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|WE LIVE IN THE 6fpis
EXHIBITION VIStT

FIRCADES REMAIN THE SAME
INTER§ORs CHANGE

Factories have been abandoned, offices have been
emptied; schools and university campuses have been
created in industrial areas; historic buildings have been
transformed into banks and information technology
centres, artisan sheds have become ateliers for design
and fashion; industrial deposits have been recycled to 8
. create shopping malls; warehouses have become homes %
or theatres; offices have become art galleries or hotels;
garages have become recording studios; basements hiave
become research laboratories. One works at home and *
lives in the office.

Andrea Branzi, Weak and Diffuse Modernity, 2006
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Competition design for a fagade for the headquarters of the Royal Institute of British Architects
66 Portland Place, London

Verner Owen Rees (1886—1966)

Drawing, 1932

" FAR- BEUOND THEIR ORIGINAL FUNCTION "~ A CONSEQUBNCE OF THE CHANGING
IDEOLOGIES THROUGHOUT TINE. DOES THE EFFECTIVENESS Of THE DESIGN eHANGE,
00 BUILDIN GS BELOME LESS/IMorE EFFECTIVE oUER Time AiS THEIR INTERIORS po

NOT IATCH THEIR EXTERIOS 7 7 : ,

The origins of this fagade motif can be found in

the Roman palace, exemplifying the ways in which

g @rchitectural styles are translated over time and

far beyond their original function, The trompe ['oeil
techmq_ue used here created an optical illusion of a
Ihree~d|‘mensiona| fronting to a building. Popular in
Ireland in the late 19th century, these fagades were an
fgeegalt[ghmg way of enticing potential customers into
3 anUlrt'mlgl This photo of a public house was featured
e eahlcde by qohn Piper in the Architectural Review,
i & describes such fagades as ‘cubist folk art’,

+ "¢ Style also being referred to as ‘Picassoist.
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Personal Study

To what extent is Architectural
Propaganda used as a demonstration of
power?



To what extent is architectural propaganda used as a demonstration of power?

Architecture is known as a civic art - ‘the... total of... public spaces, monuments...and
landscape of a city, but it is far more than the sum of its parts’ (12). Architects are
inspired by their visual surroundings and human interactions, creating structures that
work harmoniously with their inhabitants. However, this civic art can be altered to suit
a specific need, and sometimes this need comes with propaganda. Architectural
propaganda is “the use of architecture, intentionally or unintentionally, to communicate
an attitude or an idea in a persuasive manner, often for an explicitly propagandic
purpose”. Thus architecture influences us (9), both explicitly and subconsciously. By
observing history, we see clearly that architecture has been used as a tool to aid political
and social ideals, sometimes in a manipulative and controlling manner to exercise
power. Although much time has passed between history and the modern day, have
societies changed so drastically that the mentality of people are different to their
predecessors? Is there still evidence of historical use of architectural propaganda within
contemporary structures? Is architecture a successful method for demonstrating power,
and should this success be celebrated? This essay explores the impact of architectural
propaganda, and examines whether this influence is pertinent to modern day designs.



Chapter 1. Architecture in the Wrong Hands

Without inhabitants knowing, their behaviour in a space can be altered according to its
form and design. Gaston Bachelard in ‘The Poetics of Space’ describes: ‘These trees are
magnificent, but even more magnificent is the sublime and moving space between them,’
(13). Bachelard proposes an alternative method of looking at space, one where
inhabitants should be mindful of space that had no design added to it. The individual’s
emotional reaction to space determines the effectiveness of architectural structures.
This is one way in which architects exercise power and control over populations.
Hitler's Germany took this to an extreme.

Nazi Germany is an era shaped by dictatorial fascist views. Manipulation of Germany’s
population was used as a method to indoctrinate, without Germans knowing. One
technique involved architecture. Hitler was aware that architecture had the potential to
shape and influence the masses, and translated this into his attempt to create a perfect
‘100 year Reich’ (3).

During 1920s Germany, several artistic styles began to emerge. Ideas of modernism
such as, Surrealism and Art Deco, became accepted, symbolising a progressive new age
of creativity through their dynamic compositions and vibrant colour palettes.

Fig 1 - The Persistence of Memory - Salvador Dali.

‘The persistence of memory’ is timeless in its approach to display the infinities of
imagination. Its incongruous shapes and strange forms stimulate the viewer’s curiosity
into alternative perceptions of time, e.g., the bending of clocks could represent not only
the slow degradation of time, but also satires time’s rigid control over our everyday
lives. Hitler's own artworks were rather the opposite of Dali’s playful style.

Iy

Fig 2. The Courtyard of the Old Residency in
Munich, Adolf Hitler, 1914



In Fig.2, Hitler's style was more calculated and purposeful than his modernist
contempories. The precise nature of this piece suggests that Hitler took a pragmatic and
technical approach to his work, demonstrating his understanding of the powerful
symbolism behind such architecture. His composition of the courtyard surrounded by a
strong, concrete structure foreshadows his later obsession with such architectural
formations, later reproduced in real structures as an attempt to sustain political power.
In 1933, when Hitler was elected Chancellor, he supressed all that he deemed ‘unfit’ for
society including the emancipated artistic styles of Surrealism and Art Deco, fully
exercising his autocratic stance (8).

Hitler's idea of contemporary artistry was demonstrated instead through his
implementation of Fascist Architecture. Theoretically, Hitler believed that this would
help improve the worn, depressed psychology of a German population still suffering
from the effects of the collapse of the Weimar republic. Fascist Architecture aims to
provide unity through style. Buildings were built with community gatherings in mind to
develop a spirit of nationalism, using principles of symmetry to inspire its grand designs

(3).

Fig. 3 - Example of Fascist
Germany 1930s Architecture in Berlin 1930s

Fig. 2 - Example of Fascist Architecture in

Fig. 2 and Fig. 3 show that these structures were both large and imposing. The harsh
lines of the buildings and their perfected shapes reflect the strict political regimes of the
time. Their dominating size and scale encouraged ‘mass experience’ and a sense of unity.
Hitler believed his structures would teach Germans the importance of the community as
a whole over the individual. People were forced to walk in straight lines into buildings,
consequently belittling the individual and making people seem insignificant (4). Hitler’s
propaganda was to influence a ‘new age’ and create structures that demonstrated his
economic and powerful achievements. Hitler knew that to assert his power and
dominance, he had to build large-scale structures to create warning signs for and
intimidate other countries.

The architectural style itself lacks warmth and is unwelcoming, a possible reflection of
the harsh reality occurring at the time. Although the reasoning behind the effect that
these structures had upon populations was not a well researched scientific field at the
time, today, architects have investigated further the psychological impact of harsh
structures. In his novel ‘Happy City’, Charles Montgomery notes that harsh structures
and sharp angles - as seen in fascist architecture - probably discourage healthy social
interactions. For example, sharp angles light up the brain’s fear center, creating an



uncomfortable sensation for the occupier (12). Perhaps Hitler’s attempt to use fascist
architecture to unify the masses, worked largely because of the underlying fear that
these structures imposed. The feeling of dominance would have lingered around these
designs, controlling people’s subconscious and promoting a political ideology.

"Architecture is not only the spoken word in stone, it is the expression of the faith and
conviction of a community, or else it signifies the power, greatness and fame of a great
man or ruler.” - Hitler's Cultural address 1937

Recognition of the importance of architectural public spaces was common in Hitler’s
time. Contemporary artists depicted lively bustling crowds interacting in public areas.
The placement of architectural structures in a given space encourages a certain
migration of people. Lowry, a prominent artist of this time, captured this by depicting
large areas of landscape where people move in relation to their surroundings.

Fig 4. Berwick Market Place - L.S Lowry

In Fig 4. Lowry’'s simplistic style and matchstick figures center around the most
prominent structure in the square. With bold and abstract techniques, Lowry records
the difference in architectural styles between the majestic central structure, and the
rustic, neighboring town houses. The majority of the bustle is around the most central
areas of the street, suggesting that grander, monumental architectural styles are more
attractive and unite communities. Since artists of this time were displaying these images
in their work, it is clear that there was an appreciation of how architectural layouts
profoundly affected the way populations interacted with a given space.

Unlike Lowry, who passively explored these ideas through art, Hitler changed
Germany’s architectural landscape into an oppressive, dictatorial environment, using
architectural propaganda to help build a 100-year Reich, This misuse is a prime
example of architecture in the wrong hands. Architectural propaganda may have the
ability to translate a certain political or social idea, but the example of Nazi Germany
shows that when used as a tool to demonstrate power, the balance between healthy and
corrupt architecture is tilted towards the latter.



Chapter 2: The Corruption of Modern Urbanism (6)

Changing social values and ideologies prompts new ages of architecture. The modern
age has moved on from the harsh lines and strict angles of Fascist Architecture.
However, fascist styles were not built wholly from artistic vision, as the driving force
behind them was combining style with a powerful ideology. It may be straightforward
to disassemble the physical components of a building, but the abstract ideas behind
them can have a profound impact on future generations of architecture.

The ideology behind Fascist Architecture still exists prominently in North Korea, where
architecture is still propaganda. This country is an unprecedented example of how
architecture and urbanism can influence and control people within modern day society.
The design of North Korea’s landscape is of great importance within its hierarchal,
dictatorial society and reinforces the ideologies of the North Korean regime (6).
Architectural journalist - Alex Davidson - explains the control that North Korea's
architecture has over its population. Whilst there, he enquired whether the structures
found in the capital, Pyongyang, are personally important to North Koreans. Due to the
isolation of the country, most people of the capital have never been exposed to other
architecture. Therefore, the grandest of structures found in the country such as The
Arch of Triumph, a symbol of the dominance of Kim Il Sung decorated with stories
attributed to him, become, in the eyes of North Koreans, the greatest, most symbolic
pieces of Architecture today (6). However, these structures satisfy only the most basic
needs and forms to meet the standards of a ‘powerful building’ and express the ideology
of the North Korean dictatorial regime. They do not satisfy artistic principles of
architecture, but instead represent power, progress and wealth. North Koreans speak of
their buildings with admiration, expressing their gratitude towards their leader for
providing them such a great architectural service. Therefore, Architecture is a
mechanism for the leaders of North Korea to steer their populations towards their favor,
and involves a manipulative method of construction; building not for the satisfaction of
populations, but rather materializing the leader’s own hubris.

Fig 5. Powerful monuments of North Korea

Davison does, however, recognize the attraction of such dominant monuments, as he
saw from their structures the patriotism, communal spirit, and appreciation of the
people, understanding that their existence serves as a powerful motif. The faults of
these structures lie within their surrounding environments, which contain brutalist,
neglected homes with broken windows and discolored facades of the North Korean
people (fig. 6). Here the poor quality of life can be seen, as well as a city far from its



initial dream of a socialist utopia. Perhaps the architecture here was intentionally left
crumbling and decaying as an attempt, by the government, to instill a sense of social
hierarchy. This is using architecture as a method for propaganda and political potency,
especially since the North Korean people almost religiously rely upon their
government’s regimes.

Figure 6. The homes of North
Koreans

North Korean's quality of life is impacted by the poor quality of the constructions of
their homes, made from weak concrete blocks that are hand shaped and comprised
primarily of ballast (6). Unfortunately, North Korea’s dictatorship conditions its people
to not know of better possibilities and corruption goes unnoticed. The only buildings
that are built firmly are the government buildings, where Chinese-faux marble and fake
gems can he seen in both floors and door handles. Whilst inhabitant’s homes fall and
leader’s buildings thrive, the idea that the country is getting politically stronger and
richer is enforced.

Not only is architecture shaped by the country’s political power, but also through fear
that is instilled in architects themselves. All designs have to be approved by those in
command, most importantly Kim Jong Un. The recent construction of the Pyongyang
Airport had to have its entrance knocked down because Kim Jong Un did not like its
design and the supreme leader executed the architect. Architects are forced to adhere to
political needs and ideologies. Architectural propaganda promotes the fatal
consequences of unorthodox behavior, and demonstrates North Korea's powerful
political tyranny, and strict autocratic rule. In this particular case, architectural
propaganda is not only a demonstration of power, but also a method for actively
oppressing human rights.



Chapter 3: Ostentatious and Unnecessary Designs

Western society often offers an array of distinct architectural styles within a single
given space. Structures do not usually explicitly enforce an ideology on inhabitants.
However, from personal experience, I have noticed that this may not apply to all
western structures.

A recent visit to St. Peter’s Basilica in Rome (Fig 7.} was not only profoundly impactful
in terms of artistic supremacy, but also allowed me to observe the types of interactions
people have within the majestic structure. It is an Italian Renaissance church in the
Vatican city, and is the masterwork of four architects combined: Donato Bramante,
Michelangelo, Carlo Maderno and Gian Lorenzo Bernini. It is symmetrical in structure,
and its central dome dominates the skyline of Rome, marking its powerful stance in
Roman society both past and present. Being one of the holiest sites of Christianity, it is
the largest Catholic Church, and therefore has great importance attached to both its
value and role in Christian society. Knowing this, I was able to understand why the
Basilica is such a distinct and unique attraction. I visited the Vatican museum and was
surrounded by flocks of tourists and eager cameras flashing. The Sistine Chapel was
particularly striking.

Figure 7. The interior of
St. Peter’s Basilica, Rome

Although Michelangelo’s masterpiece was breathtaking, this is not my most distinct
memory of it. Instead, it was the strict guidelines and imposing signs dictating the way
in which the space should be used. These ushered me through the masterpiece in an
instant, and I was restricted from being able to appreciate the artwork to its fullest. The
ending point of the tour - the interior of St. Peter’s Basilica - had the same impact. I saw
a space that was not being utilized for its primary purpose. Rather than inspiring me
religiously, I questioned the need for the many intricate carvings and felt almost
overwhelmed by the complexity of its design. I began to question whether the need for
such artistic design is necessary for the simple purpose of encouraging the relationship
between two things — God and an individual.

As I watched tourists take pictures and experience architecture through a lens, I was
even more exposed to the profit attached to the structure. What drew most people
towards the attraction was not the wish to experience religion’s spirituality, but instead
religion’s wealth, displayed through its grand, arguably ostentatious design.



The Basilica was initially built with the intent of appreciation and devotion towards the
Catholic faith. However modern society has twisted this need. It could be said that the
Church uses the Vatican museums as propaganda and its spiritual architecture as a
means for demonstrating its powerful religious and economic wealth. This
interpretation is much more subtle and perhaps a less convincing example of
architectural propaganda than Fascist Architecture. However its modern day use
strongly suggests these ideas.

Additionally, the nature of the Vatican ‘gallery’ did not resemble other artistic galleries. I
believe that the purpose of displaying artwork in a gallery to provide enough space to
appreciate the art to the fullest. The Tate Modern and the Peggy Guggenheim collection
in Venice are places where I have felt free to wander and appreciate artworks, due to
the welcoming layout. However, in visiting the Basilica, surging crowds were all
encompassing and restricted my ability to view the art properly. It felt more like a
supermarket than a gallery visit - there were plenty of goods to explore, but you were
rushed to the finish line to avoid waiting in a queue of people for too long. It was more
exhausting than relaxing, and it did not trigger a connection between myself and
external spiritual forces.

The connection between the individual and external spiritual forces is an idea
ceaselessly used in modern art. Cristina Troufa is a modern artist who expresses her
internal spiritual reflections through her artwork. She captures herself in different
sequences of emotion, depicting moments of both religious revelation and frustration.
By having most of the paint concentrated on the face, Troufa adds a personal, intimate
touch to her pieces, perhaps representing how religious experiences affect her
expression and human identity (Fig 8). She further emphasizes the freedom she feels
during her religious experiences through her depictions of space. The lines in the
second image are clearly confining the subject and her movements portray a sense of
urgency and agitation. This contrasts the first artwork where the lightness and freedom
within the background seem to offer a heartwarming and calming experience.

Figure 8. Spiritual reflections in
Cristina Troufa’s artwork.




[ thought it would be interesting to explore the opposite philosophy to Troufa.

In my own artwork I am influenced by the conceptual ideas of Troufa’s pieces to expose
the potential artificiality of religious structures such as the Basilica. In a final piece (Fig
9) I aim to depict The Basilica fading out at its edges, exposing the possible futility of its
flamboyant design, to reveal a mass of people focused on themselves and their own
spirituality. By boldly and thickly applying the paint, I aim to demonstrate through my
piece that the structure is ostentatious and exaggerated in its architecture and that this
design may distract from the simplicity of self-reflection and relationship with God.
With the faded nature of the building, I am still showing people in the style of Troufa,
immersed in their own spirituality, demonstrating that architectural design could
potentially serve as nothing when it comes to faith. Therefore, it can be inferred from
my artwork, that the power, beauty and artistry of the Basilica’s architecture, is perhaps
used today only as a propagandic method for gaining wealth.




Whist painting this piece, | have better understood the effect that this particular
structure has on its viewers. For example, the Latin lettering found on the gold plated
panels lining the whole edge of the structure say: ‘kings’ and gives divine spiritual
references. This is visual propaganda in itself, stating the importance and divinity of God,
heightened by its high placement in the church. To highlight this further, I aim to extend
the light from the windows onto these areas more prominently, to further expose the
propaganda favouring the Catholic religion.

Although I aim to depict architecture that has a certain level of propagandic corruption
behind it, I also recognise that this is not the case for all religious structures. In a recent
visit to ‘La Alhambra’ in Spain, I felt I understood the beauty rather than deception
behind powerful structures. ‘La Alhambra’ is a palace and fortress built during the 13t
century. Walking through the structure was a peaceful and serene experience, as the
multiple gardens and fountains provide relief from the intricacy of the dense amount of
carving also found in the building’s corridors. The fortress was previously used
politically by monarchs and dynasties, and did represent the potency of the Nasrid
dynasty and the Moorish monarchy. Today, like the Basilica, it is a touristic attraction.

It differs from the Catholic structure in its tranquillity; it is not a swamp full of crowds,
but rather its architectural intention is kept by its lack of 21st century speakers
didactically telling visitors what to do. ‘La Alhambra’ allowed me to fully appreciate its
architectural intention because of the freedom I felt whilst in the structure. I think this
is the reason why to me, it remains an innocent structure, available for me to observe
the beauty of its potency, rather than its possible underlying visual propagandic
statement of power and divine hierarchy. Therefore, it could be argued that depending
on the personal experience and emotions the inhabitant feels in a powerful structure,
their perception of its architectural propaganda differs.



Conclusion

This particular question of “To what extent is Architectural Propaganda used as a
demonstration of power” is undoubtedly broad and complex, as it is a blend of both
artistic and psychological subjectivity. However, by looking at specific examples, I have
come to the following conclusions. The use of architectural propaganda is difficult to
control without attacking political, religious, or economical ideologies. Through
understanding historical and current social trends, it can be argued that the most
powerful outcome of architectural propaganda is not the social position it gives it's
designer, but the effect the work has on the viewer and the masses. The purpose of
Architecture changes when propaganda is added into its equation. Often, it can lose its
artistry and architecture is no longer respected as an art but as a tool for social gain.
This use certainly varies depending on the time and places of the architecture. Eras and
their social and political context, artistic ambition and desire to make a lasting impact,
have profoundly influenced the artistic world of their time, architecture included. My
findings suggest that the possible misuse of architectural civic art as a means for
propaganda and gaining of power, may present an element of corruption to some. To
conclude, Architecture as a visual art can be considered to be subjective, and therefore
its use should be allowed to mould according to new intentions and ideologies; since
ultimately, as British Architect Norman Foster describes, ‘architecture is an expression
of values’.
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