
of protection of the artist from Life, which naively
hoped to Create.

It is noteworthy that when the Futuristic utopia

entered its new, LEF (Left Front of the Arts), stage”

which came to be known as productionism, Boris
Arvatov, a mathematician by profession and a former
member of Proletcult, emerged as its main theoreti-
cian. It is equally noteworthy that the authors of major
literary utopias, creating circa 1920, also engaged in
natural scientific and empirical activity: Alexander
Bogdanov, the author of the comprehensive Tektologi-
ya (“Tectology”), and of two novels, Krasnaya Zvez-
da (The Red Star) and Inzhener Menni (Manny the
Engineer), was a physician by profession. His discip-
le, Alexei Gastev, who gave up poetry to become head
of the Central Institute for Labour, was a highly
skilled iron and steel industry worker. Velemir Khleb-
nikov, the author of Gorod budushchego (City of
the Future), the man who did so much to model
Constructivist precepts, was educated as a mathe-
matician. Eugene Zamyatin, the author of one of
the greatest anti-utopias of the 20th century, was
a professional engineer specializing in ship-building.
In a word, one can make the conclusion that people
even indirectly involved in empirical activities proved
to be more innovative and far-sighted, especially in
theory, than the Futurists proper.

Practicing architects, M. Ginzburg, the Vesnin
brothers, and K. Melnikov, who had vast building
experience before the Revolution, became, starting
from the early 1929s, leading architects who made
their apologia for technicism sound especially con-
vincing. Having evolved sharply in the direction of
Constructivism in the early 1920s, these architects
forgot, as it were, all about the early, Futuristic, stage
of Constructivism, and Ginzburg wrote his program
book Stil i Epokha (Style and the Epoch) in such

a vein that his eulogies for high technology appealed
to technology itself rather than to the declarations of
the early Futurists.

Furthermore, bold dreams of the first five post-
Revolutionary years about new types of structures
based on a cubical interplay between abstract forms
began to be not so romantic a flesh when it came to
their actual building. They were assigned the role of
social condensers which, on a more general plane,
were to become a kind of incubator for hatching the
New Man. This is why, taking over from the early
Constructivists and Futurists, a Constructivist archi-
tect did not simply design structures” he designed
the New Society and its components, thus indulging
in the construction of new phalansteries. For this rea-
son structures that were actually built - houses-com-
munes, workers’ clubs, giant laundries, “integrated
communal kitchens”, etc. - should be considered,
without doubt, to be works of utopian architecture
created for the man of the New Society, a man all of
whose functions, the most intimate ones included,
were socialized to a maximum. The majority of
projects produced by Constructivist architects ap-
pears to be rather realistic, but only from the stand-
point of assisting various functions of the New Man,
although, as experience shows, ordinary people, not
necessarily a new breed, could live in such buildings
too. (Besides, one should not forget that architects
of the 1929s designed a fairly large number of buil-
dings which were not utopian at all.)

In those years architecture possessed one stri-
king quality: dreaming of flying cities, buildings on
springs, and similar miracles of technology, archi-
tects had difficulty imagining that actual housing
with more than nine cubic meters of living space per
person could be built at that hard time. “Urbanists”
and “disurbanists” allotted similar or even smaller
norms of housing space to the future inhabitants of
“new settlements”. :

Why then were the innovative ideas in architec-
ture and design renounced so resolutely right before
it was announced that “socialism was built finally
and irreversibly”, before the “‘great industrialization”
created, at long last, opportunities for implementing
truly fantastic projects? Why then were those trends
of Soviet architecture and the arts, which had so ar-




dently stated their intention to participate in buil-
ding the New Society, suppressed and subjected to
ideological flagellation?

As 1 see it, the answer is that architects - the
Constructivists and Productionists - appropriated
those functions of building and organizing society
which belonged to entirely different spheres and in-
stitutions. Distracted from reality by their travels to
the heaven of the universal utopia, they failed to no-
tice how the chiliastic idea, preached by them, was
being replaced by the rigid authoritarian system
which had no room for them. Naive daydreamers,
they believed that an egalitarian society was in the
making - a society in which everyone would have

the right (and be obliged) to live in the same condi-
tions. However, in the late 1929s, the system of pri-
vileges and castes was already assuming its final
shape in the Soviet society. Sadly, it was Moisei Ginz-
burg, the ideologist of disurbanism and the planner
of disperse patterns of settlement in which workers
were supposed to live in small fairy-tale huts, who
designed a very comfortable building on Moscow’s
Novinsky Boulevard for the Nakkomfin (People’s
Commissariat of Finance) officials. He did so with
due regard for the existing social stratification - all
are known to be equal, but some are more equal than
others.

Listy z ¢ervenej hviezdy alebo Kratka nivaha o najrychlejSich cestach k zdokonale-
niu ludskej povahy prostrednictvom vhodne organizovanych §truktir a tiez o vel-

kom prinose architektonickych fantazii

Autor sa zaobera ruskym umenim 20. rokov, ktoré charak-
terizuje roztrzka a preruSenie normdlnych vzfahov medzi ume-
leckymi ideami a ich realizdciou, materidlnym uskutodnenim -
dobou, ktord sice zrodila brilantné myslienky a projekty, ale
ponechala ich vo sfére utopii a fantdzii. Zdkladnou a vychodis-
kovou problémovou premisou prispevku je otazka, predo bol
charakter ruskej porevoluénej kultiry utopicky a "neuskutog-
nitelny” - projektivny. Autor definuje na jednej strane pragma-
tické podhubie tejto situdcie (porevoluénd devasticia krajiny,
vieobecny Gpadok hospodérstva a tym aj stavebnictva a kon-
Struk&nych Standardov), na druhej strane vak viac smeruje k in-
terpretacii “duchovnych” priéin tohto fenoménu (parafrazujic
N. Leskova ho nazyva “komplexom lavictva”).
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Projektivny charakter ruského umenia dvadsiatych rokov
md komplikovanejsi pévod; vyraznym spdsobom ho ovplyvnili
nigktoré smery ruského filozofického myslenia z prelomu 19.
a 20. storo¢ia (N.L. Fjodorov, K. Ciolkovskij), aspekty kozmiz-
mua univerzalizmu. Theomachisickd tizba umelcov prevziat na
seba tilohuTvorcu, umenim nielen pretvérat, ale aj vytvarat Zivot,
organizovat zivotné funkcie, patri k jednej z prigin axiologické-
ho “vitazstva” idey nad jej realizdciou. Zv1astnu symbidzu mys-
ticizmu s utilitarizmom, utopizmu so socialnym pragmatizmom,
racionalizmu a iracionalizmu ruského umenia dvadsiatych ro-
kov demonstruje na prikladoch jej najvyznamnejsich tvorcov
a hnuti (Tatlin, Malevi¢, suprematizmus, futurizmus, Proletkult,
LEF, produktivizmus a kon$truktivizmus).

Die Umwelt des Steppenkommunismus. Andrej Platonows

“Tschewengur”

Alexander JAKIMOWICZ

Das Absurde, als eine absichtlich verwendete
Kunststrategie, sollte theoretisch keine Chancen in
den Verhéltnissen der “harten” sowjetischen Dikta-
tur von 1927-1955 gehabt haben. Allerdings ist die
Kunst und Literatur des offiziellen “Sozialistischen
Realismus” an sich absurd genug gewesen, um sie
heute konzeptualistisch zu geniefen. Manche Stel-
len der Moskauer U-Bahn - dieses Systems unterir-
discher Marmorpaléste der 30er Jahre mit charakte-
ristischen Wandbildern und Plastiken - sehen wie ein
Traum des ideologischen Idioten vom Goldenen Zeit-
alter aus. Ein Effekt sondergleichen, jedoch ist die-
ser Effekt unabsichtlich erreicht worden. '

Um 1990 werden in Moskauer “postmodernen”
Kreisen eifrig Texte aus den 30-er Jahren lanciert,
die z.B. den siberischen, kaukasischen oder anderen
marginalen Einheimischen gehtren. Manche sind
tatsichlich auflerordentlich in ihrer Verbindung der
neuen Wirklichkeit des Totalstaates UdSSR mit der
ausgesprochen schamanistischer Phantasie (die,
beildufig gesagt, vom abgeschossenen Luftwaffe
Flieger Josef Beuys bei den ihn in Obhut genommen
habenden Krimtartaren entdeckt wurde, was fiir die
westeuropéische Kunstgeschichte nicht ohne Folgen
blieb).

Jawohl, auch Steinzeitgeschichten haben wir,
die der Magie der totalitiren Allmacht und Allsicht
gewidmet sind. Wir sind Besitzer epischer Lieder
vorzeitlicher, aber zeitgenéssischer Jiger und Hir-
ten mit Lenin und Stalin als Haupthelden. Vorzeit-
lich und zeitgendssisch, denn bei uns ist es mdglich.
Man hat diese Friichte des volkstiimlichen Geistes
offiziell nur ausnahmsweise unterstiitzt - nimlich nur

in den recht seltenen Fillen, wenn die Schamanen
einen mehr oder weniger zivilisierten Ton anschla-
gen konnten.

Diese anachronistische Folklore-Wortkunst ist
Jjedoch ein Sonderfall. Gab es individuelle Hochleis-
tungen absurdistischer Wortkunst (also, der irratio-
nalistischen, dionysischen, vernunftsbrechenden) auf
sowjetischen Boden?

Um 1990 sind endlich einige literarisch-philo-
sophische Werke von etwa 1925-1940 verdffentlicht
worden, die das Bestehen eines nicht-offiziellen
“Keller-Surrealismus” im Stalinreich bescheinigen.
Es handelt sich um die bekannte Gruppe OBERIU
(Daniil Harms u.a.) sowie um auf3erordentliche Ein-
zelgénger wie Konstantin Waginow (Wagenheim)
und Andrej Platonow.

Der philosophische und phantastische Roman
Platonows Tschewengur wurde in 1927 geschrieben
und erzéhlt von einer “kommunistischen” Gemein-
de, oder vielmehr Sekte, die in der von der Sonne
und vom Biirgerkrieg verbrannten Steppenwelt
StidruBlands ein Stddchen Tschewengur findet und
bewaffneten Handes ergreift, um dort eine neue Welt,
eine Art alternative Realitit aufzubauen, die auf das
Glanzwort Kommunismus getauft wird. Steppen-
kommunismus sollte das genauer geheil3en.

Diese Leute, sie kommen alle aus der Vorzeit,
aus schamanistischer Wunderwelt russischer, kasa-
chischer, tartarischer Dérfer. Man will in dieser
Wunderwelt nicht jene Sinnunterscheidungen ma-
chen, die dem rationellen BewuBtsein der Europier
selbstverstindlich erscheinen - wenigstens in neuer
Zeit.
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Im “kommunistischen” Tschewengur wird eine
Realitit ohne Unterschiede herausgebildet. “Leben-
dig” und “tot”, “Mann” und “Frau”, “mein” und
“dein” werden undifferenzierbar. Der Verzicht aufs
Unterscheidungsvermdgen wird zum Grund (oder
vielmehr Abgrund, mystisch gesprochen - Ungrund)
dieses Daseins. Man glaubt haufig, dieser Verzicht
sei die Sache der Postmoderne. Keinesfalls. Der
mystische Anarchismus in Rufland hat uns dazu seit
langem vorbereitet.

“Ich sehe gern zu, wie Kinder sterben” - der
berithmte Satz Majakowskis - will gar nicht sagen,
daB der Autor dieser “poetischen” Aussage sich die
Rolle des Monstrums aneignen méchte. Der Satz will
sagen - die Zeit des Urzeitmenschen sei gekommen,
also des Wesens, das ruhig, unperturbiert und gleich-
gliltig bleibt im Angesicht des fremden sowie des
eigenen Todes, weil es ja egal ist - zu leben, oder zu
sterben.

Es gab einen guten Familienvater in Auschwitz,
der seine Volkslieder gefithlvoll sang und seinen Klei-
nen nach Hause ziirtliche Briefe schrieb, und Juden-
kinder in die Gaskammer brachte. Es gab eine Lehre-
rin in Moskau, die den Kindern vom Freiheitsgeist
Puschkins und vom lyrischen Element bei Blok er-
griffen erzéhlte, und abends ihre Mitlehrer anzeigte
wegen politisch unrichtiger Ansichten, was flir die
Angezeigten Versperrung im KZ und, meistenfalls,
Tod bedeutete.

Ich kenne in Moskau einen Offizier der heute
schon wieder russischen (und nicht sowjetischen)
Armee, der in 1985 als Oberleutnant der damals noch
sowjetischen Armee in Afghanistan war. Einmal hat
er mit seinen Soldaten einen dreizehnjdhrigen Jun-
gen gefangengenommen, der eine portable Rakete
auf gehasste Okkupanten abgeschossen hat. Der Offi-
zier und seine Kerle haben den Jungen in Stiicke ze-
rissen. Ich habe selbst das Photo gesehen. Ist er ein
Unmensch, ein Ungeheuer? Er spricht so aufgeregt
von Leiden, die die Russen erdulden muBten, von
verhungernden alte Frauen, den Witwen unserer
Kriegsveteranen. Er fragte mich, ob ich ihn wegen
des afghanischen Jungen verurteile. Ich sagte “Nein”
und erzdhle thm vom &sterreichischen Denker und
Literaten Robert Musil, der das Menschenwesen wie
folgt definiert hat: ein Wesen, das kannibalisch wer-
den kann, aber auch eine “Kritik der reinen Vernunft”
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zu schreiben imstande ist. Das ist metaphorisch zu
verstehen. Der Mann von Auschwitz, die Lehrerin
und der Offizier sind Leute der Musil-Epoche - die
Gutbdsen. Wie kommen sie zur Welt? Ein Weg fiihrt
durch Tschewengur.

Der verwaiste Dorfjunge namens Alexander
Dwanow wichst in der Familie eines Eisenbahnar-
beiters auf. Der neue Vater ist - wie auch der verstor-
bene - ein Mystiker und ein Philosoph der tiefen
Vormoderne. Er vergottlicht die Technik, also das
Prizise, Ewige und Ubermenschliche der industriell-
technischen Wunderwelt. Der Mensch ist thm zu
unvoilkommen, und stammt, wie der Meister fliich-
tig erfahren hat, von wurmartigen Lebewesen. So
steht es in klugen Biichern.

Der Meister ist ein guter Mann. Hat aber Nietz-
sche nicht gesagt, daB die Guten der Anfang des Ende
sind?

Platonow kennt gut diese wunderliche Erschei-
nung - die Geisteswelt des Proletariats in Ruf3land.
Der vorhistorische Mensch verldfit seine agonisie-
rende Dorfwelt und gelangt an neue Wunder und
Gétter - die Dampfmaschine, das Maschinengewehr,
der Kinematograph. Wird er zum “zivilisierten”
Menschen? Er erlernt neue Berufe der technischen
Epoche, aber seine schamanistische Weltsicht wird
dadurch nicht gestort - im Gegenteil. Er beobachtet
zaubervolle Verwandlungen der Weltsubstanz, des
einheitlichen Universums. Aus Nichts wird etwas -
so Elektrizitdt. Aus Etwas - ein absolut Anderes. So
Photographie.

Er hat alle wissenschaftlich feststellbare Merk-
male eines rationellen Menschen des positivistischen
Zeitalters, aber darunter steckt eine irrationale Ur-
zeitpsyche. Die Idee des souverdnen Selbst - die
Kernidee der westlichen Zivilisation - bleibt dem
Wald - und Steppentrdumer fern und nicht geldufig.
Das Ich - der Baum - die Dampfmaschine... Wer hat
gesagt, daf} diese Dinge prinzipiell unterschiedlich
sind? Ein Mechanismus ist vollkommener, als ein
Mensch, der ja von einer Art Wurm stammt...

Europdische, zivilisatorische Haarsplitterei (le-
bendig is nicht tot, gut und bose sind nicht dasselbe)
erscheint ihm als Liige oder miiliges Geplapper. Das
unbegrenzt Wandelbare an der unbegrenzt einheitli-
chen Wunderwelt des Schamanismus - das ist, was
es sieht und was er sehen will.

So entsteht die russische Version der kommu-
nistischen Utopie.

Der “Kommunismus” von Tschewengur hat nur
eins gemein mit dem reellen Bolschewismus - und
zwar, das Prinzip der totalen Gewalt, der schonungs-
losen physischen Vernichtung der “Klassenfeinde”.
Die Disziplin, die Hierarchie der neuen sowjetischen
Herrscher finden keinen Platz in Tschewengur. Hier
herrscht der anarchische Kommunismus eines Kro-
potkin, eine “romantische” Version - die allerdings
im wirklichen Leben des sowjetischen “Sozialismus”
viel einfluireicher war, als man denkt.

Hohe Werte und Stichworte européischer Zivi-
lisation kommen hier zum Schlul}. Geschichte,
Gesellschaft, Ordnung, Gesetz, Organisation, Hie-
rarchie, Arbeit, Wissenschaft, Nutzen, Ratio - nieder
damit. Man zerstore die Trugwelt der Biirgerlichen.
Der Traum der Vorzeit von der Fiille des Seins - die
auch die Fiille des Nichts ist - vom urspriinglichen
Chaos, das das Leben gibt und nimmt, soll die Ober-
hand gewinnen.

Von Karl Marx weifl man in Tschewengur nur
eins - daB er den Kommunismus als die “Finale der
Geschichte” bezeichnete. Gut so. Steppenleute mit
Eisenbahn und Maschinengewehr haben diese Idee
gern, denn sie sind satt von der Geschichte, mit al-
len ScheuBlichkeiten des Geschichtlichen. Also, die
Finale. Die Revolutionédre haben von kirchenbesu-
chenden Grofimiittern einstmals die Pfaffenmérchen
vom “Weltende” und vom “Jiingsten Gericht” ver-
nommen. Daraus erlernen sie die Revolutionsstrate-
gie: die alte Welt der Bourgeoisie soll im eigenen
Blut ertrinken. Man proklamiert in Tschewengur
“Das Ende der Geschichte”. Maschinengewehre sor-
gen dafiir. Alle, die in ihren Hausern leben und et-
was haben, und mit ihren Familien den Liigennetz
der alten Welt bilden, sollen das Zeitliche segnen.

Die alte Welt und ihre Qual miissen iiberwun-
den werden. Die Zeit gibt es keine mehr. Keine Ja-
hreszahlen, keine Daten. Das Eigentum wird ab-
geschafft. Und so weiter - die Arbeit, das Ratio, das
Sozium... ALLES.

Die Lumpenproletarier Rufilands wissen auch
aus dem “Kommunistischen Manifest” von Marx und
Engels, daf} sie, die “Arbeiterklasse”, nichts zu ver-
lieren haben, auBler ihrer Ketten, aber die ganze Welt
gewinnen sollen. Die Welt ist grof3, aber das Stédt-

chenTschewengur gehort thnen ganz - mit allen Stra-
en, Hausern und Giérten. Die Biirgerlichen, diese
Teufel des Geldes, der Arbeit, der Zeit, der Vernunft
und anderer Unterdriickungswerkzeuge, liegen in
ithrem Massengrab. Endlich lebt man in Wahrheit und
in Einheit. Man lebt im Anderen und fiir den Ande-
ren, nicht im Selbst, nicht um des Selbst willen. Man
wandert, wie einst urzeitliche Vorfahren, in verwil-
derten Giérten, in den fritheren Ackern in den Umge-
bungen der Stadt, oder man fischt am kleinen Flif3-
chen, um etwas Eflbares zu haben - nicht fiir das
Selbst natiirlich, sondern fiir jeden Genossen, flir den

- Klassenbruder. Der Andere ist immer teurer, als das

Ich - so lautet das Gesetz. Keiner soll arbeiten, im
alten Sinne des Wortes - um sich erndhren zu kon-
nen. Die Qual der Arbeit ist den Naturkriften {iber-
lassen - der Sonne, der Erde, dem Regen. Deshalb
soll in Tschewengur das Denkmal errichtet werden,
das der Einheit von Natur und Mensch gewidmet ist.

Das soll man sich merken. Die Tschewengurier
errichten Denkmdler, viel Denkmailer. Sie ereifern
sich gegen die ermessene, die geordnete historische
Zeit, aber sie sind in die Ewigkeit verliebt - in das
Grundlose, UnermefBliche. Das ist eine durchaus
bedeutende Tatsache fiir einen Kunsthistoriker, der
sich fiir diese seltsame und nicht zuféllig dem groBien
Schriftsteller eingefallene Zivilisation interessieren
moge.

Das Denkmal der Einheit der Natur und des
Menschen sollte, dem Entwurf nach, einen Baum
darstellen, der mit seinen Asten einen Menschen
umarmte.

Ein Kunsthistoriker kénnte kaum eine Assozia-
tion mit dem Surrealismus der 20er und 30er Jahre
in Westeuropa vermeiden. So ein Denkmal konnte
einem Max Ernst, einem Salvador Dali, einem Ri-
chard Oelze gehGren. Merkwiirdig.

Salvador Dali hat bekanntlicherweise mehrmals
in dem Sinne gesprochen, daB er sich von Sow-
jetruffland mystisch und surrealistisch angezogen
fithlte - eine typische Geste surrealistischer Wahn-
liebe zum unerhort Unmenschlichen. So war seine
Art. Dalis Liebeserkldrungen dem “grofen Maso-
chisten” Adolf Hitler gegeniiber legen auch Zeugnis
davon ab.

Was geht die Tschewengurier der Surrealismus
an?Imutopisch-anarchistischen Steppenkommunis-
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mus des Ostens gibt es keine Unterscheidung des
Lebens und des Todes - und das war ja einer der Kern-
punkte der Theorie André Bretons. In Tschewengur
konnte er seine Traume lebendig sehen. Der Tod
wundert dort keinen, erschreckt keinen, er ist nichts
besonderes. Man ist immer bereit zu sterben und zu
toten. Eine “tierische Grausamkeit” gibt es jedoch
nicht - weder bei den Tieren, noch bei Kommuni-
sten. Man schneidet Kehlen und Biuche der Biirger-
lichen auf, aber ohne Wut. Man ist nicht bése und
nicht gut. Man ist Steppenkommunist.

Die Heiden aus schamanistischer Vorzeit, sei-
en sie mit Maschinengewehr und Automobil aus-
geriistet, existieren aulerhalb der Opposition von gut
und bose. Dinge und Wesen sind eins in magischer
Sicht. Die Weltsubstanz kreist zwischen der Entste-
hung und der Vernichtung. Eine Teckanne zu bre-
chen, eine Blume niederzustampfen oder einen Men-
schenkopf abzusébeln hat nichts zu tun weder mit
“gut” noch mit “bdse”. Es ist die normale alltdgli-
che notwendige Arbeit eines Revolutionirs, biirger-
liche Teekannen, Blumen und Ké&pfe zunichte zu
machen. Die verfluchte Bourgeoisie hat ja die Geset-
ze des Weltalls vergewaltigen wollen mit ihrem Geld,
threr Vernunft und Logik, ihrer Geschichte, ihrem
Niitzlichkeitsprinzip. Die Feinde des urspriinglichen
Chaos wollten die Ordnung einfiihren, wo das Welt-
reich der Magie sein soll. Das werden sie teuer be-
zahlen sollen. Ohne Wut und Haf} verwandelt man
sieund ihre Zivilisation wieder in die chaotische und
einheitliche Ursubstanz, damit der Weltbaum den
Menschen wieder mit seinen Asten umarme - lie-
bend, lebensspendend und tétend, was ja ein und das-
selbe ist.

Die Unwelt der kommunistischen Steppenstadt
hat ihre Anflihrer und Schamanen. Einer der bedeu-
tendsten heifit Kopenkin, Wie ein Ritter, kdmpft er
immer fur die Wahrheit und die Dame, und diese
letzte ist keine andere als Rosa Luxemburg - die von
der verfluchten Bourgeoisie getdtete Revolutionérin,
die in ithrem Grab im fernen Deutschland liegt. Ko-
penkin triumt davon, wie er seine Geliebte aus ihrem
Grab befreien wird, um sie nach Tschewengur zu
bringen (eine merkwiirdige irrationale Kontamina-
tion zweier Ritterideen - der “Befreiung des heiligen
Grabes” und der “Befreiung der Dame”). Ist er ganz
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bei Sinnen? Von Standpunkt der Biirgerlichen aus-
gesehen - natiirlich nicht.

Der Krieger und Magier von Tschewengur ist
ein Mann des Chaos. Rationelle Unterscheidungen
will er nicht in Kauf nehmen. Die “lebendige Rosa”
und “tote Rosa” bilden eine Opposition im Rahmen
der rationellen Vernunft, die von Tschewengur aus-
getrieben ist. Kopenkin weifl gut, daf3 die ersehnte
Geliebte tot ist. Ihm ist es aber e g a 1. Tot oder le-
bendig - lacherliche Spiele der alten Welt. Im Kom-
munismus ist es einerlei. Der Ritter trdumt davon,
wie er mit ihr, der Totlebendigen, in seine Unwelt
des kommunistischen Einerlei zuriickkommt. Wie-
derum eine Idee fiir einen Surrealisten.

So sind die groBlen Schamanen des Steppen-
kommunismus. Einer von ihnen - ein Philosoph sui
generis - sagt einmal: “Die Substanz ist eins - so ich,
so ein Stern...” Wie kann dann jemand sterben, wenn
die Substanz einst ist?

Der biirgerliche Feind des Universums wird
wohl sagen, diese Lumpentriger seien verriickt, und
die Toten leben nicht mehr. Und anderes verniinfti-
ges Zeug. Dafiir bekommt er seine “neun Gramm
Blei”, wie russische Soldaten sagen. Soll das Mord
heiBlen? Das chaotische Weltall der Magie ist nicht
bose - und nicht gut. Weltall ist Weltall.

In Tschewengur ist der Mensch iiber alles in
der Welt. Aber nicht das Ich. Immer der Andere. Also,
das Nicht-Ich ist {iber alles.

Der Mensch (der andere) ist die vollkommen-
ste Verkdrperung der Weltsubstanz, die “immer an-
ders” ist. Der Allmensch ist das Beste, was das Welt-
all nach seinem Bilde geformt hatte. Der allmégliche
Andere - der zértliche Henker von Auschwitz, der
menschenfreundliche Knabenmoérder von Moskau.
Der verbrecherische Held, der ehrliche Liigner, der
Mensch der neuesten Zeiten. Wenn er eines neuen
Gottes bediirfte, so kenne ich dessen Namen: Chris-
tus Belzebub...

Die magische Ursubstanz feiert ihren Sieg in
Tschewengur. Dariiber legen Dinge und Objekte, die
in steppenkommunistischer Unwelt hergestellt wer-
den, Zeugnis ab. Ja, es wird hergestellt. Aber nein,
das ist keine Produktion zur Befriedigung des Ich
im arbeitsteilenden Sozium. Die Zeit, die den Leu-
ten hier bleibt (und sie haben nicht wenig freie Zeit)

gebrauchen sie zur Herstellung der Geschenke fiir
Andere, fur Klassenbriider. Alles soll dem Anderen
geschenkt werden, nichts fiir sich. Zerstdren oder
schenken - nur so geht man mit materiellen Werten
um. Das Leben von Tschewengur ist eine Art ewiger
Potlatch.

Dabei konnte man in eine Falle der biirgerli-
chen Welt geraten, wenn man niitzliche Sachen, die
sogenannten Gebrauchswert haben, einander schen-
ken wiirde. Eine intakte Uhr, ein Paar guter Schuhe
schenkt man nicht. Teufelssachen der biirgerlichen
Welt sollen vernichtet werden - das heift, dem Cha-
os der Weltsubstanz wiedergegeben. ‘

Man schenkt symbolische Sachen. Eine aus
Tannenholz geschnittene Pfanne, worauf nichts ge-
braten werden kann. Ein Rad von etwa vier Meter
Durchmesser ist ein gutes Geschenk. Eine “dyna-
mische Maschine”, aus denTeilen vieler Wanduhren
und Wecker hergestellt. Aufler ihrer eigenen ziello-
sen Bewegung kann solche Maschine nichts produ-
zieren. Etwas wie von Jean Tinguely...

DaB er ein geistiger Bruder der Dadaisten und
Surrealisten sei, hétte ein Tschewengurier vielleicht
in Abrede stellen wollen. Marcel Duchamp, Salva-
dor Dali, Jean Tinguely haben ja fiirs Geld gearbei-
tet und an biirgerlichen Kulturtétigkeiten teilgenom-
men - was bestimmt mit “neun Gramm Blei” zu
vergelten sei.

Was sie in Tschewengur tun, ist auch keine
Kunst im biirgerlichen Sinne des Wortes, sondern
eine Unkunst der endlich zur Unzeit durchgebroche-
ner Unmenschen (der Nicht-Ich, der Immer Ande-
ren). Formell gesehen, soll man das Dasein inTsche-
wengur dadaistisch nennen. Andrej Platonow, der
seltsame Autor mit groer Erfahrung in marginalen,
ungeregelten, “wahnsinnigen” Lebensschichten, soll-
te allem Anschein nach Kunstformen irgendwelcher
Gruppen radikaler Kiinstler der 20er Jahre beobach-
tet haben, die uns heute nur aus Legenden bekannt
sind (wie jene absurdistisch skizzierte Dichter- und
Kiinstlerkreise, die man in den Romanen Konstantin
Waginows vorfindet).

In Platonows Tschewengur geschehen ununter-
brochen jene spontane “shows”, die dem Dadaismus
nahe stehen. Man stelle sich nur eine Szene vor. Ein
Abgesandter des kommunistischen Zentralkomitees
von Moskau taucht in Tschewengur auf. Eine nor-

male Dienstreise eines Beamten im sich totalisieren-
den Staat der Bolschewiken. Der Angekommene sieht
sich von seltsamen Leuten umgeben. Sie sind weder
bekleidet noch nackt, weder feindlich noch freun-
dlich, weder Verriickte noch Normale. Sie sind an-
ders und benehmen sich nicht so, wie man sich an-
derswo benimmt. Einer von ihnen zieht die
automatische Feder des angereisten Beamten an sich,
zerbricht sie - und schenkt die Bruchteile seinem
Genossen (wir wissen ja, daB eine normale Ge-
brauchssache, also die giftige Frucht der biirgerli-
chen Welt, keinen Eintritt in die kommunistische
Unwelt bekommen kann). Dasselbe geschieht mit der
Brille, mit dem Sakko und den anderen Sachen des
Dienstreisenden. Ohne Wut oder Hohn, aber unwi-
derstehlich. Hier herrscht der Kommunismus, die
endgiiltigte Freiheit. Im Westen sagt man Dada.

Tristan Tzara erkldrte: “Die Vernichtung der
Logik ist Dada, die Abschaffung der sozialen Hie-
rarchie ist Dada, derTod des Gedéchtnisses ist Dada,
die Verachtung der Zukunft ist Dada”. Die Konser-
vativen von damals assoziierten die radikale Avant-
garde mit dem sogenannten Kulturbolschewismus.
Sie sollten nach Tschewengur gehen.

André Breton erhob die Forderung, den beson-
deren Stand der Psyche zu beriicksichtigen, wo es
keine Opposition mehr gibt zwischen dem Leben und
demTod, zwischen dem Wirklichen und dem Erdach-
ten. War auch er etwa ein heimlicher Tschewengu-
rier gewesen?

Die Konsonanz westlicher Avantgarde-Stimmen
mit der Stimme des Chaos und Wahnsinns von
RuBland ist an sich bezeichnend genug. Die Lebens-
welt des Steppenkommunismus erzeugt auch ande-
re exotische Friichte. Hier, in absoluter chaotischer
Freiheit von der Vernunft, dem Gesetz, der Ordnung
keimen Ansétze des “Sozialistischen Realismus” -
der kiinftigen offiziellen Kunst der sowjetischen Dik-
tatur. Der Kunst, die seit 1932 in ihre aktive Phase
eintrat. .

In Tschewengur errichtet man einander Denk-
maler. Jeder jedem - nur nicht sich selbst. Immer
dem teuren Klassenbruder, dem Gefahrten und Mit-
kémpfer beim Wandern in der magischen Welt. Der
Mensch verewigt den Anderen im rohen Ton, denn
die Bronze und der Marmor sind nicht bei der Hand.
Wie sollten diese Gotzen des Nicht-Ichsein ausse-
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hen? Einmal nur wird fliichtig bemerkt, daf3 ein
Denkmal hier von Ahnlichkeit nicht viel hatte - was
ja selbstversténdlich ist angesichts des absoluten
Unprofessionalismus der Unkiinstler: sowie der
amorphen Tonsubstanz in ihren Hénden. Unzerglie-
derte Gotzenfiguren, menschendhnliche Am6ben mit
schwach angedeuteten Képfen, Armen und Beinen -
das war der Héhepunkt der magischen Nicht-Ich-
Verehrung in Tschewengur. Die Ahnlichkeit, die ra-
tionelle Zergliederung der Gestalten brauchte man
eigentlich nicht. Im reell existiert habenden Sozia-
listischen Realismus der Stalinzeit wurden die Ahn-
lichkeit und der richtige Bau der Menschenfigur
theoretisch gefordert. Soll es heiflen, daf3 heldenhaf-
te und ideelle Gestalten der offiziellen Kunst realis-
tisch gewesen sind?

Den mystischen Verzicht auf das ich, die Ord-
nung, die Vernunft erklérten bei Dostojewski der
“Mann aus dem Keller” und der “ldcherliche
Mensch”. Die Hauptschlagkraft der Revolte erschien
mit dem iibermenschlichen Hyperboreer und Anti-
christ von Nietzsche. Seine Leute folgten ihm: der
kampfbereite philosophische Hidalgo, der aus den
Schriften Ortega y Gassets spricht und die biirgerli-
che Liebe zur Ordnung und Moral verhShnt; sein noch
ungestiimerer Landsmann Luis Bufiuel; russische
Kinstler und Dichter des magischen Weltalls, von
Filonow bis Khlebnikov. Und, selbstverstindlich, die

Kéampfer von Paris - der “Papst des Surrealismus”
André Breton und der irische Kiinstlerterrorist und
Wortbombenwerfer James Joyce.

Totalitdre Diktaturen in Deutschland, RuBland
und Italien bekdmpften diese Pest aufs entschiedenste
seit den ersten Schritten der neuen Machthaber (offi-
ziell unterstiitzte Angriffe auf die “biirgerliche Ent-
artung” in der Kunst und Literatur entfalteten sich
in RuBland seit etwa 1925).

In die Zeit der Triumphe des sowjetischen So-
zialismus hinein kommen junge Geister wie Plato-
now, Harms, Waginow. Was tun sie da, welche ist
ihre Rolle? Wollen sie sich selbst mit utopischen (und
schrecklichen) Geschichten von der wahnsinnigen
“letzten Freiheit im Chaos” trdsten und ermuntern,
schon wieder im Keller lebend? Meinen sie etwa,
da3 der Durchbruch zum universalen mystischen
Einerlei, zum “hoheren Wahnsinn” des Nicht-Ich und
des Alles-Ist-Erlaubt doch nichts anderes als der ent-
scheidende Schritt zu allerletzter Totalgewalt ist, die
sich selbst von der Nicht-Gewalt nicht mehr unter-
scheidet?

Platonows Tschewengur, sowie absurdistisch-
komische Gewaltgeschichten von Harms geben uns
ein Kommentar zur wunderlichen Tatsache des stum-
men und gleichwie unbeteiligten Verschwindens vie-
ler Millionen Leben im Laufe totaler Repressionen
von 1927-1953.

Clovek a umenie v roméane Andreja Platonova “(v?evengur” (1927)

V stvislosti s rozkladom a najmai po pade sovietskeho sys-
tému v Rusku sa stavaji znamymi pocetné a vyznamné nové
udaje o “podsveti” kultdrnych ¢innosti epochy totalitarizmu.
Platonovov romén Cevengur (dokondeny 1927 a do r. 1990 nik-
dy nepublikovany) mé z tohto hladiska vyznam ako svedecka
vypoved nezavislého, neoficidlneho filozofického myslenia. Clo-
vek, umenie v pomeroch jednej “uskutodnenej utdpie” si hlav-
né predmety tohto myslenia.

Cevengur - tak sa vola jedno mestegko, stratené v stepi juz-
ného Ruska, kde fanatické spolocenstvo revoluciondrov oZivuje
svoj sen o komunizme. M4 tento snovy a stepny komunizmus
nieco spolocné s redlnym sovietskym totalitarizmom? Zdanlivo
nie st si vobec podobné. Civilizacné a spoloéenské hodnoty ako
disciplina, pravo, poriadok, kontrola a samotnd praca a princip
uzitoénosti sa v ramci komunistickej stepnej utdpie radikdlne
odstrafiuju ako “burZodzne vyplody”. Totalna diktatiira alebo
totalna anarchia? Cevengur je oboje, a tento pohlad “uskutod-
nenej utdpie” je dostatoéne hiboky. Platonov popisuje ojedinelii
Jjednotu dvojakych veci, a to absolutnej nezodpovednej anarchic-
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kej slobody na jedne;j strane, a rovnako absolitnu zavislost osob-
nosti od spolocenstva, od inych. Tym sa vynoria na svetlo antro-
pologické a psychologické javy, ktoré su vlastné redlnemu so-
vietskemu socializmu. Myslim existenént situdciu “mystickej
jednakosti” hodn6t a kritérii ludského spravania sa. Alebo, iny-
mi slovami, $pecificky, neusporiadany, iraciondlny model sve-
ta, ktory ignoruje zakladné rozliSovanie jednej rozumnej civili-
zé4cie. Teda, “skutodny” a “fiktivny”, “dobry” a “zly”, “Zivy”
a "mitvy” nie st uZ viac opozitd.

Niasledky v umeni a kultdre nenechajii na seba dlho akat.
Umelecké formy utopického stepného komunizmu, ako ich 1icil
Platonov, zaujimaji miesto medzi zépadnym dadaizmom a sur-
realizmom (objekty a stroje umenia Daliho a Tinguelyho) na
jednej strane a budiiceho “socialistického realizmu” Stalinovej
epochy (oslava “nového ¢loveka” v bezpodetnych pomnikoch)
na strane druhej.

Lic¢enie utopického mysticizmu ako aj paralela totalitnej
a netotalitnej kultury je silnou strankou Platonova.

War Visions of Dusan Jurkovi¢

(Reflections of Totality in the Work of the Humanist)

Dana BORUTOVA

I would like to tell you a story - the story of an
architect whose works were picturesque, romantic,
snug, and elegant, abounding in charm, joy, and, most
of all, they were moderate - adequate to human mea-
sures. It is the story of a man, whose consequent ra-
tional thinking and strong social feeling motivated
him to search for an ORDER (Fig. 1) .

He comprehended the occupation of an archi-
tect as a mission to develop the culture of his own
nation, as a mission to improve the life conditions
of the people. His way of thinking could be defined
as that of an enlightment type, oriented, due to the
specific influences of conditions at home as well as
of his education, rather pragmatically.

1. The chapel of the Way of the Cross at St. Hostyn, Moravia, design, 1903
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2. Military cemetery at Zmigréd, Western Galicia, design, 1916
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Jurkovi¢ was generally known as an architect
who synthesized elements of the folk building tradi-
tion with principles of contemporary architecture,
attaining thus the specific expression of his works.
But, there were more impulses absorbed by him, and
our story will touch exactly one of them - that of
classicism, a tradition, in fact, alien to his own mi-
lieu.

When Jurkovié, in 1933, for the first time visi-
ted Italy, he had already been well prepared to ac-
cept (and absorb) classicism. For many years ago,
he was already playing with it, so to say, ina Viennese
manner. It is not known, whether just the different
character of his own (ethnic) tradition, or, may be,
a certain “complex of a periphery”, challenged him
to compound with the Classic. Or whethera practical
circumstance played a role here, such as the arrival
of Italian captives, stone masons (stone- dressers) in
the time Jurkovi¢ was engaged in building the mili-
tary cemeteries in Galicia - the circumstance being
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3. Manuscript notes of Dusan Jurkovic from his Italian trip,
1933

supported by a touch of classicism, present in pre-
war works of the leading Viennese architects (Wag-
ner’s pupils),' then permanently followed by him?
Anyway, since the time of World War I, there ap-
peared a continual classicizing tendency in Jurko-
vi¢’s multiform work (Fig. 2).

However, the direct experience with the archi-
tecture of Italy, had Jurkovi¢ only in 1933, when he
participated in an international conference of archi-
tects, which took place in Milan.? The large-scale
program of the event, evidently comprehended by
the organizers to be an opportunity for propagation
of the “successful results” of the then 10-years old
“building-up of Fascism” in their country (to apply
the well-known slang of the not so far gone times),
gave Jurkovi€ a possibility to visit numerous impor-
tant historical cities.’

Manuscripts of his travel diary, completed with
sketches® can witness, that Jurkovi¢ paid much at-
tention not only to the study of the Roman and other
historical monuments, but to contemporary architec-
ture as well, which, finally, had been programmati-

KOSTOLIK NA 3TABSMOM PLESE POHEAD SMEROM K JAZERV.

4. Church at Strbské Pleso in the High Tatras, Slovakia, design,
1937 (not realized)

cally presented as one of the positive results of the
Fascist regime.

Although he maintained a reserved attitude, it
is impossible to deny, that modern Italian architec-
ture impressed him quite a lot. He became stupefied
not only by the large scale and grandeur of the mas-
sive volumes, but also the technical aspects (para-
meters) and functional capacity of those buildings.
It can be documented with his notes relating to the
visit of the new building of the Ministry of aircraft:
“Architecture, to a certain degree heavy, strong (-
man), but beautiful. (...) Everywhere... marble, me-
tal, and paintings...”, and following the description
of the appearance and disposition, he concluded: “In
the souterrain of the building, apart from other rooms
of purpose, the pneumatic post and telephone ex-
change, there are to be found also the rooms, needed
Jor providing 1300 officials with the morning coffee
and lunch. Everything is self-sufficient.” 3 (Fig. 3)

In order to propagate the regime, the trip to Lit-
toria, one of the five newly founded cities, became
a part of the program, as well as the visit of the 10-
year jubilee exhibition (as regards these points no
closer notices are to be found in Jurkovi¢’s diary)
and a number of social events culminating with an
audience by Mussolini. Jurkovi¢ put down his im-

5. Monument to the Prague students, design, 1939

pressions from the audience: “A lower, stout man
with a big head, wider in its lower part, flashing eyes,
throughout an actor.” And, with regard to his own
conviction, Jurkovi¢ might have liked some of the
sentences of the dictator’s speech, while he later
noticed: “Mussolini: Demands the architects to work
Jor the needs of the modern man, anyway, regarding
not only his practical needs, but also his feelings.” ¢

The impressions from the Italian trip persisted
in Jurkovi¢ at home too - it is to be witnessed by
some new features which then appeared in his de-
signs (Fig. 4), as well as by his reflections on the
differences between what he had seen abroad and
what he had encountered at home. Unpleasant expe-
riences from his eternal fight against bureaucracy
and manifestations of incompetence at important
offices (which caused him to leave disgusted the of-
fice for monument preservation, and led him to write
a number of critical articles, and also to make nu-
merous, although vain, proposals with the aim to
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Monument to the personalities of the Slovak culture, design
intended for the Martin cemetery, 1944

solve some of the actual problems)’, strengthened in
him the feeling of chaos, and supported his motiva-
tion in searching for ORDER.

It seems, that the social order of a different type,
viewed from the outside, had spelled him. Possibly
Just for that reason of viewing it through the prism
of architecture, that, similarly to his own attempts,
tried to solve the problems of tradition and innova-
tion. Not solely he became attracted - even Le Cor-
busier, while disliking the pomp and monumentality
of a centralist state, still admired Fascism which
‘could make the trains run on time’3

However, the idea of ORDER stuck in the very
base of the modernist views - in its enlightment ra-
tionalist roots and in the conviction about the possi-
bility to improve man by means of order. It was
connected also with the pragmatic tendency in mo-
dernism, which, as Charles Jencks has shown, cre-
ated specific conditions for the misuse of modern-
ism by the might.” The whole of this background is
to be felt in the lines which Jurkovi€ wrote in mar-
gin of his post- Italian reflections (thoughts): “The
difference between our democracy and Italian Fas-
cism is a difference between a state governed by the
capital as with us, and a state governing the capital.
(-..) The solving of the most difficult questions cau-
ses no troubles there. - In our country, the question
of PetFin communication seems to be everlasting,
there the question of the pass out of the heart of Rome
across the ruins of Forum Romanum already built,
and, evidently, ought to have been accomplished. Also
there may occur some fault, but neither we are pro-
tected from faults. The capital can be governed in
a good way and in a bad one, but our direction can
lead us only to a catastrophe.” '
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7. Mausoleum of the Czech martyrs in World war II, design,
1942

8. Mausoleum commemorative of the Battle of Stalingrad,
design, 1943

After a short time, however, Jurkovi& was to face
a bitter lesson about the deceitful character of the
image he had created relating to the new order, and
a cruel awakening from the tolerance towards phe-
nomena rendering the backgrounds of that image.
The year of Jurkovi&’s Italian trip was, at the same
time, the year when Hitler, representant of another
movement based on principles of unified Order, as-
cended to the decisive position in the German go-
vernment. And in September 1939, just five years
after Jurkovi¢’s Italian trip, this “Order” already fun-
damentally threatened his homeland. The conse-
quences are well known: The break-up of the Czecho-
slovak republic - on the maimed territory of Bohemia
the German protectorate had been established, and
on the equally maimed territory of Slovakia origi-
nated the new, seemingly sovereign Slovak state,
a vassal of Germany ruled by the similar type of
“Order”.

This time, the established order could not gain
any sympathy of Jurkovi¢. The seventy-two year old
artist had already made his experiences with ethni-
cal suppression (in the years of his youth and matu-
rity), other experiences with the awe of World War
I (close touch in with it during his work in Galicia),
and also experiences with an incomprehension and
ingratitude relating his attempts at contributing and
promoting the development of the new state of
Czechs and Slovaks - the state that represented the
fulfilment of an old and great dream of his. There-
fore, he did not yield the enthusiasm of the supposed

sovereignity and completion of the Slovak state. Pos-

sibly, for now he could see better the real face of the
Order, presented as the pillar of the new state.

Jurkovi€’s reaction according to the depressing
historic events had, similarly to the whole of his work,
two poles.

On the one side, this active, engaged, and many-
sided man, used to participate in the public life, de-
cided to retreat from the public into privacy, prefer-
ring “internal emigration™: “In the years of the
Slovak state I decided for a fast... I did not visit
a theatre either...”."' But his retreat meant no defeat
by the depression (“two world wars in our genera-
tion, it is more than too much...”),'* or giving up the
possibility of activity, but, on the contrary, it meant
his refusal of an identification with the established
regime.

Therefore, the second pole of his reaction was
represented by an attempt to transform his resistance
into real action: he helped to organize collections
for imprisoned opponents of the regime, and flights
of the Slovak military officers abroad," he suppor-
ted the anti- fascist activities of his three sons, one
of them taking part in the fights of the Uprising near
Banska Bystrica.

This double-sided reaction of Jurkovi¢ projec-
ted also into his architectural work of the war period.

- The first pole - retreat into the inner world of
creative architectural imaginations is characterized
with utopian proposals of monuments to victims, or
memorials of important events of the war, origina-
ting in the course of the 1940s and representing
a special, personal commentary.

9. Monument to General M.R. S’tefdnik at Bradlo, 1928

The overture was represented by the design of
the monument to Prague students, assassinated on
November 17, 1939. On the margin of the drawing,
Jurkovi¢ dropped a line, describing the monument
and circumstances of its origin: “ 12 crosses con-
nected in the shadow of the common death. - After
the depressing news of the English radio about the
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10. The monument to the victims of the Slovak Uprising at
Kremnicka, design, 1947 (realized)

assassination of defenceless students and officials
by the German Gestapo in Prague, I sketched this
monument on November 18, 1939.” '* (Fig. 5)

The following works were proposals for monu-
ments to the personalities of Czech culture, the com-
poser Bedfich Smetana (1940) and the writer BoZena
Némcova (1941)," witnessing already the growing
scale and broader urbanistic stroke. These are typo-
logically joined by the monument to the personali-
ties of the Slovak nation (1944), which, similarly to
the previous, and contrary to the following designs,
was still comprehended in real space of the Martin
cemetery - althought not drawn in that way. (Fig. 6)

However, Jurkovic’s creativity of the war pe-
riod culminated in his architectural designs for the
Mausoleum of Czech martyrs of World War IT (1942),
Mausoleum commemorative of the Battle of Stalin-
grad (1943), Memorial of the Second Anniversary
of the Destruction of Lidice (1944), The Stone Apo-
theosis of the Slovak Uprising (dating from Decem-
ber 1944) and a Cenotaph for the fallen heroes of the
Red Army in liberated Slovakia (1945). (Figs. 7, 8)

It was visionary architecture, quite different
from other works by Jurkovi€¢. Monumental symbo-
lic buildings were intended - and this is something
unique for Jurkovi¢ - as ideal, abstract objects, with-
out a connection with the real landscape environ-
ment. The drawings make an impression of the ar-
chitectural massing accomplishing the ascending
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11. The monument at the Brezovd cemetery, originally intended
as a memorial of the revolutionary events of 1848 at Brezovd,
design, 1944. Not being carried out, in 1948 it became
a tombstone of Dusan Jurkovié.

lines of some undefined hill or naturally hightened
terrace. The architecture uncompromisingly ambi-
tious to dominate its surroundings. Massive volumes,
strict, rough, even brutal expression was conditioned,
on the one hand, by the use of hard classicizing forms,
and, on the other, by the intention to promote the
expressivity through the rough manner of the stone-
dressing. Here Jurkovi¢ evidently had been preoccu-
pied with the study of the communicative values of
architectural forms, with the question of expressing
the ideas and emotions by the means of the architec-
tural Janguage. He searched for the way of articula-
ting the feelings of consternation, exasperation, and
sorrow about the human cruelty, the feelings of re-
sistance towards violence, and the feelings of hope.

The overwhelming scale of these buildings,
orientation to the form repertory of the classicism,
and the symbolic language of architecture, as well
as certain utopian character of the designs indicate
some parallels with the works of architects of the
French revolution (such as Etienne-Louis Boullée,
Claude-Nicolas Ledoux) and also with those of con-
temporary Italian architecture.

In spite of the fact, that traces of the separate
form elements could be found also in some of Jur-
kovi€’s earlier works, in spite of the fact, that the
rough stone surfaces were quite frequently used by
him as means of supporting the over-all effect of the

- SKLADACIE DOMY RODINE
Z PALEWTCH TEHLIARSKYCH YYROBXDY
» semmemecs ¢

12. Jurkovic's work Assembled Family Houses Made of Brick
Prefabricates published in 1946

monuments (eg. in the case of the Bradlo tumulus),
and in spite of the fact, that already earlier (again
primarily in connection with Bradlo) he worked with
heavy masses and large scale, the war monuments
unambiguously step over the frames of his previous
creation and represent a special phenomenon in the
context of his work. (Fig. 9)

It may be worth of notice, that as in parallel to
these visionary designs originated numerous propo-
sals for (small) tombstones of his relatives and friends,
equally oriented to the classical form repertory. An-
other notice can be made relating to the fact, that
from all the numerous projects and sketches of the
war memorials, only a cemetery for the victims of
the Uprising at Kremnicka (Fig. 10) had been car-
ried out (in 1947), continuating Jurkovi¢’s Galician
patterns, precisely the pattern of the cemetery at
Wirchne. Another monument, originally intended to
commemorate the revolutionary events of 1848 at
Brezova, became later, in 1948 his own tombstone
(Fig. 11). The depressive and monstrous visions of

NOTES

! Jurkovié followed with attention the works of the Viennese ar-
chitects such as Joseph Maria Olbrich, but mostly Josef Hoff-
mann, as regards furniture, or interior decorations, as well as the
architecture - classicizing motifs in J. Hoffmann evident after

the world war became preserved only on paper, re-
presenting the personal declaration of the artist and
witness of those monstrous times.

The second pole of Jurkovic’s reaction to the
events of the period corresponds to the principle of
activity, to the resistant and indefatiguable spirit, and
to the positive, constructive, practically oriented pro-
gram. The architect compounded with the difficult
times and depressions through diligent and concen-
trated work on the theme, which stepped over the
shadows of contemporary reality, being oriented for-
wards: Jurkovi¢ had been preoccupied with the prob-

" lems of rapid building of low- priced houses for more

than 20 years. After numerous experiments with va-
rious types of assembled houses made of wooden
panels, now he concerned with the development of
a system of assembled houses made of brick ele-
ments, which he proved on his own brickyard atTrna-
va.1é

He elaborated the results of his experiments and
project works into a kind of a catalogue, in which
he described in detail and documented 15 different
types of family houses, even a tenement house.
Shortly after the end of the war convinced of it use-
fulness he published the work at his own costs.!”No
success. No matter that, in 1946, in the course of the
international conference on the post-war reconstruc-
tion in which Jurkovi¢ participated, too, his designs
attracted the attention of British experts,'®- at home
he earned only criticism.

Was it a utopia? Or, was there really a concealed
danger of the new form of totality, hidden behind
the idea of standardization and typisation - as we feel
it today, after having made our long-lasting expe-
rience with the so- called mass building of the flats ?
It is said the way to hell is paved with good inten-
tions only... However, in the end Jurkovi¢’s propo-
sals were left on paper and his book became a kind
of curiosity of Slovak architectural literature. (Fig.
12)

1910 (eg. at his villa Skywa-Primavesi in Vienna, 1913, or in his
designs of the monuments and tombstones, enlisted into the
publications serving as models in the course of World War T)
found an echo in the works of D. Jurkovié.
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2 An international conference on architecture was taking place in
Milan since September 16", 1933.

3In the course of September 13%to 29", 1933, he visited Venice,
Milan. Como; Certosa, Pavia, Rome, Ostia, Tivoli, Littoria, Flo-
rence, Bologria and again Venice, from where he started his way
home.

4The travel diary of Dugan Jurkovi¢ is to be found in his perso-
nal fund in Slovak National Archives in Bratislava (sign. SNA,
Al).

3Quoted after the notes of D. Jurkovi¢ mentioned above. Jurko-
vi¢ continued: “Building consisting of three tracts, built in fer-
ro-concrete, having corridors in the centre, in the main tract
larger, and in the back tract smaller rooms. Tracts for officials
and offices are in fact large halls like in factories or department
stores. Everything mutually connected through the air. The walls
dividing separate rooms serving as offices, as well as the corri-
dors, are made of glass up to the 2/3 of the height of the rooms.
And all the doors entering the offices from the corridors, as also
those connecting the offices from inside, were filled with glass.
Each of the employees is to be seen from all sides. The costs of
building and furnishing took 150 millions of liras.”

¢Quot. Op.cit.

?For detailed explanation see the chapter “Iniciativy” (Initia-
tives) in: BORUTOVA, D.: Dusan Samo Jurkovié - osobnost
a dielo. (Dusan Samo Jurkovié - Personality and Work) Bratis-
lava, Pallas 1993.

#JENCKS, Ch.: Modern Movements in Architecture, p.48.
?Ibid. - In this connection it seems interesting, that a similar
view, but this time regarding classicism, had been presented by
Leonardo Benevolo, who considered classicist forms as gene-
rally known, understandable but emptied of their sense. - See

BENEVOLO, L.: Geschichte der Architektur des 19. und 20.
Jahrhunderts I, II. Miinchen, Callwey 1964.

1 JURKOVIC, D.: Moje dojmy z Itdlie (My Impressions from
Italy). Manuscript (SNA, Al).

' See notes of D. Jurkovi& (SNA, Al).

"> Notes of Dusan Jurkovi¢ relating to the prepared publication
Skizze a pociny (Sketches and acts). Manuscript (SNA, A4).
*Recollections of Dusan Jurkovié titled Ucasr v odboji (Taking
part in the anti-fascist movement). Manuscript (SNA, A1),

" The monument to Prague students, perspective pencil / cart-
board, 53 x 35 (SNA IV-39/1).

' The designs of the monuments to the personalities of Czech
culture, witnessing that Jurkovi& continued to follow the activities
atthe Czech architectural scene (planning of competitions for those
monuments), can be also considered to be a manifestation of
his resistance towards the regime of the Slovak state. This re-
gime destroyed at that time the monument built in 1928 to the
co-founder of the first Czechoslovak republic M.R. Stefanik in
Bratislava. Quite significantly, Jurkovi€, preoccupied himself also
with an idea of restoration of the then pulled down Stefénik
monument.

'*In cooperation with his own brother Ladislav Jurkovi¢ as well
as with Ing. Rosik (statics), Arch. F. Faulhammer and A. Perla.
"7 JURKOVIC, D.: Skladacie domky rodinné z pdlenych tehliar-
skych vyrobkov (Assembled Family Houses Made of Burned
Brick Products). Praha 1946.

¥ JURKOVIC, D.: Naco u nds pracovat? (Why To Work?) Cas
(Bratislava) 5.6.1946. - In the article wrote Jurkovi&, that
a representative journal of the Royal British Architects was pre-
paring information (6 pages) concerning his designs of assem-
bled houses.

Vojnové vizie DuSana Jurkovi¢a. (Odraz totality v diele humanistu)

Jurkovi€ je zndmy ako tvorca povabnych a radostnych diel,
osobnost syntetizujlica senzitivnost, fantdziu a racionalne prak-
tické uvaZovanie, architekt, ktory spojenim tradicie fudového
stavitelstva s principmi sidobej architektiry dosiahol svojsky
poeticky vyraz svojich diel. Jeho dielo viak bolo mnohotvarne
a zahrnovalo po8etné dalSie impulzy, okrem iného i klasicizmus,
ku ktorému sa viaZe $pecifickd etapa jeho tvorby. Tyka sa obdo-
bia vojnovych rokov, kedy bol Jurkovi& na sklonku svojho Zivo-
ta konfrontovany s trpkymi skiisenostami (cit. “dve svetové voj-
ny na nasu generdciu je uz privela...”).

Uz od prvej svetovej vojny moZno v jeho tvorbe sledovat
liniu klasicizujicej tendencie, no priamu skiisenost s talianskou
architektirou ziskal Jurkovig aZ v roku 1933, ked sa ako dele-
gat zUdastnil medzinarodného stretnutia architektov v Miléne.
Itinerar i Jurkovitove dojmy z cesty poznéme vdaka jeho ruko-
pisnym pozndmkam, ktoré st doplnené nd&rtkami: dozveddme
sa Ze popri historickych pamiatkach v fiom silny dojem zane-
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chala i moderna talianska architektiira - ohtirila ho velkolepos-
fou, mierkou, vznosnymi objemami stavieb, i technickymi pa-
rametrami a funkénou kapacitou a predovietkym ideou PO-
RIADKU, ktort stelesfiovala. V poznamkach nachidzame
i zmienku o prijati zahrani¢nych architektov Mussolinim.

Dojem z cesty po Taliansku pretrvdval v Jurkovidovi aj
doma - svedéia o tom niektoré nové prvky, ktoré sa objavili v je-
ho architektonickych névrhoch, i jeho tivahy o rozdieloch me-
dzi tym, €o videl vonku a s &im sa stretival doma. Nevelmi po-
teSujice skiisenosti z veéného boja s Giradnymi §imlami
a s prejavmi nekompetentnosti na rozhodujlcich miestach v fiom
posilitovali dojem chaosu, Zivelnosti a posiliovali jeho motivé-
ciu hfadania PORIADKU.

Zda sa, Ze pohlad zvonku na spolo&enské zriadenie iného
typu ho na ¢as o€aroval. MoZno prave kvéli skutodnosti, Ze ho
videl cez prizmu architektiry, ktord sa pokii§ala rie§it jemu do-
verne blizky problém, totiZ spojenie tradicie a moderny.

Zanedlho v8ak Jurkovica ¢akalo trpké poucenie o klamli-
vosti obrazu, ktory si o novom poriadku vytvoril. V ase jeho
navstevy Talianska sa v Nemecku dostal k moci Hitler, tieZ pro-
pagator jednotného poriadku. O pit rokov neskér uz tento “po-
riadok™ bytostne chrozoval Jurkovi€ovu vlast. Désledky st zna-
me: rozbitie Ceskoslovenskej republiky na protektordt a takzvane
samostatny slovensky §tat s reZimom podobného typu “poriad-
ku”.

Tentokrat si viak nastoleny poriadok nevyslazil u Jurkovi-
¢a uZ ani najmensiu sympatiu. Sedemdesiatdvarony umelec so
skiisenostami z ndrodnostného utlaku, skisenostami z hrdz pr-
vej svetovej vojny, 1 so skiisenostami nevdaku voéi jeho dobre
mienenému a &asto progresivnemu usiliu rie§it pal&ivé spolo-
¢enské problémy prvej republiky, nepodfahol nadseniu z domne-

lej suverenity. Teraz sa uz bliz8ie prizrel onomu poriadkuy, o ktory -

sa novy §tat opieral.

Jurkoviova reakcia na tlak deprimujicich historickych
udalosti bola rovnako dvojpélové ako cel4 jeho tvorba.

Na jednej strane to bola vnitornd emigrécia - Gistup z verej-
ného a spolodenského Zivota, utiahnutie sa do vnitorného sveta
vytvarnych predstav. Premietla sa do série utopickych navrhov
na pomniky obeti, resp. pamitniky udalosti vojny: pomnik praz-
skym Studentom (1939), pomniky osobnostiam &eskej kultiry
zo zaliatku 1940-tych rokov, pomnik nirodnym dejatelom
(1944), predovsetkym viak navrhy na mauzéleum &eskych mu-
Cenikov v druhej svetovej vojne (1942), mauzdleum na pamit
bitky pri Stalingrade (1943), paméitnik druhého vyro&ia zaniku
Lidic (1944), Kamenné apote6za Slovenského néarodného po-
vstania (1944), a Kenotafium k oslave padiych hrdinov Cerve-
nej armady na oslobodenom Slovensku (1945).

Je to viziondrska architektira predstavujiica zvIa§tny osob-
ny komentdr umelca k udalostiam druhej svetovej vojny. Mo-
numentdlne symbolické stavby st uvaZované ako idedlne, bez

védzby na konkrétne krajinné prostredie. Ohromujiica mierka,
orientdcia na formovy repertoéar klasiky a symbolicky jazyk ar-
chitektlry, ako aj do istej miery utopicky raz tychto navrhov
nazna€uji urCité paralely k dielam architektov Franciizskej re-
volticie (E.-L. Boulléa &i C.-N. Ledouxa), i k stidobej talian-
skej architektire. Hoci jednotlivé formové motivy nadvizuji na
skorSie Jurkovicove diela, vojnové pamitniky jednoznaéne pre-
kradujl rdmec jeho dovtedajSej tvorby a v kontexte jeho diela
predstavujit svojbytnit skupinu. Spomedzi pogetnych memori-
alnych ndvrhov vojnového obdobia Jurkovig napokon realizoval
iba monument v Kremnicke, ktorym nadviazal na svoju tvorbu
hali¢ského obdobia, a pomerne komorny pamétnik revoluénych
udalosti na cintorine v Brezovej, ktory sa v roku 1948 stal jeho
vlastnym nahrobkom. TaZivé a obludné vizie svetovej vojny
ostali uchované iba na papieri ako osobné vypoved umelca, ako
svedectvo obludnosti doby.

Druhym pélom jeho reakcie na udalosti doby bola snaha
aktivne zasiahnuf do diania (zGZastfioval sa protifaSistického
odboja, podporoval tdast svojich synov v Povstani). Tomuto
principu aktivity zodpovedal pozitivny, kon3truktivny, praktic-
ky zamerany program, ktory prekradoval neradostnt suéasnost
a hiadel dopredu: systém rychlej vystavby lacnych obydli, kto-
ry uz vy$e 20 rokov rozvijal na principe montaze drevenych diel-
cov, teraz rozpractival na principe skladania tehlovych prefabri-
kétov. Vysledky svojho usilia spracoval formou katalégu navrhov
s podrobnou dokumenticiou, ktory krétko po vojne vydal ako
samostatnii publikdciu. Nepochodil. Hoci jeho navrhy vzbudili
pozornost odbornikov v Anglicku, doma si touto pracou vysli-
zil iba kritiku.

Bola to utépia? A &i sa sndd v myslienke $tandardizicie
a typizécie naozaj nevyhnutne ukryvala nové forma totality (ako
to pocitujeme dnes, pouceni skiisenostou tzv. hromadnej byto-
vej vystavby z poslednych 45 rokov)?
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II. Utopias and Revivals

Italian Fascism and Culture

Jaroslav KUDRNA

Although the Italian fascist regime may be con-
sidered as one of the first forms of totalitarian rule it
can not on the other hand be denied that it had many
links with the preceding liberal regime; this fact can
be derived either from the legality of the transition
during the coup or from the fact that the leading ideo-
logists of the regime such as Gentile and Volpe
regected about the classical erudition and were not
adherents of racist ideology, which was enforced on
the Italian fascist regime only after 1938, under the
direct intervention of the Nazis.

The fact that imprisonments in fascist Italy did
not reach 6.000 until 1943 shows that we are dealing
with a moderate form of totalitarian dictatorship.
Also, the fact that the structure of cultural institu-
tions was not disturbed shows a continuity with pre-
ceding pre-fascist era. The Italian fascist regime did
not set in motion any massive purges in the universi-
ties and even up to 1938 it allowed Jewish profes-
sors to be active at the universities and other insti-
tutes. For instance the director of the famous
Enciclopedia italiana was of Jewish origin.

Genuine Italian fascist ideology disagreed with
the simplified ideas of the French revolution, and
with the Marxist interpretation of history which was
conceived as the history of class struggle. The fas-
cist ideologists were against the idea of foresight in
the historical process. They saw first of all in history
the history of heroic deeds. They kept in mind and
highly appreciated highly the traditions of Ancient
Rome. Nietzsche was their philosophical paragan,
but the work of Sorel was also acknowledged as was
the leading light in the theory of the elite, Pareto.

After a certain period of reluctance, the regime
allowed the work of a group of independent thinkers
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working around the greatest Italian philosopher of
the 20th century B. Croce. Croce was liberal and cri-
ticized the misuses of power from standpoint of li-
beralism.

A certain autonomy was also granted to the
above mentioned Enciclopedia italiana, the famous
publikation, which is stil of great importance to this
day. It is not through a lack of endeavour that we
have not been able to find in it, with exception of the
articles about fascism written by Mussolini, Gentile
and Volpe, any traces of fascist ideology. Even the
articles about Marx and Lenin are written objectively.
On the other hand a critical stand is taken towards
German fascism and towards racist ideology. That
could be explained by the fact that Gentile, who was
the founder and organizer of the Enciclopedia, al-
lowed many liberals and even socialists to contri-
bute to it.

The situation in several cultural journals was
more complicated. Apparently besides manifestations
of servility, many of the authors seemed to suffer
from what might by termed schizophrenia of certain
authors. This may remind us of the situation in our
country at the end of Novotny’s and Husak’s era.

All this does not prove that there were not at-
tempts at moulding fascist culture. As far as institu-
tions were concerned this was their first duty. The
course on fascism were characterized by the indoc-
trination of some phrases taken from the work of
Mussolini. Unfortunately the bombastic and empty
phrases of these also appear in many works by Gen-
tile.

The ideology and practice of'the Italian fascist
movement found critics among the émigrés. Here
should mention G. Salvemini, the historian who cri-

ticized the fascist for abusing the progressive tradi-
tions of Italian history, above all the tradition of
Mazzini and Garibaldi.

The general features of the fascist conception
of culture may by seen in the work of a fascist histo-
rian G. Volpe. Originally a brilliant historian of the
Italian Middle Ages Volpe tries above all in his book
L’Italia nel camino which was highly appreciated
my Mussolini, to analyze the historical background
of the Italian fascist regime. We can summarize his
historical views in the following points:

a) Volpe credited the fascist regime for not only

leaving a legacy of conservative values also progres- -

sive elements. He appreciated the role of the Revo-
lution up to the point where it was compatible with
the claims of the bourgeois national state. But he
nevertheless gave precedence to the monarchic form
of unification. From this view he criticized Mazzini
for his republicanism. But nevertheless he suppor-
ted the followers of Mazzini in so far as they coordi-
nated their activities with the political pretensions
of Piemont. He considered the Risorgimento to be
the product of the minorities but he rejected the class
interpretation of it although he admitted that it was
dependent on the activities of the bourgeoisie who
pursued the moral goals.

b) The attitudes of Volpe were symptomatic of
his gallicanism which was reflected in the concep-
tion of the French revolution. He rejected the Jaco-
bean plan for the unification of Italy and interpreted
the unification of Italy as a work of the right wing
political leading groups, as a conquest of the South
by the North.

c) Volpe strove to minimize the role of the li-
berals in this process. He criticized the Left because
itundervalued the possibilities of the imperialist ex-
pansions of Italy. Italy took note of the aggression of
other countries, for instance of France, but refused
to participate on those countries expansionist aims.

d) Volpe was a decisive opponent of the Italian
socialism. He blamed it for undermining discipline
and accused it of having succumbed to positivism.
Volpe exploited many elements of reformism and
revisionism. The revisionists weakened the revolu-
tionary work of the working class but contributed on
the other hand to the social welfare of the workers.

In addition to this Volpe also considered revi-
sionism as a means against the gallicanism, mazzi-
nism and republicanism. Volpe praised the represen-
tatives of the bourgeois policy (Giolitti, Crispi) who
fought against socialism with help of reformism.

e) Volpe approved of the ideas behind Italian
nationalism which rejected the class struggle, revo-
lution and democracy. He was an admirer of R.
Michels, the German sociologist who was originally
a member of the German social democrate party but
later he resigned this position. Volpe was convinced
that capitalism did not achieve its goal and still had
possibilities for further development.

f) Volpe was an admirer of Germany, of its re-
spect for order and attributed the highest values to
the German historism; the influence of this can ob-
served in the work of Croce and Gentile.

g) Volpe highly appreciated the role of war in
history. He saw in war a means of combating any
parasitic tendencies in society and against the sur-
vival of antiquitated institutions. The war derailed
the minor bourgeoisie and led to the regrouping of
political and social forces and prouded the bourgeoi-
sie with a new political ethos. He saw in fascism the
first revolutionary movement after Risorgimento.

h) Fascism represents a synthesis of liberal
economy and the worker’s world. Volpe was con-
vinced that their flexible cultural policy could attract
many men who did not stand for directly fascist valu-
es to the fascism. In this way fascism could serve as
a national movement, help to guarantee with the
assistance of the state, continuity with the previous
regime and help the state to control fascist extre-
mists.

Volpe was director of the Italian historical in-
stitute and director of the School of Modern History
but he had no direct followers. The majority of the
Italian historians were under the influence of Croce.

Delio Cantimori was among the younger Ita-
lian historians, who were attracted to by fascism, and

the disciples of Gentile. Italian historians attribute
to him about 20 articles which contain the elements
of fascist ideology. In the thirties he examined Ger-
man romanticism, the theories of C. Schmidt and he
also sought in fascism the legacy of Reform and
Enlightenment. In the thirties he wrote much about
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M. Weber whose main work was translated into Ita-
lian by E. Sestan. He was active in the Institute for
German Studies in Rome and shared certain sympa-
thies for German fascism seeing in it the product of
German culture. But his profascist attitude lasted only
until 1938. The he occupied himself with Italian re-
ligious historiography and wrote a book about the
Italian heretics of the 16th century paying attention
to the ideas of socialism.

Other Italian historians were disciples of Croce
and refused to let fascism sully the legacy of Risor-
gimento.

It is interesting that in the last years of fascism
there developed a sociological view of history, as

Taliansky fasizmus a kultira

Hoci taliansky faSisticky reZim mozno charakterizovat ako
prvotnu formu totalitnej viddy, na druhej strane sa neda popriet
viacero spojovacich &lankov s predchddzajicim liberdlnym re-
Zimom; fakt, ktory by mohol mat pévod v legitimnosti prechodu
pocas obdobia uchopenia moci, alebo v skutodnosti, e &elni
ideoldgovia reZimu, akymi boli Gentile a Volpe boli nadani kla-
sickou erudiciou a neboli privrZencami rasistickej ideoldgie,
uplatiiovanej v talianskom fagistickom reZime a% po roku 1938
v désledku priamej intervencie nacizmu.

O tom, Ze mame vo faSistickom Taliansku do&inenia
s umiernenou formou totalitnej diktatiry svedéi aj skutonost,
Ze pocet z politickych dévodov uviiznenych oséb do roku 1943
nedosiahol ani 6 tisic.

Kontinuitu s pre-faSistickou érou dokazuje aj to, e nebola
naruSend Struktira kultGraych indtitcii. Fadisticky reZim v Ta-
liansku neuskutoénil masové &istky na univerzitach, ba dokonca
aj pred rokom 1938 na univerzitdch a inych institiiciach pdsobi-
li Zidovski profesori. Zidovského pbvodu bol napriklad aj riadi-
tel Enciclopedia Italiana.

Vlastné talianska fa3istick4 ideolégia bola nasmerovand proti
zjednoduSenym myslienkam franctzskej revolicie, proti mar-
xistickej interpretacii dejin, pochopenych ako dejiny triednych
zépasov. Fagisticki ideologovia pripustali nazor o nepredvida-
telnosti historického procesu. V dejinach videli predovietkym
dejiny hrdinskych skutkov. Udrziavali, ba nanajvys docefiovali
tradiciu starovekého Rima. Modelovym myslitelom bol pre nich
Nietzsche, ale dal§i vzor videli v Sorelovi a v heroldovi tedrie
elit Paretovi.

Po istom Case zdrahania nechal taliansky fadizmus na po-
koji nezévislé zmyslanie skupiny okolo najvigsicho talianskeho
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with Carlo Antoni, whose work From Historism to
Sociology contains positive remarks about Marxism.
That was no excepton.

In this context we should also bring to attention
the work of Barbagallo in the twenties and del Pane
in the thirties.

In conclusion, Italian fascism left room for cul-
ture and allowed liberal thinkers to pursue their work.
It can not therefore be a surprise that after the war
these thinkers would appear as the main spokesman
personalities for Italian culture and democracy.

filozofa 20. storodia B. Croceho. Croce bol liberalom a aj kriti-
ku zneuZivania sily viedol zo stanoviska liberalizmu.

Ur¢itd autonémia sa vytvorila aj okolo spomenutej Enciclo-
pedia Italiana, zndmeho, dodnes velmi déleZitého diela. Nie je
bez zaujimavosti, Ze v nej nendjdeme - s vynimkou &lankov o fa-
Sizme, ktoré pisali Mussolini, Volpe a Gentile - Ziadne stopy
fagistickej ideolégie. Dokonca &asti o Marxovi a Leninovi st
napisané objektivne. Na druhej strane, kritické stanovisko je
zaujaté voli nemeckému faSizmu a rasistickej ideoldgii. Bolo
by to moZné vysvetlit tym, e Gentile, iniciator a organizator
Encyklopédie, dovolil na nej pracovat mnohym liberdlom, ba
dokonca socialistom. Nebolo teda nahodou, Ze prave tito skupi-
na sa po roku 1943 vynorila ako skupina &elnych intelektudlov
v demokratickom talianskom §tate.

Omnoho komplikovanejia bola situacia v niekolkych kul-
tirnych &asopisoch. Tu bolo okrem servilnosti zjavnd i schizo-
frénia istych autorov (pripomina to situdciu v naej krajine na
konci Novotného a Husakovej éry).

VSetkym tym viak nechce byt povedané, Ze by neboli exis-
tovali pokusy vytvorit fadistickt kultiru. Co sa tyka inStitécii,
bol to predovietkym Institét talianskej kultiry. Kurzy o fagiz-
me boli charakteristické pre#fivanim niektorych fraz Mussolini-
ho diel. Nanestastie, onen zvelideny a nezmyselny tén sa obja-
vuje tieZ v niektorych Gentileho dielach.

Ideolégia a prax talianskeho fasistického hnutia nagla kri-
tikov medzi emigrantmi. Tu moZno spomentit G. Salveminiho,
historika, ktory kritizoval fagizmus kvoli zneu¥ivaniu progre-
sivnych tradicii talianskych dejin, hlavne tradicie Mazziniho
a Garibaldiho.

Competing Interests: Cautionary Notes on the Notion

of Totalitarian Art

Richard A. ETLIN

A recent book review by F. M. L. Thompson,

editor of the three-volume Cambridge Social Histo-"

ry of Britain 1750-1950 begins: “There will always
be “lumpers” and “splitters”, those who sum up an
age in a great event or development - civil war,
a revolution, a great war, industrialization, moderni-
zation - to which all actions and thoughts are con-
tributory streams; and those who see a multiplicity
of separate and often conflicting movements, no sing-
le grand or dominant theme, and an outcome which
is confused and accidental rather than preordained.”
Even if we do not subscribe to the extremes of these
intellectual orientations, all of us historians must per-
petually oscillate between the patterns that we dis-
cern as “lumpers” and the discriminations that we
articulate as “splitters”. And as historians we must
always be on guard against too indiscriminate
a generalization just as we must not mistake our in-
ability to find patterns as justification for the “split-
ter’s” point of view. Nowhere does the tendency to
generalize become more tempting than in discussions
of so-called “totalitarian” art. And yet, Thompson’s
bipolar categories will not suffice to explain the com-

1. Adalberto Libera and Mario de Renzi, Exhibition of the
Fascist Revolution, Rome, 1932, first project

plex phenomena that take place when art is produced
ina totalitarian state. The remedy against facile gene-
ralizations in this domain, against the “lumper’s”
willingness to refer readily to “the state”, “the re-
gime”, or “Fascism’s desire” is not to become
a 7splitter”, but rather to recognize that society is
composed of a cluster of different cultures whose
different interests run parallel, intersect, and even
avoid each other in complex ways. My purpose here
is to offer a preliminary outline about the compe-

2. Adalberto Ribera and Mario de Renzi, Exhibition of the
Fascist Revolution, Rome, 1932




3. Angiolo Mazzoni, post office, Ferrara 1926-1930

ting interests that can come into play as art is pro-
duced within a totalitarian regime.

As the foundation for this talk I draw upon the
papers written for the session that I chaired at the
1993 Annual Meeting of the College Art Associa-
tion (CAA) held in February in Seattle, Washington,
and entitled - “Art, Architecture, and Art History,
and the Modern Totalitarian State.” I give full credit
in my text to the research and ideas of the partici-
pants in this session. In addition, I will add observa-
tion from my own research on architecture under Ita-
lian Fascism. At the end of the session in Seattle,
I sketched outa six-point program for distinguishing
between the competing interests that come into play
in such situations. This list, of course, is not inten-
ded as a complete cultural model but rather as
a beginning. I take the opportunity presented by this
symposium to develop further my initial observa-
tions.

1. The Aesthetic Agenda

Artists called upon to create art for a state func-
tion do not necessarily have the same intellectual
intentions as their patrons. They often have an inde-
pendent aesthetic agenda related to their interests
grounded within their own artistic culture. We see
this clearly in the case of the Italian Rationalist ar-
chitect Adalberto Libera and his collaborator Mario
De Renzi who were asked to design the building for
the 1932 Mostra della Rivoluzione Fascista (Exhibi-
tion of the Fascist Revolution) to celebrate the tenth
anniversary of Mussolini’s March on Rome. Libera
and De Renzi’s first project (Fig. /) was fully har-
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4. Angiolo Mazzoni, post office, Palermo, 1929-1934

monious with the graceful aesthetic that Libera and
other Rationalists had developed over the previous
years for architectural programs within the commer-
cial and ecclesiastical realm - apartment buildings,
hotels, fair buildings, schools, and churches.? Yet,
Dino Alfieri, the Fascist director of this exhibition,
was not satisfied with this preliminary design. Un-
der Alfieri’s guidance the Rationalis architects the
produced a new scheme whose forms and propor-
tions perfectly expressed the intransigent, militaris-
tic outlook of the Fascist credo (Fig. 2). In so doing,
Libera and De Renzi departed from the Rationalist
aesthetic of their previous work and effectively crea-
ted an Italian Fascist style. I believe that this is one
instance in which such a generalization is permissi-
ble because we see the transformation of an aesthe-
tic under the directed guidance of a Fascist leader
for a clear ideological purpose.

On the other hand, when Libera and De Renzi
were put in charge of the architecture for the Mostra
delle Colonie Estive e dell’Assistenza all’Infanzia
(Exhibition on Summer Camps and on Assistance to
Children), held in the Circus Maximus in 1937, they
were able to return to the light and airy aesthetic va-
lue of Italian Rationalism in general and of the in-
ternationalist avant-garde as found throughout the
West associated with the Congrés Internationaux
d’Architecture Moderne (CIAM). Referring to the
four Fascist exhibitions held in Rome between 1937
and 1939 on the site of the Circus Maximus, Piero
Ostilio Rossi has justly observed, “In the years in

5. Angiolo Mazzoni, post office, Pistoia, ¢. 1934. (The facade
incorporates a pre-existing Renaissance-revival loggia by
Mazzoni’s contemporary, ing. Brizzi)

which Italian architecture was constrained to respond
to the new imperial ideology of the regime, the pre-
paration of exhibitions presented perhaps the sole
opportunity, at least with respect to public commis-
sions, in which Rationalist architects were given
a certain freedom of expression”.? In her CAA pa-
per, “Dream Worlds of Fascist Supremacy: The Spec-
tacle in Mussolini’s Italy”, Marla Stone, currently at
the History Department at Occidental College, re-
marked upon the suitability.of this style for the ideo-
logical purposes of the Fascist regime. Describing
the architecture of the Circus Maximus exhibitions
as primarily “functionalist, with emphasis on open
spaces, glass, industrial design, and minimal orna-
mentation,” Stone concluded that “modernist aes-
thetics gave shape to the simulations of Fascist
progress and supremacy”. In this sense perhaps it is
possible to speak of a confluence of values between
the aesthetic culture of the Rationalist architects and
the political culture of the Fascist regime.

I1. Political Agendas

Sometimes an artist might engage in an action
that furthers the political agenda of a totalitarian re-
gime while he or she was also promoting a separate
political and cultural agenda that coincided with the

6. Angiolo Mazzoni, post office, Ferrara, 1926-1930. Rear
Jacade

state’s official policy. For example, in his CAA pa-
per, “Political Things: The Object-World of Italian
Fascism”, Dennis P. Doordan of the School of Ar-
chitecture, University of Notre Dame, recounted
how the decorative arts could be used to “domesti-
cate” the revolution and introduce a Fascist presence
into the routine rhythms of daily life. A majolica
bread plate designed about 1927 by Duilio Cambe-
lotti, for example, is decorated with a quotation by
Mussolini extolling the simple pleasures of fresh
bread.*

To whatever degree this bread plate might have
served the purposes of domesticating the Fascist revo-
lution, it also supported a long-term and ongoing
theme in Cambelotti’s public life. About fifty-one
years old at this time, Cambelotti, as Irene de Guttry
has argued, devoted “more than twenty years” as
a populist in Rome to “humanitarian work to improve
the peasants’ living conditions.” In addition to his
works of art, ranging from the fine arts to the deco-
rative arts, whose subject matter and style enno-
bled the life of the peasant, Cambelotti “became
a member of the committee for establishing schools
for the peasants set up by Anna Celli... and the wri-
ter SibillaAleramo”. Cambelotti also engaged in nu-
merous reform activities such as designing “a great
variety of teaching materials, from toys to children’s
books, and collaborating in the furnishing and deco-
ration of schools” as well as in the design of proto-
types for workers’ houses.’ In other words, Cambe-
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7. Angiolo Mazzoni, post office, Palermo, 1929-1934. Rear
facade

lotti’s Fascist bread plate furthered two causes at the
same time, uniting a current political agenda of the
regime with a longstanding reformist commitment
to dignifying and elevating both spiritually and physi-
cally the life of the peasant.

III. Cultural Agendas

Another temptation that historians must be care-
ful to resist in their desire to generalize about totali-
tarian art concerns situations when the selection of
style is dominated by considerations of longstan-
ding cultural values as opposed to current political
ends on the part of a regime. For example, in Fascist
Italy, local authorities were given an important voice
in the selection of the style of the new post offices
and train stations that the Ministry of Communica-
tions was constructing. The career of the chief de-
signer, Angiolo Mazzoni, along with his supervisor,
the engineer Ferruccio Businari, both of whom want-
ed to construct modern architecture whenever possi-
ble, is instructive on this account. These men repeat-
edly encountered conservative municipal authorities
who, like their predecessors over the course of the
preceding one hundred years in the age of historical
revivals, wanted buildings in the predominant or most
significant style of their locale. Thus, Mazzoni was
obliged to design a Renaissance post office for Fer-
rara (Fig. 3) and a Doric post office for Palermo (Fig.
4), while using a Renaissance revival loggia with
typical local medieval stone banding for the post offi-
ce in Pistoia (Fig. 5). On the other hand, the lack of
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8. Angiolo Mazzoni, post office, Pistoia, c. 1934. Interior

attention by these same authorities to the rear facade
of these buildings as well as to the interiors permit-
ted an architect such as Mazzoni to build his vision
of a modern architecture in spite of the constraints
placed on the appearance of the front facade (Figs.
6-8). At times, Mazzoni and Businari cynically used
the patriotic symbolism of the giant fasces to fore-
stall or overcome opposition to a modern style on
the part of the local authorities, as in the case of the
train station of Montecatini Terme- Monsummano
(Fig. 9).5

The history of the successive evolution of the
design for the Roman train station by Mazzoni (Figs.
10-12), as it underwent successive approvals by
Mussolini and successive revisions subsequently
forced by conservative members of the railroad ad-
ministration in spite of Mussolini’s approval and in
spite of publication on the front pages of the natio-
nal press, also illustrates the importance of cultural
agendas on the part of interested parties.

IV. The Fragmentation of Power

Furthermore, historians must be careful not to
assume that power is always centralized and uniform
in a totalitarian state. Nor should historians assume
that a dictator will necessarily want to impose or at-
tempt to impose a single, unitary artistic style. As
I have written previously in Modernism in Italian
Architecture, 1890-1949 with respect to Fascist Ita-
ly, Mussolini appears to have purposefully welcomed
the full range of artistic tendencies in Italy as evi-
dence of the fecundity of the Italian genius.” He may

9. Angiolo Mazzoni, train station, Montecatini Terme-
Monsummano, 1937

also have realized that it would have been politically
counter-productive to alienate entire groups of ar-
tists by exclusionary policies. Certainly, as nume-
rous historians have stressed, the more conservative
styles spoke to Fascist visions about recreating an-
cient imperial Roman grandeur while the more avant-
garde styles reinforced the Fascist theme of Italy as
a leading modern industrial state. Maria Stone’s
CAA paper emphasized the conjunction of these two
stylistic tendencies in the exhibitions buildings at the
Circus Maximus; Dennis Doordan’s CAA paper
stressed the plurality of styles that appeared in the
commercial sector of the decorative arts while also
pointing out the individual sources of ministerial
patronage.

V. Institutional Politics

In considering the interplay between art and
totalitarian regimes and when differentiating between
the different institutional and individual centers of
power, it is important to distinguish between their
separate agendas. Government agencies, for exam-
ple, have been interested in enhancing their status,
promulgating the social and political belief of their
leaders, and generating financial profits. The ability
to identify these and other motivations helps us to
nuance generalizations about art and the totalitarian
“regime”. Dennis Doordan in his CAA paper cor-
rectly emphasized the need for historians to devote
attention to the desire for self-promotion that promp-

10. Angiolo Mazzoni, first approved project for Stazione Termini,
Rome, published on the front page of 1 Messaggero, February
17, 1937

ted the leaders of various government agencies in
Fascist Italy to avail themselves of the service of
avant-garde artists:

Patterns of ministerial patronage remain one of
the least explored aspects of political design during
the Fascist era. Students of the period err when they
limit the scope of their inquiry to the role of Musso-
lini and the Fascist Party alone. Italo Balbo at the
Ministry of Aeronautics, And Constanzo Ciano, head
of the Ministry of Communications, for example,
were major clients for progressive Italian designers.
Other important design clients included various Fas-
cist Party organization such as the Opera Nazionale
Balilla (ONB, the youth organization) and the Opera
Nazionale Dopolavoro (OND, the after-work orga-
nization). The paraphernalia of membership in these
organization included pins, badges, certificates, tro-
phies, and souvenirs of all types replete with the full
range of Fascist iconography.

Paul B. Jaskot, currently with the Department
of Art History at Northwestern University, in his CAA
paper, “The Architectural Policy of the SS”, touched
upon the profit motive that played an important role
in the SS operation of forced-labor camps, which
provided quarried stone, especially granite, for monu-
mental Nazi buildings.® Jaskot developed a complex
picture of intersecting personal and institutional in-
terests whereby Hitler’s and Speer’s program for the
monumental rebuilding of Berlin with granite was
made possible through economically advantageous
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11. Angiolo Mazzoni, second approved project for Stazione
Termini, Rome, published on the front page of1l Messaggero,
February 27, 1938

contracts between Speer’s office of the Generalbau-
inspektor flir die Reichshauptstadt Berlin (GBI, or In-
spector General of Building for the Capital) and the
SS, which leased granite quarries for its forced-la-
bor camp inmates to quarry as part of their punish-
ment. Jaskot chronicled a brutal policy of exploita-
tion and repression in maximizing stone production
while simultaneously inflicting suffering and death
on the prisoners.

Jaskot’s study teaches us that in certain instan-
ces considerations of style alone are not sufficient to
understand the full character of totalitarian art. Al-
though Wilhelm Kreis was the architect of the impor-
tant Soldiers’ Hall in Berlin north of the Runder Platz
on Speer’s north-south axis, Kreis was not free to se-
lect the building material for his facades. As Jaskot
explained, he was effectively told to use granite be-
cause it was Hitler’s choice. Quarried by the inmates
af the forced-labor camps, the granite for this and for
other Nazi buildings was both symbolically and lite-
rally bathed in the blood of the victims of Nazi tyranny.
In contrast to the stones of the Bastille, which were
sold during the French revolution as symbols of the
purging of tyranny from French soil and the purifi-

cation of the nation’s soul, the stones for Hitler’s

and Speer’s buildings that glorified the Nazi regime
seem to have been understood by Nazi leaders as
having helped purify the nation of what they saw as
the tainted blood of political prisoners and people less
than human who had to be destroyed.

Institutional agendas could also be used to mask
personal ambitions. My example here comes from
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12. Angiolo Mazzoni, third and final project for Stazione Termini,
Rome, 1938. (Although the sides of this building with the
giant Roman arches were built, this fucade was not erected
because construction was halted during World War II.
A different facade by other architects was erected after the
war as a result of a competition.)

Marilyn S. Kushner’s CAA paper, “The American
National Exhibition, Moscow, 1959: A Tool of Cul-
tural Diplomacy”. Here we have the case of the Uni-
ted States Information Agency (USIA) interested in
using American art as “a tool of cultural diplomacy
against the Soviet totalitarian regime.” Kushner quo-
ted remarks to this effect by William Benton,
a former Assistant Secretary of State:

The State Department... was in the propaganda
business and not in the art business. (...) “Art” judged
from the standpoint of the U.S. Government and its
Congressional appropriations, applied to overseas
activities, must always be judged from its impact as
propaganda - and never from its impact as art.’

Kushner explained that while Congressman
Francis E. Walter, chairman of the House Commit-

tee on Un-American Activities, attempted to purge
this planned exhibition of works of art by Americans
with alleged Communist sympathies or associations
he was seconded by the president of the American
Artists Professional League, Inc., who in the eyes of
its critics, was not simply attempting to keep out of
the show “decadent” works, but also was protecting
a near monopoly on government patronage. Kush-
ner pointed out that as early as 1956 Lloyd Goodrich
had complained to the director of the USIA about
those artists who had assiduously protected their hold
on government commissions by lobbying against
expanded patronage to other groups and by smea-’
ring their opponents as Communists. These stories
also should warn us that we must look closely at the
interplay of power, patronage, ideology, and ambi-
tion when considering government support of the arts
whether in democratic or totalitarian regimes.

VI. Propaganda or Patriotic Appeal?

The idea of propaganda is a complex notion that
often enters into discussions of politically inspired
art, especially when associated with totalitarian
states. Certainly the distinctions made by James A.
Leith in his recent major work, Space and Revolu-
tion: Projects for Monuments, Squares, and Public
Buildings in France 1789-1799, bear consideration:

There are two assumptions about the term [i.e.,
propaganda] that have become widespread as the
result of the propaganda disseminated in Nazi Ger-
many, Stalinist Russia, and other twentieth-century
regimes. The first assumption is that propaganda is
usually organized by the state. while this is often true,
it is by no means always the case. (...) The second
widespread assumption is that propaganda involves
the calculated dissemination of lies or distortions.
This too has often been the case: Goebbels frequent-
ly spread falsehoods to promote the Nazi cause, as
did his contemporary Stalin and other modern lea-
ders. (...) [Yet] the Catholic church, which gave us the
term “propaganda” when it established the Congre-
gation for the Propagation of the Faith in 1622, did
not think it was propagating untruths. (...) Also, on
the eve of the Revolution the pamphleteers who at-
tacked the power of the First and Second Estates, the
clergy and the nobility, on behalf of the commoners

of the Third Estate thought that they were making
fair and justifiable claims.

Consequently, Leith distinguishes between what
he terms “agitational propaganda” and “integratio-
nal propaganda”. The former is “negative” and is used
to “discredit and dislodge” an opposing group; the
latter attempts to promote support for a regime and
to integrate citizens into a new social order.'

Leith’s distinctions, as important as they are in
recognizing the different operations of propaganda,
must also expanded to include the aesthetic, cultu-
ral, and political agendas outlined above that come
to coincide with government activity without necessa-
rily sharing its intentions and goals. They also have
to accommodate distinctions between political and
commercial motivation. For example, are we to clas-
sify as propaganda the various decorative art objects
manufactured with Fascist themes in Italy between
the two World Wars: In his CAA paper, Dennis
Doordan related that the ceramic industry, to take
one example, was “composed of multiple, indepen-
dent manufacturers producing designs for a consumer
market characterized by a broad spectrum of taste”.
Political themes as decoration on ceramics appear to
have been commercially popular. The question ari-
ses for theorists of propaganda as to whether a visual
theme when propagated by the government as pro-
paganda - “integrational propaganda” to use Leith’s
term - still serves as propaganda when commercia-
lized? Or rather, is the product successful commer-
cially because it has been already assimilated into
the domain of nationalistic patriotic themes?

koK

These six categories - aesthetic agenda, political
agenda, cultural agenda, fragmentation of power, in-
stitutional politics, and the interplay between propa-
ganda and patriotic appeal - form a preliminary list
of the types of distinctions that must be made when
attempting to ascertain the role of the totalitarian state
in the production of art. Rather than working as “lum-
pers” or “splitters”, historians might consider their sub-
ject more fruitfully by recognizing the web of inter-
secting and often competing interests on the part of
different individuals and institutions inthe genesis and
propagation of particular styles of art.
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Sutaziace zaujmy: Varovné poznamky k pojmu totalitné umenie

V prispevku autor skiima rozne vzdjomne sitaZiace a Casto
konfliktné faktory, ktoré sa podielali na tvorbe a propagicii
umenia pocas totalitného reZimu. PouZiva $pecifické priklady
z rdznych krajin, poginajic nacistickym Nemeckom cez Soviet-
sky zvéz aZ po faSistické Taliansko. Skima:

1.) nezavisly esteticky program umelca, zodpovedajici jeho
umeleckej kultire,

2.) socialne a politické programy umelcov, ktoré niekedy
nie st v zhode so socidlnymi a politickymi programami vlad-
nuceho reZimu,

3.) programy Statnych uradov v zmysle ich ideologickych
zaujmov a institucionalizovanej politiky,
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4.) politické a ideologické programy totalitnych vodcov,

5.) finanéné zaujmy §tatnych Gradov a stkromnych inicia-
tiv,

6.) vztah medzi politickou propagandou a dovoldvanim sa
vlastenectva,

7.) vyuzivanie ochrany §tatu umelcami na urychlenie osob-
nej kariéry a na zvySenie statusu svojej profesie.

Jeho zdmerom je ukdzat komplexnii povahu tvorby umenia
za totalitného reZimu a upozornit na povrchné zovieobeciiova-
nia o “totalitnom umeni”, ktoré neberd do tGvahy splet sutaZia-
cich a divergentnych zaujmov, ktoré tu vstupuju do hry, tak ako
vo vSetkych inych ludskych prejavoch.

Totalitire Architektur des NS-Staates im Vergleich

Hans-Ernst MITTIG

(Zusammenfassung)

Totalitarismus wird als das dominierende Prin-
zip einer politischen Herrschaft verstanden, die die
uneingeschrinkte Verfugung iiber die Beherrschten
beansprucht und den Autoritarismus dabei {ibertrifft,
indem sie iiber die 6ffentlichgesellschaftliche Sphire
hinaus auf den Bereich des Personlichen ausgreift.
Das Wort fand und findet besonderes Interesse als
ein Kriterium des Vergleichs verschiedener politisch-
gesellschaftlicher Systeme, dariiberhinaus als ein
Priidikat, das solche Systeme mit denen des NS-Staates
parallelisieren soll. Daraus wird insbesondere eine
Verwiinschung gewonnen, die man dem angeblich
realen Sozialismus nachruft.

Als Kriterien der Ahnlichkeit gelten auch Merk-
male, die man an der NS-Kunst wahrzunehmen
glaubt. Larsson 1978 egalisierte die NS-Architektur
mit neoklassizistischen Bauweisen auf der ganzen
Welt. Andere Wissenschaftler sind auflerstande, die
Siedlungsarchitektur des “Nationalsozialismus” von
vorausgegangener “Heimatschutzarchitektur” zu
unterscheiden. Eine Kritik solcher Gleichsetzungen
mubB sich auf die formgeschichtliche Betrachtungs-
ebene einlassen.

DaB Merkmale einer NS-Monumentalarchitek-
tur, wie sie seitArndt 1968 und Kunst 1971 beschrie-
ben wurden, nicht auch den Wohnungs- und den In-
dustriebau durchdringen, spricht eher fur als gegen
eine “totalitire Spezifik”, denn die Hervorhebung
der Staats- und Parteiarchitektur macht eine Hierar-
chie von Lebensbereichen sichtbar, bei der die Pri-
vatsphire in Frage gestellt ist. Dies 148t sich auch an

einzelnen Bauten wie dem Haus der Deutschen Kunst
in Miinchen (1933-1937 von Troost) ablesen.

Solche Spezifik wird zu Unrecht mit dem Hin-
weis auf vorausgegangene neoklassizistische Archi-
tektur in Deutschland bestritten. Der néhere Vergleich
erweist Besonderheiten der NS-Architektur, die auch
ihre Botschaft mitbestimmen. Statt Angriffen auf die
private Sphére - im Sinne der oben zitierten Defini-
tion von “Totalitarismus” zeigen mehrere von 1933
entstandene neoklassizistische Bauten spezielle Be-
ziige zur Bauaufgabe, zur Person des Auftraggebers
und zur Umgebung. Solche iiber den Formvergleich
hinausfithrende Kriterien erleichtern es auch, die
iibliche Parallelisierung gleichzeitigen Bauten in Ita-
lien und Sowjetunion zu priifen. Auch dabei zeigen
sich Varianten innerhalb des gemeinsamen Neoklassiz-
ismus, die gleichsetzende politische Folgerungen
verbieten. Der Blick auf gleichzeitig entstandene
franzosische und amerikanische Bauten, aber auch
Vergleiche mit der deutschen Nachkriegsentwicklung
in Ost und West fordern Beispiele dafur zutage, daf3
formal variierte Neoklassizismen geradezu entgegen-
gesetzten politischen Zielen dienen konnten.

Ob eine totalitdre Gesselschaftsordnung anzu-
treffen ist, ob und wie sie sich auch in einer totali-
tiren Kunst realisiert, muB also in jedem-Land
separat, ohne Analogieschliisse aus Formen der Ar-
chitektur, untersucht werden. “Totalitire Kunst” als
Sammelbegriff ist dabei nicht behilflich. Der Aus-
druck eignet sich aber dazu, die Architektur im NS-
Staat zu qualifizieren, denn dort wurde eine totali-
tire Gesellschaftsordnung auch mit den Mitteln der
Architektur durchgesetzt.
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Porovnavanie totalitnej architektiry nacistického Statu

Pod totalitarizmom rozumieme princip politickej viady, ktord
si narokuje neobmedzenti moc nad ovladanymi a autoritarizmus
predstihuje v tom, Ze cez verejno-spoloCenskil sféru presahuje
az do oblasti osobného. Toto slovo sa stretédvalo a stéle sa streté-
va s osobitnym zaujmom ako kritérium porovnania rozli¢nych
spoloensko-politickych systémov, ktoré ich ma ako oznadenie
nasledne postavif na rovnakii Giroveti systému nacistického 3ta-
tu. V koneénom désledku sa tym vyvoldva “odkaz” na domnely
realny socializmus.

Za kritérium podobnosti sliZia aj znaky, ktoré sa ponimaju
ako znaky ndrodnosocialistického umenia. Larsson vo svojej
préaci z roku 1978 prirovnal narodnosocialistickll architektiru
k neoklasicistickym stavebnym postupom celého sveta. Ini vedci
nie st schopni rozliSovat sideln architektiru “ndrodného so-
cializmu” od predchadzajicej “Heimatschutzarchitektur”. Kri-
tika tychto porovnani musi byt postavena na rovine formaino-
historického postidenia.

Ze znaky monumentainej architektary “narodného socia-
lizmu”, ako boli opisané poénic Arndtom (1968) a Kunstom
(1971), nepresahujt do oblasti obytnej a priemyselnej architek-
tary hovori skr pre nez proti “totalitnému $pecifiku”, pretoze
zd6raznenie §tatnej a stranickej architektiry zviditelfiuje hierar-
chiu Zivotnych oblasti spdsobom, pri ktorom je stkromna sféra
otdzna. Toto sa d4 pozorovat aj na jednotlivych stavbach, napri-
klad Dome nemeckého umenia v Mnichove (Troost, 1933-37).
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Spominané Specifikum sa nepravom popiera odkazom na
predchédzajicu neoklasicistickii architektiiru v Nemecku. Bliz-
Sie porovnanie viak dokazuje osobitosti nacistickej architekti-
ry, ktoré urCovali aj ich poslanie. Namiesto zasahovania do stk-
romnej sféry - v zmysle vy§§ie citovanej definicie “totalitarizmu”
- preukazuj viaceré neoklasicistické stavby, postavené pred ro-
kom 1933 osobitné vztahy k zdkazke, k osobe objednavatela
a k prostrediu. Tieto kritérid, vychddzajice z formélneho roz-
boru tieZ ulahéujii obvyklé pokusy, posudzovat na rovnake;j trov-
ni sadobé stavby v Taliansku a v Sovietskom zviize. Pohlad na
sti¢asne postavené franclizske a americké stavby, ale aj porov-
nania s nemeckym povojnovym vyvinom na vychode i zdpade
poskytuje priklady k tomu, Ze formalne variabilné neoklasiciz-
my mohli slazit dokonca protikladnym politickym cielom.

Skuto€nost, &i sa nickde stretdvame s totalitnym spolocen-
skym zriadenim, &i a ako sa toto zriadenie prejavuje v totalit-
nom umeni je nutné preskimat v kazdej krajine osobitne, bez
toho, aby sa vytvdrali analogické uzévery z architektonickych
foriem. “Totalitné umenie” ako stre$ny pojem nam pri tom sot-
va pomdZze. Vyraz sa viak hodi ku kvalifikdcii architektiiry v na-
cistickom §tate, pretoZe tam bolo totalitné spolodenské zriade-
nie presadzované aj s pomocou prostriedkov architektiry.

Remarks on Relationship between Art and Policy in Hungary

Laszlo BEKE

Recently I had to deliver a speech at a con-.

ference in the Netherlands, arranged by the Hunga-
rian Kelemen Mikes circle with the title: “Shall we
(can we) re-write (Hungarian) art history?” My an-
swer was yes, of course we shall, and not only be-
cause of the political changes in the last years, but
also because re-writing, re-interpretation is a modus
vivendi of any kind of writing history - even if post-
modern thinkers do sometimes take an antihistorical
position, I am inclined to think that whether we ad-
mit it or whether we don’t, historiography is always
ideology-based in the sense that it has always some
definite aim, and it is always animated by some be-
lief. This belief of this mine is in several respects
identical with earlier, avant-garde beliefs: life (socie-
ty, world) can be changed, freedom should be
achieved, new ideas should be sought, etc. I think it
was this very avant-garde mentality that prepared the
way to political changes in East Europe in 1989-1990,
and now, since we can already plainly speak about
all that, while re-writing history those very values
have become threatened.

Avant-garde values are threatened by the offen-
sive of the Post-Modern (“Avant-Garde as the trail-
blazer of Totalitarianism”™) as well as by recently
emerged right wing tendencies (“Avant-Garde is
Radical, it is Liberal, it is Leftist, it is Bolshevik...”).
What can be the ground for these exaggerations?

East European Totalitarian regimes gradually
began to decrease their totalitarianism in the sixties
and seventies. They applied relatively little violence
against artistic events, and artists were seldom im-
prisoned. On the contrary, those regimes wanted to
co-operate with artists. At the beginning of the se-
venties agents of the Ministry of the Interior contac-

ted several artists and intellectuals asking them to
supply informations. Most likely the same happened
also in other socialist countries. A number of these
people were summoned - hardly anybody was able
to refuse to appear at the police, the summons didn’t
say why he or she was requested to appear: as
a “witness”, an “expert”, a ’suspect” or anybody else
-, and some of them were surprised, how polite the
police was. Their “negotiating partners” requested
nothing else than to give “mood reports”: what the
artists were interested in, which plans they had, with
whom they had connections, etc. Some of the sum-
moned people refused to answer, some others, sus-
pecting a trap, gave elusive replies, and some an-
swered frankly in the hope of “being able to help
a bit”. An art historian in Budapest was once asked
by a high-rank functionary of the Federation of Young
Communists to give from time to time “mood re-
ports” on young artists. The art historian thought that
the functionary might really want to help (why not?),
but he answered with a noteworthy presence of mind
that he did not want bureaucratic complications, for
he had to report at his (state) working place every
“seeing about” or “mood inquiry”, which, indeed,
was not desirable for the functionary either. (Inci-
dentally, some months later the functionary went il-
legally abroad.) .

At the beginning of the seventies, two artists
and an art historian were summoned to a high-rank
state office, where the clerk let them know that he
would not report their matter to the police in case
they signed a declaration that they would not issue
illegal publications any more. The summoned men
managed to detect with a lot of inventiveness, which
foreign samizdat publication of one of their friend
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the office wanted to palm off upon them. They pro-
tested saying that the text of the declaration involved
the acknowledgment of an implicite charge they did
not want to sign. Within following six hours a com-
promise was set up and signed, and the signatories
were benevolently advised by the clerk to protest
against the manipulations of foreign press in the
newspaper of the Party. (The sketch of this declara-
tion can surely be found in some archive.)

1 do not want to describe the tyranny of totali-
tarian dictatorship and the heroism of resistant ar-
tists and intellectuals in these stories. On the contra-
ry, we should understand the mechanism which led
to a gradual “softening” of “hard” dictatorship, and
which made it possible that certain - in some sense
even positive - relations were formed between those
in power and those under control. Indeed, hardly any-
body was beaten, and only some were arrested for
more than 1-2 days (at the maximum they were dis-
missed from their office or their passports were with-
drawn). And it was even a good feeling to be treated
with some friendly phrases or jokes. It was well
known that the functionary who exercised the highest
power above culture and art, sometimes organized
friendly meetings, and one could ask for some lesser
favours, even for others - and he frankly replied if
he could not help. One could get a friendly phone
call even from the centre of the Party, by which he or
she was warned not to do this or that. (This happened
in the case of the remarkable “dissident” Biennale
of Venice, where Hungarian artists wanted to exhibit
a large flat in an empty room with the inscription:
“WE ARE NOT ALLOWED TO EXHIBIT”. This
was of course not allowed by the organizers either.)
It is noteworthy that this time the Security Service
had to tap also the Party’s wire (1)

The almost cordial atmosphere of “soft” dicta-
torship was only sometimes impaired by lesser epi-
sodes,:like “free party days” for “cultural creative
workshops” with obligatory participation, which were
arranged after the stopping of the “new economical
mechanism”, ordered in 1972-73 from Moscow. Here
one got to know what the “avant-gardist terror of
taste” (sic!) was (a dozen of artists wanted to drive
out with their decadent works the “healthy” society
of artists - some other 4-5 thousand people - form
the publicity). Here it was made known, how an other-
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wise “properly thinking” artist had committed
a mistake by making illustrations in the Bible and
by giving an interview for the Christmas issue of
a Catholic journal. The writer of this paper grasped
the truth on one of these occasions; if the regime
hated abstract painting so much, colours and forms
really must have to had some power, even in them-
selves. If even non-figurative art was dangerous, then
art was a real power (not to speak about really sub-
versive genres, like happenings or conceptual art).
Political power feared everything unusual, incom-
prehensible or new, for a promise of freedom was
supposed behind them.

Horribile dictu, it also happened that a Com-
munist art collector considered geometric abstract
art and Neo-Constructivist tendencies as real trus-
tees of Social art. His theory had no clamorous suc-
cess, but on the other hand he was neither impriso-
ned. This example characterizes well the conditions
under “Socialism with a human face”. Everyone tried
to feel out his or her own borders, but the parties
shoreted to each other from the two sides of the bor-
der. A border crossing and self-censorship are but
two different aspects of the same action. State power
and avant-garde differed only in the direction (“vec-
tors”) of their tendencies, but sometimes inexorably.
A change of these positions was rarely proposed by
avant-garde artists, like Miklés Erdély, who around
1971 elaborated a ”Solidarity Action”. According to
his plans, the whole population of the world could
be alarmed in 36 steps, if everyone gave notice only
to two fellowmen, the jailers included (my italics,
B.L.). In the eighties Erdély also planned to establish
an international corporation with an illimitable le-
gislative but no executive power.

Could we say, after all, that Miklds Erdély wan-
ted to collaborate with the jailers? Of course not. Or
did he? It seems so, or at least, it is possible. For, if
an “interrogation record” or a report about
a conversation comes to light, who is able to prove
that it implied no collaboration with the secret po-
lice? Or who could prove the contrary, that the inter-
rogated was an informant?

In the “bygone times” I met somebody who was
proclaimed a spy (or, as it was said in Hungary,
a “brick™), and he knew it himself. It was a terrible
situation. He had no possibility of refusal or expla-

nation, for the accusation was not brought face-to-
face or in public. And recently I met someone who
confessed of having been an informant, and that he
had repented it. And he asked me about my opinion.
My opinion was that he has done well to confess it,
and he has done even better to repent it. I also know
a critic who repented his loyal attitude to the former
regime.

Concerning the past, this is the only possible
attitude: repentance accepted with forgiveness. The
most positive of recent changes is that we can open-
ly speak of many things we could not before. But
there are also negative changes: the values of the
avant-garde have disappeared. Anti-capitalism, in-
official (as contrasted to the official: alternative,
underground, avant-garde) attitudes and internatio-
nalism have no sense any more. And the most nega-
tive heritage of the past continues to infect: accusa-
tions, mud-slinging, suspicion of getting to know
something about our best friend, or that someone else
will find out that we sympathize with former Com-
munists (that is, collaborators). And we do all that in
the name of party interests, for showing sympathy
with a political party in Eastern Europe implicitly
means refusing our friends, colleagues and acquain-
tances who sympathize with other parties.

The Post-Modern condemns the Avant-Garde
as having been a trailblazer of fotalitarianism. Never-

theless, claims to totality are not totally out of sea-
son either today. (Cf. Laszlé Moholy-Nagy and
Joseph Beuys: “everyone is talented”.) Why could
not this idea be the ground principle of democracy
also in the future? Why internationalism, that is, in-
ternationalism of art, is no value any more? The Post-
Modern replies: because regionalism is all the rage;
and post-Socialist cultural policies reply: because
internationalism was a Bolshevik ideology, which
suppressed national aspirations. Anybody who is not
a nationalist, is a cosmopolitan they say (by the way,
the same was said during Socialism which confront-

- ed proletarian internationalism with capitalist cos-

mopolitism).

Looking for an appreciation of diversity was
one of the most important avant-garde values.
“Strange is beautiful!” - proposed the title of a recent
Hungarian exhibition. “Strange” and “diverse” are
always minorities in the context of a given group or
society. To be a minority is something nice in itself:
“Small is beautiful!” Nationalism is also beautiful
until it is small. Becoming a majority, other minori-
ties increasingly disturb it, and the disturbed natio-
nalism refers to the majority as a ground principle
of democracy. The confusion of values gradually be-
comes fotal, and there remains no other way out of
it, only one of the oldest avant-garde values: repen-
tance founded on mutual forgiveness.

PoznamKy k vztahu umenia a politiky v Madarsku

Priklaham sa k tym, ktori st za napisanie novych (madar-
skych) dejin umenia a to nielen kvdli poslednym politickym
zmendm, ale aj preto, Ze reinterpretacia je modus vivendi kaz-
dého dejepisu. Historiografia je vZdy ideolégiou - je zaujatd,
sleduje urdity ciel a je Zivend ur&itym nézorom. Moje nazory st
v mnohom identické s vierou star§ich avantgédrd: svet moZno
zmenit, hladat nové idey, dosiahnut slobodu. Nazddvam sa, Ze
ticto nazory pripravili cestu k politickym zmenam vo vychod-
nej Burépe v r. 1989-90. Pri znovunapisani histérie by vSak
mohlo déjst k ohrozeniu skutodnych hodnét - jednak Utokmi
postmoderny (“avantgarda ako prickopnik totalitarizmu”) ako
aj pravicovo orientovanych smerov (“avantgarda je radikdlna,
liberalna, lavicov4, bol3evicka...”). Co je zakladom tychto nad-
sadzok?

Vychodoeurdpske totalitné rezimy postupne zoslabovali svoj
totalitarizmus v 60. a 70. rokoch, Uplatiiovali pomerne malé

néasilie vodi umeleckému dianiu a samotni umelci boli len zried-
kakedy vizneni. V istom zmysle sa dokonca vytvarali pozitivne
vztahy medzi tymi, ktori boli pri moci a tymi, ktorf boli pod
kontrolou. Politickd moc sa viak zarovefi obavala vietkého ne-
obvyklého, nepochopitelného a nového.

K tejto minulosti moZno zaujat jediny postoj: latost priji-
mat s odptstanim. Je to aj jedna z najstar§ich zésad avantgardy.
Mnohé avantgardné hodnoty sa vytratili. Anti-kapitalizmus, ne-
oficialne nazory, internacionalizmus stratili zmysel. Dedi¢stvo
minulosti - obvifiovanie, karierizmus, podozrievanie sa §iria da-
lej v mene stranickych zdujmov. Totalita nie je totdlne zaZehna-
nd ani dnes. Zmitok a nevyjasnenost hodndt sa postupne stanti
totalnymi a neostane nam nig iné ako uZ spomenuta [utost zalo-
Zend na vzéjomnom odpusfani.
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“The Realm of Poetry” in the Era of Socialist Realism
Vincenc Kramar and Karel Teige on Cubism

Vojtéch LAHODA

In the autumn of 1949, more than a year after
the communist coup in Czechoslovakia in February
1948, Dr. Vincenc Kramaf wrote a letter to Karel
Teige. Kramal was a famous collector of Picasso,
an internationally less known art historian and still
lesser known director of Prague’s Gallery of the So-
ciety of Patriotic Friends of Fine Arts, by that time
retired.

Karel Teige was a leading figure of the inter-
war Czechoslovak avant-garde, member of the Sur-
realist Group in the Czechoslovak Republic, a friend
of André Breton, and from the viewpoint of Czecho-
slovakia’s postwar communist leaders a persona non
grata.

In his letter dated September 13th 1949,
Kramar was responding to Teige’s 1949 study on
Bohumil Kubista, a distinguished Czech Cubist-
expressionist painter whose picture “Pierot” (1911)
Kramaf owned in his private collection. In his study
on Kubista Teige spelled out the most general cha-
racteristic of Cubism: “This is a painting without
a message”. In its time, this “strict formalism” of
Cubism is said to have had its own liberating im-
portance. “The process of cleansing was so radical
that endeavours to restore a charge of human and
poetic tension to the subject no longer lead the ar-
tist astray on to a path back to nature or towards an
external subject, and in the future such efforts will
be focused on what we call, to borrow Breton’s term,
an innermost model. The presence and the impact
of the innermost theme tends to abolish the boun-
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dary between painting and poetry. Painting thus en-
ters the promised land of poetry”.

In his letter of September 13th 1949 Kramar
disagreed with the term “formalism”, as applied by
Teige to Cubism. Kramaf claimed that genuine for-
malism amounts to what he termed a “real juggling
with forms”, while Cubism tried in its time “to re-
turn meaning to things” and “to restore them in their
dynamic form”. Cubism is said to have contributed
to “the trappings of political and social caricature”,
having affected even the political and social condi-
tions (as Kramar exemplified by Picasso’s “Guerni-
ca” and Filla’s “Fights and Struggles™). The nature
of Cubism is therefore “social revolutionary”.
Kramaf acknowledged the existence of an affinity
between Cubism and surrealism.

But Kubista, Kramaf claimed, was not a re-
presentative of Cubism derived from Picasso, Cu-
bism which “had laid the foundations of new rea-
lism” concentrating on the “poetic concept of things”.
That kind of Cubism which Kramat viewed as the
only authentic one. Kramaf believed that Kubista’s
art was associated with what he termed “Cubicizing
expressionism”. He saw the mission of Cubism as
temporarily accomplished even though he did not rule
out the possibility that at some time in the future
Cubism might provide the groundwork for a “new
realism”.

Kramar was a well-known defender of Cubism
already before the First World War. In 1921 he pub-
lished a book called “Kubismus”’ (Cubism) in which

1. Karel Teige: Collage, 1936

he summarized his underlying conception shaped
largely before World War 1. While emphasizing the
nature of Picasso’s and Braque’s paintings from the
years 1910 and 1911, especially their still lifes with
pipes, glasses or musical instruments, he stressed that
“it is the selection of the object to be depicted - the
objectis not a theme but a lyricism of the whole...
that seems to be absolutely unimportant”. The “lyri-
cism of the whole”, therefore, constitutes the sub-
ject matter. Picasso’s paintings, Kramai wrote in his
book of 1921, “display the brightness and purity
of Mozart’s music and the sublimeness and cohe-
sion of a lyrical verse.” The accentuation of the
poetic qualities of Cubism gradually grew more
prominent in Kraméi’s studies. In his book “Otdzky
moderniho uméni”’ (Issues of Modern Art), published
in 1958 but written between 1952 and 1956, Kramar
claimed that Cubism was an artistic style striving -
“like realism - for a profoundly truthful and thus
poetic depiction of objective reality”. Another pas-
sage says that “to experience the sensual reality in
a poetic manner is the basic conditon of creative art

whether realistic... or Cubistic endeavours... are in-
volved”.

At that time, in the 1950s, Kramaf was wonde-
ring whether the arts of the past could still “make
a contribution” to the “continued development of
socialist realism, eg. raising the impact of its ideo-
logical content by richly promoting its creative poe-
ticism etc.” Under the arts of the past he meant pri-
marily Cubism as representing such a poeticism. On
the one hand, Kramat tried to pass Cubism off to the
reader as a key trend of the modern fine arts whose
foundation lay in “poetic creativity”. On the other
hand, he could hardly afford to say quite unequivo-
cally - possibly because his hands had already been
tied by an awareness of the genuine incompatibility
of Cubism with socialist realism - that Cubism could
have ever been the latter’s foundation. But basically
this was his ultimate goal. That is why Kramar wrote
sentences like: “A new truthful realism is being born
- socialist realism - and that is the lesson provided
by Cubism - an art which is creatively poetic and
what is particularly new - highly ideological.” Kramaf
believed that in the phase of socialist realism Cu-
bism could assert its main strong point, namely that
“creative poeticism”, ie. “enhanced creativity stimu-
lated by and based on nature...”. According to him,
ideology was the novel feature of socialist realism.

On the other hand, Kramaf was well aware that
Cubism was no longer topical because in “our time
when world peace is being threatened as a result of
the last-ditch desperate attempts by dying capi-
talism and imperialism ... there is no time to search
for a systematic solution of graphic problems...”.
When Kramaf wrote these words Teige had already
been dead.

Teige responded to Kramai’s 1949 criticism of
Cubism as a trend of “social revolutionary” nature,
which formed the basis of a modern realism, by wri-
ting a letter he had never dispatched. He viewed the
whole concept of Cubism and de facto of realism or
“irrealism” to be of such major significance that he
decided to answer Kramaf in a book which eventu-
ally ran to many chapters but whose publication Teige
did not live to see. He died on October 10th-1951.
The book, which appeared under the title “Vyvojové
promény v uméni” (Developmental Changes inArts),
was published mainly thanks to editor Vratislav Ef-
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fenberger in 1966. Indeed, this was a unique case in
the history of art: a whole book was written in re-
sponse-to back up an argument.

In his undispatched letter of September 18th
1949 Teige explained his own interpretation of “for-
malism” as peinture pure, as a broader and definite-
ly not a pejorative concept, as Kramar understood it
in the spirit of what was a more or less socialist realis-
tic criticism of the fine arts. Teige claimed that
a hidden impact of Cubism was still feasible but he
4pri.1gcii5a11$f rejected the possibility of its relationship
‘tg) socialist realism: ... the officially stipulated de-
mand of socialist realism is alien to modern art. It
runs counter to the nature and substance of modern
arts ... the requirement of socialist realism is nothing
but a thoroughly reactionary, anti-artistic diktat,
which has already demonstrated in practice that it
tends to deaden artistic creation and render it barren
because it puts the clock of the development of arts
a century back. A compromise solution could hard-
ly be found between the demands of socialist rea-
lism and those of an art growing out of a foundation
established by the revolutionary deeds of Cubism
even if such a compromise formula were dressed up
by being called a dialectic adjustment of contradic-
tions. As Teige began contemplating the underlying
concept of his book, aimed at describing the nature
of modern arts and formulating primarily the con-
ception of Cubism, a political campaign against him
was gaining momentum. Teige then concentrated on
his extensive theoretical works, in fact preparing an
answer to Krama¥ in parallel with the creation of his
collages which he had been creating since the mid-
1930s. Teige realized only too well that due to politi-
cal reasons the results of his lifelong work would
never be published in his lifetime. And he was right.
While examining the systems used by both art histo-
rians in greater detail; we will find out that although
they had very little in common there was one particu-
lar issue on which they came very close to one an-
other: namely the notion of Cubism as a kind of po-
etry. It was precisely in the realm of poetry that the
substance of fine arts was said to have laid, in
Krama¥’s concept grounded in a realistic foundation
(since - following in Kahnweiler’s footsteps - he
viewed Cubism as a kind of realism and wrote about
the “poetic depiction of the objective reality”), in
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2. Karel Teige: Collage, 1948

Teige’s case based on a much broader foundation
integrating the arts with everyday life.

According to Teige, poetry should involve the
“participation of the world”, “the principle of poetry
will be identified with the principle of reality”. One
of Teige’s key ideas, highlighted in his study on Bo-
humil Kubista and criticized by Kramaf, was the
claim that “painting has entered the promised land
of Poetry”. While for Kramaf poetry was a kind of
external attribute of arts (and of Cubism in particu-
lar), for Teige it was a substantial component of
being.

This can be illustrated by Teige’s surrealistic
collages, most of them dating back to the years 1948
and 1949. The collages were neither solely a visual
diary nor a “mere” evidence of a graphic solution.
Sometimes they represented an exercise in imagina-
tion, possibly a reflection of dreams but also an echo
of the periods rife with totalitarianism, first the era
of Nazi occupation (between 1939 and 1945) and
then the communist rule (1948-1951). These colla-
ges are replete with erotic imagery. They are primari-

3. Karel Teige: Collage, 1948

ly pictures of the “surreal”, capturing that poetic
moment of the real as an expression of the will to
deepen the reality. They symbolize a link between
Eros and Poetry.

Accentuation of the poetic which winds through
Teige’s theory like a red thread is a confirmation of
the surrealistic “empire of freedom”. Love, which is
viewed according to Breton primarily as physical
love, is Love-Poetry. Possibly the most pronounced
confirmation of the interrelationship between love
and poetry can be found in Teige’s note in his ex-
cerpts from F.X. Salda on the theme Eros and Poet-
ry: “Through erotic imagery the aspiration of poetry
has managed to incorporate and interweave into it-
self the entire world and life. A poet’s thinking is
driven and urged by EROS.”

The interdependence of eroticism and poetry
(especially in the 1940s) seems to have replaced, at

least inTeige’s collages, the previous polarity of con-
structivism and poetry. While the collage became for
Teige the most suitable instrument for-putting across
the poetic values he had found in the realm of Eros,
this was also because he shared Soupault’s opinion
that a collage “corresponds to the new form of lan-
guage and image, which could exercise great impact...
and give strength to poetry”. It was Ernst, the father
of surrealistic collages, himself who wrote about the
approximation of the previously alien elements in
the collage in between which he aspires to generate -
through his composition - “an electric or erotic ten-
sion”, “expressional mating”, which gives off the
“spark of Poetry”. Ernst found eroticism in the very
principle of collage and Teige directly linked up to
his concept.

The core of Kramai’s response to Teige was the
conception of poetry. Kramaf stressed the “poetic
concept of things”, Teige perceived Poetry as an is-
sue of existence and thus freedom. Kraméai’s and
Teige’s opinions clashed at a time when the cultural
scene in Bohemia was dominated by socialist rea-
lism. Kramaf, a dedicated prewar defender of Cubism,
did not reject it then. He tried to smuggle something
of Cubism, precisely that “poetic creativity”, into
socialist realism. He defended Picasso’s Cubism in
the 1950s as strongly as he did before the war.

Paradoxically enough before 1935 Teige him-
self tried hard to understand socialist realism and
came to the conclusion that “surrealism fitted into
the broader range of socialist realism”. From 1938
onwards he no longer subscribed to this view. Poetry
became the backbone of his thinking and creative
work around 1949. As confirmed by Teige’s contem-
poraries, his most favourite collage was the one he
typically called Baudelaire’s Embankment. As
a result, it was not only in the theory of art (in a letter
to architect Hannes Meyer in Mexico in 1950 Teige
mentioned his ambitious plan to write a theory of
modern arts whose third part would be devoted to
the interrelationship of painting and poetry) but also
in his own art that Poetry constituted a utopian shield
and safeguard against the reality of socialist realism.

On the other hand, Kramaf went out of his way
to incorporate elements of Cubism into the 1946
communist programme of fine arts. In his book
“Otdzky moderntho uméni”, published in 1958, he
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held up Cubism as the most influential of the mod-
ern styles. And yet nobody could keep him from grop-
ing in the dark of the theory of socialist realism.
The search for a utopian land of Poetry (Teige)
or poetic elements in reality (Kramar) at the turn of
the 1940s and 50s was indeed a desperate and occa-
sionally tragic attempt to find alternatives to socia-
list realism. For Teige, such a realm of poetry lay
primarily in surrealism, by that time a style incom-
patible with socialist realism. For Kramaf, Cubism
still reflected poetic elements of reality, constitu-
ting in his eyes a certain model of “creative non-
representational art”, which was dependent on the
elements of reality”. But Kraméf also discovered
what he called “creative poeticism”, which for him
eventually represented the main attribute of Cubism
and the fine arts en gros, in socialist realism. The
paradox of Kramaf’s acrobatic turnabout from Cu-
bism to socialist realism was thus accomplished. It
only served to show how flexible the theoretical prog-
rammes of modernism (and the avant-garde) really
were. On some occasions it was not very difficult to

4. Karel Teige, Collage, 1951

adjust them to the new demands of socialist realism,
mostly through a notion that seemed to be incom-
patible with socialist realism. Namely the notion of
poetry, poeticism and lyricism.

Photo: Ustav déjin uméni AV CR, Praha - Frantisek
Krejéi (Figs. 1-4)

“Zemé Poezie” v ¢ase socialistického realismu. Vincenc Kramar

a Karel Teige o kubismu

Na podzim roku 1949, vice nez rok po komunistickém tino-
rovém puéi, napsal dr. Vincenc Kramaf dopis Karlu Teigemu.
V dopise z 13.9.1949 reagoval Kramai na Teigovu staf o Bohu-
milu Kubistovi z roku 1949. Kramar zde vyjadioval své stano-
visko o kubismu, coZ byla tendence, kterou obhajoval jiZ od doby
pted prvni svétovou valkou. Tvrdil, Ze kubismus bude zékladem
jakéhosi “nového realismu”, “odli§ného, jak kaZe vyvojovy z4-
kon, od pfedchoziho realismu 19. stolet{”. Teige na kritiku rea-
goval dopisem, ktery ovéem neodeslal: otdzka pojeti kubismu
a de facto realismu &i “irrealismu” mu pfipadala natolik zdsad-
ni, Ze se rozhodl odpovédét Kramari knihou, rozbihajici se do
novych kapitol. Jejiho vydéni se Teige nedoZil. Zemftel 1,10.1951,
kniha vy§la pod nazvem Vyvojové promény v uméni diky edi-
toru Vratislavu Effenbergerovi roku 1966.

V déjindch uméni §lo o ojedinélou causu: odpovédi na po-
lemicky argument byla celd kniha. Ponofime-li se hloubgji do
systému obou protagonistit diskuse, zjistime, Ze maji néco spo-
le¢ného: pojeti kubismu je vztahovédno k poezii. Pravé fiSe poe-
zie méla byt podstatou vytvarného umeni, u Kramare zaloZené-
m na realistickém zakladg (nebof ve stopdch Kahnweilera chapal
kubismus jako svého druhu realismus, psal o “basnivém ztvar-
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néni objektivni skutednosti”), u Teigeho na mnohem §irsi za-
kladné sepéti uméni a Zivota. Dle Teigeho poezie musi byt “par-
ticipaci svéta”, “princip poesie se ztotoZni s principem reality”.
Zatimco u Kraméfe byla poezie jakymsi vnéjsim atributem uméni
(a kubismu pfedev§im), u Teigeho byla v té dobé podstatou byti.

Vyména nazor byla zahajena v dobg, kdy v Cechach vla-
dl v kultufe socialisticky realismus. A paradoxem doby zista-
vé, Ze sam Teige se jesté roku 1935 snaZil socialistického reali-
smu porozumét a shledaval, Ze “surrealismus zapada do §irokého
rémce socialistického realismu”. Roku 1949 jiZ takto neuvaZo-
val. Nejen teorie, ale i surrealistické koldZe, jejichZ tvorba kul-
minovala pfedevsim ve StyFicatych letech, dokladaji Teigliv po-
sun od avantgardistického sepé&ti konstrukce a poezie k dualité
Erota a Poezie 40. let. Poezie se stala pro Teigeho nejen v teorii
uméni (v dopise architektu Hannesu Meyerovi do Mexika z ro-
ku 1950 piSe o velkém planu napsat teorii moderniho uméni,
jehoz tieti ¢ast by se zabyvala vztahem malifstvi a poezie), ale
i ve vlastni tvorb& utopickou zichranou pted realitou socialis-
tického realismu.

Oproti tomu Kraméf se snaZil implantovat prvky kubismu
do komunistického programu vytvarného uméni z roku 1946

a jesté v knize z roku 1958 Otdzky moderniho uméni, napsané
v letech 1952-1956, prosazoval kubismus jako nejvlivnéjsi z mo-
dernich stylf. Pfesto nebyl uSetien bloudéni v teorii socialistic-
kého realismu.

Hledani utopické zems Poezie (Teige) ¢i basnivych prvki
v realitd (Kramat) na prelomu étyficatych a padesatych let byly
snahou hledat jiné duchovni horizonty, neZ predkladalo pojeti
socialistického realismu. Pro Teiga takovou zemi poezie byl pfe-
dev§im surrealismus, tehdy jiZ nesluditelny se socialistickym

realismem, pro Kramare basnické prvky reality reprezentoval
stéle kubismus. Byl pro néj jakymsi modelem “tvofivého nena-
podobujiciho uméni”, ale zavislého na “skutednich prvcich”.
“Vytvarnou basnivost”, ktera byla pro Kramére nakonec hlavni-
m atributem kubismu a vytvarného uméni en gros, shledaval
oviem také v socialistickém realismu (Otdzky moderniho umé-
ni, Praha 1958, 5.26). Paradox Kramaéfova akrobatického obratu
od kubismu k socialistickému realismu byl tak dovrSen.
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Medievalism in Czech Progressivist Culture:
Notes on the Perseverance of a Totalizing Gesture

Jindfich TOMAN

When asked in 1931 what he thought about con-
temporary Catholic literature and the impact of Ca-
tholicism on art, the Czech author Vladislav Vancu-
ra replied:

The Catholic imperative is, I believe, unity.
Actions and the world of phenomena converge in
a single point. This premise is certainly of great value
from the point of view of form and forming. Ca-
tholicism has an old and beautiful tradition. The
Weltanschauung of its poetsis unified. There is or-
der and explanation for all things. What pleasure for
poets. (Vancura 1931)

The answer might surprise: Van¢ura was an ac-
tive participant in the Czech interwar avantgarde and,
above all, a prominent representative ofa Czech left-
ist culture. But in view of the abovequotation, one
feels compelled to conclude that either all these la-
bels - Catholicism, avant-garde, Leftism - got some-
what mixed here, or that there is a level at which all
of them may apply correctly without leading to
a contradiction. And, indeed, such a level seems to
exist. It involves aconsciously constructed ideologi-
cal discourse revolving around the totality of order,
and as such iteasily accommodates additional per-
spectives, for instance, that of Medievalism, where
the term isessentially understood in Vancura’s
“Catholic” sense as attraction by a world of actions
andphenomena that “converge in a single point.” The
following preliminary notes seek to explicate the role
of Medievalism in Czech progressivist discourse of
the 1920-30s and situate it in the intellectual atmo-
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sphere of this period. A more exhaustive account will
hopefully be possible innot too distant a future.

I

Vladislav Vancura (1890-1942), one of the most
prominent Czech authors of the interwar era, has been
a tough nut for literary theorists - his style appears
inexplicably unique and hard to classify. Among other
things, Vancura strikes the reader with his penchant
for the Middle Ages, visible not only in some of his
prose but also in his reviews and theoretical state-
ments. Writing on Roman Jakobson’s 1927 edition
of Czech medieval poetry (Jakobson 1927), Vancura
approvingly noted:

The editor of the book correctly maintains that
the very content of the poem is its form. Guided by
criteria of forming, Jakobson has searched in the
depths of literary history and, lo and behold, unlike
those confused professors who point to the period
of Humanism, he uncovered the Gothic poem - an
object full of discipline and formal harmony. His is
a discovery of genuine verse and of numerous indi-
cations of the presence of style [...] (Vancura 1927)

(Throughout, the term Gothic is understood as
a synonym for medieval.)

Significantly, Van¢ura did not praise Jakobson’s
collection for reasons of historicism or similar mo-
tives. What mattered was not that these were medie-
val poems, but that a contemporary reader would be
able to read them: “It is not medieval sentiment that
matters, but the old poem you have just finished rea-

ding - something that lasts” (ibid.). Vancura’s approach
is typical in that it is based on the idea that medieval
art can have a contemporary quality and that much
of this quality rests upon the presence of a unifying
gesture - the presence of discipline and style. For
Vandéura, cultivation of the legacy of medieval lan-
guage was a worthwhile and important enterprise.
Among other places he instantiated it in his Markéta
Lazarovd (1931), a prose work inspired by the life
of medieval robber knights in Bohemia, and in his
voluminous Images from the History of the Czech
Nation (1939-1940), a project designed as an intel-

lectual response to the German attack on Czecho-

slovakia. Both of these books exploit a highly styli-
zed Czech, full of artificial archaisms.

The fact that Vancura regarded medieval poems
as capable of addressing a reader in 1927 is crucial
for our understanding of the sentiment of the inter-
war period. The constructive force that Vancura saw
in the stylistic unity of medieval poetry was still felt
as an exemplary source of inspiration despite the fact
that the larger part of the “style” discussion was al-
ready far behind. Before 1914 the question of whether
modern times had style, and if so, what were the ade-
quate means of expressing it, was extensively abused
in environments as different as turn-of-the-century
Vienna and Italian Futurism, but the problem retained
some of its attraction even after the war. As late as
1922, Karel Teige, the driving force behind the Czech
avant-garde, did not hesitate to see in proletarian art
a potential for a “new socialist Gothic” (Teige 1922,
18). He based this attribute on the idea that the pro-
letarian idea would finally supply the epoch with
a new style - for him, the “new socialist Gothic”
implied not only a new social vision but also slo-
hovost, the presence of style.

That Vanéura should be sensitive to matters of
form in medieval lyrics is not surprising. In a number
of theoretical statements he defined his credo as the
struggle for form (zdpas o tvar). This struggle was
part of a culture of craftsmanship, and it was essen-
tially congruent with the construction of modern
society in which artistic creation did not merely strive
for the organizational unity of the work of art, but it
also aimed at a subordination of all domains of work
to the “needs of life” (see Holy 1990). The image of
an overall subordination to overriding goals (just like

a Catholic “convergence in a single point” and me-
dieval “discipline and harmony”) provides a common
perspective for all the labels that seemed initially
confused. The image is also the base of a profoundly
totalizing gesture.

i

Vancura was by no means isolated among the
Czechs in his effort to project a culture in which
everything was lawfully subordinated to a single
homogenizing perspective, A prominent social phi-
losopher and advocate of alternatives to democratic
society, the Brno-based philosopher Josef Ludvik
Fischer (1894-1972), was active essentially along the
same lines.

In developing his conception of culture and so-
ciety, Fischer concluded that European culture had
been philosophically and culturally dominated by
mechanistic-scientistic concepts, and politico-eco-
nomically by capitalism. While Vanéura was projec-
ting a culture in which “workership” (délnictvi)
would give style to a styleless society, Fischer saw
the alternative in what he called a “’synthetic” socie-
ty, a new cultural formation in which things and ac-
tions would have a genuine, unalianated sense. (In
Czech, the term is skladebnd spolecnost, “synthetic
society.” The now uncommon adjective skladebny
echoes such prewar usage as in skladebné léky “syn-
thetic drugs,” now also obsolete.)

Fischer’s foremost concern was to liberate the
West from the legacy of mechanicism and capita-
lism, two major sources of social and cultural dis-
jointedness. In his view, steps in the right direction
had been taken in a variety of scientific disciplines.
He thus highly valued certain traits in Driesch’s Neo-
vitalism and in Gestalt theory which prompted de-
parture from the Weltanschauung of the previous
epoch:

The concepts of the whole and Gestalt are now
advancing in the place of the old mechanistic un-
derstanding of the atomistic and summative nature
of organic and psychic objects and the mono-causal,
meaning-free nature oftheir relationship. These con-
cepts form organic and psychic realms in a non-
mechanical and meaningtul way. (Fischer 1929, 45)

Fischer is in general critical of science which is
conceived of mechanically and in which reality ap-
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pears as “devoid of sense,” while “meaningful” phe-
nomena are regarded as results of chance (as is the
case in Darwinism, for instance).

The range of topoi that characterize Fischer’s
discourse also includes the concept of “order” (#dd):

The epoch we are entering [...] is an epoch of
order. In sharp contrast to the cultural and social
disintegration, even anarchy, of the preceding peri-
od [...], there emerges a period of cultural and social
order, a synthetic period, which, so to speak, sets out
to materialize what the present times so desperately
Jack: unity of the cultural universe - in philosophy,
science, society, inshort, everywhere where the or-
der-creating activity [Fddové usili] of the human spirit
can reach. (Fischer 1933, 41)

It is not surprising that, like Vancura, Fischer
did not hesitate to support his arguments with cer-
tain medieval images that were congruent with the
idea of order and unity of the cultural universe. In
his Unrest of the Present Times (Fischer 1930),
a brochure dedicated to the alternatives to democra-
cy, he evokes a topos that is classical in this context,
that of the cathedral:

Is it so hard to understand how fruitful and beau-
tiful the wisdom is with which the most precious
legacy of Europe, the stone image of its genius, the
Gothic cathedral, speaks to us - to us who have since
long unlearned such language? Is it so hard to see
and understand how, aiming upwards, the cathedral
abducts the desire for perfection into higher and
higher realms; how it materializes the harmony in
which part and whole breathe with the same will;
how itsubordinates the spirit of matter under the
prayer of beauty and order? (Fischer 1930, 35)

In 1932, Fischer reasserted his Gothic nostalgia
in a book of essays, entitled literally The Mirror of
the Period. One of the essays, “Gotika” (Gothic),
begins with the assertion that, despite its religiosity,
the Gothic period seems to be close and familiar to
the man of the twentieth century. The passage is re-
markable in that Fischer confesses to seduction by
the term gothic:

Its language sounds so familiar, so deeply akin
to us, despite its piety and the distance of centuries.
In fact, for quite a long time, I was considering the
possibility of calling my prototype of cultural syn-
thesis a gothic prototype. (Fischer 1932, 97)

168

He then raises the question of whether the Mid-
dle Ages, in which everything was subordinated to
religious ideas, would lose their appeal if their reli-
giosity were removed. In other words, he is asking
what the core and what the overlay of the medieval
period was, and he eventually decides that it indeed
is possible to do without what was negated by later
secularization, because the genuine core of the Mid-
dle Ages was not religion but the epoch’s synthetic
character.

Although no direct advocate of Medievalism,
Fischer saw in the Gothic era a world which had an
inspiring effect in a time of crisis. It was able to sup-
ply modern times with an element that was missing
in the mechanistic world of the late 19th century the
element of desire and perfection. Gothic splendor
helps estheticize Fischer’s synthetic society, which
can longer seek eternity in God, yet also lives through
desire for perfection:

The Gothic period has become the most expres-
sive symbol of this desire. Tuning its prayer in stone
into a chord, it speaks to us a language that sounds
close even today a language of beauty and desire for
the unity of order. (Fischer 1932, 100f.)

I

So far the selection of sources has revolved
around authors who had some relation to Structura-
lism and the Prague Linguistic Circle (see Toman
1994). Vandura was a follower of the Circle and
a close friend of Jakobson’s. Fischer was admitted
as a member in the 1930s. (In the 1960s he became
a grandfather of a school of thought known as dia-
lectical structurology, acontinuation of Prague Struc-
turalism with soft Marxist means.) Did the Circle
also show any traces of Medievalism in its cultural
program?

In 1935, the Prague Linguistic Circle began to
publish a journal, Slovo a slovesnost, which opened
with an introduction that not only proclaimed inte-
gration of linguistics into the contemporary system
of social needs, but, remarkably, attempted to do so
with recourse to the Gothic period and its constitu-
tive elements:

The Gothic epoch thought in dimensions of cen-
turies. Ignat Herrman was right when he contrasted
the far-sighted imperial construction of Prague by

Charles the Fourth with Prague’s narrow horizon fifty
years ago. As he put it, whatever was recently being
undertaken “was tailored merely according to the
measure of the day.” We cannot - and do not want to
- return back to Gothic culture, but its grandiose,
self-conscious and goal-oriented construction pro-
vides a more contemporary and inspiring example
than the poverty of yesterday - heroic and sacrificial
as it may have been. (Circle 1935, 7)

Again, this matches the sentiment of the 1930s
in that there is an admiration for an epoch of order
and discipline, monumentality and subjugation un-

der higher-order goals. Either Mukatovsky or Jakob-

son are the likely candidates for the authorship of
this passage. In his Aesthetic Function, Norm and
Aesthetic Value of 1936, Mukatovsky assigned Gothic
society aspecial status, and also for Jakobson the
preoccupation with the Middle Ages had a certain
mystique, as seen, among other places, in his “Con-
siderations About the Poetry of the Hussite Period”
(Jakobson 1936). The study strikes one by an em-
phasis on the integrated character of medieval socie-
ty:

Gothic order did not know the strict division of
spheres of interest - religion, art, science, socio-eco-
nomical, national, erotic spheres - characteristic of
modern times. Each phenomenon had several levels
and each event belonged necessarily to several le-
vels at the same time. This is the essence of gothic
symbolism. The tendency toward autonomy of indi-
vidual areas only began with the Renaissance. (Ja-
kobson 1936, 2)

v

Clearly, the Middle Ages provided a score of
animating images some of which were readily picked
up and modified by Czech progressivist intellectu-
als in the 1920s and 1930s: the Gothic cathedral
(Vandura, Fischer), a kind of chivalric code (Vancu-
ra), craftsmanship and goal-oriented work (Vancu-
ra, The Circle), monumentalism (The Circle) and
order (Vangura, Fischer, the Circle). At the same time,
most of these images appear in the interwar time in
their late forms, having traveled a long path through
Symbolism, Expressionism and the early avant-garde,
both at home and abroad. Gothic allusions were fre-
quent in Jaroslav Durych (1886-1962), a Czech catho-

lic author whose name belongs to an overall account
of Czech Medievalism but can beignored here. The
image of the cathedral appears in the Czech Sym-
bolist poet Otokar Bfezina, the Prague German poet
R.M. Rilke, but also in the Bauhaus organizer Wal-
ter Gropius. (Incidentally, the name originally con-
templated for Bauhaus was Bauhiitte, a word with
strong medieval connotations.) And, as we have seen
above, one of the earliest programs of Czech avant-
garde, Teige’s “New Proletarian Art,” exploited the
image of a “new socialist Gothic.”

But on the whole, Czech progressivist authors
have rarely achieved the medievalistic quality that is
known from the English 19th century medieval re-
vival, from German conservatives such as Moeller
van der Bruck or from such Russian thinkers as Ber-
dyaev. It should be obvious from the Czech sources
that in each case Medievalism represents a trace ele-
ment, an ingredient of a discourse that by itself does
not aim at a large-scale Gothic Revival. In other
words, the Prague Linguistic Circle was not a medieval
guild, and Fischer was not a Czech William Morris.
Likewise, Vandura cannot be reduced to a simple
imitator of medieval Czech or a straightforward in-
tellectual medievalist - his prose and thoughts were
simply much more complex. But there is a clear line
of commitment and a recurring link that associates
Gothic imagery with certain social and cultural
projects. The Middle Ages served as a symbol of
a world that had a special appeal - an epoch of genui-
ne relations, genuine work, genuine faith. This is quite
in line with the 19th century Medievalism that also
focused on a highly idealized vision of medieval
society as an example of undiluted piety and faith,
honest craftsmanship, mutual responsibility, and es-
thetic triumph. But this is also in line with a pro-
nounced commitment to the political philosophy of
antiliberalism that characterizes the Czech progres-
sivists of the interwar period. Critique of liberalism,
a fortuitous play of interests with no apparent mea-
ning, was a constitutive element of Fischer’s philo-
sophical system. Likewise, the Circle, at least in Ja-
kobson’s and Mukatovsky’s understanding, was not
enamored of social and cultural categories of the late
nineteenth century. Finally, Vancura was also criti-
cal of liberalism. Turning to the enguette on Catholi-
cism with which we began, we note the way Vancura
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asserts a common denominator between the avant-
garde and Catholic authors:

It seems to me that both Catholic and radical
poets converge in their interest in matters of lan-
guage; besides that, of course, they have a common
adversary - liberalism. (Vancura 1931)

Medievalism thus consistently emerges in anti-
liberal contexts, something that is not surprisingin
view of extensive discussions in the 1920s and 1930s
about the self-destructive nature of parliamentary
democracy, inadequacies of liberal market of goods
and ideas, and “counterproductive” competition.
Some of these discussions fueled the emerging Eu-
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Medievalizmus v kultufe ceského progresizmu

Prispévek se zamy§li nad zdjmem o stfedovék v Ceské me-
zivaledné kultufe. Autor diskutuje pojeti této epochy u Vladi-
slava Vanlury a J.L. Fischera, dile se zabyva nékterymi soudy
o stfedovéku v Prazském lingvistickém krouzku. I kdyZ progra-
maticky medievalizmus v této &asti Ceské mezivaleCené kultury
v piisném slova smyslu neexistoval, odkazy na stfedovék zde
nejsou Fidké a maji v typickém piipad€ utopicky inspirujict funk-
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ci. Zajem o stiedovék je jak literdrné tak kulturnépoliticky Zi-
ven obdivem k jasné, pfimogaré ideologii a pfedstavami o ¥a-
du, stylové ucelenosti doby a smysluplném propojeni spolecen-
skych funkci. V tomto smyslu je v naich pramenech zfejmé
jejich antiliberalni zahroceni - medievalizujici diskurs zde vZdy
explicitng zahrnuje kritiku liberalni spoleénosti druhé poloviny
devatenéctého stoleti.

RuBland - vom vorrevolutioniaren Klassizismus

zum sozialistischen Realismus

Otakar MACEL

Die Architekturgeschichte des Interbellums in

der Sowjetunion wird im allgemeinen durch die Po- ‘

laritit des Konstruktivismus mit dem spéteren Neo-
klassizismus gekennzeichnet. Die Gegeniiberstellung
der Avantgardekonzeptionen und des traditionsorien-
tierten sozialistischen Realismus suggeriert eine ab-
solute Diskontinuitit der Entwicklung. Dieses Bild
wird durch das kulturpolitische Eingreifen in die
Autonomie der Kiinste am Beginn der dreiBiger Jah-
re noch verstirkt, da es seitdem schwierig ist, die
Kunstauffassung der Einzelnen von der gesteuerten
Kulturpolitik zu trennen.

Dieses Bild beantwortet im allgemeinen die
bisherigen Forschungsresultate; wobei man zu der
Stellungnahme einer absoluten Diskontinuitdt eini-
ge Bemerkungen machen muss. Auf dem Gebiet der
Architektur und auch bei anderen Kunstgattungen
hat man wegen des Kontrastes von Neuerertum und
Tradition, die schmale Spur der Kontinuitét aus dem
Auge verloren.' Diese Kontinuitit ist zuriickzufin-
den auf der abstrakten Ebene - so ist der Unterschied
zwischen den Architekturkonzeptionen des Kon-
struktivismus und des spiteren Neoklassizismus klei-
ner als der duBerliche Unterschied, den die Gestal-
tung der Gebiude suggeriert - aber auch auf einer
“realen” Ebene. Die vorrevolutionére traditionalis-
tische Kunstauffassung wurde in verschiedenen For-
men auch wihrend der Avantgarde-Blitezeit weiter-
gefithrt. Darum kann die Untersuchung dieser
Phiinomene zu besserem Verstidndnis der Komplexi-
tit der Entwicklung und der Entstehung des sozia-
listischen Realismus beitragen.

Um solche Problematik auf dem Gebiet der
Architektur zu erfassen, mufl man sich in die Lage
um 1910-1915 zuriickversetzen. Das damals in

RuBland aufblithende Avantgardeleben in verschie-
denen Kunstgattungen ist bekannt. Weniger bekannt
ist, daB es in der Architektur keine solche Parallelen
gab. Die meisten damals tonangebenden Architek-
ten haben sich, in einer Reaktion gegeniiber dem Mo-
dernismus um 1900 und dem historisch orientierten
Eklektizismus - die beide als ein “cul de sac” der
Architektur betrachtet wurden - der klassischen Tra-
dition zugewandt.? Die Orientierung auf die klas-
sische Tradition war damals in Europa nicht unbe-
kannt (Behrens, Hoffmann, Skandinavien usw.).
Beschrinkter im Umfang war die Neuorientierung
auf die einheimische vorklassizistische Tradition, den
sog. Russische Stil.

Nach dem Ausbruch der Revolution im Okto-
ber 1917 kam es zu einer zeitlichen Allianz der
Avantgarde mit dem neuen Regime. Die Avantgar-
dekiinstler sahen in der Oktoberrevolution ein gesell-
schaftlich-6konomisches Pendant zur ihrer - schon
vor dem Umsturz - angestrebten Kunstrevolution.
Die meisten Kiinstler - nominal war die Avantgarde
nur eine kleine Minderheit - hatten, sowie die meif3-
ten Intellektuellen, eine abwartende, sogar feind-
liche Haltung zu der politischen Anderung ein-
genommen. In der Architektur war die Lage am
Anfang anders. Da es auf diesem Gebiet - wie schon
erwihnt - keine Avantgarde gab, hatte das zweierlei
Folgen. Die ersten Impulse zu einer Anderung der
Architekturauffassung kamen von der bildenden
Kunst; der Suprematismus (Malevi¢ u.a.) und der
Konstruktivismus (Tatlin, Rodéenko) haben die Ge-
burt der neuen Architektur geprigt. Die andere Fol-
ge war, daB bei dem Mangel an dhnlich politischen
Verbiindeten auf dem Gebiet der Architektur, die neue
Regierung nur auf die Mitarbeit mit den Représen-
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tanten des “ancien régime” angewiesen war. Ein Teil
der vorrevolutiondren Prominenz war zur Zusammen-
arbeit bereit. Es waren Architekten wie Séusev,
S¢uko, Sechtel, Semenov, Fomin, Iljin, Tamatian und
Zoltovskij, die vor 1917 hauptsichlich fiir den Adel
und die reichen Kaufleute gearbeitet hatten.

Die oben gestellte Frage der Kontinuitét auf der
“realen” Ebene betrifft gerade das Engagement die-
ser Architekten fiir das neue Regime und die Rezep-
tion ihrer Arbeit unter den neuen Umstdnden. Mein
Beitrag iiber das Werk der Architekten Zoltovskij und
Séusev geht auf die Frage der Kontinuitit ein.?

Vorrevolutionédre Karriere

Als 1917 die Revolution ausbrach, war Zoltov-
skij fiinfzig Jahre alt. Damals hatte er bereits eine
Karriere als mafigebender Architekt und bekannter
Architekturlehrer aufgebaut.

Nach seinem Studium an der Kunstakademie
in St. Petersburg (1887-98), fiir das er mit einer Gold-
medaille ausgezeichnet wurde, ging Zoltovskij 1900
nach Moskau. Dort lehrte er an der Stroganov-Schu-
le, widmete sich dem Bauen und reiste nach Italien
und England. Zwei seiner Moskauer Bauten kenn-
zeichnen deutlich seine Architekturauffassung.
Zwischen 1903 und 1905 wurde nach seinem Entwurf
das Gebéude fir den Reitverein errichtet. Zoltovskij
hatte den Wettbewerb, der einen Entwurf im “Goti-
schen Stil” forderte, gewonnen. In Eigen-Initiative
arbeitete er jedoch eine klassizistische Variante aus
und {iberzeugte die Jury von der besseren Qualitét
des zweiten Entwurfes. Das Gebdude wurde dann
auch nach diesem Plan ausgefiihrt: in spielerischem
Neoklassizismus mit palladianischen Motiven,
moglicherweise inspiriert durch den Vater des engli-
schen Neoklassizismus, Robert Adam.

Das zweite Bauwerk ist die Villa des Industriel-
len Tarasov in Moskau (Tolstojstraf3e). Sie erinnert
an einen stattlichen renaissanceartigen Palast: klas-
sische Ordnung und Detaillierung der Fassaden,
Rustika und ein ausladendes Gesims. Dies ist nicht
so erstaunlich, da das Haus Tarasov eine buchstébli-
che Kopie des Palazzo Thiene in Vicenza von An-
drea Palladio ist. Die Inspirationsquelle dieser
Entwiirfe sollte Zoltovskij fortan charakterisieren:
die klassische Tradition, vor allem die Renaissance
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1. AV Scusev: Ausstellungspavillon fiir Biennale in Venedig,
1913

und Palladio. Hierdurch wurde auch seine Position
innerhalb der Moskauer Architektenwelt bestimmt.

Aleksei Viktorovi¢ S¢usev war zum Zeitpunkt
des Ausbruchs der Oktoberrevolution 44 Jahre alt.
Auch er studierte in St. Petersburg, ebenso wie die
anderen “alten Meister” Fomin und S¢uko. Wihrend
des Studiums kam S¢usev in Kontakt mit den An-
hingern des Russischen Stils (u.a. I. Petrov), die ihn
sehr beeinflut haben. Obwohl auch er im klassizis-
tischen Stil entwarf, sind seine wichtigsten vorrevo-
lutiondren Bauten inspiriert durch die altrusssiche
Architektur. Zwei Kirchen, der russische Pavillon auf
der Biennale in Venedig und der Kasaner Bahnhof
in Moskau machten Susev zum wichtigsten Repré-
sentanten dieser kleinen Stromung.

Die Revolution und die Architektur

Die Revolution hatte die bestehende Ordnung
in RuBland griindlich erschiittert. Trotzdem verlie-
fen die Karrieren von Zoltovskij und Séusev in die-
sen unruhigen Jahren relativ gut. Auf Empfehlung
von Lenins Bildungsminister Lunacarskij wurde
Zoltovskij als Inspektor dem Team “Neues Moskau”
angeschlossen, das die nachrevolutiondre Rekon-
struktion Moskaus vorbereiten sollte. Der Leiter die-
ses Teams war sein Kollege Séusev. In einem Brief
an Lenin schrieb Lunagarskij, daB Zoltovskij der
beste Vertreter der “kiinstlerischen” Architektur
wire.* Als im selben Jahr (1918) der Kunstunterricht
reorganisiert wurde, bekamen Zoltovskij und S&u-

2. AV Scusev: Lenin Mausoleum, definitive Version, Moskau
1929-1930

sev an der Architekturfakultét jeweils ein Atelier. Eine
dritte Aufgabe erhielt Zoltovskij an der Abteilung
fur Bildende Kunst (IZO) des Kulturministeriums.
Er wurde Leiter der Moskauer Unterabteilung Ar-
chitektur. Aber an diesem durch Lunacarskij geschaf-
fenen Institut waren die meisten Stellen durch Avant-
gardisten besetzt, die wenig mit dem renomierten,
akademischen Architekten gemein hatten. Die Rei-
bungen blieben dann auch nicht aus, und der Minis-
ter griff ein: 1919 wurde eine selbsténdige Architek-
turabteilung eingerichtet mit Zoltovskij an der
Spitze.> Dort wurden unter anderem die Bauprogram-
me und Wettbewerbe, die von der zentralen Behdrde
entwickelt wurden, bearbeitet. Auf diese Weise wur-
de Zoltovskij fiir kurze Zeit (bis 1923) eine Art Kon-
trolleur der Architektur im neuen Sowjetstaat, ohne
sich eigentlich besonders politisch zu engagieren. Er
folgte vor allem seinen eigenen Architekturauffas-
sungen, die einen vorrevolutiondren Ursprung hatten.

Auch S&usev hatte derzeit eine bedeutende Po-
sition erworben. Er wurde 1922 zum Vorsitzenden

des Moskauer Architektenvereines (MAO - Moskovs-
koje Architekturnoje Obs€estvo) ernannt, der - si-
cher seit dem Regierungswechsel von Petersburg
nach Moskau - der einflussreichste im Land war.

Es stellt sich die Frage, wie dies moglich war.
Revolutiondres Engagement ist von beiden Architek-
ten nicht bekannt. Wenn dies der Fall gewesen wire,
darf man annehmen, daB Zoltovskij und S&usev in
ihren spiteren Schriften dariiber berichtet hétten,
ebenso wie ihre Biographen aus der fiinfziger Jah-
ren. Der Grund fiir die Kontinuitét ihrer Karriere (und
zahlreicher anderer Kollegen) ist eher in der Haltung
der Partei und der Behorden zu suchen. So sah der
Bildungsminister Lunacarskij die linke Avantgarde
in der bildenden Kunst derzeit als politisch-Verbiin-
deten, aber keineswegs als Triger der neuen Kunst
der zukunftigen klassenlosen Gesellschaft. Hin-
sichtlich der Architektur war seine Meinung aus-
geprégter: der vorrevolutionére Klassizismus war die
richtige Architekturauffassung, die die besten kiinst-
lerischen Traditionen in sich trug und dadurch fur
die Reprisentation der neuen Gesellschaft durchaus
geeignet war.

Die Kulturmafinahmen der bolschevistischen
Regierung waren nicht - wie es der Avantgarde vor-
schwebte - auf einen Bruch mit der Vergangenheit
gerichtet, sondern betonten eher die Kontinuitét “der
besten kiinstlerischen Traditionen”, die mit dem
neuen Inhalt der klassenlosen Gesellschaft ver-
schmelzen sollten. Als Vorbild konnte man das Denk-
malpflege-Gesetz, oder das Eingreifen von Lenin
gegen den Prolet-Kult nennen. Von dieser Seite hatten
Zoltovskij, Séusev und ihre Kollegen wenig zu be-
fiirchten: man liess ihnen ihre Handlungsfreiheit -
so lange sie sich nicht in die Politik einmischten, was
sie auch nicht taten.

Die praktische Auswirkung 1920-1924

Nach der zweiten Reform der Kunstschulen
1920 entstanden die VChUTEMAS, und in einer der
drei Ateliergruppen lebte die akademische Tradition
unter Leitung von Zoltovskij fort. Seine Mitarbeiter
waren u.a. S¢usev, Kokorin, Norvert, aber auch Leo-
nid Vesnin.” Obwohl der Einfluf} dieses Ateliers auf
die Studenten zunehmend kleiner wurde, verschwand
die traditionalistische Architektur und das BewuBt-
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sein der Kontinuitit der vor kurzem abgeschwore-
nen Vergangenheit nie vollstindig aus dem Unter-
richt.

Eine ausgesprochen steuernde Mafinahme, um
die Architekturentwicklung nicht aus der richtigen
Bahn gleiten zu lassen, war Zoltovskijs Eingriff in
den Wettbewerb fiir den Palast der Arbeit 1923. Es
sah danach aus, als wiirde der erste Preis an die Brii-
der Vesnin - mit einem absolut konstruktivistischen
Entwurf - gehen. Dank Zoltovskij wurde der erste
Preis jedoch an N. Trotzki vergeben, der ein Projekt
im Geiste der byzantinischen und altrussischen Bau-
kunst vorgeschlagen hatte.

In den ersten Jahren nach der Revolution gab
es nur wenige grofle Auftrige zu verteilen. Der be-
deutendste war wahrscheinlich das Projekt fiir die
Landwirtschaftsausstellung in Moskau 1923. Sie war
ein Ereignis nicht ohne politische Bedeutung, die die
neue Agrarpolitik unterstiitzen sollte. Fiir das stidd-
tebauliche Konzept wurde ein beschrénkter Wettbe-
werb ausgeschrieben, den Zoltovskij gewann. Auf
diese Weise erhielt er die Leitung des Teams fiir den
Aufbau der Ausstellung. Das stidtebauliche Konzept,
das Torgebéude und einige Pavillions entstanden
unter seiner Hand. Der Hauptarchitekt der Ausstel-
lung war Séusev; von den anderen “alten Meister”
hatten sich Sechtel und S¢uko beteiligt. Zoltovskijs
Entwurf fiir das Ausstellungsgelénde ist eine Kom-
bination aus klassizistischer, axialer Ordnung und
einer malerischen Landschaftskomposition. Der mit-
tlere Teil mit dem grofen Innenhof und dem dahin-
terliegenden Griin wird durch die Hauptachse be-
herrscht. Die wichtigsten Pavillons sind daran mittels
Nebenachsen angeordnet. Eine Reihe von Abwei-
chungen von dieser streng-axialen Ordnung sorgt
jedoch fur eine gewisse Auflockerung und nimmt
dem Konzept somit die akademische Starrheit.

Die Architektur der Pavillions war durchgehend
klassizistisch. Nur wenige (Melnikov, Gladkov) wi-
chen deutlich davon ab. Aber die Gebiude, die als
Folge des Materialmangels meist aus Holz, Leinen
und Gips errichtet wurden, hinterlassen keinen allzu
akademischen Eindruck. So ist z.B. das Torgebiude
von Zoltovskij bei dem Haupteingang sichtbar von
einem kaiserlich-romischen Triumphbogen abgelei-
tet. Durch die Ausfiihrung in einer “nackten” Kon-
struktion - ein transparentes Geflige aus hélzernen
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3. LV Zoltovskij: Haus Tarasov, Moskau 1909-1910

Brettern - atmet es jedoch den Pioniergeist der er-
sten Jahre der Sowjetregierung. Méglicherweise kann
man dies jedoch auch mit den hélzernen Lauben aus
den Girten des 18. Jahrhunderts in Verbindung brin-
gen - bei Zoltovskij weil man das nie! Nichtsdesto-
weniger ist es eine Tatsache, daf} diese Ausstellung
in ihrem stédtebaulichen und architektonischen Auf-
bau durch die Auffassungen der vorrevolutiondren
Architekten bestimmt wurde.

Am 21. Januar 1924 stirbt Lenin. Einen Tag
spiter beauftragte die inzwischen gebildete Trauer-
feierkommission S¢usev mit dem Entwurf fiir ein
provisorisches Grab. Susev entwarf eine vierstufi-
ge holzerne Treppenpyramide, die in ihrer Einfach-
heit an die Kompositionen von Malevi¢ erinnert, sich
in threr Konzeption jedoch durchaus davon unter-
scheidet - Séusev ging von einen alten Grabmalty-
pus aus. Dies wurde sichtbarer, als er im Mai des
selben Jahres den Auftrag fiir ein semi-permanentes
Lenin-Mausoleum erhielt. Sein Entwurf basierte auf
der antiken Grabmaltypologie: ein rechteckiges stu-
fenartiges Volumen, mit Tholos bekrént. 1929, als
die Entscheidung fiir ein definitives Mausoleum fiel,
wurde wiederum S¢usev mit einem Entwurf beauf-
tragt.® Lenins Grabmal kann ohne Zweifel als die
ideologisch-wichtigste architektonische Aufgabe in

. ]

4. LV Zoltovskij: Haus der Sowjets in Machac-Kala, 1926-1928

der ersten Hilfte der zwanziger Jahre genannt wer-

den, und es ist kennzeichnend fiir die Position der

vorrevolutiondren Architekten, daf} einer aus ihrer
Mitte, und nicht jemand aus der autkommenden Ar-
chitektur-Avantgarde, den Auftrag erhielt.

In der Defensive

Zoltovskij ging 1923 nach Italien. Als er 1926
zuriickkam, schien sich die Architektur in der Sow-
jetunion doch in eine “falsche” Richtung zu entwik-
keln. Die Traditionalisten wurden in die Defensive
getrieben. In ihrer Verteidigungshaltung entwarfen
sie mitunter auch - probeweise - im “modernen Stil”,
um nicht aus dem Architekturmarkt verdringt zu
werden. Das Projekt fiir das Telegrafenkantor in
Moskau von Susev, dessen Gebiude des Sanato-
riums in Macest und des Koopinsojuzes (spéter Mi-
nisterium von Landwirtschaft) in Moskau gehoren
zu den bekanntesten Beispielen. In den ersten zwei
Wettbewerben erhielt Stusev selbst - vor den Ge-
briidern Vesnin - den ersten Platz. S¢usev war in sol-
chen Angelegenheiten pragmatisch, oder besser
gesagt opportunistisch. Bei dem Wettbewerb fiir die
Leninbibliothek in Moskau (1928) presentierte er
zundchst einen historisierenden Entwurf;, aber dann,
von der Jury aufgefordert, reichte er ohne Anderung
des Grundrisses eine moderne Variante ein. Das Ge-
biude wurde schliefllich nach dem geméBigt klassi-
zistischen Entwurf von S¢uko und Gelfrejch gebaut.
Auch sie hatten ihren Plan “modernisiert”, jedoch
weniger radikal als S¢usev.®

Auch Zoltovskij und seine Mitarbeiter (Golc,
Kosin, Parusnikov, Sobolev) konnten diesem Dilem-
ma nicht entgehen. Einerseits blieben sie ihren eige-
nen Auffassungen treu, andererseits hatten sie doch
kleinere Versuche unternommen, sich in einer ande-
ren Architektursprache auszudriicken. Das einzige

realisierte Beispiel fiir die obengenannte Einstellung
ist das Gebdude des Kesselhauses und der Pump-
station Moges (1929) in Moskau. Wahrscheinlich war
es der utilitdre Charakter des Objektes, der in Zol-

“tovskijs Augen eine derartige Anndherung an den

Konstruktivismus zulieB. Er verwandte moderne
Materialien wie Glas, Beton und Stahl und versteck-
té diese nicht hinter einer klassizistischen Formge-
bung.

Das zweite Projekt im Stil der Neuen Sachlich-
keit - ebenfalls funktions-orientiert - war die Ein-
sendung fiir den Dneprogres-Wettbewerb, ein Stau-
damm mit hydro-elektrischer Zentrale. Aber so wie
bei dem Wettbewerb fiir den Reitverein sandte Zol-
tovskij auch hier eine zweite Variante ein: histori-
sierend, mit einer vom Dogenpalast in Venedig ab-
geleiteten Fassade. Diese zweite Variante wurde
scharf kritisiert, selbst im Parteiblatt “Pravda”. Der
schlieBliche Gewinner des Wettbewerbes war Viktor
Vesnin.

Die zwei funktionalistisch erscheinenden
Entwiirfe blieben ein Intermezzo im Oeuvre Zoltovs-
kijs, denn zur gleichen Zeit seines “Kniefalls” vor
der modernen Bewegung entstanden zwei Gebdude
aus seiner Hand, die beide seine Liebe fiir dltere ita-
lienische Architektur bezeugen. Kurios ist das Haus
der Sowjets in Machagé-Kala (1926-28) in der Teilre-
publik Aserbaidschan. Der Entwurf ist eine Kopie
der Villa Farnese in Caprarola von Vignola aus der
Mitte des 16. Jahrhunderts. Zoltovskij untersuchte
scheinbar die Brauchbarkeit der Renaissancemodel-
le fiir die Sowjetarchitektur. Die Fassade ist an die
einheimische Tradition angepalit - keine klassische
Detailierung, sondern eine glatte Wand mit Fenster-
formen aus der islamischen Architektur. Der Innen-
hof ist wiederum nach italienischem Vorbild ausge-
fiihrt. In Vignolas Entwurf war eine bestehende
fiinfeckige Bastion Anlaf fir die besondere Form
der Villa; Zoltovskij hatte keinen vergleichbaren
Anlaf. Dal} diese merkwiirdige Mischung von ita-
lienischem Manierismus mit islamischen Motiven
von den Parteivorsitzenden akzeptiert wurde, zeigt,
daB es innerhalb des Obrigkeits- und Parteiappara-
tes stets Menschen gab, die in der aufblithenden
Avantgarde eine falsche Richtung sahen.

Dasselbe kann man iiber Zoltovskijs Sieg im
Wettbewerb flir die Gosbank in Moskau (1927) sa-
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gen. In den Einsendungen fiir den Wettbewerb wa-
ren verschiedene Auffassungen vertreten. So gab es
auch eine Einsendung von Séusev in einem konstruk-
. tivistischen Mantel. Trotzdem wurde der renaissan-
ceartige Entwurf Zoltovskijs ausgewahlt.

Die Gosbank ist weniger eigensinnig als das
Gebiude in Machad-Kala. I entgiiltigen Entwurf -
in der ersten Version wurde noch ein italienischer,
mittelalterlicher Wohnturm vorgeschlagen - blickte
der Architekt auf die Palazzo-Architektur des Quat-
trocento zuriick, namentlich auf den Palazzo Picco-
lomini in Pienza und den Palazzo Ruccelai in Flo-
renz. Die Ausfithrung ist jedoch zeitgemifer. Die
Fassade ist nicht aus MNaturstein, sondern aus Putz,
der durch seine ockerbraune Farbe wie Naturstein
wirken muBte. Die Bogen im Inneren bestehen aus
nichttragenden Puztkonstruktionen. Das Kranz-
gesims ist wegen der Brandschutzvorschriften aus
bewehrtem Beton. Die Avantgarde-Architekten wa-
ren itber dieses Gebdude entsetzt. Aber Chiger
erwihnt auch einen unter Pseudonym geschriebenen
Brief an die konstruktivistische Zeitschrift “Sovre-
mennaja Architektura”, '°in dem die Rede von dem
“bezauberndem Eindruck” des Ganzen ist und in dem
behauptet wird, dafl ein Représentant der alten Rich-
tung viel zum Konstruktivismus beitragen kann."

Das Endes des Streites, eder zuriick zu
der Tradition

Das Wetteifern zwischen den modernen und den
traditionellen Auffassungen in der Architektur spitzte
sich am Beginn der 30er Jahre mit dem Wettbewerb
fur den Sowjetpalast zu. Nach einem beschrinktem
Wettbewerb 1931 wurde im gleichen Jahr ein offe-
ner Wettbewerb ausgeschrieben. Im Januar 1932 hielt
Lunagarskij eine Rede, die méglicherweise denAus-
gang hervorsagte. Er pries darin die klassische Bau-
kunst als Schonheitsideal. Uber den zukiinftigen
Sowjetpalast sprechend legte er den Nachdruck auf
dessen monumentale und reprisentative Funktion.
Das Gebaude muBte von der Grofie und Macht des
Proletariats zeugen - die Menschheit sollte sehen,
“wie wir einander verstehen”."

Am 28. Februar 1932 wurde das Ergebnis be-
kannt gemacht: Drei Einsendungen wurden primiert
- die von Zoltovskij, Hamilton und Iofan. Alle diese
Projekte waren akademisch und mehr oder weniger
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traditionalistisch. Der Entwurf von Zoltovskij zeich-
nete sich noch am ehesten durch eine “naturalisti-
sche”, historisierende Gestaltung aus. Sein Plan be-
stand aus einem kolosseumartigen KongreBsaal, auf
der rechten Seite flankiert von einem Innenhof mit
Kolonnaden und einem Turm als Blickfang, und auf
der linken Seite von zwei Verwaltungsgebéuden, von
denen eines mit einem tempelartigen Aufsatz be-
kront war. Die Ordnung und Detaillierung verrit wie-
derum Zoltovskijs Vorliebe fiir die Renaissance.
Séusev hatte sich in der ersten, geschlossenen
Runde mit einem modernen Projekt beteiligt. Fiir die
zweite, offene Runde zeichnete er ein historisieren-
des Projekt, mit dem er jedoch keine offizielle Aner-
kennung erhielt. Die gemeinschaftliche Einsendung
von S¢usev und Zoltovskij fiir die dritte Runde des
Wettbewerbes war ebenfalls ohne Erfolg."

Schiufibetrachtung 5
Fiir die Beurteilung von S¢usevs und Zoltovs-
kijs Position in der Russischen Architekturwelt ist

schlieBlich ihre wenig erfolgreich Teilnahme an dem
Sowjetpalast-Wettbewerb von geringer Bedeutung.
Wichtiger war das Ergebnis der zweiten dffentlichen
Runde in Februar 1932, wo Zoltovskijs Entwurf mit-
bekront wurde. Dieses Ergebnis machte den neuen
kulturpolitischen Trend, der alle Gebiete der Kultur
grundsitzlich dnderte, offensichtlich. Die Jury be-
absichtigte keineswegs die pramiierten Entwiirfe fiir
den Bau vorzuschlagen, die Bekronung hatte nur
einen symbolischen Wert. Es ging vor allem um ein
Signal, das die Richtung des Entwurfes fiir den
zukiinftigen Palast angeben sollte.

In diesem Kontext hatte Zoltovskijs Entwurf”

gute Dienste geleistet, da er die klassische Tradition
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buchstiblich verkdrperte, ohne dafl man wirklich den
Bau des Palastes in Zoltovskijs “naturalistischen”
Historismus im Betracht zog.

Die Karriere beider Architekten zeigt, daf} sie
(und nicht nur sie) in den bewogenen zwanziger Jah-
ren die Triger der Kontinuitét der traditonellen Ar-
chitekturauffassung waren; selbst haben die beiden
die Entwicklung und die kulturpolitische Wende nicht
beeinflufit. Aber sie waren fiir die Partei der Beweis,
dalB es neben der Avantgarde immer noch eine ande-
re Richtung gab. Sie wurde die Prizedens und die
Alternative.
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Rusko - od predvaleéného Klasicizmu k socialistickému realismu

Mezivaleéné d&jiny sovétské architektury jsou vymezeny
polaritou moderni architektury se socialistickym realismem. Tato
polarita je tak vyraznd, Ze ostatni vyvojové nuanse jsou sotva
viditelné. Z téchto davodi nebylo vénovano pfili§ pozornosti
skryté kontinuité neoklasicistickych tendenci dvacatych let.

Neoklasicizmus hral v pfedrevoluéni architektuie Ruska
vyznadnou roli. V letech 1910-1915, kdy v ruském vytvarném
uméni dochazi k rychlému rozvoji avantgardnich koncepti, byl

v architektuie aktudlni neoklasicizmus a v menS$i mife tzv. rus-
ky styl. Exploze levicové avantgardni aktivity po fijnové revolu-
ci méla svoje zdzemi v piedrevoluénim udobi. V architektuie
byla situace odli$nd, vyjma malé kubo-expresionistické skupiny
“Zivskulptarch”, nebyly nové koncepce architektury jeSt& vyvi-
nuty. Iniciativa byla v rukou vytvarnych umélet (Tatlin, Rod-
denko, Lisickij). V praxi to znamenalo, Ze novy reZim spolupra-
coval s renomovanymi architekty carského reZimu, jako napi.

177




Seusev, Fomin, S&uko, Semenov nebo Zoltovskij. Porevoluéni
kariéry Séuseva a Zoltovského mohou byt pfikladem vyznamu
tradiéné orientované architektury dvacdtych let.

LV. Zoltovskij (1867-1959) a A.V. Stusev (1873-1949)
patfili pred revoluci k prominentnim pfedstaviteliim moskevske
architektury. Zoltovskij vychazel z neoklasicistické, palladian-
ské orientace (osobiiak Tarasova, Moskva, 1910). Stusev byl
inspirovam tzv. ruskym stylem (rusky pavilon Biennale v Be-
natkach, 1914). Po revoluci byly oba ochotni spolupracovat s no-
vym rezimem a ziskali zdhy vyznamné funkce. Zoltovskij se
stal §éfem oddé&leni architektury na tehdej§im ministertvu kul-
tury a piidélenym inspektorem tymu rekonstrukee Moskvy. Ve-
doucim tohoto tymu byl S¢usev, ktery se stal v 1922 piedsedou
moskevského spolku architekti (MAQ). Oba architekti se podi-
leli na vyuce na VChUTEMASu.

K ziskani téchto pozic nebylo tieba aby architekti predsti-
rali avantgardné levicové nazory. Naopak, ministr Lunacarsky
doporugoval Leninovi Zoltovského prévé proto, Ze tento byl pied-
stavitelem neoklasické architektury. V prvni poloviné dvacatych
let preferoval stat jako zdkaznik tyto architekty nejen pro jejich
praktickou zku3enost, ale i pro jejich pojeti architektury, které
odpovidalo predstavam vedoucich funkciondid. Hlavni podil
Zoltovského a SSuseva na projektovani prvni zemédélské vy-
stavy (1923) nebo projekt Leninova mausolea (Séusev 1924-
1928) o tom svédéi.
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V druhé poloving dvacétych let, kdy avantgarda v archi-
tektuie dodasné prevladla, projektoval Seusev asto v konstruk-
tivistickém “stylu” (sanatorium v Macestu, budova Koopinso-
juzu, Moskva) a pti soutéZich sttidal nékdy pojeti architektury
podle okolnosti. Zoltovskij to délal zfidka. Jeho orientace na
italské 16. stoleti nebyla ptekdzkou v realizaci moskevské Gos-
banky (1927) v duchu italskych renesanénich paldct a mistni-
ho sovétu v Machad-Kale (AzerbajdZan). Budovu mistniho so-
vétu projektoval Zoltovskij podle pidorysu Vignolovy vily
Farnese v Caprarole.

Zacitkem tridcdtych let, kdy se kulturnépolitickd orientace
sovétského stitu rychle ménila, mohli oba architekti pracovat
bez velkych problémi podle svych tradi€nich principh. V dru-
hém kole soutéZe na Paldc sovéth (1932) ziskal Zoltovskij, ved-
le Hamiltona a Iofana, jednu ze t¥f hlavnich cen. Viechny tfi
projekty byly provedeny v akademickém duchu, Zoltovského
projekt byl nejvice vizéan na historizujici tvaroslovi. Udéleni ceny
Zoltovskému mélo hiavnd kulturndpoliticky vyznam. Zde §lo
o zdiraznéni tradice jako duleZitého zdroje inspirace pro sovét-
skou architekturu. Architekti jako Zoltovskij a Séusev tvofili
svym pojetim architektury alternativu k avantgardé. ZilezZelo
jenom na okolnostech, kdy stdt mél zdjem této moZnosti vyuZit.

Strategy of Socialist Realism (A comment)

Jan BAKOS

Stalin’s coming to power has been often inter-
preted by general historians'as a second termidor or
even as a kind of a hidden counter-revolution. Le-
nin’s Bolshevik party was being liquidated systemi-
cally and superseded by a new bureaucracy and post-
revolutionary pluralism, even if a limited one, was
replaced by a strict authoritarian regime after Sta-
lin’s coming to power. It is interesting and in a sense
significant that art historians interpret the develop-
ment of art during the transitional NEP period in
a quite different way. They do not emphasize
a rupture but, on the contrary, the continuity between
the post-revolutionary avant-garde movement and
socialist realism. Stressing the anti-individualistic
and utopian or even totalitarian nature of the Rus-
sian artistic avant-garde they often regard socialist
realism as a logical consequence and further deve-
lopment of the avant-garde programme.

According to Boris Groys,?Russian avant-garde
art came into being as a reaction to a traumatic ex-
perience of the death of God. Due to that, artistic
avant-garde in Russia got the shape of a mystic, ir-
rational and anti-progressive utopia. Its ultimate aim
was to save the chaotic world by creating a new and
highly organized one. Art was regarded as a main
vehicle for that. As a consequence, not only the avant-
garde artist was conceived of as a constructor or even
creator, but also works of art were understood as ve-
hicles for ideology and politics. In a sense paradoxi-
cally, that doctrine not only originated from con-
structivist idea but also resulted in a magic concept
of art. The religious intolerance of representatives
of avant- garde connected with that “religious” na-
ture led later to the liquidation of the artistic avant-

garde regarded as a dangerous rival by the ruling
Communist party, on the other.

In spite of deep and evident differences and
explicit polemics against modernism or formalism,
socialist realism can be regarded as a continuation
or even radical materialization of the avant-garde
doctrine, according to Groys. Socialist realism shared
with the avant-garde the principal task: the re-fa-
shioning the world through art and the creating a new
man by means of it. Art kept within the doctrine of
socialist realism its instrumental and projective na-
ture and its primary political mission despite all
stylistic differences. Socialist realism had only
a quasimimetic character. Realism played a role of
a strategic vehicle for hagiographic aims. Socialist
realism was realistic rather in a medieval sense of
the term, i.e. it was regarded as an instrument of rea-
lization of an idea, a dream or a desire on the one
hand and as identical with it in the other. Due to that,
a work of art was conceived of as a magic means
and an object of a political or ideological ritual, as
a new kind of icon. According to Groys, the cult of
tradition was also only an instrument of transcen-
ding history or changing the present into eternity. In
addition, not solely the concept of art but also the
status of the socialist realistic artist was very close
to the avant-garde conception. The artist was still
regarded as an engineer designing a new world and
forming a new man. Nevertheless, the artist was con-
ceived as a psycho-engineer in the first line, due to
the shift of emphasis on ideological indoctrination
in the socialist realism doctrine. Socialist realism not
only materialized the avant-garde programme, but
developed it to its extreme. Owing to the new dicta-
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torial doctrine Stalin himself was conceived of as
the greatest constructor of the new world and a new
man, and as a consequence also as the best of all
artists. Their task was only to guess, to illustrate and
to immortalize his ideas and desires.

As we see, Groys’s view can be characterized
in a sense as a Post-Modernist interpretation. In
a contrast to other researchers® who stress the conti-
nuity of artistic development from the post-revolu-
tionary avant-garde movement to socialist realism,
Groys based his interpretation on the idea of
a structural or functional correspondence between
two as far as style is concerned fully divergent artis-
tic conceptions. In contrast to that, interpretation by
Igor Golomstock* cannot be regarded as an anti-
Modernist in any case. He does not accept “the le-
gend of a wall of antitheses” between the avant-garde
movement and, as he calls it, “total realism” of the
thirties and speaks about a hereditary link” between
both phenomena. He acknowledges also the fact that
“the artistic avant-garde of the 1910s and the 1920s
first elaborated a totalitarian ideology of culture”.’®
In spite of that he refuses to regard the avant-garde
as the proper and main source “which opened the
way for totalitarianism”. He uses the term “totalita-
rian revolutions” that deeply changed the concept of
art, They gave birth to a ”megamachine”® of the to-
tal political control over culture. Owing to that, art
became a direct vehicle of political propaganda and
its principal function was to transform ideology into
convincing images. The fusion of politics and cul-
ture not only changed art into an obedient servant of
propaganda but resulted also in a concept of art as
an illustration of ideology. Furthermore, the concept
of art as a weapon in the ideological struggle and
a means of influencing masses inspiring them to
build up a new society resulted into the resuscita-
tion of tradition and established a monopoly of rea-
lism.

Nevertheless, sanctification of realism can be
explained neither by the dictator’s personal taste nor
by “reduction of all art to the level of mass tastes”
solely, according to Golomstock. Besides, socialist
realism was in no way identical with a photorealism,
despite a link connecting it with “the conception of
art as the faithful depiction of reality inherited from
the nineteenth century”. Art had to fulfil two main
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functions within the totalitarian cultural megama-
chine, i.e. to spread propaganda and to create a myth.
As a consequence, the conception of total realism
was of a contradictory nature. Its proper task was
“to express myth of an earthly paradise in a realistic
image” or, in other words, “to portray the joyful world
of an achieved utopia”. The contradictory concep-
tion of realism was closely associated with another
paradox of totalitarian ideology, i.e. with its dialec-
tical cult of historical tradition. Or, as Golomstock
put it, “for all its aspirations toward the future it (=
the totalitarian consciousness) always ... end up ga-
zing into the past”.” The dualistic conception of histo-
ry dividing it into two parts, a progressive and
a reactionary one, enabled socialist realism to legiti-
mize itself by means of tradition as well as to utilize
history for the purpose of the present. Owing to that,
the development of socialist realism can be recon-
structed, according to Golomstock, as a transition
from proletarian internationalism to undisguised
Russian nationalism on the one hand; and as a regress
from the Russian nineteenth century realism to the
imperial classicism on the other.

In comparison with Groys and Golomstock the
analysis of the logic of the totalitarian ideological
machinery presented by Martin Damus®is more con-
demning. According to the author, art in Nazism as
well as in s.c. Real Socialism was based on a gap
existing between social reality and political desires
of the ruling party. The disharmony and dissatisfac-
tion following that gap resulted in the need to mask
them. Due to that a programme of a harmonious
superstructure and a doctrine of an obligatory norm
supervised and controlled by state came into being.
As a consequence, the principal role art had to play
was disguising the discrepancy between politics and
social reality. To legitimate such a deceptive mis-
sion of art the conception of art as mirroring the s.c.
substance of reality as opposed to naturalistic de-
tails, was established. The artist was required to be
widely understandable, to adjust his works to the taste
of the lower social strata and to satisfy their emo-
tional desires. By means of such tricks the motion of
art as a vehicle of political propaganda and instru-
ment of ideological manipulation was mixed undis-
tinguishably with the concept of art as an emotional
and aesthetic satisfaction. In that sense we can speak

about an aestheticizing of politics by means of art
regarded as the way to mask a total control over life
and culture.

According to Damus, the totalitarian state
abused art as a vehicle of power. That led to a number
of paradoxes. On the one hand, totalitarian art was
conceived of as an art for the masses, on the other, it
was designed and fully controlled by state. On the
one hand, it represented a direct instrument of po-
wer, on the other, it pretended to be a continuation
of the traditional bourgeois realism, that can in no way

be regarded as a direct expression of political domi-

nation. On the contrary, works of art were conceived
of by the bourgeoisie as aesthetic objects on the one
hand and particular market products on the other. As
far as works of art under Nazism and real Socialism
are concerned, they were presented as aesthetic phe-
nomena exhibited primarily at artistic shows or dis-
played in museums and galleries, but commissioned
and financially supported exclusively by state insti-
tutions at the same time. As a consequence, a quasi-
realism came into existence. Political desires were
passed off as truth and idyllic surrogates were pre-
sented as the real world. In other words, art became
a vehicle of deception rather than a mirroring,
a delusion rather than an illusion. Furthermore, va-
rious visual arts expressed, according to Damus, to-
talitarian domination in a different way. In his view
architecture can be regarded as the most direct ex-
pression of totalitarian power.

Despite explicit disagreement about the exis-
tence of an universal totalitarian art’ Damus’s inter-
pretation correspond widely with an idea of Nazi-art
published by Berthold Hinz in his studies.!?As far as
the relation of totalitarian regimes to art is concerned,
both German scholars agree that those regimes abuse
and violate art. Hinz speaks even about abusing tra-
ditional art as an instrument of masking totalitarian
terror by means of stressing details. Due to that, the
resurrected bourgeois genre realism lost his origi-
nal function, i.e. to compensate for cruel real life,
and changed into an instrument of ideological brain-
washing.

It is well known, that the principle of confusing
the distinction between true and false, described very
precisely by Hannah Arendt,! played a crucial role
within the totalitarian ideology. According to Igor

Golomstock, totalitarian art can be regarded as a very
effective materialization of that principle. Blurring
the distinction between fact and fiction socialist
realism fulfilled the function of manipulation and
masking the true nature of the totalitarian system.
Nevertheless, the strategy of socialist realism did not
consist solely of the principle of indoctrination or
stimulation of the masses (e.g. to higher production
by the cult of labor) on the one hand, and the prin-
ciple of confusion mentioned above on the other. The
principle of simulation of the very contrary, the prin-
ciple of lie belonged to the system of tricks too. The
presented cult of art and artist, the sanctification of
an individualistic and gnoseologic realism or the res-
pect for humanist tradition put on display, disguised
the contrary nature of the totalitarian state and
masked the instrumental abusing of all values or sym-
bols. Boris Groys showed very convincingly that the
cult of history was but an instrument of pretending
immortality of the totalitarian present. Moreover, the
monopoly of the realistic style can be regarded not
only as a result of the educational mission of art, or
as a consequence of the taste of the new ruling oli-
garchy (or even of Stalin himself), but also as an
expression of the s.c. principle of a mimetic antithe-
sis defined by Rudolf Chadraba,?i.e. of an attempt
to get posession of the property and power of the
former ruling class by means of imitating its sym-
bols. All principles of the strategy of socialist rea-
lism mentioned above shared, the aiming at total con-
trol over people’s minds. The contradictions between
the concept of the artist as a creator on the one hand,
and as an obedient servant of the ideology on the
other; or the discrepancy between dogmas and their
vagueness that forced artists to look desperately for
their right shape; and the overemphasizing the im-
portance of art for life were extraordinary effective
means of tyranny.

Another example of the deceptive nature of so-
cialist realism was its pretended internationalism as
expressed by the maxim “socialist in content, national
in form”. In fact, the communist ideology was dis-
guised imperialist doctrine, that had its historical
roots in the Russian Slavophil tradition.” Socialist
realism as the vehicle of the disguised hegemonism
became more and more direct under the influence of
Nazism and the victory over it. In short, the shift
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from realism to classicism can be regarded also as
a shift from instrumental to expressive utilization of
history. As a consequence, socialist realism can be
conceived of as a kind of historical revival."*In other
words, it can be regarded as an expression of
a political restoration of pre-capitalist or pre-indust-
rial political and social structures by means of tradi-
tional artistic forms. As a consequence the following
question arises: What was the reason that socialist
realism preferred bourgeois values like individua-
lism and humanism or the educational and gnoseo-
logic function of art? The answer could be as fol-
lows: Both Nazism and Communism can be conceived
of as two attempts to catch up with western capita-
lism by means of pre-capitalist political or even so-
cial structures (e.g. dictatorship, tyranny, slavery
etc.). Due to that, the artistic historical revival repre-
sented by socialist realism can be regarded not only
as an instrument but also as a direct expression of
totalitarianism."

By way of conclusion, allow me to make the
following remark: In spite of the fact that both Hinz
and Damus rejected to identify art with aesthetic
autonomy and originality of form or expression of

!'Sec e.g. BRITOVSEK, Marjan: Stalin’s Termidor (Ljubljana
1984), or MEDVEDEYV, Roy A.: Stalin and Stalinism. (Slovak
translation Bratislava 1990)

2GROYS, Boris: Gesamtkunstwerk Stalin. Die Gespaltene Kul-
tur in der Sowjetunion. Miinchen - Wien 1988

3E.g. GASSNE, H. and GILLEN, E.: Zwischen Revolutionskunst
und sozialistischem Realismmus. KoIn 1979

4 GOLOMSTOCK, Igor: Totalitarian Art in the Soviet Union,
the Third Reich, Fascist Italy and People’s Republic of China.
London 1990. - On Russian socialist realism see also BOWN,
Matthew Cullerne: Kunst unter Stalin: 1924-1956. Miinchen 1991.
$1bid., pp. 2-28

¢Ibid., p. 91

7Ibid., the chapter on The Present, the Past and the Future
(inheritance and traditions), pp. 139-168

SDAMUS, Martin: Sozialistischer Realismus und Kunst im Na-
tionalsozialismus. Frankfurt a.M. 1981

On the discussion about the concept of “totalitarianism” see
SARTORI, Giovanni: The Theory of Democracy Revised. New
Jersey 1984 (Slovak translation pp. 194-204)
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an individuum, there was a kind of axiology implied
in their interpretations, that justified them to con-
demn Nazi as well as Real Socialist art as kinds of
degenerated art. In contrast to that, Igor Golomstock
refused to limit creative art to the avant-garde move-
ment and to disdain totalitarian art as a non-art, de-
spite his very critical analysis of the totalitarian ideo-
logical megamachine. And as for Boris Groys, he
gone up any sanctification of Modernism and did
not hide a certain appreciation of Stalin’s art. That
is why he re-constructed its genealogy till Byzantine
magic icons. Irrespective of keeping aloof from the
Slavophile interpretation of Russian Communism (by
N. Berdjajev) I. Golomstock as well as B. Groys share
certain sympathy with this empathic (and in a sense
secretely excusing) way of criticism of Communist
violence. Despite a shift of emphasis indicating dif-
ferent premises and intentions all above analyzed
interpretations share the convinction that the phe-
nomenon of totalitarian art is of great topicality.
However, the question is: Does it justify us to regard
Nazi-art or Socialist realism as “early forms of Post-
Modernism - albeit authoritarian ones”?'¢

WHINZ, Berthold: Die Malerei im deutschen Faschismus. Kunst
und Konterrevolution (Miinchen 1974), or Art in the Third Reich
(Oxford 1980)

" ARENDT, Hannah: The Origins of Totalitarianism. London
1958

2CHADRABA, R.; Influence, ou antithese. In: Studia Minora
Facultatis Philosophicae, F 14-15, Brno 1971, pp. 33-45

13See BERDJAJEV, N.: Pramene a zmysel ruského komunizmu.
(Russian original Paris 1955)

14See BAKOS, 1.: Lsti “sorely” (On the tricks of socialist rea-
lism), a paper at the symposium “Recidiva modernity”, Bratis-
lava, November 12, 1991

15 The art of Fascism, Nazism and Communism was compared
lately by Jan Tabor. See the cataloguc of the exhibition Kunst
und Diktatur. Architektur, Bildhauerei und Malerei in Osterreich,
Deutschland, Italien und der Sowjetunion 1922- 1956, Baden
1994.

16 See TAYLOR, Brandon: Post-Modernism in the Third Reich.
In: The Nazification of Art. Winchester 1993, pp. 129-143

Stratégia socialistického realizmu

Dejiny umeleckej kultiiry 20. storogia nemozno pine po-
rozumiet ked ich z(Zime na avantgardné umelecké prudy. Orga-
nicky do nich patria aj umelecké prejavy tzv. totalitnych rezi-
mov. Fafistické umenie, umenia nacizmu alebo socialisticky
realizmus predstavuju takpovediac komplementarnu zlozku kul-
tlry nasho storodia. Antindmia 19. storodia akademizmus ver-
sus modernizmus vystriedala antindmia avantgardizmy - totali-
tirne umenie. Avantgardy a umenie totalitnych reZimov tvoria
rub a lice jedného celku, odzrkadluji zdkladnii polaritu vysoko
industridlnej society, spor dvoch alternativ: Otvorenych a uzav-

retych, trznych a ideologickych, individualistickych a kolekti-"

vistickych socidlnych usporiadani. Vztah k politickej moci je
v totalitnych kultarnych doktrinach obnaZenej§i: Umenie sa
chépe ako priamy in$trument nielen ideologickej propagandy,
ale i ako bezprostredny prostriedok politickej manipulacie. Tato
funkcia priznand umeniu je mnohorako maskovand, predoviet-
kym predstieranim kultu umenia a umelca a realistickym, gno-
zeologickym umeleckym §tylom. Umenie totalitnych reZimov
predstavuje viak i $pecificki polohu umeleckych revivalov.
PouZiva jednak tie historické formy, ktoré si blizke jej hegemo-
nistickému zameraniu (imperidlnu rimsku antiku), jednak v3ak
i formy, ktoré maji zastriet jej antiindividualisticky charakter

_ (renesanény individualizmus, burZodzny Zanrovy realizmus).

Historizmy obsiahnuté v umeni totalitnych reZimov vSak nehra-~
jt iba §iste indtrumentalnu Glohu (maskovat pravii tvar umenia

e

hegemonie a manipuldcie). Majli aj priamej$i, “Uprimnej$i” vztah

k svojej politickej intencii: Prezradzaji reakénd, reStauraénii
povahu totalitnych reZimov. St jasnym prejavom snahy korigo-
vat anarchické désledky socialnych revolucii, ku ktorym doslo
po 1. svetovej vojne. KedZe sa uvedeny spor odohréval na péde
moderného individualizmu (na platforme Franctzskou revola-
ciou oficializovanej ideoldgie rovnosti) musel sa navrat k pred-
individualistickym Struktiram maskovat. Prostriedkom tohto
maskovania bolo i vlichocovanie sa vkusu niZ§ich socialnych
vrstiev. A nakoniec, ale nie naposledy, historické revivaly, cha-
rakteristické pre umenie totalitnych reZimov 20. storodia si
prostriedkami rehabilitacie a oslavy predkapitalistickych ¢&i pre-
industridlnych foriem, ktoré mali slGZit ako pomdcky boja proti
kapitalistickému individualizmu. Ale si¢asne mali maskovat, Ze
pred- industridlne formy, sentimentalny navrat do predkapitalis-
tického idylizmu boli rafinovanymi cestami odbtirania zaklad-
nych vydobytkov burZodznej revolicie.

Umeniu sa pritom pripisovala enormnd doleZitost, preto sa
prisne reglementovalo. I v tom sa zradil navrat k predkapitalis-
tickému $tat(tu umelca. Ale i tentoraz bol skutkovy stav - cha-
panie umeleckého tvorcu de facto ako puheho ilustratora aprior-
nych politickych sloganov - maskovany predstieranym kultom
umelca ako génia. Paradox jeho slobody spoéival v povinnosti
uhddnut neartikulované priania politickej moci. KedZe uspech
&inetispech zavisel od nevypoditatelnej lubovéle politickej moci,
manipulacia bola dokonala.




Sztalinvaros (Stalin Town). The Paradigm
of Socialist Town planning in Hungary. (A study of case)

Endre PRAKFALVI

“... the new Socialist ideology is expressed in
every urban-form (in Sztdlinvdros).”
Tibor Weiner, 1951

Sztalinvaros was described by its chief archi-
tect, Tibor Weiner, as “... the greatest creation of our
Sfive-year plan... and at the same time the first at-
tempt to build a new socialist town on virgin soil”.
Based on Soviet experience and in particular on Com-
rade Stalin’s directives for urban-planning in Mos-
cow, Weiner summarized the basic principles of town-
planning in three points. They were:

1. T Weiner: Party Headquarters, not realized version, 1951
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1. There are no “inner” and “outer” quarters...
The democratic nature of the socialist system is mani-
fested in the fact that all parts of the town are of
equal quality.

2. The “Town” and the “Industrial estate” are
two poles of an organic unity: the “Town-centre and
the main entrance to the Factory should stand in an
immediate relationship to one another.”

3. The structure and architectural resolution of -

the city should be suitable for all aspects of public
life, ranging from the individual and family spheres
through to the largest celebrations which draw to-
gether the entire community.

2. Sztilinvdros, Main Square, on the right the Stalin Statue,
model, 1952 (Plan: T. Weiner)

3. The Party Headquarters (on the left) and the p dical Center;,
about 1953 (Plans: 1951. Architects: T. Weiner, A. Ivdinka)

Planning and construction documentation from
Sztalinvaros gives a graphic insight into characte-
ristic contradictions between decldred principles and
practice, which often saw original ideals undergo sig-
nificant modifications “while at the same time main-
taining their integrity”. During the planning and con-
struction process there was an attempt to embrace
and define developments ideologically as well as
a parallel attempt to explain the improvisations and
corrections which occurred during the construction
and accommodate these discrepancies with the origi-
nal ideals. Everything had to be planned but be-
hind this stood the lack of planning and organiza-
tion.

Connected to the construction of Sztalinvaros
the Dunai Vasmii (Danube Steel-works), was required
to be in production by the end of 1953. Although
initially consisting of only a housing estate, the “citi-
fication” of Sztalinvaros, according to Weiner, be-
gan through satisfying “the needs of the populace”.
In deciding upon the siting of the steel-works,
a process in which no architects were involved, rela-
tions with Yugoslavia were a crucial factor.

At the beginning of the construction in 1950,
a primary objective was the reduction of the cost of
production beyond the national average, since, for
the first time, clusters of identical housing types were
to be constructed in one location. Buildings com-
pleted in the first construction cycle exhibited remi-
niscences of “Modernism”.

On the 7th of November 1951, a local initia-
tive saw the town take on the name of Stalin. Beyond

4. Szralin ut (Stalin avenue), about 1953

the fact that a ”Sztélinvaros” already existed in most
of the peoples’ republics, the political leadership
maintained that it was with the “personal contribu-
tion and support of Comrade Stalin that the town
has come into existence”. Naming the Steel-works
after Stalin was motivated also by the totally irra-
tional consideration that this would morally commit
the Soviet economic authorities to maintaining plan-
ning (the steel-works plans) and delivery deadlines.

The Parthaz (Party Headquarters), which re-
presented the first element of the FGtér (Main Square),
was already standing in 1951, although the master
town-plan was only completed in the Autumn of
1952. This followed a resolution of the Council of
Ministers in April 1951 concerning the development
of Sztalinvaros as a town. In relation to the expecta-
tions of Social Realism and the Propaganda, the
Parthéz itself was rather insignificant and without
bravado. Yet it also illustrated architecturally a clear
shift in a direction, opposed to earlier modernist
conventions. These expectations were realized at
a conceptual level:

“... the Minor Programme did not allow for
design of an enormous building which would express
the power of the party in its physical dimensions.
Thus, the designer had to heighten his inner socia-
list enthusiasm to resolve this modest building... The
intimate, inner courtyard and the onlooking corri-
dor provided brightly lit spaces for the workers and
at the same time ensured the feeling of forged bonds,
thus symbolizing the strength of the Party.”

In December 1952, the Director of the Orsza-
gos Tervhivatal (National Planning-Office) outlined
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5. The Main Square, model, 1953 (Plan: T. Weiner)

the master town plan to the Allamgazdaséagi Bizott-
sag (Committee of State Finance) and, in revised
form, to the Politikai Bizottsag (Politbureau). At this
time the construction of Sztilin ut (Stalin Avenue),
the major avenue connecting the main square and
the factory entrance, was at an advanced stage. This
was despite the fact that the Epitészeti Tandcs (Ar-
chitectural Council) only evaluated the plans in the
middle of 1953.

Tervhivatal (Planning Office) reported summari-
ly that the construction of the first socialist city in
our country should reflect the “superiority of the
socialist economic system and the power and goals
of the working class. For these reasons, the external
appearance and internal structure of the city should
express the happy life of the liberated working class
and demonstrate how the Party and the State, through
the city and its institutions, satisfies in every respect
the physical and cultural needs of the workers.”

Gradually the town structure and centre evolved.
The structural basis of Sztalinvaros was the inter-
section of three axes which formed the “natural lo-
cation of the town centre”. The three axes were:

1. The route from Budapest (the main transport
axis of the town).

2.The avenue ending at the entrance to the steel-
works (Sztalin Gt)

(The route for the May Day march.)

3. The route from the railway station.

This intersection should ‘“‘form the most impor-
tant quarter” of the town and develop a ”square-like”
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6. The Main Square, model, 1954/55 (Plan: T. Weiner)

character. It would contain the most important politi-
cal, administrative and cultural institutions, and in
addition “the statue of Comrade Stalin, leader of the
Béketdbor (People fighting for Peace) must be erec-
ted” here.

The Planning Office report dealt in detail with
the most problematic aspect of the design, the deve-
lopment of a vegetation-free main square. It pointed
out that the completed three-storey Party-Headquar-
ters determined the architectural context of the square
to such an extent that even a competition organized
by the Epitésiigyi Minisztérium (Ministry of Con-
struction) in May 1952 was unable to produce
a successful resolution. According to the program
of the competition, the six-storey apartment buil-
dings under construction on Sztalin ut had to be
stepped down to a two-storey height approaching the
square, so as not to harm the proportions of the Par-
ty Headquarters. Consequently, a decision was made
not to respect the height of the existing Party Head-
quarters. Weiner had also taken this problem into
consideration in an earlier emphasis of the impor-
tance of the 70 meters high spire of the Tanacshaza
(Town Hall) within the Sztalinvaros “skyline”. He
explained that although the Party Headquarters op-
posite was considerably smaller, the ideological con-
tent of the headquarters could not be expressed in
form or physical size. In contrast with L-shaped
forms of the Town Hall and the Palace of Culture,
the Party Headquarters sought to express its status
as a central free-standing mass, in the manner of

7. Jdnos Rdkos -Tibor Weiner: General Town-plan, 1955 (Party
realized)

Greek Temples. Even so, Weiner produced an alter-
native design in 1952 which integrated the building
within a larger unity.

The general plan and the critical reception of
the time gave architectural emphasis to the impor-
tance of the closure of the western side of the town -
a pseudo city wall - also: “the bastion-like articula-
tion of the perimeter residential-blocks gave a feeling
of strength and security.”

The design of the main square reached its peak
in 1953/54. In May 1953 a "Moscow Style” became
apparent. In connection with this, the Politbureau
stated their “agreement with a solution which em-
phasizes the tower, however it should be proved that
this should be a truly artistic creation crowning the
square, rather than something box-like.”

From a functional and aesthetic point of view
the massing of the elements for the public buildings
in the main square (Party Headquarters, Town Hall,
Palace of Culture, Museum etc.) was merely
a “variation” game. Following Stalin’s death (5th
March 1953), the conviction of Berija (July 1953)
and the election of Khrushchev as first secretary

- (September), plans drawn up in late 1953/early 1954

indicated the place previously earmarked for Stalin’s
statue as occupied by the Palace of Culture.

For an intellectual and stylistic lesson it is
worthwhile referring to the explanation which ac-
companied the plans of May 1953:

8. Sztdlinvdros, Nursery (Architects: D. Cserba, L. Medvedt)

“The main square is the centre of community
life in Sztdlinvdros... it should reflect the background
of the town s development and should be characteris-
tic of the atmosphere of the town as well... The statue
of Comrade Stalin, worthy of this immortal figure...
should be the central element for the composition of
the entire town... The strongest structural-axis is re-
presented by the route connecting the town-centre and
the factory... which appears as an 85 m wide avenue
and 35 m wide landscaped pedestrian strip complete
with a row of Stachanovists (Heroes of the Produc-
tivity Competitions) statues... The “high-rise” (i.e.
approx. 10 storey) Town Hall... is at the same time
a memorial... it carries the ideas of our Socialist
architecture and in its symbolism expresses the state-
order of our people’s democracy. In this sense the
gigantic corner columns of the tower raise an em-
blem depicting allegorical figures of the worker and
the peasant defending our national coat of arms
above the dynamic main-cornice to a height of over
fifty meters... The Main-square... the architectural
composition of the enclosure, adopting and deve-
loping late Baroque prototypes and forms of Hun-
garian folk-art... the use of segmented arches - all
Jform parts of an experiment. The traditional towers
of church architecture or towers of historic cities were
inappropriate as sources... because the size of the
tower in Sztdlinvdros does not guarantee the quali-
tative development which the Soviet towers give wit-
ness to (referring to the Soviet “skyscrapers” or “Sta-
lin Towers”). The giant order of corner columns




9. Sztdlinvdros, about 1955 (Looking north-east)

which binds together the entire tower is a purer in-
tellectual expression of the tower.”

At this stage it is worth adding to this evalua-
tion the opinion of a Hungarian theoretician of ar-
chitecture, Maté Major: “Society invests in archi-
tecture/art (“superstructure ” in Marxist ideology),
the task of propagating the ideology and protecting
its foundation and in accordance with the princip-
les of monumental propaganda, the architecture of
the present should transcend previous ages in the
positive representation of society. ”

The basic design and structure of Sztalinvaros
bears the stamp of both “ideal” and “authoritarian”
urban-planning. The city should have been able to
legitimize the political system that defined itself as
a novelty in history through its institutions and
through its architecture. Weiner expressed the basic
expectations and criteria in respect of Sztalinvaros
as follows: “the socialist town, the socialist people
and PEACE are being established with the wise lea-
dership and direction of our party - and of course with
the help of the Great Soviet Union.” From an icono-
logical point of view the Socialist City manifested

10. Sztdlinvdros, about 1955 (Looking north-west)

or would manifest itself through the founding of
a new city which expressed the socio-ideological goal
of a "world representative of happy, liberated, hu-
man dignity”. The socialist urban vision in 1950’s
Hungary would have had the “Secialist City” ap-
pear on the bank of the Danube as if it were the earthly
equivalent of St. Augustine’s “Heavenly City”.!

! Based upon an analysis of the sources, the case
of Sztdlinvdros could be compared to that of the re-
construction, alteration and intended urban-plan of
the capital, Budapest. Its design was a means for
expressing the unique importance of the town, that
is, to demonstrate the centre of Bolshevik power.

For a list of basic archival sources and secon-
dary works see: PRAKFALV], Endre: Elmélet és gya-
korlat épitészetiinkben, 1945-1956. In: Epitészet és
tervezés Magyarorszagon - Architecture and Plan-
ning in Hungary 1945-1956 (ed. Endre Prakfalvi et
al.), Exhibition Catalogue, Hungarian Museum of
Architecture, 1992, pp. 6-22.

Sztalinvaros ako paradigma stavby socialistického mesta v Madarsku

Sztdlinvaros bol najvelkorysejsi madarsky experiment na
vybudovanie socialistického novomesta. Uskutognil sa paralel-
ne s vystavbou stalinskych Zeleziarni v obdobi prvej péfro¢nice
socialistického planovaného hospodarstva, od r. 1949/50.

Zékladnd architektonicka Struktiira mesta bola vytydend tra-
sou sprievodov, ktory viedla od Hlavného namestia (bez akej-
kolvej zelene) - tam sa uvazovalo s umiestnenim sochy sadruha
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Stalina - aZ ku hlavnému vchodu tovarne. K tejto uréujlce;j linii
boli potom priradované ostatné, tzv. susedské stavebné jednot-
ky.

Z architektonicko-ikonologického hladiska sa v metdde
projekcie novomesta manifestovala idea vybudovat socialistic-
ké mesto ako pozemski obdobu Nebeského mesta, zasadeného
na breh Dunaja.

Czech Architecture of the Fifties - Unpleasant Memories

Pavel HALIK

If we observe architectural works of the Fifties:

and the monumental “Cities of Socialism” from the
perspective of our days, they seem interesting and
having some qualities the successive periods have
lost. There even exist parallels between the Fifties
and particular trends in contemporary post-modern
architecture. To the foreigners and the young’ gene-
rations these decorated and monumental forms may
appear pleasant (e.g. A. Rossi, 4 Scientific Autobio-
graphy, 1988). But their attitudes betray an ignorance
of the historical context, of the political and ideo-
logical background and the atmosphere of terror, fear
and anxiety that accompanied these works.

The ideology and methods of Socialist realism
have been taken over after the Communist upheaval
in February 1948 directly from the Soviet Union and
from the beginning imposed upon all artistic activi-

ties. The art was then considered by the Communist
regime an important tool of ideological propaganda
and architecture had to play the most importantrole
in it.

Between the wars there existed in the Czech
country (especially in Prague) a very active modern
movement connected with the main centers of the
European avant-garde. Politically left-oriented and
revolutionary, modern architects were expressing
themselves by constructivist geometrical forms
which represented for them the symbols of revolu-
tion. The leader and theorist of the Czech modern
avant-garde, Karel Teige, tried to interpret the cons-
tructivist or functionalist architecture ‘as a kind of
sociological sciences having to act as a tool for the
transformation of society. The modernism and mo-
dern forms were identified with the revolution.

1. “Socialist Town” Ostrava-Poruba, the general prospect (Meduna, Ctvrinicek a kol.,, 1951)




2. Ostrava-Poruba, the plan of the 1. and 2. district, 1952-
1953

But, since the arrival of the Communist party
to power, the architects of the avant-garde were forced
(mostly against their conscience) to apply historic
forms as the only one true expression of the victori-
ous working class aspirations. To many of them it
meant the fall into the threatening and irrational situ-
ation associated with uncertainty. Moreover, each of
them had to manifest before the public a creative
enthusiasm. In their projects they have been obliged
to use historical forms not only as decorative ele-
ments but as ideological signs and they had to de-
fend them before ideological committees and critics.
All history of the Czech country was reevaluated
from the Marx-Leninist point of view and articula-
ted in “progressive and reactionary” periods. Accor-
ding to the principles of the Socialist realism the prog-
ressive architectural forms could be drawn only from
“progressive” historical periods but for many former
avant-garde’ architects the choice was bound with
serious difficulties. There did not exist any official
direction about the selection of “progressive archi-
tectural forms”, the decision was left to architects
themselves and they were always uncertain in this
question. It was for example the folk architecture
that offered the models but the tasks that the archi-
tects in the Fifties had to face, concerned mostly
town planning activities of great dimensions. Huge
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3. JiFi Kroha, the family house of the architect in Brno, 1930

“cities of socialism” had been laid out in mining re-
gions (Ostrava, Most, P¥ibram and others) accor-
ding to the classicist principles and a monumental
appearance had been asked for them. In the Czech
country there did not exist almost any traditions for
them or precedent, so it was necessary to seek for
models in the Soviet Union. “The struggle for the
Socialist realism finds its great model in the Soviet
Union”, wrote one of its protagonist Jifi Kroha
(a former avant-garde’ architect). For this reason
a new review Sovétskd architektura (Soviet Archi-
tecture) was founded in 1951.

The functionalist and constructivist past of the
modern avant-garde was condemned as “cosmopoli-
tan” and reactionary, strange to the working class.
“Cosmopolitan architecture is an expression of the
hatred of the working people” (J. Kroha, 1951) So
each former modern architect had to feel guilty for
his sinful past.

The texts of speeches, lectures, articles, treati-
ses had then to manifest a high simplicity to be easy
understandable, often almost infantile and completely
ritualized. At the beginning of each text an apotheo-
sis of the Soviet Union and its great leader Stalin,

4. JiFi Kroha, office building, 1951

(Stalin’s care for mankind), then evaluation of the
progress reached on the way towards socialism in
our country and finally criticism. Sharp criticism was
addressed before all to those “who did not want to
renounce their cosmopolitan past”. In reality all of
the avant-garde’ architects had to play (willing or
not) a role of enthusiastic “constructors of happy
tomorrows”. The criticism was always too general,
never addressed a concrete person so as everyone
could feel involved and consequently threatened. The
intentionally maintained situation was permanent
uncertainty, anxiety and fear. It was not a question
of conscience; belief in socialism, loyalty to the re-
gime, enthusiasm, even the Communist party mem-
bership were not a sufficient guarantee against being
menaced by ideological criticism. In this atmosphere
public confessions and self-criticism played an im-
portant role in suppressing any self-esteem and re-
placing it by fear of the Power with its ideological
terror. So on the visible side of the situation there
was creative optimism and on the invisible side an-
xiety and fear. Today the living witnesses do not like
to remember the Fifties, those who were protago-
nists of Socialist realism in architecture as well as
those who acted under compulsion, both feel com-
promised.

In that situation there were two ways for the
former modernists how to face the ideological pres-
sure to which they found themselves suddenly ex-
posed.

On the one hand the reaction of some of them
was like something we could call the ideological

5. Josef Havlicek a Karel Honzik: the building of the General
Insuarance Institute, Prague 1929-1934

counter-attack, that is an aggressive manifestation
of communist faith and elan silencing any ideologi-
cal opposition.

On the other hand it was self-criticism and per-
sonal confession followed by repentance. Others
stood between these two polar positions.

The best example of the first approach repre-
sents the “National artist” Jifi Kroha. Because of his
Jjourneys to the Soviet Union before the war, he im-
posed himself as expert in this field, from the very
beginning acquainted with the ideological rethoric.
His speeches and texts are abundant in metaphors
celebrating the Soviet Union, Stalin, Soviet people
and the gigantesque process of construction and
modernization of the Soviet country. This rhetoric
consists of an enormous, almost wild accumulation
of adjectives celebrating Soviet achievements, or
condemning the capitalistic world, but we do not find
in these, as well as in other contemporary texts, any
valid information. Itis a question of ritual. Their aim
is to show the “progressiveness” of the authors. There
are some examples: “gigantesque construction, ra-
diant beacons, great magnificent ideas, the Soviet
people as the highest type of contemporary mankind,
the greatness of the constructors epoch, the dynamic
and creative force of the new growth, the radiant and
fascinating ideological content, the joyous and ele-
vating experiences of humanity, the grandiose ideas
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6. Josef Havlicek, the project of the Communist Party University
in Prague 1954

of greatness, beauty and happiness, the grandiose
ideological contents embracing the whole world,
Stalines care for mankind” ... and so on ... (for ten,
fifty or hundred pages, always this way). The last
part contains the obligatory criticism: in principle, it
is a condemnation of the cosmopolitan past and at
the same time, a warning and a threat. “It will be
necessary to denounce in the unwillingness (of the
adherents of modernism) the elements of the politi-
cal enemy... The adherents of cosmopolitan archi-
tecture cannot be only criticized but have to be de-
nounced as political offenders...” (From: National
artist Jiti Kroha, Architecture, interest and propriety
of the working people, Architektura CSR, 7-9, 1951
- Architektura zdjmem a majetkem pracujiciho lidu).

As an example of a self-critical confession
may serve the book of Karel Honzik, Architecture
for all ( Architektura viem, Praha 1956). Here is
a significant quotation condemning his and the avant-
garde’s cosmopolitan past: “It was even considered
as modern to demonstrate an ostentatious contempt
for tradition, history and monuments and we archi-
tects took part in an anarchist-leftist campaign, thin-
king that it was the way how to manifest our adhe-
rence to the social revolution. In contemporary
Europe, upset by the echoes of the Great October
Revolution, the very progressive ideas were indis-
tinguishably fused with destructive provocations,
which were in essence only the effects of the poison
of putrefied capitalism...” and so on...

This is the confession of an old avant-garde’
architect and theoretician who now could not find
almost anything sane in constructivist and functiona-
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7. Jaroslav Fragner, the power station in Kolin, 1929

list architecture (It may be of interest that his criti-
cism of modern architecture from the position of the
totalitarian Soviet ideology is in many aspects simi-
Jar to post-modernist criticism.) The author conside-
red it necessary to explain to the public, that is to the
working class (in reality to the party ideologists) that
he wants to have nothing in common with his sinful
past and to prove absolute loyalty to the regime. The
cosmopolitan avant-garde took the wrong way. Now
it must reorient all its efforts, denounce completely
its past experiences and condemn its modern works.
A short time later, when the cult of personality has
been disclosed by Khrushchev, Honzik rapidly
changed his attitude and proudly claimed his be-
longing to the left-wing avant-garde as if he never
had been compromised with socialist realism, for-
getting suddenly all his personal theoretical initia-
tive in the Fifties.

8. Jaroslav Fragner, the project of Party university in the periphery of Pankrdc, Prague 1954

Where did the category of ideological critics,
initiated into the secrets of the theory of the Socia-
list realism come from? They were people knowing
about the recent situation in the USSR and the Rus-
sian language. The groups of sharp critics (if we could
take them for critics, because it was the ideological
content of architectural work rather than its substan-
tial qualities) gathered mainly around the review
Soviet Architecture (from 1951 to 1955). Most of
them belonged to the younger generation and some
studied in the Soviet Union. With regard to their fresh
ideological knowledge, many older architects (former
modernists) were completely uncertain (even if they
were members of the Communist party).

“We must remove more rapidly all the obstac-
les... so as we could, in accordance with the model
of Soviet architecture, give back to that art, which in
our country has been plunged into the anti-ideologi-
cal mud of the interwar period, its very social impor-
tance.”.

In 1953 the 1st Conference of the newly estab-
lished Association of Czechoslovak Architects took

place in Prague. Here these critics have clearly shown
to the older avant-garde’ architects that the good will
did not suffice, that their past, even leftist, is a guilt
that had to be undone.

At the conference the offensive of ideological
criticism attained its climax. Members of the Asso-
ciation were charged to work “in the spirit of Socialist
Realism”.

We have presented some quotations of previ-
ous avant-garde’ architects to show their striving for
being appreciated by the new political and ideologi-
cal leaders. But the reply was not favorable: Critics
have seen in their speeches only “an influx of words
about ideological context, realism, formalism/.../ the
danger of using certain notions without understanding
their inner sense... The unity of our architects cannot
be replaced by some reconciliation between the so
called “rationalists” and “plastic functionalists™... Our
architect is neither a rationalist nor a plastic func-
tionalist but he is still burdened with the relics of the
past and they have to be be discovered here ... it is of
urgent necessity to analyse the works of our architects
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and to denounce the sane and insane tendencies ...
the present situation of our architecture is unsatis-
factory ... it will be necessary to attain high master-
ship ...” and so on (from: SovietArchitecture 4/1953).

Fortunately the atmosphere of ideological ter-
ror did not last long. It is almost incredible how ra-

Ceska architektura v padesatych letech -

V padesatych letech s ptichodem komunistické viady byl
v8em oblastem uméni vnucen socialisticky realismus, ne dosti
jasné definovany sloh, jeZ mel propagovat pokrokovost socialis-
mu. Byl to ideologicky sloh, uZivajici tradicionalistickych, his-
torizujicich forem, které méli byt srozumitelné lidu. Proto umélci
usilovali o ndzornost a to nejenom ve své tvorbé, ale i v teorii.
Ta byla silné ritualizovédna a v podstaté postradala informa&ni
hodnotu.
ktera rozvinula pred vélkou repertodr konstruktivistickych apu-
ristickych forem, jimZ pfisuzovala revoluéni vyznamy, levicové
orientovand, odvracena od historie, musela nyni tuto svou mi-
nulost odsoudit jako t&Zky hiich mladi. Musela zavrhnout mo-
derni “kosmopolitni” slovnik a nahradit jej slovnikem historic-
kych forem. Ani to vak nebylo jednoduché: sama historie byla
souzena z hlediska pokrokovosti nebo reakénosti jednotlivych
epoch a nebylo snadné vybirat. Byvali modernisté ztraceli jis-
totu a protoZe museli kaZdy sviyj architektonicky po&in zdtivod-
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pidly it faded away after 1956, its protagonists turned
out to be at once quite normal men, but until our
days, the Stalinist period still remains an unpleasant
memory and a permanent trauma for almost all of
its witnesses.

neprijemné vzpominani

fiovat pred ideologickymi soudci (okolo revue Sovétskd archi-
tektura, od 1951), citili se ohroZeni, zmoctioval se jich strach.
VSechny projevy byly doprovizeny ostrymi kritikami, které viak
nikdy nebyli adresné, proto, aby kazdy mél pocit, Ze se vztahuji
k nému.

Tomuto ndporu Celili byvali modernisté n€kolika zpisoby:
ideologicky agresivnimi projevy (Jif{ Kroha), sebemrskadsky-
mi autokritikami a zpovédmi (Karel Honzik), nebo {inikem k re-
konstrukcim historickych pamatek (J. Fragner, B. Fuchs). Byla
vybudovéna fada velkych “socialistickych mést” (Ostrava-Po-
ruba aj.), jejichZ autofi se v celkovych kompozicich Fidili ptimo
sovétskymi vzory, v domécich méstech stiedov&kého plivodu
nebylo lze najit monumentélni a imperiélni vzory, jako napf.
v Petrohradé.

Ze §lo o vnucenou situaci, v niZ panovalo napéti a strach,
ukdzalo odsouzeni “kultu osobnosti” Chru§éovem v . 1956, po
némz v neuvéfitelnd kratké dobé zmizel socialisticky realismus
ze scény.

Heroes and Victims. Some Remarks on the Typology of the Visual
Image in Slovak Fine Art from the Period of Socialism

Katarina BAJCUROVA

Where there are heroes, there are also the vic-
tims. Where the victims are, there are executioners,
too. After all, an executioner is nothing but a servant.

That is how we could explicitly paraphrase the
quintessence of what was going on as for art at the
time until lately labelled as “socialist”. My study has
a modest aim: on the example of three Slovak sculp-
tors and their selected works, to express three typo-
logico-situational comments on the history of Slo-
vak visual art in the years spanning from the end of
the 1940s until the 1980s. To outline how, in the gi-
ven social situation with its transformations, the cha-
racter of the visual image - shape was also changing.
How the character of the social and artistic function
of a work of sculpture became projected into its “cor-
poreality”. The basic sign and semantic code of the
cultural-historical setting of the work in the time are
also materialized in the visual shape of a statue as
human body. “The way to the mysteries of human
life leads through the body” - wrote Josef Kroutvor
in his phenomenology of the body, the physical re-
veals the psychic, “it extends the body into interper-
sonal and social spheres”.!

Situation I (Heroes). Since the *40s, Jozef Kost-
ka (born in 1912) was one of the most outstanding
personalities of Slovak visual art. His extensive work
grew hand in hand with its time, responding to its
changing demands. Consequently, it is a rare key to
the understanding of the paradoxes of its develop-
ment. Without having relinquished anything from its
artistic standards, its inward creative creed, it sur-
vived several totalities and took up its stand towards

them. Kostka was among the first artists to react
after 1945 to the coming changes in the social and
artistic statute of a work of art. Following an intro-
vert and chamber prologue, he turned to extravert
monumental sculpture, which in his apprehension is
a “natural expression of the social yearning after free-
dom and independence”.

The monument has since times immemorial
been the genre in which an aesthetic-ethical ideal of
social targeting has always found its most inherent
expression. It raised ideas and acts of individuals,
traits and events, important to the fate of mankind,
worthy to be preserved in the historical memory of
the descendants, on to pedestals. From 1946 to 1949
Kostka was at work on the Monument to the Slovak
National Uprising at Partizanske. It is rather inte-
resting to follow up the genesis of his idea, studied
in an unusual amount of preparatory sketches and
models. One of the principal traits of Kostka’s work
also found here its reflection: a romantic pantheism
of the metamorphosis of the natural into the human,
and vice versa. The monument in its essence is
a figural and spatial profile of mountain peaks. (In
the Slovak literature of romantic tradition this was
one of the characteristic tropes to designate the proud,
rebellious, unsubmissive nature of a popular hero).
In the final finish, the sculptor tones down some-
what this primary morphological sign- and metaphor-
bearing function, but leaves it to act in the arrange-
ment of a triangular compositional key of three
figures, locked closely together. In harmony with the
“everlasting” conservativism of the monument ima-
ge, it makes the scene “comprehensible”. Kostka
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searched for the form of his defenders with a down-
right obsession. He abandoned the expressive dic-
tion of his early work, reflecting the previous, fas-
cist regime. For an anonymous man in an anonymous
space, passively succombing to the adversity of des-
tiny, he subsituted a definite human beeing for an
individual character: a defender - a partisan. He ren-
dered his physical and psychic appearance which he
defined with pertinent attributes without descriptive-
ness and any passive statement of details. He set hero-
worship of a common deed, the connotation of
a struggle of the stronger with the weaker on whose
side is truth, into the centre of his concept. By means
of a dramatic motion and physical gestures of the
figure, he mediated the philosophy of a small na-
tion through the philosophy of a threatened, but de-
fending individual within the group. He has intro-
duced a precedence into Slovak sculpture: the image
of a hero. Much used and abused subsequently.

At the time of its origin, the monument had not
as yet achieved “a consistent fight for a realistic orien-
tation”, which was ushered in a few years later into
Slovak art in the form a normative, imported me-
thod of socialist realism. This image of a hero brought
Kostka the accusation of formalism (and indeed, the
sculptor truly succeeded here inventively to work with
means of artistic fiction, generalization and abbre-
viation which were - inadmissible)... And one of the
agile flag-bearers of the new method - later himself
its victim, and an adherent of all avant-garde - fer-
vently reproached Kostka s defenders with the ideo-
logically harmful glance to heaven... Nevertheless,
time and regime had willy-nilly to look with favour
at the monument and the type which Kostka had crea-
ted in it. This gripped Kostka’s heroes as symbols
anticipating in a programmed way the spiral of so-
cial progress. It embodied something the author could
not as yet foresee at the time he created it - the goal
of socialism, a joyful and happy present redeemed
with the blood of heroes...

The ’50s also drew Kostka into the situation of
“a social hypnosis without any alternative”. Although
Kostka did not lower himself, as many of his con-
temporaries, to the refined lies of dogmatism, yet
traces of the times and their aesthetic canon, striving
at peculiar effacement of the difference between art
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1. Jozef Kostka: The sketch for the Monument of the Slovak
National Uprising at Partizdnske, 1946

(i.e. its form) and life (i.e. content) in terms of the
“new unity”, did also affect his work.

Kostka’s awakening from the utopia of the ini-
tial stage of building up communism in the 2nd half
of the "50s made a greater impact on the sculptor’s
conscience. In the *60s he was one of the first daring
to see his “heroes” in an anti-heroic, anti-romantic
and anti-pathetic way. He detailed out his beautiful
and dignified, serious and courageous defenders in
an expression of shape and sign. He transformed
space into surface, a three-dimensional classical figu-
re, into a nonclassically robust two-dimensional sil-
houette. He turned his heroes into statues - traces,
signs of a tragic destiny.

Situation II (Victims). In the *60s, a young ta-
lent entered Slovak art - the sculptor Jozef Jankovi¢
(born in 1937). He was one of the authors who opened
to Slovak sculpture the road of “substantial recons-
truction”, opportunities for accepting the latest
trends and movements. A bold innovator, he succeeded
from the early ’60s iconoclast-like to seek in “no
man’s land” and to free himself from an a priori

2. Jozef Kostka: The Monument of the Slovak National Uprising
at Partizanske, 1946-1949

power of tradition, to reach out for stimuli that had
until then been taboo, proscribed. After a nonfigural
prologue, he became “an inherent figuralist”. But did
he come to be a figuralist whom socialist art needed
? Indeed by following criticism of dogmatism, the
interpretation of “socialist art” became extended, yet
not limitlessly. Solely ideological and socio-pragma-
tic corrections of work and authors, directed “from
above”, temporarily receded into the background.

Jankovi¢ dealt with the relationship of subject
and object, the irreconcilable duality of man and
world which gradually acquired in his work the form
of a relation of man and society. At first, he exami-
ned estrangement, an emphasized the tragic accent
on the individual human being in an inimical world
ona general, existential plane, joined toita historical,
but universal direction in order ultimately to alter it
into the topic of man’s estrangement and total po-
wer.

In the ’60s, Jankovi¢ brought into Slovak art
a new man - a sacrificed man. And even more - he
brought the victim into the chosen land, to the terri-
tory of monumental sculpture, the most pragmatic
and the most servile discipline. While the hero, as

3. Jozef Jankovié: “Victims warn!”, Sculptural group for the
Monument of the Slovak National Uprising at Banskd
Bystrica, 1964-1969

an integrated “holistic” man, steeled and forged in
battle and suffering, over which he is destined to
triumph, had to be defined by a figural physical shape
understood haptically and visually in a holistic man-
ner. The victim is an image of a different type. He is
not even a man any more, or one in proces of de-
struction, on the border of non-existence. But Jan-
kovi¢ dared to make the victim the central symbol of
our modern history - in the concept of the sculptu-
ral-architectonic monument to the Slovak National
Uprising in Banska Bystrica (he worked on it together
with architect D. Kuzma from 1964 to 1969). He was
the author not only of the central sculptural group
“Victims warn!” which he set as a categorical im-
perative into a narrow gap between two concrete
hemispheres of the monument, reminiscent of a rock
cleft by lightning, but likewise of this uniquely origi-
nal sculptural idea (in the following years he was
denied its authorship). Jankovi¢ disrupts the tradi-
tional “image of man” and in the concept of the
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project varies the basic, semantic and expressive prin-
ciples of his work. Indeed his central element is an
analogical image of man, his expressively wounded
physical core - that, however, becomes confronted
with further elements. Man disintegrates into frag-
ments, his most motile parts, the upper and lower
extremities. “Human corporeality” - “is here intro-
duced in an inferred, non-authentic, hence deformed
shape”.? But there are not simple casts of legs and
arms, but of casts of their clothing protection against
the outside whose symbolic function causes the “ef-
fect of estrangement”. It acquires just the opposite
meaning - turning into a powerless, non-living shape,
an object deprived of its original function. The sculp-
tural group is a drastically heaped up scrummage in
which disrupted bodily fragments meet with those
acquiring an extra-corporeal, object character.

The sculptor made use of a similar principle of
expression in his concept of the Monument of the
Slovak National Uprising at Kovacova (in coopera-
tion with architectA. Cimmermann in the years 1968-
1969). He created some sort of urbanized, architec-
tonic statues set on an alternation and unexpected
emergence of sequences. Fragments of extremities
pressed into brutally acting concrete become sug-
gestively revealed to the moving onlooker.

Jankovi¢ had recourse to a sacred heroic topic,
he did not glorify the tragedy, deprived it of its mo-
ral aureole, rid the uprising of pathos, did away with
the black-white antagonism existing until then be-
tween the acts of victors and victims of unnamed
individuals. He understood the ideological topic uni-
versally, anthropologically and pacifistically. There
in lay the essential politics of the statue and that is
why the normalizing regime had it removed and re-
placed with a harmless and impersonal, world-en-
circling universalism of the hammer and sickle... And
Jankovi&’s victims, after having lain for years on
scrap heaps, found a quiet corner within the com-
plex of the monument to the burnt-out village Ka-
liste...

Jankovié’s iconoclasm could not go unpunished.
It is rather peculiar that the regime in its cowardice,
this time could not turn against his works. It turned
against the author himself who was threatened with
life banishment for “his betrayal of socialist ideals”,
“his deviation from the method of socialist realism”,
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4. Jan Kulich: The Monument of the “FebruaryVictory in 1948”
at Bratislava, 1973. Condition before removing in 1989

“destructive tendencies”, which had again “brought
our art on to the blind track of formalism”.* Fortu-
nately the regime’s schizophrenic temperament did
not permit it to carry out Jankovi¢’s exodus in fact.
It permitted him to be further its living conscience...

Situation IIl (Executioners and servants). While
Kostka discovered the image of heroes for Slovak
sculpture, and Jankovig the idea of victims, sculptor
Jan Kulich (born in 1930) appeared on the Slovak
artistic scene as if for some other purpose. In order
to appropriate the former and adapt it to his own
image, and “to execute” the latter. Perhaps, Kulich’s
human and sculptural “teeming” would not be worth
of mentioning. After all, he was not the only liquida-
tor, inquisitor and guardian of the purity and truth of
socialist art, were it not for the fact that in his sculp-
tural “activity”, there grew up a very characteristic,
cultural-historical phenomenon of the times. The
times of “normalized totality” which in the *70s and

5. Jozef Kostka: Table of Civilization, 1967-1968

"80s called itself “real” or “advanced” socialism. In
Kulich’s personality there appeared an unusually
eager, enthusiastic, dedicated and obedient servant
of the regime, who again succeeded in placing man
(1) in the centre of his work and his image in art was
to educate all-round, versatile harmoniously deve-
loped builders of communism. His creative destiny,
however, rather supports the fact that “an artist may
occupy a key position in some movement or circle,
and yet may be a second- or third-rank artist”.*

As an “inherent realist” (who was this time al-
lowed to adopt “formal stylization™), he fulfilled in
an entirely peculair manner the basic, but revamped
premise of cultural policy of the *70s, which craftily
varied its models from the ’50s: the premise about
art, which ought to be “socialist in content” (party-
guided, class-like and popular) and “national in
form”. He created a special hybrid in which man -
the hero - is socialist in content (i.e. a worker, parti-
san, liberator or Jano§ik, well-known popular hero)
as well as national in form (i.e. he is often dressed in
festive folk costume). He “organically” connected
totality with traditions. The ruling power could find
its idealized postulates in Kulich’s works as in
a mirror - however, a distorting one. Its resulting
image sharply recalled the absurdity of the country
“behind the mirror”. And the powers that be could
equally find in it their understanding of tradition: its
practically exclusive symbol came to be the secular

6. Jozef Jankovic: The Monument of Slovak National Uprising
at Kovacovd, 1969

struggle of the Slovak working people with the lords,
personified in the real image of the “preseﬁt-day
hero” - a costumed figure with a hat, bast sandals
and holding a so-called wallachian axe-topped wal-
king stick, or a shepherd’s fife... The existence of this
pseudo-romantic and anachronic folkloric notion had
more than a mere political background in “real so-
cialism”: that means the aim to mythicize the people
into the position of ruler and creator of a new socie-
ty and thereby to usurp his past, but also purely ar-
tistic and historical reasons. Slovak sculpture failed
to meet this revivalist model in the 19th century and
thus it necessarily was inherited by the 20th century
in which Kulich took charge of it.

Kulich also reached out for the topic of the Slo-
vak National Uprising. For his monument he obtained
the most honourable site - the main square of the
capital of Slovakia (the Monument of the Slovak
National Uprising in Bratislava, 1974, collabor. arch.
D. Kuzma). He combined practically all the charac-
teristic procedures of his work in one single concept:
“gigantic symbolism, genre, “folksy” realism and
affected puppet-like sculpture”.’ Iconographically,
Kulich enlarged the understanding of the topic: to
the monstrous warrior, a symbol of resistance and
resolve, he added proportionally and spatially un-
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der-dimensioned popular weepers. The sculptor vivid-
ly showed that a revolutionary act turned towards the
future is more important than sorrow and tears over
the past. However, neither the grandiose form, nor
the so-called modern realism have succeeded in con-
cealing the author’s bewildernment as to form and
composition, his theatrality of expression, the large-
space emptiness of this “poem of heroism”. How-
ever, monuments, as a rule, live their independent
life in Slovakia and Kulich’s statues - symbols of
totality had silently and humbly to look on in autumn
of 1989 how silently and humbly totality was falling
under their feet and before their eyes...

In conclusion, allow me to mention three short
sequences. Something about the head “the body’s
crown: “It holds a special position with regard to the
world and the body. It is part of the world and, al-
though outside the world, it possesses its pride, its
consciousness... it is a sacred element of being,
a taboo, a fetish... every culture honours the head as
a leading principle, a symbol of unity. The cult of
the head tells us either directly or indirectly that this
or that head is the lord of creation...”®

NOTES
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Nameless heads, faceless heads, unseeing heads
- through them Kostka himself responded to the
“nameless years”, the *50s. They stemmed from this
sorrowful stage of human and social life - these cau-
tioning, enigmatic signs of destiny, humbly spread
on the table of the most advanced and most progres-
sive civilization of the world (War heads, 1960, Tab-
le of civilization, 1967-68).

In the case of Jankovié, the entire powerless-
ness of the *70s and ’80s was concentrated in the
head. His Heads, too, lose their shape and face, they
turn into a uniform silhouette, the trace of the same
man from the crowd, into a mask - a profile, whose
“period of motionlessness” denied the miracle of
seeing, but not that of acting and thinking - every-
thing is taking place in it, it is the stage of the world
theatre.

But there also were other heads here, too. They
grew out of the ground, they sprouted, budded and
blossomed, turned into modern giants of idea and
deed. In the >70s Kulich succeeded in erecting one
of the most absurd statues of socialism on the main
square in Zilina - the gigantic head of a gigantic lea-
der. The head was - cut off...

SHRABUSICKY, A.: Jdn Kulich - bilancia. Vytvarny Zivot, 36,
1991, No.1, p.44
SKROUTVOR, J.: op.cit., pp.170-171

Photo: M. Marenéin (Figs. 1,2, 6) - I. Cengk (Fig. 4) -Th. Leixn-
erova (Fig. 5)

Hrdinovia a obete. Niekolko poznamok k typolégii vizualneho obrazu
v slovenskom vytvarnom umeni obdobia socializmu

Kde st hrdinovia, tam st i obete. Kde st obete, su kati.
Ostatne kat je vZdy iba sluha. Takto, expressis verbis by sme
mohli parafrézovat pointu toho, éo sa dialo s umenim a v ume-
ni v obdobi doneddvna nazyvanom “socialistickym”. V prispev-
ku - na priklade troch slovenskych sochdrov a ich vybranych
diel (Jozef Kostka, pomnik SNP v Partizdnskom, 1946-49, Jo-
zef Jankovi&, pomnik SNP v Banskej Bystrici, 1964-1969, Jan
Kulich, pomnik SNP v Bratislave, 1974) - sii formulované tri
typologicko-situadné poznamky k dejindm slovenského vytvar-
ného umenia v priereze od konca 40. po 80. roky (Situdcia I -
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Hrdinovia, Situacia II - Obete, Situdcia III - Sluhovia a kati).
Nagdrtavajf, ako sa v danej spologenskej situdcii menil charak-
ter vizudlneho obrazu - tvaru, ako sa charakter socidlneho a ume-
leckého fungovania socharskeho diela premietal do jeho “teles-
nosti”. Aj vo vizualnej podobe sochy ako tela je ndzorne
zhmotneny zdkladny znakovy a sémanticky kéd kulttrno-his-
torickej situovanosti diela v &ase, aj v redi” tela je “jazyk” doby.
“Cez telo vedie cesta do tajomstiev ludského. Zivota”, fyzické
odhaluje psychické, “prediZuje telo do sfér interpersondlnych
a socidlnych” (J. Kroutvor).

III. Utopias and Anti-utopias

Die Schwierigkeiten mit der Demokratisierung

des Denkmalbegriffes

Géza HAJOS

In Osterreich gibt es seit einigen Jahren heftige

Angriffe gegen eine gesamtstaatlich organisierte,
zentrale Institution der Denkmalpflege, ndmlich
gegen das Bundesdenkmalamt, das als eine Behdrde
mit beschriinkten Machtbefugnissen in seiner Exis-
tenz durch die politischen Forderungen der Landes-
regierungen im Sinne der Féderalismusdebate vor
dem EG-Eintritt gewissermaflen in Frage gestellt
wird und entmachtet werden sollte. Diese Debatte
ist zwar eine innerdsterreichische Angelegenheit -
in den verschiedenen européischen Staaten ist die
Denkmalpflege verfassungstechnisch unterschiedli-
ch organisiert. Sie widerspiegelt jedoch ein tiefer lie-
gendes theoretisches Dilemma.

Seit dem 19. Jahrhundert ist der Denkmalbegriff
auf'viele Bereiche ausgedehnt worden, die - wie etwa
Ortsbild, Kulturlandschaft oder auch Naturbelange -
urspriinglich nicht das Ziel von Schutzbestimmun-
gen waren und heute verschiedenen Kompetenzbe-
reichen zugeordnet sind.

Dadurch entstehen eigenartige Konflikte - es
sei in diesem Zusammenhang z.B. auf die histori-
schen Girten hingewiesen, die zwischen Denkmal-
schutz und Naturschutz in Osterreich eigentlich ohne
Schutz dahinvegetieren miissen, weil man politisch
nicht einigen kann, ob ein Garten Menschen- oder
Naturwerk ist, - und diese Konflikte werfen ein schar-
fes Licht auf die Denkweise der Offentlichkeit, die
vielfach durch MiBverstindnisse gepragt ist. Die
Landeshauptleute Osterreichs, die den Dekmalschutz
der zentralen Verwaltung entziehen und ihrem eige-
nen Machtbereich zuordnen méchten (dhnlich wie
dies schon der Fall beim Schutz der Natur oder von
Kulturlandschaften ist), berufen sich in erster Linie
auf die “Demokratisierung des Denkmalbegriffs”,

denn ihrer Meinung nach sollte diese Kultureinrich-
tung den ortlichen Belangen néher gebracht werden,
da die Aufgaben des Denkmals vor allem eine Iden-
tifikationsstiftung ist. Eine demokratische Identifi-
zierung entsteht an Ort und Stelle, nicht aber in Wien,
wie dies die Foderalismusanhénger behaupten. Da-
mit wird angedeutet, daB in dem Moment, wo Denk-
male nicht mehr nur aus Domen und Schldssern
bestehen, sondern auch Arbeiterwohnhduser und
Bauernhofe bedeuten, wire eine 6rtliche Offentlich-
keit fur diese Belange stirker mobilisierbar als eine
gesamtstaatliche Offentlichkeit, die sich nicht - wie
hiufig behauptet - um abgelegene Ecken kiimmern
kann.

Die Vertreter der zentralen Bundesdenkmalpfle-
ge haben andere Argumente: Sie befiirchten, dafl mit
einer “Verldnderung” dieser Institution der wissen-
schaftliche (d.h. hohe moralische) Charakter des
Denkmalbegriffs gefdhrdet ist bzw. verwéssert wird
und dafl damit auch eine altehrwiirdige Institution
mit grofler Tradition (seit der k. u. k. Zentralkom-
mission) vernichtet werden konnte. Es wird von die-
ser Seite auch die Befturchtung geduflert, daf} - wenn
die Entscheidungsebenen zum wirtschaftlichen
Geschehen nédher gebracht werden - die Entschei-
dungstrager ihre Unabhingigkeit notgedrungen ein-
biissen werden und dafl das Denkmal so zu einem
Spielball direkter ortlicher Konfrontationen wird. Der
Landeshauptmann der jeweiligen osterreichischen
Provinzregierung wiirde in einem solchen Fall nicht
nur iiber die Erhaltung des gefdhrdeten Kulturgutes,
sondern auch {iber die wirtschaftlichen Zukunftspro-
jekte seines Landes in einer Person entscheiden miis-
sen. Das kulturelle Erbe wiirde dann - so die Argu-
mente der zentralen Denkmalverwaltung - die
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wesentlich schwicheren Anwilte haben, als z.B. die
der Autobahngesellschaften oder der Bauspekulan-
ten, und von dhnlichen Interessengruppen. Das 6f-
fentliche Interesse in der Denkmalpflege 1df3t sich,
nach Meinung der traditionellen Auffassung, mit der
wissenschaftlichen Distanz einer unabhingigen In-
stitution besser definieren, als durch eine enge Ein-
schaltung der Denkmalentscheidungen in der wirt-
schaftlichen Belange. Die Absurditit einer direkten
Demokratisierung des Denkmalbegriffs wird mit der
Tatsache illustriert, daB3 heute niemandem einfallen
wiirde, den Abbruch eines Schlosses oder einer Kir-
che durch eine Volksabstimmung entscheiden zu las-
sen.

Damit ist schon die grundsitzliche Problema-
tik unserer Themenstellung kurz umrissen: Welche
Mbglichkeiten (oder Unmoglichkeiten) trdgt der
Begriff des Denkmals fiir die gesellschaftliche Ziel-
setzung einer Demokratisierung? Wie verhielt sich
die Denkmalschutzbehérde im Verlauf ihrer Geschich-
te (beispielsweise in Osterreich oder im deutschspra-
chigen Raum) zu diesem Anspruch? Daf} in diesem
Zusammenhang unterschiedliche Auffassungen iiber
den Umgang mit Geschichte schlechthin behandelt
werden miissen, liegt sozusagen auf der Hand. Es
wird zu untersuchen sein, ob die institutionalisierte
Denkmalpflege zum wissenschaftlichen oder zum
politischen Umgang mit Geschichtlichkeit gehort
bzw. wie sich diese beiden Umgangsformen zuei-
nander verhalten. Eine Frage wird lauten, ob der
Denkmalbegriff autonom - wissenschaftlich - defi-
nierbar ist, oder daf er sich notgedrungen und auto-
matisch immer “fremden” Manipulationen ausset-
zen muf.

Als Einstieg in diese Problematik werden drei
Standorte skizziert: einmal die Kritik der “68-er
Generation” an den Denkmalbehdrden in den sieb-
ziger Jahren, dann die theoretische Gegenposition
der herausgeforderten Institutionen angesichts der
“Erweiterung des Denkmalbegriffs” und schliefilich
die denkmalpflegerische Initiative der sog. “Postmo-
derne” in den achtziger Jahren.

Die Kritik der “68-er Generation” an den etablier-
ten Denkmalbehorden

Eine Arbeitsgruppe am Kunsthistorischen In-
stitut der Universitit Kiel hat 1971 “Materialien zur
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Denkmalpflege ” zusammengetragen und dort konn-
te man w.a. folgendes lesen: “Daf} die Denkmalpfle-
ge im Rahmen der Kulturpolitik einen niedrigen
Stellenwert hat, kann man aus der personellen Un-
terbesetzung der Amter ersehen, auflerdem an den
Etats, deren Hohe selbst im Vergleich mit den Thea-
ter- und Museenzuschiissen licherlich niedrig ist. /.../
Die Denkmalpflege dispensiert sich von der Verant-
wortung fiir diese Misere, indem sie allein die Le-
gislative verantwortlich macht. Sie hat es bisher
versiumt, auch nur in Ansétzen kulturpolitische
Konzeptionen als Grundlage ihrer Arbeit zu entwik-
keln...”. Diese Misere begriinden die Mitglieder der
Arbeitsgruppe mit der Unféhigkeit der Fachbehor-
den, Programme zu entwickeln, vorausschauende
Konzepte z.B. in die Stadt- oder landliche Raumpla-
nung einzubringen, mit ihrer Weigerung, agieren statt
reagieren zu wollen und schlieBlich auch mit der
kunsthistorischen Ausbildung, Denkmale blof als
elitire, von Gegenwartsbeziigen abgehobene Kunst-
werke behandeln zu konnen. Nach Meinung dieser
Kritiken wurden im Denkmalbegriff der Nachkriegs-
zeit alte hierarchische Vorstellungen gedankenlos
weitertransportiert, bloB eine Detailakribie und Be-
fundpedanterie verlangt und tiberhaupt die Chance
versdumt, die Wiederaufbauphase der deutschen
Stidte perspektivisch als Diskussionsgrundlage zu
niitzen oder die “Unwirtlichkeit der modernen Stid-
te” zur Festigung ihrer gesellschaftlichen Positionen
zu verwenden. In diesem Papier von 1971 wurden
daher folgende Anderungen in Theorie und Praxis
der Denkmalpflege gefordet: Zuerst die Aufhebung
der herkémmlichen Zeitgrenze um 1850 und die in-
tensive Bearbeitung der Denkmalbestdnde aus der
zweiten Hilfte des 19. und ersten Hilfte des 20. Jahr-
hunderts als schutzwiirdige Objekte. Zweitens eine
Diskussion iiber das theoretische Verhdltnis “Origi-
nal und Kopie” bzw. Denkmal als “Dokument und
Symbol”, wobei im Sinne einer Umweltbezogenheit
des Denkmalbegriffs der Abgang von der aus-
schlieBlichen Ausrichtung auf das “Original” verlangt
wurde. Die Autoren der Kieler Materialien forder-
ten die etablierten Denkmalpfleger auf, in die gesell-
schaftspolitischen Auseinandersetzungen um den
Eigentumsbegriff aktiv einzugreifen, um der weit
verbreiteten Isolation entgegenzuwirken bzw. der
“improvisierenden” Arbietsweise ein Ende zu berei-

ten. Sie verlangten auflerdem, daf die Denkmalbe-
horden in die Verkehrsplanungen institutionell ein-
geschaltet werden und daf} der Denkmalbegriff end-
lich entsprechend der Ganzheitstheorien der Kunst
(und Environment) und nicht mehr isoliert und “ro-
mantisch” gehandhabt wird. Im Sinne einer marxis-
tischen Auffassung lehnte die Kieler Arbeitsgruppe
“marktkonforme” Denkmaliiberlegungen ab und
verlieh der utopistischen Hoffoung Ausdruck, daf3
das Denkmal von breiten Bevolkerungsschichten
getragen als Lernort und Identifikationssymbol
gegen andere Interessen geschiitzt werden kann. Der

Offentlichkeit gegeniiber sollten, dieser Meinung -

nach, die etablierten Denkmalpfleger ihre “spezifisch
biirgerlich idealistische Scheu vor Kategorien poli-
tischer, 6konomischer und sozialer Analyse” able-
gen und sich nicht mehr als eine elitére Bildungskaste
betrachten, die sich einbildet “immer noch umge-
brochen im alleinigen Besitz des sensibilisierten (und
nicht vermittelbaren) Verstindnisses des iiberkom-
menen Kulturgutes” zu sein.

Abgesehen von der euphorischen Radikalitét
mancher antiautoritdrer Formulierungen hatte auch
dieses Papier einen guten Anteil an der Entfachung
einer breiten Diskussion, die in theoretischer Hin-
sicht die Erweiterung des Denkmalbegriffs betraf. Mit
der Forderung nach Einbeziehung der Griinderzeit,
mit dem Wiederaufgreifen des Heimatbegriffs (be-
nannt hauptséchlich als “Milieu” gegen die anony-
me Unwirtlichkeit der Stddte) und mit der Betonung
der “dsthetischen” Erfahrung bezogen auf Geschicht-
lichkeit, tauchten jedoch Probleme auf, die eine lin-
ke Geschichtstheorie nur schwer bearbeiten konnte.
Gerade die fortschrittlichen kiinstlerischen und so-
zialen Bewegungen der Jahrhundertwende bekampf-
ten vielleicht am heftigsten die Verlogenheit, die
Schwulstigkeit der griinderzeitlichen Kunst und den
antisozialen Charakter des Stidtebaus aus dem vori-
gen Jahrhundert. Mit den Zielsetzungen des Funktio-
nalismus in den zwanziger Jahren wurde aus dem
kunsthistorischen DenkmalbewuBtsein das 19. Jahr-
hundert fiir eine ldngere Zeit sozusagen ausgeldscht.
Auch mit dem Heimatbegriff ist es dhnlich engangen:
Um die Jahrhundertwende, als die Heimatschutz-
bewegung mit der Denkmalpflege konform die Siin-
den der Griinderzeit bekdmpfte wurde auch eine
Entwicklung eingeleitet, die der fortschrittlichen funk-

tionalistischen Denkweise iiberhaupt nicht entsprach
und welche bald (im Dritten Reich) zur totalen De-
formierung der wissenschaftlichen Denkmalschutz-
idee fiihrte. Das Bediirfnis, nach der grofen Zer-
storungsphase der ersten Griinderzeit, geschichtliche
(d.h. vorindustrielle) Harmonie zu retten oder wie-
derherzustellen, artete bald in “Blut-und-Boden-
Ideologie” aus, die dann lange nach dem Zweiten
Weltkrieg die Fortfithrung der Heimatschutzidee
grundsitzlich verhinderte. Umso schwieriger war
also fiir die 68-er Generation, wieder nach Heimat
und Verwurzelung (“Krétzel”, “Milieu”, usw.) zu
verlangen. Die Historisierung und die Asthetisierung
der Griinderzeit und auch der Heimatstilepoche des
frithen 20. Jahrhunderts mufite also in den Kritiken
der siebziger Jahre gegen die etablierte Denkmal-
pflege, die diese historischen Epochen nur mithsam
in die Schutzaktivititen einbauen konnte, ideologisch
begriindet werden. Das Institut fir Bau- und Kunst-
geschichte der TU Hannover hat daher 1976 einen
Band mit demTitel “Bewertungsfragen der Denkmal-
pflege im stidtischen Raum ” herausgegeben, in dem
v.a. ein filhrender linker Theoretiker dieser Zeit,
Michael Miiller das Wort ergriff und eine Ehrenret-
tung nicht nur des 19. Jahrhunderts, sondern auch
der sinnlichen, dsthetischen Erfahrung gegeniiber der
geschichtlichen Formenvielfalt schlechthin versuch-
te. Die ausschliefliche Beschéftigung mit der kiinst-
lerischen Form, die Beurteilung ihrer Qualitat war
bis zu diesem Zeitpunkt dem vielfach kritisierten
“elitdren” Kunsthistoriker vorbehalten, der seine
Urteile nur fachimmanent begriinden und nicht un-
bedingt offentlichkeitswirksam vermitteln mufte,
Das breite und neue Bediirfnis nach Formvielfalt,
Fassade und Dekor liel dann aber die bis um 1970
in der Denkmalpflege nur geringfligig beachteten
(und meist auch abschétzig beurteilten) Epochen in
einem neuen “dsthetischen” Licht erscheinen, und
dieses Phidnomen konnte Miiller nur mit einer neuer-
lichen Kritik an der Architektur des 20. Jahrhunderts
erkldren: “Die Aufhebung einer vormals dsthetischen
Architektur (durch die Moderne - G.H.) hat im gesell-
schaftlichen Alltag nicht die Anspriiche und Ver-
sprechungen verwirklicht, die man neuerlich in der
‘Rettung’ dlterer, noch traditionell dsthetische bean-
spruchter Architektur (z.B. der Griinderzeit - G.H.)
aufzugreifen versucht”.




Nach Meinung der 68-er Generation sollte also
Geschichte - wieder - gerettet werden, auch in der
Denkmalpflege, als sinnlich erfahrbarer Handlungs-
raum, aber auch als Heimat, in der “eine umgestal-
tete und an Solidaritit angeeignete Natur” “nicht
verfehlt ist”. Dieser Versuch, neue gesellschaftskri-
tische Utopien im Denkmalbegriff nach einer lan-
gen Periode des Funktionalismus (in der haupt-
sichlich auch eine Gesellschaftskritik gegen die
Wohnbarbarei der Griinderzeit geduBert wurde), war
freilich eine von der breiten Offentlichkeit nur we-
nig verstandene intellektualistische Konzeption.

Bei der Erweiterung des Denkmalbegriffs, in
der es in erster Linie um das 19. Jahrhundert und um
die Aufnahme der kiinstlerisch nicht hochwertigen
Massenarchitektur ging, mufte aber bald auch die
etablierte Denkmalpflege und Kunstgeschichte ihren
theoretischen Standpunkt klarlegen.

Die theoretischen Gegenpositionen der Denkmal-
pflegeinstitutionen

Das europdische Denkmalschutzjahr 1975 war
eine gute Gelegenheit fiir Wortmeldungen der tradi-
tionellen Vertreter der Kunstgeschichte und Denk-
malpflege angesichts der vorhin skizzierten Heraus-
forderung der 68-er Generation und auch angesichts
einer verinderten Umweltphilosophie, die immer
mehr die breite Offentlichkeit erfafit hat. Der traditio-
nelle Denkmalstandpunkt war vorerst einmal da-
durch gekennzeichnet, daf} eine Verdnderung des
Denkmalbegriffs grundsitzlich skeptisch beurteilt
wurde. Erwin Thalhammer hielt in einem kurzen
Aufsatz mit dem Titel “Brachte ‘das Jahr des Denk-
malschutzes 1975° einen neuen Denkmalbegriff?”
fest: “... der Denkmalbegriff bedarf offenbar keiner
Revision, wohl aber die Einstellung zu ihm”. Dabei
zitierte er den “Katechismus der Denkmalpflege " von
Max Dvotak, wo ein Siindenregister der Gesellschaft
schon 1916 mit Feststellungen charakterisiert wur-
de, die 1975 nicht anders hétten formuliert werden
konnen. Somit auch die Schluffolgerung: “Basis und
Instrument des Denkmalschutzes und der Denkmal-
pflege bleibt somit der geltende Denkmalbegriff.”
Auch Norbert Wibiral vertrat eine dhnliche Ansicht:
“Keineswegs hat sich - gleichgiiltig, ob rational oder
emotional motiviert - mit dem Ensembleschutz der
Begriff des Denkmals selbst ausgeweitet, weil sein
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Wesen in der Bedeutungs- bzw. Wertauszeichnung
liegt.” Da sowohl der Denkmalbegriff als auch der
des 6ffentlichen Interesses schwer bestimmbare
Rechtsbegriffe sind, kommt der herrschenden Fach-
meinung im Kontext mit der “Identifikation und der
sozialen Adidquanz” die entscheidende Bedeutung zu
und “im Zweifels- und Streitfall bleibt, gemél de-
mokratischem Verstindnis, der Instanzenzug” (d.h.
der Weg von der Fachbehorde bis zum Obersten Ge-
richtshof). Um zu zeigen, daB der Ensemblebegriff
keineswegs eine Erfindung der 60-er oder 70-er Jah-
re war, zitierte Wibiral Goethe, der iber Venedig nach
einer Lagunenfahrt am 29. September 1786 in sein
Tagebuch schrieb: “Alles was mich umgibt, ist wiir-
dig, ein groBes respektables Werk versammelter
Menschenkraft, ein herrliches Monument, nicht ei-
nes Gebieters, sondern eines Volks”. Damit sollte
gezeigt werden, daB allein vom Begriff her immer
schon ein fast nicht begrenzbares Denkmalspektrum
ausstrahlte, daf3 aber die Gesellschaft nicht immer
in der Lage war, die im Begriff vorhandenen Moglich-
keiten auch zu verwirklichen. Wibiral leugnete auch,
daB im alt-tradierten Denkmalbegriff ein “elitdrer
Vorzug - etwa des Kiinstlerischen allein -” verankert
gewesen wire und wies auf die Osterreichische
Denkmaldefinition hin, die gesetzlich seit 1923
aufer der kiinstlerischen auch die geschichtliche
und kulturelle Bedeutung enthilt und somit einen
immens groBen Bogen gesellschaftlicher Werte um-
fafit.

Auch Georg Morsch vertrat die Meinung 1975
in einem Vortrag, daf} die Denkmalbehdrden immer
schon “das Grundrecht auf Geschichte” verkiinde-
ten, jedoch von der Offentlichkeit héufig nicht ange-
hort wurden. “Aus der Uberzeugung, dafl der Auf-
trag an die Denkmalpflege hinter allen zeitgebundenen
Formulierungen stets so grundsitzlich lautete, wider-
spreche ich der in den vergangenen Jahren zum To-
pos gewordenen Behauptung, in letzter Zeit erst habe
Denkmalpflege sich aus Introvertiertheit und Eng-
stirnigkeit befreit und vertrete endlich modern
und aufgeschlossen ein 6ffentliches Belang.” “Un-
terstellt man, daB ein Belang nicht erst dann als 6ffen-
tliches anzusehen ist, wenn ihm die geniigende An-
zahl von Interessenten Nachdruck verleiht, dann
darf behauptet werden, dal Denkmalpflege jahrzehn-
telang das Grundrecht auf Geschichte als &ffentli-

ches Belang vertreten hat, jedoch ohne ausreichen-
de Interessenten.”

Morsch versteht sich in erster Linie als Anwalt
der Objekte aus der Vergangenheit und lehnt es ab,
den Begriff des Denkmals durch auenstehende Fak-
toren, wie soziale Rolle in der Gegenwart, dstheti-
sche Wirkung auf Geschmacksebene oder Niitzlich-
keit fiir eine humane Zukunft bestimmen zu lassen.
Er mochte ein unbequemer Vertreter von unbeque-
men Objekten sein und nicht modischen Wellen er-
liegen. “Es hiele die Aufgabe der Denkmalpflege
falsch sehen, von ihr, iber die Bereitstellung histori-

schen Materials hinaus, die entscheidenden Vor- -

schldge fiir die konkrete Nutzung dieses Materials
zu erwarten. ... Die Offentlichkeit muB sich darauf
verlassen konnen, daB3 er (der Schiitzer) grundsétzlich
weill: Denkmalpflege ist keine Schonheitskonkurrenz
mit moderner Architektur”. Schlie8lich lehnt er auch
kategorisierte Selektionsmechanismen ab, denn “die
erkenntnistheoretische Uberlegung, daB jede heute
als noch so extensiv verstandene komplette Benen-
nung des heute Erhaltenswerten eine Auswahl aus
dem potentiell Bedeutsamen ist, benennt den wich-
tigsten und generell unvermeidbaren Auswahlmecha-
nismus. Immer im nachhinein gesehen, fallen die-
sem Mechanismus so viele Dinge ungewollt zum
Opfer, dal} alle anderen Auswahlmethoden aus dem
schon als Bedeutsam bewufiten in Frage gestellt wer-
den miissen.”

Nirgends wurde so klar wie hier eine Kontra-
position zu denThesen der 68-er Generation entwik-
kelt und am herkémmlichen Denkmalverstindnis
festgehalten. Morsch ging davon aus, daf3 der
Geschichtsbegriff in der Denkmalpflege in erster
Linie ein Objektbegriff ist, es geht ja in den Schutz-
bestimmungen ausschlieflich um die Erhaltung der
materiellen Substanz und nicht um ihren Einbau in
die Zukunftsperspektiven. Das vorlaufende Interes-
se der Offentlichkeit wird in diesen Betrachtungen
als Hindernis und Bedrohung fiir die Existenz der
Denkmale hingestellt und an einer hegelianischen
Gesellschaftskonstruktion - These/Antithese - fest-
gehalten. Es wird auB3erdem die Freiheit der geschicht-
lichen Betrachtung verteidigt, in deren Entfaltung
kein (wie immer gearteter) Riegel vorgeschoben
werden diirfte.

Im Gegensatz zu diesen Vertretern der institu-
tionellen Denkmalpflege - die an einer Anderung des
Denkmalbegriffs in den siebziger Jahren nicht glau-
ben wollten - vertrat der Kunsthistoriker Willibald
Sauerldnder eine reformfreudigere Ansicht. Obwohl
auch er den Bogen des Denkmalbegriffs zwischen
der Antike und dem 20. Jahrhundert spannte und
damit auf eine konstante Kontinuitit hinwies, be-
kannte er sich doch zu neuen notwendigen Inhalten,
die im Denkmalbegriff der letzten groflen Erneue-
rung um die Jahrhundertwende (Riegl und Dehio)
nicht enthalten waren. Im Gegensatz zu Morsch’s
konservatorischen Thesen schreibt er: “Von uns for-
dert die gegenwirtige Situation jedenfalls Verantwor-
tungsgefithl und Handlungsbereitschaft iiber jedes
Spezialistentum hinaus. Das ist gefordert im Dienst
eines nicht nur erweiterten, sondern eines sozialbe-
wulten und urbanen, auf die Zukunft der Biirger und
der Res publica gerichteten Denkmalbegriffes - auf
eine Zukunft, die nicht brutal von jeder Erinnerung
abgeschnitten ist.”

Sauerldnder glaubt, dall Denkmalpflege in die
Agenda der bewahrenden Stadterneuerung integriert
werden miifite, denn die “ ‘Die Achtung vor der his-
torischen Existenz als solcher’, um noch einmal
Dehio zu zitieren, ist in den Konfliktzonen unserer
Stiddte als Motivation fiir das Konservieren nicht
mehr Uiberzeugend. An ihre Stelle miifite eine denk-
malpflegerische Praxis treten, die geschichtliche
Gestalt auf eine Weise sozial vermittelt.”

Sauerlinder, als Mittelalterspezialist, hat zwar
kein “wolkenloses” Verhéltnis zur Architektur des
19. Jahrhunderts, verlangt jedoch auch die Verschie-
bung der Zeitgrenze im Denkmalbegriff: “Alte Wer-
ke von Oberbauriten des 19. Jahrhunderts als Doku-
mente der Kunst- und Architekturgeschichte zu
archivieren wire ein schwer vertretbares Anliegen
und fithrte wirklich nur zur elephantiasisartigen
Aufbldhung eines im Gestern verhafteten Denkmal-
begriffes. Die tatsidchliche Aufgabe liegt anders: Es
gilt abermals das Angebot zu aktivieren, welches die
Uberreste griinderzeitlicher Architektur an die Stadt
von Morgen machen... Und hier biindelt sich der
konservative Wunsch nach Erhaltung mit dem sich
progressiv gebenden und im Grunde doch so oft ro-
mantisch-rousseauistischen Protest”.
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Sauerlénder glaubt schlieBlich auch, daf der bis
um 1970 unantastbare Begriff des “Originals” zu
revidieren wire: “Jene Bestimmung des Originals,
als dessen essentielle Eigenschaften Urspriinglich-
keit, Einmaligkeit und ergo Unwiederholbarkeit gal-
ten, scheint im BewuBtsein der Gegenwart mehr und
mehr an absoluter Giiltigkeit zu verlieren. ...es gibt
zu denken, daB die rekonstruierenden Losungen -
vom Goethehaus iiber die Miinchner Residenz und
den Miinsteraner Prinzipalmarkt, um von polnischen
Stiadten und russischen Schlossern einmal ganz zu
schweigen - heute positiver beurteilt werden als wohl
noch vor einem Jahrzehnt. Wo die pathetische
Uberhohung des Originals fragwiirdig wird, da ent-
deckt man, daB Zeichen, Erinnerungen aus der Ver-
gangenheit auch im Bereich des Sichtbaren revoziert,
wieder aufgerufen werden kénnen.” Es wird in die-
sen Uberlegungen Mielkes Aufsatz aus 1961 zitiert,
wo der Unterschied zwischen Dokument und Sym-
bol im Denkmalbegriff frappant ausgearbeitet wur-
de, in einer Zeit allerdings, wo weder der Dokumen-
tencharakter noch der Symbolcharakter (dieser
letztere abgesehen von Ausnahmefillen) ein allzu-
grofBes Offentlichkeitsinteresse hatte.

Denkmalpflegerische Ansitze in der sog. postmo-
dernen Diskussion

Im Hintergrund der 68-er Kritik und auch der
theoretischen Antworten der herausgeforderten
Denkmalpflegeinstitutionen stand eine viel allgemein-
giiltigere Debatte, in der es um die Anfechtung der
Moderne auf verschiedenen Ebenen ging. Politische,
wirtschaftliche und kulturelle Aspekte wurden bertick-
sichtigt, wenn die Fortschrittstheorien der ersten
Hilfte des 20. Jahrhunderts grundsétzlich in Frage
gestellt wurden. Diese Debatte bedeutete (oder be-
deutet) auch fiir Denkmalpflege Chancen und Gefah-
ren: Einerseits Positives im Bereich der Architektu-
rentwicklung, die endlich von der gesichts- (und
geschichts)losen Sachlichkeit der Wohnsilos Ab-
schied nahmen und mit der “solitdren Arroganz” mo-
derner Biiré-, Kaufhaus- und Bankgebdude brechen
méchte; Positives auch in der Absicht, im Stadtge-
webe endlich auf eine rdumliche und zeitliche Kon-
textualitit hinzuweisen und die sprachliche Dimen-
sion der Architektur férdern zu wollen. Gefahren
andererseits in einer vermarkteten und simulierten
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Geschichtlichkeit, wo es in erster Linie um Schein
und nicht um Substanz geht, um eine Revision der
Geschichte fiir unwissenschaftliche und unmora-
lische Manipulationen. In der Denkmalpflege spricht
man haufig {iber eine “Fassadenkosmetik”, die spre-
chender Ausdruck ist fiir Alibilosungen der Rat-
losigkeit, fiir vorgetduschte Kulissen, etc.

In diesem Zusammenhang erhilt die Diskus-
sion um den Begriff des Originals eine zusitzliche
Schirfe und Aktualitét.

Wenn Architektur in der postmodernen Theo-
rie nicht mehr als funktionalistische Wohnmaschi-
ne, sondern als sprachlicher Kommunikationsraum
definiert wird, so hatten diese Neuinterpretierung
entscheidende Auswirkungen auf den Denkmalbe-
griff und auch auf seine &ffentliche Akzeptanz. Die
Offentlichkeit war seit dem spéten 18. Jahrhundert
mit Geschichte als eine Form der Beherrschung kon-
frontiert: im 19. Jahrhundert als stilpluralistische
Legitimation des technischen Fortschritts, im 20.
Jahrhundert als unversdhnlicher Kampf zwischen
vorlaufenden und riickschauenden Utopien. Entwe-
der die erdriickende Kenntnis der Vergangenheit oder
die erbarmungslose Prophezeiung der Zukunft be-
stimmten das Verhiltnis der Offentlichkeit zur Ge-
schichte, die der Gegenwart immer weniger Raum
und Giiltigkeit lieB.

Die Postmoderne lobt aber nicht das total Be-
herrschende, sondern das Unfertige, wie der franzo-
sische Philosoph Jacques Derrida in einem Gespréch
unter dem Titel “Archi/Textur als Labyrinth” 1987
hervorhob. Damit mdchte er einer pluralistischen
Versohnung den Weg ebnen: “Nur die Verunmdgli-
chung des Turms von Babel ermoglicht es der Ar-
chitektur wie auch der Vielfalt der Sprachen eine
Geschichte zu haben. Und diese Geschichte ist im-
mer in Beziehung zu einem Géttlichen zu verstehen,
das endlich ist. Vielleicht ist es ein Charakteristikum
der Postmoderne, daB sie dieser Niederlage Rech-
nung trigt. Wenn sich die Moderne durch das Stre-
ben nach der absoluten Herrschaft auszeichnet, so
ist die Postmoderne vielleicht die Feststellung oder
die Erfahrung ihres Endes, des Endes dieses Plans
zur Beherrschung.” Hinter diesen pathetischen Wor-
ten ist eine Perspektive auch fiir den Denkmalbegriff
vorhanden, wie Derrida selbst ausfithrte: “Ein neues
Verhiltnis zwischen dem Einzelnen und den Vielen,

zwischen dem Original und den Reproduktionen
zeichnet sich ab. Denken Sie z.B. an China und Japan,
wo die Tempel aus Holz gebaut sind und regelmiBig
vollkommen erneuert werden, ohne daf} sich der
Originalitdt verlieren wiirde, die also nicht in ihrem
sichtbaren Koérper haust, sondern in etwas anderem.
Auch das ist Babel: die Vielfalt der Beziehungen zum
architekturalen Ereignis von einer Kultur zur ande-
ren. Zu wissen, daf3 ein Versprechen stattfindet, selbst
wenn es nicht in seiner sichtbaren Form gehalten
wiirde.”

Wurde der Offentlichkeit im Zeitalter des His-

torismus die Geschichte als nationaler (oder inter-

nationaler) Besitz demonstriert, im darauffolgenden
Zeitalter der Moderne sie dann entweder verleugnet
oder als gespenstische totale Macht dargestellt, so
kdnnte in einer kommenden Epoche der “Postmo-
derne” - so der Wunsch ihrer Anhédnger - geschicht-
liche Vielfalt ein herrschaftsloses, versohnliches
Verhéltnis zur menschlichen Umwelt ermoglichen
und die bekdmpften Bruchlinien zwischen Vergan-
genheit und Zukunft gegenstandslos machen.

In diesem Sinn wire aber eine Erweiterung des
Denkmalbegriffs auch sinnlos, denn die Umwelt
wiirde dann Denkmal und Nicht-Denkmal gleichzei-
tig darstellen. In diesem Fall wéren dann Zeitgren-
ze, Selektionsmechanismen, die Frage ob Original
oder Kopie keine Kampfthemen mehr. Die denkmal-
pflegerische Offentlichkeit - d.h. von den Schutzme-
chanismen betroffene Offentlichkeit - bestiinde nicht
mehr aus Leidtragenden, Demolierern und Schiitzern,
sondern nur mehr aus Verwertern, Touristen und
Konsumenten. Die Einwohner der Denkmale und
Denkmalorte kénnten sich als Akteure ihrer eigenen
Geschichtlichkeit empfinden und verkaufen. Die
Welt bestiinde in diesem Fall nur mehr aus verschie-
denen Geschichts- und Zukunftsreservaten, die
Umwelt wire dann ein total auf Kommunikationen
eingestellter Raum ohne Zwischen- und Konflikt-
bereiche. Diese Gedanken erscheinen uns heute noch
gewil} ldacherlich, gewisse Tendenzen zeichnen sich
jedoch in dieser Richtung ab.

Die Suche nach neuen Denkmaloffentlichkeit
Nach der kurz skizzierten drei verschiedenen

Standorten zur Bestimmung des Denkmalbegriffs

und seiner Offentlichkeit in unserer Gegenwart - die,

wie wir gesehen haben, viele Querbeziige aufweisen
- soll das Grundproblem dieses Referates zum Schluf3
nochmals deutlich formuliert werden: Ist und inwie-
weit ist der Denkmalbegriff im Spannungsfeld ver-
schiedener Interessen demokratisierbar?

Wenn man davon ausgeht, daB3 der neuzeitliche
Denkmalbegriff ein Kind von Aufklirung und Ro-
mantik ist, wird damit schon seine Widerspriichlich-
keitund gewissermafien Unbestimmbarkeit angedeu-
tet: Einerseits transportiert er die Hoffnung, aus der
Vergangenheit fir die Zukunft positive Handlungs-
moglichkeiten lernen zu kdnnen - andererseits ist er
auch ein sentimentales Zeichen fiir die Lobpreisung
der Vergénglichkeit und Melancholie. Aus dieser
Doppelbédigkeit des Phanomens “Denkmal” ergibt
sich seine Symbolfunktion und sein Dokumenten-
charakter. Denkmal ist fiir die Offentlichkeit Mahn-
mal und Schatz (oder Lernort und “objet trouvé™)
gleichzeitig; die Erhaltungswiinsche und auch -
pflichten wurden auf diesen Ebenen schon im 19.
Jahrhundert formuliert. Die nationale Komponente
der biirgerlichen Entwicklung flihrte im Gegenstand
Denkmal zur staatlichen Identifikation, als Hinweis
auf die glorreiche Vergangenheit; das Denkmal war
aber auch ein kiinstlerisches Vorbild fiir die Multi-
plizierung zivilisatorisch bedingter Ausdrucks-
moglichkeiten.

Die Denkmal6ffentlichkeit des 19. Jahrhunderts
war eine nationalstaatliche, wenngleich die Denkma-
le durch ihren Stimmungscharakter manche unkon-
trollierte Freirdume fiir die Subjektivitit dieser Of-
fentlichkeit sicherten. Der Begriff der “patriotischen
Pflicht” zur Erhaltung der gefidhrdeten Monumente
wurde erst in der zweiten Hélfte des 19. Jahrhun-
derts verstérkt, als die groe Welle der Industriali-
sierung immer mehr vorindustrielle Lebenszusam-
menhénge vernichtete und der pathetische Schutz von
isolierten Domen und Schléssern eine breitere Of-
fentlichkeit nicht mehr befriedigte. Diese Offentlich-
keit war mit den patriotischen Altertumsforschern
nicht mehr identisch, die in Vereinen versammelt seit
um 1800 die Geheimnisse der Vergangenheit auch
topografisch zu entziffern versuchten; im Gegenteil
es sollte im spéten 19. Jahrhundert das ganze Volk
mobilisiert werden, um dem Staat zu ermdglichen,
effektive Schutzmafinahmen gegen die griinderzeit-
lichen Verdnderungen zu institutionalisieren.




Egoismus und Habgier wurden von der begin-
nenden Heimatschutzbewegung - deren Wurzeln tief
in das 19. Jahrhundert zuriickreichen - als Haupt-
stinden der Gesellschaft angeprangert und die Altvi-
ter der modernen Denkmaltheorie, Alois Riegl und
Georg Dehio forderten einen “sozialistischen Cha-
rakter” in der Denkmalpflege, d.h. Altruismus und
weitgehenden Verzicht auf private Eigentumsinteres-
sen. Beide sprachen 1905 diesen Wunsch aus, als der
Begriff “sozial” schon in den verschiedenen politi-
schen Stromungen und Zielsetzungen fest verankert
war. Sie hofften, da3 der Staat im Interesse des Vol-
kes den idealistischen Erhaltungsbestrebungen eine
verordnende Hilfe leisten wird. Riegl sprach sogar
von der “Demokratisierung des Denkmalbegriffs”
und verstand diesen fiir die damalige Zeit unge-
wohnlichen Ausdruck hauptsichlich als die nivellie-
rende Kraft des “Alterswertes”, fiir die es eigentlich
egal sein sollte, ob es sich um einen Dom oder um
ein Bauernhaus handelt, denn Demokratie im Denk-
malbegriff hieR fir Riegl: alles was alt ist, wére gle-
ichermaflen zu schiitzen.

Beide Theoretiker hofften, daf3 mit der Entfal-
tung der Moderne, die sich von der vermeintlichen
Imitation der geschichtlichen Formen befreite, die
Historizitit der alten und vielfach gefdhrdeten Ob-
jekte genug Motivation fiir die Gesamtheit der Of-
fentlichkeit bieten wird, um fir ihre Erhaltung vehe-
ment einzutreten. “Historizitdt” verstand Dehio noch
mehr als nationales Gut, Riegl dagegen als eine Art
pantheistische Stimmungswertigkeit, ein Fluidum der
Alterungprozesse. Beide waren leidenschaftliche
Vertreter des Originals, als unverfalschlichen Doku-
ments der unwiederholbaren Vergangenheit. Die
Bestrebung, das “Echte” d.h. Originelle zu erhalten
war auch ein Wunsch der Moderne, denn sowohl
Denkmalpflege als auch moderne Kunst bekémpften
die “Liigen” des Historismus.

Das Volk war jedoch in diesen Uberlegungen
weit iiberschétzt und undifferenziert betrachtet. Der
subjektive Bildungsbiirger hatte um 1900 versucht,
seine Wiinsche und Sehnsiichte - namlich Aufklarung
und Romantik in einer Synthese des Denkmals pré-
sentiert - als Volksbediirfnis zu deklarieren. Dabei
war das Volk - verstanden darunter die breiten Be-
volkerungsschichten - noch gar nicht so weit eman-
zipiert, um dieses gewiinschte Geschichtsverhaltnis
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akzeptieren zu konnen. Wenn das Dorfrathaus im
spiten 19. Jahrhundert in barockisierenden Stilfor-
men errichtet wurde, so verstand es wohl jeder Bauer,
daB es in diesem Zusammenhang um etwas Herr-
schaftliches, Nobles ging, denn Geschichte war fur
die weniger gebildeten sozialen Bevolkerungsgrup-
pen nicht die eigene Geschichte, sondern die
Geschichte der Herrschaften. So hatten Spekulanten
oder fortschrittsglaiibige Biirgermeister weiterhin
leicht, das Dorf- oder das Stadtbild radikal zu verédn-
dern. Im deutschsprachigen Raum wurde das “brei-
te Volk” mit der eigenen Geschichte erstmals im
Dritten Reich konfrontiert, als die Heimatschutzbe-
wegung zur Blut-und-Boden-Ideologie deformiert zu
einer totalitdren Identifikation fithrte. Die Denkmal-
pflege spielte hier vielfach leider mit, weil ihre Ziel-
setzungen leichter erfillbar zu sein schienen. Im
diktatorischen Staat funktionierte z.B. die Unter-
schutzstellung gefihrdeter Objekte wesentlich
schneller und einfacher, als in den vorangehenden
Epochen, als Interessenkonflikte vor allem von wirt-
schaftlichen Aspekten bestimmt wurden. Die deut-
sche Vergangenheit war freilich eine stark selek-
tionierte Geschichte; Objekte, die bestimmte
Geistesrichtungen zum Ausdruck brachten, die nicht
in die NS-Ideologie pafBten, konnten nicht, oder nicht
zu leicht zu Denkmalen deklariert werden, als Ob-
jekte, in denen das diktatorische Regime die Vorléu-
fer des “tausendjihrigen Reiches” zu erkennen glaub-
te. Die grinderzeitliche Architektur ebenso wie die
Anfinge des Funktionalismus wurden als falsche
Geschichte verpdnt. Hiermit wurden einige Traume
der Denkmalpfleger erfiillt: die Einschrankung des
Eigentumsrechts, die heftige Ablehnung des “verlo-
genen” Eklektizismus, die Heranziehung der mit
Vergangenheit beschiftigten Fachleute in die grofien
Zukunftsplanungen waren um 1900 noch uner-
reichbare Ziele.

Die Katastrophe des zweiten Weltkrieges, das
Eingestindnis von Irrtiimern warf die Denkmalbe-
hérden dorthin zuriick, wo sie vor dem Dritten Reich
standen: in idealistische, aber von einer zweiter
Grinderzeit erfaBten Gesellschaft wenig beachtete
und schwach dotierte Behorden, die in der Wieder-
aufbauphase sich total auf den wissenschaftlichen
Denkmalbegriff zuriickgezogen haben, fiir die stren-
ge Erhaltung des Originals kampften und vom der

beginnenden Prosperitit ausgesetzten Volk wieder
negiert wurden. Nach den Erfahrungen des Dritten
Reiches hiitete man sich davor, die Denkmalpflege
konzeptuell und vorausschauend in die Belange der
Gesellschaftspolitik einschalten zu wollen. In den
50-er und 60-er Jahren wurde eine streng entideologi-
sierte Denkmalpflege praktiziert. Diese Bestrebung,
nur wissenschaftlich zu agieren, wurde durch die
Nachbarschaft der kommunistischen Lander noch
verstiarkt. Die kommunistischen Diktaturen be-
anspruchten die Denkmalpflege im Gegensatz zum
NS-Regime nicht, da die marxistische Ideologie in
erster Linie zukunftsorientiert war und radikale gesell-
schaftliche Verdnderungen wiinschte. Interessan-
terweise wurde die Denkmalpflege in der stalinisti-
schen Periode nicht dazu motiviert, systematisch und
massenweise die Denkmale der Arbeiterklasse und
der Bauern unter Schutz zu stellen, da der herkémm-
liche Denkmalbegriff in diesen Léndern eigentlich
beibehalten wurde. Abgesehen von manchen ideo-
logischen Gedenkstatten, die kultisch gepflegt wur-
den und abgesehen von einer kurzen Phase, in der
die Wertschétzung der herrschaftlichen Architektur
und Kunst massiv zuriickgedréngt wurde, kehrte man
bald zum wissenschaftlichen Denkmalbegriff zuriick
und die denkmalpflegerische Methodik unterschied
sich nicht im wesentlichen von der der westlichen
Lénder. Der vollstédndige Wiederaufbau von Warschau
hatte keine sozialistische sondern, eine nationalisti-
sche Motivation und die erwihnte Rekonstruktion
von russischen Schlossern entsprach mehr einer biir-
gerlichen als einer proletarischen Kultur, Die kom-
munistischen Lindern pflegten ihre nationale Ver-
gangenheit manchmal sogar intensiver als die
westlichen Linder; die Denkmalpflege diente hier
dazu, die Verbindung mit der tibrigen Welt aufrecht-

zuhalten und spéter die Geschéfte mit dem devisen-

bringenden Tourismus nicht zu versdumen. Die Denk-

malpflege war in diesen Léndern ein gutes Vehikel,

Kirchen und Schlésser nicht ganz vernichten zu

miissen und die ruménischen Absichten eines wahn-

sinnigen Ceaucescu, die Vergangenheit auszuradie-

ren und die Denkmaldmter zu sperren, blieben iso-

liert. Was in diesen Léindern die Denkmalpflege in

grof3e Schwierigkeiten brachte, war die wirtschaftli-

che Misere, d.h. der Verfall der Altstddte und die

daraus folgende museale Methode, blof herausge-

suchte Einzeldenkmale wiederherstellen zu kénnen.
Folgenschwerer war fiir Osteuropa die massive Er-
richtung neuer Wohnsiedlungen, die zum abstrakten
Plansoll vor allem der 70-er Jahre gehorten und die
historischen Altstadte “unwirtlich” zu ersticken dro-
hen. Auffalend ist es auch, daf} die vorhin skizzier-
ten Diskussionen der westlichen Denkmalpflege kei-
ne allzu groBBe Auswirkung auf die kommunistischen
Lénder hatten und daB nicht einmal die “linke” Kri-
tik der 68-er Generation am herkémmlichen Denk-
malbegriff dort aufgegriffen wurde.

So kehren wir zum Anfang zuriick und kénnen
feststellen, daf} die Problematik des 6ffentlichen Inte-
resses in der Denkmalpflege noch ein wenig erforsch-
tes und diskutiertes Gebiet dieses Faches ist. Die
zwel grundsitzlichen Inhalte des Denkmalbegriffes,
némlich sein Dokumenten- und sein Symbolcharak-
ter, verlangen nach verschiedenen Offentlichkeiten,
die zueinander ebenso wie die Inhalte im Begriff in
einem Spannungsverhiltnis stehen. Die Demokrati-
sierung der Offentlichkeit ist ein schwieriger und ein
von Riickschldgen begleiteter Prozel} eigentlich seit
dem spéten 18. Jahrhundert, als der neuzeitliche
Denkmalbegriff erstmals umrissen wurde. Das 6f-
fentliche Interesse am Denkmal bestimmen daher
noch immer Aufkldrung und Romantik, die in die-
sem Prozef} eine wichtige Rolle spielen: Identitéts-
stiftung (mit Vorbildcharakter) und Freiheit (als mo-
ralische Distanz) machen die Gegenstdnde des
“Denkmals” zu Symbol und Dokument.

Mit dem Dokumentencharakter ist die histori-
sche Methodik verbunden, die zwar stidndig in
Entwicklung begriffen, als wissenschaftliche Zu-
gangsweise nicht demokratisieren l46t. Die Symbol-
funktion des Denkmals verlangt freilich nach einer
gesellschaftlichen Addquanz und Akzeptanz; d.h. in
unserem westlichen System nach einer Demokrati-
sierung. Bei der Uberschneidung dieser beiden As-
pekte war und ist ein Gefahr von Manipulationen
vorhanden, sodaf} institutionell gesichert werden soll-
te, daB3 der wissenschaftliche Aspekt der Denkmal-
pflege im Spannungsfeld verschiedener Interessen-
konflikte nicht untergeht. Die Uberbetonung der
Symbolfunktion des Denkmals hat in der Vergangen-
heit hdufig zu Deformierungen gefiihrt, sie bietet

jedoch gentigend wissenschaftlicher Kontrolle die
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gesellschaftliche Relevanz eines Phanomens - nam-
lich die institutionalisierte Denkmalpflege - die von
unserer Kultur (noch) nicht wegzudenken ist.

So bleibt konkret ausgesprochen in Osterreich
die Existenz von zwei Denkmalinstitutionsebenen
berechtigt und wiinschenswert: Auf Bundesebene
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Tazkosti s demokratiziciou pojmu pamiatka

1. Konkrétna vychodiskova situacia: politickd debata v Ra-
kiisku o “Verlinderung” (vi¢Sej pravomoci spolkovych zemi,
pozn. prekl.) - t.j. federalizdcii (istrednej §tdtnej pamiatkovej sta-
rostlivosti v zmysle “demokratizicie pojmu pamiatka”. Argu-
menty a protiargumenty. Je pamiatkova starostlivost politicka
alebo vedecka &innost s pojmom pamiatka?

2. Kritika generécie *68 na etablovanych tiradoch pamiatok
v 70. rokoch: Ziadne kultiirno-politické koncepcie, reagovat
namiesto konat, Ziadna teoretickd diskusia o zékladnych poj-
moch, elitarny postoj.

3. Teoretické proti-pozicie intitdcii pamiatkovej starostli-
vosti: rozdirenie pojmu pamiatka neznamend Ziadnu kvalitativ-
nu zmenu (vratane predmetov 19. storogia, ochrany masovej ar-
chitektiiry), zachovanie a starostlivost o “original” zostdva ako
hiavny ciel. Pamiatkové starostlivost je povoland na to, aby pri-
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pravila historicky material a bola obhajcom ohrozenych objek-
tov.

4.Vklad pamiatkovej starostlivosti k tzv. postmodernej dis-
kusii: Sance: Kritika nehostinnosti funkcionalistickych miest,
prianie Gasovej a priestorovej kontextuality, zd6raznenie reco-
vej dimenzie architektiry. Nebezpedenstva: Simulovanie dejin,
fasédové kozmetika, manipuldcia origindlnych objektov. Derri-
dov nézor na “original” a rekonstrukciu”. Objasiiovanie dejin
pomocou pluralizmu?

5. Hladanie novych verejnych pamiatok (Denkmaldffent-
lichkeiten): Poudenie a romantika v pojme pamiatka - funkcia
symbolu a charakter dokumentu. Hnutie za ochranu domova
(Heimatschutz) a moderné tedrie pamiatkove] starostlivosti (Rie-
gl a Dehio). Deformécie v Tretej ridi. Pamiatkovd starostlivost
a komunistické krajiny. Vychodisko z dilemy?

Perestroika and the Destabilization of the Soviet monuments

Albert BOIME

On late Thursday night, 22 August 1991 - fol-
lowing the dissolution of the Russian putsch - thou-
sands of jubilant celebrators marched to Red Square;
the Kremlin, and Dzerzhinsky Square, hundred of
demonstrators chanted slogans against the Commu-
nist Party and the KGB, threating to storm the Lub-
yanka. To calm the angry crowd, Moscow mayor
Gavril Popov agreed to remove the huge statue of
Felix Dzerzhinsky (founder of the Cheka, forerun-
ner of the KGB) from the square. In this case, the
local leaders channeled anger into a constructive
destructive act and thereby controlled the crowd’s
outrage. By midnight, heavy construction cranes were
in place to lift the fourteen-ton statue from its mas-
sive pedestal as three thousand cheering spectators
watched (Fig. 7). The first of many widely despised
monuments of Communist heroes removed over the
next few days had been overturned.

Immediately following the failed coup, the
Western World’s imagination was captivated by the
dismantling of the Dzerzhinsky and a number of other
public monuments and sculptures including those
of Lenin, Kalinin, and Iakov Sverdlov - all heroes of
the Bolshevik revolution (Figs. 2, 3). Indeed, through-
out Eastern Europe and the ex-Soviet Union repub-
lics, either spontaneously, or in response to orders,
people began removing images of Lenin as well as
local national heroes linked to Leninism and Soviet
politics from public view. In downtown Moscow one
could witness ecstatic iconoclasts chipping pieces
off the pedestals of the deposed monuments to Dzer-
zhinsky and Sverdlov, with throngs of people posing
at the feet of former heroes. These were the days of
“the downfall of statues.” The idols of stone and
bronze were humiliated, knocked down off the verti-

- cal and either carried off to the dump or piled up for

horizontal display in a public site. The goal of the
crowd that attacked the statues seemed clear: to re-
claim the former totalitarian spaces of Moscow and
invest them with a new signification, to transform
them into public spaces of open negotiation and ex-
position.

The construction of official monuments inevi-
tably involves assertions about the preservation of
historical memory, the visualization of ideology in
the public realm, the legitimation of existing authori-
ty, and the semiotics of social identity. Their destruc-
tion challenges these assertions by unmasking the
embodied aims of permanence, memory, and autho-
rity and by implicating these emblems of stability
momentarily in the transitoriness of everyday life.
Statue-breaking attests to the impermanence of here-
tofore supposedly permanent regimes and hence its
physical as well as metonymic relevance to histori-
cal change.

I argue in this paper that statue-breaking is both
anti-tradition and, in the case of the ex-Soviet Uni-
on, anti-totalitarian. Although iconoclasm may be an
expression of illegitimate or despotic authority (wit-
ness the Fascist destruction of artifacts for political
ends) or even of individual acts of image-defacing,
my study here assumes a group attack on the sym-
bols of tyranny.' Since public monuments help forge
a unifying experience in hierarchic societies (and
there are no others in the modern world) and are es-
sential to the self-esteem and social identity of re-
gional and national communities, the demolition of
monuments serves the same purpose as their erec-
tion. The act of destruction represents the shedding
of the old social skin in relationship to a discredited
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ancient regime and constitutes a regeneration of the
social self in relationship to the collectivity.

This new self must then be realized in a different
kind of representation, one that now seeks to estab-
lish links with some imagined past, freshly interpre-
ted, that preserves personal and collective nostalgia.
Although the sense of unlimited potentiality and
momentary euphoria that accompanies release from
authoritarian rule would seem to provoke visions of
a resplendent future, the dream must be historically
justified by a radical reinterpretation of the recent
nightmare. The desire for self-immortality is so power-
ful that it is unlikely that monument-making for the
sake of historical amnesia as well as of memory
will ever disappear as a form of human accomplish-
ment.?

Public monuments are the visible coordinates
of a regime’s power, and each change in regime re-
quires a new set of symbols. Some monumental icons
seems to defy this principle and outlast old regimes,
but this speaks to their signifying role in popular
culture or to their capacity to undergo successive
reinterpretations or recodings in new systems over
time. In the purpose of the public monument is to
commemorate and of the official state-sponsored
monument to inscribe official monumental disrupts
that history and opens it up to a more inclusive in-
terpretation for the wider community.

Ideally, the opportunity would present itself to
create out of the old public space an authentic public
life where the competing rights and interests of dif-
ferent groups were at least recognized. Although for
future leaders the destruction is tied to their desire
to efface history and start with a clean slate, the tran-
sition phase involves the clash of competing ideas
within the public realm. The fractured or newly-ab-
sent public monument is a sign of this evolving so-
cial as well as political identity.

The symbolic erasure of the oppressive past is
not only a therapeutic action but a manifest sign of
readiness to grasp new human possibilities. The pub-
lic collaboration in statue-breaking or removal is
a concrete expression of participation in historical
change, more direct than passively experiencing the
alteration of site names. How else explain the wil-
lingness of the impoverished citizens of the ex-Soviet
Union and its client states to sustain the expenses
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1. The 14-ton statue of Felix Dzerzhinsky pulled off its pedestal
outside KGB headquarters late Thursday night, August 22
1991

involved in the wrecking and hauling away of the
statues? Although the sense of change achieved
through the dismantling of statuary may in the long
run prove illusory, there is a momentary feeling of
self-realization in the collective act - a projection of
a larger vision and hope through consensus.

A broken statue may well be a more authentic
index of popular political sensibility than e new
monument erected by the succeeding government.
May we now expect a monument ordered under
Yeltsin to commemorate his putsch against the Rus-
sian Parliament and its unconstitutional dissolution
as the first step on the long road to building “demo-
cracy”? More likely, Yeltsin will want to record his
role in the August 1991 coup, perhaps representing
himself atop a tank - an ironic reprise of the image
of Lenin standing on an armored car. Yeltsin how-
ever, may have difficulty explaining away the factthat

2. The toppled statues of Lenin and Petru Groza, Bucharest,
1990

he then enjoyed the support of the same parliamen-
tary “hardliners” who were so recently ousted. Or
perhaps there are plans for replicas of the two White
Houses in Washington and Moscow surmounted by
a statue of a cherubic Yeltsin atop a tall column, af-
ter all, he has the blessing of the entire Western es-
tablishment headed by Bill Clinton himself. Evident-
%y, Clinton is ready to let democracy and legality fade
in importance on the assumption that Yeltsin’s au-
thoritarian role is the best bet for keeping Russia safe
for capitalism and international finance.

All of this may have been anticipated in the
West’s reception of the iconoclasm that attended the
failure of the August coup. The complexities of the
statue-mania were glossed over in favor of a broad
symbolic association of the collapse of Soviet Com-
munism and the toppling of the statues. It is thus
altogether unsurprising that the U. S. mainstream
media remains complicit with the official govern-
ment line that supports Yeltsin’s recent attack on the
unfolding democratic process in Russia. They con-
tinue to frame the conflict as a dramatic clash of the
contending forces of democracy and despotism, with
the former deputies in parliament cast as the villains,
otherwise known as “die- hard Communists and na-
tionalists”. This time the majority of Russians stood
on the sidelines, perhaps stultified by Yeltsin’s au-
thoritarian repression and the sense of an impending
crackdown on independents and trade unionists. So
much for energy expended on tearing down statues
of ex-Soviet tyrants.

3. Anatoli Beliasov, Removal of a Lenin Statue, 1991. Gelatin
Silver Print.

Of course, I do not wish to appear naive in
pointing out the hypocrisy of our establishment and
the subservience of our press. Yet Eastern Europe
was the one area where the illusion may have still
worked. The West paraded there as the ally of the
downtrodden, the protector of Polish workers and the
Russian victims of the gulag. It is this myth that va-
nished into thin air when the tanks began shelling
Moscow’s White House. It may just be that in the
long run popular democracy is even more threate-
ning to so-called democratic states whose governing
elites fear mass participation as despotism from be-
low. But if we are determined to impose capitalism
by any means, we will never be able to achieve our
objective with a genuine consensus of the various
competing interests. So we opt for some kind of iron
fist, for a czar of sorts, and in that case the toppling
of statues may be a portent for the fall of the hollow
icons on our side as well.

To clarify my discussion of the process of monu-
ment iconoclasm I will use the following terms:
monument inversion, monument subversion, and
monument conversion. The first category refers to
collective crowd action in overturning monuments
during times of drastic political change, when there
is a sense of self-renewal and an acceptance of

213




present uncertainty in the faith that the future can be
controlled.* The second is related to official overthrow
of the history of the recent past, what the new ruling
elite wants everyone to forget (including its previ-
ous complicity with the old regime). This also in-
cludes the iconoclasm of anti-democratic forces
whose elimination of democratic symbols is predi-
cated on a New Order given to revisionist history.
Unlike the idolatry of authoritarian symbols, how-
ever, the democratic or republican effigies - say
a Washington or a Lincoln, for examples - merely
engender respect at best. Hence their destruction
lacks the liberating energies of symbols that aroused
extremes of hatred or blind obedience. The third and
final category implies the salvaging of the monu-
ment or its fragments by recoding and recycling them
in a different historical interplay between the past,
present and future. Here the political message may
be obsolete, but the historical message is still un-
folding in a special space organized for study and
contemplation. One earlier example is that of the
Abbé Henri Grégoire’s defense of the conservation
of the statues of the kings during French Revolution
on the grounds that these “symbols of oppression”
could be transformed “into permanent reminders of
tyranny, forcing them to become a kind of perma-
nent pillory”.> A more recent instance of this recon-
textualization are the proposed theme parks for the
exhibition of the collapsed statuary, as in the case of
Budapest. Although all my categories overlap to some
extent and are purer than anything found in actuali-
ty, I believe that they furnish us a useful tool or charac-
terizing modern iconoclasm.

In the latest case of statuemania, the historical
context and regional divisions gave a coherence to
the vandalism as a sustained political act. The act
repeats an ancient tradition addressing the changed
status and meanings of public works of art. Ironical-
ly, the opening shot did not occur in the Soviet Uni-
on but in Ethiopia, on the occasion of the overthrow
of President Mengistu Haile Mariam. Mengistu, who
had held power for seventeen years, fled once his
Communist regime began to collapse in the face of
the insurgency. One of the key events in the recogni-
tion of the demise was the pulling down of the fifty-
foot high statue of Lenin by government construc-
tion crews (Fig. 4). The colossal statue, marking out
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4. Residents of Addis Ababa on top of fallen statue of Lenin.
May 1991

the space known as Lenin Square in the Ethiopian
capital of Addis Ababa, was given by the Russians in
the 1984 to commemorate the 10th anniversary of
the Ethiopian revolution. (The workers dislodged
a plaque declaring the statue as a gift from the So-
viet people - just like the Statue of Liberty, a political
token from one elite group to another, was falsely
supposed to have been a gift from the people of
France.)

Although students began to scrawl political
grafitti on the legs of the statue prior to its tearing
down, the act itself was not initiated “spontaneous-
ly” by the people but by the government. Thousands
of Ethiopians poured into the streets to celebrate the
event, however, and watched with rapt fascination as
it came down by ropes attached to the statue’s shoul-
ders and waist and drilling by jackhammers into the
reinforced concrete base. Yet the government clearly
meant this to be a major political event, coinciding
with its release of political prisoners. In orchestra-
ting the bringing down of the statue and declaring
amnesty for the group of prisoners, the new govern-
ment attempted to distance itself from the old to pick
up popular support and strengthen its hand in peace
talks scheduled the following week in London. That
this had its intended impact is seen in the statement
of one western diplomat who welcomed both acts as
a demonstration of “the sincerity of their commit-
ment to reform”.

The event certainly contained ingredients of
catharsis of the crowds who witnessed the toppling

5. Vera Mukhina, The Worker and the Collective Farm Woman,
steel plated, 1937

of the statue. One bystander, a thirty-two year old
municipal planner, declared: “That statue is not sym-
bol of Socialism. It’s a symbol of exploitation and
bad leaders. Maybe now people will begin to forget
the anger we all have inside when we don’t have to
see Lenin every day.” What I believe he implies here
is that the public space has now been redefined to
match the psychology of the crowd. The statue of
Lenin defined the public space in alienating and re-
pressive terms and with its removal the space - not
the individual represented nor the ideology he repre-

sented - was affected. It is less a question of sympa-
thetic magic than of opening the public sphere
through monument inversion. Her the government
read the citizens correctly in allowing them to par-
ticipate in an event that coincided with change. Ac-
cordingly, Christian churches and Muslim mosques
were overflowing with worshippers who now saw the
possibilities of a return to total freedom of religion.’
One case study that almost defies categoriza-
tion is the recent disruption of the monumental ima-
ge by Vera Mukhina, The Worker and the Collective
Farm Woman - the symbolic centerpiece of the Uni-
on of Soviet Socialist Republics’s Pavilion at the
Paris International Exposition of 1937 (Fig. 5). The
colossal partnership of the two figures, each carry-
ing one component of the national emblem of ham-
mer and sickle, harmonizes to create the cosmic na-
tional blending of male and female, rural and urban,
peasant and worker, embodying the highest political
and aesthetic ideals of the Soviet Union at that mo-
ment. Here the structure of the monument is an alle-
gorical presentation of the concept of “from each
according to his/her ability, to each according to his/
her need”. Yet Mukhina’s group, representing the
enthusiasm and optimism of youth and youth’s idea-
lism, was put to the service of a program that ex-
pressed, in the words of the organizer of the Soviet
pavilion, Boris Ternovets, “the idea of efficiency and
powerful growth, of the invincible movement of the
Soviet Union along the path of conquests and victo-
ries.” It was a synthetic construction supported by
an ideology that inevitably could not sustain itself.
The mischievous contemporary dissident Soviet
artist Afrika, who thumbed his nose at censorship
authorities and the official Soviet art world, created
a project that directly attacked this work, Donalde-
struction - made explicitly for consumption in the
West (Fig. 6). It began as an act of wanton vanda-
lism. Africa and a friend travelled to Moscow, where
they removed a door panel from the inner thigh of
the female half of Mukhina’s monument that now
stands in front of the pavilion of the building of
Achievements of the National Economy of the ex-
USSR. Whisked back to Leningrad, the steel door
became fetishized into an entity called “Agent”,
which was incorporated into an installation of sculp-
tures, collages, drawings and paintings that link Le-
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6. Afvika (Sergei Bugaev), Donaldestruction, mixed media installation with fragment of The Worker and the Collective Farm

Woman, 1991

nin, Lenin’s Tomb, the Taj Mahal, McDonald’s, Do-
nald Duck and Trump Tower in a vast conspiracy nar-
rative. My capsule reading of this complicated alle-
gory is that Communism and Capitalism needed each
other to maintain control over their respective do-
mestic realms.

Sooner or later, the ramifications of this global
symbiosis were destined to doom both world powers
to obsolescence, but, as it turned out, capitalism was
more efficient at building a war machine and satis-
fying the domestic front, and the Soviet Union bit
the dust first. The Western industrial nations needed
symbolic imagery to persuade their peoples of the
triumph of their ideology, and the new Russian privi-
ligentsia that had deserted Gorbatchev for moving
too slowly towards capitalism happily provided them.

216

As dismantled statues, Soviet icons can now clamor
for the status of consumer items. One resident of Kiev
went around buying up all the Lenin statuettes, pins,
and paintings for the Western art market at the time
of the dismantling of the Lenin statue there, con-
cluding that there would be a vast international de-
mand for Bolshevik souvenirs now that the Party was
dissolved.” On 24 October 1992, a crowd of three
thousand Russian citizens gathered in the October
Place near one of the surviving Lenin statues to pro-
test Yeltsin’s drive to capitalism; one complaint was
that the holy icons of the churches were being sold
to foreigners to pay for privatization.® There are ironic
parallels between the selling of the state’s patrimo-
ny, the loss of the religious aura of the icons and the
loss of the political aura of the monuments.

7. ArtSpiegelman, Recuperated Worker and the Collective Farm
Woman, manipulated photograph, 1993

Another manipulation of the Mukhina monu-
ment is Art Spiegelman’s entry for Vitaly Komar and
Alexander Melamid’s 1993 exhibition, Monumen-
tal Propaganda, run concurrently in Moscow and
New York City (Fig. 7). The cartoonist and author of
Maus made the most minimal interference by sim-
ply shrinking its pedestal. Now rather than striding
purposefully into the future, the enthusiastic pair are
about to topple into the abyss and into everlasting

humiliation with their next step. Spiegelman claimed -

that his project was his way of “bringing them up to
date”.®

When Komar and Melamid first announced
their plans for an exhibition for projects to preserve
the ex-Soviet monuments through transformation
(or conversion in the sense that I want to use it)
they declared that they desired “neither worship nor

annihilation”." What they were proposing was
a “creative collaboration” with the monuments to
convert them into post-totalitarian “history lessons”.
They were concerned that with each wave of icono-
clasm in the evolution of Russian society, “it is his-
tory, the country’s true past, which is conveniently
being obliterated.” Of course, Komar and Melamid
knew full well the appeal of such a show to the West
and it is not surprising that is was exhibited in the
Courtyard Gallery of Manhattan’s World Financial
Center - the seat of global capitalism.

Indeed, most of the entries were satirical inclu-
ding their own: they would convert the famous image
of the gesturing Lenin into a hapless New Yorker try-
ing to hail a cab, a joke that recently graced the co-
ver of The New Yorker.!' More dramatically they would
salvage Lenin’s tomb with an electronic signboard
that would flash messages including one that added
the suffix “ISM” to Lenin’s name and convert it into
a monument to a particular epoch rather than to an
immortal idea. Constantin Boym, a Russian émigré
living in New York, would alter existing monuments
into monumental advertising schemes, and sugges-
ted that the Russian government lease the various
Lenin statues to Western corporations for “a hefty
hard-currency fee”. Mac Adams, an American, would
tear down the famous statue of Marx and Engels con-
versing, leaving in its place only the insubstantial
“dialectical space” between them.

Komar and Melamid deliberately borrowed theit
theme from Lenin’s project entitled Monumental
Propaganda. Originally addressed to Lunacharskii,
commissar for education, Lenin’s plan was to create
a “people’s” art, one that could integrate itself with
everyday life, assisting in the ideological shaping of
a new revolutionary mass consciousness. He argued
that Monumental Propaganda should consist of pro-
visionally-made statues, busts, or reliefs celebrating
revolutionary individuals or events produced with
cheap materials such as wood and plaster. They were
to be temporary objects corresponding to the mo-
ment like journalistic reportage, and the embody di-
dactic values for revolutionary celebrations such as
May Day. Lenin’s strategy - just the opposite of the
later cult statues made in his image - was to liberate
monuments from their supernatural look of frozen
solemnity and activate them as humanly accessible
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agencies advancing the progress of the revolution.
Not designed for eternity but for eventual self-de-
struction, they partake of all three categories listed
above. In a sense, Komar and Melamid pay homage
to Lenin’s idea for temporary monuments that never
exist long enough to outlast their topical significance.
In the end, Lenin’s scheme was anti-traditional and,
at the same time, diametrically opposed to the cul-
tist ideals of Stalin’s totalitarian state.

Indeed, underlying Lenin’s project was his con-
cept of a dynamic yet incomplete society always in
the process of unfolding, continually striving for self-
renewal until the emancipation of the least of its
members. This notion runs contrary to the Totalita-
rian Utopia, where perfection lies within the will of
the Leader and is therefore imminently realizable.
The visual for this ideal are permanence and imper-
sonality - the characteristics of the Stalinist idols of
stone and bronze. Thus the toppling of the statues
remained squarely within the anti-traditional plan of
Lenin.

Just as the fallen image of authority symboli-
cally tells us about the loss of authority, so images
representing authority yield valuable insights into the
nature of the actual authority producing it. Political
representation has a double signification, in first
projecting the physical persona of the revered lea-
der, and secondly in constructing an ideological com-
munity of shared interests. This entails finding a from
that mediates between the corporeal person and trans-
cendental icon. Movement and energy is therefore
generally inappropriate for official political repre-
sentation, as is clear from the monuments to Lenin,
Stalin, and Dzerzhinsky (Fig. §). Most are concealed
beneath long heavy coats that transform them into
monumental columnar objects. Here the leader is is
divested of individual or personal characteristics and
transformed into allegory and deified.’? Such rheto-
ric of political representation is of necessity conserva-
tive, yet eminently suited for authoritarian regimes
constituted by the all-powerful leader. One effect of
the omnipotent head of the police state is the inter-
nalizing of controls, symbolized by the ubiquitous
images of illegitimate political authority. They stand
as constant reminders of the guilt of accommoda-
tion, of having to denounce to prevent being de-
nounced in turn. The intimidated and guilty citizen
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8. EvgeniiVuchetich, Monument to Felix Dzerzhinsky, Moscow

is excluded from this metaphorical formulation
through the absence of suggestion of the leader’s
dependence or sense of responsibility for their inte-
rests, exactly as in the case of a religious icon. In this
sense, the so-called public space defined by the sta-
tue was a fiction and more akin to the sacred than to
the public. Only during the August putsch, when the
terrains marked out by the statues had to be contes-
ted by live bodies did the notion of public space as-
sume some validity. Thus step towards symbolic dis-
memberment and breaking of the leader, who is the
macrocosm of one’s microcosm, is fraught with the
powerful floodtide of emotions when monument in-
version occurs and the world turns upside down. The
moment of destruction of the symbols of illegitimate
authority is tantamount to laying the groundwork for
a vibrant future.

The Austrian art historian, Alois Riegl, defen-
ded the bourgeois tradition at the end of the last cen-

9. Cranes hoisting figures of the Marine Corps Memorial into
position, 1954

tury in declaring that a monument’s historical pur-
pose is to keep alive the deeds or events of a single
individual or a nation in the minds of future genera-
tions. As such, it is intimately connected with col-
lective memory within a given culture. Public com-
memoration is a form of history-making, but shifting
political discourses are at work to revise, supplement,
and efface history. The repression of the KGB was
only too real, but the memory is too painful to bear
if your friends or relatives disappeared in Lubyanka
prison. The memory constructed by the original
monument had to be destroyed or otherwise displayed
as a relic of some bygone age. Both the erection and
toppling of sculptures produce meaning related to
the nation’s historical memory.

Destruction of effigies, as we know, confirms
a previous state of their worship; it is not just an ex-
pression of moral illiteracy but of an unresolved fee-
ling of guilt spilling out and clamoring for immedia-
te victims. The participation of citizens and local
leaders in the ritual destruction of the symbols of an
outworn regime has a long history, perhaps most
vividly embodied in the destruction of the Venddme
Column inApril 1871 by the French Commune. Ironi-
cally, the Bolsheviks - and most notably, Lenin -
profoundly admired the Commune from whence they
derived their red banner and model for a proletarian
revolution. The impermanence of national monu-
ments designed to perpetuate the deeds of heroic
actions to inspire loyalty and coherence is one of the

vagaries of art history. Even when the monument is
seen in the process of installation it seems as provi-
sional as those that are demolished, as is seen in the
case of the erection of the Iwo Jima memorial in
Washington, D.C. (Fig. 9). One of Komar and Mela-
mid’s proposals was for a statue to be left dangling
from cranes in the air arresting the moment of dis-
mantlement and “extending it into eternal retribu-
tion”. Although in its definitive place the monument
assumes the aura of its environment and becomes
fixed in the national memory, the erection of a statue
and its demolition signal the power of the state to
reify visual experience. Like a flag, a national monu-
ment is simply a mass of fragile material endowed
with meaning by force of arms or the power of propa-
ganda.

On Dzerzhinsky Square without Dzerzhinsky
and Sverdlov Square without Sverdlov, it suddenly
dawned on Soviet citizens that the statues they had
revered, even feared, had suddenly become demysti-
fied. This is not a novel experience in revolutionary
iconoclasm, as seen in a recent paper by my colleague
Lasz16 Beke on “The Demolition of Stalin’s Statue
in Budapest.”"* The bronze colossus was the site of
major political spectacles and pledges were made in
front of it, but when toppled someone scrawled the
letters “W.C.” on the statue’s head. An essay in
a recent issue of kritische berichte recounts how the
author passed the colossal red granite statue of Le-
nin ion East Berlin every day for twenty years, strai-
ning not to look at it and yet almost always feeling
emotionally provoked by it. But with the destruction
of the wall it became merely a stony” monument
which had lost its hold over her.'In the case of topp-
ling and decapitation of the East Berlin monument,
there was a curious switch: defenders of the statue
attached a banner across Lenin’s chest with the in-
scription, “Keine Gewalt” - No Power. In this instance
it was the municipal authorities - forging ties with
the West - who ordered the monument’s subversion
and wished to replace its symbolic history with
“deutsch-deutsche Geschichte”. Those who protested
its removal with the banner wished to safeguard and
convert the monument by declaring its neutrality.'®

One of the ingenious schemes for conversion
in the Komar and Melamid exhibition was John
Murray’s idea to bury the statues of former leaders
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(Fig. 10). Only their head and shoulders would b.e
exposed above ground, thereby demystifying their
former exalted status by putting spectators on the
same level. For those nostalgic for the old relation,
a subterranean viewing chamber could be carved out,
attainable by stairs, where spectators could once again
confront mainly feet. Heretofore the power of the
monuments was reinforced by secret police and the
internalization of guilt. Formerly the crowd itself had
assumed repressive functions under the aegis of the
statues treated as sacred: the KGB (Dzerzhinsky),
the Party (Lenin), the Soviets (Sverdlov), and Indus-
try (Dzerzhinsky, Lenin).

The Cult of Lenin

Actually, since 1989 Lenin statues were being
sporadically knocked down in several republics as
millions of people quit the increasingly discredited
Communist Party. This constituted a dramatic over-
throw of the Lenin mystique and pawed the way for
the iconoclastic acts of August 1991. The Russian
revolution undermined the existing social order and
the unstable transition period of reconstruction in all
the realms of existence required new symbols to con-
fer meaning on the chaos - inevitable following
a period of drastic political change. As the Commg-
nist party moved to dominate the political process, it
increasingly centered its claims to legitimate rule on
the idealization of Lenin as the revolution’s author
and guiding force. The cult of Lenin crystallized
around 1923, when illness had removed the leader
from power and then assumed the status of a national
religion immediately following his death the follo-
wing year. As Tumarkin has written:

The full-blown cult of Lenin was an organized
system of rites and symbols whose collective func-
tion was to arouse in the cult’s participants and spec-
tators the revential mood necessary to create an emo-
tional bond between them and the party personified
by Lenin. Stylized portraits and busts of Lenin were
its icons, his idealized biography its gospel, and Leni-
nism its sacred writings. Lenin corners were local
shrines for the veneration of the leader, and its cent-
ral shrine was the mausoleum in Red Square dis-
playing Lenin’s preserved remains. This formalized
veneration of Lenin persisted until the end of the
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10. John Murray, Buried Statues of Former Soviet Leaders, ink
drawing, 1993

1920s, when the emerging cult of Stalin began slow-
ly to eclipse it.'¢

Although as a complex of standardized texts
and symbols the cult targeted the mass of the Rus-
sian people and served the needs of the Soviet state,
it revealed parallels to that of other political cultural
experiments bent on replacing the sign system of the
previous regime with its own representative emblems
of identification and unification. Further, it bears
a specific relationship to the traditional concept of
the king’s two bodies, the mortal body subject to the
frailties of nature and the political body that could
not be seen but could be experienced in perpetuity
through representation. Finally, the Russian tradition
of venerating icons and the remains of their canoni-
zed religious martyrs and saints may have predis-
posed the Russian people to a cult of representation
such as that organized around the idealized image of
Lenin.

The object of the cult is an immortal Lenin who
personifies the Communist Party and is the author
of the guiding line to socialism. Thus the symbol
was made to order for destruction during the breakup
of the Soviet Union and glasnost. Not only was there
the cathartic act of simply destroying something ha-
ted, but in the case of Lenin’s cult image there were

specific political implications insofar as it allego-
rized the ascendance of Communism and had be-
come a signifier of oppression. Lenin had been
a metonymic sign for the inevitable victory of the
Communist Party; his cult signified invincibility and
immortality - at least the system of ideas his effigy
perpetuated and embodied. Hence the need to top-
ple Lenin once support was withdrawn - to dispense
with the idea of his invincibility and to literally bring
him down to earth. The positive ideas that Lenin also
embodied - his call for the rising and raising up of
the oppressed, for perpetual striving towards eman-

cipation, for the final victory of the proletariat - per-

haps they also had to be suppressed in the New World
Order. The need the destroy images is never merely
wanton or wasteful. The toppling of hated symbol is
part of self-hatred as well - the idea that one could
be coerced or intimidated by representations of
a political system. The previous passive acceptance
of the condition of things is now a subject of self-
detestation projected outwardly on to the hollow icon.
Not surprisingly, this insecure state intensifies close
to the end: those with some privilege see their power
and advantages threatened, some fear the loss of
a comfortable paternalistic support system, and
others fear chaos most of all. At the same time, Le-
nin’s comeuppance as the terror of the tsars and of
the capitalists made good copy in the Western press
and may have been encouraged from above as a sop
to the Western nations.

Following Lenin’s death in 1924 and the politi-
cal exploitation of national mourning (which brought
about a power struggle within the ruling troika of
Stalin, Trotsky and Zinoviev), the construction of
statues of Lenin was ordered for Moscow, Kharkov,
Tiflis, Minsk, Tashkent, and Leningrad (formerly
Petrograd). As was stated at the Second All-Union
Congress that adopted this resolution, “The image
of our great leader must be immortalized for all fu-
ture generations and should serve as a permanent
reminder and call to the struggle for the ultimate vic-
tory of communism”."” The object was to substitute
for a ruler a cult predicated on the preservation of
the memory of the ruler and hence his or her conti-
nuing vital energy in the lives of citizens. Le roi est
mort. Vive le roi! This was also achieved through the
mourning rite, carried out as spectacle and the pre-

servation of Lenin’s embalmed body. A competition
for a mausoleum design inspired numerous ideas,
including a 15 to 20 story-high statue of Lenin that
would house meeting halls for higher government
institutions. The inauguration of the chosen project
in 1930 was associated with Soviet engineering and
the accomplishments of Stalin’s Five-Year Plan. The
propaganda began in the schools and pursued the
citizen throughout her or his lifetime. Every class-
room displayed Lenin’s portrait, texts carried illus-
trations of Lenin surrounded by adoring children, and
the mythology surrounding him was perpetuated by
such projects as essay papers on ways to honor his
memory.

But as Stalin consolidated his power, the cult
of Lenin subsided and that of his successor arose.
The index to this development could be statistically
demonstrated through representations: by 1933, it
was reported that the number of portraits of Stalin
outnumbered those of Lenin in Moscow by almost
two-to-one. The cult of Stalin culminated in apotheo-
sis in 1953 when in March he joined Lenin in the
Lenin-Stalin Mausoleum. Just e few years later, how-
ever, with his famous “secret speech” delivered at
the Twentieth Congress of the Communist party, Ni-
kita Khrushchev effectively destroyed the Stalin cult
and launched a new Lenin cult to replace it. De-Sta-
linization proceeded apace with neo-Leninism, reach-
ing a climax in 1961 when Stalin disappeared from
public display and Lenin’s statue was being produced
in mass quantities for distribution throughout the
Eastern bloc and its allies.

Social Realists had canonized and dogmatized
Stalin’s claim: “Life has become easier, life has be-
come happier.” The Romanian sculptor Dimitrios
Demou tells the story of his famous statue of Stalin
that had to wear a benign smile to express an opti-
mism that in fact did not exist. It is precisely the
false of rather mystifying features of social realism
that made these statues hollow icons whose validity
could obtain only as long as they could be maintained
by threat of force. Once the force was removed, the
hollowness of their pretense was immediately appa-
rent and hence had no legitimate claim to existence.
The skin of a happy man, of happy tractors and air-
planes, is stretched over the skeleton of propagan-
da. Social Realists practiced a literary style with
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a conventionally coded iconography. This made it
easy then to attack its iconography with the blunt
edge of a sledgehammer or have it pulled down by
a mechanical crane.

The Lenin Cult that resurfaced in post-Stalinist
Russia to become the symbolic focus of internatio-
nal Communism served as the historical touchstone
for the unstable regimes that followed in the wake of
Stalin’s death. The regenerated Lenin cult, however,
differed from the old one with its genre-like adapta-
tions. Now he came to figure as a colossal columnar
statue, towering over a public square and used for
ceremonial and festive occasions. When Leonid
Brezhnev took over Khrushchev’s job in 1964, he
took advantage of the jubilee celebration of Lenin’s
birth to shore up his strength in the party. On 16
April 1970, Brezhnev traveled to the city of Ulia-
novsk (formerly Simbersk) to preside over the formal
opening of the grand Lenin Memorial built for the
occasion. He also delivered a major speech com-
memorating the event on 21 April to the Central
Commmittee, the Supreme Soviet of the USSR, and
the Supreme Soviet of the Russian Republic, stan-
ding against the backdrop of an enormous profile of
Lenin’s head. The standing ovation Brezhnev re-
ceived concluded with a formula derived from Maia-
kovsky’s 1924 poem: “Lenin lived, Lenin lives, Lenin
will live!”®

Yet one must be careful in assigning too much
power to inanimate objects, even if symbolically they
point indexically to the authority behind them. The
centennial hardly achieved its hoped-for results, and
even created backlash of sentiment against the ex-
cessive attention to the leader. The many jokes and
quips making the rounds in the popular domain in-
dicated that the Lenin cult was already becoming the
object of ridicule. A department store selling beds
for newlyweds advertised a bed for three, since “Le-
nin is always with us”. A widely circulated anecdote -

rumored to be a favorite among Moscow and Le-
ningrad intelligentsia - described the results of an
official contest for the best statue of Alexander Push-
kin: third prize went to a statue of Pushkin reading
Lenin; second prize, to a statue of Pushkin reading
Lenin; and the first prize was awarded to a statue of
Lenin! But perhaps the best story illustrating Soviet
self-awareness tells of an elder citizen unsuccessful-
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ly seeking an apartment - all of his letters to the bu-
reaucracy remaining unanswered. Finally, in despe-
ration he goes directly to the Central Committee and
demands to see Lenin in person. “Lenin?” exclaims
the astonished receptionist, “but Lenin died in 1924!”
“How come,” the old man replies, “when you need
him he’s alive, but when I need him, he’s dead?”"?

It would seem that the monuments had already
lost the magical aura and sanctity of legitimation.
Nevertheless, the mausoleum continued to be a place
of pilgrimage for large number visitors. It became
the focal point of state ritual, especially during the
celebration of revolutionary holdidays. It also served
as an official spiritual center. Soviet cosmonauts
gathered there before and after space flights, and it
was customary for newlyweds to lay flowers outside
the mausoleum immediately after their weddings.
The demeanor of visitors was serious and respect-
ful, like visitors to the Vietnam Memorial. All the
investment of their childhood energy in revering
Lenin and the idealizing rhetoric surrounding the cult
was somehow dashed in the glasnost period, much
like Americans coming of age in the 1960s with the
Civil Rights Movement and the Vietnam war and their
attendant reaction. If so, the attack on the statues
became a form of self-flagellation for having been
so gullible, end even fearfully so.

In Bucharest, a cleric held up a cross against
the offensive bronze statue of Lenin just removed by
a crane from Piatia Scinteli in the center of the city.
The cleric himself occupied the granite pedestal
where previously the statue had stood, proposing him-
selfas a pious surrogate for an atheistic symbol. The
cleric symbolically alluded to emancipation from the
former tyranny that the statue represented. It has been
argued that public monuments are normally invisi-
ble objects that become visible suddenly during mo-
ment of drastic political upheaval. Recoded in
changed political conditions. they become silent
scapegoats permitting a collective catharsis. Yet this
so-called sudden “visibility” is a misnomer; it is there
hovering in the background of a landscape (like an
electrically charged field) exactly as it hovers in the
background of our imagination - acting as a brake
on it or a liberating mechanism, depending on our
ideological orientation. It frames the consciousness,
setting the perimeters to our thinking, policing us

with its representation of the social order. Even as in
the case of an allegory such as the Statue of Liberty
or the Marine Corps Memorial, our sense of history
is being selectively arranged for us. In this sense, the
contestation for a public space begins by tearing
down the statues that delineate it. It is not only an
attack on the ancient regime but an attack on those
signposts of the state that oppress us even in the most
benign of circumstances. Certainly, it is cathartic to
spit in the stony or bronze face of a hated individual
- or vandalize an image with grafitti - but the bring-
ing down of a three-dimensional marker that mapped
out a public space means also that the act represents
an attempt to free oneself from self-imposed limita-
tion, to break through a shell of indoctrination that
defines and control one’s freedom to move through
the public space.

As previously suggested, destroying the cult
image paradoxically points to the power of that ima-
ge ultimately attests to “an immense respect” for
the image. Actually, any act of vandalism always con-
firms the recognition of the ideological centrality of
the icon but without necessarily suggesting respect.
It is an acknowledgement that the work radiates
a charismatic aura, but that it has failed to live up to
the promises of its rhetorical script. For not only does
it radiate-authority, it radiates the aura of the Good
Father who embodies protection and benevolence for
his extended family. No statue proclaims its tyranni-
cal or despotic hold on its public, rather it speaks out
to future generations to act with the same boldness,
intelligence, and national concern of the subject of
the statue. The force of the state can make its fiction
history, but when the regime falters and the statue is
standing contradiction of the rhetoric surrounding it
then it constitutes a negation of its state meaning.
Thus the statue of Rodin’s Thinker in front of the
Cleveland Museum of Art was bombed when
a member of a surrounding ghetto decided that the
culture it represented was more concerned with pre-
serving objects than lives. Inevitably, builders of
public monuments cover up crimes against the pub-
lic by selecting their narratives that leave out the
violence that inspired them or substitute for the real
heroes one necessitated by the state’s ideology. What
keeps the monument in place, is the power of the

privileged minority that profits from narrative. But
a monument in a public space cannot be limited to
a single meaning and its attempt to suppress certain
forms of historical occurrences and ideas ultimately
means betraying its narrow concerns. The reality and
is allowed the opportunity to publicly proclaim it is
it possible to agitate against the significations of the
monument.

The Soviet Union having failed dismally in its
search fora shortcut to socialism, Russia is now seek-
ing an equally spectacular shortcut to capitalism. We
might understand the government’s program as
a Five-Year Plan for the Rebuilding of the Bourgeoi-
sie, and in the propaganda only the terms will have
changed. As one Soviet primer of 1930 put it:

After socialism is built there will no longer be
dwarfs - people with exhausted, pale faces, people
reared in basements without sunshine or air, Healthy,
strong giants, red-cheeked and happy - such will be
the new people.

For this new people new cities would have to be
built, entirely different from the gloomy and crow-
ded cities whose center is a fortress or Kremlin:

From the central square, like the rays of the sun,
avenues and boulevards will radiate in all directions.
Buildings will not stand in a row like soldiers, all
facing one way. Each dwelling will turn toward the
sun in order to get as much light as possible. White
house-communes, schools, libraries, hospitals will
be surrounded with flower beds. At every entrance
you will be greeted by green giants - oaks, pines,
linden trees.”!

Presumably, the central square would have had
as its dominant focus the paternalistic effigy of Le-
nin.

The old Five-Year Plan was a vision of infinite
possibilities just as now the nomenklatura of privi-
leged elite makes claims for an utopian world grow-
ing out of privatization. But the question for the new
regime is the role the state is to play in the construc-
tion of classic capitalism. Yeltsin now knows that his
economic policies have caused widespread discon-
tent, that the money for restructuring must come from
domestic swindlers and foreign speculators whose
interests do no coincide with those of the Russian
people. The marketeers know that reforms cannot be
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conducted too rigorously for fear of evoking resis-
tance from society of undermining confidence in the
path that has been chosen.

Is it the drastic and abrupt overthrow of the revo-
lutionary birthright of the people that is expressed in
the throwing down of the statues. Just as the original
Five- Year Plan wanted to overhaul in an abbreviated
period the old social order and required its symbols
of optimism, so now the urge to private ownership
of property requires some concrete manifestation of
change to mark the transition. But lacking a positive
program and a mass base, this need has been ex-
pressed negatively in the overturning of the old
cheery symbols and authority heroes of the past. It
was the sudden break in political and cultural conti-
nuity that both gave rise to the Lenin cult and to its
demise in the perestroika and glasnost years.

The present Russian government is still unable
to invent a set of visual symbols to complement its
effacement of the old, as in the case of the removal
of the statues, the revival of the pre-revolutionary
flag, the excision of the once pervasive hammer and
sickle from its official signage, and the change of
names of municipal and state sites. But even these
token gestures carry a certain amount of certitude
and conviction that substitutes for the agonizing pe-
riod of transition and confusion. The toppling of the
statues is an act involving the collaboration of the
government and its people, thus creating the momen-
tary illusion that there is harmony between them.

This also plays well for the international press
that sustains the illusion of a common set of inte-
rests of both government and the masses of Russian
people. Shortly after the August coup, Gorbachev and
Yeltsin united to urge the adoption of a new gover-
ning structure for the Soviet Union, based on the re-
surgent power of the its constituent republics. Gor-
bachev stated to the Congress of People’s Deputies:
“Let me tell you, the West is watching. If we are to
coordinate, unite within the new forms, find new
structures, new people, the West will support us”.*
The most conspicuous expression of this restructu-
ring was the knocking down of the Lenin monuments.
Indeed, the toppling of the statues quickly became
the central visual metaphor for the very process of
perestroika, dismantling and restructuring, especially
after the coup. The seizing upon the toppling of the
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11. Irina Nakhova, Recycled Lenins, manipulated photographs,
1992

statues as a front-page item in the major U.S. papers
attests to the clear legibility of the act as a sign of
the destruction of the Communist regime and the
beginning of a new government based on privatiza-
tion. Thus the U.S. press exploited these events to
symbolize the victory of the Western industrial na-
tions, even though the absence of a new sign system
left the actual outcome in doubt. Only in the case of
the Chinese student rebellion in Tiananmen Square
was there anything approximating a new emblem
produced, and this was modeled after a well known
American icon (The Statue of Liberty). Thus Ame-
ricans could be convinced that lying behind the rub-
ble of the Berlin Wall and the razed sites in Eastern
Europe were the haunting specters of capitalism.

Yet even here there was fear of the crowd and
its unpredictability. A New York Times journalist re-
porting on the projected dismantling of the Lenin
statue in Kiev observed condescendingly that at “Le-
nin’s feet [there] was a happy crowd that only Bruegel
could have painted: ordinary people leering up at the
great figure and gesturing mockingly”.” A reporter
for the Los Angeles Times repeatedly referred to the
“intoxicated” crowds tearing down statues in dero-
gatory terms even while praising the act itself. To
him it was an Albanian “mob” that “clawed down
a statue of Enver Hoxha with their bare hands,” while
in the Polish town of Nowa Huta “delirious protes-
ters” attacked a Lenin monument.*

These contradictory sentiments suggest a fear
about the dissenting crowds within American socie-
ty itself, conjuring up the nightmarish vision of

hordes of students and workers pouring into the streets
such as happened in South Central Los Angeles in the
summer of 1992. Although no special monument or
category of monument was singled out, the nature
of the buildings targeted for attack was primarily
entrepreneurial and dependent on the local clientele
for business. This suggests a political act and plan,
analogous to that which existed in the squares of the
East European urban sites. While in this case there
was a distinctly cathartic element to this destruction,
as in the case of the toppling of the statues a suffering
people signaled an alarm to their leadership. As long

as a privileged elite chooses to ignore the alarm, there -

will be a fresh round of statue-toppling and/or de-
struction of the symbols of oppression.
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Perestrojka a demontaz sovietskych pamitnikov

Ked perestrojka nabrala krkolomnt rychlost, zipadné $taty
sa vyzivali v hmatatelnych dékazoch rozpadu Sovietskeho zvi-
zu a vychodného bloku. Vizudlnym znakom kolapsu systému
bol pad kultovych séch Lenina a Stalina. Predstavy o tychto
ginoch vandalizmu a ikonoklazmu sa rychlo stali pre Zapad
dominantnou vizudlnou metaforou perestrojky - rozoberania
a restrukturovania najmé po augustovom pudi. Napriek explézii
novych historiek na titulnych strankach svetove;j tlace, bolo do-
teraz tomuto fenoménu venované iba mélo odbornej pozornos-
ti. Prispevok sa pokti§a vyplnit tito medzeru a zaroveti sa poku-
si ukazaf, Ze deStrukcia séch v tomto momente ma mnoho
spolo&nych &ft s historickym osudom - aj ked nie vZdy tak ka-
tastrofickym - inych verejnych pamétnikov.

Autorove predchadzajiice vedecké skiimanie politiky mo-
numentalneho verejného sochérstva v USA a vo Franclizsku mu
dali &irokt metodologicki perspektivu, z ktorej hodnoti deStruk-
ciu kultovych ikon. PretoZe sa to tyka verejnej sféry, monumen-
talne socharstvo nesie silny ideologicky vyznam a symbolizmus
dovtedy, kym reZim, ktory ho vybudoval alebo zachovéval zotr-
véva pri moci. Zaroved je to dynamické potial, pokial politickd
zmena dovoli moZnost reinterpretacie tych istych pamétnikov
a ich dopad na verejnu sféru. Tato zmena mdZe byt drasticka tak
v revoluénych okamihoch, ked nova politicka sila ni¢i uctieva-
né pamiitniky svojich predchodcov, ako v pripade zniCenia Ven-
démského stipa Komiinou v r. 1871, alebo lep§ie méZe vyhovo-
vat spolunadviznost reinterpreticie stojaceho pamitnika ako
v pripade Lincolnovho pomnika, ktorého original a prvotna
podoba Lincolna ako spasitela tnie sa zmenila po¢as hnutia za
obgianske prava na Lincolna osloboditefa. Za Kennedyho, pré-
ve ta Sast verejnosti, ktord bola dovtedy k tomu odmietava, pri-
pustila, e monument opét nadobudol svoj vyznam. ESte ind
formu reinterpretécie monumentalneho socharstva je mozné vi-
diet v pripade ex-sovietskych prikladov, z ktorych mnohé boli
premiestnené do “tematickych parkov” v mestdch ako Moskva
a Budapest, Symboly kedysi obdvanych totalitnych vladcov, kto-
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ré kedysi stdli na vyznamnych verejnych miestach, dnes vzbu-
dzuju predovietkym historicky zaujem ako turistické atrakcie.

Ak sa sochy predstavujiice mocnych méZu vZivat do pova-
hy tychto osobnosti, potom aj ich Zelana deStrukcia sa mozZe vZit
do povahy straty tejto moci. V tomto zmysle, autorove analyzy
o likvidacii s6ch maju ukazat ako sochy sliZia na oboje - legiti-
mizovat a delegitimizovat autority, do tej miery, v akej sa socha
pokii$a reprezentovat Tud, socidlnu triedu, politickd stranu, ale-
bo velkého narodného hrdinu, ktorého telo je naplnené symbo-
lickym vyznamom pre ludi, socidlnu triedu alebo politick stra-
nu.

Hlavnym cielom deStrukcie v kampani za zniCenie séch
Lenina bola podoba Lenina, zdanlivo “nesmrtelnej” personifi-
kécie komunistickej strany. Jeho spodobenia boli ni¢ené pocas
konca sovietskeho §tatu a jeho satelitov. Ako metonymicky znak
nevyhnutny pre vitazstvo komunistickej strany bol jeho status
otézny od chvile, ked systém za&al zanikat. Pad jeho sochy bol
doslova spésob, ako ho dostat “k zemi”. Ironicky, sdm Lenin sa
vyrazne usiloval o znienie carskych pamitnikov - my3lienka
inSpirovana jeho §tddiom Komiiny.

Hoci vi&8ina pamitnikov, ktorymi sa tu autor zaobers, je
konzervativna esteticky a politicky, nesthlasil by s tym, Ze mo-
numentdlne metafory mézu byt vieobecne chipané ako “posviit-
né ikony” vzdy pripravené na vyprizdnenie a znovunaplnenie
vyznamom v zédvislosti na zmene socidlnych a politickych po-
merov. Presvedgili sa o tom aj divéci filmu “Planéta opic”, ktori
sa identifikovali so Sokom hlavného predstavitela v momente,
ked néhle objavil novovykopant Sochu Slobody. V skuto¢nos-
ti, je to nada norméalna vnitornéa potreba zachovat pamaitniky,
ktoré ndm dovolujii odstidit vandalizmus skupin, ktorych ideo-
16giu odmietame. Schopnost povzniest sa potom nad tzbu ucho-
vévat a zidastiovat sa na kolektivnom vandalizme predpokla-
dé, e sila predstdv je nielen v ich formdlnych vlastnostiach a/
alebo jednoduchej reprezentacii, ale v ich udrZiavani nasej kreh-
kej socidlnej identity.

Totalitares Regime und afrikanische Tradition,

am Beispiel des Zaire

Eva MEINERTS

Als in den Jahren um 1960 fast alle afrika-
nischen Staaten die Unabhingigkeit erreichten, or-
ganisierten sie ihre politischen Strukturen nach dem
Vorbild der jeweiligen Kolonialmacht in parlamen-
tarisch-demokratischer Weise. Diese Demokratien
waren zehn Jahren spéter fast tiberall verschwunden
(mit Ausnahme von Botswana und einigen kleineren
Léndern) und hatten mehr oder weniger autoritéren
Regimen Platz gemacht, hdufig Milit4rdiktaturen, die
oft von kurzer Dauer waren und von anderen Dikta-
turen abgeldst wurden.

Auch der Zaire, das damalige Belgisch-Kongo,
gewann 1960 die Unabhangigkeit. Es folgten Jahre
des Biirgerkrieges, bis 1965 der Oberkommandie-
rende der Armee, Mobutu, die Macht {ibernahm, die
er bis heute in Handen hilt. Sein Regime nahm im
Laufe der Jahre totalitire Ziige an, mit unkontrol-
lierter Staatsgewalt, Einheitspartei, Staatsideologie,
Unterdriickung der Oposition, willkiirlichen Verhaf-
tungen. 1990 lockerte Mobutu diesen eisernen Griff,
verkiindete die Einfiihrung der Mehrparteien-De-
mokratie und setzte sich damit in seinem Land an
die Spitze einer Bewegung, die ganz Afrika erfaBt
hatte.

Das Ende des Kalten Krieges und der Zusam-
menbruch der autoritdren Regime in Osteuropa hat-
ten iiberall in Afrika den oppositionellen Kriften
Auftrieb verliehen, das Wort “Winds of Change”, das
um 1960 herum gebraucht wurde, diente nun wieder
zur Beschreibung der politischen Verinderungen. Der
Kampf gegen die Diktaturen und fiir demokratische
Freiheiten begann tiberall, z.B. in Togo, Kenia oder
Kamerun, er hatte in einigen Lindern Erfolg (so in
Zambia) und hélt anderswo noch an.

Von diesem Hintergrund sollen in diesem Vor-
trag erdrtert werden:

1. Demokratische Tradition in Afrika;

2. Autokratische Traditionen und ihre Instru-
mentalisierung durch Mobutu;

3. Afrikanische Traditionen als politische Fak-
tpren im Ubergang zur parlamentarischen Demokra-
tie.

Mit “Afrika” ist im folgenden “Schwarzafrika”
gemeint, ndmlich die Lander siidlich der Sahara mit
Ausnahme Stidafrikas, das aufgrund seiner zahlrei-
chen weilen Bevélkerung und des Apartheitsregi-
mes eine Sonderstellung einnimmt.

Der Zaire soll verschiedentlich als Beispiel he-
rangezogen werden, aus folgenden Griinde:

- es handelt sich um ein sehr groBes, im Herzen
des Kontinents gelegenes Land,

- die politischen Verhiltnisse dort sind in vie-
lem exemplarisch,

- ich habe dort zehn Jahre lang gearbeitet.

1. Demokratische Traditionen in Afrika

Im vorkolonialen Afrika gab es, vereinfacht
gesagt, zwei Kategorien von Gesellschaften, solche
mit zentralisierter Amtsgewalt und scharfen Unter-
schieden beziiglich Privilegien, Besitz und Status,
und andere ohne diese zentralisierte Gewalt und ohne
scharf definierte soziale Hierarchie (s. Fortes und
Evans-Pritchard, S. 5). Der erste Typus fand sich eher
in den Savannen-, der zweite in den Dschungelge-
bieten. In beiden Gesellschaften gab es Formen der
Mitwirkung und Mitbestimmung.

Das Grundmodell dafiir ist die Volksversam-
mlung als Ort des Palavers, des ausgedehnten de-
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mokratischen Diskurses. Jedes ménnliche Mitglied
der Ethnie hatte Zugang (in manchen Ethnien auch
die Frauen), jeder konnte seine Meinung einbringen,
und wer sie mit Sprichworten in der Weisheit der
Alten verankerte, fand besonderes Gehor. Dem Chef
oblag es, die sich herausbildende Meinung ab-
schlieBend zu formulieren, und es wurde erwartet, daf3
er sie sich zu eigen machte. Abstimmungen und Ent-
scheidungen nach der Mehrheitsmeinung waren im
alten Afrika undenkbar (s. Ki-Zerbo, S. 56), da die
{iberstimmte Minderheit wahrscheinlich Groll gehegt
hitte. So wire die Harmonie, Hauptziel der gemein-
schaftlichen Beratungen, gestort, bzw. nicht wieder
hergestellt worden (s. Nzongola-Ntalaja, S. 117). In
diesen Versammlungen wurde iiber alle Probleme des
taglichen Lebens und des Zusammenlebens beraten,
es wurde Vorschldge fur die Bestrafung von Ubelta-
tern gemacht, Jagd- und Kriegsziige vorbereitet (s.
Nkangonda Ikome, S. 137).

Dieses zeitaufwendige Verfahren ist natiirlich
nur in kleinen, iiberschaubaren Gruppen moglich. In
den Savannengebieten hatten sich in der Vergangen-
heit groBere politische Einheiten herausgebildet,
Kénigreiche, die nicht mehr auf dem Wege der “di-
rekten Beziehung” regiert werden konnten. Sie wur-
den von Chefs gefiihrt, die in der Regel aus der ko-
niglichen Familie kamen, doch wurden auch sie von
Versammlungen gewdhlt, von Volksversammlungen
oder dem Rat der Altesten und “Barone”. Diese Rite
gaben, wie die Palaver-Versammlungen, dem Chef
Leitlinien vor, und er tat gut daran, sie zu respektie-
ren. (Akinyemi spricht in diesem Zusammenhang von
“konstitutionellen Monarchien”, S. 117.) Einen dik-
tatorischen Chef ertrug man mit Langmut und Ge-
duld oder entledigte sich seiner schlieBlich mit Ge-
walt. ‘

2. AutokratischeTraditionen und ihre Instrumen-
talisierung durch Mobutu

Prisident Mobutu im Zaire stiitzt sich nachdriick-
lich auf afrikanische Hiuptlingstraditionen. Er ver-
bindet sie mit seiner Rolle als Chef des Staates und
reklamiert die Entscheidungsgewalt fur sich, indem
er sagt: “Le Chef c’est le Chef. Il a le dernier mot”
(s. Korner, S. 34). DaB3 er sich in der Tradition des
Hiuptlings sieht, zeigt er schon duBerlich mit seinem
Képi aus Leopardenfell und mit dem Zaubersym-
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bolen geschnitzten Stab, den er bei jeder zeremo-
niellen Gelegenheit trégt.

Mit dem Titel “Président Fondateur”, den er sich
1975 zulegte, greift er auf eine andere Tradition
zuriick. Jede Familie, jeder Clan kennt seinen legen-
diren Ahnherrn, den “Fondateur” eben, der liber das
Wohlergehen aus dem Jenseits wacht und der stra-
fend eingreift, wenn die Nachfahren gegen die sittli-
chen Regeln der Ethnie verstoBen (s. Kossodo, S.
46f). Der “Fondateur” hat also magische und gottahn-
liche Funktionen, und tatsdchlich wollte Mobutu
(iibrigens auch Houphouet-Boigny in der Elfen-
beinkiiste, von Bokassa zu schweigen) in der Glanz-
zeit seiner Macht, den siebziger Jahren, als ein “Hei-
Jand” (sauveur) verehrt werden. Er sieht sich als der
Fondateur, den Griinder der zairischen Nation (was
man ihm nicht absprechen kann), und leitet daraus
das Recht iiber Leben und Tod seiner Untertanen ab.
Dariiber hinaus hilt er es fir sein Héuptlingsrecht,
{iber alle Reichtiimer des Landes nach seinem Gut-
diinken zu verfiigen.

Untermauert wurden diese mystischen Tenden-
zen durch die Berufung auf die “Authentizitét”, die
die Grundlage der Ideologie des “Mobutismus” ist,
also eine Berufung auf die Werte des alten Afrika.
(Natiirlich wurden sie willkiirlich definiert, denn
man kann die vergangene “authentische afrika-
nische Kultur” nicht in den Details rekonstruieren,
s. Euban, S. 148.) So wurde es in den 70er Jahren
Pflicht, die christlichen Vornamen abzulegen und
afrikanische anzunehmen; es wurden Kleiderord-
nungen erlassen, die dasTragen von Schlipsen, Periic-
ken etc. verboten und den Mannern das Tragen einer
bestimmten Jacke vorschrieben, die viele fiir eine
“Mao’-Jacke hielten. Jedenfalls wurde der Mobutis-
mus die ideologische Grundlage der Einheitspartei
MPR, ihrer Propaganda und ihrer ZwangsmafBnah-
men.

In dieser vermuteten afrikanischen Tradition
stand schlieBlich auch die Einfihrung der Mehrpar-
teiendemokratie durch BeschluB des “Chefs”, wie
sie Mobutu im April 1990 in einer Fernsehanspra-
che verkiindete. Er berief sich auf eine Art Volksbe-
fragung, denn er hatte {iber Monate die Provinzen
bereist und in den Zentralorten an Versammlungen
der ortlichen Wiirdentriger teilgenommen, die ihm
ihre Klagen und Wiinsche hatten vortragen durfen.

Es ist schwer zu sagen, wie weit Mobutu an die-
se folkloristischen Elemente seiner Herrschaft wir-
klich glaubt. Fiir den AuBenstehenden sind sie nichts
als die Verschleierung eines diktatorischen Regimes,
das sich am besten mit der von Max Weber einge-
fihrten Kategorie der “patrimonialen Herrschaft”
beschreiben 148t. So heift es bei Weber, daB der Po-
tentat “mit den Beherrschten durch eine Einverstind-
nisgemeinschaft verbunden ist, /.../ welche auf der
Uberzeugung beruht, daff die traditionell geiibte
Herrengewalt das legitime Recht der Herr ist” (We-
berin Kérner, S. 35). Diese patrimoniale Herrschaft

hat nun aber nicht im Sinne Webers zur Modernisie- -

rung und zur Durchsetzung kapitalistischer Struktu-
ren gefiihrt, sie hat nicht die kleinb4uerliche Produk-
tionsweise erfafit, in der 70 % der Bevolkerung
beschiftigt sind, sondern sie hat das Land in eine
ungeheuere Schuldenkrise gefiihrt, die aus dem reich-
sten Land Afrikas eins der fiinf 4rmsten gemacht hat.
In dieser Situation erweist sich die “Einfithrung der
Demokratie” als ein Schauspiel, das die eigene, un-
ruhig werdende Bevolkerung und die Kreditgeber im
Ausland ablenken und vertrdsten soll, ohne daf sich
an den Machtstrukturen bisher etwas geandert hitte.

3.Afrikg1_nische Traditionen als politische Fakto-
ren im Ubergang zur parlamentarischen Demo-
kratie

Es wird in der Literatur gelegentlich beklagt,
daf die Kolonialzeit die im alten Afrika vorhande-
nen demokratischen Strukturen zerstort habe und die
Volker darum am Tage der Unabhingigkeit nicht
mehr darauf zuriickgreifen konnten (so Akinyemi, S.
40). Doch lebt die Tradition der “Palaver-Demokra-
tie” durchaus weiter und hat sich in den letzten Jah-
ren, als es um die auch moralische Uberwindung der
alten Diktaturen ging, neu bewihrt. Die Menschen
verlangten, oft in grofen, blutig endenden Demon-
strationen, die Einsetzung von Nationalkonferenzen.
Dort hatte das beddchtige Benennen und Bereden der
vergangenen Schrecken und Ubel eine kathartische
Funktion.

Anderseits stehen die traditionellen Verhalten-
sweisen der Herausbildung moderner politischer
Strukturen auch im Wege. Sie beruhen auf persénli-

f:hen Bezichungen und sind ungeeignet, wenn es gilt,
in einer anonymen Massengesellschaft die politische
Willensbildung zu organisieren. Das zeigt sich bei
der Bildung von Parteien. Man setzt dort die Ge-
wohnheit der pers6nlichen Relationen ganz selbstver-
stindlich fort. So sind die jetzt iiberall entstandenen
Parteien in der Regel nicht Weltanschauungs- oder
Interessenbiinde, sondern Organisationsformen der
Clan-, Stammes- oder Volkszugehérigkeit. In sie ist
man nicht freiwillig eingetreten, und man wihlt sie
nicht aus Uberzeugung, sondern weil man eben Hau-
sa oder Kikuyu ist, und es ist undenkbar, daB man
die Partei wechselt, weil man sich von einer anderen
besser vertreten fithlt (4kinyemi, S. 43). Das Wech-
selwéhlerverhalten ist aber einer der Mechanismen,
auf denen das parlamentarische System beruht.

Trotz dieser Schwierigkeiten denke ich, daB die
Demokratisierungsbestrebungen heute besser Chan-
cen haben als vor 30 Jahren. In den Stidten haben
sich Ansitze eines modernen Biirgertums und einer
intellektuellen Elite herausgebildet, und man ver-
sucht, sich aus der Klammer ererbter Loyalititen und
Gruppenzugehérigkeiten zu befreien. Anderseits sind
es diese alten Beziehungen, die in den Stédten Grup-
pierungen entstehen lassen, die denen des Dorfes
&hneln und in denen man sich - weil von gleicher
Herkunft - zu gegenseitigem Beistand im Uberlebens-
kampf verpflichtet fiihlt (s. Cornevin, S. 431). In
einer Zeit der fortschreitenden Verarmung, einer
horrenden Inflation, zusammenbrechender Infra-
strukturen und der Auflosung des staatlichen Ordnungs-
gefuges gewinnen die alten Strategien des Uberle-
bens “im Dschungel” neue Bedeutung.

Wir sehen: die traditionelle Kultur Afrikas ist
lebendig und vollbringt in einem unaufhérlichen Pro-
zef3der Resorption der Moderne enorme Anpassungs-
leistungen. Dennoch unterscheidet sich Afrika von
den sich rasch modernisierenden sogenannten
Entwicklungsliandern anderer Kontinente, es hilt
zéher fest an seinen Traditionen, und manche sagen
sogar, Afrika verweigere die Entwicklung. (Von Axel-
le Kabou erschien 1991 in Paris ein Buch mit dem
Titel “Et si I’ Afrique refusait le développement?”).
Es scheint, als bleibe Afrika sich treu und erweise
sich damit als das “ganz Andere”.
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Totalitny rezim a africka tradicia, na priklade Zaire

Po kratkom prehlade politického vyvoja v africkych Sta-
toch od ziskania nezdvislosti pred tridsiatimi rokmi, sa hovori
o téme z troch hladisk:

1. Demokratické tradicie v Afrike;

2. Autokratickd tradicia a ich inStrumentalizdcia Mobutu-
om;

3. Africké tradicie ako politické faktory v prechode k par-
lamentnej demokracii.

Autorka opierajiic sa o svoje dlhoroéné sktisenosti v Afri-
ke, ukazuje, ako mnohé tradicie z predkolonidlneho obdobia
prezivaju a uruji ete aj dnes politicky Zivot - ako prezident
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Mobutu v Zaire zavddza nadelnicke tradicie, aby zriadoval tota-
litny reZim a ideologicky ho oddvodiioval a ako na druhej stra-
ne aj demokratické hnutia, ktoré vznikali v poslednych rokoch
viade, mdZu opitovne siahat k africkym tradicidm. Tak sliZi aj
svojou funkciou katarzie napr. v narodnych zhromaZdeniach,
v ktorych ma byf prekonana totalitnd minulost, palavru, typic-
kej africkej velkej demokratickej debaty.

Zivé tradicie Afriky stoja v stalom procese prispdsobova-
nia sa poZiadavkam modernej doby, ale vytvéraji tieZ potencial
odporu proti rychlemu vyvoju.

Post-modernism and Post-totalitarianism.

The Poland Case of the 1970s

Piotr PIOTROWSKI

Although the term “post-modernism” is not
clear, on the contrary - it still arises controversies, in
this essay I will not make any attempt at systemati-
zing it. The concept of post-modernism will be used
here in its most general sense; as applied by Anglo-
Saxon art criticism to visual arts, as a reaction to
abstract expressionism or informel, and other accom-
panying artistic discourses. The eruption of gesture
painting on both sides of the Atlantic in the forties
and fifties is understood in this context to be the es-
sence of modernism. On the other hand, the art which
aims at its revision and which is critical of the abso-
lute conception of painting (both in a universalist and
existentialist perspective), such as American neo-
dadaism, happening, British pop art, French Le Nou-
veau Réalisme, Italian Arte Povera, Fluxus, and la-
ter Anglo-Saxon conceptualism, is interpreted as
setting “the border of the present,” the boundary be-
tween modernism and post-modernism.

The history of contemporary Polish art has,
however, slightly different dynamics than the expe-
rience of Western artistic culture. In Poland, the ar-
tistic present came into being under much more com-
plex circumstances than in the West of Europe or,
for that matter, in the United States. If in America
action painting or abstract expressionism have been
related to the processes of “cold war”,'in Poland it
was just the opposite - that kind of art (in fact, adopted
from France rather than from the USA) appears at
the moment when the “cold war” tension decreases,
in the context of the so-called “thaw” started by the
seizure of power by Nikita Khrushchev in the USSR.
The syndrome of “thaw” in the Polish artistic cul-
ture can then be seen in the revision of socialist rea-

lism, the revision undertaken by “free” abstract art;
the art which, by contrast to Stalinist soc-realism
explicitly referred to Western models, in particular
to that of the French informel.

The problem is, that Polish informel itself be-
came soon involved in political ambiguities. First of
all, the “thaw” came to an end in the early sixties,
and both political and cultural life were submitted to
stricter principles. Even though the return to the tough
Stalinist regime was no more possible, still the Com-
munist party and the state administration tightened
their control of public life. On the other hand, con-
temporary art, the art of late modernism manifes-
ting itself in the “thaw” informel, both loses its inter-
nal momentum and penetrates into the establishment.
That can be seen particularly in modifications of the
tradition of the so-called Polish colorism, in the pain-
ting of academies, museums and official exhibition
salons which at that time freely draws from the free-
dom of gesture of informel as well as from the picto-
rial materialism of the “thaw” art. Simultaneously
“abstraction” becomes a style, more and more popu-
lar in design, fashion, and decorative painting.

The tradition of “thaw,” reformulated in such
a way and functioning in altered political reality, later
becomes a direct point of reference for the critical
art of the mid-sixties, the art inspired by Western
tendencies called above “post-modern”.

The critical character of that new art which came
into being in Poland in the mid-sixties manifested
itself on a few levels which, however, can all be re-
duced to one common point - the rejection of the
picture not so much as the illusion of reality (that
had already been the achievement of modernism),
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but as an object, as a created object, made of pig-
ment and identified with a gallery-museum context.

On the social level that was connected with es-
tablishing new exhibiting institutions in the non-ar-
tistic area: a factory, student club, public reading-
room, etc. Besides, new galleries appeared which
were connected to neither museums nor official sa-
lons: El Gallery in Elblag (1961), odNOWA Gallery
in Poznan (1964), Wspolczesna (1965) and Foksal
(1966) Galleries in Warsaw, Pod Mong Lisa Gallery
in Wroctaw (1967). Formulating an artistic context
which was alternative to the official one, those gal-
leries undermined the structure of artistic life cano-
nized and controlled by the establishment. The in-
tention of their founders was to make them free of
any conventions of creation and reception of art, situ-
ated - to use the idiom of Michel Foucault - beside
the artistic “microphysics of power.” Naturally that
does not mean that those groups and institutions were
not controlled by the authorities. In the communist
reality each fragment of the public space was, as we
know, subject to censorship. It means only that those
galleries broke out of the system established by the
authorities which in Poland was composed (apart
from museums) by the network of the so-called bu-
reaus of artistic exhibitions (BWA). Consequently,
such a move forced the authorities either to tolerate
an assault upon the institutionally professional struc-
ture of the functioning of society (which refers also
to art produced in that context), or to resort to re-
pressions. In the sixties, both strategies were actual-
ly chosen.

On the par excellence artistic level, the rejec-
tion of the picture (conceived as an object of cul-
ture) was related to the tendencies making the art
work as a real object, the act of creation the Western
equivalents of which were happening, the French Le
Nouveau Réalisme, or - in other cases - art referring
to concepts, i.e. conceptual art.

Perhaps one of the first manifestations of such
critical art in Poland was “Wystawa popularna” (The
Popular Exhibition) by Tadeusz Kantor, shown in the
Krzysztofory Gallery in Cracow at the end of 1963.
The presentation was composed of 937 exhibits, in-
cluding both “artistic” objects (sketches and draw-
ings) and “ready-mades”: newspapers, chairs, letters,
wrapping paper, etc. Incidentally, Kantor’s art makes

232

1. Tadeusz Kantor: Popular Exhibition, Krakow 1963

a good example of artistic processes under discus-
sion in this essay. Almost from the very beginning of
his artistic career, that is from the wartime, under-
ground theater spectacles (“Powrdt Odysa” - or The
Return of Odysseus, “Balladyna™), Kantor would
tend to activate in his work “reality” against illusion.
At the turn of the fifties and sixties, painting informel,
he was in fact closer to the art of the matter, than to
the existentialist gestures of the Paris school. His
pictures worked through the physicality of the paint,
through the materiality of the pigment; in such a way
they themselves became “real” objects, material be-
ings. That materialization of the picture gave Kantor
a chance to get rid of it and to turn towards “poor”
reality, the reality - as he would say - of the “lower
level.” Primarily, that move may be observed in many
series of his so-called “emballages”, all kinds of
wrapping stuff: umbrellas, sacks, envelopes, clothes,
bandage, etc; later, in the sixties, in his happenings,
“real” events identified with their specific time and
place - especially those in which art, masterpieces
of European culture such as paintings by Rembrandt
or Géricault, were used as “ready mades.”

The author of works even more radically tur-
ning art into object is Wiodzimierz Borowski. He not
only introduces ready-made objects, things of eve-
ryday life, as in “Zbiory trzepakowe” (The Clothe-
Horse Classes, 1968); not only “objectifies” the his-

2. Tadeusz Kantor: Panoramatic Happening - The Raft of -

Medusa, Lazy 1967

tory of modernism, as in “Niciowce” (or The Thread-
Like Objects - which are humorous Polish equiva-
lents of Duchamp’s stoppages-etelon) or the window
supposedly fished out from the Baltic Sea (an ironic
reference both to the motif of Venus and to Du-
champ’s “Fresh Widow™), but in the first place - also
in an ironic dialogue with the tradition of moder-
nism - objectifies himself, the maker who appears
not quite as a demiurge, the creator of things, but
rather as a figure - to use the latest idiom - decon-
structing its own myth, the myth of the artist. It can
be definitely seen in “VIII Pokaz synkretyczny” (The
8th Syncretic Show, Poznan, 1968), where the artist,
accompanied first by shouting and then by military
marches, drilled with an electric borer holes in the
eyes of his photographic self-portraits on cardboard.
In this context, however, the strongest point is “/V
Pokaz synkretyczny” (The 4th Syncretic Show), re-
alized during the Symposium of Artists and Scien-
tists in a chemical factory at Putawy (1966), already
bordering on a conceptual employ. During that ac-
tion, the artist, wearing a tuxedo, “gave” the factory
its own carbamide furnace as his work of art. On
that occasion, what was submitted to critical obser-

vation was not only the role of artist-creator, not just

the role of the factory-as-sponsor, but also a custom
- common in the communist Poland - of presenting
factories with works of art produced on the spot (du-
ring the so-called plein air sessions).

Another individual whose name should be men-
tioned in the context of the Polish critical art of the
sixties is Andrzej Matuszewski. In that case the ar-

tist also used real objects, creating by means of them
whole - as they were then called - environnements
(the exhibition of “21 Objects”, Poznan, 1968). On
another occasion, Matuszewski performed - as it were
- an act of objectification of a viewer-participant in
a happening who was carefully provoked by the re-
ality manipulated by the artist - a ready-made thing
(“Postepowanie” - or The Procedure, Poznati 1969).

The critical art of the sixties, the characteristics
of which have been briefly presented above, is the
point of departure for the art of the seventies. Yet the

key to the understanding of that, let’s say, second
wave of post-modernism, i.e. the art of the seven-
ties, is to be found in the changes in the mechanism
of executing power in Poland at the turn of the six-
ties.

The moment of a breakthrough, although not
so spectacular as in Czechoslovakia, was the year
1968, and not just because of anti-intelligentsia and
anti-semitic excesses committed by the party hooli-
gans in the state administration and in the press, but
because at that moment the ruling political class lost
its ideological background. Until 1968, communism
was an effective instrument of ideological legitimi-
zation of power in Poland. It lost its force with
a nationalistic revolt raised by a group of party
aparatchiks. Those Polish intellectuals who - like the
Western left - believed that a Marxist-Leninist tra-
dition might be a good fundament to build “socia-
lism with a human face” (among others, Leszek Kota-
kowski, Stefan Morawski, Stefan Zétkiewski) were
expelled from the establishment. Thus the commu-
nist party was deprived of its intellectual supporters
who reacted to changing reality and produced its ideo-
logical interpretation.

Still, it was not just a question of personal ri-
valry. That process was taking place on a much deep-
er level; in the first place on the level of economy.
The economic bankruptcy of the system became
more and more painful. The atmosphere of optimism
created by the party propaganda which appealed to
most Poles after the war in the late sixties lost its
persuasive power because of obvious and widespread
poverty.

Although nationalism and anti-semitism propa-
gated by the party-police power system around 1968
was much more effective than the petrified rhetoric
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of Marxism-Leninism, it could not legitimize the sys-
tem in the long run. Something more “concrete” was
needed both on the level of production and ideology,
and society forced the authorities to do that “some-
thing” in the early seventies. As a result of the ship-
yard workers’ revolt, in December 1970 the ruling
group changed. Edward Gierek became the leader of
the party and the state, promising quick economic re-
covery. What aroused genuine enthusiasm was
a consumerist rhetoric of the new authorities, the
opening of the Polish frontier to Western goods, and
liberalization of the state administration system (in
particular as for passport regulations) which allowed
Poles to travel abroad and to develop cultural contacts
with foreign countries. The party propaganda formu-
lated the vision of the so-called Second Poland,
a country close to Western economic, cultural, and
social standards, and at first an economic boost seemed
to make that vision quite real. In that situation, the
language of Marxism-Leninism which started going
bankrupt in 1968 but which could not be eliminated
in a part of the Soviet bloc, began to change more and
more into an ideological make-believe, a purely rhe-
torical ornament. The authorities kept using that lan-
guage, but no one believed into its ideas any more; on
the contrary, everyone succumbed to the charm of the
Western lifestyle, of the consumerist culture.

What seems particularly useful for the purpose
of description of the syndrome of the seventies in
Poland is the concept of post-totalitarianism formu-
lated by Véclav Havel.? One can say that it is even
better adjusted to the case of Poland than to that of
Czechoslovakia; that it refers to the rule of Edward
Gierek in Warsaw rather than to the rule of Gustav
Husak in Prague.

The essence of post-totalitarianism is above all
contained in its comparison with classic totalitaria-
nism. Besides, the prefix “post” does not mean that
what we deal with is non-totalitarianism, just the
opposite - it is still a totalitarian system, although
functioning in a different way.

Havel writes: “A profound difference of our
system as regards the character of power from what
we have traditionally imagined as ‘dictatorship,’
a difference which is visible, I believe, even after
a cursory comparison, makes me to adopt for it...
some special term. If from now on I will be calling
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it a post-totalitarian system, I am certainly quite
aware that it is not the most precise term; still, no
better one comes to my mind. Anyway, by that “post”
I do not mean that the system is no more totalitari-
an; on the contrary, I wish to imply that it is totali-
tarian in a way much different from “classic” dic-
tatorships which we have usually associated with the
concept of totalitarianism.’

Let us discuss, after Havel, the crucial diffe-
rences between classic dictatorship and post-totali-
tarianism. First of all, it is the functioning of the sys-
tem under the conditions of certain social stability,
in the context of its own tradition which makes the
submitted societies accept its functional assumptions.
The system is no more a novelty, like a dictatorship
introduced by means of revolutionary methods; just
the opposite - it is based on some continuity and it
functions in a pre-defined political space. Another
difference lies in a conviction that the functioning
system is not an isolated island, that it is not an en-
clave breaking the rules of the global order; on the
contrary - it seems to be embedded in the world or-
der, it is an integral part of the global structure. Then
the disappearance of differences constituting the sys-
tem’s identity makes the ideology motivating in the
heroic period disappear as well; in the post-totalita-
rian phase it turns into just an alibi, into a convention
of communication between the rulers and the ruled,
a communicative ritual.

That rhetorical ritualization conceals a certain
pragmatism of the execution of power, a tacit agree-

4. Andrzej Matuszewski: 21 Objects, Poznar 1968

ment between the political class and society with
guarantees of political stabilization. A post-totalita-
rian society renounces its right to democracy, that is,

" the claim for power; in return, the authorities guaran-

tee its material security. Hence, the ritualization of
ideology supersedes the metaphysics of revolution
so typical of the times of heroic dictatorship and dis-
guises the true values of the new order which in fact
reflect the Western culture of consumerism.

“While classic dictatorship,” writes Havel, “may
be characterized by the atmosphere of revolutionary
excitement, heroism, and self-sacrifice... in the So-
viet bloc even the remnants of that atmosphere are
already gone. For a long time that bloc has ceased to
be an enclave isolated from the rest of the developed
world and immune to the process which takes place
in it; on the contrary, it is its integral component... In
practice it means that our society has adopted... the
same hierarchy of values as the developed Western
countries, so de facto we simply deal with another
form of an industrial and consumer society, with all
its social and spiritual consequences... Oversimpli-
fying, one can then say that the post-totalitarian sys-
tem has grown out of a historical encounter of dicta-
torship with consumer society.”

What follows the modification of the system of
power is the modification of the ways of controlling
society. Referring at this point to Michel Foucault,
one can say that the system of “order and punish-
ment,” typical of classic dictatorship, in the post-
totalitarian phase is replaced with the system of ““dis-

cipline”.* Consequently, the mechanism of the exe-
cution of power in a post-totalitarian society becomes
similar to modern panopticism, all the practical dif-
ferences between East and West notwithstanding. The
former is certainly much less refined and more bru-
tal, nevertheless it differs from the grand scale ter-
tor of the classic Stalinist dictatorship.

People’s Poland of the seventies is a full-
fledged example of the post-totalitarian system with
its ideological ritualization, consumerist values, and
panoptic discipline. The authorities of the Polish Peop-
le’s Republic (PRL) even tolerated political opposi-
tion, which was out of question in the context of clas-
sic dictatorship. The opposition groups of the second
half of the decade were rather infiltrated than elimi-
nated, and the repressions they faced were harass-
ment rather than terror.

Naturally, the freedom of the disciplined socie-
ty was restricted and strictly determined. Particular-
ly on the level of culture the rules were obvious
enough. The authorities tolerated the complete free-
dom of artistic expression, but only as regards for-
mal experiments; the price was political neutrality,
since politics in the post-totalitarian society was re-
stricted for the authorities only. In other words, the
artist was free with respect to his/her decisions con-
cerning the means of expression and he/she could
cherish that freedom as long as he/she did not enter
the field of politics. Involvement in any kind of criti-
cal political discourse aimed against the authorities
meant the end of that freedom.

In general, let us add on the margin, commu-
nism “appreciated” artists. To use the words of Mik-
16s Haraszti, the artist lived as though in a ”velvet
prison.”"No doubt it was a prison, still for those who
accepted its rules and regulations the cells were very
comfortable. Generally speaking, the artist was free
of the pressure of the market. Fulfilling a number of
conditions, he/she could live safely and comforta-
bly, enjoy high prestige, respect, and appanage. The
authorities needed artists for various purposes. It was
already Lunacharsky who wrote that art - as one of
the dimensions of ideology - was too strong an in-
strument of propaganda for the authorities to neglect
its potential.” An artist who wanted to take on
a determined role could count on gratitude of the
ruler and hope for a velvet cell. The prison was guar-
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ded not only by censorship which performed its task
in a flexible way, depending on the political needs
of the authorities, but also by its twin - and possibly
more powerful - instance: self-censorship. The artist
knew the price of the prison velvet. Whenever the
authorities were making his/her cell more spacious
and gave him/her more liberty of expression inside
it, the temptation to break free would decrease.

At various stages of the development of com-
munist totalitarianism, artists were given different
roles. In the times of Lunacharsky, their task was no
doubt defined very precisely - active propaganda;
however, in a panoptic, post-totalitarian society he/
shy was supposed to perform more subtle functions.
What guaranteed him/her the “velvet” of the prison
cell was civil and political indifference. On the one
hand, authorities demanded from him/her neutrality,
non-criticism, and respect for the ritual linguistic
conventions, yet on the other - I believe - also activi-
ty, formal experiments, and modern or, shall we say,
post-modern stylistics which would confirm the
“modernity” and “occidentalism” of the post-totali-
tarian society. The authorities which in the seventies
were busy building the Second Poland did not need
soc-realist propaganda any more, but art that would
be both modern and non-critical, not violating the
status quo, and respecting the post-totalitarian mecha-
nisms of the functioning of society that was - at the
same time - totalitarian and consumerist.

The occidentalization of the Polish People’s
Republic (or PRL) in the seventies fostered a good
climate for the development of post-modern tenden-
cies in art; the climate which was much more favo-
rable than the “post-thaw” atmosphere of the previ-
ous decade. That paralleled the processes of the
conventionalization and commercialization of post-
modern art in the West. The art of the former coun-
ter-culture penetrated into the establishment.
A symbolic moment in that process was the Kassel
exhibition Documenta 5 in 1972, where Herald Szee-
mann (the organizer of the exhibition) invited the
artists who five years earlier contested Documenta,
introducing them into that same largest art market in
the world. In Poland, together with the liberalization
of both personal and institutional contacts with the
West, the models which came from that direction
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were welcome. I am not saying that the authorities
stimulated the reception of post-modernism in Po-
land; what I am saying though is that they tolerated
or even recuperated that reception, since such
a strategy confirmed the image of the country be-
longing to the orbit of Western culture.

In Poland in the seventies, the increase of the
number of artists referring to post-modern artistic
models, galleries interested in that kind of art, con-
ferences, meetings, etc., was really imposing. Up to
now there is no documentation of what was going on
in that period. What has been published are only frag-
mentary materials concerning particular groups. It
is obvious that among a large number of artists,
events, and manifestations one may find interesting
and significant examples. Such artists of the seven-
ties as Andrzej Dluzniewski, Jarostaw Koztowski, or
Krzysztof Wodiczko, entering the tradition of criti-
cal art, reformulated in the direction which may be
called meta-critical, since it aimed at an analysis of
its own tradition. Yet those artists cannot be called
signum temporis of that decade, although - as they
have often stressed it - they were part of it.® Thus
their work will not be the object of our attention; in
other words, it is not critical art that will be discussed,
but the kind of art which was much more characte-

6. Zdzistaw Sosnowski: Goalkeeper, 1975-1976

ristic of the post-totalitarian syndrome of the seven-
ties - the art to be called, let’s say, non-critical or
pseudo-critical.

However, it is not my task to pass judgment,
but only to find out its hidden connections with the
time and place where it came into being; an analysis
that would allow for its historicization and contextua-
lization, for recognizing in it the processes which
were characteristic of the history of art of those times.

The very factor of quantity is historically sig-
nificant. Numerous symposia and conferences as well
as many galleries (often established under the aus-
pices of the official Polish Students’ Union) were all
financed from the state budget, often enough - as in
the case of the Remont Gallery in Warsaw - most
generously. For instance, the Remont Gallery could
organize large scale international meetings, cove-
ring all the expenses of many of their foreign par-

ticipants. The state financed that kind of culture open-
handedly. What was more, censorship that strictly
controlled literary life did not intervene in the artis-
tic life at all. The documents taken away to the West
(and then published there) by a Cracow censor clearly
prove that in the seventies in Poland all the literary
publications were controlled extremely rigidly, while
visual arts enjoyed unlimited toleration.® Even those
artists who after some time earned the (not always
deserved) reputation of the critics of the authorities
did not recall any censorship harassment.!°One could,
however, come across reverse cases: some artists who
were politically indifferent, such as Jan Swidzifski,
during the “Solidarno$¢” revolt of the early eighties
turned out eager to invent for themselves some op-
position mythology, claiming that they had actually
been oppressed by the PRL censors.!!

The established order was respected also by art
criticism. It never criticized art that was non-criti-
cal, never tried to lay bare the real mechanisms of
the functioning of Polish culture in the seventies. The
aforementioned censorship documents include no
traces of intervention in critical texts about art, which
means that there were even no attempts to get such
analyses published. Moreover, it was significant that
although the second half of the decade brought about
the development of the underground publishing
movement - open yet illegal, which meant “free of
the state censorship”, no texts on art criticism were
published in the underground press. They appeared
only under the martial law in the eighties, and the
first - as well as the only - underground periodical
devoted entirely to art (“Szkice” - The Sketches) was
established as late as in 1984. It was then not only
post-modern art which took (mostly) an non-critical
attitude; the same referred to art criticism.

Let us now have a look at some concrete reali-
zations. I will start with the work by Natalia Lach
Lachowicz, a very influential Polish artist highly
appreciated both in Poland and abroad, called - which
was very significant in that context - “Sztuka kon-
sumpcyjna” (The Consumer Art). The work is
a “permanent photograph” of an attractive girl eat-
ing bananas (in other versions she is eating hot dogs
or ice cream). The erotic sense of those photos is
self-evident. What’s more, the link of erotism and
consumption is, in fact, clear - it is a kind of con-
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7. Jozef Robakowski: Pits, 1977

sumerist erotic, so characteristic of the streets of
Western cities, TV commercials, or illustrated maga-
zines. Hence, the works of Natalia Lach Lachowicz
are actually a sort of critique of such a situation - of
the objectification of sex, of the reduction of erotics
to consumption and to the model of mass culture.
They are an interesting example of revealing the
mechanisms of a consumer society and its presence
in visual culture.

However, the problem is that those works - pro-
duced in the seventies in Poland by a Polish artist
and addressing (also) the Polish audience - were made
in the country which even in the seventies did not
suffer from the excess of consumer goods. Rather, it
was just the opposite - consumption was the desire
both of the authorities and of society, it was a fruit
both hardly available and much demanded, and ba-
nanas - trivial in Western supermarkets - in Poland
were a symbol of luxury. Besides, bananas were hor-
ribly expensive, and in the post-totalitarian Poland
a worker or, even worse, a teacher surely could not
afford to buy them every day. Anyway, they were not
regularly available in stores, and whenever they were
supplied, long lines of potential customers testified
to their availability. There was a Polish saying “ba-
nana youth,” referring to the children of rich parents,
often connected with nomenklatura or private busi-
ness. Consequently, bananas were more a dream
about consumer excess than the actual “lived expe-
rience” of the post-totalitarian society. They were also
a dream of the authorities which, using a consumerist
rhetoric, in fact could not satisfy the desire it aroused
- and as we know, the final result of that was
a disaster. Moreover, such a dream were also the
much more trivial frankfurters which in the next deca-
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de were rationed and could be bought only for meat
vouchers.

It was almost the same with erotics. In the six-
ties, Poland did not have its sexual revolution. In the
West, for the generation of “flower-children” sex was
a form of the critique of capitalism and its culture.
However, it was soon recuperated and - above all -
commercialized by the target of the attack. In Po-
land nothing of that sort took place. On the contrary,
in the post-totalitarian society the contestation of
Western consumerism and commercialization
brought that consumerism right under the eyes of
the people as riches and welfare. Paradoxically, the
critique of a consumerist society was interpreted as
an attractive attribute of that society. Thus, like ba-
nanas, sex in the seventies in Poland was attractiv_e,
yet mostly absent from the visual culture. Again, like
bananas, it was the object of desire both of the au-
thorities and society, since it was associated with the
welfare state - the objective of the Second Poland.

So, if “Sztuka konsumpcyjna” (The Consumer
Art) appeared in New York, Cologne, Paris, or Mi-
lan, it might have been interpreted in the context of
the post-modern critique of a consumerist society.
Yet it appeared in Poland and from that point of view,
in the context of historical processes functioning in

9. Romuald Kutera: Reinterpretation, /977

that country, the work by Natalia Lach Lachowicz
acquired a completely new meaning - it became non-
critical, it aroused rather than analyzed consumer-
ism, it was an act of surrender and not description.
“Sztuka konsumpcyjna” (The Consumer Art),
interpreted as a non-critical approach to the consum-
erist desire of the post-totalitarian society, was not
Just an isolated case in Poland. Let us take one more
example - “Goalkeeper” by Zdzistaw Sosnowski
which is even more significant, since it made the
“Polish team” at the 10th Biennale de Paris. Soccer,
a mass entertainment of European societies, inclu-
ding the Polish society as well, is here represented in
a luxurious context, in the convention of a pop star.
In this case too, the elements of the consumerist ero-
tics are visible. “Goalkeeper” could be interpreted as
a symptom of a post-modern critique of the image
of a star, so popular in the media, with all his sexual
and economiic attributes provided by mass culture. It
could be so, if not for the fact that the picture re-
ferred more to Western culture as an object of es-
teem and desire, rather than to actual Polish reality.
The post-modern critique of society in the works
of Western artists is not only a critique of consu-
merism, but also - and perhaps in the first place - the
revealing of the structural foundations of capitalism.

According to Benjamin Buchloh, such was also the
function of conceptual art which, referring to
a positivist definition of reality and reducing the ar-
tist to an “administrator” of the artistic space - a role
analogous to the one performed in the society of late
capitalism by officials - in fact was a critique, the
critique of the institutionalization of social structures
and processes.’? Supposedly, such a model could
prove very inspiring for Polish conceptualists - ar-
tists working in a country where institutionalization
was much more annoying than in the West, and where
officials had so much more unlimited power. And
yet - it was not so.

In as much as a classic strategy of conceptual
art was tautology, Polish art, especially that analy-
zing the language of photography, resorted to it very
often. The point was, though, that that type of artis-
tic activity, in Poland called “foto-medium-art,” was
usually quite banal, since it was based on problems
known from amateur photography manuals, such as
depth of focus, lighting, time of negative exposure,
etc. Those artists believed that they were discover-
ing the language of photography, simultaneously le-
velling criticism against the mythology of photogra-
phy as an “objective” and natural instrument of
recording reality. As a matter of fact, though, they
were operating on the level of obviousness, and their
supposed criticism did not reach beyond the level of
banality; in the first place - at least till the end of the
seventies - it did not start penetrating and analyzing
the political status of the photographic image.
A classic example in this respect are the works of
Jozef Robakowski, otherwise a well-known film-
maker and video-artist, from the series “Czeluscie”
(Pits, 1978). They prove that a camera does not “see”
everything, and some of the peripheral equipment
(e.g. a flash) even make the recording of reality im-
possible. However, at the beginning of the eighties
Robakowski gave up those pseudo-critical experi-
ments and turned toward the analysis of the pres-
ence of image in current politics (mainly on video
tape), making two extraordinary films. One of them,
composed of best remembered TV pictures inform-
ing about the key events from the 1980-1981 history
of “Solidarno$¢”, showed how certain images irre-
sistibly associate with a given historical situation,
functioning as its visual cliches. The other film is

239




10. Andrzej Lachowicz: Concrete Photography, 1978

about the funeral of Leonid Brezhnev, and it was
made also on the basis of the TV footage. Anyway,
both films belong to quite another epoch, transcen-
ding the historical and political frames of the seven-
ties.

Let us give some other examples of pseudo-criti-
cal analyses. First, Romuald Kutera who photographs
stepping on a sheet of paper (“Interpretacja” - In-
terpretation, 1977) and then photographs the same
already photographed activity again, simultaneous-
ly repeating it once more (“Reinterpretacja” - Re-
interpretation, 1977). The identity of place is stressed
by the use of an English word “here”; the English
language is necessary to let the work function on the
international art market. Besides, to dispel any doubts
that the author of the works is Romuald Kutera, the
right shoe of the person stepping on a sheet of paper
bears the signature of the artist.

The English language as a guarantee of the in-
ternational reception of Polish art was quite com-
monly used in the activities of that kind. For instance,
Henryk Gajewski, the leader of the aforementioned
Remont Gallery in Warsaw, photographed himself
in various locations with a plate reading “I am stand-
ing here.” Sometimes, that cosmopolitan element was
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a bit more subtle: Andrzej Lachowicz exhibited
a series of works called “Fotografia konkretna” (Con-
crete Photography, 1978), showing himself during
the activity of photographing by the photographs of
his shadow. Still, the places which the artist “marks”
with his presence do not resemble the landscapes of
the PRL - all the photos were taken in the U.S. where
Lachowicz spent some time as a grantee. The same
motif of a “tautological analysis” appears in many
works of the artist, sometimes very similar to one
another (“Sam” - Alone, 1976).

However, pseudo-criticism is to be observed
particularly in those (very rare) activities which as-
pired to political critique. I will give just one quite
characteristic example. A couple of Warsaw artists,
Zofia Kulik and Przemystaw Kwiek, presenting
a whole series of performances called “Dzialania na
glowe” (The Actions on the Head), showed also works
that had political reference. For instance, in “Ludzie-
kubty” (Humans-Garbage Containers, 1978), they il-
lustrated the “littering” of our minds. Still, that very
general and rather banal metaphor could not appeal

to the imagination of the viewer (or censor) and con-
nect the images to concrete, post-totalitarian Polish
reality.

Yet, in 1976, the year which was quite impor-
tant in the history of post-war Poland because of the
institutionalization of political opposition in KOR -
Committee for the Defense of Workers, Jan Swidzisi-
ski proposed an artistic program that seemed to aim
at the critique of reality - “Sztuka kontekstualna”
(Contextual Art). The manifesto was published both
in Poland and abroad (Lund, Sweden and Toronto,
Canada), and it contained a radical critique of con-
ceptual art (it was a year after the self-critique of
conceptualism formulated by Joseph Kossuth and
a British group “Art & Language™), particularly of
its hermetism and supposed isolation from social and
political problems of the present. Swidzifiski postu-
lated the art that would “fill” itself with the context -
the context determining its meaning. Contrary to the
criticized conceptualists though, the artist preferred
to limit himself to theoretical claims without any
corresponding practice. In a post-totalitarian state
theorizing was much safer than critical activity.

To conclude, one may claim that the presence
of post-modern art (as a whole) in the seventies in
Poland was very unique. What was adopted, had to
be safe from the political point of view, therefore
politically critical art did not appear at all. Polish
artists chose a pseudo-critical rather than genuinely
critical perspective.

The reasons for that were provided by the es-
tablishment of the post-totalitarian state which was
interested in the reception of contemporary culture
confirming the civilizational progress of the country.
The consent of censorship to the presentation of post-
modern art, financing of the galleries, conferences,
and exhibitions, not so obvious in other countries of
the “Eastern bloc,” in Poland seemed a common
practice with the authorities. The authorities needed
artists, and the artists needed them too. After all, the
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Postmodernizmus a posttotalizmus. Pripad Polska v 70. rokoch

V prispevku autor opisuje vztah medzi “osvietenym autori-
tarizmom” politického systému vlady Edwarda Giereka, 1971-
1980, na jednej strane a umenia postmoderny tych dni v Pol-
sku, na strane druhej.

Koncept postmodernizmu je tu definovany ako Siroky a vie-
obecny termin, ako umeleckd kultira po modernizme, to zna-
mend procesy, ktoré sa v umeni objavili nato, aby revidovali
neskoromoderné maliarstvo abstraktného expresionizmu alebo
I’art informel. Av8ak v Polsku to znamena reakciu na “maliar-
stvo obdobia odmiku”, tu velmi roz§irené umenie druhej polo-
vice 50. rokov, po tom, &o zlyhala stalinisticka doktrina socialis-
tického realizmu; inymi slovami - reakcia na umenie obdobia
“odmiku” vytvorila v Polsku zadiatok postmodernej umeleckej
kultiry 60. rokov. Posledné potom, je priama tradicia extenziv-
nej erupcie meta-kritického alebo najmé pseudo-kritického ume-
nia 70. rokov, ktoré je ustrednym predmetom Studie.

“Posttotalitarizmus™, pojem popisany v dielach Vaclava
Havla, je chapany ako posledna “mékkd verzia” redlneho socia-
lizmu, viac sa hodiaca na systém moci Edwarda Giereka v Pol-
sku 70. rokov ako Gustiva Huséka v Ceskoslovensku. Polsko
v tych rokoch zadalo byt “otvorenou™ krajinou, zavadzajlicou
konzumnt kultiru iba vdaka zapadnym financiam (jeho vlastna
ekonomika bola totdlne neefektivna), a ako také bolo nitené
tolerovat, okrem iného, politickl opoziciu v druhej polovici
dekady.

Pouzijlic terminoldgiu Michela Foucalta, povedali by sme,
%e “posttotalitarizmus” bol systém moci zaloZeny na panoptic-
kom dohlade spolo&nosti, ktory nahradil stalinisticky systém
zakazov a trestov.

Ak porovndvame s inymi komunistickymi krajinami vy-
chodnej Eurdpy, postmoderné umenie v Polsku v 70. rokoch
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neo&akavane vzrastlo. Jestvoval ohromny podet umeleckych fes-
tivalov, konferencii, vystav, katalogov, manifestov, sympdzii atd.
Pozerajic na tento fenomén v jeho historickom kontexte, mé-
Zeme predpokladat, Ze takd enormné produkcia postmodernych
foriem umeleckych vyrazov bola neskoro komunistickym reZi-
mom nielen tolerovana, ale dokonca schvalovand tiradmi, ktoré
cheeli byt uznavané poéas Gierekovej doby ako “osvietend” viada
“modernej” a zépadnej krajiny - krajiny, ktord nakupovala v to-
m Case zdpadny konzumny tovar, technoldgiu a modu.

Mohli by sme povedat, Ze polski umelci 70. rokov mali §iro-
kit umelecki slobodu na formélne experimenty, hoci politicky
obsah ich vyjadrenia bol v tom &ase striktne limitovany. Preto
oslobodenie v otdzkach formalnych inSpirdcif a sii€asne obme-
dzenie mozZnej politickej kritiky, spdsobili situdciu, ako to bolo
vys§ie spomenuté, kedy polské postmoderné umenie 70. rokov,
vieobecne povedané, nadobudlo &asto pseudo-kritické kvality.

Preto umelci ovplyvneni “zdpadnymi” §tylistickymi a poe-
tickymi Standardami, a re§pektujlici - samozrejme politické i-
mity slobody prejavu, skrétka - pseudo-kriticki umelci sa neo-
Sakdvane (velmi asto sami pre seba) vynorili ako nositelia
oficidlnej rétoriky, rétoriky postavenej na imidzi nového, “zé-
padného”, “eurdpskeho” a “civilizovaného” §tatu, nazyvaného
vtedy propagandou “Druhé Polsko™.

Polské tirady potom, zru§iac cenziiru postmoderného ume-
nia (na rozdiel od inych kultirnych oblasti), cheeli presved€it
svet (Zapad), rovnako ako aj samych seba, Ze Polsko zafina byt
modernou krajinou, kde je moZné najst nielen zdpadnii konzumnit
kultiiru a technolégie, rozsiahlo nakupované za péZicky zépad-
nych bank, ale sti¢asne tieZ moderné & postmoderné umenie.

Art “For” and “Against”. Activist Art in Yugoslavia
of the Eighties - Democratic and Totalitarian Options

Berislav VALUSEK

This essay is based on art material of the Exhi-
bition under the title “Art FOR and AGAINST, Art -
Politics - Ideology”. The Exhibition took place in
Banja Luka (Bosnia and Herzegovina), from Novem-
ber 1989 to January 1990. I had been preparing the
Exhibition for almost a year. During that period
I visited studios of all the artists that took part in the
Exhibition (50 of them), and I visited a lot of other
artists all over the former Yugoslavia. Already at that
time, at the beginning of the year 1989, it was obvi-
ous that “something was going on”. Nobody sup-
posed that that “something” would be so bloody and
humiliating. It was also clear who, in former Yugo-
slavia, has chosen a totalitarian option and who has
chosen a democratic one (whatever it meant). The
art of that period was a battlefield of the options we
live today. Considering the time-distance, sign and
significances are even easier to be understood today.

To see more clearly what is happening nowa-
days, we need a short introduction. In former Yugo-
slavia the beginning of the eighties confirmed post-
modernism in the art. At the same time, it was the
period of democratization of the political and public
life. The control of the Communist Party and go-
vernment became less rigorous. The reasons for that
change were Tito’s death on one side, and changed
circumstances in the world, on the other.

The process in former Yugoslavia coincided
with the same process in the world (Gorbatchew and
“glasnost”, the fall of Berlin wall, etc.). The econo-
mic, social and political crisis of the eighties caused
a new stratification of political interests. The out-

come was that national option became stronger than
before.

The Serb president MiloSevié¢ began this pro-
cess in 1987. Kosovo crisis was a good alibi for limi-
ting the independence of the autonomous provinces
Kosovo and Vojvodina, and changing the political
management in Montenegro (Crna Gora). The na-
tional and nationalistic program that Miloevic used
was realised by the most important scientific insti-
tution in Serbia: The Serbian Academy of Sciences
and Arts. This program aroused reactions in all the
other Yugoslav republics. Economical, political and
social problems that have been waiting for years to
be resolved, and the dangerous question of national
rights, helped Milo§evié to push Yugoslavia into
a deep crisis. This process was irreversible.

The first free elections in Slovenia and Croatia
were organized in 1990. Unable to beat the oppo-
nents and control them by political means, Serbia
began the war in Slovenia in June 1991, using the
Yugoslav Army as the instrument to accomplish its
goals. This war ended in seven days. In August the
same year, Serbia began the war in Croatia, and in
February next year the war in Bosnia and Herzegovi-
na.

While writing the text for the catalogue for the
Banja Luka Exhibition, I tried to give the precise
meaning of the term ACTIVIST ART. This is the
engaged art where engagement happens inside the
problem of the work of art itself (disregarding moti-
vation which can, more or less clearly point out so-
cial, political, ideological or other contents) . This
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direction in art puts a question mark upon society,
system or government. It provokes and denies, it is
subversive and dangerous, it presents demystifica-
tion and negation. Such kind of art creates its own
new reality, its own language, negating the reasons
that are beyond. Adorno says: “There is no socially
truthful art if it is not truthful itself.”

There is another kind of art which is hard to
recognize from the activist art - POLITICALLY
TENDENTIOUS ART, through which society gravi-
tates towards accomplishing collective aims inside
the domination of a simple idea. This is the direc-
tion in art where engagement means domination of
society as an accomplished object or closed, perfect
system. Glorification of reality is present, or, in bet-
ter case, reality is declaratively illustrated. Art is
turned into propaganda, advertisement, and, as the
outcome, in the opposition and negation of itself:
non-art.

Ideology and Politics

The exhibition “Surrealism and social art 1929-
1950 (Museum of Modern Art, Belgrade) and Ex-
hibition “Activist Art in Yugoslavia 1919-1969”
(Slovenj Gradec, 1969), represent the history of Ac-
tivist art in former Yugoslavia. In the turbulent fif-
ties the art gained its autonomy (EXAT 51 group,
exhibitions at Rijeéski salon etc.). The sixties brought
universal humanitarian engagement of a broad spect-
rum with, at first sight the disengaged GORGONA
group. The seventies were sceptic about the media
and wanted answers about the role and function of
art in the society.

What about the eighties? Eighty years after the
appearance of “The First Futurist Manifesto” (1909)
do “the elements of poetry ... courage, spirit and re-
volt” still count? Is there anybody who wants to “free
Italy from numerous museums in which we cross the
land like graveyards™? Is it “a must for art to resign
from the past”, is “a racing car” (still) “more beauti-
ful than Nike from Samos”? In other words, does
still exist, or is some new big idea born which could
wake up the artists’ creative potential and concen-
trate their energy to reach their goal?

Almost certainly, the answer to these questions
is no.
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1. Group IRWIN (Slovenia): WAS 1ST KUNST?, 1989

At the beginning of the eighties the art of that
period was retrograde. It represented a need for high-
ly aesthetic emotionality, the art that shut its eyes to
reality that became more and more painful, the art
like ideological fata morgana and a means of ma-
nipulation. Today we must admit that to resign from
the ideas of the historical avant-garde means plura-
lism and that progressivism is the road that never re-
ally existed. We are about to admit that we went the
wrong direction and are ready to go back. Agitation
propaganda immanent to opposition changed to an
integrational one which aimed at social stability, crea-
ted coexistence of different ideological, political and
artistic models and systems.

What can, in the period when all the great ideas
are dead, creative, critical - activist art do? Where
are the possibilities of art engagement? Here is one
of possible answers. It can use the very methods, lan-
guage and media that are ideological and political

2. Miodrag Popovié (Serbia). 1st of May 1985, 1985

means of the system this art opposes to (at least in
appearance if not by quality and quantity of commu-
nication). Exactly like LAIBACH (rock-group from
Slovenia) says in 1983: “Every art is subjected to
political manipulation (indirectly - consciousness;
directly) except the one that uses the very language
of manipulation itself.” Similarly Hans Haacke crea-
tes his economic-political messages in the form of
advertisements in luxurious magazines; Beuys had
a bureau called “Organization for direct democracy
by peoples’ voting”; Jenny Holzer uses in her works
fluorescent ribbons for advertising, and quite a lot
of artists use video as a means of expression. The
question is what is of communication the range of
these means of expression. Minor, almost of no im-
portance. Photography (newspaper), TV and film,
transmitters that also use art language are today’s
strongest visual mediators that are completely ideo-

logized, entirely (and all over the world) controlled
by the establishment. On the other side, there are pic-
tures and statues who the public of which is limited
by the number of people visiting museums and gal-
leries. (Has it ever happened that soldiers have occu-
pied a museum or gallery instead of a TV-station?)

Art, likewise culture, uses only its own lan-
guage, even when it puts on a political outfit. In the
situation when culture is repressed, answers by us-
ing the institutional language of culture, art uses an
autonomous language. The problem is that art fight-
ing against the ruling ideology uses the space of the
ideology; it finds the reason in opposing the ideolo-
gy and therefore is inevitably defined by the ideology.
The system permits a certain amount of provocation
and gets legitimity out of it. “Freedom of creativity”
is just a small bordered field surrounded with
a bigger field called establishment - power - ideolo-
gy - politics.

A a system of ideas which reflects the reality,
ideology is out of categories “truth” and “false”; it is
entitled to represent “absolute truth”. Ideology is
realized through institutions and especially is inte-
rested in the influence on politics and art. It plays
with signs (without contents) made into symbols. In
that way society is structured as a system of signs;
having, for example, a car doesn’t mean to satisfy
the need, but to satisfy an artificially created need.
That is why today design, as one kind of art, is com-
pletely (indirectly but completely) in service of the
ruling ideology. In what way then can art avoid the
everpresent terrorism of ideology. Before we try to
answer this question, let us see the way engaged art
(activist art) developed in Yugoslavia in the eighties.

Models

I wanted to find answers to the questions:
Which is the methodological means of realization of
art engagement? Who are the authors engaged in the
first described manner, and who are those whose
engagement can be described as the second one?
Wishing to make this distinction, I recognized five
basic models of politicizing and political ideologi-
zation of art.

The first model is based on the relatively naive
playing with signs and symbols which are used as
the material for new artistic or simply decorative art
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constructions. That is the model in which self-cen-
sorship is ever present, but it is the first step towards
asking (unpleasant) questions.

The second model is the ironization of symbols.
It separates them from the general context of usual
appearances, redesigning and fitting them into new
systems which give new meanings. As in most cases
the point is in the signs and symbols of socialisi revo-
lutions. This model can already be recognized as the
potential danger for the practice which coufirms
them.

The third model is moralizing. It tries to point
out the wrong places of political practice or such
practice itself is condemned. In these cases, the un-
concealed conflict between the artist and art already
begins as the autonomous units on one side, and the
social reality as closed in itself and defined totality,
on the other side.

This three part grading can be understood as
one totality which has an essential characteristic to
inquire about social circumstances or to define the
artist as an independent thinking subject and art as
intellectual practice. .

None of these models gives answers, thiey only
put questions casting doubt on existing social valu-
es.

The fourth model of politicizing - ideologiza-
tion of art offers answers. It is non-artistic; one’s own
(artistic) definition by a political or ideological struc-
ture is accepted without any reserves (directly or in-
directly, consciously or unconsciously). In Yugosla-
via of the eighties there are two directions: the first
one is already the completely weak and anachronic
direction of glorification and further mythologiza-
tion of the revolution and revolutionary premises of
society, while the other direction relies on national
programs which coincide with the politics of carry-
ing out these programs. '

And, finally, the fifth model, that can never be
found in its own form, but always entangled in pre-
viously analyzed models. It is the model in which
the wholesome, global world situation (which means
even those local situations) is resolved by Thanato-
som - death - by the way of art. At the end of the
eighties and the beginning of the nineties we wit-
nessed the fact that the main theme of many exhibi-
tions in the world was death (The New Museum of
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3. Milija Nesié (Serbia): Serb, 1986

Contemporary Art, “Interrupted life”, New York, for
instance). Namely, death in its metaphorical, artistic
way seems tc be the only means to get away from the
everpresent and overwhelming terrorism of ideology.

The history of modern art and historical avant-
garde groups considered utopia as the ideal shelter
from ideology. The rigid present tense in in that “no-
place” changed and became an optimistic vision of
the future. Today there is no more a “great idea” or
a utopistic project for the future, and activist art has,
in one part, turned to the opposite direction: distopia
or negative utopia. While utopia incorporates hope,
distopia means fear for the destiny of humankind and
incorporates doubt. But where is doubt, there is hope,
so the contradiction of the world is resolved by one
final decision - death.

Let us see which models of politicizing - ideolo-
gization of art have been used in particular parts of
former Yugoslavia in the eighties.

First three models, which are subversive by defi-
nition, can be found all over former Yugoslavia. The
fitth model which points out death as the resolution,
is connected to urban surroundings with a strong
artistic tradition such as Ljubljana (Slovenia), Za-
greb (Croatia), Belgrade, Novi Sad (Serbia).

The first type of the fourth model, non-artistic
glorification of the system, can be detected all over
the former Yugoslavia. But the second one, that is

LESARTISTES
-AUXARMES

4. Viado Martek (Croatia): From cycle “Overcommunism”, ‘
1983/84

the direction with a national program, was present
only in Slovenia, Serbia and Macedonia. In Slovenia
there is the art group IRWIN from Ljubljana which,
in an nontypical manner uses Slovenian national sym-
bols and myths, but the artists used them to denounce
the reality itself. Group IRWIN, part of a larger art
movement called “Neue Slowenische Kunst” (NSK)
used the language of totalitarian systems (especially
German Nazism) very intelligently, to point out the
totalitarian nature of the society and system.

In Macedonia the national thematic was scarce
but present. The most rigid national and nationalis-
tic program in art was present only in Serbia. What
was the way it has been realized and how could it be
recognized? What was its principle of action? It used
the same means and ways as it had done always in
the past.

If society is a national category, and culture is
national and international, it is enough just to agree
with a one dimensional definition of culture and
apply such definition to art. Instead of destroying
the myths (demystification as condition for desideo-
logization), in Serbia began the process of renovat-

ing old national myths and fabricating new ones. The
most exposed and used was the myth about Kosovo,
a memento of the Serbian defeat in the battle against
the Turks on the field named Kosovo in 1389. After
that lost battle, Serbia was under Turkish government
for the next 500 years. The myth about Kosovo in-
corporates the idea of the permanent looser’s pat-
tern in Serbian history which is to be changed, and
the idea about a strong and big Serbia to avoid new
defeats. Using this myth during two Balkan and two
World Wars, Serbia has become ten times bigger than
it was before the First Balkan War.

To satisfy the need of daily politics, the Koso-
vo-myth was modernized with the story about big
Albanian threat (the Albanians being today 90% of
the Kosovo population). A great part of the Serbian
art production of the eighties leaned on it’s own na-
tional background. Collectivity became stronger than
individuality, one idea became stronger than all the
others, a very well known pattern was born in histo-
ry: one nation (state), one leader, one idea (party).
So the ideologization that was expressed by the way
of myths became complete. Such kind of art is politi-
cally tendentious, instrumentalized, engaged in
a banal and vulgar way, it is regressive. Its ideologi-
cal position coincide in all details with political theo-
ry and practice - that is with the ruling ideology of
the moment.

Instead of a critical distance from the society,
this kind of art incorporates a sort of fighting dicta-
ted from the outside. Doing that, it looses freedom
and becomes its own negation - false art or non-art.

Last but not least, I have to say that in Croatia
and Bosnia and Herzegovina I did not find a simple
example of politically tendentious art with a national
prefix in 1989. This is, maybe, why war is still going
on in these republics of former Yugoslavia.
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Umenie “za” a ”proti”. AngaZované umenie v Juhoslavii osemdesiatych
rokov - demokratické a totalitné poZiadavky

Ekonomické, socidlne a politické rozvrstvovanie juhoslovan-
skej spolo€nosti zagalo po Titovej smrti v 1. 1980. Je to tieZ as
novej, postmoderne;j situdcie vo vizudlnych umeniach. Niektoré
alternativy by sme spoznali v juhoslovanskom umenf uZ na tpl-
nom zadiatku 80. rokov a po&as celého desatro€ia, poziadavky,
ktorych politické ekvivalenty st formulované prave teraz. Na
jednej strane st autori, ktorych umenie bolo engagée (vnitri
vypovede diela samotného umenia, bez ohladu na motivy, ktoré
boli viac menej jasné), kym na strane druhej, autori, ktorych
umenie bolo politicky podloZené (umenie, pomocou ktorého chee
spolo¢nost dosiahnut kolektivne ciele s dominujlcou iba jed-
nou ideou). V tych rokoch sme rozpoznavali pat zékladnych
modelov spolitizovania, t.j. umenia engagée.

1/ Model zaloZeny na relativne nevinnej hre so znakmi
a symbolmi, ktoré sa pouZivaju ako material pre nové umelecké
alebo gisto dekorativne vizudlne konStrukcie.

2/ Model ironizécie symbolov (socialistickej revolucie),
ktoré st vyhaté z obecného kontextu obvyklého javu, st pre-
tvorené a vsadzované znovu do novych systémov novych vy-
ZNamov.

3/ Moralizujici model, ktory sa pokisa poukézaf na zlé
stranky politickej praxe alebo je to samotnd politicka prax, kto-
ra je odsudzovana.

4/ Neumelecky model spolitizovania umenia, v ktorom ¢lo-
vek Uiplne stihlasi s osobnou umeleckou determinéciou prostried-
kami politickej a ideologickej §truktary. Zjavil sa pocas 80. ro-
kov ako anachronicky trend glorifikdcie a dal§ej mytologizéacie
revolicie a revoluéného uchvatenia spolodnosti vtedy alebo ako
paralela k nacionalistickym programom, s ktorymi kolidoval.

5/ Model Thanatos - Gplne globalna (do urditej miery aj
lokalna) situicia je rieSend vymieranim nepriamo, prostrednic-
tvom umenia.

Prvé tri modely st demystifikacie ako umeleckd prax, kto-
r4 odhaluje jeden &i viac spdsobov pouZitia partikuldrneho jazy-
ka politiky a ideoldgie. Jazyk politiky sa stal prostriedkom pou-
Zivanym proti tej istej politike alebo ideolégii. Stvrty model je
model propagandy alebo propagandistické umenie, ktoré zno-
vuozivuje staré myty a vytvara nové, kym piaty model sa zme-
nil na negativnu utdpiu ako miesto, v ktorom je cely svet od-
mietany a jeho protiredenia st rieSené koneénym Sinom - smrfou.

New Visions of Modernity

Rostislav SVACHA

“Being modern is the best way of using our
memories ™
(Jean Nouvel, 1992)

Today you could hardly find a more difficult
and dangerous discussion to initiate than a serious
debate on the need of being modern. On one hand,
there is an alarming experience of a fateful alliance
between modernism in art and politics because of
the contribution modern art and architecture brought
to all better or worse thinking philosophers trying to
make true their unreal social utopias. And sad must
feel today even those who understand why these so-
cial utopias came to life and why they found such
a response with artists. The debate on the need of
being modern seems to be a hazardeous one not on-
ly because it is happening in a very sensitive politi-
cal environment. On the other hand, there is the con-
stant danger of the concept that permanently inclines
towards taking modern for fashionable, superficial,
snobbish, bored, as well as the wild lust for the new
and new artistic experiments we every two to three
years welcome with the same impatience we at the
same time kick out the back-yard door their now-
oldfashioned forerunners.

For many years now one thought contemporary
art and architecture would feel some kind of need
for repentance for these sins. The hangover from ec-
centric and dogmatic modern art seemed to become
an ethical base for postmodern art and architecture.
When, in 1966, one of the pioneers of this move-
ment Robert Venturi published his Complexity and
Contradictions in Architecture, he referred to an ex-
pression of the Dutch architect-philosopher Aldo van
Eyck, who said the biggest mistake of modernism
was its unlimited concentration on exploring the new,

which brought along its impotency to perceive the
relatively perpetual elements in architecture. Already
in 1962 van Eyck declared: (modern architects)
“have been harping continually on what is different
in our time to such an extent that they have lost touch
with what is not different, with what is essentially
the same”.!

Eyck and Venturi possibly found such argu-
ments in Panofsky’s iconology and its understanding
of art history as a chronology of differently motiva-
ted renaissances and renascences. Even more they
could have been inspired by Ernst Gombrich, who
says in art there is nothing created as completely new,
Just by erasing the tradition. According to Gombrich
every cultural or artistic product has its historical
precedent.? The structuralistic theory of art brought
along the understanding of an artistic creation as
a language system of its own kind. Started by Ven-
turi, postmodern architecture began to communicate
with the public through the known method of quota-
tions and references to different styles, to different
architectural vernaculars, or simply to some other
piece of architecture chosen for its purpose from the
inexhaustible reservoir of tradition.

Postmodern architecture succeeded better in
addressing the public than the modern one, which is
why it played such a positive role in its time. If
I dared to declare that today’s ethos of architectural
or any other postmodernism seemes to be exhaus-
ted, I would risk to be taken for one of those snob-
bishly lusting for changes and renewal I mentioned
in the first article. But, based on my experience,
I collected through interpreting pieces of art of clas-
sical modernism and even contemporary architec-
ture over the past years, I have to insist on such
a declaration.
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1. Alena Sramkovd - Tomds Novotny, project for Tuzex
department store, Prague, 1988

In addition I must say my scepticism about the
possibilities of postmodernism’s progress, followed
by the belief in the necessity of searching and defi-
ning new modes of modernity, is only superficially
inspired by the critique of postmodernism which had
been receiving from a growing number of European
and American critics over the past ten years or so.

According to the deconstructivists from the cir-
cle around Jacques Derrida postmodernism is not
capable of anything but repetition, which Derrida
himself describes as a nihilistic point of view.? Ken-
neth Frampton and some English left-wing critics
concern postmodernistic architecture - and especially
the one in the stage of Venturi’s Learning from Las
Vegas (1972) - for a typically American expression
of cynical manipulation with consumly oriented pub-
lic, for a sort of architectural analogy of more and
more aggressive commercial signs along the shop-
ping streets of big cities and more and more stupid
TV-programs, that do not offer anything of worth and
routinely adjust to the public’s less and less exacting
intellectual level. *Miroslav Sik, a Swiss architect of
Czech origin, stated that the postmodernistic system
of references and quotations is not able to create an-
ything but ironical, cheap and fake imitations of the
past.’ (Already at the end of the XIX" century Adolf
Loosreprehended a similar confusion of original and
imitation to the “historicizing” architecture of Vien-
na, the Potemkin’s City.) Friedrich Achleitner,
a Viennese historian of modern architecture, says the
postmodernistic illustrations of the past are not able
to define our own times. The picture of tradition and
the past, which postmodernism uses as a language
to communicate with, is, according to the Swiss ar-
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2. Martin Némec - Jin Stempel, Czechoslovak pavillion, EXPO
'92, Sevilla, 1991-1992

chitect Jacques Herzog, seemingly the same kind of
utopia as the utopia of the future celebrated by mo-
dern art.’

All these denouncements of postmodernism are
important and mostly also true. Though some other
things make me, as a historian of modern art, feel
uneasy as well.

As I already said in connection with Panofsky
and Gombrich, we could find the counterpart to the
postmodernistic way of communication with the
public (as it is based on references to fragments of
historical tradition and quotations of some historical
precedents in methods of interpretation of the most
influential art-historical streams of the second half
of XX™century.

At the same time these methods were used not

only for studying art of the past, but even for inter-
preting the era of modernism, which, under the pres-
sure of these methods, changed into a historicism of
its own. Benefit of this new, already very much post-
modernistically oriented interpretation of moder-

3. Emil Prikryl, project for Czechoslovalk consulate, Shanghai,
3 version, 1989

nism, was without any doubt very great. In spite of
this, my opinion is that the method of analyzing and
summarizing all possible references and quotations
in a piece of art will not give us all essential infor-
mation about it.

When I was about to write a book on Le Cor-
busier, my great inspiration was Le Corbusier, Ele-
ments of a Synthesis, by a Swiss historian of mo-
dern architecture Stanislaus von Moos (1968, 1982).8
In his book, all individual elements of Le Corbu-
sier’s work and their often surprisingly high level of

traditional inspiration, are pointed out, listed, ana-

lyzed and interpreted very skillfully. Von Moos didn’t
miss to mention the characteristics of all Le Corbu-
sier’s part-innovations either, but the fact, that despite
of his relation tradition, Le Corbusier was the grea-
test inventor in XX" architecture century, was left
aside a little.

I experienced even bigger disillusion while
working in a team compiling a catalogue Kubismus
in Prag 1909-1925° in which the authors, including
myself, searched for and explained in detail all pos-
sible connections there were between cubism and
gothical, manneristic, baroque, symbolistic, art nou-
veau and other traditions. At the same time, the fee-
ling for cubism as the greatest among revolutions in
art throughout the history, had not been stressed
enough,

Of course you can object that the new in a piece
of art is clearly to be seen only after one determines
what is old in it. To oppose such a statement we must
ask ourselves if there is a good method of interpre-
tation available, a method we can use to specify the
modern in a piece of art. Maybe our methods, con-
centrated on looking up references and quotations,
force us to prefer in the history of art traditionalism

4. Willem Jan Neutelings, family house, Berchem, 1988-1990

flooded with all possible kinds of quotations and re-
ferences and nothing else. I almost feel Aldo van
Eyck’s declaration I mentioned earlier to become
true today in its opposite meaning, eg. in today’s in-
terpretations of modern art “we siress continually
what we have in common with the past to such an
extent, that we have lost touch with what is different
in our time, with what is essentially the new.”

The same puzzlementI sometimes experienced
when interpreting pieces of classical modernism
I felt in my judgements to understand the artistic
contents of some architectural projects and construc-
tions of our time. By that I don’t mean object in the
style of neofunctionalism which - as its name says -
counts without hesitation on references and quota-
tions and so seems to be only a postmodernism in
the mask of modernism. I don’t address the high-
tech architecture either, the one that maybe expres-
ses greater interest in the true modernity, but is most
of the time too naive and one-sided and in which we
could find many nostalgic references and quotations
after all, whether those would come from the illus-
trations of the Jules Verne novels, the splendid era of
victorian engineering or the formal language of oil
plants and cosmic technology.' Fundamental doubts
about the method were not awaken in myself either
by the typical architectonic deconstructivism -
projects by Daniel Libeskind, Zaha Hadid or the Coop
Himmelblau group - in which we have to acknow-
ledge far greater interest in communicating with the
public through other means than simple quotations,
but even these projects refer to historical precedents
to some degree - for instance to the Russian con-
structivism and especially to the nervous trapezoid
and streamline forms of modernism of the fifties.
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5. Rem Koolhaas (OMA), Kunsthal building, Rotterdam, 1990-
1992

My puzzlement I mentioned was awaken more
by projects whose roots in tradition of modern ar-
chitecture often are almost more visible at the first
sight, just as it is in the case of neofunctionalism,
high-tech and deconstructivism, but after further
studies of their artistic message a question arises
whether it is possible to explain them completely with
the help of their links with that tradition.

The never realized project of the Tuzex depart-
ment store, authors Alena Sramkova and Tomas
Novotny from 1988 is, by its strictly geometrical
volumes, a marked skeletal construction and win-
dows put in coherent lines, unquestionably declaring
its connection with the tradition of constructivism
of the twenties, a sort of archetype of all the moder-
nity in architecture to come. In the Tuzex project we
can find even some deviations from the “right” con;
structivism and functionalism, but those don’t mean
very much in the context. If we still tried to interpret
this project as a sort ofa conglomerate of quotations
and references to historical constructivist standards,
we would probably find very few real quotations and
these would not help in interpreting the basic chara-
cteristics of this project. The creation of Alena Sram-
kova and Toma$ Novotny contains something else,
something you cannot explain nor name by deco-
ding its quotations.

Successive transfer from either postmodern or
neofunctionalist forms towards the not very easily
cathegorized modern architecture is possible to de-
tect in the development of Véaclav Kralicek’s project
of the theatre Husa na provazku'?and Emil Prikryl’s
project of the Czechoslovak consulate in Shangai,”
both designed in 1988-89.
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6. Jucques Herzog - Pierre de Meuron, Plywood house, Basel,
1985

The contest for the Czechoslovak pavilion at
EXPO 1992 in Sevilla was won in 1990 by Martin
Némec and Jan Stempel, and their project seemed to
be a big quotation of another object of this kind: Ja-
romir Krejcar’s pavilion for the International Exhi-
bition of Art and Technology in Paris in 1937.'*While
working on the final version of sketches for Sevilla,
Némec and Stempel’s project went through substan-
tial metamorphosis. The concept of the pavilion still
was, according to the authors, inspired by the tradi-
tional poetic functionalism from between the world
wars, but the result is once again ungraspable and
impossible to define by the method of decoding refe-
rences and quotations.

In Czech architecture you can find objects of
similar nature in the works of Josef Pleskot, Jaroslav
Safer, Luka$ Velidek, in the projects of some mem-
bers of the Brno Obecni diim and some other archi-
tects.

In other countries, similar and until now not very
well defined architecture was designed by a great
number of architects of different generations as well
as different cultural and stylish circles - among others

7. Haus Rucker group, the tower, Neuss, 1985

the Dutchmen Herman Hertzberger, Rem Koolhaas
and Willem-Jan Neutelings, the Portugese Alvaro
Siza, American Cesar Pelli, the Frenchmen Jean
Nouvel and Dominique Perrault, the German-Aus-
trian group Haus Rucker, the Swiss team Jacques
Herzog - Pierre Meuron. It seems to speak for itself
that Jacques Herzog sees as one of the most impor-
tant experiences of his carrier his sort of an unsuc-
cessful quotation he made while trying to imitate the
characteristic wooden nursery from the forties at the
construction of the so called Plywood house in Ba-
sel 1985. Although he tried hard to work in the cho-
sen vernacular, the result came out completely dif-
ferent.!

The goal of this discussion should hypotheti-
cally become the fact that in the very elements and
aspects of contemporary architectural achievements
that are not created only by repeating the past or re-
ferring to it, but which unfortunately still seem to us
as difficult to define, lies probably the true defini-
tion of our time, the real expression of its modernity.

8. Alena Srdamkovd - Tomds Novotny, project for Tuzex
department store, Prague, 1988

There is, of course, the question whether the
undefineability of such a modernity is a sufficient
result for us - or whether it is necessary to define
that modernity in some more concrete way.

Traditionval experts of modernity, as were in
Bohemia F.X. Salda, Vincenc Kraméf or Karel Teige,
would not help us very much in answering our ques-
tion. In today’s light their visions of the new art seem
already too simple, too dogmatic and too linked to-
gether with thev ideas of common progress of their
era. However, Salda’s lecture “The new beauty, its
genesis and character” from 1904, identifying mo-
dernity with the ability to open up to all new reali-
ties of the modern world will always remain
a generally valid appeal.

Newer theories and measures of interpreting art,
oriented on solving and disclosing references and
quotations, seems to be of as little use today as well.
Reference and quotation are not the modes of defi-
nition of modernity we are searching for and are not
the means a project can be realized through either.
That is why I think Stanislaus von Moos’ observa-
tion that in today’s architecture (and especially in
Koolhaas’ work) you can see a clear transfer from
straight-line quotations allowing “fo pin-point post

Jestum the sources of one or another among the
project’s formal characteristics”, towards far more
delicate evocations, indications and inspirations,'s
becomes significant. The fundamental in architec-
ture is not any more the language developed to com-
municate with the public, but more likely a sort of
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9. Josef Pleskot - Radek Lampa, Megafyt R factory, Vrané nad
Vitavou, 1992-1993

an introvert concept - a key - which helps the archi-
tect to define his own actual situation, but which he
does not necessarily have to offer to the public as
a help in “reading” his work. So even in cases of
constructions not denying their links with historical
models, the differences become more outstanding
rather than the similarities.

Moos and his younger colleague Wilfried
Wang'” are trying to strengthen the evidence of the
conceptual character of contemporary architecture
by tentative interpretations of projects by Koolhaas
and Herzog taken over from conceptual painting ana-
lysis. But, in the end, we still cannot be sure how far
these interpretations are to be taken for a hypothesis
of the interpreters and how far they are a true record
of the creative minds of Koolhaas and Herzog. The
increasing number of signals from several directions
tells us though the search for a new successor to the
eroded postmodernist method of references and quo-
tations has begun.'

By describing the state of today’s architecture
we somewhat divert from our mission to, at least to
some degree, define its modernity. In my opinion
we could find one of the deepest going analysis of
the problem of different forms and modes of moder-

nity in the outstanding book by the American cultu-
ral historian Marshall Berman “All That Is Solid
Melts Into Air” from 1982. The fact that Berman’s
book contains eleven to fifteen-year-old papers seems
to be more of a guarantee that it is up-to-date. Even
today it still inspires, thanks to the fine ability to
differentiate between what’s superficially fashiona-
ble, straight “pastoral” modernism and what’s the
true modernity, whose fundamentals lie, according
to Berman, in the openness towards changes of the
world with all its achievements and beauties, but even
with all its paradoxes, disputes and risks."

Already from the XIX" century, on the era of
Charles Baudelaire and prefectus Haussmann, who
act as pioneers of our own modernity in the key parts
of Berman’s book, all achievements, beauties, para-
doxes and contradictions of modern times are most
distinctively concentrated in big cities. Big cities with
their boulevards and avenues are certain to the big-
gest chance to see a thorough production of modern
civilization. And only big cities can be transformed
into a stage on which, according to Berman, the “pri-
mal situations” are born and lived, the archetypical
experiences of modern man living in the whirl of
social and civilizational changes. So maybe it is not
strange that almost all of discharges of architectural
modernity, from the Haussmann and Chicago School,
the avant-garde of the twenties and Venturi’s “Honky
tonk elements” to the work of Koolhaas’ Office for
Metropolitan Architecture and a little naive display
facades by Jean Nouvel,? always contained an ele-
ment of celebration of a big city street.

The referred-to project of the Tuzex department
store, authors Alena Sramkova and Tom4$ Novotny,
thanks to which - in my opinion - Czech architecture
for the first time clearly surpassed the horizon of
postmodernism, is in no way diverting from this tra-
dition. The very tradition modern architects of today
don’t use as an object of quotation, but rather
a challenge to make their own definition of today to
stand on its own feet.
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