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Anotace

Prace se vénuje dosud malo probadané problematice oficidlni socharské tvroby mezi
lety 1948-1968. Disertace se pokousi na Siroké bazi uméleckohistorickych historickych,
kulturnich a ideologickych determinant dospét k co moZna nejucelenéjSimu porozuméni
vnitinich procesti kulturni masSinerie socialistickych stati ve vztahu ksochatstvi a
sochaitim. Komparativni povaha prace notné prispiva k vyjasnéni nékterych stézejnich
otazek umeélecko-historického vyzkumu tohoto obdobi - napftiklad (ne)pivodnost
mistnich variant Socialistického realismu a jejich vztah k sovétskému modelu, data¢ni
vymezeni Socrealismu, zapojeni modernistickych umélcti, principy vztahu mezi statem a

umélci nebo druhy zZivot socharskych praci Socrealismu.
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Abstract

The dissertation is dedicated to the under-researched subject of the official sculpture in
the DDR and CSR in the time-frame 1948-1968. By evaluating the material on a broad
background of the art historical, historical, cultural and ideological determinants, the
dissertation endeavour to provide an accurate insight into the internal processes of the
cultural machinery of the Socialist states with regard to sculpture and sculptors. The
comparative character of the dissertation contributes to the understanding of the critical
questions of art historical research of the period - such as the (in)authenticity of the
local varieties of Socialist Realism and relatedness to the SSSR Socrealism, dates of the
Socrealism existence, engagement of modernist sculptors, principles of the state/artist

relationship or the second life of the Socrealist sculpture.
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Introduction

Bohemian and subsequently Czech art was always heavily dependent on the nurturing
and reviving springs, flowing richly from the western regions of Europe and originating
especially in the geopolitical spheres of today's France, Germany and Italy. In the course
of time, Bohemian, Czech and eventually also Czechoslovakian artists and intellectual
elites were bound by profound and affectionate ties to communities and institutions in
the west and leveraged inspiration from their artistic genius and skill. The Czech art
stood on the verge of the twentieth century as a dignified companion to the western art,
taking pride in the variety, advanced level and development of distinctive local styles

and characteristics.

Both the Austro-Hungarian Empire and the newly born First Czechoslovak Republic
were not overly restrictive towards the freedom of the artist and the art development
was following its natural pathways. The Second World War could not entirely extinguish
this promising development, as many of the foremost artists of their generation
remained active despite the German Occupation. Artists expressed frustration and crisis
of the times in their works which in many cases are among the strongest testimonies to
the horrors of the dark period of Czech history. The end of the war in 1945 raised all the

hopes of renewal of the pre-war cultural life and unrestricted artistic creativity.

The exhaustion of resources, destruction and desolation after the war stood in the way
to achieve the renewal of normality yearned for in a short time. The demand for art was
in the economically impoverished Czechoslovakia lower than ever and many artists
struggled to survive. In these dismal times the Communist Party, gaining strength and
support of the public, promised all people longed for: peace, stability, work, food and
also the utopian vision of the classless society, achievable allegedly only through the

dictatorship of the proletariat.

The Communists were well prepared for the takeover. Instructed in Moscow, they used
democratical means to achieve their ultimate goal and grasped the power in what
became known to the Communist historiography as the “Victorious February®.
Communist coup d'état of 1948 and consequent changes in the cultural sphere had far-
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reaching and devastating effect. Only today's researchers begin to comprehend the
whole impact of the watershed moment. The relative freedom of artistic expression
would be readily and effectively circumcised, the ties with the West radically cut, as the
natural inclination of artists to follow modern adventures of the western art was
deemed undesirable. Its promoters were marked as the adversaries of the State, as the
advocates of bourgeois aesthetics. They were mercilessly pursued until they either

capitulated and subdued, or were stripped of their artist status and heavily persecuted.

It was noted repeatedly, that the sculpture, which existed for generations as a mature
and developed art branch in Czechoslovakia, experienced after the coup d’etat gradual
and continuous decline of the rich figural tradition. It is an indisputable truth that the
era of the 1950s - 1960s, dealt a deadly blow to the independent evolvement of arts and
plunged the Czech sculpture into the state of unprecedented decay. It is obvious enough,
the natural and fluent development which would otherwise follow the progressive
adoption of western examples on the way to self-contained local style, was abruptly
halted and replaced by a conglomerate of ideological clichés, pseudo-academic form and
antiquated local tradition, merged into the form of Socialist Realism. The inspirational
role, vacated by the western art, was to be replaced by the example of the “greatest of all

arts”, art of the Soviets.

For the first time in history, Czech painters, sculptors and architects were required to
draw their inspiration predominantly from the East. Ideological sculpture of both the
DDR and the CSR was implemented into the local tradition as an alien tendency. As such,
it posed great difficulty to the local artists, who strived to fulfil the official commissions
and who were aware of the schematism the imported patterns presented. Therefore, we
may observe the effort of the artists to modify the imported models and to instill in their
art works local attributes - derived from the local schools they came from, or, simply,

from a surviving local tradition.

The Czech research on the art of the 1950s - 1960s during the first twenty years after
the Velvet Revolution in 1989 was dedicated mostly to the artists, who defied the regime
or who created in spite of it, privately, or abroad. Only recent decades experienced

interest in the official art of the Communist regime. A subject scrutinised countless times
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abroad, was lagging behind in one of the most affected countries. By evaluating the
sculptural production of both the DDR and the CSR, this dissertation is comparative and
synthetical, but at the same time, attempts to unravel the intrinsic aspects of tendencies

observable in the sculptural production of both countries.

A dissertation, dedicated to the sculpture of this period, fills the empty space in the
research, to this day in Czech Republic mainly dedicated to comprehensive works. It is
the author's strong conviction that addressing the area of the official pro-regime
sculpture is legitimate and valid scholarly interest, providing much needed background
to the evolvement of more progressive postmodern art. It is surely more thrilling to
explore the adventures of the persecuted artists, to relish in their skill and grieve at their
often concerning fate. Yet how can their sacrifice be understood in its entirety, if we do
not dispose of a detailed understanding of what regime offered to the artists and what

was to be gained by those, who would not be strong enough to resist?

As the title The role of sculpture in the official art of totalitarian regimes: GDR and CSR
1948-1968 compared suggests, the sculpture is in this dissertation treated and
understood not in the conventional sense, that is as a representation of artist's creative
genius and his will to create, but rather as an ideological tool, complementary to other
artistic branches such as painting, architecture, film, literature, which were employed by
the regime. As such, it is to be explored and scrutinised with this utilisation on the mind,
not from the formalist perspective, rather from the perspective of cultural and social-
political history with corresponding emphasis laid on the circumstances of the creative
process. On the grounds of contemporary texts, articles, congress papers and directives,
works of art, accounts of contemporaries and modern studies, following text will
endeavour to provide a structured and methodical account of the Socrealist sculpture.
This will allow to take into account problems, such as steering of the artists through the
institutions subordinated to the Party, their tools and methods devised to enforce

compliance of the artists, or behaviour of the artists with regard to the State.
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The Part I. is dedicated to the Prerequisites and Presuppositions of the Socrealist Sculpture
and basic tenets of the Communist Historiography of Art. It is offering insight into the
understanding of the National Art History Narrative under the Communist perspective,
so as to create a basis for further description of the Communist relation towards art and
its function. The same vantage point is used to present an overview of phenomena,
related through theme, subject or tendency to the emerging Socialist Realism - the
work-oriented sculpture, the New Classicism, Social Art, Social Civilism and the New
Monumentality. The chapter works on the presumption, the Communist art historians
would assimilate any subject or tendency, even remotely relatable or comparable to the
Socrealist current, to achieve the necessary justification and legitimisation of the

artificially imposed artistic doctrine.

The Part 11, called The Sculpture of Socrealism in the Mirror of Cultural Politics and Art
incorporates cultural politics, theoretical background and development of the Socrealist
sculpture in the full scope of the selected time-frame. The section is divided by
chronological structure, respecting the major political changes that strongly influenced
the development in the sphere of the cultural politics. The contemporary cultural
politics and theoretical shifts in the followed time frame are therefore intermittently
woven into the text, taking notice of the formative moments and also the engaged and
active sculptors, who would take part in the steering of artistic unions and official
institutions. The indispensable ideological basis and theoretical background of the
Socialist Realism deals with the question of the ideological directives of the art style in
the context of the paradigm shift of the art theory in the post-war period with a
subsequent effort to grasp the Socialist Realism through the means of aesthetical and

semiotical analysis.

The Socrealist sculpture in DDR and CSR in the selected time-frame forms substantial
subject of the Part II. and attempts to create a comprehensive overview of the most
important sculptors and evolvement of the project of the One Party to turn them into the
providers of ideologically accurate and convincing art works. As the centralist principles
would rule over arts in all its forms, the employment of action tasks, contests, collective

exhibitions, awarding of the official prizes and honorary titles would present a
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distinctive feature of the Communist state, deserving special attention. The level of
success of the Socrealist artists is efficiently and accurately measurable by the number
of official and honorary prizes and titles they would acquire. The attention dedicated to
the individual artists in this text is therefore mostly granted according to their

distinctions and achievements.

Both in DDR and CSR the local tradition in sculpture (similar to painting and other arts)
outlived the foundation of totalitarian art in the form of purely ideological Socialist
Realism. As well as in the pioneering SSSR, in CSR and DDR, the “revolutionising” efforts
were unable to erase at once what was gradually instilled in people (in the form a of a
spontaneous local tradition) and close to the conservative opinion of the general public.
As the capacity to address the crowds was of paramount importance to those in power,
very soon was the local tradition merged with the enforced Stalinist example to create a
branch of works, distinguishable from the non-differentiable and insignificant mass
production. The goal of this chapter is therefore not only to provide a summary of the
sculptural production of CSR and DDR in the followed time-frame, but also to endeavour

to reveal, how was the local tradition combined with the forced import.

The Part III. discuss the Promotional Methods and Tools of the Regime, including action
tasks and contests, official prices and honorary titles, contributing to the smooth
running of the cultural megamachine. The political monument, within this text perceived
as a distinctive category, addresses some of the most high-profile commissions, namely
two Prague realisations - the Stalin's Monument in Prague and the National Monument at
the Vitkov Hill, the DDR production represented by the Buchenwald Monument. A
separate section called Exhibitions and Iconographic Analysis provides a closer look at
the exhibitions and provides also a case study of iconographic motives at several high-

profile exhibitions.

The Part IV. is dedicated to the Typology and Iconography of the Socialist Realism
sculpture and works on the presumption that a clear structure is feasible by systematic
summoning and sorting of the accessible material. A coherent structure allows in turn to
devise a theory of the typological, iconographic and semiotic principles. The highest

rank belongs to the personality cult sculpture of Soviet and regional leaders, followed by
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the monuments to the Red Army, followed by the heroes of the resistance movement,
national and working class history, personalities and movements, including 15th - 17th
Century “Pioneers of the Class Conscience” and the 19th century “Communism

Revivalists.“

The Part V. deals with a subject very acute and intricate - the fate of the Socrealist
sculpture in the public space in the present day. The majority of the most controversial
sculptures and statues were removed at the first opportunity the alleviation of the
political pressure offered, yet till the present day a large number of Socrealist statues
and sculptures still survive in the public space, museums and depots. The second life of
the remnants of the vanquished ideology is a constant reminder of the volatility of
history and to many it remains subject highly ambiguous. The last chapter is therefore
dealing with the fate of the monuments to the defeated ideology and dead statesmen,

stirring passions long time after they're gone.

The Appendix serves to provide additional informations about the artists, related in
some respect to the production of Socrealist sculpture. The list of artists is selective and
divided into the Czechoslovakian and German representatives. Included are some of the
predecessors - intentional or unintentional. The second category is presenting
monographical information on indispensable personalities, entirely unrelated to the

Socrealist current, yet often serving as an inspiration.

Before this work is approached by the kind reader, several remarks are to be made.
Firstly, the time frame 1948-1968 was devised perhaps atypically, as the Era of the
Socialist Realism is most often thought to end with the Stalin's cult decomposition in
1956. Yet the Socrealist production would continue for several more decades, some of
the most bizarre examples are dated to the era of Normalisation in 1980's. Albeit the
year of 1968 is set as the closing line, delineating roundly the two decades, it is
impossible to cut the line so straightly. Contentually are the milestone dates perceived

rather loosely and many references are made to works of much older and younger dates.

Secondly, the dissertation follows exclusively the figuralist traditions and evades

intentionally the abstract tendencies in the works of many of the most distinguished
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Socialist Realists. Lastly, due to external circumstances, obstructing the possibility to
leverage the German resources to the fullest, larger emphasis is put on the research of
the Czechoslovakian situation. Nevertheless the conviction is such that the relevance
and coherence of the comparative conclusions would not be impaired by this

complication.

It is the author's honest intention to contribute to the scrutiny of the subject, that is not
looked upon by many with fondness, yet offers a valuable insight and contributes to the
universal knowledge of the twentieth century art. The dissertation is not written on the
grounds of any sympathy with totalitarian regimes, Communist or other. It is also
necessary to state that a judgmental stance, if applicable, is within this dissertation
reserved for the assessment of artistic quality only, not to serve as a tool of moralism
over any individual, assuredly inappropriate in a work concerned with art historical

subject.
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Method and research theory

The research of the Socrealist sculpture poses specific challenges with regard to the
theoretical and methodical approach. An elementary analysis and subsequent
comprehension of the gathered material afforded to premeditate the optimal methodical
approach in the early stages of the research. The perceived need to construct method
entirely individual and material-specific was soon confirmed through a thorough study
of the gathered material and scrutiny of art historiography and current art theory. This
critical process turned out beneficial and would help avoid possible pitfalls and

hopefully lead to the enhancement of the level of general expertise.

The initial stage and ground stone of the method construction laid in the determination
of the true character of Socialist Realism - especially with regards to the question of its
“art status”. The key to this conundrum is in the understanding of the meaning of the
“art” itself. In the sense of the humanist tradition is it the product of artists' creativity,
emerging in the atmosphere of relative creative freedom, albeit often influenced by the
patronage and other factors. Ever since antiquity were artists perceived as endowed
with genius mind, a concept, especially cherished in the Renaissance, where artists

acquired an aura of charismatic individuals gifted with extraordinary attributes.

The history of art would ever since be seen and perceived by the Humanism
historiographers as a row of exceptional individuals, the true bearers of the evolution in
art, moving the development further through their watershed works. This idealistic
perspective of art as a product of a unique creative process, belonging to the sphere of
ideas, was perpetuated in the comprehensive synthetical works of the Berlin school
Franz Rumohr, Carl Schnasse, Franz Theodor Kugler, the Vienna School with Franz
Wickhoff and Max Dvorak, to the late conservative works by Ernst Gombrich. Facing
strictly humanist understanding of the arts as a product of the creative spirit,
embodiment of the ideal and the highest achievement of the human mind, would the

majority of the Socrealist sculpture hardly pass as “art”.

The premeditation of the subject was therefore based on the presumption, that
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conventional method of art historical study, perceived here as the combination of the
form evaluation, artist contextualisation and cultural history analysis, would not by itself
yield satisfactory results, when applied to the Socrealist sculpture. The official art form,
forged in the 1930s in Russia and subsequently transmitted into the satellite states, was
in its core retrospective, outdated and anti-progressive. It comprised of obsolete 19th
century forms, which were (and intended to be), in direct opposition to the bold
experiments of the Avantgarde. Considering this counter-progressive character of the
sculptural production, gathered under the umbrella term of Socialist Realism, the
aesthetic categories of style, visual quality, independent formal evolution as well as the

concept of organic development, turned out not to be very helpful categories.

The proper method had to be based on the understanding of the societal transition to
the authoritative rule of the One Party. Under liberal regimes the freedom of art work is
generally unrestricted and the most relevant motivation of the artist in the professional
art is the ambition to contribute to the development of the art field in question. Artist,
urged by his will to create and fueled by the ambition to live up to his or her ability,
ventures, according to his skill to either pioneer an artistic style or let himself to be
inspired by the advances of the current art and contribute to a wider artistic movement.
This applies also to Czechoslovakian and German artists, who stood shoulder to
shoulder with their western counterparts in their effort to employ the most recent

achievements of modern art.

The market economy in the pre-Communist era provided artists with the opportunity to
seek funding and commissions either in public institutions or in the sphere of private
collectors. The level to which artists were making use of the modern forms was largely
determined by the conservatism or liberalism of the donating person and on the
measure of freedom allowed. Artists were induced to follow the taste and ideas of the
patron. It is especially true of sculptors. The materials such as wood, stone or metal are

considerably expensive and sculptors were therefore dependent upon the commissions.

Under Communism there was a substantial shift in dynamics, turning the relations
described in the previous paragraph upside down. Once the state succeeds in

transformation of artistic unions, expels inconvenient and unobliging artists and starts
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to enforce the official doctrine through the means of elaborate propaganda, the whole
finely tuned equilibrium is demolished. The livelihood of artists starts to crumble, as
they struggle either to accustom and survive or to obstinately create under their formal
ideals, risking expulsion from the unions and further persecution. Artists become
dependent upon the mercy of the state, which they have to oblige by participating in

public contests, exhibitions and action tasks.

When the aesthetic quality and artistic innovation is put aside so that the works of art
can enter into the service of the Party, artists are bound to follow rigidly set models with
little or no possibility of free license. Art, taking pride in the employment of ideological
clichées of partisanship, tendentiousness, social engagement and progressive optimism,
is to be approached and examined systematically with the specificity of the material in
mind. Albeit in every stage of artistic development throughout the history of art would
harbour a vast majority of mediocre or even low-level art production and Socrealism is
not an exception. As art relinquished its liberal function of world observer and
interpreter, it was by steady pressure converted into a complementary appendix of
ideological struggle, predestined to serve as a weapon in the hands of the one Party. Art
was transformed into a tool of both antagonistic forces of humanisation and

dehumanisation imposed upon the crowd by the state machinery.

The official arts, endorsed under the auspices of a Socialist state - in this case of the
Czechoslovakia and East Germany - acquired a specific position in the sphere of culture.
The Socialist Realism was evolving most often according to the shifts in the cultural
politics promoted by the Party and is therefore most of all a witness to the history of
politics of the CPSU and KSC. The product of Socrealist sculpture has to be perceived
rather as a cultural artefact - ready-made tool of propaganda, part of the artificially
constructed world of the official art, operating by unnatural laws. As the arts within the
state lost their original social role, the capacity to reflect the development of artistic
talent and ideas, to expand artists' skills in a playful experiment with form, the

conventional approach to the construction of the art history lineage is made impossible.

The historiography of art offers several methodical approaches, suitable in an aspect to

the examination of such a material. Many of recognised historiographical works were
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consulted throughout the writing of this dissertation, in the endeavour to devise the
most subject-specific method. Albeit perceived more as mental stimuli, rather than as
sources of a fixed methodical procedure, the inspiration by the wide range of pioneers of
art history, who date back as far as the 18th century and contributed to the maturation of
the methodology of art research, was priceless. Georg Hegel's dialectical principle, Jacob
Burckhardt's effort to draw the most vivid picture of the art's socio-political background,
Hyppolite A. Teine's contextualist approach,? all of these concepts proved valuable and
worthy of examination, as they pointed towards the methods, established in the 20th

century.

Very pertinent to the purpose of the dissertation is one of the methods, emerging in the
second half of the 20th century - the art sociology.3 This method pays close attention to
the history of thought and society in relation to art and does reflect the importance of
contemporary politics and ideology. The sociological theory, as promoted by Arnold
Hauser brought the idea of hegemony, very suitable concept with regards to Socrealism.*
The hegemony is defined as a dominance of one group over the others. The Hegemon
imposes through the system of norms, directives, world view and ideology, its interests
upon its subordinated groups. This superior elite devises a mythological, religious or
ideological background, which becomes the determining core of the arts, dependent
upon the power structure.> The understanding of the use of art as an instrument to
achieve or maintain social structures by a dominant group, is very relevant for the

subject of this dissertation.

? For the basics of the ennumerated ideas see:

Georg W.F. HEGEL: Phenomenology of spirit. Oxford / New York / Toronto, 1995;

Jacob BURCKHARDT: Reflections on history. Indianapolis 1979;

Hippolyte A. TAINE: Philosophie de I'art. Paris 1985

*The genesis of the art sociology method is reflected in the following publications: Jean-Marie GUYAU: L’art au
point de vue sociologique. Paris 1889; Hanna DEINHARD: Meaning and Expression: Toward a Sociology of Art.
Boston 1970; Howard BECKER: New Directions in the Sociology of Art, in: ESA colloque in Paris, April 2003; For a
summary of the current state see: John PAUL: Art as Weltanschauung. An Overview of Theory in the Sociology of
Art, in: Electronic Journal of Sociology 2005. ISSN: 11983655

* Arnold Hauser (1892-1978), was art ad film historian of Hungarian origin, best known for his Marxist
perspective. He studied in Budapest and Berlin, taught in Leeds, London and Ohio. He was intrigued with
transformation of social structure and its influence on art evolvement. He has writtan notably: The Social History
of Art (1951), Philosophie der Kunstgeschichte (1958).

> Arnold HAUSER: Sozialgeschichte der Kunst und Literatur. Leinen 1983 Arnold Hauser: The Sociology of Art.
Chicago 1982
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The core of Hauser's system is firmly anchored in the perspective, that all art is
historically determined and inseparable from the contemporary circumstances. His
theory takes into account the periods of history, where art entered into the service of the
ruling structure and acquired the servitudinal function. He unravels relationship
between reality, ideology, artist and artwork, claiming that in different epochs of
humanity, the proximity between spiritual creation and material circumstances is varied.
The more mature the ideology, the more entangled and bewildering it becomes to the
observer. Art is, together with science, religion, law and morals a product of the ever
present longing of the humanity to find and retain a world view, consistent with the

contemporary stage of their beliefs, opinions and values.

The sociology of art is applicable especially to the analysis of the cultural politics,
specifically the problem of the state/artist relationship, as well as to the determinants of
the artist's status. This approach allows to understand the nature of reciprocal
relationships, crucial for the formation of the cultural machinery. Arnold Hauser's
follower and the well known proponent of the Art Sociology, Pierre Bourdieu,
contributed to the refinement of the method by contextualisation of social
circumstances and division of the social formations into a series of “champs”, setting
every acteur into the frame of a group, be it artistic, political or economical.® The socio-
cultural factors and structuralisation of the social groups are indispensable to the
comprehension of the rigid apparatus of the one Party and its subsequent impact upon

the sphere of artists.

The more recent postmodernist methods and theories, building upon the iconology,
structuralism and reforming their basic tenets in order to find the best approach for the

writing of art history of the 20th century, offer some valuable clues as to the more recent

® pierre Bourdieu (1930-2002), was a famous French sociologist, anthropologist and philosopher, whose theories
comprised also cultural and artistic spheres. Studied at Paris, at Ecole normale supérieure, taught in Lille, Ecole
des Hautes Etudes en Sciences Sociales, Collége de France and was a director of Centre de Sociologie
Européenne. His work would pioneer concepts of the social order preservation and power transition, diverting
from the idealist stances towards materialism as the core of the societal and cultural development. His notable
works, relevant for the art historical research: Distinction: A Social Critique of the Judgment of Taste (1979), The
Field of Cultural Production (1993) and The Rules of Art (1996). Pierre BOURDIEU: The Field of Cultural
Production. Essays on Art and Literature. 1993
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method employment.” Importantly, one of the relevant and widespread currents further
elaborates upon the use of the “context”.8 Michael Baxandall would bring a concept of
the “period eye,” into the field, emphasising the importance of the relations between
artist, art work and its observers, following strictly the period perspective by a thorough
analysis of the minutest aspects of the social, economical and cultural sphere

surrounding the artistic, creative process and work of art.?

The investigation of the interactions between the cultural politics, ideological
assignments, obligatory doctrines, tradition and free will of the artist and their reflection
in the sculpture of the official production, belongs to the core objectives of this
dissertation. Yet the gathered material calls for its systematic and conscientious
assortment and subsequent creation of a hierarchical structure, derived from the
assessment of the iconographic aspects. Unlike the prevalent
20th century custom of art historians to group paintings, sculptures and applied arts,
according to school affinity or arts groups, the Socrealist art is for the most efficient

categorisation to be structured into themes and subjects.

This method is sound not only for being most advantageous for the art historical
investigation of this specific material, but also because it directly reflects the
understanding of the art discipline by the Communist decision makers themselves. The
foremost representatives of the Communist Party and related institutions approached

art as an assortment of ideological subjects and themes, freely disposable and at the

"Fora comprehensive anthology of the 20th century theory see: Charles HARRISON / Paul WOOD: Art in theory,
1900-2000

Michael Baxandall (1933-2008), was a British art historian, promoter of the social history of art. Studied in
Cambridge and Pavia, taught in University of California, Berkeley. He was a curator in Victoria and Albert
Museum in London and later launched long-term association with Aby Warburg Institute. For his most relevant
works see below. The term “Period eye” was pioneered in: Michael BAXANDALL: Painting and Experience in
Fifteenth-Century lItaly. Oxford 1988; For further reference and intriguing insight into the method of the art
historian see: Michael BAXANDALL: Substance, sensation, perception (Interviewed by Richard Candida Smith), in:
Art History Oral Documentation. The Getty: an anthology of changing ideas. Malden: Blackwell 2003; A pertinent
example of current method and terminology: Robert S. NELSON / Richard SHIFF: Critical Terms for Art History.
University Chicago Press 2003

8 Compare: Ladislav KESNER / James ELKINS: VizudIni teorie: souc¢asné angloamerické mysleni o vytvarnych dilech.
Jinocany 2005

% Research Institute for the History of Art and the Humanities. 1998,

http://archives.getty.edu:30008/getty _images/digitalresources/spcoll/gri_940109 baxandall_transcript.pdf
(retrieved 4. 6. 2017)
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ready to contribute to the general instruction of the people. This notion would
consequently reflect in the official exhibitions, contests, action tasks. Therefore the
scrutiny of the categories of theme and subject, together with the iconographic analysis
of the separate groups is indispensable for a thorough understanding of the Socrealist

sculpture.

Once the structure is established and material assorted, the need emerged to capture the
problem of the reception of the official sculpture of Socrealism, both at the time of its
creation and also in the presence. It is my understanding that evaluation of this problem
is essential for successful accomplishment of the dissertation, as the reception creates
the fourth and non-negliable pillar of the foursome structure state-artist-art work-public.
The fitting approach founded on the principles of Semiology, offering the inspiration on
the way to find inner characteristics and mutual correlations of various groups and their
conscious and unconscious influence on the public psyche. Both contentual and outward
characteristics of the examined material were leveraged in order to find the
idiosyncratic patterns of the artwork/observer duality. Whereas the problem of the
present day relation towards the Socrealist sculpture is easily mappable due to the
inexhaustible internet resources and open public discussion, the accessibility of a frank
and open opinion of the contemporaries is to be ranked somewhere between scarce and

non-existent and pose therefore a great challenge.
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State of research

Shortly after the fall of the Communism in Germany, the subject of the culture and
official artistic production of the DDR was launched and further cultivated over the
following years.10 Whereas massive anthologies were published shortly after the
establishment of the modern day Germany, in the Czech Republic there are not many
research papers on the subject until 2002 and those published are often concerned with
culture in general.ll Representative anthologies, concerning the sphere of the official art
under the totalitarian regime of Czechoslovakia 1948-1989 did not come to fruition till

this day.

Before proceeding to the region of the central Europe, the research of the totalitarian art,
carried out at international level ought not to be overlooked. A vast amount of literature
has dealt with the general phenomenon of ideological and political art. In 1996, a
catalogue was published to accompany an exhibition called Art and Power: Europe Under
the Dictators 1930-45, taking place in the Hayward Gallery, London.12 This extensive
anthology contains various studies and is divided into sections concentrating on three
main centres of totalitarian art - Moscow, Rome and Berlin. In this respect the most
significant section is concerned with the Stalinist Art of Moscow. It covers a wide scope

of arts, including painting and sculpture.

The evolvement of the cultural apparatus of the Communist states is scrutinized by
anthologies and monographs, published both in Bundesrepublik Deutschland, Czech

Republic and elsewhere. The concept of totalitarian art has been very well researched in

10 Among others especially: Eckhart GILLEN / Rainer HAARMANN (Eds.): Kunst in der DDR. K6ln, 1990; Martin
DAMUS: Malerei der DDR: Funktionen der bildenden Kunst im Realen Sozialismus, Reinbek bei Hamburg,
Rowohlt, 1991; Manfred JAGER: Kultur und Politik in der DDR 1945-1990, K6In, 1995; Peter GUTH: Wénde der
Verheissung. Zur Geschichte der architekturbezogenen Kunst in der DDR, Leipzig 1995; Fritz JAKOBI: Figur und
Gegenstand: Malerei und Plastik in der Kunst der DDR aus der Sammlung der Nationalgalerie. Berlin 1995;

" Radomira SEDLAKOVA: Sorela: eskd architektura padesatych let: Narodni galerie v Praze, Sbirka architektury.
Paldc Kinskych 14. dubna - 22. kvétna 1994. (Ex. Cat.) Praha 1994; Tereza PETISKOVA: Ceskoslovensky
socialisticky realismus 1948-1958. Praha, 2002; DOLANSKA, Karolina (et al.): Socialisticky realismus, in: Ceské
moderni a soucasné uméni 1890-2010. Praha, 2010;

> Dawn ADES (Ed.): Art and Power: Europe Under the Dictators 1930-45. London 1995; Also translated into
German: Dawn ADES (Ed.): Kunst und Macht im Europa der Diktatoren 1930 bis 1945. Stuttgart 1996
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Igor Golomstock's Totalitarian Art: in the Soviet Union, the Third Reich, Fascist Italy, and
the People's Republic of China.13

As the DDR and the CSR were profoundly related to the SSSR, it is essential to consult
resources on Stalinist art, most notably Hans Gunther's The Culture of the Stalin Period.1*
This noteworthy anthology presents a collection of studies in the field of popular culture,
art, literature and film, originally presented at a Symposium, which took place at the
Zentrum fiir Interdisziplindre Forschung of the University of Bielefeld in October 1986.
In the text by Boris Groys entitled The Birth of Socialist Realism from the Spirit of the
Russian Avant-Garde, the remarkable development regarding the establishment of total

realism in Russia is analysed and presented.1>

The significance of this particular question is obvious, as it was also used as a theme by
Vassily Rakitin, whose study The Avantgarde and Art of the Stalinist Era can be found in
the same anthology.1® The volume also contains Igor Golomstock's study Problems in the
Study of Stalinist Culture, where some of the conclusions of his monography (mentioned
previously) are presented.l” Golomstock has also ventured to establish three factors of
Stalinist culture which can be applied to totalitarianism as a whole: the primary role of
ideology, the organisation of artistic life as a whole and the unyielding struggle of the
state against artistic freedom. At this present time, when the justification of research
into the field of totalitarian art is no longer needed, these studies are to be perceived as

the foundation stones of initial research.

The problem of the DDR art was examined in Auf der Suche nach dem Verlorenen Staat.
Die Kunst der Parteien und Massenorganisationen der DDR, organised by Deutschen

Historischen Museum in Berlin in 1994 and followed by an anthology edited by Monica

B lgor GOLOMSTOCK: Totalitarian Art: in the Soviet Union, the Third Reich, Fascist Italy, and the People's
Republic of China, London 1990

" Hans GUNTHER: The Culture of the Stalin Period. Basingstoke 1990

1> Boris GROYS: The Birth of Socialist Realism from the Spirit of the Russian Avant-Garde, in: Glnther, Hans (Ed.):
The Culture of the Stalin Period, Basingstoke 1990

1 Vassily RAKITIN: The Avantgarde and Art of the Stalinist Era, in: Hans GUNTHER (Ed.): The Culture of the Stalin
Period, Basingstoke 1990

7 1lgor GOLOMSTOCK: Problems in the Study of Stalinist Culture, in: Hans GUNTHER (Ed.): The Culture of the
Stalin Period, Basingstoke 1990
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Flacke a year later, which introduced a diverse view of the painting, sculpture and
architecture of the DDR from 1949-1990.18 It covered the important subject of official
commissions. Another of representative publication dealing with the phenomenon of
the “Auftragkunst” is voluminous Enge und Vielfalt - Auftragskunst und Kunstforderung in
der DDR: Analysen und Meinungen, published in Hamburg in 1999.1° Further
examination of this subject was done with remarkable competency also by Hannelore
Offner and Klaus Schroeder in 2000 and published in their anthology Eingegrenzt -
ausgegrenzt. Bildende Kunst und Parteiherrschaft in der DDR. 1961 — 1989.20

Even though the main focus is on Nazi-related art, one exhibition worth mentioning, as it
deals with the subject of political sculpture, is the Politische Skulptur: Barlach / Kasper /
Thorak / Wotruba, presented in Landesgalerie Linz, from Sept. 18 to Nov. 16, 2008. It
introduced the relationship and interaction between art and politics before and after
1945. This exhibition presented artists who were creating their work under the
influence or at the time of National Socialism in Germany. The intention of this
exhibition was not only to follow the intricate lives of the artists, but also to uncover “the
underlying attitudes that had become uniquely interwoven and inseparable for a
generation of artists living and working in twentieth century arts and politics”.2! In the
search for relevant themes, publications and exhibitions, this one in particular supports

the viability of this dissertation.

The art of the DDR is currently being followed by several scholars across Germany.
Sigrid Hofer (Philipps-Universitat Marburg), in 2008 established an Arbeitskreis Kunst in
der DDR which, as an independent platform for research in the field, allows specialists to
present their research within a wider sphere of DDR culture. This initiative also

launched annual conferences in Dresden, which took place from 2008. Various aspects

® Monika FLACKE (Ed.): Auf der Suche nach dem verlorenen Staat: die Kunst der Parteien und
Massenorganisationen der DDR. Berlin 1994

° paul KAISER (Ed.): Enge und Vielfalt - Auftragskunst und Kunstférderung in der DDR : Analysen und Meinungen.
Hamburg 1999

** Hannelore OFFNER / Klaus SCHROEDER: Eingegrenzt — ausgegrenzt. Bildende Kunst und Parteiherrschaft in der
DDR. 1961 —1989. Berlin 2000

! Martin HOCHLEITNER / Inga KLEINKNECHT: Politische Skulptur : Barlach/Kasper/Thorak/Wotruba; (following
the exhibition: Politische Skulptur - Barlach, Kasper, Thorak, Wotruba in der Landesgalerie Linz 18. Sept. 2008 -
16. Nov. 2008). Linz 2008
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of DDR art have been explored by Thomas Topfstedt (Leipzig Uni), Christian Saehrendt
and Hubertus Gafdner, among others. A growing number of theses and dissertations are

being dedicated to the subject of Socialist Realism and the art of the DDR in general.

As mentioned, the sculpture, employed only as one of the several art fields in the service
of the totalitarian regime in the DDR and CSR, tends to lag behind the literature, film,
architecture and painting - prominent artistic fields, better suited to deliver the
propagandist message to the public. As such sculpture was somewhat neglected when
compared to the painting or architecture. The same applies to the situation of the
present research, where the sculpture of the followed two decades tends to be of
secondary importance. The scholars specializing in cultural history have dedicated a
significant amount of research papers, anthologies and conferences to the question of
the popular arts. Only a handful of specialists ventured to analyse the question of
sculpture and most of them can be named without compromising conciseness of this

text.

Peter Guth's Habilitation Wdnde der Verheiffung is the first attempt to summarize the
architecture bound sculpture in the DDR.22 The same subject was researched by Peter H.
Feist in his Plastik aus Dresden 1945-1984, in the catalogue Bildhauerkunst aus der
Deutschen Demokratischen Republik, published in Bonn in 1988.230ne of the notable
contributions to the research of the sculpture of the DDR is Simone Simpson's Zwischen
Kulturauftrag und kiinstlerischer Autonomie. Dresdner Plastik der 1950er und 1960er
Jahre, published in 2008.2*4 Similar to Auftragskunst der DDR 1949-1990, this
monography begins with a thorough analysis of the state institutions responsible for art
commissions. As the title suggests, the main focus is on the sculpture in the city of
Dresden. The relationship between state and artists is documented on particular
monuments in Dresden, such as Eugen Hoffmann's Dank an die Rote Armee. The third
and most extensive part is built around the subject of architecture-bound sculpture.

Here Simpson demonstrates both the ability to analyse the works of art and to create a

*? peter GUTH: Wande der Verheissung. Zur Geschichte der architekturbezogenen Kunst in der DDR. Leipzig 1995
2 peter H. FEIST: Plastik aus Dresden 1945-1984, in: Bildhauerkunst aus der DDR. Berlin 1987

* Simone SIMPSON: Zwischen Kulturauftrag und kinstlerischer Autonomie. Dresdner Plastik der 1950er und
1960er Jahre. Dresden 2008
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synthesis of the underlying tendencies. A number of small-scale studies and texts,

touching upon the subject of sculpture, are examined in the following chapters.

Compared to the DDR, the official culture and art of the CSR is notably less researched,
although in the recent years the situation is gradually changing.2> Generally, the Socialist
Realism of the CSR was researched more thoroughly in the field of cinematography or
literature. One of the few scholars, who pursues continuously the subject of the
totalitarian culture in CSR is Jiri Knapik, who is the author of numerous articles and also
of an encyclopaedic overview of the culture and lifestyle in Czech Lands in 1948-1967,
written in cooperation with Martin Franc and published only in 2011.26In 2008
Vladimir Macura published his collection of cultural studies called Obraz viidce, in:
Stastny vék, elaborating upon typical cultural phenomena during the Communism,
containing also art historical observations and references.2’ Since 2009 studies of the
totalitarian culture are released in a series by Publishing House Academia, some of them,
concerning cinematography, science and free time activities of the public in the followed

time frame.28

Once turning to the visual arts, there was until recently very few studies and documents,
consisting mostly of articles in professional magazines and short studies in
anthologies.2? The Socialist Realism as a concept was researched by Tereza PetiSkova in
Czechoslovakian Socialist-Realism 1948-1958, a catalogue published on the occasion of

an exhibition held in the Rudolfinum Gallery from Nov. 7, 2002 to Feb. 9, 2003.30 The

* There is a number of Academical theses and dissertation related, such as: Jan HOSTAK: Zahrani¢ni vystavy v
Praze mezi lety 1945-1953. (Bachelor's thesis at KTF UK) 2012; OndFej CHARVAT: Nase zemé je dnes krasn4, ale
zitra bude jesté krasnéjsi. Vztah socialistického realismu k tématu prirody a krajiny. (Master's thesis at FHS UK)
2012; Vit SCHMARC: Zem ocele a lyr. Subjekty a ideologie v kulture ¢eského stalinismu (1948-1953). (Dissertation
at FF UK) Praha 2012

?® Ji¥{ KNAPIK / Martin FRANC: Privodce kulturnim dénim a Zivotnim stylem v Ceskych zemich 1948-1967. Praha
2011; Jiti KNAPIK / Martin FRANC: Volny ¢as v ¢eskych zemich 1957-1967. Praha 2013

*’ Vladimir MACURA: Obraz viidce, in: Stastny vék (a jiné studie o socialistické kultuie). Praha 2008, 101-120

*® This subject was put together especially in: Jifi KNAPIK: Priivodce kulturnim dénim a Zivotnim stylem v ¢eskych
zemich 1948-1967. Praha 2011; The Edition Svétlé zitrky (Bright Tomorrows) offers for example perspective on
free time unde Socialism: Jifi KNAPIK / Martin FRANC: Volny ¢as v ¢eskych zemich 1957-1967. Praha 2013; on the
science: Doubravka OLSAKOVA: Véda jde k lidu! Praha 2014; on the cinemaography: Pavel SKOPAL: Naplanovana
kinematografie. Praha 2012

®Such as: Ludvik HLAVACEK, Totalitni uméni, Viytvarna kultura, 1992, ro&. 2, & 3, 65; Marcela PANKOVA: Pro
zitrek svétlejsi, in: Vytvarnd kultura, 1992, ro¢. 2,¢. 3, 71

%0 Ceskoslovensky socialisticky realismus 1948 — 1958. Malba, plastika, objekty, dokumenty. 7. 11. 2002 — 9. 2.
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exhibition an accompanying catalogue unleashed a heated public debate, not only on the
quality of the curatorial performance of the exhibition authors, but more importantly on
the interpretation, optimal research methods and ethical aspects of the Socialist Realism
study. This debate mirrored in a number of articles, published in the Atelier magazine in

2003.31

The official art of the fifties is covered also in a summary, written by T. PetiSkova for the
representative five volume anthology, published gradually since 1984, The History of the
Czech Fine Arts. This, however, contains in general the information from the above
mentioned exhibition catalogue.32 The same anthology contains also a study by Vojtéch
Lahoda, analysing the traces of the Modernist influence in the painting of the Socialist
Realism and Pavel Halik's introduction to the arts of the fifties.33 More playfully
approached is Ivan Adamovi¢ and Tomas Pospiszyl published anthology Planeta Eden.
Svét zittka v socialistickém Ceskoslovensku 1948-1978, dealing predominantly with

modern visual arts, comic book illustrations and sci-fi related culture under Socialism.34

Another exhibition, Socialist Realism Czechoslovakia 1949-1989, took place from Dec. 3-
30, 2009 in the Manes Gallery.35 The Italian Fondazione Eleutheria also published a
catalogue under the same title. Both of the exhibitions mentioned strive to deliver
controversially acclaimed socialist art to a wider audience and recover its value as a

distinctive art style.

The Socrealist sculpture was after the 1989 never subjected to a comprehensive and

systematical research and to date the published works are mostly articles or chapters in

2003, (Ex. Cat.) Galerie Rudolfinum; Tereza PETISKOVA: Ceskoslovensky socialisticky realismus 1948-1958. Praha
2002

A specialised volume of the Atelier Magazine was dedicated to the interpretation of the exhibition and
questions realted to the subject of the Socialist Realism, see especially: Josef HLAVACEK: Nékolik pozndmek
k moznostem interpretace, in: Ateliér, 9. 1. 2003, ro¢. 15, & 1, 4; Marie KLIMESOVA / Hana ROUSOVA: Nikdy
jinak? in: Ateliér, 9. 1. 2003, ro¢. 15, ¢. 1, 4; Jiti SEVCIK: Socialisticky realismus. Neodreagované trauma, in: Ateliér,
9.1.2003, ro¢. 15, ¢. 1, 4;

*? Tereza PETISKOVA: OficiaIni uméni padesétych let, in: DEVU V., 1939-1958. Praha 2005

3 Vojtéch LAHODA: Plizivy modernismus a socialistické uméni 1948-1958, in DEVU V., 1939-1958. Praha 2005;
Pavel HALIK: Padeséta léta, in: DCVU V., 1939-1958. Praha 2005

** lvan ADAMOVIC / Toma$ POSPISZYL (eds.): Planeta Eden. Svét zitika v socialistickém Ceskoslovensku 1948—
1978. Revnice 2010

» Praha, Galerie Manes 3. — 30. prosince 2009. An exhibition of the Eleutheria (non-profit organisation)
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monographs, basically without the sole concentration on the Socrealist sculpture.
However a number of theses would deal with either person of Socrealist sculptor or
would implement a chapter on monumental sculpture, such as Silvie Novotna on Jan
Lauda, or Martin Kota on Konrad Babraj, Vit Jakubicek on Vincenc Makovsky in Zlin or
the Perished Socialist Monuments in Plzeri by Lenka MarouSova.3¢ An important
contribution to the Socrealist sculpture was brought by new media. An online database,
launched in 2009 - www.socharstvi.info - summons informations of the sculpture in the
public space, monuments, architecture bound and sepulchral sculpture and individual

statues in all settings.3”

In 2014 an illustrated publication mapped sculptures in Ostrava-Poruba, due to the
place concerned often with sculptures of Socrealist descent by Marie Stastna.38 Relevant
chapters on the sculpture of the Socrealism are to be found also in Jan Galandauer's
study on the Vitkov Hill, published the same year, incorporated among general historical
informations.3? The public attention was also drawn to the project Vetrelci a volavky /
Aliens and Herons, presenting through a comprehensive publication and the online
database public sculpture of the Era of Normalisation, mostly dedicated to neutral
figurative subjects or organic and abstract motifs, widespread in 1970's and 1980's,

containing in lesser degree also the figure sculpture.4?

Only a minority of artists, active as Socialist Realism authors has modern biographies.
Among them is Vincenc Makovsky, whose comprehensive biography was written by Jiri
HluSi¢ka in 2002, offering an exhaustively comprehensive overview of Makovsky's

works by Jif Sebek.#! This is, however attributable to highly acclaimed Avantgardist

*® Silvie NOVOTNA: Jan Lauda. (Masters' Thesis at FF MU) Brno 2010; Vit JAKUBICEK: Vincenc Makovsky in Zlin
(Masters' Thesis at FF MU) Brno 2010; Martin KOTA: Sochafska tvorba Konrada Babraje (Masters' Thesis at FF
MU). Brno 2013; Lenka MAROUSOVA: Zaniklé socialistické pomniky v Plzni (Bachelors' thesis at FF PU) Plzeri 2014
" The portal is according to the website devoted to sculpture, especially forgotten aspects of the Czech cultural
heritage, sculpture in the public space, monuments, sculptures associated with architecture, sepulchral plastics
and free sculptures in towns, streets and parks.

*® Marie STASTNA: Porubské sochy a reliéfy. Praha 2014

*° Jan GALANDAUER: Chram bez boha nad Prahou: Pamétnik na Vitkové. Praha 2014

10 www.vetrelciavolavky.cz, Pavel KAROUS (ed.) Vetrelci a volavky: atlas vytvarného uméni ve vefejném prostoru
v Ceskoslovensku v obdobi normalizace (1968-1989) = Aliens and herons: a guide to fine art in the public space
in the era of normalisation in Czechoslovakia (1968-1989). Praha 2015

* Jiii HLUSICKA / Jaroslav MALINA / Ji¥i SEBEK: Vincenc Makovsky. Brno 2002
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episode and his universally acclaimed artistic skills, more than in his works of Socialist

Realism.

The Stalin's Monument, as the most peculiar representation of Socrealist sculpture, on
the other hand attracted both local and international attention.#2 As to the international
attention focused on the monument - it is perceived most often as a mere part of the
overall sphere of the Eastern Bloc and consequently compared to the similar situation in
Hungary and Poland. As an example can serve Sergiusz Michalski in his Public
Monuments: Art in Political Bondage.*3 Generally speaking the majority of the papers
published is not on the art historical field, more often they are oriented on culture and
politics. Maruska Svasek analysed the dialectics of materiality and interpretability in the
article in Language and Beyond.** Another of foreign researchers who attempted to
perceive the monument and its history in broader circumstances was Mariusz Szczygiet

in his Gottland, published in Prague, 2007.4>

Jan Sindelat had written a diploma thesis on the subject of the Monument in 2009 and
brought the most comprehensive summary of the whole process of the contest, building
and destruction.*¢ Rudla Ceinar in 2008 used the temptingly tabloid fate of the sculptor
of the monument, Otakar Svec, to write a novel, where reality meets fiction in a manner,
accessible to the broad public.#” Zdenék Hojda a Jifi Pokorny in 1996 in their Memorials
and Forgetorials dedicated one chapter to the Monument and for the first time brought
together the available archival materials in a comprehensive summary.48 Hana Pichova
brought together great many resources in her The Case of the Missing Statue: a Historical
and Literary Study of the Stalin Monument in Prague where she analysed the history and
literary reflections of the Monument. Aside from providing the international public with

the opportunity to familiarise with the historical case and circumstances, she also set the

*2 Jiti SEBEK: Soupis sochafského dila Vincence Makovského, in: Jiti HLUSICKA / Jaroslav MALINA / Ji¥i

SEBEK: Vincenc Makovsky. Brno 2002, 299

3 Sergiusz MICHALSKI: Public Monuments: Art in Political Bondage, 1870-1997. London 1998

“ Marugka SVASEK: The Dialectics of Materiality and Interpretability: The Case of the Stalin Monument, in:
Language and Beyond / Le Langage et ses Au-dela (Studies in Comparative Literature), 37-57

* Mariusz SZCZYGIEt: Gottland. Praha 2007

*® Jan SINDELAR: Stalindv pomnik v Praze. (Master’s thesis at Paedf UK). Praha 2009

* Rudla CEINAR: Zulovy Stalin: Osudy pomniku a jeho autora. Praha 2008

*® 7denék HOJDA / Ji¥ POKORNY: Pomniky a zapomniky. Litomys| 1996
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Monument in the interdisciplinary context.4?

The list of the current research on the subject would not be complete without the
incorporation of the online resources, most importantly databases. Having the ambition
to summon the visual material (making use of the cheap platform of the internet
presentation, compared to the expensive print of the colour publications) they offer
priceless benefits to scholars and the general public alike. Moreover are these projects
often funded from government bodies or other authoritative institutions, therefore
providing a reasonably accurate source of instruction. The databases provide usually
both data and photographs, interactive maps of the sculpture placement and art

historical context.

Among the most pertinent for the Czechoslovakian sculpture problematic I count the
Informational Portal dedicated to the modern and current sculpture in Czech Republic,
mapping the public sculpture throughout 19th - 21st century.5? The database includes
precise coordinates of the sculpture location, as well as lists of basic literature. A public
sculpture in the stronghold of Socialist Realism, Ostrava, is analysed in a project called
The Database of Artistic Works in Architecture and Public Space of the Ostrava City.>!
Concerning the war memorials and monuments, Society for military and memorial places
launched in 2014 a project mapping the places, monuments and memorials related to
the past wars. Albeit not from the art historical perspective, it provides a valuable source
of basic informations on the structure and type, as well as individual realisations of the
post-war era. 52 Consequential is also the database of the National Gallery CR, providing
access to its collections, relevant especially to the study of small-scale models for

memorials, or interior sculpture.

* Hana PICHOVA: The case of the missing statue : A historical and literary study of the Stalin monument in
Prague. Revnice 2014
% |nformaéni portal vénovany modernimu a sou¢asnému sochaftstvi v Ceské republice, www.socharstvi.info
51 . v ’ v . v v . s v
Databdze uméleckych dél v architekture a vefejném prostoru mésta Ostravy, www.ostravskesochy.cz
> Spolek pro vojenskd pietni mista www.vets.cz
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Part 1. Presuppositions
of the Socrealist Sculpture

and Communist
Historiography of Art
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The Socialist Realism sculpture, as it evolved in the second half of the forties in CSR and
DDR, was undoubtedly bound to the development of the figural sculpture in the
preceding decades. After all, a number of older generation figuralists was recasted to
regime obliging providers of ideological art shortly after the 1948 and 1949. Their
induced engagement in the strive for the Socialist culture was taken advantage of and
paraded as an evidence of the continuity of the deep-rooted affinity of the Socialist

Realism to the local tradition.

The following chapters therefore strive to describe, how from the general development
of the figural sculpture in the 19th and 20t century would the Communist theoreticians
devise an art historical narrative, sanctifying and promoting Socialist Realism sculpture.
The theoreticians would in many articles and texts promote the “traditional values” of
realism and “Volk / popular spirit“, endeavour to make a convincing pons asignorum
between the history of art and the current quest to make the Socrealist doctrine the only
artistic method. The selection of developmental lines and specific subjects is focused
chiefly on figural sculpture, that either through content, form or subject allowed the

theoreticians to adjust it to the interests of the ideology.

Albeit a multi-layered thought construct, the Communist ideology retrospective was
built around the core concept of Marxist-Leninist perception of history - a history of the
class struggle. The historical self-justification, quintessential to every authoritarian
regime, was achieved through careful composition of past events, compatible with the
present ideological efforts and method of dialectical materialism. In this understanding
the Communist historiography endeavoured to link the current “revolutionary
development” both to the Hussite movement of the late Middle Ages, French Revolution,
or the peasants' revolts of the preceding centuries. >3 Linking of the famous and heroic
historical events to the present day provided sense of tradition and common cause and

helped to stabilise the regime.

> For more on the purposive modification of the historical narrative in Soviet historiography see: Michael
KARPOVICH: Rewriting Russian History: Soviet Interpretations of Russia's Past. in: Studies of the Research
Program on the U.S.S.R., Nr. 16, Praeger Publications in Russian History and World Communism. New York 1956,
413; Roger D. MARKWICK: Rewriting History in Soviet Russia: The Politics of Revisionist Historiography, 1956-
1974. New York 2001
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The exploration of the art history, scrutinized and used by the theoreticians of
Socrealism, brought the necessity to address the 19t century roots, where the focus on
manual labour began to emerge together with the onset of the industrial revolution,
teamed with revolutionarism and a critique of the societal order. The Paris commune,
Realism of Gustave Courbet, caricature of manners by Honoré Daumier, heroised large
bronzes of industrial workers by Constantine Meunier, the Monument to work by Jules

Dalou were all marked as pioneers of the socially aware, working-class oriented art.

The chapter on the legacy of the 19th century Realism is therefore built around the thesis,
that Socialist Realism as one of its essential pillars employed the historical and artistic
legacy to build steady and reliable base for the new creative method. As well as the
revolutionary class struggle in the realm of politics, the realist tradition, extolled by the
theoreticians and ideologues as the worthiest of all past art currents, became to their
understanding the embodiment of the artistic revolutionism in the 19th century.
Realism, after all, was perceived as scathingly critical towards social inequality and that
served as a recommendation by itself. The retrospective was, however, treated in highly

selective and ecclectical manner, as only the visual aspects of the Realism were allowed.

In the Soviet Russia, where the Socialist Realism and all its key characteristics were
devised, the necessity to draw an indubitable and convincing line between the
“Classics” and the current art was paramount. The Central Committee perceived itself as
a restorer of the Russian arts, who saved the tradition and worthy aspects of national
legacy from the snares of the leftist bourgeois decadence. Alexander A. Zhdanov claimed:
“The Party fully re-established the significance of the classical heritage of Repin, Bryullov,
Vereshchagin, Vasnetsov and Surikov.“5* The continuity served as an evidence of the
viability and legitimacy of the new artistic method, also promoted through the
engagement of the older generation of artists. The sculptors such as Nikolay Andreyev,
or Sergey Merkurov, helped to bridge the gap between the tradition and efforts of the

Soviet state with regards to sculpture, as they both were active in the pre-Soviet era.>> 56

>* A. A. ZHDANOV: On Literature, Music and Philosophy. London 1950
http://www.revolutionarydemocracy.org/archive/zhdanovlit.htm (Retrieved 1.11.2016)

> Nikolay Andreyevich Andreyev (1873-1932), a Russian sculptor, stage designer and graphic, who was
associated with the Peredvizhniki group of Realists. Refer to: Andreyev Nikolay Andreyevich, in: Bol'shaya
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All “non-realist® currents in art, as beginning with Impressionism, were deemed
unsuitable for the expression of the new Era in arts, underscoring content, party-
mindedness and progressive spirit. The reason for the employment of the realist form
was formulated by P. Sysoyev: “The perfect, highly artistic form activates and expresses
profoundly the content - leads to the accentuation of richness of art ideas and uplifts the
educational potential.“>7 The classics of the Russian painting and sculpture were marked
as superior champions of this tendency. Nevertheless, not only Russian Peredvizhniki
and their associates were paraded and extolled to demonstrate the continuity. The
Communist historiography of art managed to find analogies in art of the 19th century

not only in Russia, but also in the western Europe of the 19th century.>8

The retrospective tendency was elaborated to the new perception of the worthy and
noble in the history of the national art. The consequent hand-picking of the artists of the
past, who would be considered as “progressive“ in the perspective of Communist
ideology was an integral part of the process. The Pantheon of National History,
comprising of the representatives of intellectual elite, was elevated to the position of
authority, providing collection of role-models for the contemporary artists in all fields of
artistic effort. They were celebrated in the daily press, monuments were built to their
memory, their work was promoted by numerous exhibitions, museums were founded
and their patriotic servitude to the country and people was emphasised in the school
curriculums. The Pantheon of national artists became thereof an indivisible part of the
class-oriented national history, where they found their place next to the Pantheon of the
political history figures.>® The local legacy and national tradition are in many a case

responsible for identifiable and specific style within the confines of the Socialist Realism.

sovetskaya entsiklopediya: PROKHOROV A. M. (Ed.) — 3-ye izd. — M.: Sovetskaya entsiklopediya, 1969.

> Sergey Merkurov (1881-1952), was a distinguished Soviet sculptor, honoured by many titles and sinecures, an
academic at the Soviet Academy of Arts, and also a director of the Pushkin Museum of Fine Arts (1944-1949).
Refer to: R. ABOLINA: Sergey Dmitriyevich Merkurov, in: Mastera sovetskogo iskusstva, Sovetskiy khudozhnik.
1950, 78

>’ P SYSOJEV: Boj o socialisticky realismus v sovétském vytvarném umeéni, in: Vytvarné uméni, ro€. |., 1950, 27-41
*% For more see chapter: Inspirational role of Work-Oriented Sculpture

> This applies to Socialist Realism in Germany, Poland and Hungary, as the principles of the Socrealist method in
all of these countries in many ways overlap.
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1870 -1900

Legacy of the Old Masters and the 19t Century Realists

The narrative of the art history, perceived from the perspective of dialectical
materialism and with an emphasis on the revolutionary traditions, directly influenced
the style of the official Socrealist sculpture. The ever-present effort to ground the
present method in the respectable traditions was one of the marking points of the
emerging system. The comprehension of this tendency and part of the method is
essential for the understanding of the stylistic orientation of the Socialist Realism, which

is notoriously unsuitable to be researched through the analysis of the form evolvement.

The Socialist Realism and its tireless search for the “progressive traditions“ was not an
unparalleled tendency. Among Czechoslovakian theoreticians and artists the need to
seek confirmation of the national identity in the past achievements, had its peak during
the traumatic experience of the Occupation and Second World War. Yet in
Czechoslovakia the environment for the emergence of a “national style“ was being
cultivated already throughout the 1930's and 1940's by theoreticians such as Jan Kvét.
The recognition of the most worthy national artists he intertwined with the
understanding of monumentality and sought, face to face with the jeopardy of national
sovereignty, the roots of the national art. 60 The sculptors would for example mirror this
atmosphere by the employment of dramatic “baroque” principles or references to the

myslbekian form.

Renowned theoretician and influential public figure of the Socialist era, Zdenék Nejedly,
recommended in accordance with the principles described above, to stick to what he
called National Realism - style which allegedly sprang from the bourgeois culture, but
which was, according to him, due to its quality a noteworthy inspiration for

contemporary artists, writers and composers.®! Among the artists, recognised by the

% jan KVET: K vystavé monumentalniho uméni, in: Volné sméry XXIX, 1940-1941, 38-45
®1 Zden&k NEJEDLY: O realismu pravém a nepravém, in: K socialistickému uméni. Antologie z Ceské marxistické
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regime as Classical national artists, usually counted painters Mikolas Ales, Josef Manes,
sculptor J. V. Myslbek, followed by a number of various other artists of the cultural

sphere.®2 Some name also painter Jaroslav Cermak or sculptor Jan Stursa.63

Also the art historian Jaromir Neumann, in his article Josef Mdnes, the Classic of the Czech
Painting named inspiration from the National Classics as one of the key principles of the
Socialist Realism.®4 Neumann by the term perceives the artists of national history, who
“realistically reflected life, were connected to the progressive segments of society, and who
- through their art - were actively involved in the struggle for the better future of their
people.“> In another of his articles he marked Manes as the artist, who was uniquely
bound to the people and its traditions.6¢ Vladimir Solta in his article on the relation of
the army and art written in 1950, described painter Manes as a “poet of the power of our
nation, who imagined the Czech man as a man of great power and who depicted bravery,

courage and fighting spirit of our forebearers. 7

This contentment with the bourgeois character of the legacy was not endorsed
universally. For example in the architecture the dilemma of what the “National
architecture” means, was a conundrum almost impossible to solve, as is witnessed in the
contemporary press. 8 Another formulation of this desirable retrospective is to be
found in a resolution of the UV KSC regarding the film and its recommended influence
over art. It offers an effective advice on the artistic method: “Artists, approaching the
People, are learning from it, creating nationally realist art.“®® This document also
provides details as to the rendering of this method: “We ought to notice the creative

methods of our artists - the Classics. Study their composition, drawings, the way they work

estetiky, Ed. Stépan Vlaiin and Pavel Pesta. Praha 1976, 171

%2 Jiti BURSIK: Pokrokové tradice v ¢eském vytvarném umeéni 19. stoleti, in: Tvorba, r. 19, 1950, ¢. 13, 311-312

% A. KAMENSKIJ: Ceskoslovenské uméni na nové cesté, in: Vytvarna prace €. 4, roc. 2, 1954, 3

* Jaromir Neumann (1924 — 2001), was a connoisseur of Bohemian art of the Baroque Era. In 1960 he acquired a
State Prize of the Klement Gottwald. In spite of his engagement in the Communist regime is his work highly
valued by the professional public for his expertise of the baroque painting. For more see: Jaromir Neumann, in:
MALA Alena (Ed.): Slovnik &eskych a slovenskych vytvarnych umélct 1950 — 2002. (IX. Ml - Nou)

This perspective explained also in: Jan LORIS: Josef Manes a dnesek, in: Vytvarné uméni, ro¢. 1, 1951-1952, 346
% Jaromir NEUMAN: Josef Manes, Klasik ceské malby., in: Vytvarné uméni, ro¢. 1, 1950, 1-2

% Jaromir NEUMAN: Lidovost Manesova umeéni, in: Vytvarné umeéni, ro¢. 1, 1951-1952, 177

*” Vladimir SOLTA: Z projevu na aktivu vytvarnych umélc a armady, in: Vytvarné uméni 1950, ¢.9-10, 474-477

% 0 narodnich tradicich v na¥f architekture, in: Vytvarna prace €. 6, ro¢. 1952, 1

% Usneseni UV KSC o filmu a jeho vyznam pro vytvarné uméni., in: NA, f. SCSVU, kart. 1, neinv.
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with pigments etc.“70

Zdenék Nejedly, who was responsible for the elaboration of the Czech history narrative
for the purposes of the Communist ideology, was also behind the construction of the cult
of Mikola$ AleS. He published his biography in 1954 as a follow-up after the large
exhibition in 1952, celebrating AleS's 100 year anniversary, which he also initiated. As a
result of his initiative, Ale§ became indivisible part of the Czechoslovakian pantheon of
national artists. His role was acknowledged by many theoreticians, also in article on Ale$
by Vladimir Novotny.”! He praises him precisely for the same attributes Neumann
ascribed to the “Classical Artist® in the quotation above. In the context of artistic skills
he praises Ales's capacity to depict the representatives of people characters such as a

peasant, a child or a woman - with a remarkable capacity of generalisation.

V. Solta extolled Ale$'s patriotism and his determination to express the best traditions
and history of the Czech nation and quotes his statements, in which Ale$ confesses his
wish to serve the nation with his art.”2 The universality of the adoration, expressed to
Ales's unique artistic qualities, was expressed also by Art Historian FrantiSek Dvorak in
his article, referring to the sculpture production of the artistic group Umélecka beseda.
On the exhibition of this group was exhibited an equestrian portrait of a Hussite Leader
by Véra Janouskova. Dvorak, in the laudation of her artistic skill, praises her capacity to
create in an AleS-like manner.”3 The idealisation and universalisation in the depiction of
general types was a skill, sought for in the Socrealist artist, who was expected to deliver
in his work general categories of a contemporary person type, or a general historical

figure.

An accurate account of the Communist perception of the history of Czech sculpture is to
be found in the description of a newly organised collection of Czech Sculpture -

summoned at the National Gallery detached department at Zbraslav Monastery, opened

% Ibidem

! Viadimir NOVOTNY: Mikola$ Aleg, in: Viytvarné uméni, ro¢. 1, 1950, 11

For more on Mikolas Ales see note: 966

2 Vladimir SOLTA: Z projevu na aktivu vytvarnych umélc a armady, in: Vytvarné uméni 1950, ¢.9-10, 474-477
"Frantitek DVORAK: Sochafi umélecké besedy, in: Vytvarna prace, roc. Il, 1954, &. 2
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on 15th October 1954.74 Jan Tome$ described the most essential highlights of the
exhibition and did not fail to emphasize, the new installation reflects not only the high
level of Czech sculpture history, but also holds a cultural-political significance. The
purpose of the new exhibition was after all to: “identify and follow the central evolutional
line of the development... What matters are the typical phenomena.”> This proclamation
serves as a core evidence and a starting point for the examination of the sculpture
retrospective, which was carefully constructed in order to support the official

interpretation of history.

Josef Vaclav Myslbek, considered the founding father, the constituting personality of the
Czech modern sculpture, the founder of the Department of Sculpture at the Academy of
Arts in Prague, is to be marked as a crucial character of the “Czech school“ of the end of
the 19th century and in the history of Czech sculpture in general.”¢ Being rooted in the
tradition of his teacher Vaclav Levy his first productive years were marked by division of
art into two major tendencies - Romantism and Classicism.”” Myslbek, was strongly

influenced by the contemporary Czech National Revival, wishing to restore national

" Jan TOMES: Sbirka ¢eského sochafstvi. (K otevreni vystavy Narodni galerie na Zbraslavi), in: Vytvarna préce ¢.
20, roc. 2 1954, 1-2

” TOMES 1954, 1

76Josef Vdclav Myslbek (1848-1922), was the most important representative of the Czech sculpture on the
verge of the 19th and 20th century, the founder of the modern sculpture. His artistic style is predominantly
related to the realist figural form. In 1872 concluded his studies at AVU as pupil of J. Trenkwald. Between 1885-
1896 a professor, 1893-96 a director at UMPRUM. Between 1896-1919 a professor at AVU in Prague, where he
promoted the foundation of the first sculpture studio. His artistic style was derived from the Art Nouveau
influenced romantic classicism in his figural couples Lumir a Piseri (1888), LibuSe a Premysl (1892), Zaboj a Slavoj
(1895) a Ctirad a Sarka (1897) for Palacky bridge in Prague, the neo-renaissance Drama (1871) and Opera (1871)
for the National Theatre. He also experimented with Art Noveau and Symbolism principles, most notably in the
series of his Music (1912) for the foyer. Myslbek also achieved great ability in the portraiture, as is seen in his
psychologically mature portraits of Anna Naprstkovd (1873), FrantiSek Palacky (1885), or effigy of Bedfich
Schwarzenberg, (1895) in the st. Vitus cathedral. The syntesis and pinnacle of his work is the monument to st.
Wenceslaus, that occupied him from 1883 until his death in 1922. Selected bibliography: Karel Boromejsky Madl:
Jos. V. Myslbek: Sein Leben und seine Werke, Leipzig 1902, the first monograph of Myslbek, published during his
lifetime; Vaclav Vilém Stech: J.V. Myslbek, Praha 1941, translated into German as V.V. Stech, Josef Vaclav
Myslbek: Der Meister der tschechischen Bildhauerkunst, 1954 (also translated into English and French); Petr
Wittlich, J.V. Myslbek a odkaz 19. stoleti, in: Ceské sochafstvi ve XX. stoleti. Nové Mésto na Moravé, 1978, 13-22;
Zora Dvorakova, Josef Vaclav Myslbek. Umélec a ¢lovék uprostred své doby, Praha 1979

"" Petr WITTLICH: Sochafstvi 20. stoleti. Praha 1979, 14

Vdclav Levy (1820-1870), a Czech sculptor, considered as one of the pioneers of modern sculpture, standing on
the divide between Classicism and modern tendenices, teacher of J. V. Myslbek. For more see: Marie CERNA:
Vaclav Levy. Praha 1964
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identity, culture and language.’8

The intention of his mature works was therefore to restore and revive the Czech
sculpture by adoption of an integrated approach. To deliver this intention by sculptural
means, Myslbek oscillated between two stylistic bases - the Style of Idealism and
Monumental Realism. By using the first he achieved remarkable artistic effects,
demonstrated on his sculptures for Hlavka's Bridge in Prague. This mannerism was
inspired by the thence wide-spread Josef Manes' lyrism - characteristic in painting,
sculpture and applied arts by its very distinctive softness of lines and remarkably
decorative features. This style of his was very influential among his contemporaries and
mirrored in the works of his pupils, such as Stanislav Sucharda, Jan Stursa or Otakar
Spaniel, who transformed their master's legacy and became representatives of the

Symbolist and Art Noveau Style.”?

The generation of sculptors, who helped to shape the Socialist Realism in Czechoslovakia
after the 1948, were almost all descendants of J. V. Myslbek. Czech sculpture from the
1910 onwards evolved in two major tendencies. One of them headed towards
substantial abstraction and reductionism, whereas the other was marked by mounting
interest in more traditional approach, close to the Classicism.8° This logical inclination
was in direct opposition towards the strongly subjectivist, impressionistic, often
melancholic and rawly naturalist art of Art Nouveau followers mentioned previously. Yet
again a strong Parisian influence helped to shape this feeling of Czech sculptors such as
Otakar Spaniel and Jan Stursa, who longed for an apt way to elaborate their works of art
according to steady timeless ideals of form. The incentive was yet emphasized with the

exhibition of Antoine Bourdelle.8!

’® This National revival found numerous followers in the sphere of arts. The artists and their contribution to the
Cause are followed by: Antonin Matéjcek: Narodni divadlo a jeho vytvarnici, Praha 1954

’® Stanislav Sucharda (1866 — 1916), Czech sculptor and the Prague School of Applied Arts professor a leading
figure in the SVU Mdanes. For more see: Martin, KRUMMHOLZ: Stanislav Sucharda: 1866-1916. Nova Paka 2006
For more on Jan Stursa (1880 — 1925) see note 124

For more on Otakar Spaniel (1881 — 1955), see note 146

8 petr WITTLICH: Sochafstvi pred prvni svétovou valkou, in: DEVU IV/1, 1890-1938. Praha 1998; Petr WITTLICH:
Ceské socharstvi ve XX. stoleti. Nové Mésto na Moravé, 1978; Petr WITTLICH: Horizonty uméni. Praha 2010, 410
For a French account of the Exhibition see: Katefina FABELOVA: Bourdelle a Prague en 1909 et son rapport aux
artistes tcheques et a Auguste Rodin, in: Uméni 57, 2009, ¢. 4, 364-384

8 petr WITTLICH: E. A. Bourdelle a jeho vystava r. 1909 v Praze, in: Uméni, 1961, roc. 9, €. 5, 476-484
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After the 1948 was ]. V. Myslbek put on the pedestal as the founding father and the
ultimate role-model to follow in the sphere of Czechoslovakian sculpture. Unlike the
pantheon of the Czechoslovakian “national classic painters“, which consisted of variable
number of distinguished individuals, the sculpture had its sole highly acclaimed
authority in Myslbek, although Jan Stursa also received his Laudatio in several
contributions. The claim of the Myslbek's authority is easy to demonstrate on numerous
articles in the professional magazines and newspapers and also on the direction and

decisions of the art politics.

Another tribute to Myslbek took the form of a lavishly elaborated collection of his works
in a permanent exhibition, created by the National gallery of CSR. 15th October 1954
was festively opened to the public a department of sculpture in the Zbraslav castle, at
the time serving as a dignified National Gallery permanent exhibition site.82 The
collection was bound to contain all the features of Myslbek's art, compatible with the
general line.83 Jan Tomes in his eloquent description of the exhibition, quoted Karel B.
Madl and his comment on Myslbek's art: “it is Czech - not only through birth, but also by
the spirit and the innermost nature.“®* The collection of his works, provided with a
generous space in the exhibition, was chosen to demonstrate the endeavour to
reconstruct art history anew and lay a foundation stone for the elaboration of the

narrative in the following halls.

The Monument of Cdslav - figure of the Hussite Leader Jan Zizka z Trocnova, Myslbek's
figural composition for Hldvka's Bridge, were all chosen for their ability to fit into the
new narrative. According to Tomes they are “symbolising the roots of the Nation and in
lively allegories are showing characteristics of our Nation.” The wide array of Myslbek's
portrait busts and eventually also the casts and models for the Monument of the st.

Wenceslaus, (fig. 1) concludes the effort to draw the picture of the famous Realist

® For more on the Zbraslav Exhibition see chapter: Adherence to the Conservative Line within Sculpture
Antonin PELC: Nage socharstvi, vérno slavné tradici, in: Vytvarna prace 1, 1953, 21

Jiti KOTALIK: Sbirka ¢eského sochafstvi XIX. a XX: stoleti. Praha 1976

Anna MASARYKOVA: Ceské sochafstvi XIX. a XX. stoleti, in: Narodni galerie, ¢. V. Praha 1963

# Jan TOMES: Sbirka ¢eského sochafstvi k otevieni vystavy Narodni galerie na Zbaslavi, in: Vytvarna prace, roc. 2,
1954, ¢. 20,1
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tradition beginnings.

The cultural apparatus of the DDR also needed to support the legitimacy of the new
method of Socialist Realism by careful selection of the local traditions. The subsequent
establishment of the DDR art historiography was set on an entirely new perception of
the development of German art.85 As well as in Czechoslovakia, also in DDR ruled the
tendency to seek the predecessors of the revolutionary socialism, the progressive
traditions, finding its ultimate expression in the hand picking of the phenomena,
relatable to any aspect of the Communist ideology. The most distant of these traditions
were found as far as the early Middle Age, as well as the Peasant Wars of the 15th
century, in a process very similar to the reinterpretation of the Hussite legacy in

Czechoslovakia.

Whereas the general sphere of historical interpretation is very similar, when assessing
the art historical ground for the DDR art, a difference between both countries emerges.
Albeit there is a distinct analogy in the effort to root the Socrealism in the Realist
traditions of the late 19th century is identical, the overall measure of retrospectivity
employed distinctly varies. The East German ideologues (unlike their Czechoslovakian
counterparts, who would be content with fishing the pioneering personalities in the late
19th century), endeavoured to set the earliest predecessors already into the times of
North European Renaissance and named even the 13th century Naumburg and Bamberg
Masters, promoted at the same time as the best weapons in the fight against the

“amerikanischen Imperialismus.“86

The cultural antagonism between DDR and the western part of the divided Germany
reflected in the constant effort of the SED to win the war on the imperialism, also with

the help of the authoritative figures of the past. As an early modern predecessor and

¥ see especially: Eckhart GILLEN: Ehrt unsere alten Meister: Nationale Erbpflege auf der Dritte Deutsche
Kunstausstellung, in: Das Kunstkombinat DDR: Zdsuren einer gescheiterten Kunstpolitik; (Accompanying text to
the exhibition "Bernhard Heisig - Die Wut der Bilder") Berlin 2005, 41-50; Maike STEINKAMP: Die Konstruktion
einer “Sozialistischen Kunstgeschichte”, in: Das Unerwlnschte Erbe, die Rezeption "Entarteter" Kunst in
Kunstkritik, Ausstellungen und Museen der SBZ und friihen DDR. Berlin 2008, 338-339

¥ Kurt MAGRITZ: Die Ideen des Klassischen Humanismus und die Malerei die Deutschen Renaissance, in:
Bildende Kunst 4, 1953, 27-37; Ingrid SCHULZE: Das Erbe alter Meister, Sonntag, Nr. 38, 18.09.1977, 6
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pioneer of principles, united later under the flag of the Socialist Realism, was marked
Albrecht Diirer.87 His portrait would be reprinted on the cover of the newly launched
magazine Bildende Kunst in 1953 and the first theoretical conference on the fine arts in
1952 would help to canonise the position of Diirer in the pantheon of national artists.88
Through the means of conscientiously selected quotes and works would he be tweaked
and twisted into the Socialist Realism predecessor.8° The accentuation of Diirer
apparently was one of the tools in the struggle with western imperialism, specifically
fitted to undermine the authority and reverence of Griinewald, idolised by
Expressionists.?? Diirer was seen as the first artist, who successfully merged features of
Realism, accurate observation and wish to raise and educate the people in the

understanding of beauty.!

The legacy of the acclaimed German Realists of the 19th century was another greatly
promoted inspirational source for the aspiring Socrealists. According to Cay Brockdorff,
the German Realist tradition allowed to approximate to the desired Soviet Vorbild,
without abandoning the local artistic heritage.?2 To protect and honour this heritage was
also perceived as the superior approach, as compared to the western abandonment of
figuration and national artistic values. The Leipzig would become one of the important
centres, where the artists would be trained and indoctrinated to employ the style of the
Old Masters and were stemmed also a number of purely Socrealist works.?3 Hans Mayer-
Foreyt, exhibited there a painting, called Ehrt unsere alten Meister (1953), inspired by a
composition and style of Wilhelm Leibl (1844-1900).94 It was Leibl, who together with

¥ see: BArch, DC 20/21986, Direr-Ehrung.- 500. Geburtstag von Albrecht Direr.- Festveranstaltung;

A Potsdam, DR 1/5802, Stenographische Mitschrift der Rede Herbert Gutes, Bl. 1. As quoted in Bernd
LINDNER: Kunstlerbrigade Rammenau. Herber Gute und der Sozialistische Realismus, in: Deutschland Archiv.
Zeitschrift fur das vereinigte Deutschland, 32. Jg. 1999, Heft 2, Méarz/April, 188

8 peter H. FEIST: Die sozialistische Nationalkultur - Erbe der Kultur und Kunst der frihbirgerlichen Revolution, in
ULLMANN (E.) ed., Kunst im Aufbruch..., Leipzig, 1972, p. 173-189, 964

% E ULLMANN / G. GRAU / R. BEHRENDS: Albrecht Durers Werk — seine Beudeutung flr sozialistische
Nationalkultur in der DDR, in: Albrecht Direr — Zeit und Werk. Eine Sammlung von Beitrdgen zum
500. Geburtstag Albrecht Durers, Karl-Marx-Universitat Leipzig 1971, 173-178

oL GILLEN 2008, 41 Compare: Heinz LUDECKE and Susanne HEILAND (Eds.): Direr und die Nachwelt. Urkunden,
Briefe, Dichtungen und Wissenschaftlice Betrachtungen aus vier Jahrhunderten. Berlin 1955

9 Cay BROCKDORFF: Der Realist Wilhelm Leibl, in: Bildende Kunst, 2/1953, 20

* Joachim UHLITZSCH: Leipziger Maler auf der lll. Deutschen Kunstausstellung, in Leipziger Volkszeitung, 15.3.
1953

** Wilhelm Leibl (1844-1900), was a German realist painter. From 1864 studied at the Minchen Akademie under
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the most prominent representative of the Realist current in Germany - Adolph von
Menzel (1815-1905), who was implanted into the directives, articles and speeches and
through the promotion served as the role models for young artists.>. The interpretation
of the Realists as the first social critics, whose goal was to educate the People, either
intentionally or unintentionally deformed the true aims of these painters, who in reality
were predominantly focused on sharp observation of reality and its perfect and truthful

rendition of paintings.®

Heroisation of Labour in Sculpture

One of the pillars of the Communist art historical narrative were the social thematics in
the 19th century art. The interest in modern life, manifesting in the organic interest of
sculptors in the thematics of the working class was on the verge of the 20th century
spreading to the eastern parts of Europe and Czechoslovakian artists reacted to it. The
following text seeks both to present the organic tradition of socially engaged art as well
as the retrospective tendencies of the Communist ideologues, who made use of the
alleged parallels between the socially perceived art of the 19th century and ideologically

constructed Socrealist art.

The necessity to build the narrative of the national sculpture around the emergence of
social thematics in the late 19th century, was bound to the effort to find a suitable early
representatives of this tendency. The first among them was FrantiSek Hergesel junior,®’

a generational peer of J. V. Myslbek, who, according to Tomes, as historically first

Carl Theodor von Piloty. He was occupied himself mainly with portraits and scenes of peasant life. His works
mirror fascination with Dutch masters and inspiration by Gustave Courbet. For more see: Armin JUNGLING /
Klaus MULLER-BRUNKE: Wilhelm Leibl — Bilderreise durch ein Leben. Minchen 1986

» Adolph von Menzel (1815-1905), was a German realist painter, together with Caspar David Friedrich
considered to be the most notable painter of the 19th century Germany and most successful painter of his time.
Studied briefly at the PreuBische Akademie der Kinste. His versatility together with his large-scale history
paintings earned him great recognition at his time. For more see: Anja GREBE: Menzel, Maler der Moderne.
Berlin 2015

*® GILLEN 2008, 49

 Frantisek Hergesel junior (1857-1929), a Czech sculptor, painter and restorer, author of monumental, usually
allegorical sculpture, generational peer to J. V. Myslbek. For more see: Franti$ek Hergesel, in: Andéla HOROVA
(Ed.) Nova encyklopedie ¢eského vytvarného uméni. Praha: Academia, 1995. 1103
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sculptor took interest in the thematics of the lower classes.”® He created a figural
composition called To give water to the thirsty, to satiate the famished for an almshouse
in Prague.?® For a Jubileal Exhibition in 1891 he created among others allegories of
metallurgy and mining industry. He earned the greatest distinction in 1900 with his
sculpture Our daily bread, which was cast in bronze and distinguished by a prize at the
World Exhibition in Paris.10 This sculpture was marked by TomeS as “the first very
important representation of the interest in the social thematics in Czech sculpture,” which
is not to be yet considered as a sign of a conscious socialist perception, nevertheless

pointing to the direction of the development toward Socialist Realism.

In order to unravel and accentuate the continuity, the history of European art was
examined and freely made use of. The history of France provided some of the most often
employed examples of art, relatable to the Communist ideology through the
revolutionary or social context. The revolution of 1848 is presented as the watershed
moment for the emergence of the new perspective and artists such as Gustave Courbet,
and Honoré Daumier are praised as its proponents. Another of the often named
instances is the Paris Commune of 1871, highlighted as the first historical instance of the
rule of the working class.101 The artists who were influenced by its revolutionary efforts,
are marked by the Communist theoreticians as one of the pioneers of the progressive
and socially engaged art.192 They extoll the awakening interest in the life of the common

people and praise the diversion from the blunt, academical convention.103

As to the French sculptors among the pioneers of the Realist current, they are less often

named in the texts on the presuppositions of the Socialist Realism. Javorskd mentioned

* TOMES 1954, 2

* Nova encyklopedie ¢eského vytvarného uméni. Praha : Academia, 1995, 1103

100 http://www.prostor-ad.cz/pruvodce/praha/vuva/kmost/ivo/hergesel.htm (retrieved 12. 11. 2016)

Gustave Courbet (1819-1877), a French Painter, foremost personality of the Realist movement. Recognized by
the ideologues of the Socrealism as a pioneering figure, see: N. JAVORSKA: Revoluce 1848 a francouzské uméni,
in: Vytvarné uméni, ro¢. 1., 1950, 137-171; Miroslav MICKO: Courbetdv boj za mir, in: Vytvarné uméni, ro¢. .,
1950, 171; Adolf HOFFMEISTER: Louis Aragon: Courbettv vzor, in: Vytvarné uméni roc. IV., 1954, 128nn

Honoré Daumier (1808-1879), was a French caricaturist, painter, printmaker, and sculptor. Often critical over
social and political life in France. For more see: Marcel LECOMTE: Daumier sculpteur, Les figurines et autres
sculptures. Paris 1979

1% Jaroslav BOUCEK: Pafizska komuna v déjinach vytvarného uméni, in: Vytvarné uméni, 1950, 133 ff.

N. JAVORSKA: Revoluce 1848 a francouzské uméni, in: Vytvarné uméni, 1950, 137-171

101

103
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Frangois Rude as one of the predecessors, who already in the pre-revolutionary France
paved the way to the realist expression, who however in his nature still belonged to the
transitional stage between Neoclassicism and Romantism.1%4 A French sculptor Jules
Dalou, on the other hand, is to be labelled as one of the true representatives of what the
theoreticians of Socialist Realism called the “progressive art.“ He not only had an
interest in the depiction of everyday life, as he proved in his lifelike figures of French

peasant women, but also personally participated in the Paris Commune.10>

Dalou was exiled in London, where he took part in the constitution of an art movement
New Sculpture, occupied with the revitalization of British sculpture and preference of
nature, rather than Academic tradition.19¢ After his return to Paris in 1879 he created his
most renowned Triumph of the Republic, erected in the Place de la Nation.197 From the
perspective of the Communist historiography is the most relevant Dalou's contribution
his model for the Monument to the Workers.108 (Fig. 2) This assemblage of thirty-nine
figures, representing manual labour professions, is topped by a large figure of sower on
a decorated pedestal. The monument was never realized, but it is the first homage to the
working class labourers and their contribution to the life of the society in a form of a

multi-figural composition.

One of those proponents of the Realist sculpture, who made their way into the
Communist historiography of art as a legitimate and a dignified predecessor of Socialist
Realism, was Belgian sculptor Constantine Meunier, the first sculptor to project the

fascination with the effects of industrialisation into monumental bronze statues.109 His

19% JAVORSKA 1952, 162

Francois Rude (1784-1955), a French sculptor, representative of the transitional stage between Neoclassicism
and Romanticism, author of the monument to Godefroy Cavaignac, who fought at the barricades in 1830. In its
rendition he dropped the classical form in favour of more Realist expression. For more see: Alexis BERTRAND:
Les artistes célébres : Francois Rude (1888). Whitefish 2010

19 Maurice DREYFOUS: Dalou, sa vie et son ceuvre. Paris 1903, 26-47

Jules Dalou (1838-1902), A French sculptor, pupil of Jean-Baptiste Carpeaux and one of the most skilled sculptors
of Realist expression, exiled in England for the participation in Paris Commune. Refer to: Maurice
DREYFOUS: Dalou, sa vie et son ceuvre. Paris 1903

' DREYFOUS 1903, 28-91

Ibidem, 82-108

% The original French title: Le Monument aux Travailleurs

199 constantine Meunier (1831-1905), was a Belgian sculptor, painter and engraver, pupil of Louis Jehotte and
Charles-Auguste Fraikin. Since 1882 professor at the Louvain Academy of Fine Arts. Co-founder of the Société
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sculptures and paintings, depicting labourers, miners and workers, are characteristic by
their observational and reporter-like effect, at the same time delivering a sense of
compassion, heroism and monumentality. As well a J. Dalou, Meunier made a generous
project for a Labour Monument, but unlike J. Dalou's, his project was realised. After great

many obstacles, it was erected in 1930 in Bruxelles. 110 (Fig. 3)

The monument is a celebration of the people and its professions of industrial Belgium by
the end of the 19th century and is Meunier's true opus magnum, where all his previous
efforts are united in a work of exceptional impact. The composition has a rectangular
shape. In front of the monument is placed an allegory of maternity, a bronze depicting a
woman and her children, symbolizing the future. At the centre of the monument in the
axis of Maternity, is elevated larger-than-life figure of the Sower, who personifies the
agriculture and the production. At the angles of the composition are placed individual
figures: The Ancestor, old man representing the past and the tradition, The Miner for the
coal mines and The Blacksmith for the metallurgy. The high-reliefs on the sides,
associated with the four elements, represent: L'Industrie (the fire), which depicts
workers, Mine (earth), which represents miners at a coal seam; The Harvest (the air)

that embodies a family harvesting; The Port (water) that shows dockworkers at work.

Both the reliefs and bronzes are treated in the realist style, giving an impression of
strength, hardness and dignity. Meunier personally witnessed horrific working
conditions of the workers in the industrial areas, and was not unaffected by the suffering.
Whereas in many of his smaller-size works would compassion and profound sympathy
towards the subjects of his sculptures result in a compassion arousing expression, in the
case of monuments Meunier resolved to make the miserable the heroes of his time,

endowing the depicted with monumentality and a sense of greater purpose.

Also in Germany would Meunier's example have a profound role and would help to

Libre des Beaux-Arts. Refer to: C. LEMONNIER: Constantin Meunier, sculpteur et peintre, Paris 1904; Walther
GENSEL: Constantin Meunier. Bielefeld 1907; André FONTAINE: Constantin Meuiner. Paris 1923; P. BAUDSON:
Les trois vies de Constantin Meunier, Bruxelles, 1979;

10The original French title: Le Monument au Travail, compare: Erhard FROMMHOLD: Constantin Meuniers
Denkmal der Arbeit. Dresden 1954
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establish the working thematics into the bronze statue.l11 The professional public would
undoubtedly be familiarised and inspired by Meunier's exhibitions in Vienna (1898) and
Dresden (1897). Bernard Hoetger (1874-1949), German Expressionist sculptor, would
after 1900 during his Paris stay elaborate upon the subject with his Rope Puller (Der
Tauzieher, 1902), Coal Bearer (Der Kohlentrager, 1902) with various degree of Rodin

influenced surface rendition.112

Another native sculptor, who would not only set the social and working thematics to the
centre of his creative endeavours, but would also get persecuted as a result, was a
German sculptor Fritz Koelle.113 He would author a number of public space statues of
manual labour professions, influenced by Meunier and formally close to the Soviet
Socialist Realism. The Iron Rolling Worker (Eisenwalzarbeiter, 1926) or Rafter at Isa
Channel (Isarflof3er, 1939) would resemble the Soviet sculpture so explicitly, Koelle's art
would be marked as having a “Bolshevik conception®, by the Nazi state. This would earn
him a prison sentence in the concentration camp in Dachau in 1934 and a professorship
promised him at the Munich Academy, was withdrawn. Eventually he would be released,
only to be engaged in some state commissions in 1937 and 1942. After the war he was

rehabilitated and received a professorship at the Hochschule fiir Angewandte Kunst in

1 Katalog: Die Entstehung der modernen Plastik in Deutschland, in: TUMPEL, Christian (Ed.): Deutsche Bildhauer

1900-1945. Entartet. Zwolle 1992

"2 Bernard Hoetger (1874-1949), was a Dortmund-born German sculptor, painter and handicrafts artist. He
studied at the Kunstakademie Disseldorf. Predominantly lived and worked in the West of Germany. He is an
example of an artist who sympathized with Nazism, joined the party, moved to Berlin only to realize, his
Expressionist visions are in opposition to the official art policy. Emigrated to Switzerland. Resided also in France,
where he was inspired by August Rodin. The staple of his art is archaic morphology (Mycenae), interest in animal
motifs, in different branch of his works he would explore the simplification of form and surface. 1912 he
designed buildings and decorations in Bottcherstrasse, Bremen, including the Atlantis House, inspired by the
theories of Nazi ethnographer Hermann Wirth. The house was decorated with reliefs and sculptures on the
theme of ancient German ancestry, allegedly affiliated to the mythical Atlantis. Inside was the Institute for the
Study of German History. For more see: Maria ANCZYKOWSKI (Ed.): Bernhard Hoetger - Skulptur, Malerei,
Design, Architektur. Bremen 1998

2 Fritz Koelle (1895-1953), a German sculptor, married to the painter Elisabeth Koelle-Karmann. Renowned for

his sculptures of manual labour professions (a miner, block roller, furnace worker), imprisoned in the in the
concentration camp in Dachau for his art conception, described as bolshevik. After release he would acquire
state commissions within the Nazi state (A Horst-Wessel bust, the Saarbergmann with pitlight, 1937 and the
Steinbrecher, 1942). In 1946 was Koelle rehabilitated and in 1950 acquired a professorship at the Applied Arts
College in Berlin-WeiRensee. For more see: Ursula FRENZEL: Dokumente zu Leben und Werk des Bildhauers Fritz
Koelle: (1895 - 1953); 4. Sonderausstellung d. Archivs fir Bildende Kunst; (Nationalmuseum Nirnberg, 15. April -
4. Juni 1978)
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Berlin-Weifsensee.114

Meunier's contribution was not left unnoticed by the Czechoslovakian sculptors and
theoreticians, who were familiarised with his work through exhibitions in Vienna (1898)
and Dresden (1897), articles with pictures in Czech magazine Rudé kvéty, one print of
Volné sméry was dedicated to him in 1904 and in 1906 Krasoumnd jednota hosted an
individual exhibition of Meunier's work, compiled as a post mortem collection of his life-
work.115> Theoretician Miroslav Mic¢ko in 1954 dedicated an article to the sculptor, where
he acclaims Meunier's capacity to express “indefatigable strength that is in the people,
power and pride of these creators of the values of life, robbed of the results of their own

creativity, yet not humiliated”. 116

Meunier's example left a profound impression on sculptors such as Josef Maratka,
Bohumil Kafka, later on also Karel Pokorny, who at some point of their career drawn
inspiration from the source of the life of the peasants and workers.117 The gradually
increasing interest in the working class was materialized in a I. Working-class Exhibition
in Prague (1902), an event that was to promote cultural level of the workers and

familiarise Prague citizens with the hard work of the lower classes.118 The sculpture

114

34
115

Eva-M. PASCHE: Fritz Koelle — der Gestalter des Arbeiters — Monographie und Werkverzeichnis. Essen 2001,

The most authoritative text on Meunier, printed in Volné sméry, was written by lassical archaeologist and
curator of the sculpture collection at the Albertinum G. Treu, see: Georg TREU: Constantine Meunier. Volné
sméry 1904, 85-104 / Manes 1905

For a more detailed account on Meunier's reception in CSR efer to: lvana JONAKOVA: Sochati a proletéfi, in: Eva
BENDOVA / Ivana JONAKOVA / Roman PRAHL (Eds): Na okraji davu: uméni a socialni otdzka v 19. stoleti.
(Zdpadoceska galerie v Plzni, vystavni sin "13", 21.2.-4.5.2014), Plzeri 2014, 69-79

"¢ Miroslav MICKO: Constantine Meunier. K padesatému vyroci jeho Umrti, in: Vytvarna prace 4, roc. 3, 25. 2.

1955, 5

" This influence is especially pronounced in The Miner (Hornik, 1928), The February (Unor, 1958) and the

Ostrava (1936) for more on Pokorny's inspiration by C. Meunier see pages 72-73.

Bohumil Kafka (1878-1942), was a Czech academical sculptor, pupil of S. Sucharda at UMPRUM, as an assistent
took part in the construction of the Monuments to FrantiSek Palacky (S. Sucharda) and st. Wenceslaus (J.V.
Myslbek). In 1904 receives Hlavka's scholarship and travels to Paris, where he becomes member of the Salon
d'automne and private artistic Societé I'art et literraire, with Rodin as its chairman. There he also held his first
Paris exhibition. In France he also acquired Ordre national de la Légion d'honneur. Author to many monumental
realisations, as well as portraits of E Benes, E. Destinova, T. G. Masaryk, B. Smetana, etc.

Selected bibliography: Petr WITTLICH: Bohumil Kafka. Praha 2014

s Katalog I. déInické vystavy v Praze (15th August — 8th Sempteber 1902) at Prazské vystavisté, Praha 1902

The exhibition analysed by: Eduard BURGET / Milan KUDRYS: ,Bud praci ¢est!“ Prvni délnickd vystava v Praze
1902, in: Dé&jiny a soucasnost 22, 2000, ¢. 3, 20-24
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attained a respectable place in the hierarchy of the arts at the exhibition — Meuniers
head of a miner adorned the catalogue cover.11? Ladislav Saloun or Stanislav Sucharda
here exhibited works, unique with their critical, engaged tone. L. Saloun exhibited
several sculptures of miners and steel workers, pursuing the interest he exhibited in his
Man of work (MuZ prace, 1900), an expression of forlorn and tiresome work.120 (Fig. 4)
For the newly built Prague gaswork plant Saloun created so called Allegory of gaswork
(Alegorie plynarenstvi, 1926) in the Czechoslovakian environment never appeared a
sculptor, who would set the social and working thematics to the centre of his creative
endeavours, a number of sculptors on the verge of the century experimented with the

new subject.

1908 - 1940

New Classicism and Return to Order

The Neoclassicism, experiencing several revivals well into the 21th century, is in its pure
form to be understood as an effort to express sculpture as a human figure of pure shapes
and realist form, cleansed of individualist features in order to deliver a timeless
impression of eternal beauty.12! This understanding of sculpture as an allegory of ideal
corporeal form, led to perfection in the first decades of the 20t century by Aristide
Maillol, helped to form a golden standard of Czechoslovakian sculpture and inspired
greatly also the German sculptors. It is therefore not surprising, theoreticians of Socialist
Realism valued so highly the traditional approach to the human figure. In their
perspective, it delivered the anti-Avantgarde features of comprehensible humanist
understanding, purged of all the allegedly bourgeois features of the western artistic

currents of Cubism, Expressionism and other -isms.

% JONAKOVA 2014, 71-72

WITTLICH 1978, 127
For a detailed account of the Neoclassical revivals see: Allison Lee PALMER: Historical dictionary of
neoclassical art and architecture. Lanham 2011, 157
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J. V. Myslbek and Adolph von Hildebrand as the first flag bearers of the art history
narrative, exceptionally skilled Stursa or Academical sculptor Wilhelm Gerstel as the
representatives of the continuity of this narrative - both through their schools generated
good adepts to the conversion to regime obliging artists, well versed in the Classical
style and therefore methodically and technically apt saturate the demands of the

Socialist Realism.122

J. V. Myslbek, the giant of Czech sculpture and professor at the Academy of Arts, whose
school had the greatest influence over the sculptural production on the verge of the
century, retired in 1919.123 He was replaced by one of his most talented pupils, Jan
Stursa (1880-1925),124 whose kind, consciencious and encouraging teaching methods

influenced a large number of young sculptors, including Jan Lauda, Josef Wagner, Otakar

22 Wilhelm Gerstel (1879 - 1963) was a German sculptor and medalist of classical, academical style. 1894 he

began his training as a stonemason and stone sculptor in Pforzheim, 1898 to 1903 he studied in the sculptor
class with Hermann Volz at Akademie der Bildende Kunste in Karlsruhe, where he briefly tought after the war.
1921 moved to Berlin to teach at Kunstgewerbemuseum free sculpture.His pupils were among others were Cay
von Brockdorff, Fritz Cremer, Ruthild Hahne, Gustav Seitz and Waldemar Grzimek. He was criticised for his
Academism by the representatives of Modern art. For more see: Hans H. HOFSTATTER (Ed.): Wilhelm Gerstel:
1879 - 1963; plast. u. graf. Werk (Augustinermuseum Freiburg 29. September - 28. Oktober 1979, Stadt. Museen
Heilbronn, Deutschhof, 1. Febr. bis 9. Marz 1980). Freiburg 1979

Adolph von Hildebrand (1847-1921), was a leading German sculptor and medal maker of his day. He received his
education at the Kunstgewerbeschule in Nirnberg. The instruction in the most fashionable sculptural style he
acquired at Kaspar von Zumbusch at the Akademie der Bildenden Kinste in Minchen and subsequently
at Rudolf Siemering in Berlin. His long term residence in Florence,San Francesco, had a profound influence on his
artistic understanding, exemplified in his Wittelsbacher Brunnen in Miinchen (1893-1895). Beside his successful
career as a sculptor, Hildebrand would also actively participate in cultural life and authored theoretical work Das
Problem der Form in der Bildenden Kunst, published in StraRburg 1893. For more see: Sigrid ESCHE-BRAUNFELS:

Adolf von Hildebrand. Berlin 1993

123 Josef Vdclav Myslbek (1848-1922) was a Czech sculptor and medalist, one of the most remarkable figures of

the Czech sculpture in general.

Selected bibliography: Karel Boromejsky Madl: Jos. V. Myslbek: Sein Leben und seine Werke, Leipzig 1902, the
first monograph of Myslbek, published during his lifetime; Vaclav Vilém Stech: J.V. Myslbek, Praha 1941,
translated into German as V.V. Stech, Josef Vaclav Myslbek: Der Meister der tschechischen Bildhauerkunst, 1954
(also translated into English and French); Petr Wittlich, J.V. Myslbek a odkaz 19. stoleti, in: Ceské sochafstvi ve XX.
stoleti. Nové Mésto na Moravé, 1978, 13-22; Zora Dvorakova, Josef Vaclav Myslbek. Umélec a ¢lovék uprostred
své doby, Praha 1979

l24]an Stursa (1880-1925), a Czech sculptor, one of the founding figures of Czech Modern sculpture. 1904
concluded his studies at AVU as a pupil of J. V. Myslbek. 1916 acquired professorship at AVU. A member of the
Czech Academy of Arts and Sciences and Societé Nationale des Beaux Arts in Paris, as well as of the SVU Manes.
Refer to: Petr WITTLICH: Jan Stursa. Praha 2008.
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Svec, Bretislav Benda, Hana Wichterlova or Bed¥ich Stefan.125 The impact of Stursa on
the continuation of the figural tradition is eminent and the pupils who went through his
instruction are often called Stursa's school.126 Together with his contemporaries he
arrived no later than 1908 to the exploration of the recently rehabilitated Classicism,
exported from France, where it was resurged by Rodin's pupil Antoine Bourdelle and his
generational peer Aristide Maillol.127 This new perception of Classicism, stripped of the
residues of Academism was reborn as a movement of orderly, architectural construction
of statues, with clear shapes and logical composition, grounded solidly on the eternal

principles of visual clarity.

In Czechoslovakia promoted by articles of F. X. Salda, 28 lively contacts of
Czechoslovakian artists with Paris and affirmed by the visiting lecture and exhibition of
the highly regarded Bourdelle in 1909.129 The impressionist psychologism and
melancholical introspectivity of the Fin de siecle production was replaced by the

opposite and explored further in the quest for monumental shapes and in the inclination

122 Josef Wagner (1901-1957), was a Czech sculptor, engraver and illustrator. 1922-1926 studied as a pupil of J.

Stursa and J. Maratka at AVU. Professor at UMPRUM. Proponent of the taille directe, sculpted many of his works
in limestone or marlite. Raised a generation of modern sculptors Eva Kmentova, Vladimir Janousek, Miloslav
Chlupag, Zdenék Palcr or Olbram Zoubek. For more see: Jan TOMES: Sochaf Josef Wagner. Praha 1985

For detailed information on Bretislav Benda (1897-1983), Hana Wichterlovd (1903-1990), Bedrich Stefan (1896-
1982) see note 143 and 144

For detailed informations on Jan Lauda see note 171, for Otakar Svec see note 467

126 petr WITTLICH: Ceské sochaFstvi ve XX. stoleti. Nové Mésto na Morave, 1978, 185nn

Antoine Bourdelle (1861-1929), a pupil of Jules Dalou and Auguste Rodin, he was a prolific French sculptor.
His inspiration with archaic Greek sculpture remains the most distinguishable characteristic of his art. He
influenced countless other sculptors, including Czechoslovakian sculptors Otto Gutfreund, Jaroslav Horejc and
many others.
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For more on the visit in Prague see: FABELOVA, Katefina: Bourdelle a Prague en 1909 et son rapport aux artistes
tcheques et a Auguste Rodin, in: Uméni 57, 2009, &. 4, 364—384; more on the pupils of Borudelle: STAUBOVA,
Helena: Bourdelle a jeho Z4ci Giacometti, Richier, Gutfreund [Ex. cat.] Ceské muzeum vytvarnych uméni. Praha
1999

Aristide Maillol (1861-1944), was a pupil of Jean-Léon Géroéme and Alexandre Cabanel. His mature work is almost
exclusively the female nude, elaborated with an emphasis on Classical forms, smooth surface and monumental,
fleshy shapes.

For the first mnograph of the artist in Czechoslovakia see: Jiti MASIN: Aristide Maillol. Praha 1960, followed by
Jitf MASIN: Aristide Maillol: rozhovory o uméni. Praha 1965

8 For the first time in: Felix Xaver SALDA: Uvod, in: Moderni francouzské umén, Katalog V. vystavy SVU Manes
(Kinského zahrada 30.8. — 2. 11. 1902). Praha 1902; For more on Salda see note 135

"2 petr WITTLICH: E. A. Bourdelle a jeho vystava r. 1909 v Praze, in: Uméni, 1961, ro¢. 9, & 5, 476-484; SVU
Manes published in 1909 on the occassion of Bourdelle's visit to Prague an anthology of his works. For a French
account of the Exhibition see: Katefina FABELOVA: Bourdelle a Prague en 1909 et son rapport aux artistes
tcheques et a Auguste Rodin, in: Uméni 57, 2009, ¢. 4, 364-384
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to the classical. A whole generation of artists was attracted to the classical legacy to

derive from it their unique individual style, in accordance with the Parisian inspiration.

Jan Stursa's contribution to the new quest for timeless form was a significant one and
influenced many of his pupils and followers. Stursa's early works, characterized by
inclination to the thence prevalent sense of lyricism and melancholy, marked his first
period of highly esteemed production, peaking with the psychological, yet impressionist
Puberty (Puberta, 1905) and iconic Melancholic Girl (Melancholicka divka, 1906).130 The
new direction in his creative effort went hand in hand with an important career
advancement - his recently acquired position as an assistant of J. V. Myslbek at the
Academy of Arts in Prague in 1908.131 From thence he could direct more of his attention

to public sculpture - of architecture bound sculpture and monuments.

In 1908 he took part in the decoration of Pavillion of Trade and Industry at the
Anniversary Exhibition of the Chamber of Commerce and Trade (1908), where he made
use both of his travel excursions and current parisian impulses to deliver archaic
stylisation of figures, quite in accordance with contemporary return to primitivism and
ancient Greece inspiration.132 The artistic vision was, according to theoretician Milo$
Marten, Stursa's generational peer, to be the result not only of passive lyrical impression,
but also of active expression of the essence of life and beauty. 133 The same message of
modern primitivism and pursuit of the universal beauty, embodied in a solidly build,
steady figure of a slightly larger than life-size bronze, also declared Stursa's quest for

synthetical stylisation in his Eve (Eva, 1908).134

F. X. Salda's contrariety to the surge of Avantgardist current in the artistic scene
mirrored in several articles in Narodni listy and his text, called Neoclassicism, published

in 1912.135 His theories and subsequent stylistic suggestions were often compatible to

B39 For more on Jan Stursa see note 124

Petr WITTLICH: Jan Stursa. Praha 2008, 83

WITTLICH 2008, 83

(CZ) Pavilon obchodu a prdmyslu na Jubilejni vystavé Obchodni a Zivnostenské komory

3 Milo& MARTEN: Imprese a Fad. Praha 1983, 80. Cited in: WTTTLICH 2008, 83

Frantisek Xaver Salda (1867-1937) was an influential Czech public figure of cultural scene, literary critic, writer
and journalist, co-author of the Czech Moderna Manifesto. Since 1925 editor-in-chief of the magazine Tvorba,
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Stursa's artistic efforts at the time, such as is seen in his greatly acclaimed Resting
Dancer (Tane¢nice, 1913), following series of Stursa's intimate young girl nudes in
refined, sensual positions, which is masterly contribution to the classical perspective.
His mature works, characteristic with voluminous shapes and monumental effect were
motivated by his own endeavour to find the most fitting expression to his visions of an
empowered human figure. This goal was accomplished in the multi-figural composition
for the Hlavka's bridge, two six-figured sculptures presented Work and Humanity (Prace
a humanita, 1913), exhibiting Stursa's thence maturing ability to deliver a monumental
impression through the means of voluminous shapes of robust figures. (Fig. 5) Their
characteristic heftiness and tense, muscular vigour, combined with rather natural detail
and plastically rendered volumes reminds of Bourdelle, yet does not depart from the

basic tenets of the New Classicism.136

Albeit active for the most part of his career already after the 1900, Jan Stursa is readily
accepted by Communist theoreticians as Myslbek's successor in the tradition of realist
sculpture.137 He is called his greatest pupil and follower, who contributed to the
preservation of the worthiest characteristics of the “national style.“138 The Zbraslav
collection accentuated for obvious reasons the most conservative examples of his work,
intentionally creating an evolutionary line from his early works to the peak of his
creativity, where he allegedly “understood artistic effort as the highest cultural service to

the People and to the Nation and found in himself a profound resource of objectiveness.“13?

Stursa's short, yet fruitful career brought beside the Hlavka's bridge statues some works,

that could have been used for the reconstruction of Stursa's career as a predecessor and

after 1937 of so-called Salddv zapisnik. He published mainly essays on art, literature and culture in general,
poems and political journalism. The essays, relevant to the subject of this dissertation are especially: F.X SALDA:
Mor pomnikovy, in: Salddv zapisnik 1, 1928, ¢.1, 265-269; SALDA, F. X.: Basnicky typ Jifiho Wolkra. Saldév
Zapisnik 1, 1928-1929, ¢&. 5/6, 174-187; For more on Salds's contribution ot the culture of the followed period
see: Frantisek GOTZ: F. X. Salda. Praha 1994

136 Compare to: Petr WITTLICH: Jan Stursa. Praha 2008, 114

7 Ji¥{ HLUSICKA: Ceské sochafstvi 1900 — 1950 ze sbirek Moravské galerie v Brné. Katalog vystavy, Brno Leden-

Srpen. Brno 1977, 5-6; Anna MASARYKOVA: Ceské sochafstvi XIX. a XX. stoleti, in: Narodni galerie, paty dil. Praha
1963, 34-35; Jan TOMES: Sbirka ¢eského sochatstvi k otevireni vystavy Narodni galerie na Zbraslavi, in: Vytvarna
prace, roc. 2, 1954, ¢. 20, 1-2; Antonin PELC: NasSe sochafstvi, vérno slavné tradici, in: Vytvarna prace, ¢. 21, 1952
¥ TOMES 1954, 2

139 Ibidem, 2
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pioneer of Socialist realism. Not only he employed several times motive of working
people. He participated in the pre-war contest for the equestrian statue of Jan Zizka
z Trocnova, one of the most popular figures of the Communist history perspective.140 He
also devised a model for the Monument to the Peasant Revolt in Dolni Ujezd (1914),
figure of the exaggerated muscularity of the determined fighter for freedom, rather too
mass heavy to be considered a model for the Socrealists, yet at least thematically
suitable.141 Also Stursa's post-war monument The Burial in the Carpathian Mountains
surely helped Stursa's implementation into the official narrative of the history of

sculpture, for with its clear, smooth volumes it points to the future development.

The modified narrative of Stursa's artistic contribution allowed Stursa to join the
pantheon of extolled artists. The extent of his distinction is to be judged by the frequency
with which is he mentioned in the magazines and art historical articles. Another
evidence of his merit is to be derived from a note on the reproduction of famous works
of art in the magazine Vytvarnd prdce. Stursa's best known works are mentioned
together with Myslbek's, as to be replicated in cheap copies for the universal enjoyment

and instruction of the masses.142

Even in the 1930's Stursa's ethos was not to be so easily forgotten - it mirrored in the
works of Karel Lidicky, Josef Kubicek or Karel Kotrba, who maintained in the core of
their artistic creativity the classically rendered female nude. Another of Stursa's pupils,
born on the verge of the 20t century, namely Mary Durasova, Bfetislav Benda, Hana

Wichterlova or Bedrich Stefan,143 also exhibited sustained interest in the employment of

Y9 For more on Zizka's monuments see chapter National Monument at Prague Vitkov Hill

WITTLICH 2008, 120-121

ANONYM, Reprodukce plastik nasich klasikd, in: Viytvarna prace roc. lll, ¢.1, 1954, 7

For more on Karel Lidicky see note 458

Mary Duras together with Hana Wichterlova and Marta Jirdskovd were the first women to study at the Academy
of Arts as pupils of Jan Stursa. Internationally active artist, who emigrated twice from Czechoslovakia.
Representative of figural tradition.

Bretislav Benda (1897-1983), was a Czech sculptor, pupil of J. V. Myslbek and J. Stursa. From 1923 member of
the SVU Ménes. One of the followers of Stursa's neoclassical legacy, who employed the classical form in a series
of female nudes and belongs to the distinguished sculptors of the 20th century. For more see: Jifi KOTALIK:
Bretislav Benda: prehled sochafovy tvorby. Praha 1982, 68; llona KRBCOVA: Bietislav Benda, Sochat republiky.
Praha 2015, 76-100

Hana Wichterlovd (1903-1990), pupil of J. Stursa, one of the most distinguished artists of Avantgarde between
the wars, who was inspired by Constantine Brancusi, but engaged also in cubism or neo-classicism. From 1931
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neoclassical perspective, even in the 1930's - albeit in the 1920's the Gutfreund's
example led many to temporarily explore the Social Civilism. In many a case their
contributions yielded valuable results with a varying degree of versatility and

individualism.144

Otakar Spaniel (1881 - 1955), 145 was another of proponents of the New Classicism,
whose attention was diverted from the painterly impressionism, apparent in his medal
works of 1906-1910. Being stationed in Paris, he found his way from the intimate
lyricism through the influence of Antoine Bourdelle and Charles Despieu. One of the
finest examples of this transformation is a portrait of Antonin Matéjcek (1910). From
thence distinct contours, and clearly defined volume plays the key note in his portrait
reliefs and busts, where are also to be found motives of distinctively organized drapery,
inspired by Bourdelle.146 Another Stursa's generational peer, who fully embraced the
Neoclassicism and projected his creativity, especially into portraits and nudes, was

Ladislav Bene$ (1883-1956).147

However, the new tendency was not only appropriated by the perceptive young artists,
but also by the older generation representatives. The humanism of the neoclassical

formula rendered it convenient for the employment in architecture bound decorative

member of the SVU Manes. For more see: Eva JUZOVA / Michal JUZA (Eds). Sochatka Hana Wichterlova. Galerie
vytvarného umeéni v Litoméricich. 2000

Bedrich Stefan (1896-1982), was a Czech sculptor and medal maker, pupil of Josef Drahorovsky, Bohumil
Kafka, Otakar Spaniel and Jan Stursa, husband to Hana Wichterlovad. In 1924 became co-worker of Otto
Gutfreund, was skilled both in abstract, Cubist inspired sculptures, as well as in the more tradition figurative
expression. For more see: Jifi SETLIK: BedFich Stefan. Praha 1961

1 Mary Duras (1898-1982), was a German speaking sculptor active in Czechoslovakia, with two years of studies
in Dresden to her advantage, whose understanding of monumental shape was convincing even in the small scale
figures of terracota. Her capacity to render a two-figured composition, such as in her series of Two Girls (1932), a
harmonious unity of closed form and harmony of horizontal and vertical, is one of her distinctive features. For

more see: lvo HABAN: Mary Duras. Revnice 2014

S otakar Spaniel (1881 — 1955), a significant Czech sculptor, wood carver and medalist. 1901 graduated from

the Vienna Academy of Medals at prof. Josef Tautenhayn, 1902-1904 a pupil of J. V. Myslbek at AVU. 1917
professor at UMPRUM, 1918 at AVU. 1902 - 1949, he was a member of the Mdnes Fine Artists Association, in
1919 became as his chairman. Appreciated especially for his medal making skills. For more on Spaniel, as
perceived year after his death see: Jiti MASIN: Otakar Spaniel: 1881-1955: Zivotni dilo: (exhibition catalogue)
Prague, September-October 1956

M® WITTLICH 1998, 321-322

Ladislav Benes (1883-1956), pupil of S. Sucharda and C. Klou¢ek, member of the ,,Umélecka beseda” and the
SVU Manes. Representative of the sculptural Cubism, also created monumental works. His distinctive subject
were figures dancing.
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sculpture and influenced the Symbolist sculptor Josef Maratka (1874-1937),148 who
created monumental sculptures for the fagade of the New Town Hall (1911), gigantic

figures of markedly Classicist countenance.14?

In DDR the narrative and anchor to the emerging “SBZ art history“ begins with the
personality of Adolph von Hildebrand (1847-1921) and followers of the Neoclassical
tendency. The return to figuration after the division of Germany would be in the Eastern
part determined by the need to overshadow and oust out the Avantgarde tendencies,
especially the influential Expressionism. Therefore the late 1940's and early 1950's
would in SBZ be mostly dedicated to the extollation of the classical heritage in
Hildebrand, mirrored also in his followers and independent representatives of
Neoclassicism, such as Karl Albiker, Georg Kolbe, Wilhelm Gerstel, who in turn were
teachers to the Socrealist sculptors of the next generation, such as Heinrich Drake,

Eugen Hoffmann, Fritz Cremer, Gustav Seitz or Ruthild Hahne.150

Adolph von Hildebrand (1847-1921), would in many a respect parallel J. V. Myslbek, as
he would also strive for renewal of statutary principles in the figural sculpture, initiated
a new current and through his adherence to the essentials of sculptural profession
would become a role-model for many direct and indirect followers.151 At times of neo-
baroque flourishing, represented especially by sumptuous multifigural compositions of
his Munich-based teacher Caspar von Zumbusch, he would pioneer the return to the

canon and order, inspired by the Italian Renaissance.152

The newly found interest in the classical understanding of sculpture would yet again

148 Josef Maratka (1874-1937), pupil of C. Kloucek and subsequently J. V. Myslbek, member of the SVU Manes.

Briefly worked in the Auguste Rodin's studio. Worked in the Symbolist and Art Nouveau style. For more refer to:
Anna MASARYKOVA: Josef Mafatka. Praha 1958; Jaromir PECIRKA: Josef Mafatka. Praha 1942

19 petr WITTLICH: Sochafstvi pred prvni svétovou valkou, in: PETRASOVA, Dagmar / LORENZOVA, Helena: Dé&jiny
Ceského vytvarného umeéni. IV/1, 1890-1938. Praha 1998

0 Eor more on Eugen Hoffmann see note: 474; for Fritz Cremer see note: 471; Gustav Seitz see note: 624; for
Ruthild Hahne see note: 476

Peter H. FEIST: Plastik in der Deutschen Demokratischen Republik. Dresden 1965, 10

! For more on Adolph von Hildebrand see note 122

152 Caspar von Zumbusch (1830-1915), was a German sculptor and medal maker, active mainly in Austria. Studied
at Polytechnische Schule in Minchen under Johann von Halbig. After a study trip to Rome, 1866 — 1872 he
created the bronze memorial of King Maximilian Il of Bavaria in Minchen. From 1873 onwards he worked in
Viennawhere he would execute notable monuments: Beethoven Monument (1873-1880) and the Monument to
Maria Theresa (1888). For more see: Maria KOLISKO: Kaspar von Zumbusch. Wien 1931
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find a wide following. The majority would dedicate their efforts to the eternal subject of
human nude, portrait and increasingly often also biologically accurate elaboration of
either individual or human accompanied animal statues. Beside Hildebrand's pupils
such as Theodor Georgii, Hermann Hahn, who would follow their master in his key
principles, also Louis Tuaillon would revive the dignified and classical as guiding
principle of their public sculpture.1>3 The neoclassical public sculpture of the day would
encompass stern, monumental giants of Hugo Lederer, over muscular male nudes by
Georg Kolbe, Fritz Klimsch, Karl Albiker to the animal sculptures by August Gaul, Philipp
Harth, Renée Sintenis or Fritz Wrampe.1>* Some artists would venture to search for a

fusion of neoclassical and modern principles, such as Wilhelm Lehmbruck with his

3 For more on the Hildebrand's pupils Theodor Georgii, Hermann Hahn see: Birgit JOOSS: Die Minchner

Bildhauerschule. Figirliches Arbeiten im Zeichen der Tradition, in: Anzeiger des Germanischen Nationalmuseums.
Nirnberg 2010, 135 - 169

Louis Tuaillon (1862-1919), Tuaillon was a distinguished German sculptor, medal maker and professor. 1879-
1881 attended the Hochschule fur Bildende Kiinste in Berlin. 1882-1883 assisted in a workshop of the sculptor
Reinhold Begas 1884-1885 resided in Vienna and was employed in the workshop of Rudolf Weyr. 1886-1903
lived in Rome, where he arrived to his characteristic style in depiction of athletic nudes and animals. In 1906
returned to Germany, where he would participate in the public life by joining board of Deutsche Kinstlerbund
and in 1906 becoming a professor at Berliner Kunstakademie, having his own sculpture atelier. In 1912 he
acquired Order Pour Le Mérite. Tuaillon belonged to the pioneers of the Berlin school, one of the best
recognised representative of the classic approach to sculpture. For more see: Gert-Dieter ULFERTS: Louis
Tuaillon: (1862 - 1919), Berliner Bildhauerei zwischen Tradition und Moderne. Berlin 1993

Y4 Fritz Klimsch (1870-1960), was a German sculptor and medal maker, member of the Klimsch artist family and
brother to painter Paul Klimsch. He studied at Koniglichen Akademischen Hochschule fir die bildenden Kiinste in
Berlin under Fritz Schaper. In 1898 was he the founding member of the Berliner Secession. 1912 was Klimsch
awarded the membership at PreuBischen Akademie der Kinste. During the Third Reich was Klimsch highly
regarded and important commissions were ascribed to him, such as the Mozart-Denkmal fur Salzburg. Inspired
by R. Begas in his early career, he transitioned to the influence of A. Hildebrand to the later also to A. Lehmbruck.
For more see: Sophia DIETRICH (Ed.) Die Bildhauer August Gaul und Fritz Klimsch: (Ausstellung "Die Bildhauer
August Gaul und Fritz Klimsch" im Museum Giersch in Frankfurt a.M. vom 3. Oktober 2010 bis 30. Januar 2011)
Petersberg 2010

s

Karl Albiker (1878-1961), was a German sculptor and lithographer. Received his education at Akademie der
Bildenden Kiinste in Karlsruhe, 1899 - 1900 he attended the studio of Antoine Bourdelle and the Académie Julian
in Paris. In 1919 appointed a professor at the Akademie der Bildenden Kinste in Dresden. A member of the
Badisches Secession, founded in 1927 and the Neue Minchener Secession. During the Third Reich he would
belong to the author of monumental public sculpture, including the sculptures for the Berlin Reichsportsfeld. For
more see: Sigrid WALTHER: Karl Albiker: 1878 - 1961; Plastik - Zeichnung; (Ausstellung 9. November 1996 bis 5.
Januar 1997 im Georgenbau des Dresdner Schlosses) Dresden 1996

August Gaul (1869-1921), was a German sculptor and medal maker. 1884 was a pupil at Kéniglich-preuRischen
Zeichenakademie in Hanau. In 1888 relocated to Berlin to apprentice in the atelier of Alexander Calandrell. As a
contemporary of A. Hildebrandt and Louis Tuaillon, he would at first work under the style of Reinhold Begas,
whom he assisted with the elaboration of lions sculptures for Kaiser-Wilhelm-Denkmal, after his stay in Italy
1897-1898 he leaned towards the Classical form, an artist of interim stage between historism and modern art.
Gaul would created a largely varied group of animal sculptures, ranging from bissons, boars, but also ducks and
asses to lions and eagels. For a relevant bibliographical resource see note 153.
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elegantly elongated figures or Symbolist Max Klinger, who would introduce coloured
marble and new perspective of female portrait, departing eventually from the

classical.155

The power and masculine dynamism would predestine especially G. Kolbe, F. Klimsch
and K. Albiker, to become one of the ,Gottbegnadeten” artists under the Nazi regime, as
they would most successfully deliver in their sculptures the strength and dominance of
the Aryan race, a staple of Nazi ideology.15¢ Flirt with the Nazi regime would later on
cast shadow on many East German artists, who were not so unwilling to meet the
demands of the newly established Socialist state. Arguably the willingness to embrace
the Socialism would be valued higher than immaculate past. Had some of the former
Third Reich artists exhibit satisfactory results in the style of Socialist Realism, the

controversial parts of their curriculum would be simply omitted.

Many critical voices would be raised in the early years of the DDR establishment,
pointing out the uncanny similarity of the counter-progressive, obsolete Socialist
Realism to the high Nazi art. The similarity lay not only in the neo-classical form, but
also in the unsettling pressure, imprinted into the sculptures, serving the desire of the
regime to raise and educate the New Man. The endeavour to make the public space
sculpture, regardless whether allegorical figures of workers, soldiers and families or
monument sculptures, to express the key ideological points through the formal language
of neoclassicism, would in any situation fail entirely. It could be argued that
Neoclassicism does not attempt to deliver the impression of psychologisation or
introspection, and therefore it is impossible to achieve with it any sense of heroism. This
was apparently understood by the theoreticians of Socialist Realism as well, by their
insistence on the implementation of the sense of “revolutionary romanticism” in the
works of art. At that moment the neoclassical formula is transformed into an entirely

different concept.

1> Franz Roh: Geschichte der Deutschen Kunst von 1900 bis zum Gegenwart. Munich 1958, 9-26; Dietrich

SCHUBERT: Deutsche Bildhauer 1900-1933, in: Weltkunst: Zeitschrift fir Kunst und Antiquitaten 47 (1977), 15.
Marz, 546-547

Wilhelm Lehmbruck (1881-1919), was a German sculptor, studied at Kunstakademie Disseldorf and was
influenced by Auguste Rodin. His work mirrors also Naturalist and Expressionist tendencies. For more see:
Hans-Peter WIPPLINGER (Ed.): Wilhelm Lehmbruck : Retrospektive. KéIn 2016

% (DE) Gottbegnadeten

64



Social Art in Sculpture as Alleged Precursor of Socialist Realism

This chapter is dedicated to the emerging focus on the human figure as an entity,
grounded in its social environment and utilitarian transformation of this tendency into
the prerequisite of the Socialist Realism. Surge of interest in the social thematics after
1914, relatable to the gruesome experience of the First World War as well as to the later
crisis of Avantgarde, had the core principle in the focus on motives, thematic and
contentual orientation and gradual abandonment of the exclusive preoccupation with
the form experiment. The everyday aspects of life, railway stations, suburban areas with
their murky courtyards, staircases and windows, the poetics of the ordinary world in
1920's and 1930's find solid ground in the artistic efforts of the new generation,
resulting in art currents such as Social Civilism, activities of Skupina 42 in
Czechoslovakia and Neue Sachlichkeit in Germany.157 The whole category of Social Art
eventually acquired even broader meaning, as it incorporated civilist, socially critical

and observational art.

The elevated interest in the everyday life and the outspoken critique of the inequality,
poverty and bleakness of life in the industrial suburbs initiated an episode in
Czechoslovakian and East German art, highly relevant for the ideologues of Socialist
Realism.158 The retrospective into art history was integral to the effort to find a
justification and artificially construct the genesis of the Socialist Realism.15? Certain
artists, who dedicated their efforts to the Social art, such as Kathe Kollwitz, would be
explicitly chosen for their relevance and deformed to fit into the official narrative of the

revolutionary art history.

7 For more on Skupina 42 see: Eva Petrova (Ed.): Skupina 42. Praha 1998; For a more recent contribution to the
subjct see: Marie KLIMESOVA: Véci uméni, véci doby - Skupina 42. Revnice 2011

7 For detailed account of the Neue Sachlichkeit (The New Obijectivity) as an artistic movement see: Sabina
BECKER: Neue Sachlichkeit. (A Dissertation at Universitat des Saarlandes, 1997) KoIn 2000; For a wider picture of
the post-Expressionist art, written in English see: Dennis CROCKETT: German Post-Expressionism: the Art of the
Great Disorder 1918-1924. Pennsylvania 1999

%% Miroslav LAMAC: Pracujici ¢lovék v ceském uméni dvacatych let, in: Vytvarné uméni 1954, roc. IV., 337

% The Social Art was in the fifties addressed especially by: Jifi KOTALIK: K problematice uméni dvacatych let XX.
stoleti, in: Vytvarné uméni IV., Svaz ¢eskoslovenskych vytvarnych umélcl, 1954
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One of the watershed moments, impacting profoundly the sphere of Czech sculpture in
the first years of the existence of the independent Czechoslovakian republic, was the
untimely death of J. Stursa, who died tragically in 1925, only three years after his teacher
J. V. Myslbek. The abrupt loss of the two prominent figures struck the realm of Czech
sculpture. This era brought an unprecedented surge of interest in social thematics, both
in literature and fine arts.160 This upturn reflected in painting, sculpture and graphics,
mirroring development in literature and becoming one of the rare examples of a
universal artistic current.161 At the core of the Social art after the 1920's stood painters
Jan Rambousek, Karel Holan, Pravoslav Kotik, Miloslav Holy and sculptors Otto

Gutfreund, Jan Lauda, Karel Kotrba, Josef Kubicek and Otakar Walter.162

Also Karel Pokorny would employ the Social perspective and one of his early successes,
was an individual work of art, elaborated shortly after the conclusion of his studies with
J.V. Myslbek, called A Row for Bread (Fronta na chleba, 1916).163 The relief shows a row
of famished men, women and children, waiting to receive a share of bread. The quiet
resignation and exhaustion, mirroring in the postures of the figures of elderly women,

delivered in sketchy, yet realistic form, shows efficiently authors compassion and

' Jaroslav SEDLAR: Socialni uméni dvacatych let v Brné, in: Padesat vitéznych let: sbornik praci z védecké
konference filosofické fakulty University J. E. Purkyné k 50. vyro¢f vzniku Komunistické strany Ceskoslovenska.
Brno: Universita J.E. Purkyné, 1973, 151-155

1 ror a Socialist perspective and anthology on working class poets see: Miroslav FLORIAN / Jifi BRABEC:
Moderni ¢esti basnici: Stanislav K. Neumann, Karel Toman, Josef Hora, Konstantin Biebl, Jiti Wolker, Vitézslav
Nezval, Frantisek Halas, Jaroslav Seifert, Vilém Zavada, Frantisek Hrubin. Praha 1960

' Fedor SOLDAN: Socialni uméni. Praha 1980, 10;

For more on the Social group (originally called Ho Ho Ko Ko) see: Vojtéch LAHODA: Civilismus, primitivismus a
socialni tendence v malifstvi dvacatych a tficatych let, in: Dagmar PETRASOVA/ Helena LORENZOVA: Dé&jiny
Ceského vytvarného uméni V., 1939-1958. Praha 2005

Jan Rambousek (1895-1976), a Czech painter, at AVU pupil of J. Preisler and V. Nechleba, 1921-1922 on a
scholarship of French government at Paris Ecole des Beaux Arts. Later assistent at M. Svabinsky and F.T. Simon.
Active mainly as an illustrator an journalist for czech press and publications. For a bibliography see: SOLDAN
1980

Karel Holan (1893-1953), a Czech painter, graphic designer and figuralist, at AVU pupil of V. Bukovac, M. Pirner
and K. Krattner. Member of SVU Manes, later on of SVU Myslbek. Helped to provide theoretical background for
the Social group. For a bibliography see: SOLDAN 1980

Pravoslav Kotik (1889-1970), a Czech painter, graphic designer. Studied at UMPRUM by E. Dité, K. Masek aj.
Schikaneder. Member of SVU Mdnes and Umélecka beseda. Experiemented with modern art currents, including
fauvism, expressionism, cubism and neoclassicism. For a bibliography see: SOLDAN 1980

Miloslav Holy (1897-1974), a Czech graphic designer and figuralist, at AVU pupil of V. Bukovac, J. Obrovsky, J.
Preisler. Member of SVU Manes and Umélecka beseda. 1947-1958 professor at AVU 1950-1954 also rector of
the institution. Awarded with titles of Distinguished artist (1964) and also Order of work (1967). For a
bibliography see: SOLDAN 1980

1%3Ji¥f KOTALIK: Karel Pokorny a jeho Skola. Praha 1983, 25
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concern. The same heaviness and exhaustion, provoking unease in the observer is
achieved in his Monument to the Fallen (Pamatnik padlym, 1920), placed in the st. Vitus
Cathedral. 164 Relief depicts a single figure of an elderly woman in a barren countryside,
who in the form of her dignified figure reminds of early Renaissance relief, at the same
time leveraging the primitivism tendencies. The desired effect of the relief, inciting in the
spectator the contemplation of the human sacrifice in the quest for freedom of the

nation, is convincingly delivered.

One of the subcategories of Social Art, distinctive in the Czech environment and having
no direct parallel in European sphere, was the so-called Social civilism.165 Although
having no substantial influence over the European art, this Czechoslovakian
contribution was an integral part of the contemporary effort to seek a way out of the
crisis of art. The originality of this style, sometimes underestimated as mere genre, was
characteristic by inclination to distinct ecclectism and simplification, smooth shapes and
naivety. The style allowed to express optimism and positive expectations of the newly
established Czechoslovakian republic, celebrating interpersonal relations and everyday
subjects. The enthusiasm and vivacious expansion of national culture provided ample

opportunities to give the artistic capacity to the service of the rehabilitated culture.

The pioneer of this original approach was Otto Gutfreund, who dealt with the trauma of
the world war by turning to simplicity and searching for the roots of the world and
divinity by employing humble and modest forms.16¢ After coming back from Paris,
where he spent some time as a pupil of Antoine Bourdelle, he developed an unparalleled
and unique artistic style, employing almost genre-like motives, encountered in the daily
life, often using glazed ceramics as a medium. His civilist expression found its way into a

series of portrait busts and depictions of work, where the figures are often equipped

1% pugan KONECNY: Karel Pokorny: vybor z dila. Praha 1971. nepag.

%> For more on Social Civilism see: Vojtéch LAHODA: Devétsil a socialni civilismus. Uméni 1987

%8 otto Gutfreund (1889 — 1927), was a distinguished Czech sculptor of international renown. 1905-1909 studied
at UMPRUM. 1909-1910 studied at Antoine Bourdelle. 1926 attained professorship at UMPRUM. Best known
especially for his Cubist sculptures, in the context of this study noted for his pioneering role in the Social Civilism.
For more see: Jiti SETLIK: Otto Gutfreund — Zazemi tvorby. Praha 1989;

Ji¥f SETLIK (ed.): Otto Gutfreund, (Exhibition catalogue) Nérodni galerie v Praze, 1995-1996; Michal NOVOTNY:
Jisty pan G. Praha 2000 Richard WEINER: Vzpominka na Gutfreunda, in: Volné sméry: Mési¢nik umélecky. ¢. 25
(1927-1928), 172-174

67



with tools or machines. His best known Social Civilist works include Autoportrait
(Autoportrét, 1919), Man at the Selfactor (Muz u selfaktoru, 1921), group sculptures
Trade and Industry (Obchod a primysl, 1923), in a decorative relief also in the
Homecoming of the Legions (Navrat Legii do vlasti, 1921) for the building of the Prague
Legiobank.167 (Fig. 6)

After the premature death of . Stursa, many of his pupils followed Gutfreund's lead and
experimented with the style of Social Civilism - one of the limited options in the after-
war period that would allow them to engage in the revival of the art scene.1¢8 The Social
Civilism was with variable commitment and individual insight employed by Otakar Svec,
Jan Lauda, Karel Kotrba, Bediich Stefan, Karel Pokorny, Bretislav Benda, Vincenc
Makovsky, Josef Jitikovsky, Josef Kubicek, Otakar Walter and others.16® Among these
predominantly figural sculptors were many of those, who later on joined the union of

the Socrealist artists.

The sculptors of Social Civilism took interest in a wide array of everyday subjects. The
choice of subject and rendition, together with the premeditated purpose of the work
would determine, whether it would remain in the realm of trivial genre, or would
venture to express more profound, socially critical subject. As is the rule of thumb with
the sculpture of the preceding centuries, the smaller scale works are more suitable
medium for experiments and offers more substantial material to the analysis of the
developmental currents than public sculpture, often commissioned and therefore
restricted in the sense of artistic freedom. Otakar Svec mirrored contemporary
fascination with speed and motorism in his celebrated bronze Beam (Paprsek, 1924),

Karel Pokorny expressed his concern for the miserable in his socially critical Memorial to

17 WITTLICH 1978, 128-129

For more on Gutfreund and his Social Civilism period see: Viktor NIKODEM: Soubornda vystava soch. dila Otty
Gutreunda. Praha: SVU Manes 1948; Vaclav ERBEN: Gutfreundv civilismus, in: Otto Gutfreund. Praha, Narodni
galerie 1995

168 Karel SRP: Socha¥stvi dvacétych a tficatych let. In: DESVU, Praha, Academia, 1998

SOLDAN 1980, 81-84

For detailed informations on the individual artists see their biographical notes: Otakar Svec note 468, Jan Lauda
note 171, Karel Kotrba note 176, Bedfich Stefan note 143, Josef Jifikovsky and Otakar Valter note 183, Josef
Kubicek note 186
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the Buried Miners (Pomnik zasypanym haviitim, 1925) and Soil (1928).170 The majority
of the works of Social Civilism is dedicated to the depiction of manual labour professions:
mine workers and steel workers, potters, founders, working-class women such as

seamstresses or destitute mothers.

Jan Lauda, pupil of Jan Stursa, a renowned sculptor, who became eventually a professor
at AVU, was one of the authors, whose life work contains a substantial number of works
in Social Civilism style, shared since 1921 atelier with Otto Gutfreund.l’! Aside from
that, or perhaps due to this intense connection, these men shared common perspectives
in their artistic world-view. Lauda was the author of some of the most remarkable
examples of the Social Civilism. One of his most positively received works was the
Washer (Mycka, 1923), one of his earliest mature works. (Fig. 7) This touching depiction
of hard work, the figure of a woman, which in a rigid posture brushes the floor, was
praised highly not only by his teacher J. Stursa, but is considered to be one of the finest
examples of the socially engaged art of the twenties.172 Also Otakar Svec yielded to the
temptation of Social civilism with his most notorious work Motocyclist/Beam,
(Motocyklista/Paprsek, 1924) where he employed the fascination with speed and
motorcycles to create a bold and dynamical statue.l’3 The figure of a motorcyclist

driving fast to a bend, was executed in smooth and eclectic shapes, giving way to the

70 petr WITTLICH: Otakar Svec. Praha 1959, 6

Ji¥f KOTALIK: Karel Pokorny a jeho $kola. Praha 1983, 9

For an account of Pokorny's social art see: Vaclav PROCHAZKA: K tviréimu prinosu Karla Pokorného socidlnimu
umeéni dvacatych let, rukopisny sbornik k Sedestym narozeninam Jifiho Masina. Praha 1983

! Jan Lauda (1898-1959), was a Czech academical sculptor, professor at AVU and UMPRUM. Born in Prague as
a son of bank attendant. His first experience with the craft of sculpture was under Stanislav Sucharda, later he
joined ceramic workshop of the st. Vitus Cathedralm where he acquired professional experience. 1913-1916
pupil of Josef Drahonovsky at UMPRUM until was enlisted in 1916. After his year long military experience he
entered Jan Stursa's workshop at AVU, with whom he later cooperated as an assistant. His friend was Otto
Gutfreund, whose atelier he shared since 1921. Two following years he traveled abroad to gather inspiration. In
1923 was he among founding members of the group Nova skupina. An acquisition of a monumental commission
for J. A. Komensky monument that was discontinued after the death of Jan Stursa, resulted in his obtaining a
studio. In 1937 he became professor at UMPRUM and almost decade later, in 1946 also prestigious
professorship at AVU. He died in 1959 in Prague.

Selected bibliography: A modern contribution to the study of Jan Lauda see: Silvie NOVOTNA: Jan Lauda.
(Masters' Thesis at FF MU) Brno 2010; For a traditional literature see: Jifi Magin: Jan Lauda. Zivotni dilo (Ex. Cat.)
Praha 1961; Prokop H. Toman: Vracime se k Janu Laudovi, in: Svét v obrazech XVII, 1961, ¢. 41, 18-19; Jan Tomes:
Zivotni dilo Jana Laudy, in: Vytvarna prace IX, 1961, ¢. 20, 2-3; Vojtéch Volavka: Za Janem Laudou, in: Vytvarna
prace VI, 1959, &. 5, 5; Petr Wittlich: Zivotni dilo Jana Laudy (1898 — 1959), in: Uméni X, 1962, &. 3, 294-298

Y2 MASIN 1959, 6

7 nits form very similar to the Futurism sculptures in Italy in early twentieth century.
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Modernism in its most elegant form and it was praised highly both by his teacher Jan

Stursa and expert public.

The disproportionate, puppet-like, peculiarly shaped figures, introduced with such a
success by 0. Gutfreund after 1919 became the vantage point of a Social Civilist
sculptural style. Its accessible, comprehensible form, assimilated by majority of the
named artists, the decorative and architecture bound sculpture was demanded by the
rapid post-war construction.174 A great number of public institutions, banks, industrial
and agricultural companies constructed new buildings and their facades required
appropriate decoration. As is the case with sculptural production in general, the public
space commissions of the twenties were the realm of more conservative expression. The
resulting production is for the sake of comprehensibility divided in the following text
into two major groups - allegorical figural sculpture and reliefs. These two most often
demanded tasks became in the twenties the daily bread of sculptors of younger and

older generation alike.

The allegorical figures, familiar in the environment of the public sculpture for centuries,
were a suitable motive of decoration for the awe-inspiring proportions of the new
Prague palaces. The allegories, most often epitomizing workers of various professions,
were equipped with the attributes of their occupation. From the considerable number of
such realisations only some will be named to demonstrate characteristic features of the

production.

The early phase of the Social Civilism is observable at several realisations for the Prague
buildings' facades. Symptomatically disproportionate statues are easily recognisable
through the smooth rendition of detail-reduced surfaces, short and sturdy extremities.

Karel Dvoirak (1893-1950), who created four limestone figures for Trade Academy

% For an account of the post-war situation in architeture see:

Rostislav SVACHA: Architektura ¢tyficatych let., in: Dagmar PETRASOVA / Dagmar LORENZOVA: Dé&jiny ¢eského
vytvarného umeéni V., 1939-1958. Praha 2005, 31-74; A contemporary account of the situation in urbanism is
described by: Karel HONZIK: Uvaha o vyrazu ¢eského stavebnictvi, in: Architektura CSR VII, 1948, 250-252;
Bohuslav FUCHS: Industrialismus, urbanismus, architektura, in: Blok Il, 1947-1948, 69-92 A detailed information
on the subject of sculptural decoration of First Czechoslovak Republic’s administrative buildings in: Marek
CERVENY: Stavebni plastika administrativnich budov prvni Ceskoslovenské republiky (Master’s thesis at FF UK).
Praha 2011
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Vinohradskd (Obchodni Akademie, 1925) employed these principles in fullness,
adorning his figures with rather dominant attributes of the depicted occupation,
organically woven into the mass of the sculpture.175> (Fig. 8) Also Karel Kotrba received
a commission for two individual sculptures and one central group of figures for the
Credit Union Legio-Centro in Myslikova street (1924). (Fig. 79) He too remains indebted
to the gutfreundian rendition, as the figures have excessively large heads, out of
proportion to the rest of the body, short and hefty extremities, squared in strenuous

effort.176

Artists of Social Civilism were from the perspective of the Communist ideologues the
easiest adepts to the conversion into the Socialist Realism forbearers, as they were
inclined to follow social thematics and the motives of manual labour, tended to
sympathise with the working class and returned in their form elaboration to the

Classicist origins, instead of following the path to further abstraction.17”

The post-1925 branch of public sculpture, albeit influenced by the Socialist Civilism in
simplification of shapes, is heading towards conservative elaborations of neoclassical
style, more conventional and suitable for monumental tasks. The deformation of shapes
in favour of the gutfreundian physiognomy of figures is reduced in favour of steady
traditionalist appearance. For example Josef Maratka, one of the best regarded sculptors
of the First Czechoslovak Republic - was commissioned to create four allegorical figures
of professions (Mine worker, Metal worker, Glass worker, Builder), for the facade of the

former Accident Insurance Company (Urazova pojistovna, 1927-1928). This commission,

7> | ocation: Vinohradska 38

Karel Dvorak (1893-1950), engraver by original profession, pupil of J. Drahorovsky at UMPRUM, later on pupil of
J. V. Myslbek and after the war of J. Stursa. Member of the SVU Manes. His artistic character changed
thourghout his career, as he experimented with renaissance influences, Social Civilism, New Classicism and
Historism. Created several multi-figural monuments. For more on Dvorak see: Jaromir PECIRKA: Karel Dvorak.
Praha 1948; Kamil NOVOTNY: Katalog souborné vystavy sochare Karla Dvoraka. Prace z let 1913-1936. Praha
1936

' karel Kotrba (1893-1938), pupil of O. Spaniel at medal department at AVU, legionnaire of WWI. Firstly
member of Umélecka beseda, later on, together with other members of the Social Group entered SVU Manes,
from which he was later expelled. Author to several monuments and decorative sculpture. For more see: Sochy
Karel Kotrba, obrazy Josef Multrus: (Katalog spolec¢né vystavy, Praha 1985. Praha: Stfedoces. galerie) Praha 1985
7 Jif KOTALIK: K problematice uméni dvacatych let XX. stoleti, in: Vytvarné uméni IV., 1954, 332
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being one of his scarce public space realisations is a good example of this tendency.178
Similar realisations are to be encountered in various places in Prague. Bretislav Benda
created for the Czechoslovakian army statues of artilleryman, infantryman, army
engineer and aircraft mechanic, placed on the facade of the Ministry of Defence

(Ministerstvo obrany, 1925).179 (Fig. 9)

An expedient medium for the application of the Social Civilism formulas was the relief -
the complex scenes of minute figures constituted the ideal environment for its
employment, more convenient than large-scale figures, as it did not force the artist to
solve the trouble of monumentalisation of the style, designed for smaller-scale works.
Karel Dvorak created two horizontal reliefs Industry and Agriculture for Brno Bank,
Jindtisska 15 (Priimysl a Zemédélstvi, Brnénska banka, 1922), reminding with its single-
plan perspective and unsophisticated naivety of Romanesque reliefs. Refined reliefs for
Tobacco Directorate by Josef Jifikovsky and also Vaclav Nejtek in his reliefs Agriculture,
Textile industry, Brewing, Beet processing (Budova Tabakové rezie, zemédélstvi, textilni
pramysl, reparstvi).180 The regional sculptors such as Leo$ Kubicek focused on the

subject of the agricultural work Ploughing in the mountains (Orba v horach, 1925).181

In the second half of the twenties a gradual return to the classical proportions, natural
surface elaboration of the figural sculpture is evident also in the works of social art. One
of the artists, who launched gradual return to the myslbekian form, was Karel Pokorny,

the last Myslbek's pupil.182 Two individual sculptures of The Miners (Haviti, 1928) are

78 Eor more on Josef Matatka see note: 148

For detailed information see: Realizace pro Ministerstvo Narodni obrany, in: Michal BURIAN / Ale$ KNIZEK /
llona KRBCOVA: Bietislav Benda, Sochat republiky. Praha 2015, 76-100

For more on Bfetislav Benda see note: 143

180 cZ: Tabakova rezie (Present day Municipal Court in Slezska street)

Also Jan Lauda created sketches for this commission, showing less Social Civilism features and more of classical
rendition.

Vdclav Nejtek (1899-1958), a Czech sculptor. 1925 concluded his studies at UMPRUM, a pupil of J. Maratka, B.
Kafka. 1928 concluded his studies at at AVU, as a pupil of B. Kafka. His field of occupation was especially
monumental and small-scale sculpture. For more see: Slovnik ¢eskych a slovenskych umélcd, sv. 9, 1950-2002.
Ostrava 2002.

81 eos Kubicek (1887-1973), a Czech wood-graver, sculptor, pupil of J. Drahonovsky at UMPRUM, older brother
to Josef Kubicek. Active mainly in the East Bohemia region in the Rychnov nad KnéZznou district. For more
see: Leos Kubicek: plastiky, kresby: (Ex. Cat. Rychnov nad Knéznou 2. 9.-4. 10. 1987, Hradec Kralové 8. 10.-22. 11.
1987) Hradec Kréalové 1987

82 WITTLICH 1978, 224-225

179

72



one such an example. Most highly acclaimed is his Ostrava (1937), very distinctly

influenced by Constantine Meunier. (Fig. 10)

This tendency to objectivize the heavy manual labour began to resurface especially after
the 1928 and it is observable in the works of Otakar Walter - The Blacksmiths and
Founders (Kovari a slévaci, 1929), Josef Jirikovsky - A Steel Worker and a Miner (Ocelar a
Havir), Augustin Paukert - A Miner (1928), Josef Fojtik - A Miner (1930).183 A tradition
of mining industry depiction unfolded in works of Ostravian sculptors and sculptors
active mainly in Ostrava, Antonin Ivansky and Augustin Hanzel.l18¢ Also Jan Lauda
contributed to the evolvement of this work-oriented sculpture in his The Creation of Coal,
(Stvotreni uhli, 1939-1941) a large relief of twenty meters length, made of granite,
situated on the facade of the former Directorate of Ostrava-Karvina Mines (feditelstvi

Ostravsko-karvinskych dolti) in Moravska Ostrava.18> (Fig. 165)

Josef Kubicek, who indulged his interest in the working class environment of Ostrava,
created a number of realistic works from the everyday labour of mine and steel

workers. 186 He successfully adopted reporter-like style, reminding strongly of

8 Otakar Walter (1890-1963), sculptor, pupil of J. Drahonovsky and S. Sucharda at UMPRUM. Active mainly in

the west Bohemia region, Pilsen. From the Impressionism he arrived to Realist modelation. For more see: Otakar
Walter, in: TOMAN 1993

Josef Jirikovsky (1892-1950), sculptor and medal maker, pupil at UMPRUM, later studied at J.V. Myslbek and J.
Stursa at AVU. Member of Devétsil, Uméleckd beseda and SVU Manes. Highly esteemed are his Social civilist
works. After 1948 member of The Action Board of the Czech Artists. For more see: Josef Jifikovsky, in: TOMAN
1993

Josef Fojtik (1890-1966), apprenticed as a stone mason in Hofice, later at UMPRUM as a pupil of B. Kafka. He
acquired there a teaching position and remained there until 1945. He received a gold medal at international
exhibition of decorative arts in Paris for his set of monumental works. For more see: Josef Fojtik, in: TOMAN
1993

Augustin Paukert (1879-1960), sculptor and medal maker, pupil of S. Sucharda at UMPRUM. Studied also at
Accademia di Belle Arti di Roma. Paukert was concerned mainly with portraiture, decorative and architecture-
bound sculpture. Three times acquired Schmidt's prize for medal makers. Created also monuments to resistance
and to the Fallen in Chocen (1925), In Most he created decoration of Miner House. For more see: Slovnik
ceskych a slovenskych vytvarnych umélcl, sv. 11, 1950-2003. Ostrava 2003

¥ For more on the sculptors see note: 1286

% Jan Lauda, Stvoreni uhli, in: http://ostravskesochy.cz/dilo/495-Zrozeni-uhli-Stvoreni-uhli (Retrieved 31.1.2017)
Josef Kubicek (1890-1972) sculptor, wood-graver, pupil of J. V. Myslbek, younger brother to Leos Kubicek. A
distinguished personality of realist art current in the first half of the 20. centuries. His works mirror wide range of
tendencies — social, folk and lyrical, concerning thematics of work, war and family.

For more see: Jifi HLUSICKA: Ceské sochafstvi 1900 — 1950 ze sbirek Moravské galerie v Brné. Katalog vystavy,
Brno Leden-Srpen. Brno 1977, 7

Compare: Jiti HLUSICKA: Ceské sochafstvi 1900 — 1950 ze sbirek Moravské galerie v Brné. Katalog vystavy, Brno
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Constantine Meunier. Among other works The Founder (Slévac, 1930), The Miners
working (Pracujici hornici 1931), The Shift (Sména, 1929) (Fig. 11) His contribution to
the establishment of a realistically rendered figure of mine workers was praised by the
Communist art historians, because he “set a beautiful and very lively type of worker in
capitalism with his true scenes from the work environment. This worker, albeit not the

hero of work, is transformed into the determined fighter for new, more just world order. “167

Unlike in Czechoslovakia, the most relevant works of German art focused more on the
socially critical rather than civilist aspects, yet both tendencies are present. The civilist
tendencies, relatable to the Czechoslovakian Social civilism, have the characteristics of
deminuition, disproportionate size of head and puppet-like appearance. These traits
would for example appear in some works by Christoph Voll, Worker's Wife with a Child
(Arbeiterfrau mit Kind, 1922) or Eugen Hoffmann Standing (Stehende, 1925) and
witness broader interest in the mundane and civil among the European artists, as one of
distinct tendentions of the 1920's sculpture.188 Interestingly, though, some of the artistic
experiments of Czechoslovakian artists resemble greatly typical features of the German
“Vereinfachung“ of form - Zdenék Bene$' in civilist teracotta sculpture the Balloon

Trader (Balonkar, 1928). (Fig. 12)

Artists often explored through artistic means the questions of humanity, suffering of the
people and exposed mercilessly the horrific conditions of the war-stricken nation and
poverty of the working class. The revolutional and working class oriented art was

produced by artists such as Ernst Barlach (1870-1938) or Kathe Kollwitz (1867-

Leden-Srpen. Brno 1977, 7

'*” SOLDAN 1980, 102-103

Reproductions of these works in the catalogue part of the publication: Christian TUMPEL (Ed.): Deutsche
Bildhauer 1900-1945. Entartet. Zwolle 1992, 160-161

Christoph Voll (1897-1939), was a son of a sculptor, who followed his father's steps. Apprenticed in Dresden
Kunstgewerbeschule under Selmar Werner. From 1920 a member of the Dresdner Sezession Gruppe 1919. In
1924 he exhibited at GroRen Berliner Kunstausstellung. In 1925 he became professor and a head of the
Staatliche Schule fur Kunst und Handwerk in Saarbricken. In 1928 he moved to Karlsruhe. He is associated with
Expressionist movement and his art was selected for the Entartete Kunst exhibition. Died prematurely from an
iliness as a result of the persecution. For more see: Jirgen FITSCHEN (Ed.): Christoph Voll - Skulptur zwischen
Expressionismus und Realismus (Ex. Cat. Ausstellung im Gerhard-Marcks-Haus 26. August - 11. November 2007).
Bremen 2007

For more on Eugen Hoffmann see note 475
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1945).189 Barlach's stay in Russia in 1906 would result in several works of unsettling
effect, a Russian beggar with a bowl (Russische Bettlerin mit Schale, 1906), Russian
beggar (Russische Bettlerin II, 1907), and would precede a number of similar themes - A

Refugee (Der Fluchtling, 1920), A Sitting Old Woman (Sitzende Alte, 1933).190

The war belonged to the most often employed subjects - at Fritz Cremer in his Gestapo
(1936), Mothers (Miitter, 1939), The Dying Soldier (Der Sterbender Soldat, 1937). Some
of the most moving works were produced by K. Kollwitz. She was also concerned with
the war related subjects, her personal experiences with the shattering loss of her son to
war would provide her with unparalleled empathy and capacity to impersonate the
innermost feelings of despair and anguish, as well as resiliency and braveness, in her
The tower of Mothers (Turm der Miitter, 1937-1938) and Mother with the Dead Son
(Mutter mit den toten Sohn, 1937-1938). Her strong inclination towards the working-
class led Kollwitz to capture her observations in her etchings, depicting the scenes from

peasant revolts and their everyday labours.

Kollwitz belonged to the most heavily promoted artists in the DDR. To her advantage

played not only the inclination the working class thematics, but also the fact, she died at

189 yéthe Kollwitz (1867-1945), Kollwitz was a German painter, engraver, sculptress and draughtswoman, a

member of the Berliner Secession group and the first woman to become a member of the Prussian Academy of
Arts. Born in Kénigsberg, she was interested in the working class, her father was a socialist and her grandfather
was a Protestant preacher. 1888-90 studied at Minchner Kunstlerinnenschule with Ludwig Herterich, at
Akademie Julien and in Florenz as a Villa-Romana prize holder. She had spent most of her productive life in
Berlin. She was critical of the bourgeoisie and married a doctor who helped the poor in Berlin. For the first time
of the war, her son Peter died. She was persecuted by the Nazis and resorted to Morizburg at the end of her life.
Inspired by Max Klinger's engravings, she made engraving her preffered artistic method. In many engravings and
sculptures she depicted misfortunes and the horrors of war, the suffering of mothers and children. Her most
famous cycles: The weavers, based on the view of the theatre play, created a cycle about the rebellion of Silesian
weavers in 1844, exhibited at Gross Deutsche Kunstausstellung. The proposal to award the gold medal was
rejected by Wilhelm Il. 1902-1908 - The Civil War, her top engraving work.

For an international reception of Kollwitz see: August KLIPSTEIN (ed.): The Graphic Work of Kathe Kollwitz:
complete illustrated catalogue. New York: Galerie St. Etienne, 1955; For the DDR perception of Kollwitz see
especially: Friedrich Ahlers-Hestermann (Ed.): Ich will wirken in dieser Zeit. Berlin 1952; Otto NAGEL: Kathe
Kollwitz. Dresden 1963

%0 Ernst Barlach (1867-1945), was a German sculptor and printmaker. 1888 — 1891 he studied at
Kunstgewerbeschule Hamburg and subsequently at Kunstakademie in Dresden as a pupil of Robert Diez. 1895-
1897 in Paris at the Académie Julian, 1906 a formative trip to Russia, where he encountered poverty and need of
the poor. In 1919 acquired membership of the PreuRische Akademie der Kinste , 1925 of the Akademie der
Bildenden Kiinste Minchen. From 1928 authored a number of anti-war sculptures. One of the most prominent
representatives of the “Degenerate art,” prosecuted during the Nazi Era. For more see: Catherine
KRAHMER: Ernst Barlach, mit Selbstzeugnissen und Bilddokumenten. Rowohlt / Reinbek 1984
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the end of the Second world war and could be easily, effortlessly converted into the
prototype of the Communist female artist. Moreover, due to her demise the ideologues
would be spared any troublesome interferences by the said artist into the construction
of her cult.1°1 Ever since her death, exhibitions, TV programs were dedicated to her and
a honorary Prize for artists was launched under her name.1°2 Her critique of war and
poverty and her leftist inclinations would allow the interpreters of her legacy to
emphasize her right class conscience.1?3 Her struggle would be seen as an inspiration to

the staple of the Communist ideology - fight against western imperialism.

The cultural exchange and maintenance of the brotherly connections within East bloc
countries resulted also in the promotion of Kathe Kollwitz as a representative of the
most positive values within East German culture in Czechoslovakia. In 1954 an
exhibition of Kollwitz' collection of original graphic works was exhibited by the joint
efforts of the Committee of Czechoslovakian Women and Association of artists Purkyné,

realised in Prague, 1.10.-21.11.1954. 194

An article in Vytvarna prace, published on the occasion of the exhibition, summarises the
features of Kollwitz' work. Praised and admired by the Communist magazine for her
moral strength and greatness, she is described as a fighter and in the best sense of the
word “tendentious” artist, whose voice ,must be heard today, when the sabre rattling of
the western imperialists threaten to cause hunger to children not only of K. Kollwitz
country, but all over the world.“1%> Kollwitz, with all her true determination to discourage

wars, is shown and perceived as the ultimate fighter against western imperialism.

! For an international reception of Kollwitz see: August KLIPSTEIN (ed.): The Graphic Work of Kathe Kollwitz:

complete illustrated catalogue. New York: Galerie St. Etienne, 1955; For the DDR perception of Kollwitz see
especially: Friedrich AHLERS-HESTERMANN (Ed.): Ich will wirken in dieser Zeit. Berlin 1952; Otto NAGEL: Kathe
Kollwitz. Dresden 1963

2 For Cinema and TV Programs see: Kathe Kollwitz im Fernsehen und Kino der DDR, Retrieved from:
https://www.berlin.de/kunst-und-kultur-pankow/einrichtungen/galerie-parterre-
berlin/archiv/2017/artikel.603046.php (Retrieved 4. 7. 2017); A shorth history and purpose of the Kathe-
Kollwitz-Preis at: http://www.adk.de/de/akademie/preise-stiftungen/Kollwitz_Preis.htm (Retrieved 4. 7. 2017);
' Otto NAGEL: Kithe Kollwitz. Dresden 1971, 96-97

9 Jaroslav MERVART / Jaroslav Immanuel JANECEK (Eds.): Kithe Kollwitz: Soubor pGvodni grafiky (Ex. Cat.
Sdruzeni vytvarnikd Purkyné a Vybor ¢s. Zen v Praze 1.10.-21.11.1954). Praha: SdruZeni vytvarnikd Purkyné, 1954
1%y D.: Grafika Kathe Kollwitzové, in: Vytvarnd prace, roc. Il, ¢. 22, 12.11.1954, 6
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Josef Krasa contributed to the appreciation of Kollowitz with more proficient analysis in
a recension to a German publication, dedicated to the artist. He would emphasize
another relevant feature of her works - her willingness to create accessible and
comprehensible art - another indispensable trait of Socialist Realism and art preceding
it.19¢ Whereas the contents determined the substance of the work of art, the form
elaboration often varied and oscillated between Cubism, Neoclassicism, Expressionism
and Realism.1%7 In 1954 a Czech monography of Kollwitz was published in Statni

nakladatelstvi krasné literatury, hudby a uméni.198

With regards to structural understanding, in what we learned to call the Social sculpture,
would the figure either acquire an “active role“ or a “passive role“. The active role would
pose the object as a conscious, willing participant in the internal societal processes. The
sculptor strived to capture the life in its authenticity, focus often on the lower classes
and aspects of their everyday life, a profession, an activity. The psychologically
constructive approach makes this “positive” social art, focused on the active and agile,
the tendency, most convincingly relatable to Socialist Realism. The analogy would not be
missed by its theoreticians, who would readily make use of it to merge it with

revolutionary spirit and progressive optimism in the exertion for the true Socialist art.

The passive role of the figure would be on the other hand expressed by the employment
of the principle of the reception of suffering. The object/figure is a passive element,
swayed by the fate, left at the mercy of the powers larger than his. Artists would often
address the unsettling subjects of a destitute refugee, grieving mother, wounded soldier,
prisoner or reviving some of classical religious themes such as ,Pieta“ in new, civilist
form. The mercilessness of fate and the horrors of war would unite both German and
Czechoslovakian sculptors in the employment of expressionist principles. The horror

and grief, inducing usage of specific artistic means, would lead to works, evoking a

1% josef KRASA: Gerhard Strauss: K. Kollwitzova, in: Vytvarna prace, roc. Il, ¢. 5, 12.3.1954, 3

SEDLAR 1973, 151

As the resume claims, an extensive monograph on the life and work of a prominent German graphic artist
gives an image of her artistic life, origins and development. "Her art is not just a document of the time, it is the
answer to all the hot questions that have occurred at the turn of the social epoch, it is consciously classical and its
revolutionary character is putting the significance, size and artistic mastery into the gallery of the greatest art of
its time.”
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strong emotional response in the observer.

In both German and Czechoslovakian spheres are several works, that would in
comparison bring up some noteworthy parallels. This applies especially to the forms,
close to the Czechoslovakian Social civilism, that would in some of its examples resemble
the German simplified forms. The Karel Pokorny's Catastrophe on the Mine Nelson
(Katastrofa na dole Nelson, 1925) with the figures of mourning parents reminds very
distinctly K. Kollwitz' Mourning Couple (Trauerndes Ehepaar, 1932), the memorial to
Kollwitz’s son, Peter.In both instances the parental pairs are captured in silent
contemplation of the tragical loss, a subject that induces the evocation of silent grief and

despair.

The socially critical art would not be omitted from the Communist art historical
narrative, because it would be very easily converted into the testimony to the resented

imperialist and nazi principles, Socialist bloc promised to vanquish.

In Czechoslovakia the establishment of Social Art as a Vorbild, was set by exhibitions
such as the Social Themes in Czech Modern Graphics,1°° summarised in the Art Magazine
in 1950 in the words of Jan Rambousek, one of the distinguished representatives of
Social Art. The reporter-like and observational tendencies of the graphics of the period
are readily proclaimed to be the evidence of the steadiness of the local tradition, with
regard to the depiction of the working class representatives. As he says: “the young
generation, who entered the cultural domain after the First World War, positioned the
Social graphic into the centre of the artistic happenings and forged, therefore, as is proven
in this exhibition by the whole scope, the weapon of tendentiousness in the struggle for the

better future of the working class. 2%

The quotation proves that not only the ideologues, who sought to leverage the legacy of
socially oriented artists for the purposes of the art ideology construction, but also some

of the artists themselves comprehended the analogy and did not hesitate to concede it.

%9 5ociglni nameéty v ceské moderni grafice (Exhibition Cat.) Bfezen - duben 1950. Praha 1950

°% jan RAMBOUSEK: Vzpominky na ¢eskou socialni grafiku, in: Vytvarné uméni, ro¢. 6, 1950, 134-139
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As Rambousek emphasizes (in accordance with the obligatory rhetorics of the Party),
the new age of Socialism requires the artists to overcome the tragical features of

pessimism, connected to their former work, as they are now in the service to the people.

The developmental line description was a part of every one of the collective exhibitions
from the 1950's onwards. One of the descriptions Czech Sculpture 1900-1950 from the
Collections of Moravian Gallery, mirrors this trend to consider Social Art as an initial
stage of Socialist Realism.201 The “social responsibility“ of those sculptors, who allegedly
did not waver in their awareness of the social reality, reflected in their works from the
twenties to the fifties, was used as a pons asignorum to bridge the gap between the
living tradition and the artificially constructed method of Socialist Realism.202 Social art
was also subjected to a number of exhibitions, some of them dedicated solely to the

phenomenon.203

In the words of Jan Tomes, describing Jan Lauda's work of the twenties: “Thence the
realist creativity, resisting the onslaught of Formalism, could become at the historical
moment the ground stone of the artistic effort to achieve Socialist Realism.“204 Otto
Gutfreund, who is today perceived as the founding personality of the Czech Cubist
sculpture, was marked by Josef Cisarovsky in 1962 as “the first Czech sculptor, who
belongs with his work to the Socialist Epoch.“295> He would, of course, be criticised for his
juvenile experiments, but his contribution to this ideological line was such, his works of
Social Civilism were named one of the prototypes to the emergence of Socialist

Realism.206

The effort to detect the most typical features of the development was endeavoured also

201 Ji¥{ HLUSICKA: Ceské sochafstvi 1900 — 1950 ze sbirek Moravské galerie v Brné. (Exhibition Catalogue) Brno,

Leden-Srpen. Brno 1977

292 (cz) Osli mustek

%% Blanka STEHLIKOVA: Ceské socialni uméni. Hlubokd nad Vitavou 1971; Marcela PANKOVA:
Dvacata léta |.: socidlni tendence (Exh. Cat., Roudnice nad Labem, January-February 1983, Liberec, February-
March 1983). Roudnice nad Labem 1983; Jifi VYKOUKAL: Ceské socialni uméni (Exh. cat. Cheb, February - April
1988), Cheb 1988

*%* Jan TOMES: Jan Lauda. Praha 1952, 12

Josef CISAROVSKY: Oto Gutfreund. Praha 1962, 9

Ibidem
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by Tomes, who unintentionally provided precise insight into the workings of the regime
obliging art historian's mind. He placidly proposes his intention to build the genetic line
of Czech sculpture on the objective understanding and readily acknowledges his goal to
provide a narrative, based on the Marxist-Leninist understanding of the art
development.207 The Zbraslav permanent exhibition offered Gutfreund's and Lauda's
socially engaged works, together with the portraiture production. Again, it draws a
connective line between these Social Art works of the twenties and the “peaking
creativity” of authors in the fifties, represented by Karel Pokorny, Josef Malejovsky,

Karel Lidicky, etc.

New Monumentality

The European nations would undergo rapid changes that would after the First World
War result in a widespread need to find an expression of growing national conscience
and social cohesion. In Czechoslovakian republic and Weimar Germany the awakened
nations would require the ideals and perspectives of their confidence to be materialised
in the form of representative architecture and art. Therefore, many of the celebrated
public figures of the national history were to be honoured and the question of
monumentality would emerge as an indispensable feature of the art and architecture
related discussions. Both German and Czech theoreticians would be preoccupied with

the problem and pose questions, defining the debate for the following decades.

The necessity to devise a viable national narrative mirrored already in the surge of
monument building, resulting in the Bohemian region of the Austrian-Hungarian empire
in monuments to FrantiSek Palacky (1912), Frantisek L. Rieger (1913), st. Wenceslaus
(1913) and Jan Hus (1915) etc. The preparatory stages of the monument building were

usually accompanied by the contests of large attendance, considerable attention of the

7 TOMES, 1954, 1-2
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press, professional and general public.208

An indivisible component of this upspring was the question of the modern
understanding of monumentality.29° In Germany Fritz Schumacher and Peter Behrens
would already before 1910 focus on the questions of monumentality, especially related
to the architecture, urban planning and structuralisation of the public space. Their key
objective was to design and build in unity and cohesion.210 The diversion form the Neo-
baroque in favour of closed, smooth forms and large proportions, would appear already
during the period of Wilhelminism in Germany. The way to the rehabilitation of the

monumental principles in sculpture were yet again open.

This “Renaissance” of monumentality within the time-frame is applicable most of all to
the sculptures of Hugo Lederer and Franz Metzner. Their talent for the expression of
dignified, orderly and awe-inspiring, would help to reestablish Hildebrandt's legacy of
the Neoclassical in the form of a monument.211 The most monumental example of this
tendency is 35 metres tall Bismarck's monument in Hamburg by Lederer. The cult of this
great statesmen resulted in the installation of 250 sculptures all over Germany and
provided the occasion for an employment of stern, reserved and classical features, based

on the official ideological orientation at the time.212

°% petr WITTLICH: Sochafstvi na pielomu stoleti, in: Vojtéch LAHODA / Mahulena NESLEHOVA / Marie

PLATOVSKA / Rostislav SVACHA / Lenka BYDZOVSKA (ed.): Dé&jiny ¢eského vytvarného uméni 1890/ 1938, IV/ 1,
Praha 1998, 95. The tradition of the monument building sprang from the 19th century. For the Prague
monuments of the 19th century see: KUTHANOVA, Katefina / SYATOSOVA, Hana: Metamorfézy politiky : prazské
pomniky 19. stoleti. Praha 2013

%% 5ee note below, for further reference see: B. CETYNA: Monumentalita v uméni, in: Cerna zemé XIV, 1937 — 38,
143-144; Pavel KROPACEK: Budoucnost monumentélniho uméni, in: Volné sméry XL, 1947-1948

219 peter BEHRENS: Was ist monumentale Kunst?, in: Kunstwerbeblatt, nr. 20, 1909, 45 - 48; Robert BREUER: Die
Wiedergeburt des Monumentalen, in: Deutsche Kunst und Dekoration 14/2 (Nov. 1910), 139-148

211 Eranz ROH: Geschichte der Deutschen Kunst von 1900 bis zum Gegenwart. Munich 1958, 16-17; For more on
the Nationalism and Monument building see: Lothar MACHTAN: Bismarck und der deutsche National-Mythos.
Bremen 1994, 207;

Hugo Lederer (1871-1940), was a German sculptor and medal maker. 1885-1890 he trained pottery crafts at the
School of Ceramics in Znojmo and Erfurt Arts and Crafts Workshops. 1890-1892 he worked in J. Schilling's
sculpture workshop in Dresden. He studied also at the Ch. Behrens in Wroclaw. From there he came to Berlin,
and in 1893-1895 working on the Luther monument in Berlin. From 1915 he worked as a teacher and from 1920
to 1936 as a professor and head of a sculpture studio at the Akademie der Kinste in Berlin. For a Czech
contribution to Lederer see especially: Libor STURC: Hugo Lederer (1871-1940). Sochatské dilo ve sbirce
Jihomoravského muzea ve Znojmé (Diploma's Thesis FF MU). Brno 1997

*For an anthology of texts, related to the Bismarck as a mythical figure, transformed into the authoritatic
historical hero see: Lothar MACHTAN: Bismarck und der deutsche National-Mythos. Bremen 1994, 207
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The monuments became the most visible materialization of the growth of national
conscience and confidence from the verge of the 20th century onwards. The Weimar
Republic was no different in the need to promote its interests through the means of the
monumental art and architecture. Das Nationalpolitische Denkmal, dedicated to the great
historical personalities and events, would provide an opportunity to elaborate what
would later become the root of the Nazi architecture sobriety - the universal artistic
language of classicism, smooth form and orderly structure. The offical sculpture, bound
to the “Gesamtkunstwerk” of monuments and architecture, would not deviate from the
figural tradition and would achieve monumental impression, fit to express the noble

values of the national political traditions and personalities.213

In order to contribute to the discussion of monumentality in Czechoslovakia, Jan Kvét
published an article on an exhibition of monumental art in Manes, whereas Josef Wagner
and Zdenék Kudélka attempted focused analysis of the monumentality as a semiotic
category.214]. Kvét comprehends monumentality in art as a capacity to deliver a
successful combination of meaningful content - illustration of an event, thought or
person and a large, sound form. He sought, face to face with the jeopardy of national
sovereignty in the war years, the roots of the monumental national art in the
enthusiastic admiration of the most worthy national artists and artistic legacy of

previous decades.?15

The enthusiasm of the early phase of monument building would arguably result in
overindulgence in pathos and pomp. The psychologism and emotional charge, merged
with the excessive employment of allegory in a multi-figural compositions, was criticised
by F. X. Salda in his essay called “The Plague of Monument Building in 1929. The
Monument to Palacky (1912) from the duo of Stanislav Sucharda and Alois Dryak, as well

1 Reinhard ALINGS: Monument und Nation: das Bild vom Nationalstaat im Medium Denkmal: zum Verhaltnis

von Nation und Staat im deutschen Kaiserreich 1871-1918. Berlin 1994, 44

Y Jan KVET: K vystavé monumentalniho uméni, in: Volné sméry XXIX, 1940-1941, 38-45; Josef WAGNER:
Monumentalita v sochafstvi, in: Volné sméry XXXIX, 1947, 172-202; Zdenék KUDELKA: Monumentalita v
sochafstvi a malifstvi, in: Sbornik praci Filozofické fakulty brnénské univerzity. C, Rada historicka. 1955, ro¢. 4,
¢. C2, 109-117

> KVET 1940-1941, 38-45
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as Monument to Jan Hus (1915) from Ladislav Saloun, Salda scathingly criticised for their
pretentiousness, “confectionery” style and diversion from the needs of the modern
life.216 The period between the late 1920s and 1930s witnessed another surge of

monument building, as is described in the following chapter.

J. Kvét by accentuating both the neoclassical style as the most suitable to deliver a
monumental impression. He claims, “the traditions of the great monumental style were
not altogether lost,“ naming both Stursa's statues for Josef Hlavka's bridge and Ladislav
Kofranek's sculptures for the Municipal Library in Prague. The sculptural tasks of the
decoration of the st. Vitus Cathedral entrance gate with the reliefs by Otakar Spaniel,
monuments to F. Palacky by S. Sucharda, Jan Hus monuments by Saloun and Bilek and
Wenceslaus by ]. V. Myslbek, all serve him as an evidence of the national continuity,
materialised in monumental form. He values highest the capacity to deliver balanced
unity of artistic professions in the quest for monumentality, mentioning National

Theatre decoration as a notable example of such endeavours.

Devoid of Kvét's perspective of monumentality as a component of national art, Josef
Wagner focused solely on sculpture, attempting to devise a universal system of
understanding of this notoriously elusive term. Introducing the analysis by stating that
not the largeness nor particular style is a determinant of the monumental impression, he
states that the ability to achieve the monumental effect is dependent upon several
factors - scale corresponding to the chosen place of the setting of the sculpture (taking in
consideration height, width and surrounding buildings, harmony and inner correlation

of parts of the sculpture), natural sensibility of the author to experience and feel.

? For more on the Monument to Palacky see: Stanislav SUCHARDA: Historie pomniku Frantiska Palackého v

Praze, Praha 1912;

For more on the Monument to Jan Hus see: Jan GALANDAUER: Pomnik Mistra Jana Husa. Cesky symbol ze 7uly a
bronzu, Praha 2008;

The Monument role in the public space in the Austrohungarian as well as Czechoslovakian perception was
adressed by F.X SALDA: Mor pomnikovy, in: Sald(iv zapisnik 1, 1928, &.1, 265-269. For a recent contribution to
the disussion see: HOJDA Zdenék / POKORNY Jifi: Pomniky a zapomniky, Litomysl 1996

Zdenék Hojda a Jifi Pokorny for “Memorials and Forgetorials“ summoned some examples of ,monument building
enthusiasm“ in Czechoslovakia and noted for example the Jan Zizka Monument.

For an Exhibiton on the subject of the Prague monuments of the 19th century (Clam-Gallas Palace 25th
September — 5th January 2014) with an accompanying catalogue see: Katefina KUTHANOVA / Hana SVATOSOVA:
Metamorfdzy politiky: prazské pomniky 19. stoleti. Praha 2013
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According to him, the monumental impression from works as contradictory as Maillol's
and Rodin's proves the point, and least naturally felt capacity of the author to achieve

monumentality.

Attributes of a scholarly paper make Kudélka's text the most serious contemporary
attempt to analyse the monumentality as a semiotic category.217 Taking into account
previously mentioned contributions by other theoreticians, he considers the most
substantial aspects of this category in a more systematic way. According to Kudélka, in
order to achieve monumentality, the theme or subject must have an importance of
currently relevant or timeless message, devoid of narrativism and episodic character,
retaining immediate comprehensibility by showing the typical in the phenomenon.
Notwithstanding the need to deliver timeless message, the depicted figure needs to
exhibit presence in time and psychologization of the endeavoured action.
Monumentality is therefore easily relatable to pathos, defined as indefatigable inner
strength, subjugating its spectators. The greatest effect is achieved by embodiment of a
chosen subject in a human figure. The subject ought not to appear lyrical and intimate,
as it stands in direct contradiction to inner power, emanating from monumental works.
The formal aspects need to incorporate visual clarity, optical unity of parts. Albeit
largness, according to Kudélka, does not guarantee the monumental effect, the

proportions ought not to be less than life size.

The theoretical discussions allowed greater liberty of spirit than the eventual
realisations, in which the artists' progressive thoughts were mostly curtailed by the
decision makers. The discrepancy between the ideas of the governing bodies and visions
of the artists is demonstrable on the contest for the Monument to Jan Zizka at Vitkov.218
Albeit already before the First World War, the contest (1912-1913) is an evidence of
strife for monumentality, regardless whether the artists and architects employed Cubist
or New Classicist approach. They also attempted to create an organic fusion of
architecture, sculpture and landscape design, aware of the synergic effect of such an

approach.

*Y 7denék KUDELKA: Monumentalita v sochafstvi a malf¥stvi, in: Sbornik praci Filozofické fakulty brnénské

univerzity. C, Rada historicka. 1955, ro¢. 4, ¢. C2, 109-117
% For more see chapter: National Monument at Prague Vitkov Hill
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In the 1930's the traditional monument as the heart of the urban landscape fell in
danger of being swept away by radical urban planners and architects, who sought new
ways of the architecture and Urbanism understanding of the modern cities.21? Lewis
Mumford published The Death of the Monument (1937), where he demanded
abandonment of the obsolete form of memorials and monuments, which are
characteristic of the “death-oriented civilization“ and in his words “the very notion of a
modern monument is a contradiction in terms: if it is a monument, it cannot be modern

and if it is modern it cannot be a monument.“220

The progressive theoreticians such as in Siegfried Gideion in The Need for a New
Monumentality, called for an implementation of the modern perception of space and
shape, as promoted in the works of Pablo Picasso, Fernand Léger or Joan Miro.221 In Nine
Points on Monumentality (1943) S. Giedion together with Josep Lluis Sert and Fernand
Léger suggested, what steps were to be taken in order to implement the monumentality
of architecture into the life of the modern society.?22 Considering the interest of the
people, they emphasize the need for the buildings to represent the social and communal
life and provide more than mere functionality. They call, moreover, for the incorporation
of the architecture and monument into the urban landscape, refuse its perception as an
isolated unit. By accentuation of the synergistic potential of artistic professions they
state: “A monument being the integration of the work of the planner, architect, painter,

sculptor and landscapist, demands close collaboration between all of them. %23

% “The |ast hundred years have witnessed the devaluation of monumentality. This does not mean that there is

any lack of formal monuments or architectural examples pretending to serve this purpose: but the so-called
monuments of recent date have, with rare exceptions, become empty shells. They in no way represent the spirit
or the collective feeling of modern times®, in: Siegfried GIEDION / Josep Lluis SERT / Fernand LEGER: Nine Points
on Monumentality. Harvard 1943, nonpag.

22| ewis MUMFORD: The Death of the Monument, in: Circle; An International Survey of Constructive Art,, 1937,
263-7; as quoted in: Eric Paul MUMFORD: The CIAM Discourse on Urbanism, 1928-1960. Cambridge 2002, 150;
for an account of the Czechoslovakian discussion of the subect see: Rostislav SVACHA: Architektura ¢tyficatych
let., in: DCVU V. 1939-1958. Praha 2005, 31-74

2t Siegfried GIDEION: The Need for a New Monumentality, in: New Architecture and City Planning. New York
1944, 549-568

%> GIEDION / SERT / LEGER 1943, nonpag.

2 |bidem
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1920 - 1945

After the First World War the New Classicism with its architectural construction of
statues, consisting of clear shapes, organized according to the rules of logical
composition and grounded on the principles of order and restraint, could not but find its
way into the highest discipline of sculpture - the public monument - both in
Czechoslovakia and Weimar Germany, albeit the latter would often leverage the
Avantgarde tradition and legacy of Expressionism. The greatest consequence to the

subject of our theme is the figurative tradition of monument building.

The goal is to present the sculptural production to provide a context for the monumental
sculpture description of the period 1948-1968 and to introduce some of the emerging
sculptors, for whom would their success in the First republic Era open the doors to the
official commissions after 1945. Moreover, in some cases would the realisation of
monuments span several decades and the tradition of the 1920-1945 monumental
sculpture had therefore an indispensable role in the emergence of the Socrealist official

sculpture.

In Czechoslovakia and Weimar Republik the period between the late 1920s and 1930s
witnessed a great surge of monument building, for the sake of generalisation divided in
two categories: a) War monuments and memorials - dedicated to the victims and heroes
of the war and b) Political monuments - statues devoted to figures or events of national
history. Both these categories are understood as the embodiment of a common will of
the Czechoslovakian and German populations (represented by their leaders) to share
the universally endorsed values, or values the current leadership wished to spread
among the population. Both these categories contain relevant examples of
representative official monuments and regional small-scale produce, without making
any claims on comprehensiveness - the subject is treated with emphasis on the common

principles in Czechoslovakian and German sculptural production.
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War Monuments and Memorials

The war monuments and memorials, dedicated to the war heroes or victims, were ever
since the late 1920s one of the most often employed sculptural subjects. The sculpture
traditionally presented sought after artistic medium in the aftermath of any great war,
won or lost. The tradition of war monuments was well established, especially in
Germany.

The soldiers, who would in large numbers fall on the battlefield, were buried in graves
far away from their motherland. The communities of their origin demanded a dignified
tribute to their fallen and monuments and memorials sprang up all over both countries,
either to adorn the areas of soldier graves, or to commemorate their sacrifice in the big
cities, where the largest numbers of survivors lived and where the state ideology was

the strongest.

Typically, the monument would be installed in a public space, but very often in the local
church or convenient place nearby. The great majority of memorials would be a simple
marble or stone plaque, bearing the names of the fallen, installed on the walls of a
church or a public building. With varying degrees of quality, the statues of soldiers made
their way into the public spaces of squares, memorials and burial grounds in all corners
of both states and provided needed employment opportunities for sculptors of all
regions. Those, adorned with figurative sculpture are of the greatest consequence and

especially the large-scale realisations placed in the cities.

The ultimately victorious Einigungskriegen (1864-1871) would inspire a large number
of monuments, conveniently used during the jubilaeums to promote the interests of the
Wilhelmine regime and to build a German patriotic mythology.224 The ultimate
expression of this tendency was the colossal tower-like Monument to the Battle of

Nations (Volkerschlachtdenkmal, 1913), located in the outskirts of Leipzig with its 91

*** See: Reiner ROTHER (Ed.): Die letzten Tage der Menschheit. Bilder der Ersten Weltkrieges. (Ex. Cat.) Berlin,

1994
88



metres, is the ultimate example of the German war monument building.225 On the other
hand, the monuments, growing from the dreams of the Czech independence on the
Austro-Hungarian Empire, would emerge no sooner than in the late 19th century and
the nationally understood war monuments therefore would not appear sooner than
around the First World War. In any case, there are no comparable examples of the war
monument in the 19th century, that would be built on the perspectives of national
mythology, as the Czech nation was bound by the imperial ideology of the Austrian-

Hungarian Empire.

In Germany would the 1920s be marked very distinctly by the national trauma of the
lost war. The fourteen years of the Weimar Republik existence (1919-1933) would in
many ways bring change into the understanding of public monument and resulted in
distinct transformation of this field, when compared to the era of the Wilhelminism.
What would be famously slighted by F. X. Salda as “the Monument Plaque* in the critique
of the bombastic and “confectionery” style of the 1910s monuments, would be in similar
words expressed by Alexander Heilmeyer already in 1915, in the discussion on the
character of the post-war monument building. The scathing criticism of the “kitsch and
pomp,“ typical in his opinion for the monuments to the Einigungskriegen, would need to

make place for more restrained, sober expression.226

As a result of the discussion, as well as dialectical development from the one extreme
position to the other, would the public and professionals call for the employment of a
different approach. They demanded usage of the artistic means, that would emphasize
all horrors and terror of war (through the naturalist means) and at the same time pay
tribute to the glorious dead through a dignified commemoration. The moderate
approach would represent a middle ground between the call for Avantgarde or

downright Classicist approach.22” What was subsequently applied by many sculptors,

2 Eduard BACHMANN: Die Volkerschlacht, das Volkerschlachtdenkmal und sein Erbauer Clemens Thieme,

Leipzig 1938; Katrin KELLER / Hans-Dieter SCHMID (Eds.): Vom Kult zur Kulisse. Das Vélkerschlachtdenkmal als
Gegenstand der Geschichtskultur, Leipzig 1995

226 Alexander HEILMEYER: Der Gesellschaft der Freunde der Plastik. Ein Afruf, in: Plastik 1915, 47, quoted in:
Ursel BERGER: Immer war die Skulptur die Kunst nach dem Kriege., in: Reiner ROTHER (Ed.): Die letzten Tage der
Menschheit. Bilder der Ersten Weltkrieges. (Ex. Cat.) Berlin, 1994, 423-433

7 A number of convincing works of Expressionist style emerged, such as Bernhard Hoetger's Denkmal fir die
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was a combination of naturalistic and ideal principles - an achievement of a publicly
acceptable combination of realism and neoclassicism. For this reason would the most
often employed subject be an individual uniform-clad soldier figure, mastered in
Germany, especially by Herman Hossaeus, who authored 40 such monuments, adorned

with the unpretentious soldier figures.228

In 1925 would be revealed in Miinich a War Monument in Hofgarten (Kriegerdenkmal im
Hofgarten, 1925).22° The mass of ponderous limestone cubes hides a tomb-like cellar
with a lying figure of a soldier by Bernhard Bleeker. Remarkable common features of the
form elaboration call for a comparison with the Czech production. When approached
from the legs, as seen in a contemporary photographs, the figure is showing form
accentuation, in the Czech lands commonly associated with the Myslbek school. One of
the superior Czechoslovakian war monuments, very well documenting the similarity of
the war monument understanding, was erected in Prague in 1932 under the title Prague
to its Victorious Sons.230 (Fig. 13) The multi-figural composition was created by Josef
Maratka, one of the renowned sculptors of the First Czechoslovakian republic, in
cooperation with the author of the urbanistic remodellation of the surrounding area,
architect Bohumil Hiibschmann.231 The seven bronze figures of soldiers are gathered
around a broken 16 metre tall obelisk, provided by president T. G. Masaryk. Between
armed soldiers of Italian, French and Russian nationality, distinguished by their uniform,

is a female figure - allegory of Prague.

Athletic figures in heavy raincoats deliver in their monumentality sober, yet clearly

observable sense of heroism. Realistic and detailed rendition of surfaces, notable

Gefallenen der Raterepublik (1922).

*? BERGER 1994, 429

For more on the Minich Kriegerdenkmal im Hofgarten see: Benedikt WEYERER: Minchen 1933-1949.
Stadtrundgénge zur politischen Geschichte. Miinchen 1996

%(€2) Praha svym vitéznym syndim

Refer to: Anna MASARYKOVA: Josef Maratka. Praha 1958, 58nn; Jaromir PECIRKA: Josef Maratka. Praha 1942,
nepag.

21 Bohumil HUBSCHMANN: Regulace okoli Emauz, in: Styl I1l., 1922-1923, 9-16

Bohumil Habschmann/Hypsman (1878-1961), Czech architect, member of SVU Manes, worked in studios of B.
Ohmann in Prague, later studies at the Academy of Arts in Vienna. From historism and geometrical secession he
arrives to classicist functionalism. Hibschmann's work has wide scope, projected public, residential, industrial
buildings.
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especially in the detailed elaboration of the uniform components, contributes to the
immediate and reporter-like impression. In contrast to the veristic details stands the
idealisation of facial features of the figures, rendering them ideal soldiers rather than
individuals. This is the characteristic where the Czechovakian production meets the
German. The celebration of bravery and determination of the defenders of peace by
combination of above stated visual traits and components is a technique, employed later
also by the sculptors of Social Realism. Maratka's legionnaires are - unintentionally and

guiltlessly, yet very convincing predecessors of this tendency.

In Czechoslovakia the atmosphere was, although the losses were great, that of optimistic
expectations with regards to the existence of the newly established Czechoslovakian
republic. The analogy presented allows to comprehend the need of the postwar central
Europe - both Czechoslovakian and German nations, to find the expression of grief and
the sense of justification of the bloodshed. Interestingly, the approach to the monument
as a tribute to the brave and patriotic men would be rather similar. Czechoslovakia could
very well celebrate the final victory and the monuments would rightfully commemorate
the brave, who sacrificed their lives in the fight against the aggressor, the Germans
would in no small degree install these monuments - with the same formulations, focused

on the heroic servitude to the motherland.

Whereas the Nazi regime enforced its positions, Karel Dvorak, most fruitful in the inter-
war period, paid tribute to the legionnaires with his Monument to the Fallen for a
cemetery Pére Lachaise (Pomnik padlym na hibitové Peére Lachaise, 1934) in Paris and
unrealized design for a Monument in Lezaky.232 Unlike Maratka's monument, Dvotak is
more allegorical and also distinctly more expressively emotional. The triangular
composition consists of a figure of falling, fatally wounded soldier on the left and a
closed group of three figures - allegories of France and Czechoslovakia together with a
ghostly figure of a head-covered old woman on the right, representing the soldier's
mother. Whereas Maratka delivered a sense of heroism, braveness and determination,
Dvorak remained faithful to the funeral setting of the monument with the notion of

profound compassion and tragedy of human fate, conjoined with a timid, yet unwavering

2 WITTLICH 1978, 154-155

Compare to: Jaromir PECIRKA: Karel Dvorak. Praha 1948, nepag.
For more on Karel Dvorak see note: 175
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hope in the future of the Czechoslovakia, secured by the self-sacrifice of the dying soldier.

The capacity to achieve the monumental effect was not limited to the monument only.
Karel Pokorny, succeeded to deliver it also in relief, as he proved in his commission on
the interior decoration of the Vitkov Memorial.233 His attention was again focused on the
fate of a common soldier, a subject he successfully utilized in his post-First World War
monuments.234 [n a series of four large marble reliefs he conveys the essence of war by
choosing the typical phenomenon, under the categories of “Defence”, “Assault”,
“Dying“ and “Death” understood as a sacrifice. (Fig. 14) These diagonal compositions
depict an individual figure of a soldier, arranged in complicated, unnatural position to fit
the rectangular shape of the relief.235 Albeit essentially realist, the modification of

shapes does remind strongly of expressionism.

A similar subject of a dead soldier figure by Ewald Mataré, was employed in a war
monument titled Display of the Fallen Heroes (Aufbahrung des Helden 1933-1934), was
installed near the church in Kleve.23¢ The comparison with the Vitkov reliefs present a
very pertinent example of how an Expressionist understanding of the war monument
could be presented on one hand in a highly dynamical and on the other in a quietly
monumental way. Both artworks present a figure of a soldier, whose death is
accentuated by the head, tilted loosely backwards in a disturbing fashion. Mataré's
soldier, covered with a shield, is a compactly set closed form with distinct
Formvereinfachung, still and monumental. Pokorny's “Death” the soldier's head is tilted
backwards in a violent convulsion, as his hands loosely thrown to the sides just dropped
the gun. The disquieting effect of the reliefs is a triumph of Pokorny's ability the draw

spectator into the depicted scene, that is both monumental and graphic.

33 pugan KONECNY: Karel Pokorny : vybor z dila. Praha 1971, nepag.

For more see page: 67

Compare: Vladimir NOVOTNY: Karel Pokorny. Praha 1956; liti MASIN: Karel Pokorny, souborna vystava
socharského dila k umélcovym sedmdesatinam: kvéten — Cerven 1961. Praha: Svaz ¢eskoslovenskych vytvarnych
umélcd, 1961; Jiri HLUSICKA: Karel Pokorny: Sochy, Kresby. (Kat. vyst., April-August) Brno 1985, 5

2® Fwald Mataré (1887-1965), was a German painter and sculptor. 1907 studied at PreuRische Akademie der
Kinste under Julius Ehrentraut and Lovis Corinth. In 1932 acquired a professorship at the Kunstakademie
Dusseldorf. A large number of his works is dedicated to animals. During the Nazi Era persecuted as one of the
degenerate artists. Briefly director of the Kunstakademie Disseldorf, teacher to Joseph Beuys. A large number of
his works is dedicated to animals. For more see: Sabine M. SCHILLING: Ewald Mataré. Das Plastische Werk. K&In
2017
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National History Monument

The pathos of the Czechoslovakian political monument, observable in the 1910s began
in 1920s gradually make way to more moderate, republican approach, progressively
ceasing to use complex and refined allegorical or symbolist multi-figural composition in
favour of a dignified, realistically rendered individual figure. Individual form, restrained
and unpretentious rendition of the statue, symptomatic of the new approach to the
sculptural monument, influenced the development of the monument for several decades
to come, including the post-1948 sculptural production. Some of the works, began in the
1930s would be due to the war and turbulent political changes materialised no sooner
than 1950s, partly because some of realizations for monumental, bronze-cast statues

took often many years to finalize — due to high price of the material.

Germany would have in the beginning of the 20th century already a remarkable
tradition of the “Nationaldenkmal®, reaching to the first half of the 19th century.237
Observable in both architecture and sculpture, the Romantic notion implemented into
the allegorical or political figure, would support the nationalist perspective of German
greatness. This ground principle would connect the German regimes throughout the
political changes and helped to reinforce the national coherence and unity. Often large,
monumental and pompous statues of large proportions, such as colossal Hermann
Monument (Hermannsdenkmal, 1838-1875), from Ernst von Bandel, Bismarck
Monument in Hamburg (Bismarckdenkmal, 1906), over the truly neo-baroque Monument
to the Emperor Wilhelm (Kaiser-Wilhelm-Nationaldenkmal, 1897) from Reinhold Begas,

all would despite the varying form retain the dignified character and monumentalism.238

Return to the origins of the modern Czech monument, as employed to honour national
heroes, was attempted already by Jan Stursa, in his tribute to Bedrich Smetana for

Litomysl (1923-1924), where he diverted from thence common intricate composition

3 sergiusz MICHALSKI: Public Monuments: Art in Political Bondage, 1870-1997, London 1998, 56

¥ For more on the Hermannsdenkmal see: H. Thorbecke: Zur Geschichte des Hermannsdenkmals. Festschrift
1875, Detmold 1875; Glnher ENGELBERT (Ed.): Ein Jahrhundert Hermannsdenkmal 1875-1975, Detmold 1975;
for more on Bismarck monument in Hamburg see: Lothar MACHTAN (Hrsg.): Bismarck und der deutsche
National-Mythos, Bremen 1994; For more Reinhold Begas see note on Louis Tuaillon, 153
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with allegorical figures, employed for example in his Monument to Svatopluk Cech (1918-
1924).239 The dignified, naturally modelled bronze brings to mind ]J. V. Myslbek's
Monument to FrantiSek Rieger (1913), 240 characteristic with self-confident, yet
unrefined, civil and unostentatious posture.24! Albeit Myslbek's statue delivers through
the sturdy bodily volume more of natural monumentality, body of Stursa's Smetana is
too slender to appear monumental. Nevertheless, Stursa succeeds to convey the gravity
of the revered composer with the convincing modelation of the head. This renewed

interest in portrait became one of the typical traits of this new perspective.

The inclination towards more sober, civil expression, as opposed to the pompous
monuments around 1910, is reflected also in the post-1920s works of Ladislav Saloun,
who is best known for his Art Noveau Monument to Jan Hus, the inclination to sobriety is
evident.242 His Monument to Miroslav Tyrs (Pomnik Miroslava TyrSe, 1926), is placed on
areduced pedestal, founder of the Sokol Movement standing in a civil, yet manly posture
with lowered rapier in his right hand.243 The pedestal reduction Saloun applied again in
his monument to Otylie Sklendiovd-Mald in Celakovského sady (1933), another of
sculptural tributes, dedicated to a famous actress, rendered in white marble.244 The
figure of the poet, dignified and gazing beyond the spectator, monumental in the drapery
rendition, reflects strongly return to myslbekian tradition. The highly decorative

features of Saloun's earlier works, conforming to the Art Nouveau aesthetics gave way in

2% WITTLICH 2008, 168-169

WITTLICH 1978, 148-149

The tribute to FrantiSek Rieger appeared not once in Myslbek's career. Aside from the monument, he created a
bust for the Pantheon of National Museum. Compare to: Zora DVORAKOVA, Josef Vaclav Myslbek. Umélec a
¢lovék uprostred své doby, Praha 1979, 231

! The tribute to Frantidek Rieger appeared not once in Myslbek's career. Aside from the monument, he created
a bust for the Pantheon of National Museum. Compare to: Zora DVORAKOVA, Josef Véaclav Myslbek. Umélec a
clovék uprostred své doby, Praha 1979, 231

WITTLICH 1978, 148-149

**2 For more on Ladislav Saloun see note: 1205

Miroslav Tyrs (1832-1884), was a Czech national revivalist, aesthetician and critic, art historian, professor at
UK and CVUT in Prague. Famous for his participation in the establishment of the organized physical education
movement. Chairman of the artistic department of Uméleckd beseda and also member of the commission for
the sculptural decoration of the National Theatre. For more see: Robert SAK: Miroslav Tyrs: sokol, myslitel,
vytvarny kritik. Praha 2012

244 Otylie Sklendrova-Mald (1844-1912), was a distinguished Czech theatre actress. Her pleasing appearance,
sound voice, impressive recitation skills, paired with her prowess in performation of tragical and dramatic parts,
won her the title of one of the greatest actresses. For more see: Ljuba KLOSOVA (Ed.) Listy z d&jin ¢eského
divadla: Sbornik studii a dokumentd. 2. dil. Praha 1954

The first was J. Stursa's monument to Hana Kvapilova, revealed in 1914.
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these realizations to less refined, more stately style. Both monuments, due to their
conservative elaboration seal Saloun's affiliation to the older generation of sculptors,
who, after concluding their experiments, gravitated yet again to the atemporal legacy of

J.V. Myslbek.

The monument to Otylie Sklendarovd-Mald was not the only sculptural recognition of the
distinguished women, who excelled in their artistic profession as well as in their
patriotic stance. Also the poet and writer Eliska Krdsnohorskd was honoured with a
statue of her own.24> The larger-than-life figure was revealed at Karlovo namésti in 1931.
The author was Karla VobiSova, historically first professional female sculptor in
Czechoslovakia.246 VobiSova achieves an immediate effect of humanization, as her statue
stands in the middle of a park in unpretentious and amicable posture. The post-Civilist
rendition of drapery and dress, greatly reduced in detail and realism, is paired with
pseudo-realistic facial features and expression. The statue witnesses different
understanding of the discipline of public sculpture, bringing personality of the depicted

closer to the observer through the act of de-mythologization.

The pathos reduction, lack of allegorization and promotion of the individualism in the
monumental sculpture, reflected in the works of Bohumil Kafka.24” A Monument to Karel
Havlicek Borovsky for Havlickiiv Brod (1924), monumental five meters tall statue of the
national revivalist is one such example. Albeit rather slender in the bodily volume,
according to the author intentionally used to express Havlicek's fiery, temperamental
attitude, the sculpture delivers the impression of powerful, strong-willed personality.
This tendency is yet again discernable in the Monument to Josef Mdnes (Pomnik Josefa
Manesa, 1940), where the visionary glance in a proudly held head is paired with
negligent, yet determined stance of the long-limbed body. In 1928 Kafka took part in the
contest for the sculptural component of the planned Monument to Milan Rastislav

Stefdnik for Bratislava (Pomnik Milanu R. Stefanikovi, 1936), which he has seen realized

* Fligka Krdsnohorskd (1847-1926), a Czech national revivalist, writer, poet, libretist, one of the first activists for
the women's rights. As such she engaged in wide array of emancipation efforts, including journalism and
promotion of various initiatives. For more see: Drahomira VLASINOVA: Elig¢ka Krasnohorska. Praha 1987

% Karla Vobisovd (1887-1961), pupil of Quido Kocidn at the sculptoral school in Hofice, at UMPRUM studied
under J. Drahoniovsky and S. Sucharda. 1924-1926 spent in Paris, in studio of A. Bourdelle. She was the
chairwoman of the Circle of the Female Artists and Art Society Manes in Brno. For more see: Karla VobiSova:
1887-1961: socharské dilo. (Ex. Cat. Praha 15. 7.-20. 9. 1987 Praha, Stfedoces. galerie) Praha 1987

* For more on Bohumil Kafka see note: 117
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no sooner than eight years from the commencement of his work on the monument.248
Statue of more than seven meters height, represents one of the founders of the
Czechoslovakian state in full, aviator's uniform. The simple contrapposto and arms
hanging loosely at the sides classifies the monument as one of the examples of

humanism and de-mythologisation, typical for the republican monument.24?

Bohumil Kafka, as probably the most proficient monumentalist of his generation,
achieved recognition of indisputable qualities in the field of monumental sculpture
already through his monuments to Karel Havlicek and Milan Rastislav Stefdnik. His
capacity to deliver awe-inspiring statues in larger-than-life proportions, destined him to
become the most suitable candidate for the ambitious equestrian portrait of Jan Zizka.25

(Fig. 15)

Otakar Svec' commissions for monumental public sculpture were in their beginnings
affected by his search for the optimal - that is monumental - expression. His first major
commission was the Monument of Liberty (Pomnik svobody, 1924) in Domazlice. (Fig. 16)
Inspired by Stursa's group sculptures for the Hlavka's bridge, this group of figures is
nevertheless lacking the voluminous forms and remains more of a petite sculpture in
large proportions, too fragile and diminutive, though psychologically varied. Compared
to the group sculptures of his teacher Jan Stursa the figures are less interconnected and
dynamic. The apparent effort to construct a consistent core of the sculpture by the group
of figures, surrounding the central axis falls short of the intention - the figures are too
slender and fragile to deliver the monumental effect. This is partially true of the
Monument to Tomds Garrigue Masaryk, the first Czechoslovakian president, whose large,

3 meters tall bronze statue by Svec was erected in 1930 in Louny. The figure was

248

45

Milan Rastislav Stefdnik (1880-1919), Slovakian politician, astronomer and general of the French army,
considered as one of the founders of the Czechoslovakian republic. 1918-1919 the Minister of the Warfare in
the government of Karel Kraméar. For more see: Dudan LACKO: Milan Rastislav Stefanik: slovensky astronom,
meteorolog, diplomat a generadl. Rosice 2014

2 An interesting example, showing the difference between the new understanding of the monument and the
more conservative employment of multi-figuralism and allegory, demonstrating the difference between
Stefanik's monument in Bratislava by B. Kafka and a monument, dedicated to Stefanik in Trenéin (1938) by J.
Pospisil. Tren&in's bronze statue of Stefanik is placed on a pillar and flanked by stone multi-figural allegorical
groups. The sculpture was destroyed in 1953 for ideological reasons.

>0 5ee chapter National Monument at Prague Vitkov Hill

Jan FUSKA (Ed.): Pamétnik Milana Rastislava Stefénika v Bratislave : vznik a znovupostavenie. Bratislava 2010,
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dressed in a long, buttoned-up cloak and has a hat. As to the artistic quality, the figure
was in great extent lacking the dynamic quality and the long cloak only prolonged the
already very high figure, so that it has lost the substantiality. It is impossible to fully
appreciate and assess the impression of the monument, as the statue was destroyed

during the Protectorate.

Otakar Svec' created a monument to his namesake, hero from Zborov, JosefJii{ Svec. The
monument was situated in the Prague Hrad¢any district in Pohotelec on 29. 9. 1934. The
competition for the statue was won by Otakar Svec together with the author of the
pedestal, Friedrich Feuerstein.25! The elevated figure of J. J. Svec shows confident
military leader with his partisan coat negligently slung over his shoulders, hanging in
heavy folds. This effective elaboration of the drapery motive adds both monumentality
and dignity to the persona of the depicted. The impression is unpretentious yet
respectable, both natural and festive, awe inspiring in the scale and providing the
desired sense of heroism to the celebrated personality of the regimental commander.252
In the chapter on the 0. Svec will be explained the development form the classical realist

form to Svec' most famous realisation, the Stalin Monument.253

Another distinctive sculpture current of late 1930's, deviating from the dispassionate
realism, sprang up as a result of the stringent atmosphere of the approaching war. In the
1940's the dismal fate of the nation often mirrored in Baroque reminiscences, typical
with emphasis on the dramatic light and shades, effective drapery and deeply pocketed
surface.?>* Inspirational effect of an exhibition called Prague Barock, in the spring-
summer of 1938 served as an accelerator of this newly awaken focus on artistic
historical ancestry. As an influential new tendency it reflected also in the monument
building. As the inspirational role of the New Classicism was exhausted and started to
falter, the origins of psychological, more expressive and emotional approach began to

intrigue the artists. In this atmosphere, the comprehensive exhibition revoked famous

*! Jan VLASAK: Obnova pomniku plukovnika Josefa lifiho Svece. Dokument méstské ¢&asti Praha 1, &,j.

125100/2015 (7.9. 2011)

2 The monument was unfortunately removed in 1941 in the era of the Protectorate during the surge of the
occupational terror. In the recent years it is planned to renew it — various charitable trusts wish to return J. J.
Svec his former glory with a replica of the original monument. A model was cast in 2013 according to O. Svec's
original work. http://www.sporilov.info/view.php?cisloclanku=2013010002

% For mor on Barockisation see page: 98
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tradition of the baroque sculpture and induced wave of interest in the artistic approach,

visual traits and contentual aspects of the style, named as barockisation.255

The formative effect of the atmosphere is evident already in Karel Lidicky's Vdclav
Budovec z Budova (1936) or Jan Lauda's designs for the Jan Amos Komensky Monument
(1932).256 The historism reflects most consistently in the intimate work of Josef Wagner,
who made use mostly of the inner lyrical capacities of the nude. The commission, where
the emotional and excited quality acquired immediate expressionist form and most
exalted barockisation, were reliefs with scenes from the life of st. Wenceslaus (Scény ze
Zivota svatého Vaclava, 1941-1942). The emphasis of expressionist approach was in the

1930s and 1940s pursued also by Vincenc Makovsky and Karel Lidicky.257

Sculptor, whose work also reflects the barockization is Karel Dvoiak, who beside his
Monument to the Fallen for a cemetery Pere Lachaise also had the opportunity to
contribute to the national history accentuation and belongs to the most active historical
monument sculptors of the period. Between 1934-1940 worked on the Monument to Jan
Neruda (Pomnik Jana Nerudy), between 1928-1938 on a multi-figural composition of
Cyril and Metodeéj for the Charles Bridge (1938), replacing destroyed baroque sculpture.
The intricate task, requiring the use of current artistic approach without violating the
unity of highly esteemed baroque statues, took almost ten years to accomplish.258 The
historization and dynamisation of form manifested in the equestrian statue of Jan Zizka
(Jezdecky pomnik Jana Zizky, 1940) in Ceské Budé&jovice is a good example of the
inspiration by the legacy of baroque. The heroic Hussite leader bearing a powerful
gesture of raised fist, proudly gazes beyond horizon. The pathos, dramatic modelation of
the coat, falling in the blowing wind from his shoulder, contributes to the momentous
impression. The features of dramatism and pathos add to the departing from the

Classicist rendition.

The effort to find a steady ground in the rich tradition of the baroque sculpture is only a

different facet to the same principle, alive in Germany since the First World War,

25 WITTLICH 1978, 209-218

WITTLICH 1978, 157
Ibidem, 214
Jaromir PECIRKA: Karel Dvorak. Praha 1948, nonpag.
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inspired in turn by the Gothic Mittelalter and recast into the modern Expressionism.259
The Expressionist tendencies in Germany harbour many often varying visual
expressions. For example, in Bernard Hoetger's Volkshausfiguren (1927) baroque
principles are not only used, but even surmounted - figures are forced into disturbing
deformation. A substantial group of sculptures belongs to the so-called
“Ausdruckplastik®, which is formally close to the open, sketchy tendency of form and
surface elaboration counts to the tendency of renewed influence of Rodin and Maillol,
comparable to the certain works of Karel Lidicky. The restored legacy of the great
figuralists would mirror in the liveliness of posture and heterogenous surface, very often
to emphasize monumentality and deliver a sense of drama, such as in Georg Kolbe's
Kolbe's Falling Man (Stlirzender, 1924), (fig. 17), Pieta (1928) or his Liberated (Befreiter,
1945), Gerhard Marcks would return to the figuration with his Kneeling Antaios
(Kniender Antdus 1926).260

The development in Germany would be struck hard in the second half of the 1930s by
the Nazi determination to eliminate the Avantgarde with all its supposedly twisted and
incomprehensible art.261 Whereas many of the distinguished Czechoslovakian artists,
active in the 1930s embraced the undertaking of the monument design, the German
artists were from the early 1933 slowly sliding down into the tentacles of the oppressive

regime.

Georg Kolbe belonged to the artists, whose capacity to deliver finely elaborated human
figure recommended him both to the Weimar Republic representatives, as well as to the

post-1933 leaders.262 His abilities earned him the title of the most successful sculptor of

*%For more see: Peter van der COELEN: Exkurs: Die Interpretationgeschichte von Hoetgers “Volkshausfiguren®,

in: Christian TUMPEL (Ed.): Deutsche Bildhauer 1900-1945. Entartet. Zwolle 1992, 170-171

%0 per erneute Einfluss von Maillol und Rodin, in: Christian TUMPEL (Ed.): Deutsche Bildhauer 1900-1945.
Entartet. Zwolle 1992, 154-155

Gerhard Marcks,

*®! David ELLIOT: Das Ende der Avantgarde. Malerei und Plastik. in: ADES, Dawn (Ed.): Kunst und Macht im
Europa der Diktatoren 1930 bis 1945. Stuttgart 1996, 195-198; For more on the process of the Avantgarde art
elimination in Third Reich see: Fritz KAISER: Degenerate Art: The Exhibition Guide in German and English.
Burlington. 2012

202 Georg Kolbe (1877-1947), was a German sculptor and medal maker. He studied at Kunstgewerbeschule in
Dresden and Kunstakademie in Minchen to become a painter. In 1897 he had spend a semester at Académie
Julian in Paris. 1898 - 1901 in Rome would lead him to sculpture, which he explored under Louis Tuaillon. 1904
moved to Berlin and 1905 became member of the Berliner Sezession and became one of the first bearers of the
stipend for Villa Romana in Firenze. In 1912 he would become known with his Tanzerin. 1919 named a member
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the period and his talents thrived under any political and circumstances. The highlights
of his career would span from his movement-inspired the Dancer (Tanzerin, 1913) and
the Monument to Heinrich Heine (Heinrich-Heine-Denkmal, 1912-1913) over an
Expressionist experiments in 1920s, to the Classical and markedly less dynamic
rendition of the human figure, peaking in the monumental male nudes of the Nazi era.
His allegorical Beethoven Monument (Beethoven-Denkmal, 1927) in Frankfurt am Main,
is an example of his brand-style, combining the muscular Tuaillonesque nudes with
aspects of Lehmbruck's elongation of limbs and necks, introducing the slender-waisted
statutary figures of heavy-limbed mature men. The values, aligned with the
requirements of the Nazi regime, epitomizing masculinity and power, would reflect in

Georg Kolbe's Monument in Stralsund (Stralsunder Ehrenmal, 1935).

As the Nazis would promote conservative values with regards to art, the figurative
sculpture would be employed as one of the synergical tools to build the German
libermensch. Some of the representatives of classical tradition, such as Arno Breker or
Joseph Thorak, Richard Scheibe or Adolf Wamper would assist in that endeavour.263
Introducing form-hyperbolised paraphrase on the German figural traditions, pioneered
by Georg Kolbe or Louis Tuaillon, they would invent heavily muscular semi-gods, which

they would adorn with attributes of power and stiffen their bodies by archaic

of the PreuRischen Akademie der Kiinste. For more see: Julia Wallner (Ed.): Georg Kolbe. Kéln 2017

%3 Arno Breker (1900-1991), 1916-1920 attended Kunstgewerbeschule in Elberfeld. 1920-1925 studied at the
Kunstakademie Dusseldorf. In 1924 visited for the first time Paris, where he made many relevant acquaintances,
including Maurice de Vlaminck or Charles Despieu. He would call Paris his home until the 1934, when he would
return into substantially changed situation in Germany. He would quickly become the most valued artists of the
Nazi regime. 1938-1944 he would receive the most consequential commissions in collaboration with Albert
Speer. He created sculptures and reliefs for the New Reich Chancellery and other public buildings. He would
remain active as a successful sculptor also after 1945. For more see: Eckhart GILLEN: Arno Breker: Dekorateur
der Macht und Sindenbock der Deutschen: [Anmerkungen zu einer Rezeption in der Bundesrepublik
Deutschland nach 1945]. Berlin 2015

Josef Thorak (1889-1952), an Austrian sculptor and medal maker, belonging to the most popular sculptors in the
Third Reich. 1910-1914 studied at the Wiener Kunstakademie under Anton Hanak, Josef Mullner and Josef
Breitner. He finished his studies in Berlin, where he became the assistant to Ludwig Manzel. His first success he
achieved through his sculptures in Wachs. Already in 1928 was Thorak awarded the Prussian Academy of Arts
Prussian State Prize. During the Nazi Era he acquired a number of high profile comissions, such as the 1937
groups of figures in front of the German Pavilion at the Paris World Exposition. The same year he began to teach
at the Akademie der Bildenden Kiinste Minchen. In 1944 he would be included in the Gottbegnadeten Liste,
aside from that would be named also in a special list with the twelve most important "irreplaceable" artists of
the Third Reich. For more see: Martin HOCHLEITNER / Inga KLEINKNECHT: Politische Skulptur:
Barlach/Kasper/Thorak/Wotruba; (following the exhibition: Politische Skulptur - Barlach, Kasper, Thorak,
Wotruba in der Landesgalerie Linz 18. Sept. 2008 - 16. Nov. 2008). Linz 2008
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postures.264 Whilst the regime obliging artists busied themselves with catering to their
providers, the versatility and richness of German sculpture plummeted, as many

sculptors died, left the country or was forced to join the army.26>

Whereas artists such as Karl Albiker, Bernhard Bleeker or Georg Kolbe were valued
highly in the Third Reich, only Arno Breker was perceived by the Fiihrer Adolph Hitler
as the greatest sculptor of his time.266 The peculiar combination of Classicist features,
hyper-muscular body shapes and intrepid facial expressions, characteristic for Breker's
sculptures, would suit the need for ideological art. The allegorical figures would
represent the values and virtues of the Nazi regime and the monumentality would yet
again be employed to deliver the ideas of the regime's virulence, evoking in Germans
greater belligerence and toughness. These characteristics met at the largest commission
for the monumental sculptors, the Reichssportsfeld where a number of regime-obliging
artists, including Georg Kolbe, Karl Albiker, or Josef Wackerle found the opportunity to

present their skills.

The Czechoslovakian artists would all throughout the 1930s explore in the public
sculpture various modifications of the local tradition, reaching as far as the distinctive
baroque legacy and often returning to the time-tested and timeless Myslbek. Whereas
the Czechoslovakian sculptors busied themselves over the numerous commissions,
dedicated to the historical and political personalities of the republican pantheon, the
German sculptors would since 1933 face the necessity to navigate through the ever
tighter net of regime-bound culture. Meanwhile the Avantgarde sculptors were shunned
from public life, sculptors emerged, who understood the longing for the monumentalism

and expression of the new ideology.

26% Eor more on Georg Kolbe see note: 262, for Louis Tuaillon see: 153

*® For more on the NS-Zeit Monuments and memorials see: Christian WELZBACHER: Monumente der Macht.
Eine politische Architekturgeschichte Deutschlands. Berlin 2016

*%® Christian TUMPEL (Ed.): Deutsche Bildhauer 1900-1945. Entartet. Zwolle 1992, 89
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Part Il. Sculpture of
Socrealism in the Mirror of
Cultural Politics and Art
Theory
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The subsequent analysis presents the detailed genesis of the Socrealist sculpture from
the first signs in the second half of the 1940s to its gradual decline in the 1960s, when
the grip of the artistic unions relaxed and sculptors began to yield to the modernist
temptations. The sculpture is perceived and understood as an integral part of a systemic
cultural strategy, assessed with greater emphasis on the interconnectedness with trends
in socio-political situation and cultural politics, rather than as an independent

phenomenon.

The sculpture was under Communism subjected to the same degree of ideologisation as
the other, more influential fields of art such as cinematography or literature, which were
regarded as the most consequential platforms for the spreading of the Communist
ideas.267 Dedicated to the representation of thoughts and ideas, sculpture of Socialist
Realism reached beyond the individual, representing shared values and attempting to
promote universality of the given thought construct, was employed to disseminate the

value system and ideology.

Sculpture as one of the complementary art branches of Socialist Realism was bound to
serve purposes that did not surmount the historical function of this medium. As is true
of other branches of art, the regime leveraged and put to use all successful patterns of
art-audience relation. The essential task to connect life and art was in the case of
sculpture effectuated by the modification of the urban and industrial landscape, by
instilling of common values, education and propagation of desirable ideas and thoughts

through the permanent medium.

The sculpture under the Communism was divided into the categories of public space
sculpture (architecture-bound or free in a form of a monument), institutional and
exhibitional sculpture (individual works of art installed for a short period of time in
exhibitions and in the long-term in museums), private sculpture - intended to adorn
private spaces with limited access. The public sculpture constitutes for its undeniable
impact the most important component of the sculpture production of the period. The

feature of monumentality, demanded and more or less successfully attempted, was

*®7 Usneseni UV KSC o filmu a jeho vyznam pro vytvarné uméni, in: NA, f. SCSVU, kart. 1, neinv.
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recognised as one of the highest merit of the medium.268

The formal elaboration of the art works of Socialist Realism was supposed to deliver a
balanced combination of the conservative (Realist) form, inspired by the national
Classics, together with an ideal representation of the promoted concept. The
representation was derived in the Classicist way from the living examples, creating thus

the universal allegories of the chosen phenomenon.269

1946 - 1948

The unique role of the SSSR in the liberation of the Czechoslovakia and establishment of
the German Democratic Republic had complex circumstances, rooted deeply in the
unprecedented character of the war and in the considerable strategic significance of the
region to the Allies and SSSR alike. The highest levels of both American and Russian
politics were engaged in the solution of the problem, how to part the Central Europe, so
as to preserve the optimal distribution of power and equilibrium that would allow to

retain peace.

The grief of war and exhaustion of resources, hand in hand with the unceasing wish to
finally restore the tranquility led to hopeful expectations of the Czechoslovaks,
regarding the SSSR. Stalin was perceived by many as a restorer of piece, ally and
charismatic leader. He was expected to provide the eastern nations with the protection
from the dreaded Nazi tendencies and contribute to their ability to regain their former

freedom.270

*°® For more on the discussion on monumentality in the post-war situation see chapter New Monumentality

* The same monumental gravity was to be achieved, that would fit a Greek hero or a god.

For a detailed analysis of the political situation see: Vladislav MOULIS: Podivné spojenectvi: k ¢eskoslovensko-
sovétskym politickym a hospoddfskym vztahlim mezi dubnem 1945 a Unorem 1948, Praha 1996; Frantisek
CAPKA: 1948: Vitézny Unor: cesta k prevratu, Brno 2012; Karel KAPLAN: Kronika komunistického Ceskoslovenska.
Klement Gottwald a Rudolf Slansky, Brno 2009

For an English account of the situation refer to: Josef KORBEL: The Communist Subversion of Czechoslovakia
1938-1948: the Failure of Coexistence, Princeton / Oxford 1959

270

105



Following the Yalta and Potsdam Conferences in 1945 the defeated Germany handed the
governmental power over to the Allies, whose common goal - the denazification and
demilitarisation was the only point of joint interest. The former Third Reich was divided
into the western part, occupied by France, Great Britain and USA, whereas the eastern

part was seized by the SSSR.271

The Soviet Union exercised its influence in the satellite countries through the net of
allied groups and individuals with the socialist background and history of pro-
Communist stances - as was the case both with the Communist politicians in Germany
and Czechoslovakia.?2’2 The Communist Party of Czechoslovakia found in 1921, was
gradually gaining support of the working class throughout the twenties and thirties.273
Some of the most active Czechoslovakian Communists, with Klement Gottwald in the
forefront, were exiled in Moscow after the ban of the Party in 1938 and remained there
throughout the war.274 Thence they acquired valuable contacts with the proponents of
the Soviet Communist regime and scrutinised the state machinery and its mechanisms.
The ideas of Panslavism, alive in the intellectual sphere since the Czech National Revival,
now enhanced by the liberating role of the Soviet army, contributed to the pro-Russian
sentiments and subsequently to rise of the Communist Party of Czechoslovakia, which

was openly supportive of the Communist regime in the SSSR.27>

! Manfred GORTEMAKER: Geschichte der Bundesrepublik Deutschland: Von der Grindung bis zur Gegenwart,

Minchen 1999, 171

For an analysis of the political situation see: Michael LEMKE: Einheit oder Sozialismus? Die Deutschlandpolitik
der SED 1949-1961, K6ln 2001; Michael LAUSBERG: DDR 1949-1961, Marburg 2009

2 One of the best contributions to the understanding of the totalitarian cultural machinery is Igor
GOLOMSTOCK, Totalitarian Art, in the Soviet Union, the Third Reich, Fascist Italy, and the People's Republic of
China, London 1990; More recently Matthew LENOE, Closer to the Masses: Stalinist Culture, Social Revolution,
and Soviet Newspapers, Cambridge, Massachusetts: Harvard University Press, 2004.

7 Vaclav CADA: KSC v obdobi 1921-1948 : strategie a taktika, Praha 1988, 374

For a comprehensive bibliography of the history of the KSC see: Slavéna ROHLIKOVA: Vybérova bibliografie
k d&jindm KSC, Ustav pro soudobé déjiny AV CR, v.v.i 2012. The Institute for Contemporary History also under
the guidance of doc. PhDr. Jifi Kocian, CSc. prepares synthetising overview of the history of the KSC. He and his
team also will publish selective edition of related documents. For detailed informations see:
http://www.dejinyKSC.usd.cas.cz

*’* CADA 1988, 388-389

For more on Klement Gottwald (1896-1953) see note: 1090

#’> CAPKA 2009, 19
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The Communist Party of Germany (KPD), established in the aftermath of the First World
War, followed a very similar path.276 Walter Ulbricht, the leader of the KPD, was during
the Wiemar Era exiled both in Paris and Moscow, whereas Ernst Thalmann - later to be
executed by the Nazis - lead the KPD to become the largest Communist party in
Europe.2’7 The senior members of the Party with W. Ulbrich and Wilhelm Pieck in the
forefront, were spared the highly organised and efficient persecution, only to return

with ever stronger ideas of the ,Soviet style“ politics and governing.278

After the end of the war the Communist Parties in both East Germany and
Czechoslovakia emerged more ambitious than ever and reinforced its political position
by establishing the organisational structure, mimicking in details and in the whole the
Soviet example. Shortly after the war, in Czechoslovakia the Communist rhetoric
together with the fear of the Fascism contributed to the growing numbers of
sympathisers. In 1946 general elections the KSC had become the largest party and
Klement Gottwald, the party chairman, became the first Communist prime minister.27°
The power of the 1946 government rested upon the so called National Front, a remnant
of the pre-war structure of independent political parties unity, where Communists held

now % of the seats and only % was represented by other parties.280

In 1946 Germany the political relations between the western and eastern zone grew

’® For a detailed informations on the KPD in the Weimar Era see: Ossip K. FLECHTHEIM: Die Kommunistische

Partei Deutschlands in der Weimarer Republik. Offenbach 1948 For an English account see: Eric D.
WEITZ, Creating German Communism, 1890-1990: From Popular Protests to Socialist State. Princeton 1997

"7 Walter Ulbricht (1893-1973) A Communist politician, who was directly engaged in the Weimar Era emergence
of the Kommunist Partei Deutschland. He was the first secretary of the Socialist Unity Party (1950-1971) and also
the head of state until his death in (1960-1973). For more see note 1092

Ernst Thdlmann (1886-1944) A Communist politician, the leader of the KPD during the Weimar Republic (1919-
1933). In 1933 arrested by the Gestapoand held in prison for more than decade, being shot in 1944
in Buchenwald. For more see: LEO, Annette: Deutschlands unsterblicher Sohn...". Der Held des Widerstands
Ernst Thalmann, in: Rainer Gries / Silke Satjukow (Ed.), Sozialistische Helden. Eine Kulturgeschichte von
Propagandafiguren in Osteuropa und der DDR. Berlin 2002, 101-114

*’® Guinther HEYDEMAN: Die Innenpolitik der DDR, Miinchen 2003, 13-14

Wilhelm Pieck (1876-1960) was a German Communist politician, who became the first President of the German
Democratic Republic. Rolf BADSTUBNER / Wilfried LOTH (Eds.): Wilhelm Pieck. Aufzeichnungen zur
Deutschlandpolitik 1945-1953. Berlin 1994

*’> CADA 1988, 400

For a detailed analysis of the political situation see: MOULIS 1996; CAPKA 2012. For an English account of
the situation refer to: KORBEL 1959 An individual study of the National front by: KAPLAN, Karel: Narodni fronta
1948-1960, Praha 2012

280

107



ever more tense. United States of America, Great Britain and France agreed upon
unifying their respective zones into the single state of West German Republic.281 As a
countermeasure to the Soviet Union endeavoured to establish the East German Republic,
independent from the western Allies. The closely controlled formation of anti-fascist
parties in the Soviet occupied zone brought the emergence of the KPD, Social Democratic
Party (SPD), Christian Democratic Party (CDU), Liberal Democratic Party of Germany
(LDPD).282 [n order to strenghten the position of the Soviet loyal Communists, the SSSR
promoted the establishment of the Socialist Unity Party (SED),283 which constituted of
the SPD and KPD. It was, aside from the title, de facto a mature Communist party of the
Soviet type, where W. Pieck and W. Ulbricht acquired leading positions. It was a party,
which was to become the decisive power in the newly created East German Republic,

retaining its powerful position for more than forty years.284

1 HEYDEMAN 2003, 10 For more on the political circumstances of the ,Teilung Deutschlands” see: Peter GRAF

KIELMANSEGG: Nach der Katastrophe — Eine Geschichte des geteilten Deutschland. Berlin 2000; Matthias UHL:
Die Teilung Deutschlands. Niederlage, Ost-West-Spaltung und Wiederaufbau 1945-1949. Berlin 2009

**? Dietrich STARITZ: Geschichte der DDR, Frankfurt am Main 1996, 18-21

For more on the subject see: DIETRICH, Gerd: Politik und Kultur in der Sowjetischen Besatzungszone
Deutschlands (SBZ) 1945-1949, Bern 1993

8 Socialist Unity Party

** HEYDEMAN 2003, 6
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Postwar Cultural Politics

The scholarly research of the previous two decades attempted to answer several
pressing questions, regarding the culture and arts of the DDR after the Communist
takeover and in the course of the following decades. Firstly, the boundaries of official
and unofficial art were scrutinized. The relationship of artist and central power was
examined as well as the measure of artistic freedom under the regime. Secondly, the
indisputable role of the SSSR in the transmission of cultural and artistic influence was
assessed. As was noted by I. Golomstock, the totalitarian states all operate within the
same pattern of political and social oppression.28> This ensures striking similarity of the
culture in SSSR to every single state of the sphere of its influence. The intricate
relationship of Modernist artists and the establishment of the culture machinery was

also subjected to a close scrutiny.

This chapter therefore demonstrates common roots of the post-war strengthening of the
Communist parties in Czechoslovakia and future DDR and its subsequent influence over
the cultural sphere. The exile of the key Communist representatives of both states in
Moscow and their allegiance to the Soviets paved way to the abolishment of the liberal
currents in society. The exiled Communists, well in advance prepared for the complex
task to grasp the power, were instructed to make use of the democratic principles to
achieve their objective. Their strategy was tailored to fit the public longing for return to
the atmosphere of stability and freedom. In the early years they promised all imaginable
liberties, teamed with social security and equality and succeeded in the persuasion, not
only of the general public, but also in a not negligible portion of the cultural life

representatives.

The war struck the realm of art mercilessly - artists who had been usually dependent
upon the commissions from wealthy individuals or institutions, were in a dire

economical situation. 286 From a memorandum, addressed to the President of

% GOLOMSTOCK 1990, 24

NA, f. SCSVU, kart. 1, neinv. Sl. Organizace vytvarnictvi 1946-1948, Panu Dr. Edvardu BeneSovi, Presidentu
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Czechoslovakia, Dr. Edvard Benes by the Central Council of the Czechoslovakian Artists
(SCSVU) in 15th November 1947, we can get an accurate insight into the struggle of the
artists in Czechoslovakia after the war.287 “The Currency reform, blocking of the bank
deposits, reduced pensions of the majority of the intellectual elite, hand in hand with the
general need to buy consumer goods only - all that put together causes that artists find
themselves out of the sudden without any source of income.”?8¢ In this situation of
widespread need and worry, it is easier to comprehend the readiness of some artists,
who together with the general population began to listen to the appeal of the Communist

Party.

A year sooner than the mentioned memorandum, the first official presentation of the
cultural programme of the Communist Party held by Vaclav Kopecky at VIII. Congress of
the Communist Party of Czechoslovakia (28. 3. - 31. 3. 1946), two months before the most
successful elections for the Communists to date, already provided answers and solutions
to the crisis.28? It is obvious that the VIII. Congress intentionally addressed the sore
problems artists daily encountered after 1945. Communists were at the ready to provide

a “miracle solution®.

The Communists presented their programme for the cultural sphere in agreement with a
certain part of the intellectual elite. The intellectuals, who were aware of the challenges

in the art sphere of the day considered in many cases Communist cultural politics as

Ceskoslovenské republiky

O krisi vytvarnikd. Je to krise jen hospodarska?, in: Zpravodaj umélecké besedy. Ro¢. 1, 1947, ¢.3, 1-3

Otto ZOUPLNA: Kdo na misto mecends(i? Soucasné hospodarské problémy, in: Dnesek, ro¢. 1, 1946-1947, ¢. 7.
137-139

*87(€2) Ustiedni blok umélct Ceskoslovenskych. NA, f. SCSVU, kart. 1, neinv. SI. Organizace vytvarnictvi 1946-
1948, Panu Dr. Edvardu Benesovi, Presidentu Ceskoslovenské republiky

Edvard Benes (1884-1948) a Czech politican, who served as a Minister of Foreing Affairs (1918-1935), Prime
minister (1921-1922) and twice as a President of Czechoslovakia (1935-1938 and 1945 — 1948).
For more on Benes$ in German and English: Daniel NEVAL: Vorsehung und Auftrag. Politik und Geschichte bei
Edvard Benes. Edition Kirchhof & Franke, Leipzig / Berlin 2003; Zbynék ZEMAN / Antonin KLIMEK: The Life of
Edvard Benes 1884—1948: Czechoslovakia in Peace and War, Oxford 1997

288 Ibidem, 1.

NA f, KSC - Ustiedni vybor 1945 - 1989, Praha - Vaclav Kopecky (KSC - UV - 100/45).

Vdclav Kopecky (1897-1961) was a Czechoskovak Communist, politician and journalist chief ideologue and
propagandist of the KSC, who served as a minister of Informations (1945-1953) and as a Minister of Culture
(1953-1954). The only comprehensive account of Vaclav Kopecky's life and career to date see: Jana PAVOVA:
Demagog ve sluzbach strany: Portrét komunistického politika a ideologa Vaclava Kopeckého. Praha: Ustav pro
studium totalitnich rezim@, 2009
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reasonable. This reflected in a declaration, signed by 841 cultural elite representatives,
Mdjové poselstvi kulturnich pracovnikii ¢eskému lidu and published before the elections
into the Czechoslovakian National Assembly.2%0 The formulations of the declaration
point clearly to the perception of the KSC as the most progressive force, one and only to
deliver the forward-looking perspective, agreeable to the artists and cultural workers

alike. 291

One of the proponents was also the Director of the National gallery and avid collector of
Modernist painting Vincenc Kramaf. 292 He commented with obvious optimist
expectations on the directives presented. His paper Cultural-Political Programme of the
KSC, published in the same year demonstrates hopes of those intellectuals, who were on
the side of moderate progress both in society and culture and who perceived Communist

Party to be the most likely to deliver the promised changes.293

Vaclav Kopecky at the VIII. Congress promised not only to ensure “a complete liberty of
artistic process”, ,support to the representatives of all progressive art forms“, but also
denounced enforcement of any tendentiousness in art or social engagement of the
artist.2%4 Albeit he expressed this soothing and liberal notion, he also articulated his
hopeful wish, that artists, always in the “avant garde“ of the evolution of the human
cultural progress, will not stand aside when the new society is built. He called for more

national art, bound to the folk traditions, accessibility of art, patient and constant

** The Declaration was signed on 26th May 1946 and published in several newspapers and magazines, firstly in

Rudé pravo, followed by publications in Tvorba.

291 Majové poselstvi kulturnich pracovnikl ceskému lidul, in: Rudé pravo ¢. 122, 25. 5. 1946, reprinted in:
Dagmar DUSKOVA/ Pavlina MORGANOVA/ Jiti SEVCIK: Ceské uméni 1938 — 1989, programy, kritické texty,
dokumenty, Praha 2001

292 \iincenc KramdF (1877-1960): An art connoisseur, theoretician and historian, avid collector of Cubist paintings
and Director of the Pinacoteque of the Patriotic Friends of Art (the future National Gallery of CSR). For more on
his contribution to Czech culture see: Daniela BRIZOVA: Vincenc Kramai a studium stfedovékého uméni.
(Bachelor' Thesis KTF UK). Praha 2011

Vincenc KRAMAR: Kulturné-politicky program KSC a vytvarné uméni, Praha 1946

% For more on Vincenc Kraméaf see: Jaromir NEUMANN: Vincenc Kramat, historik a teoretik uméni, in: Zivot 21.
1948, 2-21; Lubo$ HLAVACEK: Uménovédny odkaz Vincence Kraméte, in: Uméni 15, ¢.5. 1977, 377-399;
KESNER Ladislav: Vincenc Kramat, Zivot v uméni. (kat. vyst.) Narodni galerie v Praze, 28. 5. 1992 — 16. 8. 1992.
Praha 1992

*** How these formulations resonated and influenced Czech press is analysed in: BEDNARIK, Petr: Cesky tisk v
letech 1945-1948 , in: Koncelik, Jakub — K&pplova, Barbara — Prazova, Irena — Vykoukal, Jifi (eds.): Rozvoj ¢eské
spolecnosti v Evropské unii. Ill, Média, Teritoridlni studia. Praha 2004, 132-144
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promotion of these values among the broad public.

Kramafr, in pronounced opposition towards “Reactionaires“ - denouncers of progress
and cosmopolitan influences in art - praises the Communists for their openness to the
ideas of artistic freedom, respect towards various art forms and their scientific approach
towards the building of the new, socialist society, where every single worker will have
the chance to educate himself and cultivate his soul (which is according to Kramar

already primed by the high cultural level of the Czech Nation).

Kramar's text is a valuable testimony to the desinterpretation and misunderstanding of
the pre-February processes in the Communist Party by a portion of the intellectual elite.
It renders the question, why so many professionals from the sphere of culture were
misguided by the presented conclusions, easily comprehensible. In 1946 Kopecky thus
already promoted Socialist Realism, when he declared Modernism as “old fashioned®,
but neither he nor the Party wisely dared to use more radical rhetoric (not yet) and as is

proven by the analysed text of V. Kramar, they succeeded with this strategy.29>

Communist coup d'état in 1948 marked the end of democracy and launched gradual
development towards tough centralisation and restriction of most citizens' freedoms
and rights. A thorough transformation of all spheres of social life invaded most violently
also in the sphere of culture.29¢ The fine arts presented only one of the many fields of
culture, which were to be subordinated to the Central Committee and to the
collaborating ministries of Informations and Education. The cultural programme, so
warmly welcomed by Kramar, was reformulated from scratch in accordance with the
most tough directives from Moscow, which turned all optimistic and basically promising

attitudes of the pre-February Communist programme upside down.

The same process as was explained on the example of Czechoslovakian transition

% |bidem

The most acclaimed scholar with the specialisation in the cultural politics in Czechoslovakia is Doc. PhDr. Jifi
Knapik Ph.D., who is the author of numerous articles and also of an encyclopaedic overview of the culture and
life-style in Czechoslovakia in 1948-1967, written in cooperation with Martin Franc and published in 2014. The
overview of his books and articles is to be found in the Bibliography section.
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towards the postwar rhetoric, already in the unmistakable direction towards the state-
induced art, was even more profound in the area of the emerging East Germany. It is to
be attributed to the distinctive position of the SSSR as an occupying power in the
Besatzungszone.2%7 The political situation in the SBZ after the 1945 would not evoke
very successfully the illusion of independent decision making the elite and intellectuals
in CSR might have experienced (though largely due to their nescience of the shifts in the
geopolitical situation). The Communist politicians of Germany, exiled in Moscow
throughout the war, were only to subordinate to the military administration of the SBZ,
once they arrived back in Germany - had they wished to profit from their close relations
with the Soviets. In that context, there could be no second opinion on the true nature of

the power tenure over Germany.2%8

Albeit in the aftermath of war the Soviet power allowed the emergence of antifascist,
democratic parties in the Bezatsungszone, it soon enough sought to forge a new political
power, which would remove the factual leader of the political spectrum, the SPD, by
merging it with the KPD in April 1946.29° The establishment of SED resulted in rapid
gains in the positions of Communist related politicians and subsequent predominance of

the Communist perspective on both general political and cultural sphere.300

The Soviet Military Administration (SMAD) that governed the Bezatsungszone from the
May 1945 until the establishment of the East German Republic in 1949, was well
prepared for the task to enhance the Soviet orientation in the sphere of culture and

arts.301 The promotion and revival of arts of all forms were in the best interest of the

" Dietrich STARITZ: Geschichte der DDR, Frankfurt am Mein 1996, 14ff

Eckhart GILLEN: Das Kunstkombinat DDR: Zasuren einer gescheiterten Kunstpolitik, Berlin 2005, 30

For a detailed analysis of the situation in English see: David PIKE: The Politics of Culture in Soviet-Occupied
Germany, 1945-1949, Stanford 1993

% protokoll des Vereinigungsparteitages der Sozialdemokratischen Partei Deutschlands (SPD) und der
Kommunistischen Partei Deutschlands (KPD) am 21. und 22. April 1946 in der Staatsoper ,Admiralspalast” in
Berlin 1946. Retrieved form: http://storage.lib.uchicago.edu/pres/2009/pres2009-0522.pdf (1. 8. 2016)

For an analysis of the development see: Bernd FAULENBACH (Ed.): Sozialdemokraten und Kommunisten nach
Nationalsozialismus und Krieg. Zur historischen Einordnung der Zwangsvereinigung, Essen 1998

30 Anne HARTMANN / Wolfram EGGELING: Sowjetische Prasenz im kulturellen Leben der SBZ und frihen DDR
1945-1953. Berlin 1998

For more on the subject see: Gerd DIETRICH: Politik und Kultur in der Sowjetischen Besatzungszone
Deutschlands (SBZ) 1945-1949, Bern 1993

! Jan FOITZIK: Sowijetische Militaradministration in Deutschland (SMAD). 1945-1949. Struktur und Funktion,
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new administration. The leadership of a special Department of Culture within the SMAD
was given to a Soviet scholar, Alexander Lwowitch Dymschitz, who tirelessly sought
surviving artists, writers and actors with leftist inclination and endeavoured to turn
them into obliging proponents of the new regime.302 Also the KPD was shortly after
1945 at the ready to present their cultural programme and implement it into the joint
effort of the reconstruction of Germany. Its main tenets, described in Kulturpolitik und
Volksbildung were devised already in 1944 as a part of an Action Programme, published
in Moscow as a plan for the aftermath of war.393 The then leader of the Cultural
Comission, Johannes R. Becher, expressionist poet, exiled in Moscow, already

premeditated founding of a Kulturbund.304

The Kulturbund zur demokratischen Erneuerung Deutschlands, approved by SMAD, was
founded on 4 July 1945 with the programme of revitalisation of Germany, obliteration of
the Nazi tendencies, promotion of democraticism and peaceful efforts.3%> The initial form
of the Kulturbund was strategically devised to summon all anti-fascist intellectuals and
artists, regardless of their political denomination, as long as they embraced the above
stated principles. These were also promoted throughout the 1946-1949, during the L
Kulturtag der KPD in 1946, 1. Kulturtag der SED in 1947 and also through exhibitions,

where the theoretical constructions could be exercised.306

Berlin 1999

For more on SMAD see: Horst MOLLER, Alexandr O. TSCHUBARJAN (Ed.): SMAD-Handbuch. Die sowjetische
Militaradministration in Deutschland 1945-1949, Minchen 2009

%92 Karl Max KOBER: Die Gesellschaftlichen Grundlagen, Hauptzlge und wichtigsten Ergebnisse der Entwicklung
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Demokratischen Republik, Karl-Marx-Universitat, Leipzig 1978, 3

303 Aktionprogramm des Blocks der Kampferischen Demokratie (of the Moscow KPD Leadership), in: Peter ERLER
(Ed.): Nach Hitler kommen wir. Dokumenten zur Programmatik der Moskauer KPD-Fihrung 1944/45 fir ein
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Flhrungskrafte in der Sowjetischen Besatzungszone. Miinchen 1993, 714

*® Ibidem, 714

For more on Kulturbund see: Magdalena HEIDER: Politik - Kultur - Kulturbund. Zur Grindungs- und
Frihgeschichte des Kulturbundes zur demokratischen Erneuerung Deutschlands 1945-1954 in der SBZ/DDR,
Koln 1993
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ACKERMANN, Unsere Kulturpolitische Sendung. Reden auf der Ersten Zentralen Kulturtagung der KPD in Berlin
am 3.2. 1946, Berlin 1946
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The devising of the early ideological constructions with regard to the artistic creation
was to a great degree in accordance with the general line of the Soviet-exported ideology,
as described on the example of Czechoslovakia - in that respect are both areas
interchangeable. The East German sphere acknowledged as its key premise the anti-
fascism and tireless fight against all remnants of the Nazi tendencies, aware of the fact,
that the eradication of these in the minds of a substantial portion of the population will

require continuous effort.307

Compared to the Czechoslovakian postwar rhetorics of the KSC, the core of the
argumentation is alike, exhibiting the common inspirational source that is mirrored not
only in the general ideas but even in the formulations. In the Erste Zentrale Kulturtag
der KPD in 3 - 5 February 1946, recommendations for the artists were laid evenly next
to the effort to build the world anew upon the ruins and find again the lost continuity
and peaceful future.398 A Communist politician Anton Ackermann3%? during his speech at
the Kulturtag presented several substantial ground stones of the future development of
the official doctrine with regard to arts and at the same time presented the kind of
utopian Socialist vision that would become the daily bread of the Communists for

decades to come.310

“Freiheit fiir Wissenschaft und Kunst bedeutet, daf§ dem Gelehrten und Kiinstler kein Amt, keine Partei

und keine Presse dreinzureden hat, solange es um die wissenschaftlichen und kiinstlerischen Belange

Entwicklung der bildenden Kunst in den Jahren 1945 bis 1950 in der Sowjetischen Besatzungszone und der
Deutschen Demokratischen Republik, in: Zur Bildenden Kunst zwischen 1945 und 1950 auf dem Territorium der
Deutschen Demokratischen Republik, Karl-Marx-Universitat, Leipzig 1978, 39

97 David PIKE: The Politics of Culture in Soviet-Occupied Germany, 1945-1949, Stanford 1993, 457

The state ideology of antifascism in DDR is a significant occurence of the German post-war development and
therefore it was subjected to the professional interest of scholars. Refer to: Manfred AGETHEN / Eckhard JESSE
/ Ehrhart NEUBERT: Der missbrauchte Antifaschismus. DDR-Staatsdoktrin und Lebenslige der deutschen Linken.
Freiburg 2002\

*% wilhelm PIECK: Um die Erneurung der deutschen Kultur. Rede auf der Ersten Zentralen Kulturtagung der KPD
in Berlin am 3.2. 1946. In: Wilhelm PIECK / Anton ACKERMANN, Unsere Kulturpolitische Sendung. Reden auf der
Ersten Zentralen Kulturtagung der KPD in Berlin am 3.2. 1946, Berlin 1946

39 Anton Ackermann (1905 — 1973) was a East German Communist, member of the Central Committee,
candidate of the Politblro and Deputy Minister of Foreign Affairs (1949-1953).

*1% For more on the development of art politics in SBZ see: Ulrike NIEDHOFER: Die Aufgabe des ,eignenen Weges
zum Sozialismus” und dessen Auswirkungen auf die Kunstpolitik, in: Die Auseinandersetzung mit dem
Expressionismus in der bildenden Kunst im Wandel der politischen Realitat der SBZ und der DDR 1945 — 1989.
Frankfurt am Main 1996
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geht. tiber dieses Recht soll der Gelehrte und Kiinstler uneingeschrankt verfiigen.“

“Unser Ideal sehen wir in einer Kunst, die ihren Inhalt nach sozialistisch, ihrer Form nach realistisch ist.
Wir wissen aber auch, daf diese Kunst erst in einer sozialistischen Gesselschaft zur Geltung kommen
kann und selbst dann noch lange Zeit zu ihrer Entwicklung braucht... Die Freiheit de Kunst ist auch in

diesem Sinne unabdingbare Notwendigkeit. “311

Ackermann's appeal to allow artists due time to arrive to the desirable artistic
expression of socialist content and realistic form belongs to the moderate proclamations
that would not make the impression the artists are being obligated to drop all their
efforts up to date in favour of the unitary style. Even more conspicuously he emphasizes
the necessity to provide artists and scholars with the liberty to follow their professional
calling and create in accordance with their inner need. 312 The calling for the liberty of
expression belongs to the carefully crafted formulations, elaborated to mask the true
intentions. The moderation of these statements would be directly contradicted by the

official politics of SED no later than three years onwards.

' Anton ACKERMANN: Rede auf der Ersten Zentralen Kulturtagung der KPD in Berlin am 3.2. 1946. In: Wilhelm

PIECK / Anton ACKERMANN, Unsere Kulturpolitische Sendung. Reden auf der Ersten Zentralen Kulturtagung der
KPD in Berlin am 3.2. 1946, Berlin 1946
*'2 GILLEN 2005, 32
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Paradigm Shift of the Art Theory

In the aftermath of the Second World War the future direction of Czechoslovakian art
was broadly discussed in the press.313 The universal longing for an equilibrium both in
society and arts resulted in a search for new orientation that would help to build a better
world on the remnants of the war-torn Europe. The strengthening of left wing political
parties with the Communist Party in the forefront accentuated the focus on the working
class needs and brought into the public discourse the demand of corresponding changes
in the purpose, accessibility and comprehensibility of art. The tactic of the Communist
party, mentioned in previous chapters, which utilised the awakening political
consciousness of the working class to deliver their goals, helped to shape the post-war

rhetorics.

In 1940 the poet Kamil Bednar proclaimed in his statement, dedicated to young artists
the end of the Avantgarde.314 His contribution to the discussion was at the peak of
previous debates on the future possibilities of the artistic movement. Preceding
tendency to question the possible outcomes of the present state of modern arts was also
deliberated by the leader of the interwar Avantgarde, Karel Teige.315 His essentially
Avantgardist position led him to consider the viability and perspective of the Avantgarde
as potentially threatened, nevertheless, capable of retaining its power or even achieving

immortality in the long run.316

The postwar searching for the new aim and purpose of artistic creativity extended the
pre-war and inter-war period, already strongly suggestive of the shift in the main
theoretical current. Theoreticians such as FrantiSek Kovarna, Pavel Kropacek and

importantly also Jindrich Chalupecky contributed to the modification.317 In their

1 petr BEDNARIK: Cesky tisk v letech 1945-1948, in: KONCELIK, Jakub; et al. (ed.) Rozvoj &eské spoleénosti v

Evropské unii lll, Média, Teritoriadlni studia, Praha, 2004. 132-144

1% Kamil BEDNAR: Slovo k mladym, reprinted in: Dagmar DUSKOVA / Pavlina MORGANOVA / Jiti SEVCIK: Ceské
uméni 1938 — 1989, programy, kritické texty, dokumenty, Praha 2001, 31

*> Hana ROUSOVA: Konec Avantgardy? in: Hana ROUSOVA / Lenka BYDZOVSKA / Vojtéch LAHODA / Milan PECH
(eds.): Konec Avantgardy? Od Mnichova ke komunistickému prevratu. Revnice 2011, 19

*1® Karel TEIGE: Vybor z dila Il. Zapas o smysl moderni tvorby. Studie z tficatych let. Praha 1969, 642

FrantiSek Kovdrna (1905-1952) was a Czech art historian and theoretician, specialist in Czech painting, who
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understanding, the analytical and adventurous character of the Avantgarde art depleted
all the possibilities of the “Form experiment” and inevitably had to be replaced by an art

current, that would yet again find the relation of artistic product to the human being.318

The Modernism began to lose its standpoint and momentum, making way for critical
voices. Communist theoreticians on the pages of newly established revues and
magazines questioned the very foundations of the modern arts.31° They challenged
individualism and incomprehensibility, intellectualism and elitism as the most acute
faults of the “obsolete” art. They blamed the Modernist artists of distancing themselves
from the present-day world, escaping to mindless experimentation with form and

disregard of public needs.320

Under the current geopolitical circumstances and social changes a core argument in
Czechoslovakia evolved around the question of cultural orientation. That is, whether
Czechoslovakian art ought to rely more on the Frankophonic and Anglophonic
inspiration sources, as it had in the past and therefore belong to the “Western” cultural
domain, or to the “East” i.e. Soviet sphere, which was now approximated by the
acknowledgement of political alliance and emphasis on ancestral ties.321 The discussion
filled pages of cultural magazines and revues during the 1946 and peaked in the
Exhibition of Soviet painters in 1947, described in greater detail in the chapter Theory of

Socialist Realism as Imported in CSR and SBZ.322

Vaclav Cerny was the first theoretician, who pointed out the necessity to solve this

emigrated after 1948 on the grounds of his National Socialist political denomination.

Pavel Kropdcek (1915-1943) was a Czech art historian and theortician, participating in the establishment of the
Skupina 42. Died in Auschwitz.

Jindrich Chalupecky (1910-1990) was an influential art and literature theoretician, concerned especially with
contemporary art.

*® ROUSOVA 2011, 19

319 Magazines such as Tvorba, Blok, Skute¢nost, Kultura

29 Jiti HAJEK: Uméni Cisté a uZitkové, in: Tvorba 1946, 20. 2. 106, ¢. 8., 125; Alois DOLEZEL: Co jest uméni, in:
Skutecnost, Casopis lidové vytvarné kultury 1946, ¢. 1, 7; B. HOCHMANN: Uméni a stat, in: Blok, Casopis pro
umeéni, 1946-1947, roc¢. 1., 1-2

! The Eastern orientation was even constituted in the Governing Programme od Kosice, where was stated that
“ the Slavonic orientation in our cultural politics will be emphasised... The relation towards SSSR will be built on
entirely new foundations.”

** ROUSOVA 2011, 11
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conundrum. On the pages of the Kriticky mésicnik, he presented an article on the position
of a poet in the Socialist society.323 In it, he unfolded his concern with the fate of the
culture of the nation, when the natural inclination to the western arts could be hindered
or even made impossible. The pertinence of Cerny's observations instigated numerous
reactions, among which is of interest especially the reaction of Gustav Bares.324 The
vicious tone, the avid and grandiloquent effort to discredit every Cerny's argument,
discloses more accurateness of Cerny's criticism than credibility of Bares's assertions.
The line of reasoning consists of a combination of defensiveness and belligerence. Bare$
mocks allegations of the unilateral orientation of the Communists to the SSSR by
denouncing the relevance of the division between East and West as illusory. He
endeavours to label the Moscow as the new cultural centre, the bearer of the progressive
socio-aesthetic current, where even great western artists are heading to relish the new,

dynamic atmosphere. 325

Jan Mukarovsky in his article K otdzce takzvané orientace presents the slavonic nations
as historically able and capable to engage in mutual exchange of cultural influence,
promoted and maintained by psycho-social kinship - contrary to the western influences,
which were usually not based on an exchange but rather on a one-way reception. The
mutual and equal exchange is to Mukarovsky ideal model of present international
cultural relations. This notion unconsciously gives way to the direction of Czech culture
to the snares of the Soviet influence, albeit Mukarovsky concludes his article by casting

doubt on the legitimacy of the division of both cultural spheres.326

Even in the described atmosphere there was even a certain optimism among some,

regarding the future of the arts. Vincenc Kamat, who published in 1946 his Kulturné-

323 Kriticky mesicnik, (1938-1942, 1945-1948) was a revue for the literature and arts, banned in 1948 for political

reasons.
Vaclav CERNY: Basnikova trnita cesta do socialistické spole¢nosti. K problematice socialistické kultury u nds, in:
Kriticky mési¢nik ¢. 9-10, 1946

% Gustav BARES: O cesty nasi kultury. Otevireny dopis redakturu Kritického mési¢niku, Dru Vaclavu Cernému, in:
Tvorba 1946, ¢. 15, 16.1. 1946, €. 3, 33-34

Gustav Bare$ (1910-1979), 1946-1952 the leader of the Department of Culture and Propagation of the UV KSC
and one of the most influential Party ideologues of the early phase.

His career is described in: Jiff KNAPIK: Kdo spoutal nasi kulturu: portrét stalinisty Gustava Barese. Pferov 2002
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politicky program KSC a vytvarné uméni, is a first example of an Intellectual, who
perceived the question of Modernist art in the emerging Socialist state in a perspective
of opportunity.327 His faith in the capacity of the new state to provide the best possible
outcome for arts and artists is evident and almost on the verge of naivety. He praised the
cultural plan published by the Communists as a blueprint for the future development,
commenting with obvious joy on the benevolence and optimism of these early

proclamations, where the liberty of artistic expression was still held in high esteem.

Kramar differs from Chalupecky, whose article is described in following paragraph, in
the understanding of the mental capacity of the working class and their ability to
perceive art. He reposed his trust in the ability of the state to provide widely accessible
arts education among the population, which would, according to his view, facilitate
unprecedented surge of the cultural level of the people. Unlike Chalupecky, Kramar was
unwaveringly convinced of the superior value of modern art and believed in the
capability of the common people to understand it, if provided with sufficient instruction.
Kramar is therefore an example of a theoretician, who unfalteringly believed in the
continuity of the Modernist tradition, even under the circumstances of emerging

socialist state.

Influential theoretician Jindrich Chalupecky in his article Konec moderni doby (The End
of the Modern times), published in the same year, pertinently articulated analysis of the
discussion and elaborated on the role of art in the life of the society.328 Contemplating
the character of the Modernist art and the present situation, he declares Modernist art
no longer capable of relating to the people, the newly emerging and self-conscious
working class which will inevitably require art, closer to its feelings and needs. The
Modernist art, he states, remoted itself from life, became highly “aristocratical”,
accessible and intelligible only to those, endowed by unique sensibility and/or
education. He notes the impossibility of a particularly popular notion of some
Intellectuals, that the role of Czechoslovakian art ought to be to create a bridge between

East and West, that would unite both Western and Eastern principles. Chalupecky

**7 Vincenc KRAMAR: Kulturné-politicky program KSC a vytvarné uméni, Praha 1946

*?% Jind¥ich CHALUPECKY: Konec moderni doby, in: Listy 1., & 1., 1946, 1-23

120



represents the group of intellectuals who acknowledged the need to search for new
ways to employ art and make it accessible to the public, in spite of the fact, it could mean

abolishing of the Modernist tradition, albeit it was close to his personal preference.

In 1946 there was therefore an apparently mistaken notion, widespread among the
Czechoslovakian Intelligentsia, that the problem of belonging to one or the other domain
is a matter of choice, decided consciously by the cultural elite. Nevertheless, this
question was resolved already at the moment of liberation by the Soviet army, as the
East European nations became part of the Soviet sphere of influence. The debate of the
sort indicates the inability of the portion of intellectuals to assess and distinguish the

inevitable future development.

Regardless of the field of their profession, most intellectuals acquiesced the pivotal
situation and endeavoured to find a stance, relevant both to their values, opinions and
morals. Whereas some believed in the capacity of Modernism in arts to persist, others
were already turning their gaze to the SSSR, where the new ideology, art methods and
entirely different position of arts in society was already in operation from as early as
1920s. Had they comprehend the true scope of the Soviet reality with regard to arts,
there would perhaps be less expectations and a far greater apprehension of the
upcoming changes. In any case, the tendency to give prominence to the question of the
art, that would be both related to and appreciated by a wider audience, sprouted in the

after-war years with new vehemence.

The elevated effort to endue the audience with clearly comprehensible, aesthetically
clear-cut work of art, characterised by the employment of classical form, can be related
both to the crisis of Modernism as to the political shifts after the 1930s.
B. Groys noted, that the emergence of the Socialist Realism is in correlation with other
outcomes of the Avantgarde die-off, such as the art of Nazi Germany, Fascist Italy or
American regionalism, which sprang to life in similar time-frame as the Socialist Realism

in the Soviet Union.329

**% Boris GROYS: The Birth of Socialist Realism from the Spirit of the Russian Avant-Garde. In: Glnther, Hans (ed.):

The Culture of the Stalin Period, Basingstoke 1990, 123
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Principle

Russian Avantgarde

Socialist Realism

Dualism of artist and spectator

(Producer and consumer)

Struggles to abolish the
conventional dualism of
producer-consumer, artist and
spectator, in order to achieve
restored harmony in the

world.330

The regime endeavours to apply
the principle by engaging the
public in action tasks and
bridging the abyss between the

artist and the spectator.

Work of art Consciously denies the difference | Artis also denied exclusively
VS. between the work of art and aesthetic function, as it is
Object of utility object of utility and strives to constructed and expected to be a
unite them, in order to create an part of the cultural programme,
instrument, used as a part of an devised and executed with the
integral plan.33! aim to promote the official
ideology.
Portraying Art is supposed not to be Art both portrays the “real” and
Vs. mimetic, but instead ought to shapes the reality, it is not
Shaping shape and influence the reality. mimetic, because it depicts “ideal
reality” and is therefore
“surreal”332
Total project Productivism, aimed to unify art, | The totality of existence, complex
Vs. technology and politics in one control and unity of purpose,

Total control

total art project.333

application of the creative

method in all fields of culture.

Totalitarianism Political and administrative Political and administrative
powers should be used to impose | powers are effectively used to
attributes of the Avantgarde art impose the Communist ideology
project onto the masses.334 onto the masses.

Materialism Materialism in the understanding | The effort to rebuild and modify

of the human psyche and its
modification. The human

subconscious is directly

human psyche to make it more
perceptive to the imposed

ideology of Communism.

3% The Avangarde theoretician Osip Brik noted: “The proletarization of all labour, including artistic labour, is a
cultural necessity.” as quoted in GOLOMSTOCK 1990, 22

331

Pavel Filonov (1883-1941), an Avantgarde painter and theoretician wrote: “Just like heavy industry and the

Red Army, art must be organized and made into effective instrument that can be used as part of an integral
State plan,” as quoted in GOLOMSTOCK 1990, 23
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In this perspective Socialist Realism is more of a tendency to return to “order”, that
happened as a result of the Avantgarde cessation than a purely sociologically implicated
phenomenon.335 All of these art currents demonstrate similar outward signs, but

Socialist Realism is unparalleled by its totality.

The decline of Modernism and Avantgarde are also a vantage point to the question of the
Avantgarde role in the Socialist Realism construction. It was noted, that certain
characteristics and strategies of the Avantgarde were readily adopted by the Soviet
ideologues when creating the method. Following chart demonstrates the principles,

where the Avantgarde preceded or inspired Socialist Realism.336

The legacy of the Russian Avantgarde and its characteristics, which were transformed
into the Socialist Realism, create an indispensable background to the emergence of the
method in 1930s. As is demonstrated in the chart, there is a wide scope of principles,
which were adopted and modified by Soviet theoreticians. It was noted, that although
the Soviet art boasted of creating art for the masses, closer to its tastes and preferences,
both the method and art produced within its frame, was constructed according to

directives given by educated intellectuals - the authors of Socialist Realism.

The Avantgarde contributed with its daring utopian visions of the recreation of the
world according to a total plan and acknowledged the need to employ all necessary
measures to secure the desired outcome. The Marxist idea of a superstructure, where

the human being and its subconscious relies on a strictly materialist basis to develop

2 Boris GROYS: Gesamtkunstwerk Stalin: rozpolcena kultura v Sovétském svazu; Komunistické postskriptum.

2010, 71

*3 Productivism was a post-revolutionary art movement founded by Constructivist artists. The core idea of the
group was, that art should be organically interconected to industrial production and therefore fulfill socially
engaged role. They were most often participating in stage design, typography, advertising and propaganda. The
leading personality was Aleksei Gan, together with Alexander Rodchenko and Varvara Stepanova.

3% Nicolai Punin (1888-1953), editor in chief of the Futurist journal stated: ,We would not refuse, if we were
offered the use of the power of the State in order to realize our ideas.” as quoted in GOLOMSTOCK 1990, 22

*** Ibidem

*% Based on: GROYS 1990, GOLOMSTOCK 1990
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and express its potential, is present in both Avantgardist and Socrealist theories. The
Avantgarde also pioneered the notion of the utillitarism in arts, preceding the universal
effort of Socialist Realism to invade every field of human culture and daily life. Another
of key inspirational principles is the idea of the mimetic function of the arts. The history
of art is intertwined with the eternal wish to imitate nature as flawlessly and accurately
as possible. The Avantgarde, however, came to the conclusion, that the ultimate aim of
art ought not to be to imitate nature, but to shape and influence the human reality. There
is no other more influential principle of the Avantgarde arsenal, that made its way into

the Socrealist theory in such a manner.

Leftist cultural groups and organisations promoted since the 1920s elevation of the
cultural level of the working class.337 They were most often, as was customary for young
rebellious artists, both in contemporary western Europe as well as Russia at the
beginning of the 20th century, supporters and campaigners for the most progressive art.
Among these were Czechoslovakian societies such as Devétsil, connecting artists of a
working class orientation. Some of the artists, active in the inter-war period were later
woven into the official history of the working class movement in Czechoslovakia, such as
poets Vitézslav Nezval or Jifi Wolker. Several artists, writers and theoreticians published
in the course of 1920s and 1930s articles on the perspectives and future of socialist art
and became the acknowledged forebearers of the Socialist Realism, whose articles were
reprinted and quoted as a proof of the continuity and tradition of the Socialist art

concept in the 1950s.338

Jindrich Honzl, Josef Hora, Jifi Wolker, Stanislav K. Neumann, Kurt Konrad are most
often named among those artists and intellectuals, who were considered by the
ideologues and theoreticians of the Socialist era as pioneers of the Socialist Realism

theory.33° Theoretical essays by Jifi Wolker,340 Stanislav Kostka Neumann3#1in the

**’For a detailed explanation of this phenomena see: Ladislav CABADA: Komunismus, levicovd kultura a ceska

politika 1890-1938. Plzen 2005

**% For an anthology of th texts of the forbearers and representatives of the Socialist realism see: Stépan VLASIN
/ Pavel PESTA: K socialistickému uméni. Antologie z ¢eské marxistické estetiky, Praha 1976

339 $t&pan VLASIN / Pavel PESTA: K socialistickému uméni. Antologie z &eské marxistické estetiky, Praha 1976

Jiri Wolker (1920-1924), was a Czech Poet, representative of the working-class poetry, who was after his early
death used for the purposes of the Communist propaganda. For more see: Jiti WOLKER: Dnesek je jisté nesmirny
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twenties were followed by the Marxist theoretician Bedrich Vaclavek.342 Vaclavek was
among those, who believed in the capacity of the Socialist Realism art to be expressed by
the fusion of traditional and Avantgarde features. The ambivalence lasted until the

elections of 1946 and kept on until 1948.

In the second half of the 1948 the pressure from the SSSR was mounting and the
gravitational tendency of the powerful state was more pronounced. The illusion of
moderation with regards to artistic freedom was a successful strategy, it belonged,
however, to transitional phase only. The artistic freedom was almost entirely eliminated,
once the directives of Moscow imposed on artists the imperative to create in accordance
with the Socialist Realism.343 It became clear that the progress towards more
authoritative and centralised control over the cultural sphere will have to accelerate,
otherwise would be the leadership of the Party subjected to the criticism of Moscow.344
Aside from organisational and structural measures the attention of the Party was set
upon the media. Newspapers and broadcasting were from now on instructed to promote
with greater insistence the engagement of the artists in the building of socialism. This

was even accentuated by adoption of the “Zhdanov doctrine“.34>

As was noted by Boris Groys, the Avantgarde was in many totalitarian regimes in the
20th century exploited in order to seize power.34¢ Once this was achieved, the
Avantgarde artists began to be persecuted and the modern art was replaced by the most
conservative tradition, merged with the propagandist content.347 The soothing and non-

violent formulations of the pre-February declarations of the Party were firstly inwardly

zazrak. Praha 2006; F.X. SALDA: Basnicky typ Jitiho Wolkra. SaldGv Zapisnik 1, 1928-1929, &. 5/6, 174—187.

*1s K. NEUMANN: At Zije zivot!: volné Uvahy o novém umeéni, Praha 1920

Stanislav Kostka Neumann (1875 — 1947), Czech journalist and writer, theoretician of art and literature,
translator of leftist political orientation. One of the regime promoted authors.

2 Bedfich Vdclavek (1897-1943) was Aesthetician, literary criticc, member of the Devétsil group and later on
theoretician of the Socialist Realism in Czechoslovakia; For more see: CHVATIK, Kvétoslav: Bedfich Véclavek and
Development of Marxist Aesthetics. Praha 1962

** GOLOMSTOCK 1990, 29-38
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linked with the effort to pull the majority of these leftist intellectuals on their side before
the coming elections and secondly were caused by internal ambiguity in the Party itself,
where two fractions struggled to promote either the rigorous soviet style or more

lenient alternative approach, adapted to specific Czechoslovakian circumstances.348

In the Czechoslovakia was the Socialist Realism as a new artistic world-view for
Czechoslovakian artists, presented for the first time by Vaclav Kopecky at the
IX. Convention of the KSC and subsequently at the Convention of National Culture 10.4. -
11.4. 1948.349 Ladislav Stoll, Vaclav Kopecky and Zdenék Nejedly here proposed the
ideas of the “New Art“ and declared Socialist Realism as the most suitable way to
“express the modern age of humanity“.350 Among the most influential theoreticians were
Z. Nejedly, F. Wollman, J. Mukarovsky and E. F. Burian, who contributed the most to the
raising of awareness among professional and general public with regards to the new

rules for art produce.3>1

The doctrine of Socialist Realism was firstly discussed by Maxim Gorky and Andrei

Zhdanov on 25 May 1932 in private Stalin's circle.3>2 The result of this backstage

8 KNAPIK 2006, 41

Sjezd Narodni kultury. For the First declaration of the new course see: Kupredu, zpatky ni krok — Svobodné
noviny 25.2. 1948

PO NA, f. Archiv UV KSC, Piedsednictvo UV KSC 1945-1954

For the first declaration of the new course see: Kupredu, zpatky ni krok — Svobodné noviny 25.2. 1948. Zdenék
Nejedly was a Communist politician, avid Stalinist and close peer of the first Communist president Klement
Gottwald. 1945-1953 he was a Minister of Informations and had therefore substantial influence over the
establishment of cultural politics.

Ladislav Stoll (1902-1981), a Marxist literary critic, one of the proponents of the Zhdanov doctrine in
Czechoslovakian culture and Communist politician. For more on Stoll see: KNAPIK, Jifi: Kdo byl kdo v nasf kulturni
politice 1948-1953 : biograficky slovnik stranickych a svazovych funkcionard, statni administrativy, divadelnich a
filmovych pracovnikd, redaktor(. Praha 2002,

*1 SYSOJEV 1950, 27-41

Frank (Frantisek) Wollman (1888-1969) was a literary critic, specialised in Slavic studies, who aside from
attributing to the development of the Slavic studies research in Czechoslovakia acquired a Order of the Work.
For more see: MERHAUT, Lubos (ed.): Lexikon ¢eské literatury: osobnosti, dila, instituce. 4/Il. U=Z, Dodatky k LCL
1-3, A-R. Praha 2008,1648-1651.

Jan Mukarovsky (1891-1975) Czech literary critic and Aesthetician, renowned especially for his theory on
structuralism, member of the Prague Linguistic Circle. For more see: MERHAUT 2008. For a regime conformist
texts, see MukaFovsky's essays on partisanship in science and art: Jan MUKAROVSKY: Stranickost ve védé a
umeéni. Praha 1949

Emil Frantisek Burian (1904-1959), Czech Poet, Playwright and the member of the Devétsil group. For more see:
Jaromir PELC: Mezivdle¢na avantgarda a Osvobozené divadlo. Praha 1981

**? GOLOMSTOCK 1990, 86
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meeting was presented in August 1934 at All-Union Congress of Soviet Writers by
Andrei Zhdanov, who was one of the Joseph Stalin's inner political sphere, distinguished
leader of the army of the Soviet Union during World War II., and who since the thirties
managed several pogroms in Soviet culture.3>3 He was the most influential ideologue of
the Party, the leading theoretician of the SSSR, who was to become, through the export

of the ideological directives, the mentor of the Czechoslovakian artists as well.354

Zhdanov's speech at the first All-Union Congress of Soviet Writers in 1934, where the
Socialist Realism received its initial form, is one of the foundational stones of the
doctrine. With his speech, he proclaimed famous proletarian author Maxim Gorky the
leader of all writers of the Soviet Union and so marked the direction of the future efforts
in the field of literature and subsequently culture as such.3>> This watershed speech
translated into the “Zhdanovshchina”, the uncompromising notion of the subordination

of all arts to the purpose of the state.356

“Socialist Realism, being the basic method of Soviet imaginative literature and literary criticism,

demands from the artist a truthful, historically specific depiction of reality in its revolutionary

Maxim Gorky (1868-1936) was a politically active Russian and Soviet writer, founder of the method of Socialist
realism in literature. He was nominated five times for the Nobel Prize in Literature. After his return to SSSR in
1928 he helped to constitute the Zhdanov doctrine. For the basic statements of Gorky on Soviet literature and
subsequent emergence of Socialist Realism see: Gorkij, Maksim. Ctyfi stati o literatufe. Praha 1951; Maxim
GORKY: Speech to All Union Congress of Soviet Writers, August 1934, in: Robert V. DANIELS: A documentary
history of communism. Hannover / New England / London 1984, 244-247

Andrei Zhdanov (1896-1948) was a Soviet politician, author of the Zhdanov Doctrine. 1939-1940 Head of the
Propaganda and Agitation Department of the Central Committee, 1946-1948 Chairman of the Soviet Union.

**3 GOLOMSTOCK 1990, 86

Andrei ZHDANOV: Soviet Literature - The Richest in Ideas, the Most Advanced Literature.
In: Gorky, Radek, Bukharin, Zhdanov and others “Soviet Writers’ Congress 1934”, London 1977, 15-26

The consequences of the ground-breaking speech for the Soviet literature in: L. PLOTKIN: A. A. Zdanov a otazky
literatury, in: Marie SCHLIFOROVA: Lenin — Stalin - Kalinin — Zdanov a jejich vyznam pro literarni védu. Sbornik
stati sovétskych autord. 1953

*** For the evidence of this on the verge of 1950 see especially: Zdenék NEJEDLY: O Ukolech nasi literatury. Praha
1949; Zdenék NEJEDLY: O nové vytvarnictvi, in: Vytvarné umeéni, ro¢. 6, 1950, 241-251; Vaclav JICHA: Na novou
cestu, in: Vytvarné umeéni, ro¢. 1, 1950, nepag.

** Andrei ZHDANOV: Introduction, in: Gorky, Radek, Bukharin, Zhdanov and others “Soviet Writers’ Congress
1934”, London 1977, 15-26

For more on the development of literary theory toward Socialist realism see:

Hans GUNTHER: Die Verstaatlichung der Literatur. Die Entstehung und Funktionsweise des Sozialistisch-
realistischen Kanons in der Sowjetischen Literatur der 30 er Jahre. Stuttgart 1984

36 Alternatively Zhdanovism is a term for cultural policy outlined by Zhdanov, which intruded into every part of
culture and even spheres such as philosophy or medicine. It consisted of anti-westernism, cosmopolitism and
promoted tough control of all spheres of creativity.
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development. At the same time this truthfulness and historical concreteness of the artistic depiction of
reality must be combined with the task of the ideological moulding and education of the working

people in the spirit of socialism. 357

Zhdanov calls for revolutionary romanticism, tendentiousness, instructiveness and
optimism in the toil for the better future. He is not hesitant to concede, the Socialist
Realism is not and ought not to be objective, because it has the heroic task to promote
the goals of the victorious proletarian class.358 Quoting the famous formulation of J.
Stalin, who in turn borrowed the thought from the Avantgarde, Zhdanov used the term
“engineers of human souls” for the writers, who were expected to participate in the

creation of a New Man.359

To support the legitimacy of the new “creative method”, the theoreticians of the SSSR
forged elaborate theoretical construct, based on Marxist-Leninist worldview and
preceding efforts of Avantgarde and synchronised it with the political goals of the
Communist Party. It was intended to serve both total control over artistic produce, its
thematics, rendition and ideological background and most importantly to the
indoctrination of the population.3¢? The emerging art of the new era was perceived by its
theoreticians as the most advanced art, because it was highly engaged and was aligned
with the interests of the Socialist society. The ultimate Stalinist theory of Socialist
Realism as publicly promoted by Gorky and Zhdanov and sanctified by Stalin therefore
sought to establish criteria for artistic produce in all spheres of culture. To ensure
viability and observation of the doctrine, the regime hand picked the conformist artists
of reputation and skill, who were willing to promote the goals of the Party in exchange
for honours and sinecures and persecuted those, who refused or failed to yield

satisfactory results.361

*7 Quote from bylaws of the Union of Soviet writers by: Herman ERMOLAEV: Soviet Literary Theories 1917-1934:

the Genesis of Socialist Realism, Berkeley / Los Angeles 1963, 187

8 ZHDANOV 1977, 15 ff

For more see: Dmitrij Fedorovi¢ MARKOV: Geneze socialistického realismu, Praha 1973

% Andrei ZHDANOV: Soviet Literature - The Richest in |deas, the Most Advanced Literature.
In: Gorky, Radek, Bukharin, Zhdanov and others “Soviet Writers’ Congress 1934”, London 1977, 15-26

% Maxim GORKY: Speech to All Union Congress of Soviet Writers, August 1934, in: Robert V. DANIELS: A
Documentary History of Communism. Hannover / New England / London 1984, 244-247

For more refer to: Vaughan JAMES: Soviet Socialist Realism: origins and theory. London, 1973

**1 This mechanism, as applied in local circumstances of Czechoslovakia and East Germany is explored in Part 1.
Sculpture of Socrealism in the Mirror of Cultural Politics and Art Theory
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The following paragraphs summarize the assemblage of the Socrealist doctrine, through
the analysis of principles, which lay at the core of the theoretical construct. The
elaboration of the method was formulated in a direct opposition to the modern currents
in art. It is therefore possible to devise an overview of the opposing principles which

provide a useful foundation for the following analysis.362

The dialectical pairs present a category, “The Principle of Socrealist Doctrine”, and the

contradiction “The Opposing Principle”

Principle of Socrealist Doctrine The Opposing Principle
Realism/Truthfulness Formalism/Naturalism
Party-spirit/Partisanship Individualism

Typical/Characteristic Individual /Non-characteristic
Nationalism/Traditionalism Cosmopolitism/Internationalism
Tendetiousness Objectivity

Progressive optimism Naturalism

Popular spirit/ Instructivity Intellectualism/Bourgeois tendencies

The requirement of “realism“ and/or “truthfulness in artistic expression is one of the
most essential and at the same time one of the most complex to grasp.363 As often in the

Communist terminology, the term falls short behind elaborate thought construction,

2 An overview of relevant description of the method in Czech see: German NEDOSIVIN: Nastin theorie uméni.

Praha 1955; P. SYSOJEV: Boj o socialisticky realismus v sovétském vytvarném uméni. In: Vytvarné uméni, roc. 1
1950, 27-41; Konrad KONRAD: Predpoklady socialistického realismu, in: VLASIN, Stépan / PESTA, Pavel:
K socialistickému uméni. Antologie z ¢eské marxistické estetiky, Praha 1976; Frantisek KUBR / Ladislav NEJEDLY:
Cteni o socialistickém realismu. Praha 1949; Maxim GORKIJ: O Socialistickém Realismu, in: KUBR, Frantiek /
NEJEDLY, Ladislav: Cteni o socialistickém realismu. Praha 1949; Stépan VLASIN / Pavel PESTA: K socialistickému
uméni. Antologie z ¢eské marxistické estetiky, Praha 1976; Vladimir SOLTA: Cerpejte zkugenosti z dél sovétskych
mistrd — Mistr0 socialistického realismu! in: Vytvarné uméni, ¢asopis Ustfedniho svazu ceskoslovenskych
vytvarnych umélcli, Praha 1952; Jan CUMPELIK: Ptiklad sovétského uméni. In: SOLTA, Vladimir: Cerpejte
zkuenosti z dé| sovétskych mistrl — Mistril socialistického realismu! in: Vytvarné uméni, ¢asopis Ustiedniho
svazu Ceskoslovenskych vytvarnych umélcd, Praha 1952

3 For a detailed account of the Realism concept in Czech see: Ladislav STOLL: Skutecnosti tvafi v tvar, in: KUBR,
Frantisek / NEJEDLY, Ladislav: Cteni o socialistickém realismu. Praha 1949; Vladimir SOLTA: K nékterym otazkdm
socialistického realismu ve vytvarném uméni, in: DUSKOVA Dagmar / MORGANOVA, Pavlina / SEVCIK, Jifi: Ceské
umeéni 1938 — 1989, programy, kritické texty, dokumenty. Praha 2001, 71-81

129



often rather ambivalent, devised as a part of an all-inclusive ideology. Art was supposed
to be “realistic in form and socialist in the content”, as was famously noted by J. Stalin.364
Perceived from the perspective of the 19th century Realism theory, this simple
formulation betrays an utter loss of the Realist programme. In Socialist Realism was not
only undesirable to depict, without any embellishment, the raw, unvarnished reality, so
touchingly reproduced by French Realists. It was positively unwelcome. 36>
“Naturalism“ and “critical realism” were perceived as an art form, which was highly
proper in the 19t century art, when the artists strove to justly depict the suffering of the
people and the atrocities of the regime. 366 But at the time of great socialist construction
was the endeavour to point out the sore spots of the present day regime comparable
only to high treason and persecuted as such. The realism, so highly praised and
encouraged, remained in the sphere of a mere material depiction.3¢” The usage of the
exclusively outward signs of the Realism is in accordance with the ecclectical mode of
classical legacy exploitation and was just one of the pieces of the mosaic of the cultural

structure of the Socialist state.

In opposition to the previously described concept of Realism stood so-called
“Formalism“. This term summed up all art currents, derived from Modernism and
Avantgarde: Futurism, Cubism, Constructivism, Suprematism and all the others. It
appears in the arguments on art throughout the existence of the Socialist cultural
apparatus as a synonym to the harmful residues of the decadent bourgeois art.368
Formalism was understood as an art devoid of social utilitarism, concerned rather with

colour, form or other outward signs of art.36? As Socialist Realism took pride in its

%" GOLOMSTOCK 1990, 147

BRADAC 1950, 102

In an article, published in the Vytvarné uméni in 1950 Javorska praises highly both Jean Francois Millet and
Gustav Courbet for their contribution to the development of the ,working class” and peasantry genre, used
without sentimental or bucolic atmosphere, see: L. JAVORSKA: Revoluce 1848 a francouzské uméni, in: Vytvarné
umeéni, ro¢. 1, 1950, 157-171

**’ The vital difference of the realism concept in the original and socialist understanding was elaborated upon by:
Jaroslav PECHACEK: Stary a novy realismus v uméni, in: OL, 19. 5. 1948, 5

*8 Todor PAVLOV: Proti formalismu v uméni, in: Slovansky prehled, ro¢. 35, 1949, ¢. 7-8, 53-55; Jaroslav BOUCEK:
Formalistické “uméni” ve sluzbach valecnych palicl, in: Vytvarné uméni, ro¢. 1951-1952, 343 ff,;

**° For a reference to the understanding of the relation of realism and formalism in the Czechoslovakian press
see: Stanislav K. NEUMANN: Realismus, formalismus a objektivni skute¢nost, in: VLASIN, Stépan / PESTA, Pavel:
K socialistickému uméni. Antologie z ¢eské marxistické estetiky, Praha 1976; Josef CISAROVSKY: Proti formalismu
a za odvaznéjsi cestu k realismu, in: Vytvarné uméni, roc. 1, 1950, 399-426
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engaged character, its proponents criticised scathingly this Formalism, they considered

to be a product of ever widening gap between indvidualist artist and his audience.

One of the indispensable characteristics of the Socrealist method discourse was the
tireless effort to formulate and describe the “typical“.370 The trickiness of this principle
is comparable to the Realism concept, described in previous paragraphs. As well as
Realism, the “Typical“ was once again greatly remote from the original meaning of the
word. Whereas the conventional meaning of the word implies the search for the average,
which is to be a contentual summary of the most characteristic features of the given
quantity, the Socrealist “typicality” is an entirely different category. As G. Malenkov
clarified in the report at the Nineteenth Party Congress, the typical is not what is
encountered the most often, but that which most persuasively express the essence of a
given social force.371 Yet again, the thought construct is bound closely to the political
theory and ideology of the Communist party. Malenkov names in one breath also the

Party-spirit and realistic art, which are the substrates for the attainment of the typical.

As is seen from the chart, the indispensable “Party-spirit“, perceived as a direct
contradiction to the individualism, alledged subjectivism of the modern artists.372 Artists
were encouraged to create with “partisanship” in mind.373 Partisan approach to the
chosen subject - both in art and literature was to A. Zhdanov an indispensable part of
the progressive world outlook and was understood as an effort to depict the most
desirable outcome of a given subject. The endeavour was not laid on the depiction of the
most characteristic phenomena, but on the desirable substance. In all cases that was the
bright future, not the imperfect presence. This could be accomplished by the artist, when
he could turn his mind to the requirements of the Party. If he did not succeed to
determine the current preferences of the leadership (yielding to changes in political

situation), he exposed himself to the danger of being removed.

% GROYS 1992, 54

As quoted in: N. DMITRIEVA: Das Problem des Typischen in der bildenden Kunst, in: Kunst und Literatur, n. 1,
1953, 100

37 Compare: Gunther MEHNERT: Parteilichkeit und sozialistischer Realismus. Leipzig 1962; Jan MUKAROVSKY:
Stranickost ve védé a uméni. Praha 1949

> A. A. ZHDANOV: On Literature, Music and Philosophy. London 1950; This notion was brought by V. I. Lenin, as
seen in his publication: V.I. LENIN: Party Organisation and Party Literature, in: Lenin Collected Works. Moscow
1965, vol. 10, 44-49,
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Nationally felt “traditionalism“ as an antithesis to internationalism and cosmopolitism is
another of essential thoughts.374 The theoreticians of the Socialist Realism considered
themselves as protectors of the classical art heritage, which Bolsheviks supposedly
snatched away from the bourgeoisie in order to hand it into the disposal of the
Proletariat.37> Unlike the Avantgarde, Soviets ever since Lenin's intervention into the
policy of art preservation intended not only to maintain the legacy of the classical art,
but also to make use of it in the favour of the Communist party. The national legacy of
the Russian realist tradition of Peredvizniki and Ilya Y. Repin was trumpeted as an
essential inspirational source for all fine artists and Communist Party hailed as saviour

of the best Russian traditions.376

On the other hand, the tradition was employed in a manner absolutely ecclectical.
Soviets, unlike Avantgarde, did not feel the necessity to oppose the old world, they
rather used the remnants of it as a storehouse of ideas, thoughts and motives to create
an ecclectical style, that would convene to their needs. The opposing principle, routinely
used in the SSSR as a label and often spelled to mark an artist as an enemy of the state,
was the inclination to internationalism and cosmopolitism.377 These categories
comprised all outward signs of Modernism, inspiration by the western artistic currents
and was considered as equal to the most treacherous grovelling to the American

imperialism.

The “progressive optimism“ was one of the principles, essential to the ideological
structure of the Socialist Realism. It was understood as the capacity to depict or express
the desirable outcome of the present political, social, economical and -cultural
development. As the whole country entered into the new stage of the Socialist state

construction, everyone was expected to gaze into the future with optimism and so

7% Oldfich STARY: Boj proti kosmopolitismu je cesta k socialistickému uméni, in: Vytvarné uméni, 1951-1952, 357

ff.; CUMPELIK, Jan / SOLTA, Vladimir: Na vystavé nasich klasikd, in: Vytvarné uméni, 1951-1952, 282 ff.; Vojtéch
PAVLASEK: Projev ndméstka minista $kolstvi, véd a uméni, in: KARA, Lubor (ed.): Il. Celostatni konference Svazu
ceskoslovenskych vytvarnych umélcl. Praha 1952, 40-44

*> GROYS 1992, 56

Vladimir SOLTA: Cerpejte zkugenosti z dél sovétskych mistrdl — Mistrd socialistického realismul in: Vytvarné
uméni, ¢asopis Ustfedniho svazu ¢eskoslovenskych vytvarnych umélct, Praha 1952

77 See Paradigm Shift of the Art Theory
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contribute to the reshaping of the society. Artists were encouraged to express this
optimism and positive expectation of the future in their art. The era of Socialism
indispensably had to be accompanied by art, that would raise the spirits of people, that
would provide the public with an encouraging picture of the life in the SSSR.378 The
progressive optimism is indivisibly bound to the principles of Party-mindedness and
Realism/truthfulness as explained in the previous paragraphs, with which they create
an assemblage of the vital characteristics of the Socrealist method. The opposing
principle in this instance is Naturalism, i.e. the tendency to depict the raw reality, most
thematising the working class, poor, sick or socially disadvantaged in a mercilessly
realistic manner, causing discomfort and unease in the spectator. These tendencies were
for previously described reasons deemed not only unnecessary or undesirable, but

downright subversive.

Another requirement of the Socrealist art was the expression of the so-called “popular
spirit® and achievement of proper level of “instructiveness” of arts.372 The character of
art, that would be close to the hearts of the people, was a subject of lengthy discussions.
Lenin himself was known to have rather inferior bourgeois taste himself and he sneered
upon some of the Avantgardist suggestions of what should instructive and people-
oriented art look like. The conclusion of these debates materialised in the form of the
Realist tradition, which exploited purely the formal aspects of its venerated predecessor.
The obsolete forms of the academical tradition of national classics, was, however, hardly
more widely comprehensible to the general population than Malevich's reductionist
black square. So albeit the Soviet theoreticians boasted of the creation of popular
national style, that would captivate the attention and win the hearts of the population,
they hardly stepped out of the shadow of what they called bourgeois tendencies and

intellectualism.

Also the criteria of critical evaluation of art are changed substantially. The assessment of
the artistic value shifts to the evaluation of the political suitability of the author.

Therefore the appraisal could be changed according to the current agreeability of the

378

41
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P. SYSOJEV: Boj o socialisticky realismus v sovétském vytvarném uméni, in: Vytvarné umeéni, roc¢. 1 1950, 27-

Frantidek BURIANEK: Srozumitelnost uméni pro lid, in: ZN, 18. 8. 1945, 3
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artist to the regime. The undesirable author, whose works were praised only shortly
before, could have been easily blamed for following “Formalist style”. This perspective,
perfectly in accordance with the “Zhdanovshchina”, puts on the pedestal the political
order instead of any other criteria and allows the regime to misuse the term of Socialist
Realism to label any work of art that is subordinated to its will. Aestheticians and art
critics, formerly entitled to evaluate works of art are instead appointed to find faults in

the artistic produce of a troublesome or defiant artist.380

Albeit the process of the implementation of the Socialist Realism into the Czechoslovakia
cultural environment was launched by the said convention, the discussion regarding the
inspiration by Soviet art was already in full swing in 1947. The Exhibition of Soviet
painters at Slovansky ostrov in Prague for the first time allowed Czechoslovakian
Intelligentsia to perceive the true character of the official Soviet art. Soviet artists were
represented by Aleksandr Gerasimov, Sergei Gerasimov, Aleksandr Dejneka a Arkady
Plastov. The participation of the director of the Tretyakov Gallery Aleksandr Zamoshkin,
Ambassador of the Soviet Union and representatives of the Czech political scene,
including Jan Masaryk made the festive opening a prestigious occasion.38! The exhibition,
presenting 86 works, had massive attendance and the discussion that followed is highly
characteristic of the early onset of Socialist Realism. A publisher Vaclav Zike$ in 1947
brought together all relevant contributions, reviews, articles and opinions on the

exhibition under the title Stretnuti: Sovétské malirstvi a soucasné umeéeni.38?

This anthology contains the celebratory texts and reviews of Vaclav Rabas, Stanislav
Richter, Karel Hodr or Ctibor Stolovsky, almost fully interchangeable in their endeavours
to acclaim in flattering words the official Soviet art, extolling its monumentality,
optimism, the interconnectedness of the Soviet people and in case of Stolovsky also

praising the absence of the Avantgarde features in presented works of art.383 Some of

380 Olga BRADAC: Aesthetic Trends in Russia and Czechoslovakia, in: The Journal of Aesthetics and Art Criticism,

Vol. 9, No. 2, 1950, 100.

**! peter KOVAC: Skandaly v uméni: Polemika o stalinském malifstvi v Praze na jafe 1947. Retrieved from:
http://www.stavitele-katedral.cz/skandaly-v-umeni-polemika-o-stalinskem-malirstvi-v-praze-na-jare-1947/ (9. 10.
2016)

2 Vaclav ZIKES: Stretnuti: Sovétské malifstvi a sou¢asné uméni. Praha 1947

% |bidem
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the other contributors vote rather cautious stance, assessing the current Soviet art
through the prism of historical development and international situation in art, evading
adoration or rejection. It is of interest that some of these reviewers, such as Zdenék
Hlavacek, consider the problem of Soviet artistic orientation as rather remote and only

marginally related to the Czechoslovakian experience and future development in art.384

Aside from these contributions, however, the anthology also incorporates highly critical
voices of FrantiSek Kovarna, Otomar Mrkvicka, Stanislav Talavana, Bohuslav Brouk,
FantiSek DoleZal and others. It is noted by the author, writing under the acronym of “JK”
that spectator must not forget the character of Soviet painting, which is dedicated
entirely to the aim of the celebration of the regime and state ideology.385 Frantisek

Dolezal claimed:

Judging by the results presented to us, the state in which we find the Soviet art perhaps agrees
with the sociological requirements laid on them, meaning it speaks intelligible to the people and
depicts the Soviet present-day, but it does not speak by the artistic speech of today, but in the
western bourgeois speech, at the end of the past and the beginning of this century, in a manner

overthrown by the development in the Western Europe, but also in Russia itself.356

Zike$ does not miss the relevant point of the discussion, the contribution of A.
Zamoshkin on modern Czech art in Moscow Pravda. Aside from summarising the
positive reactions of the Czech public - the working class, but also a number of
intellectuals - he objects to the bourgeois tendencies in Czech art and the names Manes
Group and the Academy of Applied Arts (UMPRUM) as the proponents of these
“formalist” tendencies. He labels the Mdanes Group unworthy of the name of the
legendary national artist and the Czech modernist art he labels as provincialist.387 The
allegations levelled by Zamoshkin and printed in Pravda provoked the students of the

UMPRUM to formulate an open letter.388 The scathing reply is a fitting illustration to the

¥ 7denék HLAVACEK: Obrazy narodnich umélcd SSSR, Svét prace, 24.4. 1947, reprinted in: ZIKES 1947, 63-66

LK K vystavé sovétského malifstvi, in: Pravo lidu, 20. 4. 1947, reprinted in: ZIKES 1947, 38-47

% Frantigek DOLEZAL: K vystavé sovétského malifstvi, in: Narodni osvobozeni 18.4. 1947, 19.4, 1947. reprinted
in: ZIKES 1947, 38-47

7 Aleksandr ZAMOSHKIN: Vystava sovétského malifstvi v Praze, in: Moskevska pravda, 6. 6. 1947, 3. reprinted in:
ZIKES 1947, 186-190

388 Otevreny dopis posluchacl Vysoké uméleckoprimyslové Skoly moskevské Pravdé, in: Mladd fronta, 15. 6.
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stances of those artists, who believed in the capacity to link the achievements of modern

art to the Socialist content.

Zike$'s anthology is probably the first and at the same time also the last most
comprehensive overview of the full spectrum of theoretical opinion on the subject of
Soviet Socialist Realism. It is probably the only extensive resource of the true opinions of
theoreticians, which would not be published from the 1948 onwards. It shows critical
and in some cases present most sharply formulated condemnation of the artistic quality
of the official Soviet painting. There and only there is to be seen the honesty and
frankness in the assessment of the Socrealism, stripped of its alleged heroism and glory

and revealed in its true colours.

The most avid proponent of Socialist Realism became Z. Nejedly who often published his
papers in the magazine Var.38° He published several texts on the character of the “New
Art“. In an article About the tasks of our literature, published already in 1949, he
promoted the nationally perceived history, handled in Marxist perspective. He
encouraged artists to join the “right side of the barricade” and on the example of national
writers of the Czech National Revival he deduced the obligation of all artists to be part of
the social progress the same way, as their predecessors, revered authors such as

Frantisek Palacky, Karel Jaromir Erben or BoZena Némcova.320

Perhaps unsurprisingly, one of distinctive obligations, which was repetitively
emphasized through magazines, articles, broadcasting, films and television so it became
truly omnipresent - the need to “be inspired by the Soviet Union“. In the realm of fine arts
it meant to concede that the Soviet art is the most advanced in the world, acknowledge
that the Soviet artists acquired the highest level of mastery and were for that reason the
most suitable role-models for the Czechoslovakian artists. This basic postulate, was to

become the daily bread of all artists, who strived to create conformist art under the

1047, reprinted in: ZIKES 1947, 197-201

*¥ For more on Zdenék Nejedly and his relation to cultural politics see especially: Jiti KRESTAN: Zdenék Nejedly:
Politik a védec v osaméni. Praha / Litomygl 2012; Jifi KRESTAN: Posledni Husita odchézi: Zdenék Nejedly
v osidlech kulturni politiky KSC po roce 1945. In: Soudobé Dé&jiny. 2005, Vol. 12 Issue 1, 9-44. 36.

%0 7denék NEJEDLY: O tkolech nas literatury. Praha 1949, 39. For more on the distinguished personalities see:
MERHAUT 2008
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Communist rule. Only in the 1950s volume of the Vytvarné uméni one can find more
than 12 articles on some aspect of Soviet art - be it Soviet critique, architecture, Russian
realist tradition in painting, graphics, Stalin's notes or various translations of articles by
Soviet authors. The Soviets were installed in the position of authority, the ultimate

judges of the achievements of Socialist Realism in the satellite countries.

In 1952 a brochure, appendix to the Vytvarné uméni was published, called Draw the
Experience from the Art of Soviet Masters, Masters of Socialist Realism!3°! Aside from
universalist proclamations by political leaders, serving as an introduction, it cointains
articles summarising not only the general requirement of the Soviet inspiration, but
individually elaborated articles on Soviet sculpture, Soviet inspiration by the classic
tradition and chapter on the Soviet artists, their relation to art and society. A pro-regime
conformist artist Jan Cumpelik in his The Example of the Soviet Art, praises Soviet artists
for their capacity to relate to the People as well as excel in the leveraging of the national
realist tradition.392 This obligatory inspiration resulted in rather unconvincing outcomes,
for artists either tried to implement the “new thematics“ to their former pre-
Revolutional “Formalist“ art work (which met with displeasure of the Party),3?3 or
followed rigidly the Soviet model with all the outward signs of the forced import of
Socialist Realism which final product would inevitably make rather awkward

impression on the intended audience.394

In 1947 were presented Paintings by National Artists of the SSSR, 12th April - 2nd May
1947, which brought heated discussions on the compatibility of the Soviet and Czech
Art.395 This exhibition, parading the high style of the Russian Socialist Realism,

awakened very ambiguous reactions. Many theoreticians and artists noted that Czech

91 Cerpejte zkuenosti z dél sovétskych mistrl — Mistr( socialistického realismu! in: Vytvarné uméni, ¢asopis

Ustfedniho svazu ¢eskoslovenskych vytvarnych umélcé, Praha 1952

**? Jan Cumpelik was in turn praised by his Russian counterpart in 1954, when his painting “The Dawn of a
February Day” was exhibited on the occassion of the Czechoslovakian exhibition in Moscow.

Jan CUMPELIK: PFiklad sovétského uméni, in: Vladimir SOLTA: Cerpejte zkuSenosti z dél sovétskych mistrd —
Mistr( socialistického realismu! Vytvarné uméni, ¢asopis Ustiedniho svazu ¢eskoslovenskych vytvarnych umélcd,
Praha 1952

*** This displeasure is reflected on many occasions in texts of both theoreticians and politicians, such as Vojtéch
PAVLASEK: The Speech of Under-Secretary to the Minister of Culture at the Nationwide Confernce of the SCSVU
in Il. Celostatni konference svazu Ceskoslovenskych vytvarnych umélct 1952, 9;

**> More on that PETISKOVA, Tereza: Ceskoslovensky socialisticky realismus 1948-1958. Praha, 2002
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Art experienced rather different development in the previous decades, which was
remote from the Academically oriented paintings of Soviet propaganda.3¢ This uproar
was commented by Architect Karel Stranik in the conclusions of the 2nd Congress of
SCSVU in 1952, who admitted, that acquaintance with Soviet art, sought for by
ideologues of the Party and Party-bound exponents of SCSVU, was expressed more by
words than acts, as artists could not perceive nothing else but reproductions. The failure
to appeal the professional public was sorely felt by the Party and they sought to make
amends by taking in the public by all accessible ways.397 Between 28th April - 29th May
1950 the Union of Artists presented Soviet Graphics, in November 1951 an exhibition
Forever with Soviet Union.3°8 The number of foreign exhibitions experienced a steady
decline after 1950 and dropped significantly after 1952, when only three exhibitions of

foreign art were organised.

The East German Erste Zentrale Kulturtag der KPD in 3 - 5 February 1946, already
provided recommendations for the artists that pointed directly to the Soviet Union as
the foremost authority. The SMAD and KPD made the effort to create ideal
circumstances for moulding of public taste and education of the People in the first years,
the newspapers and professional magazines, however, contained a wide range of articles
on the whole number of subjects, not yet ideologically modified. Anton Ackermann and
Wilhelm Pieck during their speeches at the Kulturtag presented several substantial

ground stones of the future development of the official doctrine. 399

As it turned out in the year of the DDR establishment, the professional public, consisting
of artists, art critics and collectors, did not relate to the new thematics as the KPD would
want them to do.#90 Several measures were adopted to achieve desired compliance of

the general artistic public. A number of orders such as the Regulation on the

3% 12th April — 2nd May 1947- Obrazy narodnich umélct SSSR, catalogue: AK 5161 / AK 3446

More on that Tereza PetiSkova

*7K. Stranik became the President of SCSVU in 1950.

28th April — 29th May 1950 - Sovétska grafika, catalogue: XXII D 4258/6 ¢. 53, XXIl C 4748/1, ¢. 32November
1951 — Vystava se Sovétskym svazem na vécné Casy, catalogue: XXII D 6751 ¢. 17

** Wilhelm PIECK: Um die Ernurung der deutschen Kultur. Rede auf der Ersten Zentralen Kulturtagung der KPD
in Berlin am 3.2. 1946. In: Wilhelm Pieck / Anton Ackermann, Unsere Kulturpolitische Sendung. Reden auf der
Ersten Zentralen Kulturtagung der KPD in Berlin am 3.2. 1946, Berlin 1946

% Ulrich KUHIRT: Die Kunst wihrend der Revolutiondren Ubergangsperiode vom Kapitalismus zu Sozialismus, in:
KUHIRT 1978, 113

398
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Conservation and Development of German Science and Culture issued on 31 March 1949,
establishment of the National Prizes (won for the first time by a sculptor Gustav Seitz)
and promotion of forums, where artists were to discuss the intricacies of the new
tasks.491 The necessity to bring artists to adoption of the official doctrine was

indispensable, if they were to educate the Masses through their artworks.

Several contributions in the Czechoslovakian magazine Vytvarné uméni by Z. Nejedly, V.
Kopecky, L. Stoll, V. Jicha, J. Rybdk, L. Kara and V. Kurzweilova deal with theoretical
questions of the creative process and discuss inspiration by national past, problem of
Formalism and Idealism, but also more down-to-earth problems of the previous three
years, regarding the nature of artistic production, role of artists in society, provisions for
artists, engagement of the working-class public in the creation, enjoyment and
assessment of art, alleged desinterpretation of the true nature of new art by the
bourgeois generation of artists and inability of the aforesaid to grasp fully and

wholeheartedly the new thematics.402

Postwar Situation in CSR and SBZ Sculpture

The proximity and pan-European base of the evolvement of sculpture in Germany and
Czechoslovakia, together with a similar political situation are key factors of the
resemblance both countries exhibit regarding the after-war development. The most
pronounced feature, determining all other characteristics, lays in the fact, that SBZ
would since the very beginning rest in the iron grip of the SSSR and the curtailment of
the artistic liberty would be manifested faster than in Czechoslovakia. The following text,

however, witnesses not only the similarities, caused by the affinity to the same hegemon,

91 KUHIRT 1978, 114

(DE) Verordnung Gber die Erhaltung und Entwicklung der Deutschen Wissenchaft und Kultur

92 | ubor KARA: K otazce tkolové prace v podminkach lidové demokracie, in: Vytvarné uméni, ro€. 2, 1950, 12-15;
Vladimir SOLTA: K nékterym otazkdm socialistického realismu ve vytvarném uméni, in: Vytvarné uméni, ro¢. 2,
1950, 108-132; Vaclav KOPECKY: Zarny pfriklad sovétského uméni, in: Vytvarné uméni, ro¢. 5, 1950, 195-198;
Zdenék NEJEDLY: O nové vytvarnictvi, in: Vytvarné uméni, ro¢. 6, 1950, 241-251; etc.
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but subtle differences caused by the affiliation to the local tradition, which was always

naturally endeavouring to resurface.

In Czechoslovakia the war affected artists, who belonged to the heavily prosecuted
intellectual elite, in professional, personal and psychological dimension, not excluding
economical consequences. Being usually dependent upon the commissions from
institutions or collectors, most of them found themselves in a dire economical
situation.#03 More serious consequences affected artists, such as Emil Filla or Josef Capek,
to name the most prominent, who were interned in labour camps.#%4 Among sculptors,
who suffered irreversible loss of health were Rudolf Saudek, Karel Stipl and Jaroslav
Slezinger, Alois Buc¢anek was among those, who lost their lives in concentration

camps.405

In Germany the postwar group of active sculptors was reduced by the Nazi prosecution
in the previous years, exile and natural generational development. The sculptors, who

did not subjugate to the Nazi regime would in many ways suffer the same prosecution as

93 Eor an archival account of the situation see: NA, f. SCSVU, kart. 1, neinv. Sl. Organizace vytvarnictvi 1946-1948,
Panu Dr. Edvardu Benesovi, Presidentu Ceskoslovenské republiky

104 Among prosecuted artists were numerous members of the Jewish community, artists such as Dina Gottlieb,
Leo Haas, Petr Kien. Among painters of Czech nationality were persecuted or executed painters FrantiSek Mofric
Nagl, Fantisek Zelenka.

Josef Capek (1887-1945) Czech painter, graphic, illustrator, writer and poet, versatile artistic personality of the
inter-war era, brother to the writer Karel Capek. An editor of the Volné sméry magazine, later of Narodni listy
and Lidové noviny. In 1918 paticipated in the foundation of the Tvrdosijni group and in 1924 had his first
comprehensive exhibition. Died of typhoid in the camp Bergen-Belsen.

Emil Filla (1882-1953), Czech painter, graphic and sculptor, representative of the Cubist movement. Influential
personality of Czech modernist painting and sculpture. Student of the Academy of Arts. Interned in Dachau and
Buchenwald. From 1945 professor at UMPRUM. He continued in his experimentative art forms even after the
Communist take-over. This set him in the records of the Party as a Formalist. Not even his positively formulated
letter to the Action Board of the National Front from the early days of the regime spared him the shame of being
forbidden to exhibit his folk songs inspired series to the occasion of his 70th birthday in 1951.

% Jaroslav Slezinger (1911-1955), a Czech sculptor. 1939 concluded his studies at at AVU, a pupil of B. Kafka.
1939-1942 interned in concentration camp Oranienburg-Sachsenhausen, later on engaged in the antifascist
resistance. 1949 imprisoned for his for his anti-Communist stances and engagement in resistance movement,
1950 sentenced to 25 years in jail, where he died as a result of his work in the uranium mines. His field of
occupation was especially figural sculpture. For more see: Veronika CHROMA: Zivot sochate Jaroslava Slezingera
v kontextu dobovych udalosti (The life of Jaroslav Slezinger in the context of historical events). Diploma thesis,
Masaryk University, Faculty of Arts. Brno 2016.

Rudolf Saudek (1880-1965), Jewish sculptor, translator, graphic. Student at AVU and also Academy in Leipzig.
Highly esteemed for his portraiture qualities. Held in the Terezin concentration camp. For more see: Rudolf
Saudek, in: TOMAN 1993

Karel Stipl (1889-1972), Czech architect, sculptor, noted often as an exceptional glass designer. Studied at
VSUMPRUM as a pupil of Josef Drahofiovsky (whom he later replaced in a special department for applied
sculpture) and Josip Ple¢nik. In 1959 acquired Order of Work. For more see: Karel Stipl, in: TOMAN 1993
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their Czechoslovakian counterparts. The Entartete Kunst representatives such as Oskar
Schlemmer, Kdthe Kollwitz, Ernst Barlach did not live to see the 1945, dying of natural
causes, Otto Freundlich, who was of Jewish descent, died in the concentration camp.406
Those more fortunate, such as Rudolf Belling managed to leave Germany for good,
others, such as Bernard Hoetger struggled to convince the representatives of the Nazi
state of the Expressionism qualities, only to fail and face the oppression anyway. 407
Some other artists, such as Gerhard Marcks or Gustav Seitz, would remain in Germany,
only to find new fame and professional self-realization in the newly built state. Others,
as Georg Kolbe, albeit not shunned for their former cooperation with the Nazis, did not

acquire the prestigious commissions anymore.

In Czechoslovakia after-the-war paralysis and slow restart of cultural politics in 1945,
surge of artistic activity in the refreshing atmosphere of relief and liberty would not take
long to manifest. As the war drew to its end, the ban on the exhibiting activities was
lifted, but the heavily affected cultural elite with critically undermined social networks,
required some time to consolidate. The second half of the 1945 brought several painting,
drawing and graphics exhibitions of local authors. The sculpture, undoubtedly due to the
logistical challenges and time-consuming preparation, was not exhibited. Also no major

exhibition of foreign production took place in 1945, let alone sculpture-dedicated.

Three smaller-scale exhibitions were brought to the public, all of them related to Soviet
art, or organized in cooperation with its sympathisers.48 Neither first half of the 1946
brought any display of sculpture. The artistic exchange, promoted by the Society for
Cultural and Agricultural Liaisons with SSSR, was launched by donation of artistic works
by Czech artists to the Red Army on the occasion of its foundation anniversary.#0° The

list contained also sculptures, ranging from the busts of Stalin by A. Novotny and A.

% rora biographial note on Kathe Kollwitz see note: 189, on Ernst Barlach see note: 190

" Fora biographial note on Bernard Hoetger see note: 112

% Hitler v sovétské karikatufe (Hitler in Soviet Caricature), Topitav salon, 28th July — 12th August 1945

Sovétsky svaz za vlastenecké valky (Soviet Union at the Times of the Patriotic War), Topiclv salon, 28th August —
23rd September 1945

% Anna MASARYKOVA / Jaroslav SANDA: Cesky narod Rudé armadé: Seznam dél vytvarného uméni vénovanych
ceskymi umélci Rudé armadé z vdécnosti za osvobozeni a odevzdanych k vyro¢nimu dni zaloZeni Rudé armady 23.
Unora 1946 (Czech Nation to the Red Army: A list of fine art, donated by Czech Nation to the Red Army etc.),
nepag.
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Chromek, over Retreat of Germans from Stalingrad by Karel Opatrny to common genre

from many more or less consequential sculptors.410

The German sculptor was in the immediate aftermath of war facing the necessity to find
a new beginning, albeit the end of the war would in the divided country result in much
less optimism than in the liberated Czechoslovakia. The post-war discussion would
evolve around the suitable character of the new art, ranging from the desire to follow
the traditions of the pre-war Modern arts to the requirement for an unprecedented style,
springing from the new circumstances.*!1 The German Expressionists, defamed and
persecuted during the times of National Socialism, brought after the end of the war their
preferred style back to daylight. They felt, the drastical interruption of the natural
development had to be dealt with by tying it together with the present artistic efforts.#12
Partly because of the virulent tradition, partly due to the Nazi oppression, the
Expressionism regained fast its popularity and respect among artists and resulted in the

efforts for its restoration after the Third Reich was vanquished. 413

One of the most pronounced theoretical arguments, eventually greatly influencing
sculpture and sculptors in DDR, evolved, therefore around the “problem of Formalism*,
one of the most essential points in the cultural debate of the early DDR. In
Besatzungszone is the launching of this dispute over the modernist art, which resulted in
the questioning of the freedom of art, to be ascribed to the SMAD Department of Culture
leader, Alexander Dymschitz. An article, published in der Tdglichen Rundschau on 19 and
24 November 1949 served as an attack on the Modernist artists, whom he blamed for
falsifying reality.#14 This article set an avalanche of articles and sparked a debate, from

the very beginning destined to end up in a complete victory of SED.415

19 \ASARYKOVA / SANDA 1946, nepag.

JACOBI 1995, 90-91

For more on the debate on Expressionism see chapter Postwar Situation in CSR and SBZ Sculpture

Ulrike, NIEDHOFER: Die Auseinandersetzung mit dem Expressionismus in der bildenden Kunst im Wandel der
politischen Realitat der SBZ und der DDR 1945 — 1989, Frankfurt am Main 1996, 7

4 Alexander DYMSCHITZ: Warum wir gegen Dekadenz sind, in: Tagliche Rundschau, 31. 1. 1948

Another watershed article was written by High Comissar of the SSSR in DDR, Vladimir SEMOJNOW under the
pseuonym N. ORLOW: Wege und Irrwege der modernen Kunst, in: Tagliche Rundschau, January 20, 1951, 4; see
also: GIRNUS, Wilhelm. Gegen den Formalismus in der Kunst - fir eine fortschrittliche deutsche Kultur. Berlin
1951; A thorough explanation of the Realist conception under Marxism by: Hans Jirgen SCHMITT (ed.): Die
Expressionismusdebatte. Materialien zu einer marxistischen Realismuskonzeption. Frankfurt am Main 1973

411
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413
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Also in Czechoslovakia the fight against Formalism found its way to the newspapers and
professional debates.#16 There is hardly to be found an article on Socialist Realism that
would not, in one way or other, criticise formalism of Czech art before the Victorious
February and in some cases also afterwards.41” According to J. Rybak in his Through
Socialist Realism to the Art of New Beauty the art of Socialist Realism is in direct
opposition to “Formalism“ including all modern art since the Impressionism. As he
emphasizes, the formalist art, instead of the objective idolizes subjective and remotes
itself from the public by obscuring the true meaning of art. He explains Socialist Realism
as the art, which strive to create “higher” art which is be both supremely intelligible and
close to the hearts of the People. 418 The Socialist Realism was to become new, elevated
art form, which would unite the tradition with the entirely new concept of progressive
perception of Socialism and its role in society.41? It declares the alienness, hostility and
incomprehensibility of the Modernist currents, criticises employment of Expressionism,

Naturalism and other undesirable features.420

Postwar Exhibitions

The Soviet Sculpture - Exhibition of Photographs in Topictv salon, 27th May - 16th June
1946 represented another step of the cooperation with the SSSR.#21 [t was a small-scale
presentation of the photographs of Soviet sculptural production, the first opportunity

for the Czechoslovakian sculptors to familiarize themselves with the artistic concept of

"8 For a relevant articles on the emergence of Formalism debate see: Zdenék NEJEDLY: O realismu pravém a

nepravém, in: Stépan VLASIN / Pavel PESTA: K socialistickému uméni. Antologie z ¢eské marxistické estetiky,
Praha 1976, 166-174; Jaroslav BOUCEK: Formalistické ,,uméni“ ve sluzbéach véleénych palicd, in: Vytvarné uméni,
1951-1952, 343 ff.

" The wide-spread criticism of Formalism in the post-February art was most pronounced as a part of the self-
criticism of culture officials and SCSVU representatives after the Slansky's process. It was followed by cleanses of
the power structure and resulted in personal changes.

18 Josef RYBAK: Socialistickym realismem k uméni nové krasy, in: Vytvarné uméni, ro¢. 1, 1950, 1-2

GILLEN 2005, 35

Orlow 1951, 4

Sovétska plastika — vystava fotografii (Soviet Sculpture — Exhibition of Photographs), Topicav salon, 27th May
— 16th June 1946
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Socialist Realism.422 The best Soviet sculptors of the recent three generations were
introduced and their works were shown together with their portrait, to provide the
human touch to the otherwise remarkably depersonalized exhibition. The scope of the
exhibited photographs comprised of all sculptural specialisations, including the official
monumental commissions, decorative reliefs, industrial design, portraiture and small-

scale realisations.

The first comprehensive display of modern Czechoslovakian sculpture in the second half
of the 1946, was prepared by Vaclav Nebesky. An exhibition called The Modern Sculpture
from Gutfreund to Wagner, was organised in the Vilimek's Gallery, 27th September -
29th October 1946.423 Importantly, the catalogue with its introductory note of Nebesky
is lacking any inclination whatsoever to the spreading of the Communist perspective.
The scope of works comprised of the representative works of Gutfreund, covered most
thoroughly of all authors with twenty exhibits, including his well known works of Social
Civilism. This style and related tendencies were exhibited in the work of other authors,
such as Karel Pokorny, Jan Lauda or Josef Jifikovsky. Largely were included lyrical
subjects and nudes by Josef Kaplicky, Bedfich Stefan, Karel Kotrba and Hana

Wichterlova.

The exhibition was concluded with the work of Karel Dvordk, who was profoundly
influenced in the late thirties and early forties by the occupation, gave vent to the
anxiety and worry in his allegorical sculptures and compositions. His cycle called Czech
rivers (Ceské feky, 1940), Tragedy (Tragédie, 1938), Life and Fate (Zivot a osud, 1942),
Poetry (Poezie, 1942), Ecce Homo (1942), or Czechoslovak Genius (Ceskoslovensky
génius, 1942) are the most noteworthy.424¢ The developmental line of the Czech
sculpture in recent decades is drawn with rare objectivity, in the absence of any
ideological modification of the narrative. Albeit the socially critical tone and depiction of
labour professions or soldiers is present, it is to be understood as an evidence of the

organic belonging of the subject in the history of Czech sculpture, not a sign of

22 The SR and DDR-SSSR artistic relations are described in a separate chapter, see: Mutual Contact — DDR and

CSR and Echoes of the Soviet Socialist Realism
2 v4clav NEBESKY: Moderni socha¥stvi od Gutfreunda k Wagnerovi. (Ex. Cat. Vilimkova galerie) Praha 1946

4 czech Rives, Tragedy, Life and Fate, Poetry, Ecce Homo, Czechoslovakian Genius
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ideological deformation.

The opportunity for collectors and sympathizers of the contemporary Czech sculpture to
buy works of the young authors was provided by a selling exhibition in Topic¢tv salon,
10th September - 6th October 1946.425> One of the jury members, who decided on the
composition of the exhibition portfolio was Karel Pokorny. J. L. Nerad in the introduction
to the catalogue delineated situation in the figural sculpture and prophesized renewed
longing for monumentality, joined with the endeavour to relate to the current social
atmosphere, to the humanity and its numerous facets. The most generously covered
were works by Vaclav Markup, Alois Sopr, Jindrich Wielgus and Ladislav Zivr, whose
bronzes, terracotas and plaster casts were offered for purchase.#26 Plasters would cost
average 15 000 Kc¢s, some of them would be exhibited in plaster, but offered to be sold in

marble for a substantially larger sum.

The foreign art scene, with the traditionally strong position of France, brought to Prague
in 1947 also the influential French sculpture. It was presented during an exhibition at
Umeélecka beseda, under the title From Rodin to the Present Day. The exhibition was also
the first sculptural display, organized by officials of France, to be exported out of the
liberated France. Prague - Umélecka beseda was to be the first stop of this
comprehensive exhibition. An introduction to the exhibition catalogue was written by
Jean Cassou, director of the Modern Arts Gallery in Paris. Aside from validating
universally acknowledged position of Rodin in the history of European sculpture, as well
as his most noteworthy followers Aristide Maillol and Antoine Bourdelle, more

progressive current of artists were introduced.*?2” Among these were sculptors such as

2% ) | NERAD: Mladé Eeské socha¥stvi. Topiclv salon (Ex. Cat.) Praha 1946

Vdclav Markup (1904-1995), Czech sculptor, wood carver, studied UMPRUM at J. Maratka and AVU by B.
Kafka, whose assistent he became after the conclusion of his studies. A member of SVU. Throughout his long life
his works were displayed in more than fifty exhibitions, also in Germany and Poland. For more see: Jifi KARBAS:
Zaslouzily umélec Vaclav Markup: vybér ze socharského dila 1923-1984: (Ex. Cat. Praha 22. ledna - 17. Unora
1985. Praha: Galérie hl. m. Prahy). Praha 1985

For more on Alois Sopr (1913-1993), see note 442

Ladislav Zivr (1909-1980), Czech sculptor, originally apprenticed as a potter, later studied at UMPRUM. His work
was influenced by Cubism and Surrealism. Member of the Skupina 42. He experimented with assemblage, often
in combination of plaster and natural materials. His work was inspired by many art currents, but his own work is
not easily categorized. For more see: Jaromir TYPLT: Ladislav Zivr. Praha 2013

7 Sochafstvi Francie: od Rodina k dnegku (kvéten - Cerven 1947) Umélecka beseda, Praha 1947, accompanied
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Constantin Brancusi, Alberto Giacometti or Germaine Richier, whose artistic efforts
diverted from the figurative tradition to enter the field of free experiments,

characteristic with versatile, highly individualistic forms.428

The SBZ would not lag behind - a number of exhibitions would be launched, including
individual exhibitions to Kathe Kollwitz and Ernst Barlach in 1945. The first collective
exhibition with a number of renowned sculptors took place in Berlin, under the title L
Kunstausstellung der Kammer der Kunstschaffenden the same year, where artworks of
René Sintenis, Richard Scheibe and Gerhard Marcks were included.#2? Already in 1946
Gustay Seitz was active as a promoter of the first postwar exhibition of sculpture, taking
place in Galerie Franz, Berlin, under the title Plastik und Bildhauerzeichnungen unserer
Zeit. A collective exhibition of works - aside from his - by several sculptors of varying
artistic orientation (Paul Dierkes, Karl Hartung, Gottfried Kappen, Renée Sintenis, Louise

Stomps, Christian Theunert, Hans Uhlmann).430

The I. Kulturtag of the SED, mentioned in the chapter on cultural politics, was echoed in
the autumn of 1946 in the Allgemeine Deutsche Kunstausstellung in Dresden, the first and
also the last opportunity for the Avantgarde artists to exhibit in a post-war East

Germany in a comprehensive and unrestrictive exhibition.#31[t was organised by

with a fully illustrated catalogue — a collection of reproductions and with an introduction by Jean Cassou.

2% Constantin Brdancusi (1876-1957) was an artist of Romanian descent, living in France. Considered one of the
most influential Modernist sculptors, who contributed to the evolvement of abstract art and pioneered
primitivism and inspiration by non-European cultures. Studied in Bucharest, Miinchen and Paris. He exhibited in
1913 at Salon des Indépendants and Armory Show in USA. For more see: Radu VARIA: Brancusi. Paris 1989
Alberto Giacometti (1901-1966) was a Swiss sculptor, painter and printmaker. Studied in Geneva and Paris (Ecole
de la Grande Chaumiere at Antoine Bourdelle) where he familiarized with Cubism and Surrealism. In 1927 had
his first individual exhibition. Since 1929 in Surrealist group. In the 1940s he acquires his typical existencionalist,
weathered, fragile elonghated figures. For more see: Yves BONNEFOY. Alberto Giacometti. Paris 1998

Germaine Richier (1902-1959) was French sculptor, studied at the Ecole des Beaux Arts in Montpellier and later
in Antoine Bourdelle's atelier, where she remained until his death in 1929. Her work is typical by eploment of
hybrid biomorphic figures and disturbing deformations. For more see: Helena STAUBOVA: Bourdelle a jeho Zaci
Giacometti, Richier, Gutfreund (Ex. Cat. Ceské muzeum vytvarnych uméni). Praha 1999

% Eritz JACOBI: Figur und Gegenstand: Malerei und Plastik in der Kunst der DDR aus der Sammlung der
Nationalgalerie; (Ausstellung der Nationalgalerie, Staatliche Museen zu Berlin - Preussischer Kulturbesitz, 13.
August bis 29. Oktober 1995 im Ausstellungszentrum Gut Altenkamp.) Berlin 1995, 99

** Christian TUMPEL (Ed.): Deutsche Bildhauer 1900-1945. Entartet. Zwolle 1992, 239

L kurt WINKLER: Allgemeine Deutsche Kunstausstellung, Dresden 1946, in: Stationen der Moderne - Die
bedeutenden Kunstausstellungen des 20. Jahrhunderts in Deutschland (Exhibition Catalogue, Berlinische Galerie)
Berlin 1988, 355

One of relevant studies to the cultural-political background subject of the Exhibition in 1946 is: Kathleen
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Landesverwaltung Sachsen with the consent and support of SMAD, represented by the
leader of the Propaganda Department Sergei Tulpanow in the forefront. A wide scope of
art works was summoned from all corners of the divided Germany.#32 Sculptors such as
Wilhelm Lehmbruck, Ernst Barlach, Kathe Kollwitz, Waldemar Grzimek could see their
works, in the Third Reich branded as Entartete Kunst, exhibited besides other works -

both Expressionist or Realist.433

Emerging Elite Figuralists

Those sculptors, both Czechoslovakian and East German, whose pre-war work would
provide evidence of their aptitude to deliver superb realist works, would be one step
ahead of their competition for the postwar official commissions. Their position would be
even better, in case they substantiated in the past some interest in the socially critical
thematics or could boast with a personal history of leftist inclinations before 1946.
These attributes were shared by as sculptors Vincenc Makovsky or Jan Lauda, in
Germany Fritz Cremer and Eugen Hoffmann. A substitution of a lacking cadre
recommendation could be obtained by entering the Communist Party without hesitation.
Those, who would at the same time succeed to emulate retrospective, historicism of
myslbekian style and would either have or acquire a satisfactory cadre profile, would

secure themselves good expectations.

The official biographical notes in monographs, exhibition catalogues and encyclopedic

entries from the CSR and DDR does provide only limited authentic information on the

SCHROTER: Allgemeinen Deutschen Kunstausstellung 1946 in Dresden im Kontext der Kunst- und Kulturpolitik in
der SBZ. (Magisterarbeit, Universitat Bonn) 2004

An interesting project, reconstructing in virtual environment the exhibition, was endeavoured by students of
Fach Medieninformatik at the Technischen Universitat Dresden, accesible at:
http://willgrohmann.de/reconstructionexhibition.php?lang=de

132 Ausstellungskatalog zur Allgemeinen Kunstausstellung Dresden 1946. Dresden 1946, 6

33 GILLEN 2005, 32
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life of the artists. 434 The artist under the Socialist regime, as he becomes the interpreter
and preacher of the official doctrine, looses much of his individualism and becomes part
of the cultural megamachine of centralist state. The biographies became more of a
mirror of what characteristics the ideal artist was expected to possess. Therefore, in
exchange for material provisions, artists in both DDR and CSR as well as other satellite
countries, gave up a significant part of their personal uniqueness. While reading the
biographies of the artists, one is inevitably reminded of the hagiographical literature on
the life of saints - only the piety, humility, christian morale and devotedness are replaced

by modesty, class-mindedness, partisanship and Socialist spirit.

The flattening of the artist's individual profile as a personality is easily comprehensible
in the biographies of all distinguished sculptors. For example, in a monograph on Karel
Pokorny#35 by Jiri Kotalik compliments Pokorny's modest origin,*3¢ five years experience
as a factory worker in Vienna, are highlighted in the laudation of his human
characteristics. Also Konecny praises Pokorny's engagement with the working class in
Vienna and his decision to “enter the Social Democratic Party and take part in the strive of
Austrian workers against the factory owners.”437 MaSin in an exhibition catalogue quoted
Pokorny, who stressed that his grandfather was yet a corvée labourer.#38 An emphasis

on Pokorny's alleged interest “in the life of the common people”, reflected according to

** Martin WARNKE: Gibt es DDR Kunstler? Anmerkungen zu einem Kinstlertypus, in: Monika FLACKE (Ed.): Auf

der Suche nach dem verlorenen Staat: die Kunst der Parteien und Massenorganisationen der DDR; Contribution
from Symposium "Auf der Suche nach dem Verlorenen Staat. Die Kunst der Parteien und Massenorganisationen
der DDR", Deutschen Historischen Museum (13 — 14 Dec 1993), Berlin 1994

> Karel Pokorny (1891-1962), was a Czech sculptor. In 1914 he concluded his studies at AVU as a pupil of J.
Drahoriovsky, and four year later in 1917 as a pupil of J. V. Myslbek. Between 1936-1939 tought artistic
modelling at CVUT in Prague. 1945-1962 a professor at AVU, 1948-1950 gain the position of the rector within
the institution. From 1920 member of the SVU Manes. His artistic work was heavily influenced by the
Myslbekian realism. The Science (Véda, 1919), for the former building of the FF UK in Prague was marked by the
influence of the Otto Gutfreund. In the 1920's and 1930's he yielded to the social tendencies, mirrored especially
in his Monument to the Memorial to the Buried Miners (Pomnik zasypanym haviflim, 1925). His social awareness
was further explored in a number of allegorical works, such as the Soil (Zemé, 1928). A high profile commission
during the First Republic was for the National Memorial at Vitkov. After 1945 became more prevalent
monumental historismu and portraiture. His postwar legacy is perceived mainly in the light of his conformism of
the ruling Socialist Realism. Summoned a number of prizes and distinctions, including the title of National Artist
in 1956. For more see: Vladimir NOVOTNY: Karel Pokorny. Praha 1956. Dusan KONECNY: Odkaz dila Karla
Pokorného. In: Viytvarna kultura 1983. ¢. 1. Jifi KoTALK: Karel Pokorny a jeho $kola. Praha 1984.

% |bidem, 13. His father was a pety sole-trader, in his youth Pokorny worked in a locksmith's shop.

KOTALIK 1983, 13. Dugan KONECNY: Karel Pokorny : vybor z dila. Vystavni sii Manes Praha, 1971
Konecny likens Pokorny's years of youth to the life of Maxim Gorky.

¥ MASIN 1961, 8
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Kotalik in his art since his youth and expressed since 1934 in his art of Social Civilism,
could serve as a recommendation by itself.#39 As the biographies of artists from the
period of their activity are characteristically devoid of life and authentic detalil, it is a
challenging to endeavour a reconstruction of the life of most of the regime-obliging

artists.

The generation of figuralists, born in 1890s, Karel Pokorny, Jan Lauda, Karel Dvorak,
Otakar Svec, together with Vincenc Makovsky and Karel Lidicky, who were both born in
1900, was at the end of the war in the mature stage of their careers and perfectly
suitable to prove themselves capable to give their talents at the disposal of the newly
built state.#40 This applied also to the younger generation, represented by Josef
Malejovsky or Konrad Babraj, who would begin their individual endeavours in the late

1930s and after the war were gaining their independence in the public sphere.*41 The

9 KOTALIK 1983, 13. J. Masin also quotes Pokorny, who said: ”In Farmers' Rebellion two figures of farmers are

depicted striking. | like to do this — these are the childhood memories of the illustrations of Vénceslav Cerny in
the Little Reader, which | loved dearly. They evoked in me mercy with the opressed.”

% The authors would in a vast majority experiment with a broad set of various artistic currents, so that none of
these artists would not be one way or another engaged with modernist experiments before and throughout the
war. Vincenc Makovsky's organically shaped abstract nudes and torsos of his surrealist era (1930s), unsettling
and mysterious Head of Prometheus (1935) would in retrospective be justified by pro-regime theoreticians as
the legitimate need of the said artist to eradicate the bourgeois currents by stripping art of the ballast of
provincionalism and academicism.

Vincenc Makovsky (1900-1966), was a Czech academical sculptor, painter, professor at AVU and Brno University
of Technology. Born in Nové Mésto na Moravé, situated in Bohemian-Moravian Highlands as a son of a butcher.
Since early age interested in painting. Briefly in the Austro-Hungarian army, from 1919 studied at AVU in the
studio of sculptors B. Kafka and J. Stursa, concurrently at the studio of painter Jakub Obrovsky and Karel Krattner.
1926-1930 Makovsky spent in Antoine Bourdelle studio, due to the stipend from the French government. After
returning he had spent several years in Prague and settled eventually in Brno. Throughout the war active in the
resistance movement and participated in the foundation of School of Arts in Zlin, related to Bata company,
found to raise up talents in applied arts and industrial design. After the war he became senior lecturer at the
Faculty of Architecture at the Brno University of Technology and received there a professorship two years later.
In 1946 he was honoured by membership in the Czech Academy of Sciences and Arts. In 1952 acquired
professorship at AVU. Received a number of honours and was distinguished a number of titles. Died on 28th
December 1966 in Brno.

Selected bibliography: Lubo$ HLAVACEK: Vincenc Makovsky, in: Kultura 1960, ro¢. 4, ¢. 17; liti HLUSICKA /
Jaroslav. MALINA / Jiti SEBEK: Vincenc Makovsky. Brno 2002; Dugan SINDELAR: Narodni umélec, Vincenc
Makovsky. Praha 1963

“! Konrdd Babraj (1921-1991)Babraj was a Czech sculptor, ceramics maker, occasional painter and illustrator.

1939-1943 studied at Skola uméni ve Zliné (School of Art in Zlin) at Karel Hofman and Vincenc Makovsky.
Became assistant of V. Makovsky at the Fakulta Architektury VUT (Faculty of Architecture at Brno University of
Technology). In 1954 he received State Prize Second Class for a sculpture of a Red Army Soldier in Zlin, his best
known work.

Selected bibliography: CUBRDA Zdenék: Konrad Babraj, Vytvarnd prace, ¢ 19. ro¢. 5 1971/03/02, 4; ZYKMUND,
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youngest generation of artists, such as Alois Sopr, Ladislav Zivr, Jindrich Wielgus would
launch their careers no sooner than 1940s and most of them would not turn their back
on the art works of figuralist and realist expression either.#42 The capacity of all these
sculptors to employ a realist form as well as to sense what the commissioning bodies
wished to implement into the stone and bronze, determined them for the monument
design and other larger commissions. Other artists, such as Josef Kubicek, who would
not join in the post-war shift towards monumentality, would often continue in their

former endeavours.443

From the 1945 Karel Pokorny began to sketch his Fraternization (Sbratieni), the
renowned composition of a Red Army soldier and a Partisan, that would take several
more years to be cast in bronze and became almost instantly an iconic representation of
ideological sculpture.44* (Fig. 18) The capacity to embody the ideals of the fervently built
cult of national historical personalities, merged them with corresponding outward signs
of heroism or pathos and render it in a highly professional fashion, would secure

Pokorny foremost place among regime obliging authors.

Pokorny worked upon several esteemed commissions immediately after the war, among
them the projects for the monument of BoZena Némcovd and Alois Jirdsek.**> The most
notorious contribution to the postwar production by Pokorny, visible in many Prague
streets until today, are memorial plaques with inscription We shall remain faithful (Vérni

zlistaneme, 1945), honouring the countless fallen civilians and partisans, who died in

V.: Konrad Babraj — Obrazy, sochy, kresba, keramika (5. 11. — 28. 11. 1971). Brno 1971; DANEK, J.: Konrad Babraj:
Sochar, ktery maloval. Praha 2008; KOTA, Martin: Socharska tvorba Konrada Babraje (Diploma thesis FF MU).
Brno 2013

“2 Alois Sopr (1913-1993) was a Czech sculptor and engraver. Student at UMPRUM by J. Horejc, at AVU with B.
Kafka and O. Spaniel, whose assistent he became after the conclusion of his studies. An artist distinguished by
the whole scope of the national prizes and honours.

Selected bibliography: SETLIK, Jifi: Alois Sopr: Plastika. Praha 1959; PROCHAZKA, Vaclav: Alois Sopr. Plzeri 1982
™3 Josef Kubitek retained throughout the war and after it his simple, unpretentious genre style of countryside
motives. His socially engaged sculptures, undoubtedly affected by the unease of the war situation, such as
Mother (1942) or Abandoned women (1945-1946), are greatly outnumbered by his lyrical nudes, such as Eva
(1947), a girl with grapes (1948), the pattern of preference that would continue further, reaching to the end of
his career.

** For more on the sculpture, as well as on other Pokorny's realizations in the period see: MASIN 1961, 8

> For a detailed analysis of this realisation see pages: 372-377
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larger cities during the Prague Uprising in 1945.446 (Fig. 19) The task to create a bronze
hand was given to Karel Pokorny, only after the contest with seventy-four draft

proposals failed to yield satisfactory results.

Vincenc Makovsky also entered the postwar period with promising prospects, as he
impersonated all features, required in an “engaged and progressive artist. 447
Throughout the war he was active in the resistance movement as a member of illegal
National-Revolutional Intelligence Committee, initiated by the Communists. Already in
his youth was he inclined to support the political left by active participation in left-
oriented academia group in his native town.*48 Makovsky's experience of acute poverty
and need in his student years, influenced his political orientation and resulted in the
endeavour to promote social justice and improvement of life conditions of the working

class.

After the liberation Makovsky entered the Communist party.44° The foremost figure of
cultural politics, Vaclav Kopecky, in his memoirs mentioned Makovsky in the first place
among Communism-sympathising artists, by stating that he cooperated with the left
front even before the war.#>0 Ethnographist Z. Chochola¢ova on the grounds of this
Makovsky's pronounced and probably heart-felt inclination to political left recently
attempted to discourage the understanding of Makovsky's artistic success and

conformism as a mere opportunism.+51

Makovsky was during the war years engaged in the foundation of the School of Arts in

Zlin, related to the Bata company.#>2 Thus he found his way to applied arts and

8 See chapter: Commemoration of the Fallen in CSR

Lubo$ HLAVACEK: Vincenc Makovsky, in: Kultura 1960, ro¢. 4, &. 17

Narodné revoluéni vybor inteligence

SINDELAR 1963, 15

“* HLUSICKA 2002, 299

Vaclav KOPECKY: CSR a KSC: Pamétni vypisy k historii Ceskoslovenské republiky a k boji KSC za socialistické
Ceskoslovensko. Praha 1960, 245

*1 7denka CHOCHOLACOVA: Néazorova orientace Vincence Makovského, in: 100. vyroci narozeni sochare
Vincence Makovského: sbornik z celostdtniho kolokvia, Nové Mésto na Moravé, 20. fijna 2000; Nové Mésto na
Moravé 2001.

2 For more on School of Arts in Zlin see: Jana PROCHAZKOVA: Historie vzniku a Zesti let trvani Skoly uméni ve
Zliné (Master’s thesis at FF UJEP), Brno 1970

447
448

450
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industrial design. After the war he became senior lecturer at the Faculty of Architecture
at the Brno University of Technology and in two years gained a professorship.#>3 In 1946
he was honoured by the membership in the Academy of Sciences and Arts. Many of
Makovsky's postwar realisations were commissioned in Brno and this career episode is
still strongly influenced by the traumatic experiences of the occupation. As well as
K. Pokorny in Prague, Makovsky created two bronze commemorative plaques, notably
the We shall remain faithful (Vérni zGstaneme, 1945) plaque for the entry space of Brno
hospital and another for Ceska spofitelna called The end of my suffering (Konec mého

utrpeni, 1946).454

One of Makovsky's post-liberation works that would make him visible to the decision
makers and subsequently help to establish him as one of the most distinguished
Socrealist sculptors, was a statue of the Partisan (1947). (Fig. 20) The bronze figure,
situated on a low pedestal set in Zlin - Komenského sad, was unveiled festively on the
occasion of the anniversary of the liberation of Czechoslovakia by the Red Army in
1947.455 The same year he continued in the liberation thematics by creating a plaster
sketch for a monument called Victory (Vitézstvi, 1946), consisting of five figures,
modelled in Makovsky's typical fashion, with crispy, sketchy elongated figures and sharp,
anonymised faces. Although was the monument not realized, it is the first example of
Makovsky's approaching orientation towards triumphalist and pathos-including a

rendition of monumental sculpture in the years to come.

In 1948 Makovsky delved further into the state-induced thematics of agriculture and
technology in his relief for the decoration of the Agricultural Exhibition called Woman
and a Tractor. In 27t October 1948 Makovsky received the state prize for his

Partisan.#>¢ The year 1948 also brought Makovsky's most cherished commission - the J.

3 For a relevant bachelors' thesis on the engagement of Makovsky in Zlin in the interwar period see: Vit

JAKUBICEK: Vincenc Makovsky a Zlin (Masarykova univerzita v Brné, Filozofickd fakulta) Brno 2010

*1Ji¥i SEBEK: Soupis sochafského dila Vincence Makovského, in: Jiki HLUSICKA / Jaroslav MALINA / Jifi SEBEK:
Vincenc Makovsky. Brno 2002, 299

> For more see chapter Red Army, Liberation and Partisan Monuments 1945-1968

*jiti SEBEK: Prehled Zivotopisnych dat a nejzavaznéjsich praci Vincence Makovského, in: Dugan SINDELAR:
Vincenc Makovsky, 1963, 103-107
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A. Komensky Monument for Uhersky Brod that would take him eight years to conclude.*57
(Fig. 21)

Also Karel Lidicky succeeded in joining the group of consequential sculptors.#8 His
capacity to embody great ideas, demonstrated already in his monumental commissions
to date, determined him to become gradually one of the most sought after realisators of
the cultural programme, intensely prepared by the Communist party. Already in 1944 he
created a multi-figural work called A burial of a Red Army soldier (Pohieb Rudoarmeéjce,
1949), (fig. 33) a four-figured composition of monumental effect, to which V. Divi§ in
Vytvarné umeni ten years later ascribed success in fulfilling F. Engels' idea of realism,
that is “beside truthfulness of the detail, capturing typical characters in typical

situations.”*5°

Whereas 1940-1945 Lidicky spent at large by cultivation of his remarkable portraiture
abilities, after 1945 he plunged into the fervent monument building by participating in
contests, such as the Monument to the Victims of the Prague Uprising (Pomnik obétem
Prazského povstani, 1947) and the Monument to the Executed Students (Pomnik

popravenym studentiim, 1947).460 Albeit his multi-figural compositions, employed in the

*’ For an account of the typology of the historical sculpture within the Socrealist Era see Part V. Typology and

Iconography of the Socialist Realism Sculpture, chapter National and Working Class History Monuments

8 karel Lidicky (1900-1976) was a Czech academical sculptor and medal maker, professor at AVU, CVUT,
UMPRUM. He excelled in portraiture and was active also as a medal maker. Born in Hlinsko, situated in
Bohemian-Moravian Highlands as a son of a stone mason. He apprenticed 1914-1917 in the craft, as he was
supposed to inherit fathers's workshop. His first adult years were concluded by instruction at Hofice school
1922-1925. His talents resulted in him being recommended to AVU, where he from 1925-1931 visited the studio
of O. Spaniel. There he met Karel Kotrba, who introduced to him Czech artistic scene and work of Charles
Despieu. In the beginning of his independent career 1933-1936 exhibited with Nezavisli, which contributed to his
being accepted to Umélecka beseda. After the liberation pursued monumental commissions, succeeding in Jan
Hus Monument and co-authoship of the Monument in Lidice. Lidicky's already representative and versatile
collection of works, created between 1940-1947 was presented at a comprehensive exhibition at Ales's Hall of
the Uméleckd beseda. This organisation also awarded him Prize of Honour for the 1941 and 1947, as well as
Prize of the Czech Land of the same year. Died 21. 5. 1976

Selected bibliography: Vladimir DIVIS: Karel Lidicky, in: Vytvarné uméni, ro¢. 4 ¢.1-10, 1954, 359; Ji¥i Kotalik:
K souborné vystavé Karla Lidického, in: Karel Lidicky (Ex. Cat.) Narodni galerie v Praze, Kralovsky letohradek. Zari-
Fijen 1975. Praha 1975; Miroslav MICKO: Karel Lidicky: vystava sochaiské prace. (Ex. Cat.) Vystavni sifi
Ceskoslovenského spisovatele (Praha); Jaroslav RATAJ: Karel Lidicky. Praha 1977; Dusan SINDELAR: Karel Lidicky.
Praha 1958

% Vladimir DIVIS: Karel Lidicky, in: Vytvarné uméni, ro¢.4 ¢.1-10, 1954, 359

Compare to: Jifi KOTALIK: K souborné vystavé Karla Lidického, in: Karel Lidicky (Ex. Cat.) Narodni galerie v
Praze, Kralovsky letohradek. ZaFi-Fijen 1975. Praha 1975; Miroslav MICKO: Karel Lidicky: vystava socharské prace.
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examples named above, consisting in both cases of figures, gathered around pylon or
and obelisk, did not succeed, sketches witness Lidicky's determination to be involved in
the post-war reconstruction and point towards Lidicky's inclination to monumental

sculpture he would persistently pursue.

Lidicky's already representative and versatile collection of works, created between
1940-1947 was presented at a comprehensive exhibition at AleS's Hall of the Umélecka
beseda.*¢1 This organisation also awarded him Prize of Honour for the 1941 and 1947.
In the same year he received the Prize of the Czech Land for his funerary relief
Mercifulness (Milosrdenstvi, 1947).462 The first success with a monument design was for
the Monument to the Victims of War (1947) in Pardubice, a single figured concept of a
female figure, draped in cascading folds of elegant garment, today unobtrusively
situated in the garden of the Podébrady castle. Lidicky's greatest success of 1947 was
the first place in the contest for the bronze figure of Jan Hus (1947), for the inner court

of Karolinum.463 (Fig. 23)

Jan Lauda belonged to those artists, whose natural inclination to realist expression was
easily convertible into high profile post-war commissions, also due to his membership in
the Communist party and ambition to thrive in the post-war world.#64 In a few years he
succeeded in joining the elite of the most distinguished sculptors. He was fully occupied
with portraits, public space sculpture, in the first post-1945 years mainly decorative.#6>
He founded together with Karel Pokorny a sculpture oriented workshop at AVU and
resumed his work on the J. A. Komensky monument. Already in 1945 he took part in the
decoration of Karolinum, by rendition of the emblems of Czech lands (1948) for the

ceiling of the Great Aula, designed by Jaroslav Fragner.466

Otakar Svec was another of the artists, whose artistic expression was not in opposition

(Ex. Cat.) Vystavni siti Ceskoslovenského spisovatele (Praha); Jaroslav RATAJ: Karel Lidicky. Praha 1977

1 Karel Lidicky, prace 1940-1947: Seznam vystavy : AlSova sift Umélecké besedy, od 2. do 28. dubna 1947. Praha
1947

“®? pugan SINDELAR: Karel Lidicky. Praha 1958, 14

%3 For more see chapter Karolinum Commissions, Charles University Karolinum and Sculpture

“®* For more on Jan Lauda see note 171

*%° Jan TOMES: Jan Lauda. Praha 1952, 29-33

% KUNSTAT 1998, 314nn
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to the new requirements for artistic creativity after the 1946.467 The visual motives and
principles he used were intelligible both to a wider audience and to the ruling Party.
Generally his artistic expression was very well rooted in the tradition of Myslbek,
recognisable in the reserved realism, psychologism and true classical perspective,
without overtly modernist stylisation. These attributes of Svec's sculptures were largely
responsible for his success in the field of monumental sculpture, art branch that made
him truly famous. It is obvious both his teachers were at the core of his development
into one of the most popular sculptors. The region of South Bohemia became field for
Svec' artistic efforts in 1935. His Monument to the Fallen in Susice (1935) achieves the
effect of monumentality with better success by using the drapery of the soldiers to add

to the volume of the relief.468 (Fig. 24)

As a part of the celebrations of the third anniversary of the liberation of DomaZzlice by
the American army another Svec' statue called The Song of the victory (Pisen vitézstvi,
1948) was unveiled.46? It is situated in the middle-sized square of Chodsko town and
dedicated to the victims of the Fascism. (Fig. 25) It follows the line of the single figure, a
concept Svec had already worked upon in the past and which allowed him to
concentrate single-mindedly on the psychologism of the individual figure. In this case,
the person depicted is a woman, standing with her feet squarely on the basis, rooted
deeply therein. She is bending slightly backwards as if singing to the heaven itself the
song of victory, having one fist clenched in a gesture of revolt. Although the figure is

bare-chested, the statue, this allegorical personification of Liberty, succeeds to convey

*®7 Otakar Svec (1892-1955), was a Czech sculptor. In 1911 concluded his studies at UMPRUM as a pupil of E.

Novak, J. Kastner, J. Drahoriovsky. He continued for another eight years as a pupil of J. V. Myslbek in his figural
sculpture studio and medal making studio of J. Stursa, whose assistent he was between 1919-1925. In 1925-
1927 took charge of the specialised Stursa's studio. A member of the SVU Manes. He was attracted most to the
portraiture and monumental sculpture. The beginnings of his career were marked by the Social Civilism, as seen
his Beam — Motorcyclist (Paprsek — Motocyklista 1924) and Dancer (Tanecnice, 1926-1027). Also the Avantgarde
mirrored in his early work, such as the inventive portrait of Voskovec and Werich (1930) or Vitézslav Nezval
(1932). Ever since the half of the 1920's he began to explore the field of monumental sculpture. In 1930's he
would gradually return to the historism, that would peak in the era of the Socialist Realism. For more see
especially: Petr WITTLICH: Otakar Svec, Praha 1959.

“® WITTLICH 1959, 7 For more details on the monument see: Jan LHOTAK / Jaroslav PACHNER / Vladislav RAZIM:
Pamatky mésta Susice, Susice 2012, 511-515, 519-520. The foundation stone was laid on 28th October 1932.
The author of the architectonic layout was Jindfich Freiwald, one of the most fruitful architects who in the inter-
war period designed a number of significant buildings.The relief depicting three soldiers was revealed on 1935.
% Another version of the same motive by Svec is to be found in the National Gallery under the title
“Enthusiasm“ (1941)
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the message of the mingled sadness of the loss and joy of the victory.

Throughout his career 0. Svec was intrigued with portraiture and indulged his passion
for psychological search for the inner qualities of the depicted. This approach he applied
in series of sculptural portraits of very good artistic quality. Some known examples of
this traditional portraiture are portraits of Jan Neruda (1942) and Vitézslav Novdk
(1948). Generally his artistic expression was very well rooted in the conservative
tradition, recognisable in the reserved realism, psychologism, without pronounced
stylisation. This artistic tendency, manifested by inclination to traditional realism and
classical forms, with certain non-negligible inspiration by J. V. Myslbek, was more

pronounced in his mature works.

These attributes were also largely responsible for his success in the field of monumental
sculpture. Svec understood the renewed longing for psychologism and monumentality,
which followed after the twenties, affected by elevated interest in technical rationality,
expressed in the form of Social civilism.470 Otakar Svec, who similarly to other artists
such as Karel Dvorak spent the war days working on portraiture and tended to historism
as a refuge from the unsettling presence, was approached to participate in the contest to
the decoration of Karolinum. His meticulously rendered model for the Charles IV statue
(1947) fits into the pattern of his recent works, characteristic with busts of national
figures such as Jan Neruda and postwar portrait of a composer Vitézslav Novdk. The
realistic-historical elaboration, building upon effective drapery and triangular position
of the upper part of the ruler's body to deliver dignified and respectable demeanour.

(Fig. 26)

In East Germany the situation with regards to the postwar establishment of sculptors,
was no different. The group of elite figuralists would emerge after the war, determined
already by their pre-war allegiance and orientation. The majority of figuralists would
spend the war - had they the opportunity - by immersing into the search of the fusion of
modern and classical form. For the most of them would be the most suitable medium the

eternal and politically neutral subject of female act. Once the war was over, those artists

YO WITTLICH 1959, 7

156



who were driven to emigration and serving soldiers, would return and claim their place
in the newly built Soviet protectorate. The first prestigious commissions consisted of the

memorial construction related to the Anti-fascist rhetoric of the post-war years.

Fritz Cremer would become one of the most prominent sculptors and his post-war
endeavours would lead him unwaveringly in the direction of ever more prestigious
commissions and affluence. Cremer's personal history would contain a number of
agreeable characteristics - in the 1930s he entered the KPD and associated with people
around the resistance group Die Rotte Kapelle. In his professional career of 1930s he
addressed social subjects and expressed himself in numerous works against the Nazi
regime. His numerous tributes to the fallen soldiers found its embodiment in a deeply
emotional and expressive statues of individuals and groups, created around 1935: Dying
Soldier (Sterbender Soldat 1., II., 1935), Two Falling Soldiers (Zwei fallende Soldaten,
1935-1936).471

After the war Cremer would, aside from his teaching position, become one of the most
sought-after authors of the memorials and monuments, dedicated to the victims of

Fascism. (Fig. 42) His figures of the monuments are grandly schemed, yet haunted,

47 Fritz Cremer (1906 — 1993), was a German sculptor, graphic artist and draftsman, later vice-President of the
Academy of the Arts of the GDR. Born in Arnsberg (Ruhr) as a son of a decorator, he lost both parents before his
adulthood. 1921-1925 learned stone masonry and sculpture from Christian Meisen, 1925-1929 worked as a
stonemason, joining Will Lammert's studio. In 1926 became member of the Communist Workers' Youth. 1930 -
1938 studied as a pupil and later “Meisterschiler” of Wilhelm Gerstel, member of the Prussian Academy of Arts
and deputy director of the United State Schools for Free and Applied Art in Berlin-Charlottenburg. 1937 awarded
the Great State Prize of the Prussian Academy of Arts for the relief Mourning women (Gestapo) and works in the
atelier of Hugo Lederer. 1937-1938 as a bearer of the Great State Prize he stayed at the Villa Massimo. 1946 is
appointed a Professor and Director of the Department of Sculpture at the Academy of Applied Arts in Vienna.
1951 acquires full membership of the German Academy of Arts in Berlin and directorship of a master craftsman;
Gesamtschau of Fritz Cremer's works in Berlin and Potsdam. 1952 First draft for the Buchenwald monument.
1953 Nationalpreis der DDR II. Klasse. 1962 elected Secretary of the Department of Fine Arts of the Academy of
Arts. 1974 awarded the Karl-Marx-Order of the GDR and becomes vice-President of the Academy of Arts of the
GDR; Cremer is honored with honorary membership of the Academy of Arts of the USSR. 1976 Awarded the
GDR's title "Held der Arbeit", Cremer is one of the signatories of the protest against the expatriation of Wolf
Biermann. 1993 on 1 September, Fritz Cremer dies in Berlin at the age of 86.

Selected bibliography: LUDECKE, Heinz: Fritz Cremer: der Weg eines deutschen Bildhauers. Dresden: VEB 1956;
RUGER, Maria: Fritz Cremer: Nur Wortgefechte? Aus Schriften, Reden, Briefen, Interviews 1949-1989. Berlin
2004; SCHWIND, Karl: Fritz Cremer (1906 - 1993) - Plastiken und Zeichnungen, Retrospektive (Ex. Cat. "Fritz
Cremer - Retrospektive" in der Galerie Schwind, Frankfurt am Main vom 8. Mai bis 27. Juni 2009) Frankfurt am
Main 2009

Diether SCHMIDT: Fritz Cremer. Leben. Werke. Schriften. Meinungen. DDR 1972, Abb. 17-24
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sallowed, with protruding bones, intended to become eternal and silent yet emotionally

eloquent reminders of the Fascist atrocities.

Shortly after the war would Cremer acquire a commission for a Monument to the Victims
of Fascism (1934-1945) unveiled in a Wien Cemetery in 1948.472 The three statues are,
similarly to the Freiheitskdmpfer, greatly indebted to the tall and ghostly figures of Will
Lammert, whose work had been ever since his youth his acknowledged inspiration.#73
The motif of loose headscarf would become an often employed feature in his figures of
mourning women, allowing to express the heaviness of cruel fate. His Liberated Man
(Befreite Mensch), that dominates the gradual stairs of the Mahnmal is on the other
hand retaining some of the bodily volume, associated with works of A. Hildebrand or
L. Tuaillon, as it is supposed to deliver more of a progressiveness and optimism, rather

than passive acceptance of merciless fate.

Eugen Hoffmann, who would in 1946 acquire a distinguished position as a sculptor and
professor in Dresden, also belonged to those sculptors, who could expect bright
tomorrows. Already in 1923 he entered the KPD, joined within two years by his wife.
Moreover, he actively participated in the political agitation by creating graphic materials
for agitational posters, leaflets and co-authored the political-satire magazine, later also
as a member of the Association of Revolutionary Fine Artists.4#74 He would also promote
German art in Moscow as a co-organiser of the First All-German Art Exhibition (Erste

Allgemeine Deutsche Kunstausstellung) and joined the Society of the Friends of the New

72 Jiti MASIN: Prazska vystava Fritze Cremera, in: Vytvarna prace, ro¢. V, & 21, 8. 11. 1957, 8

Will Lammert (1892-1957), was a German sculptor. 1934-1951 exiled in SSSR. After 1951 moved to DDR,
where he acquired full membership of the Academy of the Arts. He died amid his works on Ravensbriick
Memorial in October 1957. In 1959 he was awarded the National Prize of the GDR posthumously.

47 (DE) Association Revolutionarer Bildender Kiinstler

Eugen Hoffmann (1892-1955), 1908-1912 while he apprenticed as a pattern designer for wallpaper in Dresden,
he concurrently visited evening courses at the Dresden Academy of Arts with Carl Rade. After his engagement in
the First World War he studied from 1918 with Robert Diez and from 1919 as a master student of Karl Albiker. In
1920 he became a member of the Dresden Sezession Group. In 1923 he became the member of the KPD. In
1924 he took part in the First General German Art Exhibition in Moscow and in 1929 he co-founded the ASSO in
Dresden. In 1938 he emigrated abroad. In 1946 he returned to Dresden, where he became a professor of
sculpture at the academy in 1947. Hoffmann died in 1955.

473

Selected bibliography: Eugen Hoffmann 1892-1955 zum 30. Todestag des Kinstlers (Ex. Cat. 30. Juni bis 11.
August 1985, Zentrum fir Kunstausstellungen der DDR, Galerie Rahnitzgasse 8). Dresden 1985 DALBAJEWA,
Birgit (Ed.): Eugen Hoffmann, in: Neue Sachlichkeit in Dresden. Dresden 2011
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Russia.#7> As a result of his activities he would emigrate and return no sooner than 1946,
when he would also continue in his pre-war artistic efforts, comprising primarily of
female act, encompassing also works on progressive themes, such as the relief Youth

forward (Jungend voran, 1947-1948).

The only woman among the most high profile DDR sculptors was Ruthild Hahne (1910-
2001), who studied at Wilhelm Gerstel.#7¢ Albeit of a middle-class origin, she was active
as a member of KPD and joined the resistance Die Rote Kapelle. In 1941 she received a
scholarship for a stay in Villa Massimo in Rome.*’7 Besides being active politically, she
would from the early post-war days express her allegiance to the newly forming regime
by a bust to V. I Lenin (1946), allegedly the first ever portrait of the great Soviet
revolutionary, rendered by a German sculptor. Her political portraiture, forming the
core of her official commissions, was followed three years later by a bust, dedicated to

Karl Liebknecht (1949).478

Also Waldemar Grzimek had a history of the sympathies for the political left - in 1938
he would in the circle of Communists launch his antifascist activities, the same year he
would make the acquaintance with Fritz Cremer, Ruthild Hahne, Gustav Seitz and

Gerhard Marcks, whose mutual friendship would last years.#7° His postwar years were in

> Gesselschaft der Freunde des Neuen Russland

Eugen Hoffmann 1892-1955 zum 30. Todestag des Kinstlers (Ex. Cat. 30. Juni bis 11. August 1985, Zentrum fir
Kunstausstellungen der DDR, Galerie Radhnitzgasse 8). Dresden 1985, 6

Y% Ruthild Hahne (1910-2001), was a German sculptor, active predominantly in the first years of the DDR
existence. From 1930 studied at Hochschule der Bildenden Kiinste as pupil of Wilhelm Gerstel (together with
Fritz Cremer or Cay von Brockdorff), and also of Arno Breker. The year 1941 she spent as a scholarship holder at
the Villa Massimo in Rome, where she engaged in her most notable small-scale works depicting children.
Convinced Socialist, she joined in 1930s the resistance group Die Rotte Cappelle. In 1946/1947 she co-founded
the Hochschule fir Angewandte Kunst in Berlin-Weillensee, where she also worked as a lecturer for several
years. She was very active politically and created a number of political works - a bust to V. I. Lenin (1946) or Karl
Liebknecht (1949), Walter Ulbricht (1963). Her largest commission, never to be realised, was the Thalmann-
Denkmal (1953-1965).

Selected bibliography: Ruthild Hahne: Plastik; Ernst Jazdzewski: Pressezeichnung: Berlin 1979,
Ausstellungspavillon am S-Bahnhof FriedrichstralRe. Zentrum flr Kunstausstellungen der DDR. Berlin: Zentrum
far Kunstausstellungen der DDR 1979; Jorg Fidorra: Ausstellung Ruthild Hahne, Geschichte einer Bildhauerin.
Berlin 1995;

“7 \bidem

Ruthild Hahne: Plastik (Ex. Cat.) 1979, lllustr.

Raimund HOFFMANN: Waldemar Grzimek 1918-1984 Plastik, Zeichnungen, Grafik. (Ex. Cat. Juni/Juli 1989
Neue Berliner Galerie im Alten Museum) Berlin 1989, 8
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his own words the era of artistic doubts, yet he would produce several Maillolesque
nudes, two of them as a part of a Monument to the Victims of Fascism in Halle (1947)
where he would after the war reside and teach. The Ehrenmal consists of a fallen figure,
only in this case it is not a raincoat-clad figure of a soldier, but rather of a Classical figure

of a youth, accompanied by an allegorical figure of distinctly statuesque form.480

The row of postwar monuments was enriched also by figuralist of female nudes, Gustav
Seitz, whose expressionist Monument in WeifsSwasser (Totenmal fiir Weifdwasser, 1946)
would employ a paraphrase the Christian theme of Pieta.#81 This traditional subject,
widespread among his contemporaries, allowed the most effective fusion of emotional
charge and accustomed usage of expressive form. Walter Arnold would create a
representative monument only in 1949. He would dedicate his creativity mostly to the
wood carving of a smooth-shaped female figure, yet he would not resist the societal
changes, as he would also create a first work-oriented sculpture in the form of a

Construction Worker (Bauarbeiter, 1947).

Sculptors in Education

No later than the end of the 1945 the universities were re-opened and some of the
prominent Czechoslovakian and East German sculptors acquired influential positions in
the art education institutions. The gradual progress toward ideological changes,
apparent in all spheres of culture, were necessarily mirrored also in this field. The art
education was from thence steered by professionals of essentially realist approach, who
were ready and willing to promote their own interest through observation of the
required course. The post-war years would therefore lead unerringly towards the forced
instalment of the counter-progressive artistic current, later on sealed by the onset of the

Zhdanov doctrine.

9 HOFFMANN 1989, 15

! http://gustav-seitz-museum.de/portrait.htm (Retrieved 12. 9. 2017)
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Otakar Spaniel became the rector of the Academy of Arts in Prague. Both Karel Pokorny
and Jan Lauda attained leadership of their own sculptural schools within the
institution.#82 Aside from that, Karel Pokorny was named in the position of the president
of SCSVU, following the resignation of the former, pre-February leadership.#83 Vincenc
Makovsky, who would become the most distinguished author of Socrealist sculpture,
launched his post-war career by becoming senior lecturer at the Faculty of Architecture
University of Technology - VUT in Brno (where he also earned a professorship two
years later).484 Karel Lidicky began to teach at the School of Drawing at Czech Technical
University - CVUT.485

In DDR the most consequential sculptor, who would in the years to come occupy
influential position in the sphere of art education and management was Fritz Cremer. He
served as a soldier, returned after the war to the central Europe and acquired position as
a leader of the Sculpture Department at the Akademie flir Angewandte Kunst in Wien.486
Eugen Hoffmann, member of KPD ever since 1923, emigrated in 1938 to Prague and in
1939 to London, only to spend the rest of the war in various places. After his return he
would acquire a position as a Professor of Sculpture at the Hochschule fiir Bildende
Kiinste Dresden and in 1948 he would become the rector at the same institution,

replacing the indisposed Hans Grundig.487

Another of figuralists would find a place at the institution - Walter Arnold for instance.
After his return from the war he would firstly occupy a position of a teacher at
Hochschule fiir Grafik und Buchkunst in Leipzig and 1949 would transition to Dresden,

to become one of the distinguished representatives of the “Dresden school”. Also

8 Ji¥f KOTALIK: Karel Pokorny a jeho kola. Praha 1983, 11

NA, f. SCSVU, kart. 1, neinv. Zapis o schizi vyboru SCSVU, 8. &ervence 1949. For more see chapter Sculptors in
the Organisational Structures. The circumstances of the resignation of the former leadership had been a lucky
coincidence for the KSC and its intention to capture as much power over it — the accountant of the SCSVU
committed suicide and following audit revealed missapropriation of a significant sum of money. A detailed
account of this is accessible in: NA, f. Ministerstvo informaci, 1949, inv. ¢. 27, odd. B/2

" For a relevant bachelors' thesis on the engagement of Makovsky in Zlin in the interwar period see: Vit
JAKUBICEK: Vincenc Makovsky a Zlin (FF MU). Brno 2010

*® Jaroslav RATAJ: Karel Lidicky. Praha 1977, 22

*®® Heinz LUDECKE: Fritz Cremer: Der Weg eines deutschen Bildhauers, mit einer Einleitung von Heinz Lidecke
und einer autobiographischen Skizze des Kinstlers. Dresden 1956, 5-28

187 Eugen Hoffmann 1892-1955 zum 30. Todestag des Kinstlers (Ex. Cat. 30. Juni bis 11. August 1985, Zentrum
far Kunstausstellungen der DDR, Galerie Réhnitzgasse 8). Dresden 1985, 10
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Waldemar Grzimek would find his place in 1946 as a teacher at Kunstschule Halle at
Burg Giebichenstein.#88 Gustav Seitz after his return from the American captivity, took
the position of a Dozent at the Technischen Hochschule in Berlin-Charlottenburg and
Hochschule fir Bildende Kunste. After the war Ruthild Hahne co-founded the
Hochschule fiir Angewandte Kunst in Berlin-Weif3ensee, where she worked 1946-1950

as a lecturer.489

Charles University Karolinum and Sculpture

The fervent building and reconstruction in the postwar Prague offered prestigious
commissions to the ambitious sculptors. Approaching 600th anniversary of the
foundation of the Charles University in 1948 brought elevated efforts of the Rectorate
representatives to re-launch the reconstruction the buildings of Karolinum, the ancient
seat of the university. To mirror its ambitions to step into the new era as a traditional,
yet progressive institution a series of contests was published, including the artistic
decorations.#?0 The process was steered by a Committee for the Karolinum Renewal

(Komise pro obnovu Karolina).

The reconstruction is divisible into different phases, of which the most relevant to this
narrative is the third (1945-1948) and fourth (1948-1959).491 The lengthy and
complicated process provided an opportunity for artists of various fields and spanned
thirty four years. The decoration of the exteriors and interiors was subjected to a contest
in 1947. A commission was summoned to determine the artistic value, divided to the
two high-profile commissions - the Charles IV statue for the Great Aula and Jan Hus for

the Inner Court. The commission, consisting of the rector of Academy of Arts, prof.

% Raimund HOFFMANN: Waldemar Grzimek 1918-1984 Plastik, Zeichnungen, Grafik. (Ex. Cat. Juni/Juli 1989

Neue Berliner Galerie im Alten Museum) Berlin 1989, 48

9 Ruthild Hahne: Plastik; Ernst Jazdzewski: Pressezeichnung: Berlin 1979, Ausstellungspavillon am S-Bahnhof
Friedrichstralle. Zentrum fir Kunstausstellungen der DDR. Berlin: Zentrum fir Kunstausstellungen der DDR 1979,
nonpag.

% For more on the reconstruction of Karolinum see: Miroslav KUNSTAT: Obnova Karolina a dal3ich historickych
budov Univerzity Karlovy, in: Frantisek KAVKA / Josem PETRAN: Dé&jiny Univerzity Karlovy 1348-1900. Praha 1998,
314nn

! KUNSTAT 1998, 341
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Otakar Spaniel, the architect of the Karolinum reconstruction Jaroslav Fragner, artists
prof. Karel Pokorny, prof. Vincenc Makovsky, prof. Vaclav Vojtisek, and art historians

prof. Josef Cibulka and prof. Jan Kvét.492

From the contest emerged victorious Karel Pokorny, Karel Lidicky and Jan Lauda. A
number of sculptors were summoned to participate also in the contest for the Jan Hus
statue for the inner court. Aside from Lidicky the selected artists were Karel Dvorak and

Vincenc Makovsky.493

Already in 1947 Karel Pokorny, launched his work on the future large bronze figure of
Charles 1V for the Great Hall (Velka Aula, 1946-1953). (Fig. 27) Due to the general delay
of works, the celebrations of 1948 would need to take place with a model of the final
statue in true proportions, as it was cast no sooner than 1950. Pokorny's larger-than-life
statue of the late Middle Ages ruler, founder of the university, is rendered with attention
to fabrics and accessories, bestowing onto the drapery of the king and emperor,
luxuriously sumptuous effect. His contrapposto, paired with a generous gesture of hands,
holding coronation jewels, conveys dignified, yet generous look. The humane and
friendly, yet elegant and stately, Pokorny succeeded in achieving a stately, dignified

effect.

The winner of the contest for the Jan Hus statue was Karel Lidicky.4%4 Right in 1947, the
year when he began to focus more closely on monumental commissions, brought him
victory in this contest. The approval, formulated in the expert appraisal by professors
Josef Cibulka and Jan Kvét, value the Lidicky's sketch, because it contains both sides of

Hus' personality - as a professor of the Charles University and the church reformer.425

492AUK, f. Akademicky sendt 1882.1951, k. 114, inv. ¢. 1593, Zapis o schlzi poroty, kterd byla rektorem

jmenovana k posouzeni modeld, pro sochu Karla IV.

493 AUK, f. Akademicky sendt 1882.1951, k. 114, inv. ¢. 1593, Vnitini vyzdoba Karolina. Socha Karla IV. a M. J.
Husa, vypsani uzsi soutéze, Cis. 2597 /1947

% Jan Hus (1370-1415), a Czech Master at Charles University in Prague, a priest and philosopher, church
reformer and a distinguished predecessor to Protestantism, inspired by John Wycliffe, who pre-dated Martin
Luther. His teachings on theological topics such as eucharist and ecclesiology would cause controversy among
the Catholic Church representatives, who would get him burned at the stake for heresy in 1415. Hus followers
formed what later became a Hussite Movement. For a detailed bibliography and current perception see:
Frantisek SMAHEL: Jan Hus: Zivot a dilo. Praha 2013

> Quoted in: KUNSTAT 1998, 345
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(Fig. 28)

In his model Karel Lidicky achieved great monumentality and cleverly referred to the
myslbekian monumental sculpture, making use of its most valued features of gravity,
measured proportions and realism of surface rendition, together with the idealisation of
face. Lidicky's approach to the appearance of the figure is entirely different to the
conventional understanding of Hus as a seasoned preacher with a goatee, as was often
depicted in painting and sculpture in the established tradition of Czech revivalist
movement. As such, it contributed to the ideological transformation of Jan Hus and his

legacy. This was noted by Divis in 1954, who wrote in a magazine Vytvarné umént:

These works are an attempt, very serious one, for the creation of a new iconographic type, which is,
however, not the most important point. More important is that it introduces a new ideal conception,
where is Hus perceived as a revolutionary thinker, not as a religious mystic, exaltedly floating above

people. 496

Lidicky's innovative concept of Hus introduces him as a young, yet austere and resolute
university master, a rebellious fighter for the abolishment of the class stratification and
social justice promotion. The sketches of head and figure would be employed in the
bronze cast in 1955. Karel Lidicky succeeded in the strive for an important official
commission and conveyed the result satisfactory as to secure himself a place among the

privileged.

One of the preparatory models is today deposited in the property of the Charles
University Archive. (Fig. 28) The plaster model differs from the final statue both with the
rendition of the figure and head. Albeit the contest took place in 1947, Josef Petran in the
publication Pamatky Univerzity Karlovy states the date of the model mistakenly to 1949,
apparently on the grounds of the signature, where the last number of the year is not

clearly legible.#97 (Fig. 30)

%8 \ladimir DIVIS: Karel Lidicky, in: Vytvarné uméni, ro¢. 4 ¢.1-10, 1954, 359

Josef PETRAN: Dalsi uméleckohistoricka dila v Karolinu, in: Josef PETRAN Pamatky Univerzity Karlovy. Praha
1999, 265-266
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Albeit the author of every each of premeditated works could be but one, the Committee
recommended the highest quality models for the rendition, even if not originally
intended and part of the budget - this was the case with Vincenc Makovsky' statue of Jan
Hus and Josef Wagner' Charles IV. From the correspondence with the Ministry of
Education is clearly discernible the enthusiasm of the Committee for the realisation of all
remarkable models, whereas the Ministry - the funding institution - was markedly less

willing to provide finances for all the recommended realisations.

Josef Wagner' plaster model of another Charles IV statue was valued so highly, the
Committee succeeded in achieving its realisation above the original budget for the
decoration. The statue, intended for the Small Aula (Mala Aula) and sized 150 cm, was,
according to a letter to be rendered in marlstone (opuka) rather than bronze. Today is
placed in the building of the Charles University directorate, on the platform in from of

the Rector's offices.498

The artistic design of Jan Hus by Vincenc Makovsky was also appreciated by the
Committee, who recommended the realisation of the said model for the rector's office.
Thence the rector Jan Mukarovsky inquired at the Ministry of Education the financial
sum for the said realisation for its “exceptional artistic qualities”.**® Makovsky's Hus is
more of a visionary, whose dramatically raised arm adds pathos and determination.500
The Ministry in reaction to the inquiry politely reminded the University of the limited

resources and the final realisation did not take place.>%! (Fig. 29)

%8 AUK, fond Akademicky senat, 16. XI. 1948, Komisi pro obnovu Karolina k ruk. pfedsedy prof. Vojtiska

AUK, f. Akademicky senat 1882.1951, k. 114, inv. ¢. 1593,¢.j. 1038/1948/9, Karolinum - vnitfni vyzdoba, socha
M.J. Husi,

>0 AUK, f. Akademicky senat 1882.1951, k. 114, inv. ¢. 1593, a hand-written letter by the Committee, Karolinum:
vnitini vyzdoba — Socha M. J. Husi

%L AUK, f. Akademicky senat 1882.1951, k. 114, inv. & 1593,
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Commemoration of the Fallen in CSR

The continuation of the tradition, established already after the First World War with
regards to the monument building, was secured by the large public demand for the
commemoration of the fallen. The acknowledged capacity of sculpture to deliver
compelling and profound emotional effect on the observer was a desirable feature in a
war monument and therefore is an indispensable component of this artistic discipline in
the post-war times. Specifically the presence of a figural sculpture contributed greatly to

the psychological connection between the message of the monument and the spectator.

The decoration would depend on the resources of the commissioning subject. In case
reduced expenses were required, simple ornament or decorative sign would be used. In
case the commissioner, be it governmental body, city, veteran association or survivors,
could afford to invest more, a sculptural component would be employed in a form of a
relief or a statue. Whereas village monuments would often belong to the first category,
town and city monuments and memorials would often provide job opportunity for

sculptors.

A multi-figural sculptural decoration of monuments, dedicated to the commemoration of
the gruesome acts of Nazi army, utilize heart-wrenching effect of war losses to the
utmost. The motherly love and subsequent horror from the loss of the soldier-son, or a
family tragedy, is employed to its fullest. The desired effect of horror, causing feelings of
anguish, pain and determination never to forget the atrocities of the Nazi Germans,
would be emphasized by the careful selection of motive and meaning. To leverage the
genius loci in order to make a lasting impression on the visitor was the foremost task of

the creators.

The murder of twenty-five villagers of Leskovice by the retrieving German army in May
1945, is one such an example. The sculptural composition, placed within a low
architectural frame, is situated under a patulous tree and represents a village family of
Leskovice. The figure of a man, guarding his wife and child - regardless of the anticipated

tragical outcome of the event - stands firm and unbroken, resolved to protect his family
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to the last breath. (Fig. 31)

One of the most explicit expressions of this emotional strain is present in Zivotice, place
of commemoration of the so-called Zivotice tragedy. (Fig. 32) In 6. 8. 1944 Gestapo in a
retaliation for a pub fight executed thirty-six men from Zivotice and surrounding
villages.502 The memorial is adorned by a sculpture of a family by Franciszek Swidr
(1949).503 Woman, holding a child close to her body, stands above the body of her
husband with her face turned up to heavens. Her expression is blank, yet the reproach of
God's injustice and hatred to the executioners is written clearly in her countenance, as
well as in her clenched fist. Even more interesting is the presence of expressionist
features, observable most clearly in the distortion of the man's spasm-stricken body and

agonized face.

The honouring of the countless fallen civilians and partisans, who died in lager cities
during the war (especially during the Prague Uprising in 1945), required a decent
commemoration.>%* The question of the employed medium was also dependent on the
placement possibilities. The fighters and partisans lost their lives, often in the middle of
busy streets. Therefore the spots, where the citizens spontaneously laid flowers in
remembrance, could not be marked by a statue. A decorated plaque was a dignified
solution and was widely employed throughout the post-war years, as well as later. The
most commonly utilized type of plaque would be a marble, stone or bronze desk with
very little decoration, usually just a floral ornament and/or national emblem, sometimes
nothing at all. Another option was a unified, serial plaque, replicated in many places,

with a typified decorative feature, such as a relief or a semi-statue.

A typified plaque was for many commissioners a rational solution. It secured both
dignified commemoration and superior artistic quality for a reasonable price. This was

the case with the We Shall Remain Faithful (Vérni zlistaneme) plaque, placed in multiple

2 For a detailed account of the Zivotice tragedy see: Mecislav BORAK: Svédectvi ze Zivotic: Tésinsko za druhé

svétové valky a okolnosti Zivotické tragédie. Cesky Té$in: Muzeum Tésinska 1999

203 Pamatniky obétem 2. svétové vélky - Zivotickd tragedie, in: http://www.vets.cz/vpm/mista/obec/7904-
zivotice/ (retrieved 12.9. 2017)

% The Prague Uprising from the perspective of the historical continuity: Bohumil KOBLIHA: Sest dni, kdy narod
védél: prazské povstani 1945. Praha 2005
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copies in the streets of Prague. (Fig. 19) The idea of a hand, raised in a gesture of oath,
was proposed by sculptor Miloslav Base and architect Karel Repa. The task to create a
bronze hand, raised in a gesture of oath, was given to Karel Pokorny.>%> The first
specimens were revealed in 1947 on the occasion of the Prague Uprising anniversary in
Staroméstské nameésti, Trojsky most, Pankrac, Bila hora and at the Czech Radio,
considered the most important places, related to the event. 3¢ The largest number, more
than fifteen plaques were dispersed in the first Prague district, five in the second district
and three in eighth, remainder in other districts. Other two types of typified plaques,
were adorned by either relief Czech lion on the top, or by a head of a soldier in a semi-

profile relief.

Individualised reliefs and semi-statues would be, as to the prevalence, in the minority
among the commemorative monuments. Yet their distinctiveness allows one to make
conclusions of the artistic and typological character of the production. Conceptually they
testify to the desire of the commissioners to utilize the powerful effect of sculpture to
achieve more interest of the passers-by, non-inducible by a mere list of names.
Decorated plaques were usually installed in a publicly accessible place, such as on the
facade or in the interior of a church, school, state or private institutions and companies,
whose interest it was to remember fallen fighters, members, colleagues or neighbours.
Very often they exhibit great differences with regards to artistic quality, ranging from

remarkable realizations to very mediocre.

School, as a formative environment for young minds, was a convenient place for a
decorated commemorative plaque. On the occasion of the first anniversary of the Prague
Uprising, a school in Praha 5, Preslova 75/25, Smichov, unveiled a relief (1946),
accompanying names of the murdered pupils and professors.597 (Fig. 34) Three figures
of the rebels, set in rambles of the war frenzy, convey courage and pathos and the

victorious posture of the flag-bearer is set in context by allusion to the martyr's death in

°% pugan KONECNY: Karel Pokorny : vybor z dila. Vystavni sin Manes, Praha, 1971, fig. Pamatnik padlych

v prazské revoluci

*% petr TVRDY: Bronzové ruce prazskych povstalct. 2016 (retrieved from: Csol.cz 6.1. 2017)

Vladimir STRUPL: Pamétni deska obétem 2. svétové valky, located in Praha 5, Preslova 75/25, Smichov, v
budové 3koly, in: Spolek pro vojenskd pietni mista, http://www.vets.cz/vpm/3868-pametni-deska-obetem-2-
svetove-valky/#3868-pametni-deska-obetem-2-svetove-valky (retrieved 6.1. 2017)
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the inscription. Another plaque, of the same dedication, was set in the school in Praha 2,
Na Smetance 1/505, Vinohrady.5%8 This time, the relief represents a rebel with a gun in a

profile.

A single figure of a rebel or a soldier occupies majority of the plaques. One of
exceptionally detailed plaques by Jan Znoj adorn the building of the Faculty of Law,
Charles University, Praha 1, namésti Curieovych 901/7, where is depicted the scene of
the murder of partisans, who were thrown into the river Vltava.>%? (Fig. 35) One of the
preferred patterns, is the manly figure as an allegory of a guard, the embodiment of
vigilance and determination to protect the liberty, paid for by the blood of the victims.
The desired effect is such of power, courage and unwavering resolution to protect the
country to the very last breath. This applies to Karel Pokorny's statuette in Praha 1,
Senovazné nameésti 978/23, Praha 1.510 (Fig. 36) Two-figured relief showing a soldier
and a partisan facing each other in a wordless understanding of common cause and
purpose, is in the building of the former Military Geographical Institute in Praha 6,
Rooseveltova 620/23, Bubenec.511 A figure of a partisan shaking his fist, forms a pandant
with a desk, showing relief of a civilian woman in Praha 2, Wilsonova 300/8, Praha
Hlavni nadrazi, 1st platform.>12 Another partisan figure on a plaque is to be seen in the
bustling railway station in Praha 5, Nadrazni 279/1, Smichov.513 Countless plaques of

below average quality, such as the one in the area of former gasworks, Praha 4, U

% Viadimir STRUPL: Pamétni deska obétem 2. svétové valky, in: Spolek pro vojenska pietni mista,

http://www.vets.cz/vpm/10737-pametni-deska-obetem-2-svetove-valky/#10737-pametni-deska-obetem-2-
svetove-valky (retrieved 6.1. 2017)

% Marcel FISER: Pamétni deska popravenym v kvétnovém povstani na Pravnické fakulté UK v Praze, in:
http://www.socharstvi.info/realizace/pametni-deska-popravenym-v-kvetnovem-povstani-na-pravnicke-fakulte-
uk-v-praze/ (retrieved 6.1. 2017)

19 V/ladimir STRUPL: Pamétni deska ob&tem 2. svétové valky, Praha 1, Senovazné namésti 978/23, in: Spolek pro
vojenskd pietni mista, http://www.vets.cz/vpm/2829-pametni-deska-obetem-2-svetove-valky/#2829-pametni-
deska-obetem-2-svetove-valky (retrieved 6.1. 2017)

> V/ladimir STRUPL: Pamétni deska ob&tem 2. svétové vélky, Praha 6, Rooseveltova 620/23, Bubene¢, former
Militrary Geographical Institute in Praha 6, in: Spolek pro vojenska pietni mista, http://www.vets.cz/vpm/18052-
pametni-deska-obetem-2-svetove-valky/#18052-pametni-deska-obetem-2-svetove-valky (retrieved 6.1. 2017)

12 V/ladimir STRUPL: Pamétni deska ob&tem 2. svétové valky, Praha 2, Wilsonova 300/8, Praha Hlavni nadraZi, I.
nastupisté, in: Spolek pro vojenska pietni mista, http://www.vets.cz/vpm/3106-pametni-deska-obetem-2-
svetove-valky/#3106-pametni-deska-obetem-2-svetove-valky (retrieved 6.1. 2017)

1 V/ladimir STRUPL: Pamétni deska ob&tem 2. svétové vélky, Praha 5, Nadrazni 279/1, Smichov, in: Spolek pro
vojenskd pietni mista, http://www.vets.cz/vpm/3341-pametni-deska-obetem-2-svetove-valky/#3341-pametni-
deska-obetem-2-svetove-valky
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Plynarny 500/42, Michle, are to be seen all over the republic.>14

Different conception, making use of the emotional dimension of war suffering, is often
employed in the depiction of the heroic sacrifice of the soldiers and civilian fighters. The
ambition to instigate discomfort, disturbance of mind and consequent contemplation of
the observer, is often pressed by the employment of inner pathos, expressivity in the
elaboration of form. This is the case with a plaque, honouring fallen employees of the
Czech post in Praha 1, Hybernska 2086/18.515 (Fig. 37) The plaque shows stiffened body
of a dead postman with the head tilted backwards, with a rifle and envelopes,
symbolising the profession. The last moments of a dying civilist, falling over his rifle
commemorate murdered, executed and tortured employees of an insurance company in
Praha 1, Jungmannova 31, palace Adria, 4th stock.>16The utmost exaggeration of the
psychological strain is achieved in the famished figure Praha 5, on the wall of the former

building of KriZik's factory, in the street Naskové 1189/1, Kosire.517 (Fig. 38)

> V/ladimir STRUPL: Pamétni deska obétem 2. svétové valky, Praha 4, U Plyndrny 500/42, Michle, in: Spolek pro

vojenska pietni mista, http://www.vets.cz/vpm/12872-pametni-deska-obetem-2-svetove-valky/#12872-pametni-
deska-obetem-2-svetove-valky (retrieved 6.1. 2017)

> Vladimir STRUPL: Pamétni deska obétem 2. svétové valky, Praha 1, Hybernska 2086/18, budova CD, in: Spolek
pro vojenskd pietni mista, http://www.vets.cz/vpm/2280-pametni-deska-obetem-2-svetove-valky/#2280-
pametni-deska-obetem-2-svetove-valky (retrieved 6.1. 2017)

>3 Vladimir STRUPL: Pamétni deska ob&tem 2. svétové valky, Praha 1, Jungmannova 31, paldc Adria, in: Spolek
pro vojenskd pietni mista http://www.vets.cz/vpm/2169-pametni-deska-obetem-2-svetove-valky/#2169-
pametni-deska-obetem-2-svetove-valky (retrieved 6.1. 2017)

> Vladimir STRUPL: Pamétni deska ob&tem 2. svétové valky, Praha 5, Naskové 1189/1, Kosite, the former
building of KFizik's factory, in: Spolek pro vojenskd pietni mista, http://www.vets.cz/vpm/3351-pametni-deska-
obetem-2-svetove-valky/#3351-pametni-deska-obetem-2-svetove-valky (retrieved 6.1. 2017)
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1949 -1953

Cultural Institutions and Art Organisations

In Czechoslovakia after the so-called “Victorious February”“ on 25 February 1948, fatal
blow to the independent artistic sphere was dealt.>18 The most elaborated and efficient
machinery of the Communist rule was built so as to reach to all classes and individuals
and impose upon them its will and authority. Thence all the hindrances to impose the

rule over all spheres of culture fell apart and the Party gradually tightened the loop.

The close western neighbour of the Czechoslovakian state, East Germany after the
establishment of the state on 7 October 1949, was subjected to almost identical process
of “Sovietisation” of culture and its organisational structures.>® The procedure of
adaptation to the “Vorbild” of the SSSR was gradual and started immediately in the
aftermath of war, though it acquired true momentum only after the establishment of the

DDR.

In the early days of the existence of both regimes the key practical objectives of the
leadership with regards to culture were twofold: restructuralisation of the official
institutions and establishment of the professional unions accompanied with the
membership cleanses. In both Czechoslovakia and East Germany the construction of the
cultural machinery was, especially in the functional structure establishment, very
similar. It is remarkable that power in the cultural sphere was in both states divided

between the responsible administrative body and the cultural department of the one

B ror a comprehensive overview of the political situation see: Vladislav MOULIS: Podivné spojenectvi: k

Ceskoslovensko-sovétskym politickym a hospodarskym vztahdm mezi dubnem 1945 a Unorem 1948, Praha 1996;
Frantidek CAPKA: 1948: Vitézny Unor: cesta k prevratu, Brno 2012; Karel KAPLAN: Kronika komunistického
Ceskoslovenska. Klement Gottwald a Rudolf Slansky. Brno 2009

> For an analysis of the political situation see: Manfred GORTEMAKER: Geschichte der Bundesrepublik
Deutschland: Von der Grindung bis zur Gegenwart, Minchen 1999, 171; Michael LEMKE: Einheit oder
Sozialismus? Die Deutschlandpolitik der SED 1949-1961. Kéln 2001; Michael LAUSBERG: DDR 1949-1961.
Marburg 2009; A broadly attempted summary of the sovietisation process in satelite countries by: Anne
APPLEBAUM: Iron Curtain: The Crushing of Eastern Europe, 1944-1956. New York 2012
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Party, who constantly struggled for influence.

In Czechoslovakia it was the Ministry of Informations, fighting with the always more
powerful Board of Culture and Propaganda of the Central Committee of the KSC.520 In
East Germany was the role of the leader of the cultural sphere held by Kulturabteilung
des Zentralkomitees der SED,>2!the highest instance, having its counterpart in the
Deutsche Zentralverwaltung fiir Volksbildung (DVV), which was subordinated to the
SMAD.>22 In 1950 was the DVV transformed into the Ministerium fiir Volksbildung
(MfV).523 A distinguishable tendency, comparable in both CSR and DDR, is the fact that
ideological course and larger share of power was firmly in the hands of the Party

Apparatus, regardless of the efforts other parts of a structure might make.

Action Boards

In Czechoslovakia the Party exercised its will in the early days of the regime through the
means of the Action Boards.>24 These committees became the prolonged arms of the
Party, which took part of excluding politically unsuitable members of professional
unions and various professional societies of the corresponding field. As Knapik noted, it
took three years to gain full control over the institutions and over all the named fields of
artistic production. The Action Board, which overtook the position of authority and
which was summoned to revise the membership base, consisted of two branches. One of
them was subordinated to the Central Action Board of the National Front and the other

was built up of the representatives of the Czech Union of Artists, the umbrella union for

>20 Narodni Archiv, Ministerstvo informaci, Praha, f.¢. 861, 1945 — 1953, Ml

The Ministry of Informations was in 1969 transformed into the Ministry of Culture.

Narodni Archiv, KSC - Ustfedni vybor 1945-1989, Praha, f.¢. 1261, KSC-UV-O

A tool for orientation in apparatus of the KSC: Karel KAPLAN: Aparat UV KSC v letech 1948-1968. Sesity Ustavu
pro soudobé déjiny AV CR, sv. 10, Praha 1993

>1 SAPMO- BArch, DY 30/ IV 2/9.06/ 1 bis 315, 1945-1962

For more see: Beatrice VIERNEISEL: Die Kulturabteilung des Zentralkomitee der SED, 1946-1964, in: Glnter FEIST
/ Eckhart GILLEN/ Beatrice VIERNEISEL (Ed.): Kunstdokumentation SBZ/DDR 1945-1990. Aufsitze, Berichte,
Materialien. Berlin 1996

>? |ater to be renamed to Deutsche Verwaltung fir Volksbildung

>% Bundesarchiv DR 2, Ministerium fur Volksbildung

2 NA, f. Ustiedni akéni vybor Narodni fronty (UAV NF)

JiFi KNAPIK: Akéni vybory na prahu nové doby. Soudobé déjiny 2002, (ro¢. 9.), &. 3-4, 455-475; Jaroslav MLYNSKY:
Unor 1948 a akéni vybory Narodni fronty. Praha: Academia 1978.
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all artists.>2> The membership base of societies was scrutinised and some of the
members were subjected to fees, membership suspensions or “mere” ostracism, if they

failed to meet the required characteristics.

In East Germany the role of the examiner was executed after 1945 through
Kunstausschuf3 of the Freie Deutsche Gewerkshaftsbund (FDGB),>2¢ after 1948 the
competence was directed to the Referat Bildende Kunst belonging to the Hauptabteilung
Kunst und Literatur of the MfV, currently under the guidance of Prof. Reinhold Langer
(SED).527 The direct responsibility of the Referat consisted of the art education
supervision, exhibitions production and examination during the registration of artists.
The re-examination of artists, who were stripped of their status of an artist, were

subjected to scrutiny by Priifungskommissionen.>28

The most immediate interest after the Czechoslovakian coup d'état was dedicated for
strategical reasons to media and broadcasting, considering it always had the most
profound influence over the general public.>2 Communists in the preceding three years
already installed loyal people into the influential positions in the Czechoslovak Radio
and press. Theatre and film industry followed, together with highly relevant field of
literature, which was also of paramount importance for its propagandist potential.
Hobby clubs and societies were banned and their overall number dropped significantly.

Often they merged with politically agreeable ones.>30

Unlike the spheres of media and literature, the field of fine arts had been infiltrated by
Party-loyal Communists to a lesser degree and the organisational changes were thence a
matter of gradual progression more than of an abrupt takeover. The Action Board of the
Czech Artists was entitled to expel unsuitable members and some of them, including

sculptor Zdenék Pauker and architect Jan Mayer, were ruled off. Otakar Spaniel, a

>% NA, f. SCSVU, kart. 1, neinv. SI. Organizace. Organy svazu. Ustanoveni, Gvodni prohlageni, nepag.

SAPMO- BArch, DY 34, Freier Deutscher Gewerkshaftsbund 1945 - 1990

Bundesarchiv DR 2, Ministerium fir Volksbildung, Bildende Kunst

>% Simone  SIMPSON: Zwischen Kulturauftrag und kinstlerischer Autonomie. Dresdner Plastik der 1950er und
1960er Jahre. Dresden 2008, 20-21

>% Archiv Ceského rozhlasu, AF, &.f. 12

KNAPIK 2002, 455-475

526
527

530
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sculptor of great renown was also considered for expulsion.>3! Only by complying with
the regime requirements he could be spared the revenge for his successful career at the
times of the First Republic.532 These Action Boards were active until 1950, when the

cleanses of the membership base draw to its close.

The sphere of the fine arts, including architecture, graphic art, painting and sculpture
was much more complex for the Communists to handle - the most authority in the
sphere was held by professors at public education institutions, such as the Academy of
Arts (Akademie vytvarnych uméni) or the School of Applied Arts (Vysoka Skola
umeéleckopriimyslova) in Prague.>33 These were not readily available to subordinate to
the dictate of the Party and regardless of the official statements of some foremost
theoreticians and artists such as Emil Filla, Vincenc Kramar, the Communist Party had
not been overly confident in the allegiance of these personalities, so well established in
the cultural structures of the former regime.>3* Their apprehension towards Modernist
artists Karel Teige, Vaclav Sychra, Jan Bauch or FrantiSek Tichy, who, according to
internal files of the Party (even though complying with the general idea of the arts as a
tool for the promotion of the Socialism) did not adopt in their artistic works outward

appearance consistent with the ideology of the Party, were more or less justified.>35

It is of interest that in the SSSR the officials of the Party did not experience these
transitory complications - the Imperial Academy of Arts (Rossiyskaya akadémiya
khudézhestv) was abolished in 1919 by V. L. Lenin for its explicitly tsarist nature and

renewed in 1947 by Stalin to serve as “the highest organ, controlling all areas of the

>3 NA, f. SCSVU, kart. 1, neinv. Ustanoveni, Gvodn{ prohlaseni, nepag.

For more comprehensive informations see: KNAPIK, Jifi: V zajeti moci. Kulturni politika, jeji systém a aktéfi 1948-
1956. Praha 2006, 19-23, for more on the subject see also: Jifi KNAPIK: Akéni vybory na prahu nové doby.
Soudobé déjiny 2002, (roc. 9.), ¢. 3-4, 455-475

>3 According to an interview with prof. Jan B. Lasek, family member of Otakar Spaniel

> For history studies of the AVU CSR see: Milod AXMAN (Ed.) Almanach Akademie vytvarnych uméni v Praze: k
180. vyroci zaloZeni (1799-1979), Praha: Akademie vytvarnych uméni, 1979; For history studies of the UMPRUM
CSR see: Martina PACHMANOVA / Markéta PRAZANOVA: Vysoka $kola uméleckoprimyslova v Praze = Academy
of Arts, Architecture and Design in Prague: 1885-2005. Praha, Vysoka skola umélecko-prlmyslova 2005

>* For more Vincenc KramdF see note 292

For more on Emil Filla (1882-1952) see note 404

> NA, AUV KSC, f19/7, a.j. 12
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country's artistic education and artistic culture.”53¢ It goes without saying that such
renewal presented a convenient opportunity to install all members of the institution
from the range of loyal Communists. Thence was appointed Aleksandr Gerasimov as the
first president of the Russian Academy. The same fate was inflicted upon all unions of
artists in the country. SSSR created highly successful culture machinery by allowing
artists to participate on official and state commissions only. By strict adherence to this
principle the regime succeeded in destruction of independent art and secured endless
row of socialist art, delivered by the obliging artists, who bent over backwards to follow

the official doctrine.537

SCSVU and VBK

The Soviet example, employed in the constitution of the structure and organisation of
the artistic life was shortly after the February utilized also in CSR and DDR.538 Former
unions of artistic professions were transferred into unions, directly subordinated to the
Party apparatus.>3? In Czechoslovakia it was the Union of the Czechoslovakian Fine
Artists.540 SCSVU, establishing new members of the Presidium and reacting to the
IX. Convention of the KSC in 1949, summarised main goals and programme of the
union.>*1 It was to adopt a strategy, corresponding to the central requirement - “the
right ideological course”.># Statutes were upgraded and 1st Nationwide Congress of
SCSVU was promised to take place shortly thereafter. A new, ideologically oriented
magazine for artists was deemed necessary and also the economical questions were

amply debated.543 Economically and financially SCSVU belonged to the realm of the

>* Quoted in: GOLOMSTOCK 1990, 142

Ibidem

>* For more on Soviet cultural politics see one of the most acclaimed studies by: Boris GROYS: The Total Art of
Stalinism: Avant-garde, aestetic dictatorship and beyond. Gesamtkunstwerk Stalin. Princeton 1992

9 A letter witnessing dissolution of the Artists' syndicate is to be found in: NA, f. SCSVU, kart. 1, neinv. SI.
Organizace vytvarnictvi. Akénf vybor syndikatu umélct Ceskoslovenskych, véc: rozpuéténi spolku, 20. V. 1948

% svaz ceskoslovenskych vytvarnych umélcd

> Accessible today in a record of a meeting of the Committee of SCSVU.

> NA, f. SESVU, kart. 1, neinv. Zapis o schizi vyboru SCSVU, 8. Eervence 1949, 1-5

More on the magazine Vytvarné uméni and the supervision of Vaclav Jicha see chapter Sculptors in the
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Ministry of Education, Science and Arts.

The intricate task of the Central Committee of KSC to transform artists into the suppliers
of ideologically functional art was more complex than expected. Not only it turned out to
be impossible to support them all financially, but also the artists themselves seemed to
struggle with the new thematics and their elaboration. To overcome their hesitation and
indecisiveness, artists were sent to the historical sites, factories and collective farms,
delegated to witness everyday life of the working people and convert their impressions
into the art with the required progressive Socialist content and Realist style. Increase of
the production of the ideologically adequate art was endeavoured through the means of
task actions, contests, exhibitions and education of the working class in arts -

workshops and training.>44

One of the newly established and consequential organs of SCSVU was the so called
Artistic Board, subordinated to the SCSVU leadership, but consisting of artists -
specialists, divided into groups according to their field of specialisation.54> The Artistic
subgroup for sculpture contained Antonin Kalvoda, Jan Kavan, Karel Lidicky, Josef
Wagner, Vaclav Zalud, Jan Jitikovsky, Josef Jitikovsky, Jan Lauda, Vaclav Markup, Vincenc
Makovsky and Alois Sopr. This subgroup was supposed to superintend its respective
field regarding the membership base - they decided upon the agreeability of the adepts,
approved new members - approved or declined requests of artists for stays abroad and
were supposed to manage the influx of ideologically suitable sculptures into the central
art store, Tvar cooperative.>*¢ They were also entitled to nominate a potential laureate
of the State Prize. In 1948, for example the task to come up with a name was assigned to

sculptors Karel Lidicky and Vincenc Makovsky. 547

Organisational Structures

> The effort to educate working class to turn them into complying suppliers of the agitational art turned out to
be unrealistic — the environment of the factories and collective farms, together with demanding manual labour,
did not contribute to contemplative mood associated with artistic creation.

> A file of meeting records of the Artistic Board from the years 1948-1950 is to be found in: NA, f. SCSVU, kart.
1, neinv. S| Umélecka rada.

The categories were divided as follows: Painting and Graphics, Sculpture, Architecture, Industrial Art, Theory

>*® Druzstvo Tvar. The idea to create a cooperative art store was already mentioned in the Memorandum to the
President Benes in 1947, see note 287. It was supposed to serve as a central store, which would buy from artists
to provide them with an essential income, in the situation when the privat sector was unable to support them.
>4 NA, f. SCSVU, kart. 1, neinv. S| Uméleckd rada. Zapis 16. 6. 1948
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The final transformation of the SCSVU into the mature part of the structure of the
Communist machinery with a clearly articulated ideological programme, was ready to be
performed in 1949 and the implementation of the Socialist Realism went hand in hand
with it>48 [t was related to the publishing of widely accessible and instructional
compilation of Andrei Zhdanov's speeches.>*? It contributed somewhat to elucidation of

the question, how the Socialist art ought to be handled in various fields of culture.

The organizationally challenging process was accompanied by a new revision of the
membership base and was concluded by a 1st Nationwide Congress of SCSVU in April
1950. Thence was Karel Pokorny replaced by an architect Karel Stranik as a President, it

is noteworthy that the secretary remained Vaclav Jicha. 550

The East German parallel to the SCSVU was the Verband Bildender Kiinstler
Deutschlands (VBKD), established 17 - 18 June 1950 as a part of the Kulturbund zur
demokratischen Erneuerung Deutschlands. 551 The institution had its ideological
forbearer in Assoziation revolutionidrer bildender Kiinstler (1928-1933),°52 numerous

group of Communist artists, which was eventually forbidden by the Nazis.

The VBKD, established on 17 - 18 June 1950 at I. Verbandskongress was subordinated
to the FDGB and Otto Nagel was elected the first Chairman.>>3 One of the representatives

of the Verbund became sculptor Ruthild Hahne.55* It was directly responsible to the

8 NA, f. SCSVU, kart. 1, neinv. SI. Organizace. Organy svazu. Ustanoveni, Gvodni prohlaseni, nepag.

Andrej Aleksandrovi¢ ZDANOV: O Uméni, Praha 1949

Poznamky k zasedani I. celostatni konference delegatl Svazu Ceskoslovenskych vytvarnych umélcl v breznu
1950, in: Vytvarné uméni 2, 1950, 146-156

** SAPMO- BArch, B5. DDR/Verband Bildender Kiinstler

Compare to: Ullrich KUHIRT (Ed.): Kunst in der DDR 1945-1959. Leipzig 1982, 115

>2Eor a description of the ASSO see: BArch, DR 1/10275, VA 275, 50. Jahrestag von ASSO (Assoziation
Revolutionarer Bildender Kinstler Deutschlands) und BRPSD (Bund Proletarisch-Revolutionarer Schriftsteller
Deutschlands) 1978

For an encyclopaedic entry see: Christoph WILHELMI: ASSO, in: Kiinstlergruppen in Deutschland, Osterreich und
der Schweiz seit 1900 : ein Handbuch. Stuttgart 1996

> Otto Nagel (1894-1967) was a politically active painter, living in Berlin. He was a president of the Akademie
der Kiinste der DDR (1956 - 1962), chairman and President of the VBKD (1950 — 1952 and 1953 — 1959)

SAPMO- BArch, B5. DDR/Verband Bildender Kiinstler - Statut

>>* For more on Ruthild Hahne (1910-2001) see especially note 476

Verband Bildender Kiinstler der DDR, 1950-1990, in: Archivdatenbank der Akademie der Klinste, retrieved from:
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Central Commission of the SED, which was entitled to intervene in any area of the VBK
organisation and also in the matters of ideological relevance. The VBK adopted the same
time-tested model of democratic centralism, which mimicked in essentials the structure
of the one Party Apparatus - introduced the Kandidatenstatus for the approvement of
the potential member of the Verband.>55 Together with the full membership in the
Verband the artist was allowed to take part in exhibitions, make use of stipends, study
trips and readily accessible material, required for the execution of his profession. The
most important aspect of the belonging to the VBK was the permission to take part in
official commissions, an indispensable condition for the survival of active artist in the

socialist state.5>6

The independent local artistic groups that had arisen after the war, such as Die
Arbeitsgemeinschaft Sozialistischer Kiinstler established in Berlin or Das Ufer located
in Dresden and harbouring among its members several sculptors, among them Ernst
Gramer, Rudolf Lohner and Walter Reinhold.557 In Halle was founded Die Fahre und
in Leipzig das Kiinstleraktiv 48 - together with many others - were all engulfed by the
VBK in 1952.558

https://archiv.adk.de/bigobjekt/37005 (4.8. 2016)

> Ulrich KUHIRT: Verband Bildender Kiinstler der DDR. Weg zur sozialistischen Kinstlerorganisation —
Dokumentation, Berlin 1983, 14

>*° |bidem 1983, 14

> kurt LIEBMANN: ,Das Ufer”, Dresdner Klnstlergruppe 1947, in: Bildende Kunst 1959, 825ff

Hallesche Kinstlervereinigung "Die Fahre": 1947 bis 1949; Ausstellung vom 17. Oktober bis 19. November
1989, Galerie MarktschloRchen. Halle, Saale 1989

Ullrich KUHIRT (Ed.): Kunst in der DDR 1945-1959, Leipzig 1982, 72

For more on the artistic groups see: Petra JACOBY: Kollektivierung der Phantasie? Kunstlergruppen in der DDR
zwischen Vereinnahmung und Erfindungsgabe, Bielefeld 2007
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Official Sculpture 1948/1949 - 1953

The endeavoured construction of the socialist state needed painting and figural
sculpture, that would, together with architecture, celebrate both the national history,
revolutionary presence and utopian future.>>® The process of centralisation of culture
and its organisational structures after 1948, restructuralisation of the official
institutions and establishment of the professional unions, affected sculptors and the
sculptural production the same way as the other fields of culture. The challenges and
hurdles on the way to the ideological art were in CSR and DDR based on the same

ground.

The effort of the Central Committee of KSC to transform artists into the suppliers of
ideologically functional art was very relevant to sculptors, who in vast majority
depended upon official commissions. The centralized approach was applied to the
artistic creativity and the public space provided the most convenient opportunity for the
presentation of the regime. The squares, facades of public buildings, factories, all had to
be filled with ideological art that would boost morale and instill the message of
Socialism in the minds of the People. Unlike painting, the sculpture was more dependent
on state commissions and therefore reflects accurately the ideological and political

background of the era.

Unlike the cinematography or literature, the sculpture was considered by the
Czechoslovakian Communist theoreticians as relatively well established and not
requiring a substantial intervention.>¢® In opposition to the painting, sculpture was
praised for retainment of a universally high level, following the famous and refined
tradition of Czech sculpture.>¢! As Antonin Pelc emphasised in his review of the Second
Exhibition of Czechoslovakian Arts (1952), unlike the figure painting, “.. the sculpture

achieved high level of development as to the contents and did not waiver on its confident

> 1. Prehlidka Ceskoslovenského vytvarného uméni. In: Vytvarna prace ¢. 16, 1953,

> Usneseni UV KSC o filmu a jeho vyznam pro vytvarné uméni, in: NA, f. SCSVU, kart. 1, neinv.
*%! Jan TOMES: Shirka ¢eského sochafstvi k otevieni vystavy Ndrodni galerie na Zbraslavi, in: Vytvarna prdce, roc.
2,1954, ¢. 20, 1-2; Antonin PELC: NaSe socharstvi, vérno slavné tradici. In: Viytvarnd prace, ¢. 21, 1952, 1
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journey towards mastery of expression. 62

Whereas painters struggled to mingle their Modernist world-view with socialist content
without violating their artistic conscience, the sculptors of state commissions
monuments could with little inconvenience revive the most traditional form and apply it
to the iconography of Socialism. As the vast majority of sculptors received traditional
education, they would be professionally prepared for the emerging tasks. The changed

political situation required monumental art forms to flourish.

These circumstances determined the outcome of the official sculptural production after
1948, which in CSR adopted either the myslbekian form, or through the inertia reflected
the Social civilism and neoclassicism of the twenties, or the Soviet style. In Germany on
the other hand oscillating between the Expressionist legacy modified usually by
Formvereinfachung of the 1930s and again the Soviet model, most often promoted by

the Soviet sculptors themselves.>63

The instruction to artists and the public was to be delivered through the press. In DDR it
was the Bildende Kunst, a magazine dedicated to painting, sculpture, graphic art,
craftsmanship and industrial design, founded in 1947 and published by Karl Hofer und
Oskar Nerlinger.>¢4 The general and professional public in Czechoslovakia was
acquainted with the new ideological orientation of art through the newly established
magazine Vytvarné uméni. Both magazines would - according to ideologues - endeavour
to translate organic needs of the day, a mirror of life in its historical exactitude, educate
and change the Man in socialist spirit and leverage incentives for the works of art from

the everyday life of the people who invest their effort to build Socialism in the country.se

The editorial board of the magazines contributed substantially to the basic formulations

of the Socialist Realism in both countries. It summoned and explained all the precise

°62 Ibidem, 1

Raymond COGNIAT: Maillol, sochaf Francie, in: Blok, ro¢. 1946-1947, ¢. 4-5, 134ff; DT-: Kvystavé Karla
Lidického, in: Viytvarna prace, roc. 1953, ¢. 16; ANONYM: Nase sochafstvi vérno slavné tradici, in: Vytvarna prace,
ro¢. 1953, ¢. 21, 1; Frantisek DVORAK: Sochafi umélecké besedy, in: Vytvarna prace, ro¢. Il, 1954, &. 2;

% Beatrice VIERNEISEL: Wechselbider einer Verbandszeitschrift. Die Bildende Kunst, in: Simone BARCK /
Martina LANGERMANN / Siegfried LOKATIS (Eds.): Zwischen "Mosaik" und "Einheit". Zeitschriften in der DDR.
Berlin 1999. 276-288

> v4clav JICHA: Na novou cestu. In: Vytvarné umeéni, ro¢. 1, 1950, nepag.
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directions as to the thematics and motives, iconography, ideological perspective,
rendering and form of art works, and examined various problems related both to the
theoretical and ideological background of the creative process. They had set the general
structure, around which was the theory of Socialist Realism was to evolve in the decades

to come.

As is apparent from the selection of article subjects, rhetorics and also from the
problems dwelled upon, the SCSVU and the Cultural Board of the Central Committee of
the Communist Party were far from satisfied with the artists' results up to 1950. The
Magazine Vytvarné uméni was undoubtedly created to rectify these faults and its authors
with Vaclav Jicha in the forefront, plunged into this task with agile productivity. Unlike
the pre-February careful and moderate proclamations of the liberty of the artist and his
relative freedom to choose any style, topic and medium desired, the magazine in 1950
already acknowledges in unmistakable terms, what the “true art“ according to the

Communist ideology is supposed to look like and what characteristics it has to display.

To secure a favourable outcome, exhibitions, action tasks and contests were launched
both to provide the artists with the necessary provisions and to encourage compliance
with the ideological directives.>¢¢ The centralized approach towards the action tasks and
contests provided the state with advantageous position, allowing it to structuralise the
directives and rules, thematics and ideological orientation in such a way that was

compatible with its' long term vision in economy, agriculture or employability.

Several exhibitions and serial events were presented to provide artists the opportunity
to represent their works, created in accordance with the doctrine. The Exhibition of the
Czechoslovakian Fine Arts (Prehlidka Ceskoskovenského vytvarného uméni) at Prague
Castle was organised four times in the time-frame 1951 - 1959, as well as The Art
Harvest (Vytvarna uroda) in 1950 and 1951. The central exhibition series in the DDR
was the Deutsche Kunstausstellung, organised annually 1949-1988. The demand, placed
upon the sculptors was in the depiction of animate life of the udarniki and improvers,
toiling for higher productivity of industry, labour, expansion and growth of the

agriculture in the countryside, the emergence of the new generation of youth in their

> For more see chapter: Action Tasks and Contests

181



education and in the industrial production, creative relationship of the people to

labour.567

Beside the central exhibitions the SCSVU and VBK would promote and organize
exhibitions abroad, serving to promote the cultural and artistic level of the country and
secure both cultural exchange and mutual awareness of the public in the country
providing and receiving the output. In Bucharest would be in 1949 presented a selection
of the Czechoslovakian sculpture, hosted by the Institutul roman pentru relatiuni
culturale cu strainatate.5¢8 The exhibition would beside traditionally acclaimed sculptors
introduce some of the younger artists - Karel Hladik, Josef Malejovsky or Jozef Kostka.
Another representative exhibition of the Czechoslovakian sculpture was presented in
1951 in Wien, accompanied by a catalogue with a text by Jaromir Neumann, whose
translated text served as an introduction to the situation and character of the
Czechoslovakian sculpture. The exhibition would also provide the opportunity to
acquire a foreign participation to the future Socrealists Ludék VarvaZovsky, Tatiana

Konstantinova, Zdenék Kovar and Alexander Trizuljak, born around 1920s.569

Another tool introduced to galvanize the artists, was a system of distinctions, prizes and
orders. The structure of these merit-based acknowledgements was established to
appreciate the regime obliging authors and at the same time present an example for
those artists, who struggled to grasp the new thematics. The artists, who were most
often awarded, succeeded in the eyes of the Party officials in delivering the required
work of art, covering the currently demanded subject and containing an accurate

combination of artistic quality and ideological content.

> For more on the subject see chapter: Exhibitions

Sculptura cehoslovaca: Catalogul expozitiei sculpturi cehoslovace - Bucuresti 1949. Bucuresti: Institul roman
pentru relatiuni culturale cu strainatate, 1949

%9 Ausstellung der tschechoslowakischen Skulptur: Wien - Wiener Kunsthalle 25. Februar bis 19. Marz 1951.
Wien: Osterreichischtschechoslowakische Gesellschaft, Berufsvereinigung bildender Kiinstler Osterreichs, 1951
Zdenék Kovar (1917-2004) was a Czech sculptor and industrial designer. 1943 concluded his studies at the School
of Arts in Zlin as a pupil of V. Makovsky. In 1947 founded a studio for the Shaping of machines and tools. 1959
professor at UMPRUM. He mostly created portrait, monumental sculpture and works depicting manual labour
professions. One of the founders of the Czechoslovakian industrial design. In 1982 received a title National Artist.
For more see: Slovnik ¢eskych a slovenskych vytvarnych umélc(, sv. 6, 1950-2001. Ostrava 2001

For a biographical note on: Ludék Varvazovsky, Tatiana Konstantinova, Zdenék Kovar and Alexander Trizuljak, see
note 597
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To promote a greater compliance in the future, ideologues called to assistance the
prototype of the Soviet Art, revered and celebrated as the most developed art in the
world - not only for the alleged full-blown realist tradition, but also for its supposed
interconnection with the interests and needs of the nation.57? The final expression of this
victory was a conclusion of the 5. Plenum des Zentralkomitee der SED, presented on 17
March 1951 where a fatal decision outlawed all signs of the freedom of artistic
expression under the title: Kampf gegen Formalismus in Literatur und Kunst fiir eine

Fortschrittliche Deutsche Kultur.>71

In the aftermath of the War the enthusiasm for the building of monuments, which was
distinct in the 19th century and also during the times of the First Czechoslovak Republic,
returned to Czechoslovakia.572 Several contests for the commissions of monument
construction dated back to the prewar period and shortly after the end of the war it was
perceived as a matter of high importance to secure their production and installation. A
colossal Monument to Jan Zizka from Bohumil Kafka, the ultimate and most monumental
equestrian statue was to be cast into bronze.573 (Fig. 15) Also some monuments,
removed during the Protectorate, such as Karel H. Borovsky's statue by Josef Strahovsky
at Zizkov, were reinstalled, as it was perceived as a matter of national pride to obliterate

all traces of arbitrary acts, Nazis inflicted upon the subjugated nation.

It was only a few weeks after the end of the war, 20th September 1945, when the
National Committee of the capital city of Prague met to discuss the task to create three

new monuments in Prague. The debate on monumentalism was in vogue among

>% Alexander ABUSCH: Von der Wissenschaft und der Kunst der Sowjetunion schopferisch lernen, Berlin 1953,

5nn

>"15. plenum des Zentralkomitees der SED: Bd. 1, BArch, DH 1/13499 For a compilation of related documents
see: Kampf gegen Formalismus in Literatur und Kunst fir eine fortschrittliche deutsche Kultur. EntschlieBung
des ZK der SED aud der V. Tagung 15 .3.—17.3. 1951, in: Elimar SCHUBBE (Ed.): Dokumente zur Kunst- Literatur-
und Kulturpolitik. Stuttgart 1984, 178nn

% This preoccupation with monuments is noted by F. X. Salda in his Mor pomnikovy (The Plague of the
Monument Building), in: SaldQv zépisnik 1, 1928, &.1, 265-269. The abundance of monuments served as a
incentive to Zdenék Hojda a Jifi Pokorny for ,Memorials and Forgetorials“ summoned some exampes of this
,monument  building enthusiasm“ and noted for example the Jan Zitka Monument.
For an Exhibiton in Clam-Gallas Palace 25th September — 5th January 2014 with an accompanying catalogue on
the subject of the Prague monuments of the 19th century see: Katefina KUTHANOVA / Hana SVATOSOVA:
Metamorfdzy politiky : prazské pomniky 19. stoleti. Praha 2013

> For a chapter on the importance of monuments in the pre-war and post-war situation see chapters: War
Monuments and Memorials, National History Monument, Commemoration of the Fallen in CSR
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theoreticians already in the pre-war time, but it did not cease to intrigue them even after
the war, where the question of monumentality resonated with the political changes in
society.>74 The inclination to present great personalities of national history in formidable
proportions was to be employed again, in monument to the late president Tomds G.
Masaryk.>7> Another was to be dedicated to the Czech composer of international renown,
Bedrich Smetana. The third personality which was chosen to be immortalised in stone or
bronze was Josif V. Stalin.57¢ Monuments to Jan Neruda, Jaroslav Vrchlicky, Bedrich

Smetana in Prague were also premeditated.

Besides the need to celebrate national history, the most often employed public
sculptural production in the first years after 1945 was dedicated to the war-related
monument building, most typically to the Red Army and liberation. The monument
would be typically installed in a public space - a square, park or a cemetery, in more
generously financed cases would be a part of a memorial, with corresponding urban
planning and accompanying landscape design. This was the case especially with regards
to the Red Army Monuments, such as the memorial and mausoleum, created in 1946 on
the occasion of the first anniversary of the liberation by the Red Army in Ostrava,
honoured also in 1946 also by the construction of a Burial place of the Red Army in Brno

with a dominant figure of a Red Army soldier on a tall column. (Fig. 39)

Even though in Germany the Anti-Fascism was onthefleading ideological concepts, the
main line of the monuments exhibited continuityhwtihe sculpture of the National socialism.
This divergence between official rhetoric and pmefeé line of the official monumental
sculpture is characteristic for the authoritatiggimes, such as those, established$iR and
DDR. The most conservative tradition becomes thedatory blueprint, fulfilling in the most
efficient manner the role of the instructional addological tool. In that respect, the true
origin of the chosen artistic tendency was ofdittlonsequence. In the situation the artists,
whose reputation and artistic independence wasstad by their allegiance to National

Socialism were not refused, but accepted, if thegewvilling to make amends.

% Josef RYBAK: Monumentalnost v souc¢asném umeéni, in: Program D 48, r. 11, 1947/1948, ¢. 4, 119; Miroslav

MICKO: O monumentalnim uméni, in: Kytice r.2. 1947, &.7, 467-472
> pfCHOVA 2015, 22

>’ HOJDA/POKORNY 1996, 205
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Sculptors in the Service to the Party

The selection of artists, included in this and following chapters, was made on the basis of
the official state distinctions, awarded to the authors by the central institutions
throughout the 1950s and 1960s. Within the sphere of Czech sculpture will be especially
noted artists such as Konrad Babraj, Jan Lauda, Vincenc Makovsky, Josef Malejovsky,
Karel Pokorny, Otakar Svec, whose realisations stood at the core of the official sculptural
production, both in the capital city of Prague and in other regions, such as Moravia's
capital Brno and those of industrial tradition, such as Ostrava and Zlin (Gottwaldov). The
East Germany is represented by Fritz Cremer, Waldemar Grzimek, Ruthild Hahne,
Gustav Seitz in Berlin, Walter Arnold in Dresden. The Soviet artists could not be omitted,
as they present the authors of several monumental commissions in the early days of the

DDR.

Czechoslovakian Sculptors

Vincenc Makovsky, who had risen to prominence after the war, began on the verge of the
decade to reap all the benefits of his post war works and political engagement.>’7 His
prize received for the Partisan, membership in the Czech Academy of Sciences and
foundational role in the establishment of local artist groups in the Moravian region

undoubtedly promoted his interests even further.578

Makovsky could claim to ascertain his artistic prowess by creating a bust of marshal
Malinovsky, for Brno in 1949.579 (Fig. 40) His decision to emphasize prominent facial
features of the celebrated Red Army liberator would help to achieve monumental
expression and sense of heroism, while retaining pseudo-realist form for a convincing

whole. The unwavering, visionary gaze over the horizon, seen so often in the sculptures

> For previous stages of Makovsky's career see chapter Emerging Elite Figuralists

>’% Jiti SEBEK: Prehled Zivotopisnych dat a nejzavaznéjsich praci Vincence Makovského, in: Dugan SINDELAR:
Vincenc Makovsky. 1963, 103-107

>"For a detailed analysis of Makovsky's monumental commissions see especially: Jifi SEBEK: Soupis sochatského
dila Vincence Makovského, in: Jifi HLUSICKA / Jaroslav MALINA / Jifi SEBEK: Vincenc Makovsky. Brno 2002;
SINDELAR, Dugan: Narodni umélec, Vincenc Makovsky. Praha 1963; Jiff HLUSICKA: Sochaf Vincenc Makovsky, in:
HLUSICKA / MALINA / SEBEK: Vincenc Makovsky. Brno 2002
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of Socialist Realism, found here one of its most typical examples. Albeit Makovsky stood
the test of political conformity, his privilege to create a bust of president Gottwald did
not come to fruition and remained in preliminary models only. As it seems, Makovsky's
faithfulness to the outward appearance of the depicted was too pronounced to be borne
and therefore refused by the commissioner.>8° However, one of his models for

Gottwald's bust was cast in bronze in 1950.

Since 1950 Makovsky achieved sufficient authority to attract positions in the semi-
political art-related structures, as a member of committees. He began to appear in juries
of various commissions, or when a selection of sculptural works for a comprehensive
exhibition was to be made. His public activity, together with his undeniable artistic
qualities resulted in him being named in 1952 professor at the Academy of Arts, a
considerable distinction and another consequential boost of his career prospects and
affluence. His advances projected also into the export of his works abroad. In the time
frame of 1950-1953 his works were exhibited as part of larger scale exhibitions of

Czechoslovakian art in Vienna, Sofia, Warsaw and Moscow.581

Karel Pokorny earned the greatest appraisal in the post-war era by his Fraternization
(Sbratreni, 1949), (fig. 18) depicting a scene of liberation of the Czech lands from the
Nazis by the SSSR army. With the highest praise by the comparison to the Myslbek's
mastery, was Karel Pokorny and his Charles 1V bronze figure for the Charles University in
Prague (1950), renowned for its precisely elaborated fabrics, elegant bearing and
monumental expression. (Fig. 27) After describing in detail the sculptural component of
the exhibition, Pelc concludes, that the remarkable skill of the present sculptors springs
from the confidence, provided by the reliance on the local tradition and the “Classics”.
Together with monuments to Alois Jirdsek (1952) and BoZena Némcovd (1955) it belongs
to the clearly Myslbekian group of statues Pokorny had created. This recognisable style
of historism was repeatedly celebrated by the ruling power as a role-model for other

artists to follow.582

80 HLUSICKA 1963, 43

SEBEK 1963, 106

Vladimir SOLTA: Cerpejte zkugenosti z dél sovétskych mistrdl — Mistrd socialistického realismul in: Vytvarné
uméni, ¢asopis Ustfedniho svazu ¢eskoslovenskych vytvarnych umélct, Praha 1952

Lubo$ HLAVACEK: Genese sousodf Sbratieni K. Pokorného, in: Vytvarna kultura /19, 1985, 8-11

581
582

186



In the position of the president of SCSVU Pokorny remained until 1949 when he was
replaced by architect Karel Stranik. After the cleanses connected to the Rudolf Slansky's
case he was reinstated and remained in the position until 1956. As a president, he
commented on current exhibitions in Vytvarnd prdce Magazine, presided over
commissions and familiarised the public with the conclusions of the key administrative
and organisational issues in SCSVU.583 He also received many honours and sinecures,
related to his successful and Party-approved artistic activity - 1949 he received the
State prize for his sculptural composition Fraternization, 1952 he became a Laureate of

the State Prize of the First Order for his Monument to Alois Jirdsek.>8* (Fig. 41)

Also Otakar Svec understood a renewed longing for tradition and monumentality. His
artistic tendencies, yet again gravitating towards realist form, convened to the Party
officials. Svec engagement with the Communist regime, regardless of the motivation, is
reflected both in the magazines and newspapers. His complete immersion into the
forced ideologisation of arts is reflected in the Vytvarné umeéni from 1950 where his
statement in “a survey“ on the occasion of the 33rd anniversary of the October

Revolution called The Soviet Union, Our Example. He stated that:

“.. In the spirit of the Socialist Realism creates an artist, who in agreement with the mighty
expansion of the working class and endeavours, following the example of the Soviet artists to
depict all that is beautiful and great, all that fills the bountiful life of us, builders of the

Socialism. 585

These generic, dehumanised and highly ideological formulations, based upon the core
dogmas of the Party, were omnipresent and common in newspapers and magazines in
the period. This particular example witnesses Svec's either willing or unwilling
involvement in the systematic construction of the ideological substrate on which the

tendentious art ought to flourish.>8¢ The formulations of all associated artists, published

Bohuslav STANGLER: Program slavnosti odhaleni pamatniku Sbratfeni v Ceské Trebové dne 9. - 10. ¢ervna 1951.
Ceskd Trebova 1951

* For example: Karel POKORNY: Viybérovy svaz je nova cesta ceskoslovenského vytvarného uméni, in: Vytvarna
prace 23 roc. 1955

¥ KOTALIK 1983, 13 For more see chapter: Official Prizes and Honorary Titles in CSR

Otakar, SVEC: Ceskoslovensti vytvarni umélci o sovétském uméni, in: Vytvarné uméni, ro¢. 6, 1950, 344

% Ceskosloveniti vytvarni umélci o sovétském umeéni, in: Vytvarné uméni, roc. 6, 1950, 344
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in the Party directed press, are as to the character and meaning of these proclamations
fully interchangeable. They witness both the inevitability of the involvement of the
artists in the building of the said construction, as well as substantial intervention of the

censorship in the editoring of the texts.

One of the most distinguished sculptors, whose pre-war successes in figurative
sculpture secured him the attention of the decision makers, was Jan Lauda. His portrait
bust of Zdenék Nejedly was paraded as the representative example of psychologism in
portraiture of the personalities of Soviet and Czechoslovakian class history in the

Magazine Vytvarné uméni.>8?

“A Portrait of the minister Zdenék Nejedly from Jan Lauda is a classical example of the solution of
the purpose and form of the sculpture. The audacious, politically significant, manly personality of
the pugnative scholar, great through his folksiness and his Socialist self-assuredness, is depicted

in a form of a monumental bust, which is comparable only to myslbekian mastery. 88

A high recommendation of his personal and professional qualities, illustrating Lauda's
privileged position among Communist artists in the early 1950s, was delivered by Jan
Tomes$ in his 1952 monography. No later than 1945 Lauda created a portrait of
V. L. Lenin, a gesture of great importance, regarding his future career.>8? (Fig. 80) The

bust of the revolutionary leader was, according to Tomes:

“created by Lauda from human and artistic understanding of Lenin's personality and is one of the

first artworks, fulfilling well-known requirement, laid on the works of Socialist Realism. His
expression is distinguished with great pathos, expressing revolutionary zeal... By the likeness of
Vladimir Ilyich Lenin Lauda reached broad masses. It is one of the works, through which the artist
found connection with the people and new purpose of artistic creativity, sought after for a long

time. 7590

Karel Lidicky further cultivated his advantageous position, achieved by the acquisition of
the Jan Hus monument commission. Beside his always very prominent portraiture

works he would focus on the ideological subjects. This is very aptly demonstrated on the

87\ 1. Lenin's Portrait. (A reproduction), in: Vytvarné umeéni, roc¢. 3 1950, 3

TOMES 1954

*% Antonin PELC: Vzpominka na Jana Laudu, in: Vytvarné uméni IX, 1959, &. 4, 146-149; Compare: Jiti MASIN: Jan
Lauda. Karlovy Vary. 1962; Lubo$ HLAVACEK: Jan Lauda $edesatnikem, in: Vytvarna prace VI., 1958, ¢. 6, 3

% Jan TOMES: Jan Lauda. Praha 1952, 29
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example of the The Burial of the Red Army soldier (Pohifeb Rudoarméjce, 1949), a
complex composition, thematically elaborating upon a multi-figural concept, already
established by Jan Stursa in his monument The Burial in the Carpathian Mountains
(Pohteb v Karpatech, 1918).591 (Fig. 33) Regardless, whether the motive pioneered in
the Czech sphere by Stursa was used intentionally or unintentionally, the draft would in
many a respect be an antithesis to his work. Lidicky would make the drapery and folds
of a flag the dominant structure of the monument, creating an open, ruffled shape,
reminding strongly of an Art Noveau style. Faithful to the anxious and pointy character
of his sketches and models, Lidicky's figures do not help to create the neatly closed form
Stursa's composition does, on the contrary, it further emphasises the horizontal

heterogeneity.

Josef Malejovsky was after the war in his thirties, well versed in the realist style and
armed with the membership in the KSC, which surely helped to open the doors -
including the assistant's position at the AVU.>%2 His post-war activity did not deviate
from the feverish activity of his contemporaries, who did dedicate their efforts to the
commemoration and acclamation of the heroes and fallen. He was profoundly intrigued
by the powerful emotional charge of the victorious May of 1945 and elaborated upon the
subject on numerous occasions.>?3 He participated in the contests on the sculpture,
dealing with this subject of the liberation, albeit with limited success - most of these
works would remain unrealized.>% His pre-1989 monographs would naturally
accentuate a number of political sculptures such as the The Barricade Man (Barikadnik,
1949), Above the friend (Nad kamaradem, 1949), or Female mason (Zednicka, 1950).
He would also unsuccessfully attempt to win a commission for a Monument to the Fallen
in his native Holice.>%> The first of his successes was the commission for the bronze doors

of the Vitkov Memorial (1952).5%

L For more on Stursa's monument The Burial in the Carpathian Mountains see page: 60

JiFf KOTALIK: K vystavé Josefa Malejovského, in: Josef Malejovsky: katalog vystavy, Narodni galerie biezen-
kvéten 1986. Praha 1986, 7-13

>% Hana MANDYSOVA: Narodni umélec Josef Malejovsky: vybér z dila (kat. vyst.). Pardubice 1988

Jan SPURNY: Josef Malejovsky. Praha 1963

KOTALIK 1986, 10

For more on the Vitkov Memorial see chapter: National Monument at Prague Vitkov Hill
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New Generation of Socrealists

Albeit the generation of the true bearers of the independent artistic current was already
active in the seclusion of their private studios, the official, academical branch would
thrive in the middle of the 1950s. The two most prolific studios in the sense of the
sculptural education belonged to Karel Pokorny and Vincenc Makovsky. The Prague
school of Pokorny at AVU attracted the largest number of attendants, whose conversion
into successful, publicly active sculptors was the highest. Among them were Socrealists,
of the late 1950s and 1960s, some of them active up until 1980s of both Czech and
Slovak nationality: Tibor Bartfay, Svata Hajerova, Jan Hana, Ludvik Kodym, Sylva
Lacinova-Jilkova, Véra Merhautova, Alexander Trizuljak, Ludék VarvazZovsky, Vendelin

Zdribecky etc.597

The great majority of the named artists would acquire the basics of the craft by
attending a specialised secondary schools, which inevitably influenced the orientation
and technique of the artists. They could choose from sculpture, woodcarving, ceramics,
or stone masonry, sometimes even interior design, the options covered by the secondary
education institutions available. A substantial number of the sculptors born around
1900 would study at the State Industrial School of Sculpture and Stonework in Hofice,
including Jan Stursa, Josef Wagner and Karel Lidicky.>?8 This was, however, not the case
with the artists born twenty years later. Beside Jaroslav Barto$, Arnost Kosik, Ludék

Varvazovsky, the great majority would choose either directly sculpture or applied arts

> Sylva Lacinovd (1923), was a Czech sculptor. In 1950 he concluded his studies at AVU as a pupil of K. Pokorny.

She was concerned mainly with portraiture, decorative and small-scale sculpture. For more see: Bronislava
GABRIELOVA: Sylva Lacinova. Brno 1996

Véra Merhautovd (1921-1996), was a Czech sculptor. In 1951 she concluded hier studies at AVU as a pupil of K.
Pokorny, J. Lauda. She was concerned mainly with portraiture Fo more see: Marie HALIROVA MUCHOVA: Véra
Merhautova: vybér ze socharského dila. Praha 1987

Ludék VarvaZovsky (1923 - 1950), was a Czech sculptor. In 1949 he concluded his studies at AVU as a pupil of K.
Pokorny. Concerned especially with monumental sculpture. For more see: Slovnik ¢eskych a slovenskych
vytvarnych umélcd, sv. 19, 1950-2008. Ostrava 2008.

Vendelin Zdriibecky (1923 -1986), was a Czech sculptor. In 1945 he concluded his studies at UMPRUM as a pupil
of J. Lauda, 1951 at the Academy of Fine Arts in Prague as a pupil of J. Lauda and K. Pokorny. A member of the
Group Rijen, in 1955 member of the Army's Art Studio. In 1982 received a title of the Distinguished Artist. For
more see: Slovnik ¢eskych a slovenskych vytvarnych umélca, sv. 21, 1950-2010, Ostrava 2010.

% Statni primyslova Skola socharska a kamenicka in Hofice
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specialties.>99

The sculpture as a distinct discipline was taught with the greatest success at the School
of Applied Arts.00 In the atelier of Jan Lauda prepare the candidates for the UMPRUM
until 1949, Ludvik Kodym, Vendelin Zdribecky and countless other less consequential
sculptors and artists. Also School of Arts in Zlin was having good results.0! Here was
actively promoting young talents Vincenc Makovsky within his own studio, educating
Konrad Babraj, Karel Kune$, Zdenék Krybus, Vladimir Kyn or Zdenék Kovaf, Sylva

Lacinova-]Jilkova.602

One of the most preferred branches of the secondary education among these sculptors
was ceramics. The future sculptors would improve their skills in the small scale
modelling usually at a specialised school of Ceramics in Bechyné, namely Ludvik Kodym
or Milo$ Zet.93 Jan Hana would prefer the Prague location, attending the local school of

Ceramics. Karel Kolumek would study at another school of Ceramics, in Teplice.604

At Specialised Woodcarving School in Prague would prepare for their future careers
Svata Hajerova and Vendelin Zdribecky.®%5 Minority of artists, usually women, would
choose from different branches of applied arts related to interior design or jewellery
making. A Secondary Industrial School of Housing in Prague was attended by Véra
Merhautova, whereas Specialised School of Jewellery in Trutnov provided professional

instruction to Véra Melicharova-Kartakov4.606

This generation of K. Pokorny, J. Lauda and V. Makovsky's pupils would be directly

>* The school would after 1938 frequently change name, the Statni primyslova skola socharska a kamenicka in

Hofice was used (1921-1938). The institution existed already at the times of Austrian.Hungarian Empire, from
1884, raising large number of greatly skilled artists, who would later study at AVU. For more see: Erik TICHY: 120
let hofické skoly pro sochare a kameniky: 1884-2004. Hofice: Stfedni prdmyslova sSkola kamenickd a socharska
2004

600 Umeéleckoprimyslova skola v Praze

%01 (cz) Skola uméni in Zlin

%2 For account of the school attendance, exhibitions participation, lists of bibliography and affiliation to artistic
groups of the Czech artists see especially the database: http://abart-full.artarchiv.cz

%3 (cz) 0dborna gkola keramicka v Bechyni

CZ) Keramicka $kola, Keramicka gkola v Teplicich-Sanové

CZ) Odborné skola rezbarska in Prague

CZ) Stredni priimyslova Skola bytové tvorby, Odborna skola Sperkafska v Trutnové
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responsible for the spreading of the Socrealist sculpture in Czechoslovakia after 1950
and its continuity well into 1980s. Their imminent need to establish themselves would
result in a production of a number of conformist works, creating the mediocre mass
produce, ever since the beginning of the 1950s. The high artistic level and professional
skills of Myslbek's and Stursa's pupils, perceived often as a natural characteristic of the

Czech figural sculpture, would in this generation gradually but fatally degenerate.

For some of the named artists would be the collective exhibitions, organised ever since
the 1949 by the SCSVU and subordinated institutions the first opportunity to present
themselves within a collective exhibition (not to mention a national scale of these
“prestigious shows" under the auspices of the state). Some of the artists would succeed

to participate in the state shows already in the 1949.

For Zdenék Kovar, pupil of Vincenc Makovsky and his later successor at the School of
Arts in Zlin, would be the first occasion to present his work at the exhibition The
Czechoslovakian People and its Land in Life, Work and Struggle, when he was thirty two
years old. His Founders (Slévaci) would present a non- innovative continuity to the social
sculpture of the 1920s.697 The same applies to Ludék Varvazovsky, the pupil of Karel
Pokorny, who was at the time only twenty six and who exhibited the model for a
Monument to the Red Army in Zlin and who would on the other hand venture to employ

less conventional composition.608

The exhibition Art Harvest (Vytvarna tiroda) in 1950 already intended to comprehend as
many young regime-obliging authors as possible and would therefore include a
substantially larger number of perspective young artists, born in 1920s, the
representatives of the Socrealism.t0° This show would become the debut for Arnost
Kosik, Zdenék Kovat, Vladimir Kyn, Sylva Lacinovd, Jan Simota, Tatdana Schindlerova-

Konstantin, Josef Vitvar, or Alexander Trizuljak, Vendelin Zdriibecky, who would be in

%7 (c2) Ceskoslovensky lid a jeho kraj v Zivoté, préci a zapasu: Vystava obrazl a soch z let 1918-49 (Ex. Cat.
Jizdarna prazského hradu : Kvéten-Cerven 1949). Praha 1949

%% For more on the school of Pokorny see: 228

009 Vytvarna Uroda 1950. DGm vytvarného uméni v Praze Il. 18. prosinec 1950 - 15. leden 1951. Praha : Svaz
ceskoslovenskych vytvarnych umélc(, 1950
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average under thirty years of age. The topics and subjects would religiously cling to the
official iconography and were dedicated to the Red Army subjects (employing the
concept of the heroic sacrifice, comradeship in a meticulously calculated emotional

effect), agriculture and manual labour professions.610

Albeit in some cases would these young sculptors appear at the official exhibitions
already in the early 1950s, their most prominent commissions and experienced

successes would date comfortably into the verge of the 1950s and 1960s.

The younger generation of sculptors, who would toil to attain the official positions in the
late 1950s and early 1960s, is represented especially by Josef Malejovsky, pupil of Karel
Dvordak at UMPRUM and Konrad Babraj. These artists, together with Jan Simota, Jan
Hana and the oldest Karel Lidicky and Vincenc Makovsky, who were born in 1900,
would share among them the most substantial commissions, when the generation of Jan
Stursa's pupils would gradually decease due to the old age.611 They would carry forward
what was considered by the regime theoreticians as the most sound local tradition, the
realist form, teamed with the socialist component. The perpetuation of the Socrealism,
often enriched by the outward and purely superfluous signs of modernity, was secured
also by the Armadni vytvarné studio (The Army Art Studio), where a number of inferior

sculptors found their ideal occupation.

% For a detailed analysis of the exhibited themes see chapter: Socialist Construction Heroes and Allegories

Jan Hdna (1927 - 1994) was a Czech sculptor and Ceramics maker, 1945-1946 studied at a specialised school
of Ceramics (Odborna Skola keramicka v Praze) at prof. V. Vokalek. 1946-1951 AVU at Karel Pokorny. In 1974
received the title Distinguished Artist.

611
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East German Sculptors

The orientation of the sculptural production in the newly established DDR did not
deviate from the course, set in the previous two years. Another Anti-fascism monuments
would emerge and the new thematics were heavily promoted. The art centres would be
greatly improved in the great cities - Berlin, Leipzig, Dresden, Halle, would soon
consolidate the higher art education, museums and cultural life in general to the pre-war

levels. 612

Fritz Cremer, arguably the most successful sculptor of the first decade of DDR existence,
would have his position of a sought-after monumental sculptor already secured by his
Fighter for Freedom (Freiheitskdmpfer, 1947) for the Gedenkraum in the Lager in
Auschwitz and Monument to the Victims of Fascism (Mahnmal fiir die Opfer des
Faschismus 1934-1945) in the Wiener Friedhof (1948). The first year of the DDR
existence, he would acquire another commission of the Memorial in the Concentration
Camp Ebensee (Mahnmal in KZ Ebensee, 1949) dedicated to the French victims of
Fascism, where he employed a simple heart shape on a tall pillar instead of a figure (Das
Herz von Mauthausen).613 A number of designs for monuments would not be realised,
such as the Budapest monument with a figure of a fighter with a lowered automatic rifle,
stemming from his Lammert-indebted style, employed already with great success in his

Freiheitskdmpfer (1947).614 (Fig. 42)

In 1950 would Cremer move over to Potsdam and later to Berlin, following the invitation
to the Deutschen Akademie der Kunste in Berlin and offer to lead his own Studio
(Meisteratelier). Only year later in 1951 would Cremer participate in a collective

exhibition and also an individual exhibition in Galerie Franz, promoting through these

®12 peter GUTH: Winde der Verheissung. Zur Geschichte der architekturbezogenen Kunst in der DDR, Leipzig

1995

Fritz JAKOBI: Plastik der DDR aus vier Jahrzehnten. Ausgewdhlte Neuerwerbungen der Nationalgalerie von 1980-
1985, in: Forschungen und Berichte, Bd. 26 (1987), 291-304

Fritz JAKOBI: Figur und Gegenstand: Malerei und Plastik in der Kunst der DDR aus der Sammlung der
Nationalgalerie; (Ausstellung der Nationalgalerie, Staatliche Museen zu Berlin - Preussischer Kulturbesitz, 13.
August - 29. Oktober 1995 im Ausstellungszentrum Gut Altenkamp). Berlin 1995

®1 Diether SCHMIDT: Fritz Cremer. Leben. Werke. Schriften. Meinungen. DDR 1972, Abb. 17-24

®1% SCHMIDT 1972, 64
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career steps his reputation and distinctiveness as a leading sculptor.61> The recognition
would result in the influx of more commissions, the most consequential being the

Buchenwald-Denkmal. Cremer would launch his work, lasting many years, in 1952.616

In 1953 could Cremer add to his achievements the Nationalpreise der DDR of the Second
Class in the field of Art and Literature, for his portrait bust of Franz Franik.617 The
portrait of an udarnik, a German miner, who not only exceeded the work-quotas, but
also initiated a movement to fulfil the Jahresplan of 1952, was a clear-cut ideological
work. According to the contemporary expert opinion, accompanying the decision to
award the prize, the bust follows the best traditions of the German sculpture.®18 This

work stands at the beginning of Cremers explicitly ideological, political commissions.

Walter Arnold, sculptor and woodcarver would have his career unfold to its full
potential only after 1949. His inter-war woodcarvings were mostly politically neutral
and the majority of his works did not mirror the gruesome war experience such as F.
Cremer's did. Arnold, as an aspiring sculptor, necessarily had to contribute to the Anti-
fascist monument building. He achieved that aspiration with his Denkmal fiir die Opfer
des Faschismus in Siidfriedhof, Leipzig (1949).61° (Fig. 43) In the tense figure of a
kneeling youth he would step out of his ordinary, well rounded and smooth form of a

human body to depict the starving, skinny body in an agitated, pathetical motion.

o153 Frit; Cremer, Deutsche Akademie der Kiinste (Ex. Cat.) Berlin 9.2. —4.3. 1951

For more see chapter: Buchenwald-Denkmal

Heinz LUDECKE: Fritz Cremer: der Weg eines deutschen Bildhauers. Dresden 1956

Trager des Nationalpreises der DDR in der Il. Klasse fir Kunst und Literatur, in: Neues Deutschland, 7. Oktober
1952,7

®1% Walter Arnold 1909-1979: Holzbildwerke, Zeichnungen, Graphik : Ausstellung : Leipzig, Museum der
bildenden Kinste Juli - August 1982, Berlin, Neue Berliner Galerie im Alten Museum Oktober - November 1982.
Leipzig : Museum der bildenden Kinste, 1982, 7

Walter Arnold (1909 - 1979), was a German sculptor and chairman of the Association of Visual Artists of the
GDR. Born as a son of a stonemason from Leipzig. 1928 graduated as a wood and stone sculptor. 1928-1932,
Arnold studied sculpture and ceramics at the Leipziger Kunstgewerbeschule under the supervision of Alfred
Thiele. In 1946 becomes a teacher at the Academy of Graphic Arts and Leipzig and joined the SED. In 1949 he
began to teach at the Dresden Academy of Fine Arts, where he worked until 1970 as a professor. A member of
the German Academy of Arts since 1952. 1954 - 1962 was Arnold a candidate for the central committee of the
SED. 1958 - 1961 he was a member of the Central Committee of the SED. 1958 - 1964 he succeeded Otto Nagel
as chairman of the Association of Fine Artists. Arnold died in Dresden in 1979.

Selected bibliography: FEIST, Peter H.: Walter Arnold. — Leben und Werk, in: Walter Arnold 1909-1979:
Holzbildwerke, Zeichnungen, Graphik : Ausstellung : Leipzig, Museum der bildenden Kinste Juli - August 1982,
Berlin, Neue Berliner Galerie im Alten Museum Oktober - November 1982. Leipzig : Museum der bildenden
Klnste, 1982. 6-9
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In 1949 would Arnold also transition to Dresden as a Professor at the Hochschule fiir
Bildende Kiinste, stepping into the new role of a regime-obliging sculptor. His first state
distinction for his work, the Nationalpreise der DDR of the Second Class in the field of
Art and Literature, he received for a female sculpture: Die Jugend — Baumeister der
Republik in 1952.620 (Fig. 44) Together with his Traktoristin (1953) it would represent
the capacity of Arnold to merge what was very close to his artistic nature - the
convincingly accurate, yet picturesque female form, with the new subject of the women,
working in a manly profession and contributing to the Socialist construction.t?! The
prize he had won testifies to his lucky ability to find a form, corresponding to the taste of
decision-makers: the best tradition of the German female figure, rendered in a robust,

fresh youthfulness, yet alluding obviously enough to the Soviet Socialist Realism.

Ruthild Hahne, who stood at the establishment of a Hochschule fiir Angewandte Kunst in
Berlin-Weifdensee, would in 1952 move from the western part of Berlin to the East and
engage actively in both artistic and political activites.t?2 She would already have her
position secured by her portraiture of political personalities and would ever since the
establishment of DDR summon sinecures and commissions, the most high-profile of
which was related to the design of the Thdlmann's monument.623 (Fig. 45) Her intention
was, according to her own statements, to capture the Socialist personality and embody
in her portraits the agility, progressiveness and psychological profile and charisma of

the political leaders and heroes of Socialism.

Gustav Seitz, whose human figure and especially nudes were characteristic with the
yearning for timeless quality, represented in the German sculpture the employment of
the Archaic Greece forms. His capacity to fuse the modern actualisation of the Classical,
reaching from the Bourdellesque facial features to Maillolesque voluminous and stately

shapes, with the legacy of the German Avantgarde, makes him one of the original

620 Trager des Nationalpreises der DDR in der Il. Klasse flir Kunst und Literatur, in: Neues Deutschland, 7. Oktober

1952, 7

521 peter H. FEIST: Walter Arnold. — Leben und Werk, in: Walter Arnold 1909-1979: Holzbildwerke, Zeichnungen,
Graphik : Ausstellung : Leipzig, Museum der bildenden Kinste Juli - August 1982, Berlin, Neue Berliner Galerie im
Alten Museum Oktober - November 1982. Leipzig : Museum der bildenden Kiinste 1982, 7

%22 For more on the political career of R. Hahne in DDR see note: 476

Ruthild Hahne: Plastik; Ernst Jazdzewski: Pressezeichnung: Berlin 1979, Ausstellungspavillon am S-Bahnhof
FriedrichstralRe. Zentrum fir Kunstausstellungen der DDR. Berlin: Zentrum fir Kunstausstellungen der DDR 1979
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personalities of the era. In 1949 he acquired the Nationalpreis der DDR of the Third
Class for his Monument to the Victims of Fascism (Mahnmal fiir die Opfer des Faschismus)
in Berlin-WeifSensee. For receiving the prize and being a member of the Akademie der
Kiinste zu Berlin (Ost), he was suspended from his teaching position at the Hochschule
fiir Bildende Kiinste in Berlin-Charlottenburg. Between 1950 and 1958 he would live in

the Eastern Part of Berlin, before moving to Hamburg in 1958. 624

Waldemar Grzimek would in the early 1950s acquire his first monumental commission -
the reliefs for the Girls' School (Madchen Erziehungsheim, 1951-1952) in Ddmmeritzsee,
a task he would welcome from the perspective of his ambitions, a task that would allow
him to present the skill he summoned during his instruction and experience to date.625
(Fig. 46) The below-average rendition of the figures - their stiffness and inflexibility and
puppet-like posture - greatly compromise the quality of the relief. The horizontal frieze,
situated above the entrance door, remind of Early Christian Sarofagi, as the allegorical
figures, rendered in a shallow profile, are neatly organised around the central tree,
demonstrating either weak or clumsy interaction. The side panels allowed greater
liberty, yet the dynamism, endeavoured by the usage of vertical lines is insufficient,

contributing to the unconvincing result of the attempted multi-figural composition.

The sculptors, who proved themselves reliable and loyal to the regime, as well as

capable to fulfil the requirements, would both acquire positions in the higher education

524 Gustav Seitz (1906 - 1969), was a German sculptor and draftsman. Born in Mannheim-Neckarau as a son of a

master plasterer, who was expected to follow his father's steps. In 1922 embark on an apprenticeship of
stonemasonry and sculpture with August Dursy, as well as drawing classes. 1924 — 1925 Studied at the
Landeskunstschule Karlsruhe with Georg Schreyodgg. In 1925 admitted to the United State Schools for Free and
Applied Art in Berlin-Charlottenburg, studied with Ludwig Gies and Fritz Diederich. In 1926 becomes a pupil of
Wilhelm Gerstel, in 1933 under Hugo Lederer. In 1946 he was appointed professor for sculpture design at the
Technical University in Berlin-Charlottenburg, year later at University of Fine Arts in Berlin-Charlottenburg. In
1946 he joins the Neuen Gruppe. In 1950 has his first individual exibitions in Mannheim and Bremen. In 1951
leads his own atelier at the Academy of Arts. 1956 in the National Gallery of the Staatliche Museen zu Berlin
(GDR) is opened a cabinet with sculptures by Seitz. 1958 began to teach at College of Fine Arts in Hamburg. 1969
dies in Hamburg. Selected bibliography: SEITZ, Gustav: Skulpturen und Zeichnungen. Dresden 1956; Gerhard
GERKENS, Ursel GROHN, Anne ROVER (Eds.): Gustav Seitz: Skulpturen und Handzeichnungen. (Ausstellung
Kunsthalle Bremen 15.8.-10.10.1976) 1976; KRAUSE, Reinhard / SCHALICKE, Bernd (Eds.): Gustav Seitz Museum :
Bestand der plastischen Werke. Miincheberg 2017. Gustav Seitz: Skulpturen und Handzeichnungen. [Katalog
bearbeitung Gerhard Gerkens, Ursel Grohn, Anne Rover; Ausstellung Kunsthalle Bremen 15.8.-10.10.1976].
Bremen: Kunsthalle 1976; Verlag der Kunst: Gustav Seitz: Skulpturen und Zeichnungen. Dresden 1956

%2> Raimund HOFFMANN: Waldemar Grzimek 1918-1984 Plastik, Zeichnungen, Grafik. (Ex. Cat. Juni/Juli 1989

Neue Berliner Galerie im Alten Museum) Berlin 1989, 8; Ausstellung Waldemar Grzimek: Berlin 1952, 23
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and access to high-profile commissions. The central cultural apparatus encouraged the
sculptors to adopt the “New thematics“ and awarded effort to deliver the new reality of
the “Wiederaufbau®, as was seen in the Nationalpreise der DDR for Fritz Cremer and
Walter Arnold, who succeeded in expressing what was clearly perceived the best fusion

of the national German traditions and Socialist Realism.

Another method to encourage the adoption of new thematics and Socrealist form, were
delegations to the Soviet Union, the alleged “shining example of all arts“.626 The
Staatliche Kommission fiir Kunstangelegenheiten summoned in 1953 as a part of a
broader group of artists a delegation of German sculptors, consisting of Fritz Cremer,
Ruthild Hahne, Gustav Seitz, had Walter Arnold as a leading representative of German

sculpture to attend three weeks study stay in the SSSR.627

626 \i4clav KOPECKY: Zarny priklad sovétského uméni, in: Vytvarné uméni, roc. 5, 1950, 195-198

Deutsche bildende Kinstler in der Sowjetunion, in: Barch, DR 1/5827
Compare: Jochen STAADT: "Die Eroberung der Kultur beginnt!": die Staatliche Kommission fir
Kunstangelegenheiten der DDR (1951-1953) und die Kulturpolitik der SED. Berlin 2011, 114

627
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Sculptors in the Organisational Structures

The assigment of influential positions in the cultural sphere followed in Czechoslovakia
and East Germany the same obvious pattern - the agreability of a candidate was
determined not so much by his artistic skill as by his political suitability, party
mindedness and loyalty. A number of sculptors acquired influential positions within the
cultural institution's hierarchy. The Czechoslovakian circumstances are demonstrated
on Karel Pokorny and Vaclav Jicha, the East German parallel is endeavoured on the

examples of Fritz Cremer and Walter Arnold.

From the newly established organisational structure of the SCSVU, which reflected the
changes in the overall organisation in the culture of the post-February era, two sculptors
raised to political prominence by engaging in the highest places of the SCSVU - Vaclav
Jicha, as the union's secretary (1949-1952) and Karel Pokorny as the president of SCSVU
(1949-1950) and (1952-1956), who also occupied position of the rector of the Academy
of Fine Arts. In the later years of the organisation Josef Malejovsky had risen to the

position president of the SCSVU 1959-1964.

In DDR Fritz Cremer became the secretary of the Sektion Bildende Kunst of the
Akademie der Kiinste (1954-1955 and 1961-1962) and a vice-president of the
institution. (1974-1983). Walter Arnold would accumulate a number of sinecures and
offices, among them the membership of the Akademie der Kiinste (1952). He also
became a Candidate for the Central Committee of The Party (1952-1962) and its
member he was for three years (1958-1961). As an influential public persona he also

was chosen the president of the VBA (1957-1964).
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Karel Pokorny

Karel Pokorny (1891 - 1962),628 was the rector of the Academy of Fine Arts, one of the
most renowned representatives of the Realism in sculpture and highly valued artist.629
In 1949 was Pokorny named into the position of the president of SCSVU, following the
resignation of the former, pre-February leadership.63? His qualities that determined him
to acquire this position were mirrored both in his generally recognised merits as a
dignified representative of the conservative tradition of Realism, and also in his

agreeable “cadre profile”.631

Pokorny remained in the position of the president of SCSVU until 1949 when he was
replaced by architect Karel Stranik. After the cleanses connected to the Rudolf Slansky's
case he was reinstated and remained in the position until 1956. As a president, he
commented on current exhibitions in Vytvarnd prdce Magazine, presided over
commissions and familiarised the public with the conclusions of the key administrative
and organisational issues in SCSVU.632 In 1955 he promoted the transition of the SCSVU
into the selective organisation. On the pages of Vytvarnd prdce explained the advantages
of these changes and emphasised the necessity to follow the artistic method of Socialist

Realism. 633

628

Jiti HLUSICKA: Karel Pokorny: Sochy, Kresby: Katalog vystavy, Brno Duben-Srpen. Brno 1985; KOTALIK, JiF:
Karel Pokorny a jeho gkola. Praha 1983; Vladimir NOVOTNY: Karel Pokorny. Praha 1956

% This chapter is dedicated to the political engagement of Karel Pokorny, his artistic career is explored in Part /I.
Sculpture of Socrealism in the Mirror of Cultural Politics and Art Theory

%0 NA, . SCSVU, kart. 1, neinv. Zépis o schlzi wyboru SCSVU, 8. Cervence 1949
The circumstances of the resignation of the former leadership had been a lucky coincidence for the KSC and its
intention to capture as much power over it — the accountant of the SCSVU committed suicide and following
audit revealed missapropriation of a significant sum of money. A detailed account of this is accessible in: NA, f.
Ministerstvo informaci, 1949, inv. ¢. 27, odd. B/2

31 Ji¥ MASIN: Karel Pokorny, soubornd vystava socharského dila k umélcovym sedmdesatinam : kvéten — Cerven
1961. Praha: Svaz ¢eskoslovenskych vytvarnych umélct, 1961

%2 For example: Karel POKORNY: Vybérovy svaz je nova cesta Ceskoslovenského vytvarného uméni. In: Vytvarna
prace 23 ro¢. 1955

®3 For more on this see chapter Post-War Cultural Politics
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Vaclav Jicha

Vaclav Jicha (1903 - ?7), born in Malikovice, attended the sculptural-stone mason school
in Horice and 1928-1934 studied at UPS as a pupil of prof. Josef Maratka.®34 Unlike Karel
Pokorny, Vaclav Jicha did not acquire throughout his life a particularly prominent
position as a sculptor. His career evolved more around the politics of the Central
Committee of KSC. During the years in function he very keenly promoted the goals of the

Party.

Jicha was originally a leader of an Artistic sub-commission of the Department of Culture
and Propagation of the UV KSC until 1949, when he was installed in the position of the
SCSVU secretary. His translation to the leadership of the union was in the best interest of
the said Department, currently under the leadership of the influential Gustav Bares.63> A
tighter bond between the SCSVU and KSC, forged by Jicha, contributed to the desired
interconnectedness, required by the centralist model of the Communist cultural
politics.63¢ Jicha's primary task was to promote vigilant observation of the Party's
ideological requirements in the very heart of the organisation. By the members of the
SCSVU he was therefore righteously perceived as the connecting link with the Party. He
allegedly often claimed to consult with the Party the decisions taking place in the SCSVU
and his decisions were therefore not often contradicted - the statement of the Party was

after all of the highest consequence.37

As a Secretary of the SCSVU, Jicha organised steering committees of the Council and was

involved in the internal processes such as the revision of the membership base of the

634 Prokop TOMAN: Novy slovnik ¢eskoslovenskych vytvarnych umélct I., A — K. Praha 2000; Jiti KNAPIK: Kdo byl

kdo v nasi kulturni politice 1948-1953 : biograficky slovnik stranickych a svazovych funkcionarl, statni
administrativy, divadelnich a filmovych pracovnikd, redaktord. Praha 2002

%3 Gustav Bares (1910-1979), the leader of the Department of Culture and Propagation of the UV KSC and one of
the most influential Party ideologues of the early phase. He was removed from the position together with his
loyal co-workers in 1952 political cleanses. His career is described in: Jifi KNAPIK: Kdo spoutal nasi kulturu :
portrét stalinisty Gustava BareSe. Pferov 2002

%3¢ Vaclav Jicha was a former leading figure of the Artistic Sub-Comission, subordinated to the Department of
Culture and Propagation of the UV KSC, NA f. Ministerstvo informaci, kart. 14, inv. C. 27; f. USCSVU; SUA, A UV
KSC, f. 19/7, a.j. 557, 559. For more on his engagement in the official structures see chapter Vdclav Jicha

637 Vojtéch PAVLASEK: The Speech of Under-Secretary to the Minister of Culture at the Nationwide Confernce of
the SCSVU in: KARA, Lubor (ed.): Il. Celostatni konference Svazu ceskoslovenskych vytvarnych umélcd. Praha
1952
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Union or publishing of mandatory directives. His steering role in committees and
frequent engagement with the practical questions of the union's agenda, is evident from
numerous records of the administrative of the SCSVU leadership in the time-frame of his
tenure. His clearly set ideological perspective and vigilantly observed directives, draw
picture of Jicha as the most agile helper of the Party. Regardless of his personal
motivation, his ability to absorb and interpret religiously the ideological reasoning, was

undoubtedly appreciated by the Central Committee.

One of his roles, substantial in the early years of the existence of SCSVU was that of an
editor in chief. Magazines, published regularly to the benefit of the Union members and
the general public, were established mainly in order to familiarise them with the
requirements and obligations of artists to the Socialist society with regard to fine arts.638
The Magazine Vytvarné uméni published since 1950, took charge of the laudation of the
“national classical artists”, extollation of the “realist tradition” and in unmistakable
terms specified, what characteristics the ,true art according to the Communist ideology
ought to have. Contributions by Z. Nejedly, V. Kopecky, L. Stoll, V. Jicha, J. Rybak and L.
Kara, dealt with the most widespread problems of the current situation. They addressed
the nature of artistic production, the role of artists in society, provisions for artists,
engagement of the working-class public in the enjoyment and assessment of art, the
problem of Formalism and Idealism, alleged desinterpretation of the true nature of new
art by the bourgeois generation of artists and inability of the aforesaid to grasp fully and

wholeheartedly the new thematics.3?

Jicha plunged into the task to spread the Socialist Realism among the professional public
with industrious agility. In the 1950 he provided the Vytvarné umeni with several
articles, addressing various art related subjects. As proven by his appearance of his
name in daily papers, he felt entitled to assess all ideological aspects of the artists' work.

He tirelessly pushed through the dogmatics of the Party as a member of commissions,

¥ NA, . SCSVU, kart. 1, neinv.

Lubor KARA: K otazce Ukolové prace v podminkéch lidov demokracie, in: Vytvarné uméni, ro¢. 2, 1950, 12-15;
Vladimir SOLTA: K nékterym otazkam socialistického realismu ve vytvarném uméni, in: Vytvarné uméni, ro¢. 2,
1950, 108-132; Vaclav KOPECKY: Zarny priklad sovétského uméni, in: Vytvarné uméni, ro¢. 5, 1950, 195-198;
Zdenék NEJEDLY: O nové vytvarnictvi, in: Vytvarné uméni, ro¢. 6, 1950, 241-251; etc.
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judging works of art from the partisan perspective.640

Aside from these generally hollow and inconsequential reiterations of the basic
ideological constructions and obligatory formulations, Jicha addressed also a sphere to
which he was - as a secretary of the SCSVU - closer than others of his co-editors. It was
the question of the economic provisions for artists - a substantially important subject of
a great consequence for all artists. The handling of the problem witnesses Jicha's
obvious ability to deal with the practical questions of the transition to the new
organisational structure of the artistic life. His capacity to perceive the situation from
the perspective of an active artist as well as a Party proponent, is presumably caused by
him experiencing both positions. He touched the troublesome question of the provisions
for artists and their distribution, addressed pensions for elderly artists and did not

forget to elaborate on insurance and recreation questions.t41

The position of V. Jicha in the organisation and the trajectory of his political career in the
two last years in the position of the secretary, is uniquely documented in the materials
printed on the occasion of the 2nd Nationwide Congress of SCSVU in 1952.642 The
published anthology, accompanying the event, witness both a development in the
cultural sphere as such, as well as a modification in the approach of the One Party to the
SCSVU an its proponents. The complicated political situation of 1951 resulted in an
elevated effort to put the blame for the dreary economical and agricultural situation on
the “inner enemy”. This effort translated into the orchestration of political processes,
peaking with the imprisonment of Rudolf Slansky in 1951 and his execution only a year
later. The concept of the inner enemy was skilfully used by many to get rid of the
inconvenient competitors in the power structure. This was the case with V. Jicha and his

co-workers in the forefront of the SCSVU.643

9 For example: Lidové noviny, ro¢. 1951, 1.11.1951; Lidové noviny, ro¢. 1951, 12.7.1951

! Vaclav JICHA: Hospodarské zabezpecdeni tvirdi prace (Podle referatu na I. celostatni konferenci), in: Vytvarné
umeéni, 1, 5,1950/10, 214-220

%2 Lubor KARA (ed.): II. Celostatni konference Svazu ceskoslovenskych vytvarnych umélcl. Praha 1952

For more on the process with Slansky see (CZ): Karel KAPLAN: Zprava o zavrazdéni generalniho tajemnika,
Praha 1992; Zakdzany dokument, Zprava komise UV KSC o politickych procesech a rehabilitacich v
Ceskoslovensku 1949-68, Europa-Verlag Wien, 1970; (EN) Veronika HALAMOVA: Political Processes in
Czechoslovakia 1949-1953: an instrument of legitimation of the communist regime. Lublin 2013
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A valuable insight into the problematics is provided by the secretary of the Minister of
Education, Science and Arts, Vojtéch Pavlasek in his speech at 2nd Nationwide Congress
of SCSVU.644 Pavlasek does not hesitate to ascribe the most far-fetched crimes to the
Slansky's Clique. He blames Slansky for all the failures of KSC in their efforts to take
control over the cultural sphere. He accuses the Slansky's Clique of undermining of the
cultural sphere and makes use of the figure of Slansky as a scapegoat, which comes
handy to get rid of the uncomfortable aspects of the cultural politics under the KSC in

the recent years:

“..recognising the importance of the cultural sphere as a tool of Socialism, (the Clique) endeavoured
to weaken it. Their wreacking methods were intended to disrupt our cultural front, annoy and
discourage art workers, to make them develop an aversion towards the KSC and drive them into the

unwilling opposition to the Party and Governement. ” 645

Pavlasek in accordance with the “witch-hunt” atmosphere of the early 1950's, seeks and
finds the saboteur also directly in the rows of the SCSVU leadership in the personality of
V. Jicha.

In an eloquent and descriptive detail he accuses Jicha from the effort to undermine the
honest efforts of artists and other members of SCSVU in their sincere efforts to grasp the
new theme. He was supposed to be doing that by serving the “second centre” of
Slansky's “sectarians, chatterers and talmudists”. In Pavlasek's speech is Jicha subjected
to scorching criticism with a detailed account of his alleged misdeeds. He is readily held
responsible for all those frustrating phenomena, which were typical for the first years of
the existence of SCSVU: insufficient flourishing of the Socialist Realism (supposedly
suppressed by Jicha's misplaced agility and doctrinaire rigidity, grounded in his

misunderstanding of the key principles), favouritism (according to Pavlasek, Jicha

o PAVLASEK 1952, 9-10
Vojtéch Pavldsek (1895 — 1977), teacher by profession, was a communist politician and member of the
Parliament after the war. In 1952 he became the secretary of the Minister of Education, Science and Arts. He
received many state honours for his political reliability. For more see: ZaslouZzily skolsky pracovnik. Rudé pravo.
listopad 1977, roc. 58, Cis. 258, 3.

A record in the website of the Chamber of Deputies of the Parliament of the Czech Republic
http://www.psp.cz/sqw/detail.sqw?org=287&id=3148

* PAVLASEK 1952, 9-10
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provided generous space to his co-workers, such as Vladimir Solta and Jii{ Bursik, who
were in the editorial board of the magazine Vytvarné umeéni and who were not up to the
task.646 As is noted, together both Lubor Kara and V. Solta were often named into various
commissions and Jicha through them executed his power and influence),647 shallow
understanding of the Marxism-Leninism doctrine, smothering of the rich
Czechoslovakian art life, dogmatism and simplification of the doctrine of Socialist

Realism.648

Fritz Cremer

Fritz Cremer (1906-1993), is considered a key figure of the DDR art and cultural
politics.64? Aside from an active career as a sculptor, he occupied position of the
secretary of the Sektion Bildende Kunst of the Akademie der Kiinste (1954-1955 and
1961-1962). Later on he served as a vice-president of the institution. (1974-1983). His
public engagement span for almost thirty years.650 Due to his tireless involvement in the
cultural life of DDR he developed a position of a renowned personality, whose legacy in
the form of numerous documents is a priceless source to be examined in the effort to

understand the sculptors' place in the cultural machinery of DDR.651

Cremer's contribution, most relevant to this research, lays in his public speeches,

through w