_,*:f k-l ;I

___.,_.,_

THE WATER COLOURS
OF HITLER

RECOVERED ART WORKS
HOMAGE TO RODOLFOQ SIVIERO

ALINARI




The water colours of Hitler

Recovered art works
Homage to Rodolfo Siviero

with texis by
Enzo Collotti and Riccardo Mariani

ALINARI

TKOH-EXC-34EP

i




The Comune di Fironee with the collaboratkon and patronage
of the Minisero degli Affan Esten
and the Mipistero per | Benl Calturali ¢ Amibgendali

Cenirn Mastre di Firenee

Revovered art works - Homage o Rodolfe Siviero
The water colowrs of Hitler

With the paironage of the Presbdent of the C
Florence, the Palarso Veochio from 29th June, 1984

Execulive comim ifee

Alessandrs Buvel

Laurn Lucches:

!'lnl H#thnhrl
Sergio Salvi

Ml Tavdelld

Prepe ruicon
Druccio Tati with the collaboration
of Gine Gamba and Cristina Falagiani

FPress office and public relations
Pina Ragionier

Carnwral comastd i

Sergio Salvi

Exhibirion Curators

Frama Setiani

Loonando Sesiucci

Thanks are due for the collaboration of the Soprintendonza

per § Bewi Artishicn ¢ Stonion of Floresor and Pisioia in the perions of

Luciana Beri, qutﬂllﬂ-hm

il mlﬁ"' 1“2! l;'llllwwﬂfﬁ::-ndﬂlhrl'hnlmwhhﬂ-nmn
wia e b

Beatrice Paoloszi Stroesl, Inspector I

Further pthawks are duy jo the following

Giiielies Carlo Pler Luigh Ballinl, Lands Barioll, Rinaldo Bawsi,
Lacians Beril, Vineeneo Coltella, Gerardo De Doono, Elio Gabbaggian,
Adriane Miccianl, Riccardo Monaco, Antonio Pacluccl, Alessandro Parronchi,
Roberto Salvind, Luigs Solart, Mario Ursino, Maria Liberatrice Yincentini,

Catalngue

Fratelli MnhL'l Falsivlin
Divector of Publishing
Clavdia Belirwmio Ceppl fevi
Edited by

Amsileare Bard

Desiygmed

Annailiss ::plrl:l

T Fratelli Allnari Edicrice, Florence, 1984
Printed by lialis Graflche, 5. Piero a Poati - Florence
ISBN A8-T2910%4-X




The water colours of Hitler on show in the Palazzo Veechio, ina ial
section of the exhibition arl works recovered By Bodolfo Siviero,
should not be seen as a profanation of the collection of masterpieces ja-
ken awav By the Nazis, often by ihe direct -::rrd'irr the Fiilirer, Nor should
the exhibition of this series of ‘postcards” st Spnday painter who
waes destived to conenr the mast dread .'cr!m.u agai e f‘fﬁ iy i
any way affend the values being celebraied this vear in Florence on the ac-
casion of the fortieth anwiversary of the liberation of the ciiv from the
Nazi-fascists. On the conirary, the exhibivion of Hitler's painiings forms
parl of the homage béin E paid to Siviero wha, o receiving themi from
Martin Bormann's wife, browughi them ro Florence wich the igea of exhibi-
Hinp Hren,
The warer colours, of from exciting an wnderstandable curiosity, can
affer faod for thopghs. The fntroductory essay By Enzo Colloit offers so-
vt stimnlaring thonghts both on the aesthetics of Nazidtsm divected to-
wards the search for the classicism identified with the race ideal, fas seen
in the Lancelloni Discobolus), and on the personal tasres of Hider, obses.
seel, as can be seen from his banal serdés of views, by g sort of mania for
the exact reproduction from life,
Lastly, we have the opportimity fo reflect on Kazi politics reparding the ac-
q;u's.:'n'.rrl or, more britally, the theft awd plunder of the artiztic patrimony
of Errope.
Rodolfo Siviern set himself apainst this pluandering with reswlis which
a%' mday be seen here in the Palazzo Vecchio. And the presence of
Hitler'’s paintings s a symbol of the defeat of Nagiism, not the Germuan
people ag suchi-wiich, in memory of Siviera, we gre celebrafing today
alovrg with the rmqwisﬂ':'rm of freediorr

Giorgio Morales
Alderman for
Cultural Activities
Comune di Firenee




The exhibition af Hitlers water colours is at once difficult and stirmula
fing. It is presented by the Comune di Firenze along with the works of ari
raken aweay by the Nazis during a decade of cultaral rapport with fraly,
ared fater recovered by Rodolfo Siviers in Germarny af the end of the war.
Both the difficulry and the stinudus io a necessary critical fmvestipation of
this gxhibifion He in the padnter himsel], in the Eurri-ml‘nr historical epoch
during which they were paivted, and in all the historical and political ime-
plicarions thar the paivrer though not as sechecregred and lafl in our con-
timent and elsewhere,
Many studies have been writien aborg the speclal rapport between inter
preters of istory and of painting, or better stll of “the concept of beariy”
Fromm Charles X of chd':: wihlra, dr Beis ratdds on Polamd, befween ona bal
tle and another took possession of the entive parrimomy of Rengissance
maneseripts and classical texts from the roval library of the Jagellonidi at
Cracow, to Mapoleon in i militarv-artistic campaigns in frady and Epvpl,
fo the grear Ottoman Sultans in their raids on Persia, there was alwars
and ever a particidar rapport of conflicting admiration and envy for what
fhe e they oppressed had been able 1o create and offer in the field of
art to their conguerers.,
As regards the personalisy of Hitler in this conrexd, a reading of the essavs
of Collort and Mariani provides a valuable conrribution fo the wnderstan
ing of the painfer's character and of the pariicilar kistorical epoch in
which he worked.

Clawdin de Palo

President
Fratelli Alinari Editrice




Blood and warer colours

The waier colours of Hitler fall undeniably into the category of genre
paintings, Thiz is evident from the technigue rsed, Warer colowr i3 a sin-
gular rechnique, at once Ingennous and refined, and soromgly associared
with the amatenr and the aeademic, It predetermiines and limits the poe
pose and scope of the work fo be executed. In Hitler’s case it is evident
above afl in the choice of subject vepearedly execured with maniacal ob-
sessiveness gnd peatness. They are all views, wrbaw landscapes wich ihe
oocasional awlkvwardly dravwn figure passing in front of @ backg round do-
weintaded by monimends repraduced with irveproachable ecocuracy.
Hiler's water colowrs are an (Tyenating ond coherent preface ta the offi-
cial painding of the Third Reich o ke established over fwenty vears lafer,
We say this in view of the what came our for example, for the exhibition
entitled Ap wnder the Third Reich-docemenss of oppression’ held ai the
Frank furter Kunstvirein in 1974,

Painting during the Nazi era was not only inspired by the ideas and reflec-
troms om axt of fider and his collaborarors but was olso, as we have said,
anticipated by Hitler himself as painter. According 1o the fnielligenr opi-
wion of Berthold Hing, the arr of the Thivd Reich was essendally, ar lease
im the field of fiparative ariarchitecture, odnviously, was a different
watte rg sedden relabilivadion of genre painsing in opposition to the dege-
nerate imodern, avant guard) ari prodouced By pthe bodrpeoisie. I appears
obvious tar even genre painting irself was a product of the bonrgeoisie-
and af the most out of dole taste. This is iroe of all genre painting ‘wsed ' by
Mazifsem, raken and updated from every possible differens sowrce, from
Dwich painmting of the XVIith centvry and the provineal paintinig of Bava
Fia unﬁhﬂ Tyral of the X VIt century, 1o the style of Biedermeier, and
evier o sonme aspects of the Neue Sachlichketr jeven though this belongs 1o
the opposite, flercely combaited tendencyl as was demonstrated by the
suggestive exampled hung in the Realisp exhibision held at Bearhourg ire
ng. With regard 1o this inferference with somte aspects of the New Oh-
feetiviey’ it shawld be said that so stravge and brutal a coincidence of op-
posites, though i this case only in certain sectors, 18 present in the very
roets of Nazi celture fas the bloody destiny of Natiowal Socialism demon-




strades om & politicel level) To take, for example, that sirange Nagzi' thive
ker, the Italian Julivs Evole: whilst Hitler was painsing his fandscapes,
Evola was active tn Italy as a dadaise paiwer. And it is well bnowsn thar
Dadaism fwhich was perhaps the real Eﬂgﬁﬂﬂt retalution — in the jield
af arf fvg = of oer centary) od the hovowr of betng angrly and nepative-
ly cited in the very pages of Mein Kampt. This in the name of a brighte.
g lﬂpiﬂﬂ jor art which was 1o become 'calm’ and ‘relaced’ and disdain
any clrange in fashion or sivle, any aggressive deformation. I fact, i1
would be, fo say the feast, an exageeration fo comsider Hitler 'a prim Sun-
day painier’ as he has sometines been called.

Al all, Hitler was not really a Sunday painier, an amaltenr, but a small
fime professional painter working frome Maonday vo Saiurday: and then his
water colaurs show thar as a painter Hitler was anvthing but ‘erim’. The
expressionisis were, much more so, Hitler was grinm (s i here the word
is inadequate) as the author of the political programme deseribed and an-
mownced by fom af Rawsclming as a great landscape painted on the back-
clath of our stage’ and nor as the arthaor of innecious and feivial eban
dardseapes.

If amveiring, Hitler’s water eolowrs shaw the admired feven an g sivlissic le.
vell [ngenuous, sentimenial a ﬂmm of an Ausirtan provincial (bui alse
‘ereat Germar ) o the capiral, Vienna fand then ro Munichy, revisited al-
mast as an ‘inside’ wourist in same sacved” places; a feeling of admination
mrixed with envy and fealonsy inesmrech as Hitler came from the country
and constdered himself close va the soil and roots of the nadion, with the
EasEnis difﬂd:!nﬁ towards the cosmopolitan ciiy, Nevertheless, he was
fa fix with his water colowrs (the frony of destingt some sublive moments
in the life of the city as objectives which had to be overcome through the
fastirrection of @ caultural 'ruraliny' the deposirary of the true values of the
race. He fived’ thew using methods by row o ie, once a product of
the cosmopolitan city, laier to be relegaied to provincial art schools, me-
dheds which Hitler intagined to be perennial, The resulis were more vil-
kitsh ihan vilkisch,

It 15 probable thar Hirler mﬁy:'.-;ci m the picture posteards of the era. Asa
copvist be can be compared fif the reader will pardan the Mlasphemviwich
anather copier of posteards, this tee an dlastrions one, Vinillo, Leaving
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aside subjecr and lechnigne and comparing the reswlts obrained, the ac-
sthetic abyvss which seporates the two hecomes apparend, I is precisely Hi
ter's greater technical expertise fin the scholastic sense) which renders his
views totally flar and devaid of inner light or poetry, whilst the less tech-
rical’ L’!rfﬂ'y a's swerving from a bold ir:%:irﬂ.'y to fris huemble models pro-
duce such valid and happy resules on both an ariistic and a technical! vsJ'
mmhur'{;rw. espe:f:f v ivt painting, showld mever be rigld)

corld, it is true, abiempi a firther paradox and credin Hitler wih
being a precursor of the type of painiing, fashionable woday and noi with-
ol @ certain chirtons validity, knovwn as ‘anachronism’, hypermannerism’
o ‘giotaticnt . B Hitler vecopred ftoo well and there fore badly) only po
stcards witich had no permanent valuwe, Or ai least il .ﬂppenn that he eo-
pled them, And Tis guotations are therefore térrhl resd ax ali the
penre painting of the Third Reich is servibly weak despite u!.f the pamp of
the éra and the reginig,
Thiz exhibition of Hitler's warer colours can therefore be foobked ar in gn
histarical light arnd be seen as a sart of preface, ideal and ertively perso-
wal, o the series of afficial exhibitions on given thewes which abounded
fa the thirpdes in Geremny felie fivst modern exarmple of the travelling and
cerirlized collecrive show) Seen in shis way it is a wseful record.
‘Urban landscapes of Vienne and Munich then, can be seen as a prelude
fa such exhibitions as 'Wife and Mother’, 'The Forest), 'The Sea’, 'The Ger-
el Peasant, The Geemant Countevside’, The Horse in A, Factory
work ', “War' und so weiler wiich took place in Hitler's Germany in the
ihiveies. It showld noy be forgotten that much oher oleagraphy being pro-
dreced in varions coundries, including our own, was alse genre painting.
And i1 is ot necessarily the case that all of these effors, 1o the shame of
their formal compion denomivator, are only it as regards quality, to be
throws away. 11 is only very pro

Sergio Salvi
Directer of the
Centro Mostre i Firenze




Art and Naziism




Art and Naziism
Enzo Colloiti

The cultural opposition of the
Twenties: towards a specilically
German arl

To jdentily the aesthetics of MNa-
rism with the tastes and ideas
ahoit art of Hitler would urdouls
tedly be both partial and inadegua-
e, Mevertheless, the latter canmot
he dissassociated from the dealo-
gy and practice of art which assu-
med an official characier under
the Nationul Socialist regime. If
we wished to trace a definition of
ari in Hitler's First political mani-
festo we would only Tind a negative
ang! in Mein Kampf, at the same
moment i which ihe 'Bolshevism
of art” is defined as the only possi-
hle asholute expression of Bolshe-
vism From a cultural and imellec-
bl int of view, war on modermn
art, all modern art, 15 declared. Ane
ticipating whal s almost & con-
stant in Hitler's ideas an the ar-
stic currents of the time, the favou-
ritg targets are Dadaism and Cu-
bism, none ather than ‘the morbid
excesses of individuals who were
perverlied and out of their wits”.
Such judgements already implica-
te the transformation of art from
the expression of a free activity of
culiure, or as was to be said else-
where, of hated liberal plurealizm, ine
(o a function destined o be direc-
tly controlled by the State, Modern
art is a neration and prostitu-
tion of culture; closely linked o
the crisis of the Twennes and the
copsequences of the world war
whose elfects were manifest most
particulariy in the Held of ar
through the fragmentation of old
forms of communicaiion and the
seairch for few means of expres-
sion, and hr:in? incambie of pla-
cing these new ferments within the

centuries old cowrse of artistic re-
search, Adolf  Hitler had few
doubts on the place due 1o his arii-
slic contemporaries who cxpres-
sed the post-war crisis with grea-
ter inguietude: " Sixty years ago —
he wrote = an exhibition ol s
calied dadaist "experiences” would
simply have been impossible and
the arganizers would have finished
up in an asylum, whilst today they
fird themselves even  presiding
ower artistic aszociations”. But one
day this scandal would come 10 an
end because it is the job of the Sia-
e to prevent people from falling
into spiritual folly™,
The pretexi of guaranlﬁein? the
spiritual health of the people, of
the collectivity, is From now on im-
plicitely or explicitly linked 1o boa-
dily health: here, in fact, in these
propositions, we can alresdy see
all lﬁbﬂﬂt premizges of racism. In
its twn, the racist determinism of
Mazi ideclogy is ithe Frait of a culiu-
rul determinism. "Every race, in or-
der 1o preserve its existance, acis
on the basis of the energies and va-
lues which belong to il by nature.
Only g man fit For heroism thinks
and acts heroically, given that pro-
vidence has furnished him with the
appropriate reguirements. "With
these pronouncements, expressed
1o the culture session at the Mazi
rty congress in 1933 g Nurim-
erg, Hitler anticipated and in part
conlirmed the concrete lines of a
cultural policy that had already
been put into practice by the first
months of the Nari regime. The
10th March, 1933, had seen the ri-
tual ad symbalic burning of ban-
ned books destined 1o predetermi-
e, apain with a condemnation and
ritual destruction, the lines of
compalibility with the racist Weli.

1




:Jrl,:w.n:'.rrunrr.'.'g |;|j_ e I|.'|{i|'||-e". I]1:'
"heroic doctrine of values of blood
race and personality”, i.l:‘.l'l]'.u'illil."ll.
on the “eternal lows of seleciion®,
Az history and culture were bent 1o
the wses of the new racist Welnae
selpmeung, colivral policy imome-
diately became a point of selection
| 1I‘II.' irﬂl.':l |.‘.|I|_'lu.li'.|_' CHATMOITS. Fa-
cist conditioning of culture snd art
also predetermined the madel, the
-I_I-|'||'_q' pq:nni}:aﬂ'llq' '“"”-I"-‘I. the sovle,
The hersic acathetic ol H.‘.L.-!ii.h-lu.
sl itsell up as the heir 1o the ideals
and beawiv of the ancient races
with their like ideas of muass here
|.|.:|I1.,“ al e blend. Nazi Meoclas.
sicism, S0 folse and rhelorical, ca
mae imio being through the annexs-
tion o Arian-MNordic Neo-paganism
ol the l:]l'l_'l_'l..l-ﬂl.:-lhut!n 1.I".|di[iul'|. I'L'.uJ
not ms o historical tradition bt as
an eternal model; if African art be
longs only Lo Alrica, Goeco-Foman
art does not belong to any one pes
ple becawse it belongs to evervone,
it 15 art, its models of the ideal and
ol beauty are art itsell. "o ancient
and  musdern tinees Mopdic-Arian
man has always found the cogent
synthesiz Between the tpsk assi-
goegd him, the purpose and the gi-
v materials. It is therebore, mot
be wondered an that every polil
cally hercic epoch immediately
sreks o i1sart a |:'!u'i|l;..'-\_' Loy Q1T L'I'.l_LIi.II'
Iy heroic past. Greeks and Romans
thus become suddenly close to the
Germans who are constrained lo
week their roots in a fundamental
races for this reason the immwrial
achievements of the ancient peo-
ples continue o exert their atirac-
tion on their racially linked de
wrendants. Sipee it 9 better 1o imi-
tate the good than w produce new
|,:|i|_1|111q'w.':~1, the intubtive creations of
these peoples can still in terms of

sivle, perlorm even today their
educative and orlemating  func-
tion”, A clearer condemnation of
l\."ﬂpl.‘l'lrl::llﬂl::llillli!'\-lll -'I.rII.I. |r|.|||a-‘.i-|||'.-r:
research is rarely 1o be found in
the annals of rodern culowre, Ti is
alse understandable why a Breker
LAl kl Tllill'i.ik. ":‘I'II::II.II';I I'ih{' Lk ||'||.' |'|':I!¢-\.i.-
tion of priviledged artists in a Sta-
1e which even sbole dhe Mirone 1
scobolus, placing on the same le-
'I.E\.'I_ L 1|'|1." I'Hl.hi:\. I:'III al i-lillr'll HI.'I:] 'II:II.'.U
:.lt. CI:.’Ih:‘i-iL‘j:"\-lﬂ. I!|'|1.‘ 11111-..1-_".*- |,_||:' Greck
cuilture and p superficial imitation,
making of what was a purcly for-
sl arwials MW AU eihic angd a Welnan-
shawrng which had nothing whate-
ver 1o do with Greek teadition,
There is one last aspect which
compleies the picture of art and
the ariist according to Hitler, and
which he tried and in part succee-
ded to see realized in concrets
ferms under the Third Reich. The
artist se o Funevionaey of an idealo
gy, something more than a simple
propagandist, UArd s oa sublime
Misseeil PeQuirng & ot el
even o the extent of fanaticism.
He whie is chosen by destiny o res
veal 1o the world the soul of a na-
|]|:Ir|I rl]llklllg || fl._"-il:ll_lrllJ. I IPRLE 0L o Jd
speak through stone, suffers the
violence of the smnipotent force
which dominates him, will speak
his |:1:|];.1|J;.1;.;1: even it the world
aroand him does ol endersiand
or want 1o understand, will tackle
eVEery Lli[Fi-;::lll:l,' rather than Fail
cven ance bo aim for the interior
slar that guides him?,

The symbiosis of art and racism
expressed by Hitler was common
to all the theorists of racism. Aace
ard Stvle was the title of one of the
best known texts {in 1926) of one ol
the most noted awvihorities on ra-
cism, Hans F.E., Ginther®, Act and

TkCe ,|_|3,|i|| OOCLLE A% an I|'|n'||:||'.|.|‘:l|;'
unity in Der Myrhus des 200 lahr
hunderts by Alfred Rosenberg, cu
stodian of the ideclogical patrim-
ny of The NSDAPRE, YA LTS Py
Rosenberg — is always the crea
tiom of a pacticular blood, and na-
ture linked to an art Form can only
::'|_||.:|. be wndersiood by creatures
ol the same blood: to others it savs
little or nothiog®, This, however, is
not a contradictien of the idea of a
'|_.||'|i"|.l_']‘-|.|j.| kTP ':II E'II.':III.' :I. I:"I.'!.\.'.II.I.I!'\- {5
the presuppaosition is the same; the
rachal corditioning of art, and sin-
ce Greeks, Romans and Germans
11;|n' H A Ea ] p a L] ] |i|-.'i:1| I.:li.l:\d:"i. thie
identity between this ames dormina-
ted by superior vacial values and
the pretext of providing foermal
|1|-:'||:_!u|:q. |i1|:'||:| Tl |._:-I||1. l|'|!-|:'|'||.|.|'I iaf me-
neril validity is easily explamabie.
"1t was on Greek sail that, in lerms
of universal history, the Hirsi great
determinative battle between ra-
el values was decided in favour
of Mordic bleod, From the dav,
from life man emerged into the
I'E'h'-- Froan the laws of light and of
heaven, from the spirit and will of
the Father rose all that which we
call Greek culture and which Tor
us is ihe preatest inheritance of
antiguity”. At this poant il 15 use
less 1o dwell Turther on the mani-
pulation of histery and tradition,
or on the misunderstandings of o
manitiec eritical inerpretation o
which the hotchepotch racist bible
of Magiizsm iz full. What is il]'|'||'l-l.H'-
cant i= o lake note ol swcekh of these
ideas as were or became political
direciives,

What, in substance, were the ae-
sthetes of Nazlism seeking in the
classical representation of art?
The race ideal 4.'.\.||||.':-..-1:|.| "in the
ahsolute perfection of the physical




form of man or woman™, For Hi-
tler 1 was anatomical perfection
which attested {0 purily and corre-
spondance 1o the ideal of the race.
"The i_11'|;|g|_' of mian 1% 1he ERFES-
sion of the most sublime physical
vigour and as such in exact confor-
iy with his nature and his desti-
ny as chosen for him by nalure,
jusl as the Irmage af woman glori-
fics the maturstion of life and the
mather dedicated o her sublime
]-||_||-|-|.-.,,_._~"T‘_ The exiremes af evalia-
tion of beauty was thus represen-
tedd by the Fiipess of the form in re-
spect of the purpose for which
1T1akie .i_l.lII.I. WO WETE |‘:-I'l.'-\_:|l.'=~:i.lll.'l'.‘|.
aptitude for war in the lirs) ca
artd an aptinwde lor i would be bet-
1eT 1k s@y, the |_||'h'|ig;1li-:|11| lor pro-
© el 1o B |E1r R l,,.lr'.l.i.

Already in these citations coan be
[ fee srece soume key elements
of the rapport between art [its ra
cial h;l_ahl, arlists, dtheir .|'l'I]|.'l|i.L'
mission and funciiony and the con:
surmer (a0 public which could not
have liberty of choice bul was ihe
r'.._--tipu':'ul ol i cuiltueal Fu'-:ll_‘luf.'l ini-
tended to mould it as a race, w un:
derline its cohesion as a racial col-
lective).

It could Be interesting Lo examine
in depth the knowledge and tasies
which inspired Hitler's choice of
maclels For hig aesthetic ideal, not
for whai this signilies from a pet-
soial potnt of view but for the con-
sequiences in termes ab inl lusemce on
the general direction of artistic po-
licies. We shail look al some
aspects ol this later. It will be inte-
Festbng ow Lo bake an antici patory
look at Hitler's predilection for the
paintings of Biedermeier and for
Bavarian provincial painiing.
From scaticred notes of Hitler's
sepe ] el I':|1||:-|||_r|1|;:'||.|.|.::~-:" |._,|I' the war

VOIS g COLEY Seiet clearly the !-.L'.'Lll.'
of values according o which he
classilied painting: the more tradi-
tional, the more academic it was,
|'|1u e By |il-.-r'.'1.‘| it amd the 1-:.'5*-\. it
disturbed him. He appreciates the
young and academic Corinth but
as soon a8 the latter shows a ten-
dency to break with tradition he
drops in Hitler's congsideration: ob-
serving that this sty repeats it-
selfl in the case of a number of ar-
tists, if notl all of them we must
draw the conclusion that in this
Fieeld ben the Tewish plot is a1 wark:
as soon as these people, oo, gel
aboie Lhemgelves, and wanl tao un-
dertake extraordinary and ambi-
tlows  works, following the had
example of the Jews, {hey end by
|'II'I:-I_|ILL'I.I1t_' i |.:|h|:1'h|‘l'1.

This cheap philosophy and sociolo
iy of art of Hinler's reveals all the
poveriy of judgement and ideas of
1_|_'|-|i|_-|-| ||1ih man wins q..'|.|:!|:||:l|-\_'2 -
fortunately, even in this field his
wlems anticipaied culiural policy
Hitler held in the highest conside
Tal AT )] F'.'Lil'l[l': 3 abf a very J'I'lL'l_“Lll.' I
stamp, sometimes worthy enough
of their tvpe but always of Lictle or
no difficulty, At (he beginning of
the September of 1942 he confided
tor his most intimate collaborators:
"My Spitewegs: the most beautiful
cotleciion of Spiizwegs in the who-
le world!™. ;
O he took the opportunity  of
buying al a then very high price a
Defregeer (which makes one think
that the tastes of ke Fidier also
servied o boost the art market). It
Is certain that what he liked about
Spitzweg was genre painting, (he
peacelul provencial environment,
the decorous bourgenis inleriors,
Biedermeier, in fact, & combina:
Ercait dl h.lm-:'.‘\.l |||-='1.|i|'_|q.'| iI.'. andl ['!l|1i-

listimisen. Im Delfregger the coun-
tryside and mountaing of Bavaria
and the Tyrol, the oleographic fee-
|1|1g af proiure pasteards, Lo the no-
tes themselves there is an ohservi-
tion which gives o clue 1o the way
i which Hitler looked at art, It is
of no interest te us that he waried
[[£5] :||I_ri|‘:u|-e' ] 1||1.' {'rru!l'l.l.l:!l:-\..
through Delbregger, supremacy
over the Italians in paintings of the
Camipagna §in Italian m the Lext)
what is more sipnificant is that he
could exclaim aboul Defregger in
exhalting its merits: “Photography
st it exizt!™™ Thai was what
fascinated Hitler, Mot realism, nor
naturalisem s an aristic expres-
sion, bul the exact reproduction of
ihe real; someone who copied natu-
re withowt a trace of imagination
(it almost sounds like o biographi.
cal note), that was a real artist, At
s crafy, one r.|'|1i|_L||I conclude. And
J:~-.-|_| s nol to be wondered at that
he liked the static, de-sexed phowo
graphic women of Adolt liL';_.'IL'I:'. i
medioere scademic painter, presi-
|!|.|.'r|.! of the Rq-l'l"l!r.w.ﬂ.dlﬁrh'u'.l' fl.rl' 1|'|.|."
Figurative arts, shown in the big
annual exhibitions of German art
based in the new Haus der Dewi
schen Kunst di Troost, a monea-
ment tvpical of Noes architeciure
which survived and was reopened
o exhibitions tn the Bavarian ca-
pital, beginning with the wyptich
of The Fowr Efementy on show in
the first exhibition, that of 1237,
the same date as the exhibition of
"degenerate arl”,

We have dwelt at some length on
Hitler. But Max anm couldn’t and
didn't end with the ideas or politi
cal praciices of Hitler and Hitler
alone. Hitler can be regarded as an
extrems case within a cultural si-
Eoagn f eery, Wi thoat ::1k:|:|1i.'_ L] L'Url.h-i-




deratton the wave of culiursl reac-
tion running through the Twenties,
‘hi.' MWisl LA N '\Ill.Ji.l'i':_Irl ii::ll.l. |]'|L H.L"
public of Weimar it 15 impossible
i realige the hold that Maziism
had as a cultural phenomenon
Onee must go even Tucther back and
consider the unhappy rapport bet-
ween arl and politics belore the re-
vielution of 1918 under Kaiser Wil-
h{*lrn I.:II- '.IIE\.' (=g PETE] '\I':Il.l'l ':.lf [:I'IIII.[-.“'
rism, of the monarchy and the
evangelical church against artistic,
literary and dramatic expression,
the interference of the Kaiser him-
self, another who thought be could
diciate models of Form and contemi
inspired by an author by a nationa
tistie and militaristic rhetoric. The
institutional limits of the passage
from the Kaiser 1o the Republic of
Weimar alsa expressed themselves
in the continuity of the so-called
Hetearkanst, of traditionalist and
nationalist inspiration, Hildegad
Brenner, the first scholar toe Xami-
ne the artistic policies of National
Socialism', pointed out the strong
influence 1 the organization of the
villkish cultural opposition to Wel
matan sirtislie and |i[1::.|.|:.'; lite,
From 1927 onward, of ithe National
Socialist arganization for dewische
Kuliar promoted by Allfred Rosen-
berg and destined o become a
channal of cultueal reaction, anti-
|_"r|1.5|_|;ir||_3 i ITLATNY WY S thee |1-:.l]|L||.*1r-
cultural practices of the Naxi regi-
mve. 1o is sulfficient 1o recall the de-
clared aim of this organization,
"the propaganda amongst the Ger-
man p::upl:: :_'.f Ihu r;||1-|::-|||'l Bl ween
race, art, science and ethical and
military values™’, to find in its
central nueleus of standing orders
a close identifoation with the abo-
va citations from Hitler and Rosens
berg

On the caltural Front however (e
¢ anti-Weimarian ferments occur-
red more frequently than might ap-
Pty T Proom acritical aotounts .;:II Lhe
so-called polden years of the firs
Germman Republic. In I'l.'.'|.|1ljl.' the
golden vears were vears of grear
creative splendour but also of tier-
ce cultural and political conflic
The Grosegens and Remargques en-
countered  hostility, sometimes
E%EN |.'El|'ll'|-hiL'i.1|. EHEL l..lI|]_'. From decla-
red Maris bur more often Trom a
vast body of national-conservative
opinion and Trom organs of Stave
such as the tribunats who were an-
Tv towy oblen called in o intervens
against writers, artisis and publi-
cists, prolagonisis of the desaces
tion L:Fw-;'al led patriotic and mili
tary values. The signilicance ol the
Great War and the way it covered
with a cloak of national values the
rising complicily surrcunding Na
tional Sacialism has toeo often been
underestimated, The rise o power
of Maziism was also the revenge of
the generation of “the tront™. Bu
the svmptoms of these develop
ments were already all present and
explicit in the cultaral conflict on
the Weimar scene. When in 1930
the Hrst local government with MNa-
21 participation was establisbed in
Turingis, the cultural policies of
that Land anticipated all the cha
racteristics of suppression and po-
litkeal and sacist discriminalion
which wasg to be tvpical of the Nazi
regime; degenerate art had its tirst
mise-en seene with the condemna:
tion of the Bauwhaus, its bani-
shimenl from Welmar and the de-
struction of the great wall panels
af Sehlenuner,

Ms Brenner has demansirated, too,
the way in which the escalstion of
the cultural reaction o the Pros-

sian Academy of Arts whose purifi-
cation was o be one of the Flrst
and mo=1 radical initiatives of Na-
ritication '.'.il||i.|:4 l||-q; l."||f||._:|1:ﬂ |||~:||.-
tutions after January 30th, 1933
became a concerete Facl al least
Fromt 1926 onwards, The claim for
the representation of "act fell as
specifically German and of the
peaple’ as opposed M arl ol an i
ternationa] (vpe™ is emblematic
abf the schematization of the lronls
which divided Germon culivre
The most recent siudies, siimula
ted by refleciions imduced |'.-:;: the
fiftieth anniversary of the rise 1o
power ol Nasusm and the culiural
burbarization which formed an in-
tegral par ol thatl rise 10 PWET,
tend to underline strongly the at-
tack by public and instituticnal opi-
ran, hostile o the break with v
lues they considered traditional,
on new expressions of Welmar cul
ture, precisely those who in the
tield of are and literature maade
themselves the negative heirs of
the Grest War-pacifism and anti-
militarism In particular™, From
the aggressive satire of Grosz to
the maldar, more (Fealgite .L||||_| iu-.-a
scathing sative of Kar]l Armold and
"Simplizissimus’” the image of ger-
manic man typilied by o mixiure of
arrogance and primitivism, was in
it=ell an offence o the cultivators
ol the dewrsehe Kaltwr and of pre-
sumed national values.

Against "Degenerate Art™

The rHIIrFHI'I'I'JI”.I.H‘I

of the German apivit

TII-I-'I.I:-III.IrEb o power of Maziism si
grnalled the trivmph of & provincial
ot At lest all is aulonomy of ex-
pression, along with all other ma-
mitestations of culture, and was or-
pantzed by the mterior workings of




the Siate. Apart from the specilic
content which (1 was to assume
and which was evidently indissolua-
bly linked to the function attribu-
ted o it it became nothing other
than ome of the channels of organi-
gation and conservalion of consen-
sus, by delinition an instrument of
m:lai control like many others.
Th: toagainst artistic autono-
pluralism, against the -
rnu!l of exprassions which charac-
terized the widely diversified pa-
norama of the Weimar scene in
which survivals of Expressianism
and Mew Objectivity lived side by
side, along with the harshness of
the satires of Grosz and Heartfiled,
loaded with the residue of Da-
daizm, and the frozen enchantment
of the painters of magial realism,
ottsiders like Otte Dix and Max
Beckmann, the greal sculplors,
heirs to the expressionist tradition
like Barlach and Kollwitz, was a
battle for the re-esiablishment of
order and aulhority extending it-
zelf ro the Field of art. Only by star-
umg brom this n:sup tiom it is
possible toun r.lan he ferocity
of the atack on H‘h}dﬂ‘n art, omn
everythi which even rr.mulc[jr
broke with the canons ol classical
established ar, The Iprlﬂlcgt
sition in Mazi official art aceo
o the great masters of the :ias-si
cal tradition was not due only w0
the possibility that in them might
be found the great masters of gee-
ranis arl; there was thﬂ.t. as W
shafl see, but there was also the
Faci that by now all the ari Ernrd
ced before the break made
avant guard starting from the se
cond half of the XIXth century was
I sense o réassuiing art contal
ning i stimulus or gleam of -
nent disruption, It was a consolida-

ted patrimony, it could be ’ﬁ:l o
uze in one direction or another, in
one measure or ancther, bt it con-
tained no element of emotional
mobilization, it did not proveke an
imvolvement such as might cause a
division of opinion or of language
o the impetus to rebellion,

The ﬂ:andal was supposedly cau-
sed by those desacrators who di-

aputed the presumed national va-
lwes, race, the national commiuoni-
v, the a forces and warlike

attitudes, But the real scandal con-
sisted in the existence of that con-
tradictory urban culture, daughter
of industrialization and the aceele-
ration of the phenomena of urbani-
zation, which was none other than
an expression of the contradic.
tions of & society of complex social
stratilicarion in which the old hie-
rarchy of medieval society or of a
society Fundamentally rural had
been profoundly upset and remixed.
Muodern avl had criticized the ciiy
pied the wreichedness that went
wilh the new urban reality; but it
had also treated of social aspecis,
ol ihe ransformation of the land-
scape, of the concentration of tech.
nical elements, of movement, and
new dymarmisem, of the formation of
new classes as a resull of wrbaniza-
tican, The new art of the XXih cen-
tury, e ial ] G:rmu.n}', wiis
essentiall prevalently wr
after lhe ﬁrst warld war w]"u-:h
exasperated the condition of the
entire social system and puol direc-
ty on show in the city streets the
rhenomena of the crisisinflation,
unemployment, prostitution-and
also the external imazes of the be-
haviour of the new classes produ-
ced by increasing Llertiarization,
with mass enteriainmeni, the use
ol mass communicalions systems

and so forth, this ail-pervading
character of the big city, meeting
place and battlefiel rexcellened
of the great contradictions of the
epoch, in which occurred episodes
invalving anonymous  multitudes
and tragedies of infinite solitude,
was connotative of the whole cul-
tural life of the time, Pamling was
full of it, it was expressed in ex
rimental architecture, it pervaded
literature (it might seern banal 1o
cile Berlin Alexarnderplarz: but it is
only gne example), the cinema and
EVen Imusic,

The Mazi cultural reaction was
above all & resction against the cis
Iy as an expresaion of all the evils
of modern socicty, The analvsis of
the contemporary cily, which had
Found in German sociobogy From
the end of ious century on-
wards one ol the most fertile Helds
of analysis as a microcosm of the
mast comples social struclures, is
reduced in the criticiam of the vil-
kisch cultural opposition 10 criti-
cigm of the citv as a purulent sore
of contemporary society, Not the
scientific spiritc but romantic no-
staljia is at the root of this desire
to return o outmaded and archaic
1d_'pl1:a typical of the ideals of socie-

v of Mazi p

The images ol social gmt:ps Lran-
smitied o us through Nazi critical
ideas and later their iconagraphy

os=cillate between the unreal order
af a farming \'ilhie. of an agricul-
tural landscape which in reality 1s
much transformed but which in
Mari iconography preserves the
immobility of long ago, and the
equally wnareal order, this thme
even spectral, of the city as bar
racks, stri of all its comtradic-
tions and destined 10 express by
the umitormity of its urban struc-
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tures the spirii of hierarchy, order
and authority which had been up-
sl because of impetuous transfor-
mations. The symmetry of the mo-
verment of masses which MNaziism
desire in the reglizaiion of its -
fuals and choreographics is no
other than a symbolic represenia
tion of the valwes and the hierar-
chy of the values — each in 1ts pla-
o = on which the ordering of Nax
society must rest

In the wiikisch critique of the city
the 11|'|:~.'::|_||_-r|t elemwerl weems o be
of a hiological character: the ¢ty
as an instance of the disselution of
the best and healthiest hereditary
subsianee:  the |.|.thL".||['||.v pPrGEi-
scucus character of the citvy wiath
its higher martality rate results in
an attack on the substance of a
ral aristocratic race which is what
the Foermanic race s and must ne-
main, an aristocracy of the soil, All
other considerations of & sociologi-
cal characier, for example on IE-.'
cradication of individuals who are
removed from their notural and at
the same time ideal environment
which is the Ernzellof, the Earme; or
of a political character, inasmuch
a5 the city as a densifwed wrban
mass tends o spread mistaken
ideas about democracy, or worse
still, preletarian hatred of healthy
values, are only subordinate to the
principal effects of denordibica-
ticn, of the corruption of the nor
dic racial stem, or of racial dege-
neration, according to the theo
rizings of one of the chief pro-
pagators of the fight agains
urbanization', Matarally, the
struggle for the de-urbanization of
the German people, to be conduc-
ted with rigorous racial hygiene, in
the name of the ideology of Blur
r|r||:.|I E:h:.ldf'rr_ weas not without Pra-

blems from the point of view of in-
dustrial development, precisely be-
cause of its expansionist and impe-
rialist ambitions. This contradic-
tion was pever oy be resolved ex-
cept on an ideslogicsl level where
rurglism served to furnish a tran-
quilizing mage 10 cover the much

mare  solid reality of a4 war-
orientated  industrialization;  the
Blar smd Boden ideclogy, then,

worked with the purpose of mysti-
fication and manipelation; but we
;|11ighl: also ask ourselves whether
something of this ideology, with
the diabolization of the city as the
city of industrial work, is not to be
found alsa o the ides and cealily
af the concetration camps, maca-
bre charicaiure that they were ol
the industrnial ity with the doame
ned from the soil constrained o
forced labour as a First stage in
their annihilation.

Hitler maugurated the German
House of Art oo July 18th, 1937,
Between the time of its coming o
power and the vear 1937, which
imatrks & real watershed in the arti-
stic policy of the Mazi regime, 1he
regime had not been idle. Political
iJ.IIIJ I.iJ.L'JnJ.I IJJhL'J-imJI'I-ll:i"J‘l'I h-d.'.l |.|I'
ready emplied Germany of most o
her best artists. The creation of in-
stitutions  For the regimentation
even of artists and the purging of
traditional institutions now  bent
to the uses of the Third Beich con-
stituted in themselves factors of
'|'|r|_:||'-:||.:|11d l.,'!H_IIIj__rl.' i the artistic [k
norama of Germany., Even those
artisis who lelt themselves stran-
gly linked to German tradition,
Etich 18 F.In:l'|;.1-:'|l. andd '.-.|11| wioild
never have chosen to ememigrale,
were forced into silence and despe-
raliam |'|_'.' ihe ohstinate desire ol
the new spiritval divectors of the

Reich [ sweep away any {race af
what did not fit in with their ideas
and 1o impose a uniform siyvle. Bar-
lach was not prejudicially hostile
Lo the Mazis, in fact he tried to ma-
ke some concilintory pesiures 1o
demonstrate  his lovalty 1o the
new regime. The Barlach scandal
was essentially linked to the remo-
val from the cathedral of Magde-
hurg of the monument 1o the fallen
which he had modelled an the end
of the Twenties. Having already
beeen the object of sharp criticism
in the last years of Weimar from
military clireles and Mational Con-
servatives who did not recognize in
it the herole charactedsiies of 1he
Goerman warrior but instead accw.
sedd the artist of baving given the fi-
pures in the group festures thal
were not clearly germanic, the pie-
oo wias Leansporiesd to the National
Gallery of Berlin wo remove it from
I|1-c: |1-|_||r|n' ey i.ll I|1..' l:l':llln'-:llul -:_|:|
Magdeburg and was later consi-
gr:u;_'n.i 1 the musewns Store rooim
"im the least ostentalious mEcirer
possible”™ as recommended by Bo-
senbers in the September of 1934,
to avoid any Further agitation
being provoked by this work which
had already Been the object ol 50
miuch polemic, Behaving almaost h-
ke robbers, it came 1o be said, the
Mazis grodually caused all Bar
lach's sigmificant works to disap-
pear from public places, and the
artist himsell was denounced as a
f-u'rr.'r.'t.r.l".rr.lnl-.-:'.I'J-:'l.l.'l'xr, iL"-.'-.. oriental
and so on, Barlach died on Ocrober
2&th, 1938, having seen himaell ex-
posed to public ridicule in the "des
pq.'llq.'l;.llq."" art exhibition, ll..ll__:l.'lhl_'l'
with other artists like Nolde who
had had no preconceived hostility
[':J'\'Ia'l.l:'i.lh ..";.i.ll".ii!'llllll-

The Barlach case wall I."\iI.'I:I:IF:l]-IIil.'.‘l




the Fate reserved for anvone who,
though not abandoning Germany,
wanied tgdpre_s.ewe a minimum of
dignity and freedom of expression,
But evidently thiz wasn't enough
for the new rulers of art. Poaul
Schulze-Naumburg, i 1930 direc-
tor of the Weimar school of archi-
tecture, the old Bavhaus, had de-
nounced  contemporary  artisiic
currenis as Tcancerogenous’; Ros
scnberg, for hislci:mrt. asked that
sha

IMALSEUTIS be prevenied
from transforming themselves inlo
“art haspitals™. The category of ill-

ness as an altribute of modern art
serves 1o put down as pathological
any form of expression nol confor-
ming 1o the canons, in any case in-
definable, of “German interioriza-
tion'". The transfer of the artistic
capital from Berlin 1o Munich in
Hitler's Germany was nol acciden-
tal and nor was it due =olely to the
Fitherer's parochialism. Inm  the
Twenties Munich had been a atron-
ghald of cultural conservatism al-
ter the reaction to the November
revolution and to the experience of
the council blic in Bavaria.
Munich, which had been the cradle
ol Naziism, deserved this recogni-
tion as & sign ol the repristination
of Ygenuime German art”, and of
the healthy renewal of artistic life.
The day afier the inauguration of
the Haus der Deutschen Kunst the
exhibition of “depenerate art” ope-
ned in the gallery of arcades in the
garden of the Residence. A glance
at the two exhibilions can serve 1o
establish the distinction between
geariere and entariete Kuwst, bet-
ween permitied, or rather oom-
manded art and prohibited art.

We shall leave aside the pseudo-
classicism of the Haus der Deut-
schen Kunst building itsell with its

colonnades that were supposed 1o
symbolize the "temple ﬂf art”
introduction o the calalogue
of the first of the Great Exhibitions
of German art to be held at the
Haus der Dewlschen Kunst defines
the characier of conservaiive re-
storation which National Socia-
lism wished 1o attain, "It was revo-
lutionary only in ils sweeping
mway of the reluse of Markisi-
materialism. From the point of
view of cultural policy the real na-
tupe of National Socialism consi-
sted im the istimation of the
most profound sense of German
values, in the reo jestion of the
German spirit ans its abjective of
the orgamic developmwem ol ihe
German cultural patrimony™™. An
exemphibcation of the works on
show shows clearly what Nazi art
wanled to be, A portrait of Hiller
and portraits of other Nazi dignita-
ries; portrails of exponents of the
Welmmachs: "The Four Elesmenss”
of Fiegler; landscapes of a roman i-
cizing Et}l[:-l:' ECCIES ?ﬂvi;l life;
paintings of (he world of the pea-
sant by Adolf Wissel and Thomas
Baumpariner among the most no-
ted sterotypes of Nazi iconogra-
phy; scenes From military life (two
canvasses entitled kameraden re-
peat one of the favourite motils j
military  solidarityl  portraics
sviators and SA men: the new ur-
ban  landscape breaks out only
with an oleograph representation
of the new Nl party buildings in
Munich; the drawings escillate bet-
ween pallid fmitations of Dilrer
and the composition of Weimarian
political manifesios; In the begin-
nirvg was tire word is the title of a
ﬁ;inling in the Nazi realist stvle of
rmann fe Sover which figures
Hitler perfoming his first act of

roselvtism; among the sculpture,
Eusl:a of the Fihrer and Mussolini
{Thorak} and then conventional fi-
pures of men and animals with va-
classical overtones. For the
o vears the exemplifica-
Lo mﬁn procesd on similar 1k
nes, v:ilﬁ the accent during the war
years on militaristic and heroic
iconography. The anachroniztic ai-
gnilicance of the repristination of
genre-painting on the part of the
Mazis been sharply underlined
by B. Hinz'?,
Hyper-traditionalist and conserva-
tive in siyle, Nazi painting is dell-
essentially by its content: the
representalion of the race as a race
of peasants and warriors is ils pre-
vailing connotation” with the ima-
FE of woman as an expression of
eriility and maternity. In contrast
to this, let us look at the aims and
attirudes of the exhibition of “de-
merate art”. When he opened the
dovse ol German art Hider had
said: "From this moment on the
German ple will et accep
"works of art” which are not com-
prehensible  in themselves  but
which to justily their existence re-
wire Irastic  intructicns
their use”, 10 continue in this way
b the extent of posing this pelemi-
cal and menacing question: “[..]
my dear stuttering artists of prefa-
story, And what are you gsmdu-
cing? Demented and malformed
cripples, women who can only inci-
te horror, men who look more Like
beasts than men, children who if
they were like tha in real life
would be considered a divine cur
se! Andd these abominable ama-
tewrs dare o ofler all this 1o our
contemporaries as the art of our si-
e [...] No, there are only two
sibilities: either these socatled ar-




=)

iizls |'|;';|'”:|.' g I|1i|1g:~ irs Lhumi Wiy
angd & I‘_:H.'!iE'- e it what they repre-
sent: in that case il remaims i us [0
Inguite into whether their cross-
evedness is due mechanical causes
0" 15 |'|:'||.'|:]il'.|.r'-.'. [ev the First case
we should feel profoundly sorry
I these unlortunates, in the se-
cond case it would be inpeorbani
lew® th= Min1.~11|:-. ur 1he Interior tl[
the Reich o see o the prevention
at least of the further hereditary
transmission of similar horrifviog
visuzl disturbances. Or else these
people themselves do nol believe in
the reality o such impressions but
use them for other reasons io bring
disprace on the nation: in that case
the proceduce becoines a question
aof criminal law ™,

The “Guide 1o the exhibition ol de-
generate art” grouped the works
togrether in nine sections. Starting
from the most general cne inten-
desd tor show “the barbarism ol the
deawing from a manual point of
view"”, or rather the laceration of
Form and the "condempt Tor all the
craftsmanship aspects of figurati-
we art”, even o ihe extent of de-
nouncing “the absolute stupidily
aof the cholce of subject™, the exhi-
bition reviewed works on ::'ll;.:llmﬁ
subjects {in which there was o pre-
valence of the Jewish derision ol
every religious image); works
which showed the political back-
ground of artistic degensracy {in
cluding political and artistic anar-
chy and the class strugglel works
1_rr H | -:_'||.::|r Iy |1tJ]i|.iL-i.'l| [1.'I'|IJ.L'||L'_'. -[L|'|L'
denigration of the German soldier:
the anti-militavist works of Otto
Dix are defined as Ymilitary saho-
tage in painting ) the moral axpect
of artistic degeneration (“lor the
"artists’ represented here the who-
e world is evidently one great bro-

thel and humanity for them is com-
|'h:|.-.|_-|.[ -:|;|11_l. af |1r|_:-h|i||_||¢!.' i:rau;:l o
curers") works of a Marxisi-
bolshevist imfluence which soughn
"the sysiematic destruction of the
lazt pesidue ol any racial conscioi
sness”’, the representation of
idiots, creting and pacalyiics, seen
alongside negroes as the ideal ra-
cpes ol socalled ‘modemnm’ art, ithe
section reserved entirely for Jews,
culiminal inge o a Fnal secibon deli-
nable as "wotal folly” (Cubism, Da-
dodam, Surreslism, Constraclivism
] Tal)

I concluston, the iriumph of pro-
vincial art on the one hand: condem-
Fuiil AT} :_||'|1_| d-:'lul'_lﬂul ¥} IFII r:|1|:-|.|.-|_': Tl
art on the other, But it wasn't so
mitch a case of taking up an idealo-
gical position as & cultural policy
ThEasure 1J1."h-li|'|1."|.| to heconmie e
rodive. What it must have signibed
bor many artists, was the loss of
thi ]1|:-~:'\."i'|'|i|-||_1, FRLeE: L:urr'l:l, o exhibit
but often even 1o '.'.1||']-.:'.; the di-
spersion of many works of art or
cven their pure and simple
destruction'™.

Flunder: the spiritual struggle
against the enemies of the Reich
]r|. dim.'l'julill:’h!i:l::l;.'_ :1-l.;:1i||'=.l aArtislic
currents and works of art the Moz
régime took upon itzelf the power
angd right to collect for itsell all the
best examples of classical ari. The
civilizing mission with which Ger
many invested herself and the ra-
-|.'Ii.||. 1 l'L']ierIill il:Jr:l ':Ii. F.III:":I"'II.' .I'It'!.'.iil:'l'll.'
the basis for legitimizing the con-
centration within the Reich of all
the best works of art ta be Founmd in
the area cocupied by the Welr
errachil. The phenomenclogy of 1he
plunder is extremely complex as
were the motives on which it was
based, The products of “degenerale

art’ sutterced a varity of lates; some
uf Ih.:_'l::ll werie hl:-[d i||_||l.'|:_|-:| |l:-; the
purpose of obtaining precious fo-
pelpn currency: the Lucerne auc-
ticns of 1939 and 1941 held on be
|1;|.i! ol l||-c;. e iy FOVErnnens
had this aim™. In Berlin, on March
2ith, 1939, 1o clear oul store foeoims
needed for goods more useful o
I'|1;' wirt illl-;:- prarhony, rmddie [||:'|:|'| ]
thousand confiscated convasses
woere: baienl alodg with almost Fonae
thousand drawings and waler
colors™, Rose Valland tesiifies o
an analogous bonfire of modern
art masters, [rom Léger to Picasso,
[rom Mird 1o Klee, Five or six hun-
dred works burni in Paris ab the
Jew de Pawme on May 27ih, 19457,
This does not, of course, alter the
Faect thar whilst oziensibly diaboli-
zing modern art, lor motives ol
profil or greed for plunder, or even
persenal vice that was not o booo-
me public vivlwe, the mos rapa
cious of the Mazi dignitaries took
|'!-:|H|,..|_"'-..'\1|||r'| .:I’ |I'|;,I~.:|_'r'|!¢||'l'|.!'\-. I_III [
F‘rl..'ﬁ"-\.ll:'lli"-\.ll'l H'.JI.\.'I'l s o |:-:||-:'r B |
sions were auctioned or buret, An
coirs de dix vigites ae Jeu de Fan-
me en 1941 ot de guatre en 1942,
Goering se réserva dix Kenoir, dix
IJI.,'}'LT‘-\._ dienx Monst, 1ros ."":|.-||.'_1.-.
guatre Cézanne el cingue Yan
Gogh' B

The first consequence of this di-
sCcrirmination inoarl was thiys exire-
me discretion as regards the di-
apasition of art works on the part
of a group of powerful men who
|.'q_||::|:~.|.|.!|.'|4.'|.|. themaelves the masters
af the State aned who dentified <ia
te structures with their own persi-
nal Fortunes, On {he 11th .'|:|||u.u:|,
1245, Allred Rosenberg, wi offe.
ring fifiieth birthday greelings to
Marshal Gioring, pald homage to
him in these termms: T waould like to




pass on 1o you, a lover of figurative
art, a Dutch painting as a small
moments for vowr museum, The
alntng is by Jacob Adriacns Bel-
evois, painted in the XVIh centu-
rv, and is entitled: A siredch of
sea™, Rosenberg again, on March
1ath of the same vear, for Hitler's
birthday sent 1the Fihrer 'a porifo-
lio with phoiographic reproduc-
tions of some of the mos; precious
E::Inilngs taken into safekeeping
v miy operalional proup in execu-
tion of your orders in ocowpied ler
ritories of the West, part of the ar.
tistic patrimony of the Jews, hy
now ownerless”, This portfolie re-
presents ithe integration of 1he 53
very precious art works already
Forwarded to vour collection as 2
resily of this operation. Even this
portfolic gives butl a pallid idea of
the value and extraordinary guan-
tidy of the arl works conliscaied in
France by my office and hidden sa-
Fely in Germany'. At their next
meeting Rosenberg expressed his
intention of consigning to the Fih.
rer angither twenty portfolios of
photographs, ‘in the hope == he ad-
ded — that occupyving vourself, ho-
wever briclly, wilh l?ue beauties of
art soclose o vour heart will bring
a ray of sunshine and JO}' in this
mornent of difficuliy and greatness
hint Yyou are allraversing at pre-
gent™
Two weeks before the capitulation
of Stalingrad there is litke doubt
that Hitler had nced of a rav of
sushing,
The two guotations are inleresling
again Tor the lght they throw on
the praxis of plunder and its perso-
nalization, and no less on the part
plaved in it by Alfred Rosenberg,
the Weologist of the Nazi party
wha never atiained recognition as

official doctrinarian of the régime
but who was alwavs emploved in
Tow r operations becouse of
his Fanaticism, to the great advan-
tage of the Reich or its rulers, The
functions performed by Rosenberg
give the measure of the plan for
the systemic cultural improveri-
shment that the Great Reich inlen-
ded 1o impose on the whole of Eu-
rope; the methods used by Hosen-
berg are signilicant of his servility
mcfl'aua.ti:ism together, with his
wnscrupulousness and the ambi-
tion, personal interests and total
arbitrariness that were involved in
these operations,

If, from 1938, the praxis already in
use for vears e confiscaing and
freelv disposing of the products of
‘degenerate art’ and art objects be-
longing 1o the Jews was codified
within the Reich, afier the begin-
ning of the invasion of Poland this
praxis bevame general throughout
Eurcpe, Brenner, in her text which
we have frequently cited here, un-
derlined the capillary nature of
this plundering in the two cases of
mosl accessible  documentation,
Poland and France. But almost
contemporancously the Sevdewit-
zes who had access wo the archives
of the Dresden Ari Gallery, were
able to document just how wvast
and territorially widespread was
the work of selection from the Eu-
ropean ariistic patrimony, inclu-
ding the removal of works from
Talv even belore September Sth
l?#g: in [act, Hitler, in the choice
af works destined for the EﬂltiIﬁ
up af the continental euscum
Ling, wsed the director of 1he Dres-
den Art Galiery, Hans Posse as his
comsul tant™,

As can be seen From the Frst ine
structions given to Rosenberg, the

two conceptual cutngl:.iri:s of pri-
ey importance in legitimizing
the sacking of invaded Ewrope’s ar-
1islic _pulrimunf wore those ol the
Arianieation of Jewish property
and the recuperation o the gering:
nic nation of works dispersed
throughout Europe. [@ was not e
portant to establish, especially as
regards the latter, the historic
exactitude of the claim; what was
important was to aflirm and impo-
se it wherever there was anvihing
ihat was or could be considered as
‘ermanizable’, "Objective scienti
ic research — savs the officil
text edited for German administra-
tive wse of the general Goveraoe-
ghip — has never nourished doubis
that all cultural works of everla-
sting importance in the Viswula
area owe their origin to the work
of Germans._ in this aren no works
of truly Palish ethnic arigin have
ever been produced. This is true in
the Ficld n?puinl.ing. of architeciu-
re and of sculplure as of all the
othet fine aris and all branches of
science™. As il this were not
enouigh to indicate the role that the
pillaging of cultural patrimon
was o play in the destruction o
the cultural and national identity
of Poland, condemned to non-
exiatence as an auionomois mdivi-
dual state, one need only consider
the words with which the Gover-
por General of oceupied Poland,
Hans Franck, Minister of the
Reich, inau ted the new state
library in Cracow on April 4th,
194 1; "The purposes of this Bhrary
cannot e measured only in terms
based on the more or less transito:
ry circumstances of the moment
but on the indestructable primary
foundation of German might. And
if the garrisons in the town express
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the will of the Fuihrer that this ter-
]|1-|_||'|, 'l-\.h1|1|||.| '|'l.'|:'|'l;|i|| |'|l\.'|'l'||i|||:'||||'!,'
integrated in the future within the
German sovereigniy, i the fusda
mental law of the Fithrer muost he
put inia plin_'l'u.':.' hiere sa that this
territory will pever again be treas-
ted as occupied territery, but as an
integral part, a contiguous territo-
ry [N edserrian o ol the German
Eeich' cultural puidance and the
spirilual inspiration beeathed over
this territory, too, cannot but come
Irl:Jl1'| 3I|||.' Germnans. Froom this oo
ment on, whatever 1s mol Gertran
iry thes area shall be considered {o-
reign it

With these words & real and true
process of national expropriation
was announced and pLet inteo proc-
tice: artistic and cultural spolia-
rior was ol the last means used in
the realization of this ohject, The
story of the removal to Nurimberg
ol the altor of Vel Sioss from the
Marienkirche at Cracow would in
itsell be a chapter sufficient 1o illu-
strate the methods and dacmaegees ol
the plundering.

'[h;' 1mosl .il.l_l.ll‘l.lil 1talive :||'|-;| THINNE T
ful fgure in the Nazi hierarchy we-
re dnvolved in the looting under va-
ricus titles. Hermoann Goring, in
pm'lu;nl;n'. who  was  second-in-
command to Hitler had no need of
any specific title 1o authovize his
intervention apart from his nomee’
hiz personal interest as a collector
anidl his nertarious overbaaringness.
Sevondly, Himmler, as leader of
the 5358, the racial élite of the régi-
me and of the Ahrenerbe, as the in-
strument of racial research for the
consolidation of the purity of the
German race, was in a good posi-
tien to participote in the conlisca-
tion of Jewish property to aid his
‘researches’; lastly, Bosenbers o

whose Finsgrzstad was enlrusied
the job of cultural fand racial) re-
clamation i gccupied territories.
Rosenberg worked with particular
zeal in oocupied France, but when
he became the Reich’s Minister for
occupied territories in the Easg af-
ter the attack on the Soviet Union
he was able w ;.;_l:l_'.l.[h enlarge his
ares of operations.

Il the "r'lu"l.':-l. LEach, this l'.'l.:-||:|.|::l|:|."n.
plundering operation had the gene
ral aim of depriving diverse culiw-
ral environowents of their specitic
values and underlining propagan-
distically, prior to the mitutive's
being carried o s conclusion, ihe
assimilability — il not the comple
g '|1|:1r|1|a-E|.':|1uiI}' —1 | Livim s
as regards the permanic characier
destined 1o predominate for the bu-
ture according the Mazi plan, In
these terms, the country whose as-
sirmllation was maest strongly insk
sted on was Holland, on the pre-
text that the deepesi foundations
of Dutch culture belonged o a
cormien germanic origin, and with
the aceent an the idea that cacially
and spicitually the Dutch belonged
o the western border area of the
germanic ethnie comomuamty™, In
France the propaganda of such
theories was a great deal mwore di
ficult, In Fact, the orders given to
Kosenberg had rather a dilferent
tone, On March 1st, 1942 Hicler
delined Alfred Rosenber th task ps
Follomws;

“Jews, freemasons and the ideolo-
h'_ll.'ill I TTRIC S -IFI‘ N.H.ii.'.illli.l] &JL‘il’l'
lism allied to them ore presenily
making war an the Reich. The sy-
stematic spiritual struggle agains:
|I'||.!!'\-|L' Elirl'.'l_'!'i ih FL8 j‘ll“l:l N hiL'i'l i"\- i -
cessity of war,

I heve therefore asked the Reichs-
feiter Alfred Rosenberg to carry

ol Lhis sk with the chief of the
Supreme Command of the Webr
srachi. His opeTalives imni 1h.'q..Ll|.‘.l'tl.'l_:|
territories have the rmight W re
search the relative material, sil-
ting through libraries, archives,
lodgres and cultural and ideological
institutions and to conliscate i for
use in the ideslogical work of the
NSDAP and for Future scientific
work and rescarch in the Senior
School ol research and Mational
Sccialist doctrinel. The same ru-
||:|1;.: I-||'r|'||i|.'.h 1 2iich |._'l.1|||||;.|| pali B
mony as is found 1o be the proper-
1w af Jows, e it ownerless or of duo
hious cwnership”. The Wekrmacht
|‘||¥|| Cormrrand, For s part, had
from September 15th 1940, on-
wards already determined fhat no
apposition against the confiscation
ar transporiabion of goods Lo Geg
many would be recognized, given
that Rosenberg was' awthorized (o
take to Germany and pul inle sale-
keeping such ol the cultural patri-
mony as he considered valuahle',
decisions on ils ultimmate utiliza
tion being reserved 1o the Fithrer®.
A SO WOVEeR -:_li 1|||||1|_;|;|'|.._- |.'|:-|||.|.'El||
cities: diplomats (Ribbentrop and
the Ambassador Abetz had a funda-
mental rele in the sacking, not only
of Jewish POOPerty, in France, the
military (no big looting operation
wodld have been possible withowt
the Welirmeachn vthe police, anil
guarians, art experts and prof-
teers of every kind. Belore the Lu-
cerne auclion of 1938 Garng Look
possession of 14 rare masterpie-
trom Impressionism o Ex-
pressionism,  from German  mu-
seums o order Lo use them n ex-
change For classical masterpicees
The conlhaision of the authorities
and various compelent  bodies
competing 1o take possession of
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the same loot must have been such
that the German police authorities
themselves  Tell constrained 1o
asked that some order was put inta
the plundering  procedure, given
that atherwise any German seldicr
comsicderyd himselF auiborize 1o ta-
ke any picce of ort or furniture
that imterestied him from oceupied
territory 1o furnish his home or of-
fice, It is not possible o go o the
dietails of this story which often
sounds like something from crime
literature. The siory has, in any ca-
s, been 1old For the most part, as
we have said, by Brenner, Sevide-
wile and others,

It is more imporiani, in conclu-
ding, o return to the aims which
lay behind the whaole operation. To
clarily these even further we can
cite one last document. On Novemn-
ber 2151, 1940, Marsham Giring
wrote a long letter o Rosenberg,
chiel of the already much mentio-
ned operations group in France, In
it, among other things, he wrote:
"As repards the cultural patrino
nv conliscated in France | wish to
communicate briefly the follo-
wing. Alter a great deal of effort |
am very pleased o see that an offi-
ce has at last been designated for
the collection ol objects, though it
should be remembered thal other
offices have Tull powers conferred
on them by the Fithrer in this re-
spect, such as the Foreipn Minister
of the Reich, in the first place, who
some months ago sent out a circu-
lar 1 all departments in which he
has, among others, authority over
ocvupied  territery, informing
them that the safepuarding of cul-
fural patrimonics Elmk besen eniru-
sted 1o ham,

I further believe that the Mimisiry
of Propaganda of the Reich also

has the job of certifving the docu-
mentation relating o such art obe
jects as were al one lime removed
f'l'um Germany and still have 1o be
brought back to Germany, But this
is chicfly a guestion of ohjecis
lound in the possession of encmy
I SELITIS.,

I have promised 1o give all possible
support to the wuri of vour colla-
'|:|-|_||1:|1|_|-r5: ;J.|'||.|. [E§] |.‘|-|J.I! il 1i'lr_"l'l' djk]’!ﬂ'.h—
sition all which has been lacking
them before now, that is 1o say,
transport and surveillance person-
m:l., and the .II,.I-Iirf'Il'HLFE' i% under in-
struction to offer moaximum help,
Further ta this, T would like 10 in-
form you that [ have been able w
reImiove [ILIII:I [|11:i.:' hidil‘lg pEEu..'L‘E
some particularly precious art ol
jects which were the properiy of
Jews, as for some lime now | have
heen uncovering hiding places ve-
ry difficult 1o find by bribing and
employing French policemen and
detectives, Work is sull in pro-
gress, along with that of my autho-
rities in charge of the search for fo-
reign banknotes by creaming off
sale deposit boses in the banks. In
bhoth cases the result of the opera-
tions will be communicated to
your Einsarzstalr who will corner
and collect the goods. The collaba-
ration al present going on between
viur operalions group and  Mr
Thurner's Paris office seems w me
exemplary and exceptionally suita-
ble and promising.

To prevent mistaken ideas from
arising about the objects which 1
wished to claim for mysell, and
which in part [ have acquired by
purchasing, in part would like to
acquire, I wish to communicate 1o
vou the Following:

1) Thanks to purchases and ex-
changes | possess loday whal s

perhiaps the most impartant privas
te collection, al least in Germany 1l
not in the whole of Europe. These
are works which [ summarize un-
der the concept of prote-nordic
masters, or proto-germanic, the
carliest Dutch and Flemish,
French Gothic, bBoth painting and
sculplure.
21 A fairly wide and highly valuable
collection ol XWVIIth century
Dutch.
3 A relatively small but very Fine
collection of XWVIHth century
French, and lastly a collection ol
lalian masters.
The entire collection will be kem
very worthily in the Karinhall and
will later Parss Lo e State as my le-
acy with the proviso that the Gal-
ery must remain al the Karinhall.
The Fihrer has looked upon my
project with great favour and i
has his support.
To integrate this collection 1 plan
to buy a few works from confisca-
peedd Jewi s propee riv. These will be
principally masters of whom [ as
vel possess no examples and works
necessary for such an integration.
From time to tme [ show the pie-
s o the Fihrer, Purchase is ba-
sed onan examination of 1he ob-
jects by a French expert [...] The
purchase price is deposited with a
person of trust nominated by the
Germman State [L.]
Ag we are dealing with hundreds
and thousands of paintings this isa
very modest percentoge, Up 1o now
il eomes (o nEuut fifteen paintings.
But I maintain that this percentage
is legitimate, il only because it s
possible 1o demonstrate that 1
unearthed a large part of these
works from their hiding places
thanks to my own personal etforts.
As repards the most valuable paris
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of the collections, naturally the
Fithrer has the rght (o decide their
destination. But there still remains
an excepticnally large number of
abjects, probably in the order of
somme thowusands, which can be uti-
lized to decorate party and slate
oflices as well as o LIl the mu-
setims,

Up to now we have heard the voice
ol Giring which renders as explicit
as could be possible, the request
for Rosenberg's complicity, the le.
gitimacy of a rake-off from the loaot
and the destination of the works
which were 1o envich the Reich
Very little is said about Hitler's ro-
le. Hitler had an ambition 1o create
at Linz, the capital of northern Au-
stria, the region of his birth, one of
the brgpes ﬁ[ ot the biggest mu-
seum in the world, or at least in
Europe. "Already today — he told
his collaborators — the Line Galle-
£y, 1 believe, would bear compard-
son with any of the most modern
American galleries™. To make
Linz into a world capital was the
dream of a provineis]l who hated
Yienna, the preat city, and the co-
smopelitan Vieonese, [t was the
provincipl ideal of Hitler coming
tor the surface again, only in this
case it could anly be fulfilled by
piliaging throughowt Europe, be-
ginming with the confiscation of
works From the Viennese Jews", In
1945 whole lists of works destined
1o go 1o Ling were found,

them was Leonardo’s Leda whi
had been taken from Ttaly™. Line
was further seen, in competilion
with Géring, as the museographic
pole in southern Geemany  that
could be set against the Karinhall
as the chief centre for art works of
northern Germany,

Onee it had given vent 1o its anti-

modernism with the condemnation
of “degenerate art” and where pos.
sible with 115 commercialization,
the Third Beich carried oul a se-
cond operation, that of annexing 1o
itself all the masterpicces of classi-
cal art by a sort of spiritual germa-
nization. But as if all this were nm
enouph b tried to despoil the who-
le of and prevent any other
country from possessing a bigger
or richer patrimony of art works
than the German one. Every cultu-
ral consideration was subordina-
ted to this last ohjective, not an iso-
lated case but a rare one in ils sy
stematization and its breadth, in
the history of spiritual and mate-
tial plunder of cultural patrimony,

e

I ADGEF HITLER Midn Kaerpl Manchen
1936, b 283,

1 Thie precesding giuatations s taken from

the text of 8 speec Hitler ruproduced in
Josieen Wy [Ke Bildenden Kdnesie fm Or-
tem Reich, Fine Dobwsepnprarion. Reinbek
{966, pp. fGd-ad
3 Far a serivs of exemplifications of the vi
sio il wri ivpdeal o the valbisoh culiire of
the Twentigs and Thindes see the above-
mentioned wark by T, WaLr, i
YALTHED ROSENDERS [gp Jeuis der A
Jabelnoideris Eime Werfaong dar seelizchpei-
sfigen Ceestaftenkdmpfe unserer Zeir, M-
Ehm. 1934, p L20,
A, ROGENBERG, op, cit, . 39,
* From an article by Hitler of 1954, yepra-
dupgd in 1O WULE, g edi, o, 236
Tool. ADGLF HITLER Mondiape (i Fhlkper
naTHEr ml-lﬁl:. Die .H.uf:;i.l:lmurr-
einrich Heims ghun won
mner Jechmann. Hambu ii&. pp. 399
ACD, o Bl clote Jas 131k 1743,
B A Himk AL cif. pp. 3R6-RT. b the
g-ur Etpli-lmmfhlr Al 134E i
Among mnany works whic Faceil
vears have irested ol this it =
wm PETER PARET, e Borli-
HaF ton. Moderme Koosr el fhied
fl;-ir:dt irr Kalgertichen Denischiand, Berlin
1% Hecase Buunsen Iée Kansipolitik des

Nanicomalsozialiones, Reinhek 10643 amion
the pemerad works successively u.l'u.-g
on the subEect a wseiul synthesic (s BRES
HARD MEREER [he Bilduaden Kinste rm Na
rienafsozadismus.  Kullarideofogies
Felbrpoliib-Raltepmdaukiion Kaln |
I3 T, BREMNER, 0, cin. . 8,
"] BRINNEE, Ewde siner hideperfichen
Keavese-Prspinenion,  Dig iscter  Forviie
r:r: EII;;:-MJ; Mﬁﬁfdﬂﬁﬂmﬂ
a dgart 1972,
4 seful symthesis uEu:Eutmnu:hn and
studies of the argument is offered by the o
izlogae of the exhibbtion nized [ufy
vaars after the bagiing of ibitat ok
mted by the mieE der Kdnste af
ear Berlln: "Das war ain Vorapiol our,,

Bicherverbirenn Diewt=chl 1933, ¥
THAERS CHEL und Folgen, Berlin 1983 Fur-
ther sherations amd  hibls tical

contribathone an 1he argument can be |
in E ﬂuﬂﬂwmuni dallm Wagh-

lu'%‘ufuﬁ socialismo ire siorio
grafia o culturn politics, io the "Rivists odi
sloria cimleinporanea’ 1583, no, 1L pp, 140
M wWe guote coe of the maoss significant
fexts an the orgument, o orge classie of g
kind: Hang F K, GUNTHER [he Versidoie
ey, dhre Gefafires e Voik ued Sraar vee
HeaM fe dir Lebensfrschpng gnd dioe
Lﬂ;ﬁ-ﬂ schafiswissemschaft, Laipzig-Berlin
1% of, ERNEAT PUER Erss! Burfeck and dic
radicaalsaziclizche sipoisitk,. EBine de
migrische Darsielfemg pur “enianen
Hamsp”, Mimchen 1953
18 &y docurneniaied, smong other places,

the ca the gread exhibition sed up
by the Stadimiaseism e Suwiriger fakes i
Miincten, 1979,

7 Groasse Beatsche Kwnsravsseeilong 1957
T Maig der Psrrcfent Kaotdr 2o Mimshm,
O lirieller Ausiel g g 25

TE of, BERTHOLD HIMNZ, o Kees ome 5 Betoh,
Dok rnpvire der Urgraesfiong. Frankfung wan
M. 1974, pp. 124125 fcat of the
Framklurt exhibition of 1974). & more

ral wark by the same auitor, see v Eﬂu—
vef i afiracieen Faselidmias Kuesd o
EKeniemrevaiution, Minchen 1974,

™ Fram the rexq pariially 1raslaned by this
glbas in E, COLLOTH. Nagismo ¢ socicld b

desca 1931351545 Turin 1982 i Bkl R
¥ of. Fiiferes direls die Airasrellimg Evidarie-
ie Kermsl, Berlin 11937,

I Apart from Breaoer's work of & penoral
fatie, b indegpensable  thouoh  dated
e i i Pl ROH “Endarte Kemst™ Kumsi
lglr-!drri inr Dridten Beick, Hannover 1962

i the comseguences of discriminntion




oo et hods of artistic producton wider Lhe
Thivd Reich 1wo recent eshibdisns ofter im-
ani documentation; the Forsf protioied

v the W Thelm-Lebmbrck Musewm of Duais

burg, Yerfoien Verlolgl, Kensidibeador i

A Redci (19485) the second by the Kusthalle

ol Hambnarg: Kamar wngeene Haekenkoesg

Hambrrg | I

il R?;ﬁ ap, ¢il, pp. 36537, B, MERKSR, op.
cil., :

4 I.FB-I:EHHH: e Kamsipoliok des Moo
rasifsnapioedispions dCiL, o 10,

O BosE WALLANE Le Front de 1°Arl, Pans
1361, pp, 178179,

B GamdH WILSIN La vie arfizrigue a Paris

sapg {occupadion al the Gearges Pompidou
Centre. Faris Pars, 1937-1957, Parks 1980 B

Ef'_l_“l repisdued in J, WULE op. ol
A5,

24 g in I Wult, e e, p, 452
¥ LUTH wed Max SEYDEWDR, De Doree e
dern Hermelin, Der grosste Kusaleauh aliey
Fadeen, Berlin (Eastp 15963 the vitle is taken
from the celebrated Leonordo siyle Fait
af Cecille Galleran swhick ke rmpns
ook From the smssem at Cracow. Max Scy-
dewiiz became curator of the Dresden Art
Cialtery afrer the liberation
* We guoie Trom the work edited by Max
Frethernr U PREL Das General Govivermmeni
Wi 1942, p. 141,
gl Siaztshiblicthek Kraksw Fererficbe
Eriffing darch dew Herm Gimeraipouver
rewr Bechsninister Or Famk aom 4 Apnd
E‘I. Korakau 1941, p. (B2

1. BRisxBR e Kunsipalink des Narioe
aalioziafismes o, ppe 113 cmward; Bow B
SETDEWITE O, in pareular pr 3590
! An exermplory lithe, the spacin indovming

b work, this, oo official, ediled by 8Max,
Freiherr [0 PRELL and WOLED TANKE e Nig.
dertande im Umfranck der Pellen Afle wond
ﬁ.ﬁ Heziehpnper zwm Reicl, Wikreburg
M Text in 1 WLLs, ap cir, ppe 411413
1 Tent in ), WIRF, ap cir, pp 439441
AL HITLIR Maralsge, ol po 198, 10 Uhe da-
*ﬁ 2524 Thecemmbaer 1941,

O the Eur:dﬂt loar the Ling s of, 1,

Bepsmyna Kunspolink, o, ppe 154 wn-
ward, B, u M, SEYDEWITE, of. passim,
and I, DUVLFFER and oihers: &efers Sadie,

Bappaldiptk dee franen Beich, Eine Dok
eremheion, Wien Koln 1978

¥ The clrommsiance had alseady been no-
ped dn [ BREMNER fie Kpmsialial cin, p.
L&0 and almost conemporanseusly by the
SEXDEWITERS, pp, 6667, well informed oo
Lhe removal of art warks fooem Taly.
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Mr Smith's water
colours




Mr Smith's water
colours

Riccardo Mariani

With an article emtitled "Art as the
foundation of the creative foree in
politics” of April 24th, 1936, the
Viifkischer Beabachier an

the publication of a collection of
water colours by Adolf Hisler, edi-
ted by Heinrich Hoffmann, official
photographer of the Reich and per-
somal photographer to Hitler him-
self, There were seven water co-
lowrs, six printed in colour and a
seventh in black and while,

In presenting these works, the
comumentabtor states that the Ger-
o stale has assumed quite naiu-
rally o particular ariistic form un-
der the direction of Hitler, "artist,
architect and builder of the Natio-
nal Socialist State’. Referring,
among other things, to the
Fithrer's artistic past, he savs:
Today we koow thar i was no me-
re accident that Adaolf Hilter was
ot al one time numbered among
the Bumerous 'ﬁ?"" of the Vienne-
seAcademy of Painting, He was de-
stined for higher things tl't-url;lbnm
ming a painter or perbaps a
gn::;.lf architect, His gift for paine
ting is not an incidental aspect of
his personality but o hindamental
tradt which is part of the crox of
his existence, re exists an inti-
mate, unfailing link between the
Fiihrer's artistic works and his
great political works. An artistic
nature is also ot the root of his de
welopment as a politician and sta-
tesman. His artistic pclivities were
it {fﬂ a casual pasiime of his
vouth, a side channel inta which
the political genius of the man
mﬂ{ﬁ?’!nw, but a fundamental con.
dition of his creative idea in its to-
tadity, {0 The Fiahrer has given the
teren politics a sense of construc-
tion, and he could not have arrived
at this il it were not that his pofiti-

cal idea developed on a basis of an
understanding resulting from his
personal aciivites in the creative
art field".
In truth, there has been far too
much written on this artistic pas
of Hitler's, much of it irrelevant,
especially where a possible link is
sought between his ‘expericnces’
up b 1914 and the archilectonic
and general artistic achievements
of the Third Reich. The opposite,
rather, is the case in the sense that
there exists a real fraciure bet-
ween Hitler's firsi pictorial experi-
ments and the later indications gi-
ven to the architect, Speer, concer-
ning the design of various monu-
mental waorks.
Speer himself in his memoirs gives
an acepunt of Hitler's cultural “re-
formation’ after the meeting with
Troast.
"Hix attitude to Troost was almost
that of pupil o master, and it re-
minded me of the uncritical admi-
ration I used to have for Tesserowe,
It was an aspect of Hitler that 1 ve-
ry much liked. I was amazed by the
Faer that this man, object of the ad-
miraticn of his Followers, could in
turm be capable of such adulation.
Considering himsell an architect,
he bowed the genius of 2
master in this field, Tn the field of
litics be would never have donea
it, Hitler recounted with great sim-
plicity how when he saw Troost's
work “the veil Fell From my eyes”.
And be added: " From that moment
I couldn't bear the things I'd desi-
gned up to then, What good Foriw-
ne to hove mael that man!™ Good
fartune  indeed-continues  Speers
without Troosts influence Hitler's
taste in architecturs woald have
been something unimaginable. It
was Hitler himsclf who once sho-
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u.'::d me hi‘- 11|1'|1||3|| ol 'ﬁk.l."lL'E'lI.'.‘e-
which must have dated back w the
early Twenties. They were rough
desipns of buildings 'represeniati-
ve' in the nec-barogue style ol the
Ringsirasse ¢ Vienna, characteri-
stic of the Ninetics, A curious
thing: mixed inwith these architec-
Lo p:'-;_l_i;'-;'l__t:_ soimetimes on the
sarne page, there were shetches of
Firearms and warships!

So much for the testimony of Al
|1f.'r| S]h.,':_'l'., an aggiduons and PrE ivi-
leged collaborator whose peremp-
tory judgement 15 hLlh:‘-I..il.I'I.'Ii.i.llI'_'. -
Eative ns rugnl'l_lw the diciator's ar-
tistic inspiration, enamoured of
French and Austrian fn de siécle
architecture. In fact, the buildings
which were accorded Hitler's hi-
ghest praise were those which had
impressed him in his days as a
yvoung aspiring artist: the Paris
{_J]m;rn 11_1.' Chatles Garnier, which
he only knew from illustrations,
and the Vienna Opera,

Generally speaking, his cultural re-
ferences were orentated toward
certain mannerist prodwctions, to
the works af Helmer and of Feliner
and likewise 1w certain X1Xith cen-
Ly architects like Gottfried Sem-
per, designer of the Opera and Art
Gallery of Dresden and of the Pala-
ce and the Imperial Museums in
Vienna

‘In the Fficld of architeciure
Speer testilies again — and likewi-
se that of painding and sculpture,
Hitler remained fixed in the world
of his vouth, the world between
1380 and 1914, the period respons
ble not only for his artistic tastes
but also for his ideslogy',

As is well known, Speer wrote his
memaies in the Spandau prison asg
a bepier grid r'.l:.l;.ll'l'-.r.lrrn:fr.l' srderri, anidd
frankly, such a drastic condemna-

Erm 1% hl.lrprwim__r ;||'I;'|' -:.l.:ll."l1 LERREa gt
ditional service. Mot that Hitler
wias any better than Speer makes
him out in these writings, bat cer-
tainly Speer himsell, and the paint
is worth underlining, was the doci-
le instrument who knowingly en
couraged the Fihrer in his pro-
Erl.,':\hi'l.'l.' cultural  involution, =t
least as far as architeciure was
concerned, Further, these contem-
porary judgements of his suggest o
pmhahllu: J::nir-_- ton condescend to
the reader rather than moke aus
thentic and finally Free critical jud-
ERIELs.

But us proceed by stages.

Hitler"s water colours are one of
the rare picces of material eviden-
ce as 1o his culiural stance. A pene-
ral eriticism of them can be com-
pletely ofthand like that of Speer
and many others. They are, in fact,
lightweight waorks which any
voung arl student could have pro-
duuurﬁ. Any voung art student, that
is, who was devord of any exceptio
il gillh‘. OF &Ry Artestic Lalent.
Thus may the matter be quickly di-
sposed of. Mor, on the other hand,
could it be otherwize, Hitler is
what he is, as we all know him.
Anvihing further such as we are
about to say 15 idle reflection, ‘de-
generate’ fantasy, or rather the fa-
ste for bresking down and reas-
sembling acoording o a ditfferent
||:-]_::'i-::, bor i1 own sake, like an exer-
cize in 'literary Cubism’,

These water colours have for their
subject  various wrban  environ-
mends of Vienna and Munich; citics
w:llh HET IS -:_1|.~:|::|1|:-|.'.h|||i|!:sr| [ 1iri|.
with nothing of the rural about
tha=rr,

They give the impression of having
been copied from photographs ra-
ther than painted at the easel in

front of the subject; the styvle and
tregtment are those of works edi-
ted at a writing desk. Some of the
views are, in fact, repeated, mavbe
even Falsificd. maintaiming the sa
e -;|'|'|'|||.':,|| axis but from a closer
vicwpoint, In these cases the close-
up s an mprovement, execuled
with a surer hand. The wrban envi-
FUSFLPTELL I'L'J1I'I.'h.-l'l||-!'4.| ig almo=t al-
ways very complex: with o miove
ment of volume, a multiplicity wt
planes, Eragmentation of spaces,
attempis at dvnamic chiaroscuro
ele, The gitend ion i derail 15 consi
derable, the various building mate-
ri.'|.|_:~. ARt Fai= |;-||_-;||-'|:.' -:Ji'g.l:lny_l.lih|'||.-'|.|.
as can the condition of the buil-
dings, their decorative details, ob-
JCis and strest |111'1'|1w.'|!'|111gx, jr
sters on the walls, even to the dres-
sing of the shop windows,

Some autographical XI1Xch centu-
rv clata affixed fo the water o
lours, and above all the out of scale
placing (part icularly  ungraceful)
of the figures, confirms the hypo-
thesis of works copied From -:“-Tr.lp?l-
lustrations, prints or postcards. In
other words, thess views are in
every way similar to thouwsands of
-:J1h.|_'1'~'. '.'.'hl.l;'h 'sul'..'l._'d 1o illusteale
many European cities at the begin-
ning of the industrial revelution
when great XIXth century buil-
dings alternated with medieval
and XVTHH contury spaces.

[t 15, however, certain that in these
pletures it 15 imposgible to recogni-
#e the Fulure client of Albert Speer
On the contrary! There is in these
posteards” an ingenuous "metropo-
litam® taste, infantile even, but Far
[rom the heavy and wotalitarian ts-
ste of Hitler's Thirties and Forlies
style.

Thix irn]ﬂwh at least two conside-
rations: sz long as the architect,




Iroscsst, 1% alive =— until 1933 — Hi-
tler, subject to his ascendent in-
fuencs, containsg his own exube-
rance and accepls "past orientated’
design medified by a certain so-
briety and style. Basically, Troost
was part of a group of architects,
among whom were Peter Behrens,
Joseph M. Glbrich, Bruno Paul and
Walter Gropies who up to the first
wirrld war had fought against the
spread of the tinselly Fugendstil,
opposing it with a design system in
which a few teaditional elements
wiere mixed with the first experi-
men s in modernism’.

After the death of Troost, his place
was Immediately |.:i'. ] SFEIL'L'l'
wha became the faithful interpre-
ler of the Fihrer's dreams, to the
extent thae, all cultural reserve re-
|:|1|.:l1'|.:-:1_ Hit |-c.'r' showed him some |::-|.
his own sketches from the years
192526, and within a few days,
'I.'|.'||I'| l':\.'l'ill.:l:l'l.lirl.ill\' I.I.IIiL-:I.'J'II.'I.' i|||1|
specd, Speer produced drawings
and mndel s,

This was the case with the Berlin
Are de Triemphe, the Grand Audi.
torium., the Movement Column o
B beidt in Munich and many other
prajects. Thus Speer was not the

architest of the Third Reich Bt
more simply, the assistant archi-
tect of Hitler, The latter, without
any cultural impediment by this ti-
e, the sole judge of himsell and of
others, discovers himself, with
teears of ermotion each time, 1o be in
his turn a 'great architect”, just as
party propaganda noisily clained.
Mow, comparing the two periods,
that of ihe water colours up o
1914, and that of the cyclopic pro-
jects, Irom 1925 onwards, no simi-
larity or continuity can be Found.
There might he two ditterent com-
pletely different persomalities, or
rather two entirely disassociated
aspeects of the same personality,

50, the fact that Hitler had or
hadn't tried an artistic carcer up
until the Hest world war makes no
diffevence; what counts is the Fac
that frem a certain moment on-
wirds, any and every critical pre.
sence having been destroyved, Hi-
tler can be a geniug in all things,
bt ot really being one he can on-
ly "play’ with the exasperated ele-
rrtents of a |:|r|g|.|.:'|;¢{-, howvever siire
and deeplv-rooted in the common
sense Of thee gy the facile mo
numental style, accepted, diffuse

and universally understandable.
At this point, the guestion posed by
Elias Caneili becomes more perti-
nent and painful (Potere e sopravs
vivenzal: "Where is the historian
who could trace the course of Hi
iler's disense? Even if today a par:
ticularly scrupulows history coald
manage once and for all w free it-
sell from the admiration of power
which is intrinsic to i, it might at
lenst put ws on our puard against a
new Hitler, But since he would ap-
pear irn pnatber F:I]:l-:'d.' he would al-
=0 appear in another guise and the
warning would e in vain.

For a real understanding of this
|:||1|.':|1|:-|r||.'|'|1||'|. few methods of sto-
dy are indispensable, They must be
sougeht oul, taken and used where-
ver they offer themselves, Mo me-
1h1|-:].-. [-:JI aiich a research can exist
vet. Here the cigour of specialist
dizciplines becomes mere supersti-
tier, What ERCApPrS thee h|h"i.ii.1|i.‘|-|.'|i
is that which is really important. A
nonsfragmentaed vision of the phe-
nomencn  is the main pre-
supposition, Any arropgance af con-
cept, however wseful in other ca-
ses, can only be detrimental here”.
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Water colours
attributed to Hitler
from the Siviero legacy
an expert examination

Hermann Weiss

1. Ohject

At the request of the Department
of lZ'u.IIuT:IH the Comune di Firen-
ze, on the Tih, Sth and %th March,
1984, together with Professor
Hartmut Ulleich, Texamined in the
Ulfizi library twenty water colours
attributed 10 Adoll Hitler with a
view o clarifving whether, in fact,
Hitler was their awthor, and 1o
then preparing & report on our re
eearches 1o e delivered prior w
the proposed exhibition of the
paintings o take place at the end
of June,

The paintings were part of the le
gaey of the mindgter, Rodollo Sivie-
o, and have been for some time in
the custidy of the drawings de-
partment of the Uifizi, grouped in
a number of sets. We received no
information From the Lalian side
v the bistary of the puintings. We
were lold only that [rom 1943 on-
wards Siviero worked on the ira-
cing of art works removed from
Ttaly by the Germans and afier the
Endruf the war was of licially entru-
wted wiilh Iliarir retrieval. ::h.:l:l:—
rving oul this wask it is p
thas Ve came into possession of the
ahove mentioned paintings, On re
-qhu-est. we were also informed that
the legacy contained no documents
which might clarily the history of
the twenty water colours.

1. Instruments of research

In owr research we used the folle
Wwing sources:

1. Adolf Hirler ais Maler und Faich.
ner, Ein WerkRkatalug der (Hpermil-
de, Aguerelle, Zeicknunpen wnd Ar
chitekrurskizzen, Edited by Billy F,
Price, Lug. Switzerland 1983 [cited
s Price snd the number of 1he

painting

This catalogue which was the [irs
attempl al certifving Hitler's pro-
wothon as painter and draughis
mian el be used with castion noi
only because it also includes the
forgeries of Konrad Kujau, sinee
discovered, but also because of
other imprecisions and errors.
L Ducuments of the National S
cialist Party Central Archives
(NSDAP) in the NS 26 section of the
Federal Archives of Koblenz icited
as BA with indications), The Fede
ral Archives coninin a series of
raphic negatives, and some
limes alse positives, made in the
NSDAP Archives of all Hitler's
E:inth!us. which were bought back
¥ the secretariat {Stab) of the Fiib-
rers repiesenlalive {fand subse
quenily by Hess's secretariatior el-
s they were lent temporarily 1o
1::: Archives by IJ':h' IJWIIL‘I'E!“!"I'
Ihe purpose registering them.
Above all, from 1938 md“LEmI the
outbreak of the war these Archives
developed a considerable activity
on which were based a number of
lists not subsequently completed:
the following descriprions are con-
taimed 10 the enc -
Enclosure A - List of 23 waler cow
lours re-purchased,
Enclosure B - List of 10 waler co-
lours by Hitler in the possession of
Dr. Allred Detig, Vienna iwith i
IEMC NS LTS,
Enclosure C- Manuscript List of 14
water ealours by Hitler from the
Central Archives of 1the NSDAP of
which the paimter Fritz Mihl.
brecht of Steinebach had made co

ples, parily on drawing . par
ty on specially rreated photogra
ic paper; on the upper right mar.

in is the date 17th February 1939,
nclosure [ - Manuscript. List of
20 paintings by Hitler, the subjects




'|'|-e'ir||; migindy Munich, with dimen
sions and annotations relating to
copies made by painiers {among
them phowgraphic copies colow
red by handy, to their owners, and
te indications of the negatives pre-
served in the Archives.

3, The Paintings

[ the cowrse of an exominaiion of
thie paintings in the Uffizi, they we-
re pt indo what seemed to ws o be
a logical order based on merely cx-
ternal critecia, and classilisd with
progressive numbers (cited as FI
and the number of the painding.
The following descriptions contain
indications on the dimensions of
the painting, previous owners eic.,
taken from the documents of the
NSDAP Central Archives and Pri-
T catalo P, .-'lul'lul' Ih.;' du-.:_'ﬂp-
tizn there ﬁb“uw.‘i a critical analy-
sis ol the mformation gathered o
clarily the authenticity of the pain-
Titges.

We have analvsed the Tollowing
paintings:

1. Wierna, Micheelekirche (FI-)
Title and signature: Lk "'Wien.
KohlmarktMichaelekivehe & Drei
lauferhaus A, Hitler™.

Size: M1 =275 cm. (sheel 2937
CEnl:

Annotations: on lower margin of
recta, i manuscript CAround s
e weiclth oo all sides 29 172-37": an
VETED,  Imanusc e "The |!:li|."1|.||'L'
has been Irame by 5. Morgenstern,
WIEMN IX, Lichiensteinsirasse 4.
Last owner: abbro Prager, Wien,
F'|-:||"|.-.|.|1_||'E"|.T. %38 5-..'|1. Ser”
Sheet fefi loose i passepacboo
with title primted on the lower
l11:_|rh"ir| “hdall Hitler " Wien Mickha
elekirche und Dreilanferhaus™,

2. Vierma, Schonentor {F1-2)

Title: v in gothic script "All
Wien'Schotentor 1859

Signed: Lb. gothic "AH.".

Size: M= 152 cm (Sheelr 25=20
)

Anpolabions:  Verss,  FoanuscripH,
same anmclation as on FI:1 with
primted title "Adolf Hitler.Wien
Schottenthor.

PRICE n. 180 sjze 20> 15,2 cm

3. Vienna, MNewes Rarhaus (F1-3)
Signed: Lb, "A, Hitler”

Size: 20032255 cm

Annotations: an refro b Cubiborm
gothic characters: "According (o a
report by the Flihrer's A.DUC., 55
Brigadelithrer Julius Schauls, the
Fithrer and Chancellor has decla-
red that thiz water colour is not by
his hamel, The Fidheer and chareel
lor denies being the author of this
painting. Berlin, 1th May 1937,
For the Reichsfihrer of the 55 and
chief of the German police at the
Ministery of the Intericr, sigoed
"Waolff imanuscript) 55
I'_i|-|,.||'||1-g'|1|'i]'|1|'u1' arvd ehiel ol 1the
personal secretariat of the
Retchstihrer-55".

PRICE n. 250 size 2005= 235 cm
BA: Megative NS 26/213/12;
KEDAP Central Acchives record
with indication of negative and si-
e NS 235,

4. Viewnna, Parlioment (F1-4)
Signed: r.h. "A. Hitler"™.
Size: 26.5% 4186 cm
Arnolations: verso
{6l B

PRICE n. 248, size 27 %415 cm
BA: Posiiive NS 264323 on the
|'.|-.'J.|:k uf ‘u\'hi-\_‘h i 1h.|.' bli,lllll'l' faf |'|1;'
MSDAP Central Archives with the
indication "2§1312 {from Inns
bruck)" and further, the annota-
tion by hand “Parlamento and Rat-

“grande!

baus in Vienna (second piece!] Size
27 =415, Onginal bought lor the
Fiithrer from the property of Franz
Feiler, Innsbhruck (May 1938

5. ¥Fiesma, Parifemenr (FE3}
Signed: r.b. "A. Hitler”

Siee: 265418 cm. ke pekahlaghg 1
framed and wnder glass. Size of
frame 523567 cm
Annotations: versa
scripy, "A081"
PRICE n. 247 size 27 %413 cm
BA: Kepative N5 2821371,

WMEDAP Central Archives record
with illl.rl.l_lll...l.[iH'I'l.‘i "made on bagis
o f reproduction’Viennese
original”,

6. Vienno, Anersperg Palace (F1-6)
Title: r.b., in gothic "Wien./Auers
perg-Palais” Signed: | b, cursive
“AH

Sz 18353527 ¢m
Annetal ens:  verso
"|.'|:-||||.*:l||.'1|.'| 1 Ge"
PRICE n. 226, size 16224 &mi

BA: MNegative and positive NS
26213713 MESDAP Central Archives
record with size 18.53 26,5 cm
Particularity: On the lower left
margtn in front of a tigure pulling
] "-\.n'l.-n” |':\.'I'|'1 :I'lq"fl.! 15 [l q-|'|'|'|i||[ !'H.lll'.ll.l.'
g of colour which s also recogni-
zable on the photograph PRECE n.
2261,

7. Vienma, Auersperg Palace (FI-T)
Title: rb. gothic, "Aversperg Pa
laig"

S'ignw_[: |k, ol ki, A, Hitlar®”
Size: 2003=27.6 cm (Shes
21 = 18.5)

PRICE 1, 225, alpe 18285 o,

BA: Megative M5 26021371 5;
MEDAF Central Archives record
with sime M5 = 28 cm.

8. Frempia, Rargenstad! (FI-8)

Tide: r.b. Al - Wien/Alienstadl”
Ei}f_rl.ul.!. 1.|‘:l. "&_ Hitler”

r.b, manu-

manuscripl




Slee; 223386 cm. The painting is
framed and vnder glass

Size of frame 48.5=60.3 cm,
Annolations; verso, manuscript
R

9, Vienng, Kariskirche (F1-0
Sigmed: v by, vundedlined A, Hiler"
Size: 2392175 cm and annota-
tions on the existence of a negative
i, 20600 in the Central Archives af
the MNSDAP (proof no longer avajla-
ble in the BA)

[k Vienna, Schanbroem (F1-145
Title and signature: b, molhic,
"Wien/Schimbrunner Linie /A, Hi-
tlar'”

Rize: 13=320 om (Sheet 15.5x 1.5
CTI

Anmobalions:; Levuier - MArgIn rech,
manwscript, 12 G

PRICE m, 290, sire 1828 cm.

BA: Posttive NS 26/21 ¥14; stampexd
[ ] 1] [:l'.u'k. HHDHF‘ CL‘rHI:'.J.l Archives
with indication 21314 plus positi-
v of retre with an oval stamping
difficult to recognize, probably the
miark of the Framer Samue]l Mo
penstern; NSDAF Central Archives
record with size 14 = 20 cm.

[0, Viewna, Peradeisgart (FI-11)
Title: Lb., gothic “WienFarmdeis-
gart]”

Signed: b, gothic, A, Hitler".
i 140 % 195 ¢pny (Shee 29 375
cimp
Annoiaticns:

"Light of

VE s,  MTHLIILESCE i|:‘.|[1
passepartout Fsmall

(48 = 33"
FRICE n. 288, no size.
BA: Megative and positive N5

2021323 Central Archives regn-
sler NSDAFP with size 15.0x 20,1
cm and provenance 'Prager,
Wien™

Particularity: the lazt three letters
of the title "Paradeizgartl™ are oo
vered by a smudge. (The smudge is

nat visthle on fhe p|1-:|14_|j;r.'|.p|‘|. [
lian translatar's mote)

12, Viermad, .'th'.l'u.':-'nlr'rp.rm'.'_ [Fl-12)
Title: vhb., gothic, "Wien/Micha-
elerpliviz, Dreilaufenhans™
Signed: Lb., gothic, "A. Hitler™
ﬁi.ﬂ:; I._‘_l..'_1 . |b" Cim.

Observations: the picture in s
drawing is almost identical to PRI-
CE n, 173, The aoomalies aoccur in
the disposition of the five figures
in the square w frong of the Mi-
chaclekirche, in the lower win-
dows of the hell Eoraesr, 1N the 2ha
dosw on the chiurch and in the rwo
tigures missing from the fagade of
the bell tower which are seen in
PRICE n, 173,

13, Vienwna, Burgthearer (F1-13)
Title: v, egothic, "Wien/Burg-
Themter”

Signed: 1., gothic, A, Hitler™”
Siags 142 = M o (Sheet 166218
C )

PRICE n. 270 ajre 265 36

BA: Kegative (size 14 %20 cmi) and
positive NS 26/21315;

NSDAP Central Archives record
weith size dincorrect) 1E 5> 265 om.
[4. Vienna, Burgtheater [FI-14)
Title: b, *Al "-'l.'u':n-'Rurglhl.".llul'
{the upper line of writing is paler)
Signed: "A. Hitler jor Hittler?)

Cut andd ;.-:||.|.|.'L5 O passCcparioul,
recto, with a fine pencil stroke,
"IXLEDe ()" {could perhaps bae
read as "X De (97

15, Viewimg, Schoirenkirche (FI-15)
Title and signature: “"Wien § Scha-
tenkirche / A. Hitler”

Nize: 21 2B om (Sheet 298354
cmj

Annofations: on the passepariout
on the inside, in pencil "4335"
Obzervations: different from the
other painiings n oolour techni-
que for the flat use (diffuse} of och-

re bonnes s Ihl..' clorminait -;.1||1||.Ir',
the fipures are also striking being
pigger and more fully drawn than
in Hitler's asther water colours [
15 S0l i|||1.':-. |‘:-u.-.:1i|‘.-||: to make owl
their faces),

I&, Vienna, Kirche Maria ant Uesfa-
de (Fl1-16]

Signed: Lb, A, Hitler”

Cut and glued on Passepartout;
27.2% 18 cm

PRICE n. 289, sive 17 9.5 cm

BA: Negative NS21321, positive in
section NS Xalvorl, 65

MSDAP Central Archives record
with sire 1E=27.5 o and indica-
tiom ot last owner Prager,

17, Mumich, Hofbrdubans (F1-1T)

Title: Lh, "Minchen'kl. Holbréiu-
haus"

Signed: rb, A Hitler™

Size: 20.8x28.3 om {(Shes

TP 2= 455 cm)

PRICE n. 386, with an error in the
I i|'r| jon: sime 21 4% 28.3 it
Indication thar the peluare disap-
peared al an avction in 1976,

BA: Negative N5 267213725,

18, Munrich, Vikrueliemmarkt mit
Peterskirche (F1-18)

Til|-e:: . "Mdnchen ¢ "L"iLILI:L'lifH-
markt ! Peterskirche ¢ 1914
Signed: Il A Hitler™

Sire: WLAILE om the :|:l-|l.'l|JI':.' is
mounted on paper and with this
suppart glued on o cardboard
PRICE n. 373, sizge 2226 cm

BA: NSDAP Central Archive record
with imcdicat s o ||{-]'::|Iil.1.' B 18T
the negative no longer available; sis
w1t {idicated.

1%, Memich, Alies Sramadevarmy am
Perersberal (F1-19)

Title: Lb. "Miinchen/Standesamt"™
RiHJu'd 1. A, Higleg™

Louil om passepartout: 38.2% 254 cin;

the picture s tramed and under




glass: fraime sive 64,82 52,2 cm,
Annotations: on retro 2060
PRICE n. 394, size 39322 cm,

BA: Megative M5 26/17005; N5DAP
Central Archives record with size
26x 39 cm, provenance {False)
"Weinmibller” and description (Fal-
sel V' Petersberg] TF°

0. Murich, Altes Standesamid ane
Perersbergl (F1.20)

Title: v b Miinchen/Standesamt™
Signed: Lb. "A. Hitler™

Sire: Shewr 32,62 247 om,

Sheet glued to openable passepar-
bk,

4. Examination ol the uulllunlir..':l[y
of individun] puintings

All twemty warer colours of the Si-
viero legacy are signed with the na-
m of Hitler. Since not only in lat-
teer vesirs bul ever since Hitler be-
came Chancellor, fake paintings in
his mamme wees 0 circulation, we
have had to take into account the
Fact thit in some cases we might
have to examine old [akes, as is
certainly the case with FI 3.

Ouar pesearch was impedad by the
fact that three of the paintiogs are
framed and could not be opened
(FI 5 &, 19 and two others are
glued to the passepartout so that it
wits impossilile 1o examine the re-
tro or establish the exoct sice ol
the patntiog or of the sheet.

As regards the problem of the Falsi-
fications of Hitler's paintings i
can be said, above all, that this
must certainky be excluded when
e painting under examination is
found among the documends of the
department created for the collec-
thoan and registration of Hider's
paintings at the Central Archives
of the MSDAP or at Hess's secreta-
riat, having there been judged o
be authentic.

A further difficulty hangs on the
fact that the only -_1-.-.|.J|pt|un of the
painting contained in these dogu-
ments is insufficient 1o identifv 1
becayse numerous subjects, espe-
Llﬂ]l'l. aE ||_'E.||.I":.I3 1l":l:.'l_llli.l ;,IIH.I. .~F1'|1'
nich, were painted several times by
Hitler, Certain proof iz, therefore,
only possible where there exizsis a
photograph and where the pain-
ting is presented as authentic in
the correspondence and lists of the
Ceniral Archives of ithe NSDAP.
Photoeraphic documents of the
Central Archives of the NSDAP
exist for the following paintings
whose awthenticity can therefore
|'|-L' L'LI'I'IhjdL‘l'L‘d certain: FI1 4, 5, 6, 7
14, 11,13, 1% and 1%

The inmdications containesd in
Price's catalogue, on the other
hand, warrant liitle credence sin-
oo, as we hove alveady said, they in-
clude recent falsifications by Ku-
jau and do not differentiate ar all
Between  genuine and  dubious
paintings {to the exient that the ca-
tabopue attributes to Hitler the
|::-:::i|||i||!.'_ FI 3 which was declared
ter he false by Hitler himsell (PRI-
CE n. 239%.

Combaning the Inlormation contai-
ned in the documenis of the Cen
tral Archives of the NSDAP and va-
rivus elues on the Florentine origi-
nals, one can, however, decide on
the atiribuwtion of the remaining
paintings even though there re-
mmains room for discussion on the
l.].l_'|_eru;_' ol certainty in il'ldi'.'i.dU.‘J.'
CHNES.

The suthenticity of the paintings
FI 1 and FI 2 is certified bevond
doubt by the handwritten shserva
tions, certainly authentic, and ini-
tialled by the then Reichsamislei-
ter Schulie-Strathaus, the last per-
son responsible Yor the collection
of Hitler's paintings at the secrela

riat of Hess (a copy of the signatu-
re of Schulie-Sipathsus is attached
as Enclosure E}l |'|||I||-:| the aun-
thenticity of F1 2 is also proved by
iis subject according to Enclosures
& and C [l:_-h]':-g-;_rll.l.h s, 16 and
l,| and that of F1 1 according 1o
Enclosure C in. 5L
The identity of the two Florentine
Flil'i11|l|l}'_.‘\. L1 |.1|| []'l-:.l:-r.' cited in the
lists of the Ceniral Archives of the
NESDAP cannot be doubted, above
|,'|II h"';,"'“u'\-l_" irl I‘I'l[' [ AL H] :.l"a.lh 1|'“.' hl:h'
jects " Kohlmarkt, “Michaelekir
che, Drellauferhaws’ and Schotten
tor™) occur only once, amnd as re
gards n, 16 ol Enclosure A (corre-
sponding to FI 2 Schottentor) the
previows owner is indicated as Pra-
ger himself, In the second place in
Enclosure A the repurchase date
is esfablished as August-
September 1938 and the annota:
tion by Schulte-Strathaus carried
the date 17.8,33
The annotation of forgery on the
reteo of FI 3 b undoubtedly au-
thentic, even il for the ideniifics.
1o aob Karl Walff's r-'il.'l1'.'|1.L2|I'l." 1
must relv entively on my memory
as it was ool possible 0 obtain a
copy in order to compare them
However, this proves that the pain-
ting iz a forgery, and siylistically,
toss, 11 cliflers froms the water oo-
lours safely attributable o Hitler,
As regards the subject of the "Rat-
remstadt)™ ol the painung FI 8, Pri-
ce's catalogue gives lour other
-:'1:1||||'||1.':-|. faf 'n]]i-.'h al least one
(FRICE m. 257}, once in the posses
sion of Hitler's photographer and
confident, Hemedch Holfmann,
may safely be considered authen-
tic, Yeu even if the same subject
cann b fowrnd in other works by Hi-
tler there is no historical proofl of
the attribution to Hitler of F1 & In
this case absoluie certainly could




only be reached through chemico
technical analysis and stylistic re-
".-'l':un']': However. hI:'J.I'I.ng .’.!"2151!
our knowledpe of the stvle of the
authentic paintings, nothing, af
firsl glance, goes against the agtri-
bution to Hitler of this painting.
Ihe motif of the Viennese Karls
kirche (FI 97 is dicementated 14 13-
mes i PRICE and is thus the sub-
ject most often painted by Hitler.
The source cited by PRICE is ald
(0. Priesack) and is convalidated
by the indications of the Central
Archives of the NSDAP. Even
though the photog raph s no longe
traceable in the Federal Avchives
we can consdder this painting au-
thentic on & hasis of these indica-
tions but also because of its sivle,
Very probaby F1 9 corresponds to
painting n. 12 of Enclosure A, the
oy painling of the Karlskinche by
Hitler that could have been e
TII.JlI."I'I:l"«E'!'.I lwy the Hess secretarial
(1939) and consequently registered
i the Ceniral Archives of the
NEDAP

I the case of FI [4we can only ma-
ke a lew suppositions as regards
it= authar. FI 14, like F1 13, is anc
ther painting of the Burgtheater, o
miotilf listed fve Limes by PRICE.
The abhreviation “De’ mus: surely
refer |]~:'li|'_ a4 [Urname which
can, in its turm, be hnked io the
Ceniral Archives of the N5DAP or
rather to the Hess secretariat. In
the list of Allred Detig's colleciion
(see Enclosare B Fl 14 daes not oo-
cur. Bul this is explaimable if one
interpreis the date written on the
passepartoul as the date of purcha-
s¢. The moiive for which ghe pre-
viots ownership of Detig might be
considercd doubtful can oniy be
explained through suppositions, i
O L'::r'.-hn.!ul:\.' I|'|l.' l[;,lll_'
OetoherMNovember 1941 ps the da

te of purchase by the Hess secreia-
riat for to be more precise, by Bor-
T FrE) ire that cage the |'h.|.ir'i:ill|="' IE-
mistered as n. 12 i Enclosure C
canmet correspond o Fl 14 since
this list (Enclosure CF was l.'l..ll1l|:‘.li.-
leecd im 1939, & is much more prcla-
ble that it refers 10 FI 13, a pain-
ting that was reproduced by Miil
breach "from a copy of unknown
provenance”, on pholograpie pa-
per and coloured by hand {cf. En-
closure O Since i the case af Fl
13 we have oot been able to esta-
blish wheither it was painted on
photographic paper, this ndica
tion explains at least the inexacti-
|I.|.|:!|.,' il I.I'll.' :..i_.-:: il::.l.li-l'.'l.li.'d (01 Ll e
gister of the Central Archives, The
authentication of FI 14 can he ma-
de with certaimty only by chemical
and stylistic analvsis. From a first,
even superlicial, sivlisic comparl-
son there is no notable dilference
herween this and anthenticared
paintings, so that we can consider
i, with some reservations, authen-
tic.

The suhiject of FI 15, the Skoiien-
kieche, cited twice in the PRICE
catalogie, 8 not documentated in
the Cenmtral Archives wof the
NESDAP. Further, it docs not corre:
}i|'hi_|]'||'j _'-:|:c|i:-.l ically 1o Hitler's other
works because of the monoione
use of the colour ochre. The Figu-
res in the :I:_:-Fu}l rr':l.ll:'uﬂI i, have o
me ol bipger. Even allowing for
the fact that in this case Hitler
mikght have wanted to make an ex-
p|_*-1'ir|1.|_'r|l_ with the colaurs an the
Figures, the convergence of both
these spylistic anomalies as well as
the similarity of the colours to tho-
s 0l the torgery F1 RkuEgﬂu 1Tt
this painting, oo, is a fake.

The case of F. 18 is prablematical,
a painting which, inasfar as one
can make oul given the BT quadi-

ty of the reproduction, is ident ical
ta PRICE n. 373, It is not possible
to sav with certainty whether the
registration conserved in the Fede-
ral Archives, which refers to 2 e
gative B 1821 lost in the Central
Archives of the KSDAF, really ap
peertains to FI 18 because of the
lack of measurements of the photo-
gnl.ph. Further difficulties arise
From the registration in Enclosure
[ which undéer the indication LA21
refers tooa painting in oils on wood
without the usual annotation on si-
e, I this case, however, it may be
suppossd that the compiler ol ke
list committed a material error,
|11i~:|¢'IL|IIJ_£.'I. lirve whien teanac i|1-iII|J'
the data of the pictures “Vikiua
lermmarks w. Pelerskirche'”, "Der
Abend”, "Schlicrsee”, and “Koe
chel™. Actually, in Enclasure D this
last painting s defined as a waler
colour alithough it is one of Hitler's
few o1l paintings. As regards the
very different size of FT 18 as given
i PRICE n., 373, it should be noted
that cut of at least a dogen cases
where PRICE could have checked,
he gives meorrect messurements
four times {PRICE mos. 226, 270,
2849, 294} Hence, in this case, 10,
the problem of authenticiry s
e resolved by an analysis of the
style, Cur examination revealed no
significant differences of style n
respect of 1bhe authenticaied |:'!|;.1i|'|-
tings.

In the case of the last painting, too,
FT 20, i the absence of other crite-
iig, the problem of authenticioy
can anly be resolved by stvlistic
analyvsis. And in this ciase, oo, we
discovered no differences from the
authenticated patniiogs.

5, Conclusions

Asg Far as can be estoblished by one

d




=]

net an expert n art history, the
paintings analveed, with the excep-
tion of FI 3 and FI 15, constitute &
sivligtic wnity which is not deta:
ched from odher water colours by
Hitler known to me. Ten painiings
(FI 4,5 &, 7, 14, 11, 13, la, 1% are
identifvable through the phoio-
graphs in the Central Archives of
thie MSDAP, They are 11.'|.'|rJI.IIi..|'.L'IJ. a4
authentic through their registra-
tion in what was concelved as &

callection centre for Hitlerian
AInEInEs; the L'.'l|:l-:.'|:l.~i af the
NSDAP had (the possibility, in

doubiful cases, of referring to Hi-
tler himself, The same recognition
of authenticity can also be attribu.
tedd ta the water colours F1 1 and Fl
2, imitialled by the person responsd-
ble in Hess's secretariat, Schulte
SEra s,

The paintings of dubious aurthenti
city, FI 3,9, 12, 14, 18, 20 have sub-
j1_"l_'t:-| I|||.I'|il_|'| urer .||.” II:'II.:I'I'II:! I.'I":I."'a'a IIL'rL'
in Hitler's work and in part alse in
the documents of the Central Ar-
chives of the NSDAP,

Even if the analogy of subject mat-
ter does ol constituie a fuarantes
against forgery, it renders a stvli
siic comparison and the identifica-
tion of forgeries easicr. Forgeries
may also be eliminated by wse of
the Fol leswiong arpument: the copies
at the official disposition of the
[_':1'||I|':|| ."';r-."||i'. ex ol the MSDAP |.'Tl_‘.
painters have i part been exac-
ted on water colour paper and in
part on photographic paper. When
copics were made of paintings not
securaly authenticated they were
done without exception on photo-
graphic paper (f. Enclosures €
and D) and this is not the case with
any of the Florentine paintings,
To conclude, |3 of the paintings
exarnined can be directly linked o

the Central Archives of the
MSDAF; among the remaining se-
RN Wk |.'|:-||:-|||'~: I ||-:|:~'|_- i ||i-:_'|‘| [}
respond o numbers FI &, 9, 14, 18
show some trace of -i.'l‘li.'l.'tl.iIIH on
the part of this organization or so-
me other contact with it. Thus only
patatings FI 12 and FI 20 semain
i.tiu]a[:.'ir.

I the rapport of almost all the
paintings deposited in Florence
with the Central Archives of the
MSDAP, or rather with the Hess se-
cretarviat constitutes, on the one
hand & guarantee of authenticity, i
wlso, on the other hand, permits
the supposition that the twenty
'|1;,|Ir|.|!|r|g.\. erichecd up n the hands of
Siviero as a single package, and ex-
cludes the possibility that he col-
lected them frem different =sour-
CiEg. Thiz conclusion agnees with
what 1 hvve heaed From Dr, Auguisi
Priesack who in his day was re-
sponsible lor photographle coples
of Hitler's paintings in the Central
Archive aof the MSDAP and who can
alsa b considerad the co-auihor ol
the PRICE catalopue.

According to this inlormation 5i-
viero received the twenty paintings
trom Mrs Gerda Bormann who was
m thee Ao .-'||.|_|i|_g;_' at the end ol Lhe
war and died at Merano in March
1944, Gerda Bormann was the wite
ol Hess™s successor as party ming
ster, Martin Bormann. As such he
wias responsible tor all the collalo
rators of the party office, the for-
mer secretariat of Hess,

Alremdy in Hlews's tirese, but also af-
terwards as his successor and as
secretary o the Flilhrer, Bormann
was concerned in all Hitler's priva-
te altairs. He was certainly up to
dite on the collection of paintings
by Hitler in the possession of the
NSDAP :1:1-:] Lhig is _|'r|. el |!:ly. & Mole

of Himmber's dated 27.00,1942, In
it one reads:

"The three water colours supposed
i be by the Fikbrer's hand; Wien,
Heiligemkreitrerhof, Wien, Kau-
nitzherg, Das Rathaus, were today
i]l;,"-.l]'\tl:'.q'l:l Frw 5 arders |I:I||1I'.'.illj'l_
information  received [rom the
Fiilirer fsent with letier of Beichs-
leiter Bormarmn, 2481945 (Sl
cer BA, NS 19 new241).

S0 pven during the war Hitler con
tinued to concern himsell with the
authenbcily of the pavteviiraEs gl o
to circulation in his name and re-
purchased by the NSDAP. Bor
mann was certainly infermed on
the existence of about thirty pain-
tings which, according 1o Dr, Prie
sack, were in the end collected, all
the mare so since this collection
WS '|.;_._-]-|; in his |||f:u;w.. '|1|'|h|1;|.|'.-|_1. m
the immediate viciniiy of his room.
The Bact that the painlings, oF %o
me of them, come to he in the
hands of Mrs Bormann occasions
no surprise. Siviern probably pos
seased the same infermation
Friegack and passed the inlorma-
tiom oin h:..' letter tor The Germgn his
storian Dr. Bikne of Krefeld, It
should therefore be possible o tra-
ce this infoermation among his pa-
peTE.

It is very probable that ail oweniy
paintings come from the Hess se-
cretariat collection and then from
Barmanmn. It is also possible and ho-
gical that such paintings passed
bromme the Hess secretsrial 1o Bopr-
mzrn arvd fram him to his wilfe and
thus came o Siviero in Italy. This
fuct together with the srvlistic si-
milarities between the pictures, re-
cogrilzable even 0 a non-exper
and their full accordance with
other works by Hitler already
krown to me, lesve me in no doulit

ol




that at least 18 of the paintings
from the Siviero legacy can be ats
tributed 1o Hitler.

Finally, as regards the date of the

paintings it may be affirmed that
Hitler painted pictures of Vienna
anra the period between 1910
and May 1913 and the ones of Mu-

mich between 1913 and  August
14%14.
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