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Introduction 

 In 1933, when the Nazi party came to power, Germany was a society still 

suffering from a deep sense of national humiliation stemming from defeat during WWI.  

Weakened by inflation, economic depression, and mass unemployment, the goal of the 

Nazis, to reestablish the national and cultural identity of Germany, became promising to 

many.1  As leader of the Nazi party, Adolf Hitler became a fundamental force in 

reestablishing this national identity through the proliferation of the Nazi Party’s 

ideologies.   

 Upon gaining power, Hitler and his party leaders took up the ambitious task of 

‘re-educating’ the German people for a new society based upon what was considered a 

revolutionary value system centered on the idea that the only salvation from the 

‘degeneracy’ of the Weimar Republic was the creation of a Voelkischer Staat or People’s 

Land.2  In ‘re-educating’ the citizens of the Third Reich, propaganda in various forms 

became an important element in spreading ideas of degeneracy. Such propaganda became 

a  “spectacle” of power, which the Nazi party exerted in the form of great rallies, 

marches, films, and various exhibitions of art.  While such ideas in relation to degeneracy 

in culture and art were present much earlier than the seizure of power by the Nazi party, I 

argue that if it were not for Hitler’s personal association with art, it would not have 

served such a crucial role in the program and propaganda of the Nazis prior to and during 

WWII.  

 In this paper as I examine the idea that art was an important element in exerting 

the ideas of the Nazis, I will first discuss the development of ideas of degeneracy during 

the Weimar Republic.  Following this I will examine Hitler’s early years in relation to art 
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and the development of his anti-Semitic beliefs.  Next, I will discuss Hitler’s rise to 

power and immediate actions against art upon gaining power in 1933.  Stemming from 

this discussion I will explore the actual exhibitions organized by the Nazi party, created 

to display what was and was not appropriate in the “new” Germany.  Stemming from this 

I will relate Hitler’s vision of the Fuehrermuseum, intended for Linz, to his vision that 

Germany would become comparable to the great civilizations of antiquity. Finally, I will 

briefly consider the Nazi invasion of the eastern and western fronts in order to bring to 

light the contrasting actions on each front.  Through this discussion I will present an 

overview of the extreme ideologies of the Nazi Party in relation to “degenerate” art, 

concluding that through the proliferation of such ideologies that began early in 

Germany’s history, the Nazi party succeeded in destroying and disrupting the state of 

European art and culture prior to WWII. 

 

Weimar Republic 

 While the extreme purification of European art is most commonly associated with 

the rise of the Nazi regime, the beliefs that backed this destruction began much earlier in 

the German empire and were in fact well established before the First World War. 3  As 

early as 1871, the year that the German empire was founded, ideas about racism began to 

emerge.4 Such discussions and concerns about racism led to questions of the empires’ 

cultural identity and heritage.  These concerns later led to debates known as the “cultural 

wars” which were a product of the continuation of aesthetic and professional rivalries 

from the empire.5  These cultural wars were an attempt to defend the Kulturnation that 

was Germany, referring to the belief that even before Germany became a political entity 
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it was a nation constituted by its collective culture and heritage.  It was believed that 

German culture was not merely an expression of national identity but the source of 

identity itself.6 

 This idea of a Kulturnation was further linked to the ideas of the Völkisch 

movement, which began during the years of the Wilhelmine era.  The Völkisch movement 

combined patriotic and sentimental interest in German folklore, local history, and a 

“back-to-the land” anti-urban populism.7 While many Germans held fast to the notion of 

a Kulturnation, with set German aesthetics and traditions, many artists began to move 

away from traditional styles, essentially breaching the wall of the protective German 

Volk.8   

 With the turn of the twentieth century the nature of Germany’s cultural wars 

changed as the status of modernists and their opponents reversed.  While previously 

members of the avant-garde had been cultural outsiders, they were now becoming 

insiders by gaining entrance to professional institutions and receiving greater appreciation 

for their work9.  Modern art was gaining popularity, as new art markets emerged 

supported by private artists, dealers, and middle-class patrons. This in turn caused 

supporters of traditional institutions and styles to fear that these new modernist 

tendencies were a threat to traditional institutions.  While many modern artists were still 

excluded from state commissions, exhibitions, and academies, they were forming their 

own groups and thus carving out their own place in Germany’s cultural life.10 

 Yet, at the same time that modernist movements were creating art that went 

against German national aesthetics, individuals were also working to create organizations 

that would promote German ideals and pure art.  One such individual was Bettina Feistel-
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Rohmeder (fig. 1) who is considered responsible for founding the German Art Society in 

1920.11  Rohmeder’s ideas about German art and culture were largely based on ideas of 

race and the need for purity in art influenced by individuals like Paul Schultze-

Naumburg, who compared modern art to photographs of deformed disabled individuals in 

his work Art and Race (fig. 2), Feistel-Rohmeder believed that an artist’s work was a 

direct representation of their race and therefore racially pure German artists painted 

works that gave form to German racial characteristics and values.12  While conversely, 

degenerate artists were biologically predisposed to produce paintings that reflected their 

racial debasement.  Through the creation of the German Art Society Rohmeder and her 

associates sought to create an organization intended to transform art into a weapon in the 

battle for the soul of the German people.13  

 

Hitler and Vienna 

 At the same time that these dramatic changes were taking place in traditional 

German art, Hitler was working in his own right to become an artist.  With an 

understanding of the cultural context of the era it is interesting to explore what effects it 

may have had on Hitler’s ideologies and beliefs. 

In September 1907, at the age of eighteen, Hitler left his hometown of Linz, 

Germany for Vienna14 in order to take the entrance examination into the General School 

of Painting at the Academy of Fine Arts.  Before leaving for Vienna he had completed 

the only formal education he would receive in the provincial towns of Fischlam, 

Lambach, Leonding, Linz, and Steyr.15 
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 His first attempt at the Academy examination was somewhat successful. 

Competing with one hundred and thirteen candidates, the first part of the examination 

required applicants to perform exercises based on religious figures and subjects such as 

winter, joy, and moonlight.   While thirty-three candidates were denied passage to the 

second part of the examination, Hitler was admitted.  The second phase of the 

examination required that candidates present sample drawings of original work that could 

be evaluated.  Here Hitler did not meet the standards set for admittance and was told that 

his talents were more suited towards architecture.16  Yet, when he attempted to gain 

entrance to the Vienna Architectural School he was told that he did not possess the 

necessary credentials for admission and was once again denied.17  

 After these two failures Hitler returned to Linz for a short period in which his 

mother died.  By February of 1908 he was back in Vienna preparing to retake the 

Academy entrance examination.  However, this attempt was worse than the first; Hitler 

was denied in the first round of admission.  At this point Hitler made the decision to 

become an independent artist in Vienna and remain there for the next four and a half 

years. 

 While this period of Hitler’s life is not well documented and known only through 

the piecing together of various accounts and comments in his work Mein Kampf, many 

things can be deduced about the influences that played on Hitler’s thoughts and ideas in 

relation to the context of pre World War I Vienna.  With artists and intellectuals such as 

Gustav Klimt and Sigmund Freud, the Vienna of this decade has been described as “a 

place of gracious living, coffee houses, high culture, and music”.18  Yet, while individuals 

like this influenced the high culture of Vienna, it is argued that Hitler became an 
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opponent of such individuals associated with the glories of the city.  It is stated that, 

“living in a homeless shelter he experienced the underside of the city and eventually grew 

to hate it”.19   

 Yet, while the great intellectuals of Vienna did not positively influence Hitler he 

was influenced by other ideologies, which were gaining support during this decade.  It 

was in Vienna that Hitler began to consider the tenants of anti-Semitic thought.  In Mein 

Kampf, Hitler states, “For a few hellers I bought the first anti-Semitic pamphlets in my 

life”20 and by the end of his stay in Vienna he stated, “I had ceased to be a weak-kneed 

cosmopolitan and had become an anti-Semite”.21  It is not known how well developed his 

thoughts on race and anti-Semitism were by 1913 when he left Vienna, but one can 

speculate that by this time Hitler associated modernity with historical decline.22  Yet, it is 

important to note here that Hitler’s views on the acceptable in art were in fact already 

beginning to develop before his exposure to anti-Semitic thought.  From his early 

twenties Hitler was dedicated to a heroic, monumental art, that would project a clear 

connection between viewer and object.  He sought an “artistic style that would 

recapitulate historical experience relating to some tale of glorious achievement”.  Thus it 

is not hard to conclude that he rejected any meaningful contact with the artistic 

development that took place in Europe during the first decade and a half of the twentieth 

century.23 

 

In Munich 

 In May of 1913 Hitler left Vienna for Munich.  Upon arriving in Munich Hitler 

registered himself as a painter and writer with the police, an indication that he was still 
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holding on to the hope of becoming a successful artist.24  His career as an artist, however, 

did not progress far.  It was at this time that Hitler also began his military service and 

involvement in politics.  With the outbreak of the First World War, at the age of twenty-

five, Hitler joined the German army by enlisting in a Bavarian Regiment. During his 

almost continual involvement in military campaigns on the western front from 1914 to 

1918 Hitler held the designation of Corporal, serving as a dispatch runner.  Shortly before 

the war ended Hitler was temporarily blinded by a British chlorine gas attack near Ypres, 

causing him to be sent home where he spent the final days of the war in a hospital.  In 

Mein Kampf, Hitler describes his reaction to the fall of the German Empire stating, 

“There followed terrible days and even worse nights – I knew that all was lost…in these 

nights hatred grew in me, hatred for those responsible for this deed”, referring not the 

military or politicians back at home in Germany but rather, primarily to the Jews.25  With 

this increasingly anti-Semitic attitude Hitler returned to Munich where over the next five 

years he would establish the basis for his political career.26   

This time in Munich was one of continual chaos and danger with a number of 

factors influencing Hitler’s ideas including the communist revolution in Russia, the 

“disgrace” of the Versailles peace treaty, and the short-lived Soviet government in 

Bavaria.27  While the context of this era alone was a powerful factor shaping Hitler’s 

philosophies, one individual in particular was an important influence in the formation of 

Hitler’s anti-modernist anti-Semitic ideologies.  This individual was Dietrich Eckart (fig. 

3), a poet, playwright, and journalist who served as an intellectual confidant for the self-

confident loner who had struggled all his life to make a name for himself in art.28 
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 Hitler met Eckart in August of 1919 at a speech given to members of the National 

Socialist or Nazi party, which Eckart had helped form.  Originally called the Deutsche 

Arbeiterpartei (German Worker’s Party) it later was renamed the Nationalsozialistiche 

deutsche Arbeiterpartei (National Socialist German Workers’ Party) or NSDAP.  Eckart 

was an individual of some reputation in nationalist and anti-Semitic circles. In 1918 he 

began the publication of the newspaper known as Auf gut Deutsch (In Plain German), 

which was discontinued in 1921 so that he could become the editor of the Nazi Party’s 

paper Die Völkischer Beobachter (Racial Observer).29  In July 1921 Eckart played an 

important part in the maneuvering that resulted in the elimination of Anton Drexler as a 

major figure in the Nazi Party and the conferral upon Hitler of dictatorial powers as 

unchallenged leader of the organization.30  While Eckart’s role in the Nazi Party’s 

formation, organization, and publications were important in influencing Hitler and 

placing him in a position of influence and significance, it was his ideological positions 

and beliefs in relation to Germany’s cultural identity that were particularly important in 

influencing Hitler.  

 As discussed previously, from the late nineteenth century on a large number of 

German intellectuals had become concerned with the question of decline and the fear that 

the great cultural heritage of Germany was being threatened.  A number of reasons were 

attributed to this fear, such as the loss of religious faith, the decline of the Bürger ethos or 

Völkisch movement, and the occurrence of what was termed “racial pollution”.31  With 

the defeat of WWI new elements were introduced into this discussion of historical 

decline.  Individuals began to question if the defeat of Germany meant that “the idealized 

German will could be thwarted” or if “German culture had failed the test of history and 
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was thus ultimately to be lost as Germany became increasingly subjected to alien 

influences”.32  Such fears were associated with the idea of Kulturbolschewismus (Cultural 

Bolshevism), a term which arose from the negative connotations associated with Russian 

culture and history.  For as long as individuals had feared the decline of German culture 

many European racists had been troubled by what they regarded as “the chaotic nature of 

Russian society” and “the inability of the Russians to create viable historical forms and 

interpretations of historical experience”.33  Therefore, with the victory of the Bolsheviks 

and the defeat of Germany, these fears of Russia as a danger to cultural preservation 

became even more prevalent.  As Kulturbolschewismus became a cliché, used to describe 

anything offensive to personal taste, particularly in the area of aesthetics, Eckart as well 

as many others propagated the belief that one way to combat the threat of 

Kulturbolschewismus was to reject all aspects of modern Europe and rather focus on the 

“German experience”.  A large part of this German experience relied on the painting, 

sculpture, music, and literature of Germany.  Eckart felt that, “true German art provided 

direction for the driving German will, ended modern loneliness, chaos, and confusion, 

and protected the threatened racial insights of heroism and courage”.34  For Eckart, the 

way to bring Germany back to its pure cultural core was largely dependent upon art.  The 

importance of art in restoring Germany’s cultural and historical legacy was based on the 

fact that “German art was rooted in German racial distinctiveness, was nurtured by 

German racial memories and was a “witness” to the German right to existence.”35 For 

Hitler the influence of such strong ideas from an individual he admired greatly became an 

important factor in the continued development of his beliefs in regards to the degeneracy 

apparent in modern art. 
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Hitler Comes to Power 

 Finally on January 30, 1933, Hitler became chancellor of Germany.36  Soon after 

gaining power the first measures of the Nazi party were taken against individual artists 

and their supporters. Through the Gesetz zur Wiederherstellung des Berufsbeamtentums 

(Professional Civil Service Restoration Act) passed on April 7, 1933 Nazi officials were 

permitted to dismiss non-Aryan government employees, which included museum 

directors and curators from their jobs.  In that year more than twenty museum directors 

and curators, all of whom worked for state institutions, were fired.37  The Bauhaus was 

closed; artists Kaethe Kollwitz and Max Liebermann were expelled from the Prussian 

Academy of Arts; Paul Klee, Max Beckmann, Otto Dix, and Oskar Schlemmer were 

dismissed from their teaching positions; Ernst Barlach’s Magdeburg memorial was 

removed from the cathedral in response to his statements against Hitler and the Nazi 

party, and a number of art publications were suspended.38  Yet, while there were 

numerous immediate actions taken by the National Socialist party upon gaining power, 

there was initially a great deal of confusion as to how the party philosophy in the area of 

art should be implemented.39  This confusion arose due to the uncertainty over the place 

of modern art in the “new” Germany as well as a great deal of bureaucratic infighting 

among leaders in the Nazi party.40  

 This bureaucratic infighting was the result of a number of individuals vying for 

power within the Nazi party.  One such party leader who played an important role in the 

establishment of a party art ideology was Joseph Goebbels.  In 1933 when the Nazi party 

took power, Joseph Goebbels (fig. 4) was the head of the Nazi Party Propaganda 
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Leadership, or RPL.41  Having held this position since 1928, Goebbels had long thought 

about the need for an agency that would supervise the arts in the form of a cultural 

ministry.  Due to Goebbel’s organizational talents he was able to consolidate his position 

and by the end of 1933 an official Chamber for Arts and Culture was created under his 

control.42  

 This Chamber for Arts and Culture was comprised of separate sections for film, 

theater, music, writers, broadcasting, press, and art.  All artists were required to join a 

government sponsored professional organization.  If they did not comply with this 

requirement artists were unable to exhibit in museums or receive commissions.43  The 

“chambers” within this organization were under the jurisdiction of the 

Reischsministerium fuer Volksaufklaerung und Propaganda (Reich Ministry for Public 

Enlightenment and Propaganda) or RMVP.  Each Reichskammern or Reich Chamber had 

under him seven departments incorporating further subdivisions (fig. 5).  For example, 

the Reich Chamber of Visual Arts was divided into departments as follows: 

administration; press and propaganda; architecture, landscape architecture, and interior 

design; painting, sculpture, and graphic arts; commercial illustration and design; art 

promotion; artists’ associations and craft associations; and art publishing, sales, and 

auctioneering.  While each chamber’s smaller divisions differed based on the content 

area, each chamber was responsible for this example of the breakdown of the Reich 

Chamber of Visual Arts provides an example of the Nazi Party’s concern with every 

aspect of cultural life in the Reich.44  With such close observation of all areas of culture 

the intent was that not a single detail would go unnoticed by the party leaders.   
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 In correlation with the founding of the Chamber for Arts and Culture, Goebbels 

complained to Hitler that others were interfering with party ideology and in response to 

this on June 30, 1933 Hitler declared that the Reischsministerium fuer Volksaufklaerung 

und Propaganda (the agency, which controlled the Chamber for Arts and Culture), had 

“jurisdiction over the whole field of spiritual indoctrination of the nation, of 

propagandizing the state, of cultural and economic propaganda, of enlightenment of the 

public at home and abroad and furthermore was in charge of the administration of all 

institutions serving this purpose.”45  Being placed in this position elevated Goebbels to a 

level of power in the party that would allow him to continue to exert his influence in 

cultural affairs throughout the duration of the war.    

 Along with Josef Goebbels another significant party leader was Alfred Rosenberg 

(fig. 6).  While Rosenberg may not have been as influential within the party or 

commanding in his position, Goebbels never held a position of prominence comparable 

to Alfred Rosenberg’s place within the Völkisch movement.46  Yet, while Rosenberg may 

have been in the position to organize influential events within the Völkisch movement, he 

lacked the organization and focus necessary to elevate the position of the organization he 

controlled known, as the Kampfbund für deutsche Kultur (Combat League for German 

Culture) or KfdK.  By late 1933 while Goebbels controlled the RKK or 

Reichskulturkammer (Reich Chamber of Culture) and the RMVP Reischsministerium für 

Volksaufklärung und Propaganda (Reich Ministry for Public Enlightenment and 

Propaganda) Rosenberg failed to garner either a state or Party position in the cultural 

realm.47 
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Beginning of “Degenerate Art” 

 As early as 1933, before the Nazi party had resolved issues of what would be the 

accepted Kunstpolitk (Art Policy), competing factions began to use propagandistic 

exhibitions as a means to exhibit positive examples of the “new” German art, and 

exhibitions that featured the negative elements to be attacked and purged.48  While the 

Nazi party had not officially stated what was acceptable art, various individuals such as 

Goebbels, with his Kunstbericht or German art report, stated what German artists were to 

expect from the new government.49  The five major points outlined in this manifesto were 

generated by artists outside the mainstream avant-garde who felt the art world had passed 

them by.  They were seeking revenge on a modern art that was increasingly becoming 

associated with German art on an international scale.  These five points included: 1) All 

works of a cosmopolitan or Bolshevik nature should be removed from German museums 

and collections, but first they should be exhibited to the public, who should be informed 

of the details of their acquisition, and then burned; 2) All museum directors who 

“wasted” public monies by purchasing “un-German” art should be fired immediately; 3) 

No artist with Marxist or Bolshevist connections should be mentioned henceforth; 4) No 

boxlike buildings should be built (an assault on Bauhaus architecture); and 5) All public 

sculpture not “approved” by the German public should be immediately removed (this 

applied especially to Ernst Barlach) (figs. 7 & 8).50 

 With ideas such as these emerging supported by new directors in many of the 

country’s museums, along with the support of local organizations with nationalist 

leanings, special exhibitions were arranged in various towns throughout Germany in 

which the local collections of modern art, no matter to which school the artists belonged, 
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were displayed in a defamatory light and offered up to public ridicule.51  These 

exhibitions, which came to be known as Schrekenskammern der Kunst (Chambers of 

horrors of Art) or Schandausstellunge (abomination exhibitions) can be viewed as a form 

of propaganda, which foreshadowed greater exhibitions to come.  Some of the more 

adverse titles of these early exhibitions of degenerate art included Kulturbolschewistische 

Bilder (Images of cultural Bolshevism) held in the Mannheim Kunsthalle in 1933 and 

Kunst, die nicht aus unserer Seele kam (Art that did not issue from our soul) held in the 

Chemnitz Staedtisches Museum in 1933.52 

 The major difference in these early shows in comparison to the later Entartete 

Kunst Ausstellung was in the realm of organization and scale rather than in content or 

tone.  These early exhibitions were smaller and involved more private attempts than the 

Entartete Kunst Ausstellung, which was organized by official decree and Hitler’s 

initiative.53  Further, these shows involved much less publicity than the Entartete Kunst 

Ausstellung that was opened with speeches by cultural bureaucrats that were then 

broadcast on national radio and widely discussed in the press.   

 

Radicalization of Art Practices 

 In late 1936 a radicalization of the National Socialist’s Kunstpolitik began.  On 

November 26 a ban was issued on art criticism.  The reason for this ban was related to the 

party’s desire to control all public forums and curtail the formation of any new contrary 

ideas.  Goebbels, who had previously advocated for a freedom of expression, was largely 

responsible for this new act.  Within its details he even enforced language restrictions 

stating that artists could not employ judgmental or critical rhetoric.  Further, Goebbels 
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restricted the number of individuals that were allowed to write about art, limiting it to 

only art editors being able to write about artistic accomplishments.54 

 The rationalization behind these new restrictions was that the only way modern 

art gained appreciation and fame was through the press and that with these new 

limitations modern art would no longer be propagated. This tie between modern art and 

the press was also connected to the anti-Semitic beliefs of the Nazi party.  In the Nazi 

Weltanschauung or philosophy it was believed that the Jews controlled the media prior to 

the Third Reich and that along with controlling a large part of the art market had tricked 

Germans into embracing nontraditional or modern aesthetic styles in order to reap their 

own benefits.55 

 

Haus der Deutschen Kunst: The House of German Art 

 In 1933 Hitler endowed Munich with the title “Capital City of German Art.”  This 

was appropriate in relation to his feelings towards Munich.  In Mein Kampf Hitler 

described Munich as the metropolis of German art stating, “one does not know German 

art if one has not seen Munich.”56  At this time he also laid the corner stone of what 

would become the Haus der Deutschen Kunst or The House of German Art57 (fig. 9).  In 

laying this foundation he stated that he was laying the “foundations for this new temple in 

honor of the goddess of art.”58  This museum was intended to become the center for 

official, Nazi approved art59 and was the first official building erected by the National 

Socialist Party.60  In his speech at the groundbreaking ceremony Hitler not only stated the 

purpose and significance of this building but also gave an ultimatum to the German 
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people that they would have four years to adjust to the cultural policies of the new 

government.61 

 After laying the corner stone for the House of German Art work began on this 

museum.  In relation to the significance that Hitler had endowed upon this building the 

most expensive materials were used and rooms were designed on a monumental scale.  

Architect Paul Troost insisted from the beginning “that the building was to be a 

representative structure for the new German art.”62  As Hitler had stated, “this was the 

first new building worthy to take its place among the immortal achievements of the 

German artistic heritage.”63  Through these descriptions and attitudes one can imagine the 

grandeur that was intended of this building.   

 Adolf Ziegler, president of the Reichskammer der bildenden Künste or Reich 

Chamber of Visual Art was put in charge of filling this museum.  Hitler intended to fill 

the House of German Art with acceptable art that would be used as a display to further 

shape cultural policy.  An open competition to all German artists was held in which 1,500 

works were submitted.64  Yet, with this large submission of work there was a great deal 

of confusion and frustration in the selection and organization of works for the first 

exhibition due to a lack of clear guidelines for the selection of works to be included 

reinforcing the ambiguity often associated with Nazi art policy.65  Finally, on July 18, 

1937 the exhibition of eight hundred and eighty-four paintings and sculptures intended to 

demonstrate the triumph of German art in the Third Reich was opened.  This day was 

proclaimed the Day of German Art, which the party planned to become a yearly 

holiday.66  To further propagate this event an emblem of Nazi art was designed to 

symbolize and advertise the new institutions (fig. 10).  This emblem was utilized on the 
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cover of catalogs and magazines and was issued on medals and postcards to accompany 

the Day of German Art holidays.  Designed by Richard Klein, a painter held in high 

esteem by the Nazi party, this logo combined three symbols including a burning torch, 

the helmeted head of Athena, and the imperial eagle bearing a swastika wrapped in an 

oak wreath.  The torch stood for Promethean creativity, Athena represented the continuity 

of Aryan culture, and the eagle with swastika signified the imperial anti-Semitic state.67   

 Artists exhibited included individuals such as Arno Breker (fig. 11), Josef Thorak  

(fig. 12), Richard Klein, Alfred Ziegler, and Elk Elber.  One account given by a critic was 

that the paintings showed, “fresh, sun-tanned maidens, women offering their well-

rounded breasts to infant children, and families gathered around the cradle of 

domesticity.”68  Further another summary of the event stated that, “every single painting 

on display projected either soulful elevation or challenging heroism…All the work 

exhibited transmitted the impression of an intact life from which the stresses and 

problems of modern existence were entirely absent-and there was one glaringly obvious 

omission-not a single canvas depicted urban and industrial life” (fig. 13).69 

 With these descriptions one can gain a sense of what was considered an 

acceptable German aesthetic.  Yet, while the artwork was important in expressing this 

acceptable German aesthetic, the statements made by Hitler at the opening of the House 

of German Art exemplify Hitler’s attitudes toward German art.  For an hour and a half 

Hitler argued that the cultural collapse had been stopped stating, “never was humanity in 

its appearance and its feelings closer to classical antiquity than today.”70  He continued 

his attack upon modern art arguing that there must be an eternal racial art. He concluded 
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his address assuring his audience that “in art as in politics”, he was prepared, “to ride the 

German Reich of those influences which are fatal and ruinous to its existence” (fig. 14).71 

 

Entartete Kunst Ausstellung: Exhibition of Degenerate Art 

 In correlation to the opening of the great house of German art that was intended to 

illustrate the health and vigor of Nazi aesthetic perceptions, a second exhibition was 

organized in order to illustrate the artistic evils from which Germany had been rescued 

and must continue to be kept free from.72   Ziegler was also put in charge of preparing 

this exhibition.73  Yet, in contrast to what he had been instructed to select for the House 

of German Art, for this exhibition he was instructed to select examples of “degenerate” 

art, which was defined as art that either “insulted German feeling, or destroyed or 

confused natural form, or simply revealed an absence of adequate manual and artistic 

skill.”74 Over the course of confiscation and selection of art for this exhibit hundreds of 

works were shipped to Munich from thirty-two museums in twenty-eight cities.  While 

Ziegler had only two weeks to prepare the art for this exhibition, confiscation of 

degenerate art continued. In just two months around 16,000 paintings, sculptures, 

drawings, and prints by fourteen hundred artists were confiscated and awaited final 

disposal.  The plundering continued until 1938 and was finally legalized under a law 

passed on May 31, 1938, which stated that, “products of degenerate art that have been 

secured in museums or in collections open to the public before this law went in to 

effect… may be appropriated by the Reich without compensation.”75  The works that 

were not selected for the Entartete Kunst Ausstellung were sent to Berlin and stored in a 

warehouse on Koepenicker Strasse where they were inventoried.  Works that were 
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considered to have international value and a potential to be sold outside Germany were 

separated and sent to a separate facility.  Finally, another commission was created by 

Goebbels to organize the disposal of confiscated works of degenerate art.76   

 One day after the festivities proclaiming the opening of the German House of Art, 

the exhibition of Degenerate Art was opened, held in the annexes of the Municipal 

Archaeological Institute.77  While the tone of the previous day’s exhibition had been one 

of glory and triumph, Ziegler set a very different tone for this exhibition alerting his 

audience of what was in store stating, “you see about you the products of insanity, of 

impudence, of ineptitude, and of decadence.”78  The exhibit itself was displayed in a 

haphazard manner intended to make the paintings and pieces of sculpture appear crude 

and incomprehensible, reinforcing the idea that these pieces of art were unworthy of a 

place in the acceptable German aesthetic (figs. 15 & 16).79  Yet, despite a chaotic feel the 

organizers attempted to bring some iconographic order into the overcrowded exhibition 

by grouping the works under a series of misrepresented signs, labels, and headings.  This 

intentional purpose of this propagandistic misrepresentation was both to “relieve the 

impression of disorder and chaos” and to “emphasize the themes of degeneracy in art by 

means of an ostensibly didactic organization.”80  In reality the titles and labels were 

rarely directly related to the works they represented.  

 The first room, which carried the title, “Insolent mockery of the Divine under 

Centrist rule” displayed paintings of religious subjects such as Emil Nolde’s Leben 

Christi and Ludwig Gies’s over-life-sized Kruzifixus (figs. 17 & 18).81  The second room 

contained only works by Jewish artists such as Jankel Adler (fig. 19), Marc Chagall (fig. 

20), and Lasar Segall (fig. 21) and carried the heading, “Revelation of the Jewish racial 
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soul.”82  The third room was characterized by a number of titles and deliberate groupings 

of works intended to criticize certain artists, pictorial styles, and movements.  The two 

larger titles of the room included “An insult to German womanhood” (fig. 22) and “The 

ideal—cretin and whore”, which referred to a number of nudes by artists such as Karl 

Hofer, Ernst Ludwig Kirchner, Paul Kleinschmidt, and Otto Mueller.  One of Kirchner’s 

paintings originally titled Self-portrait as a Soldier was renamed Sodat mit Darne or 

Soldier with Whore.  A smaller group of works by Kirchner, Pechstein, and Karl 

Schmidt-Rottluff were arranged under the title “German farmers—a Yiddish View” (fig. 

23). While another group of paintings by Mueller, Nolde, and Pechstein was given the 

title, “The Jewish longing for the wilderness reveals itself—in Germany the Negro 

becomes the racial ideal of a degenerate art”.  Finally in this room there was a direct 

attack on the Dadaists.  A passage from Hitler’s 1934 Nuremburg party rally stating, “All 

the artistic and cultural blather of Cubists, Futurists, Dadaists, and the like is neither 

sound in racial terms nor tolerable in national terms” was written on the wall across from 

works considered to be associated with Dada artists.83  Yet, the main artist associated 

with this group in the exhibition, Wassily Kandinsky, was not even a Dada artist.  This 

erroneous association is one example of the disorganization and falsity presented in the 

exhibition. The fourth room of the exhibition did not have a specific title or arrangement 

by theme or artist.  However, the majority of the art in this room was by artists of Die 

Bruecke including Erich Heckel (fig. 24), Ernst Ludwig Kirchner (fig. 25), Emil Nolde 

(figs. 26 & 27) Max Pechstein (fig. 28), and Karl Schmidt-Rottluff.84  The fifth room 

once again became thematic including examples of Expressionistic art with the title, 

“Nature as seen by sick minds” (fig. 29).  This title was intended to illustrate Paul 
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Schultze-Naumburg’s, author of Art and Race, idea that “Expressionism, with all its 

artistic manifestations, was a pathological symptom with a medical explanation.”85  

Artists in this room included individuals such as Kandinsky and Johannes Molzahn.  In 

room six there were once again no tittles associated with the art except for in a few cases.  

The entire south wall was reserved for works by Lovis Corinth (fig. 30), under an 

inscription reading, “Decadence exploited for literary and commercial purposes.”86  

Leading into room seven there were the words, “They had four years’ time”, which was a 

reference to the remark Hitler had made during his inaugural address that within four 

years Germany would once again be a display of cultural greatness (fig. 31).87 

 While there were also two ground floor galleries, much less information remains 

about the display and organization of these rooms.  It is known that these rooms did not 

open until three days after the rest of the exhibition had been inaugurated, which points to 

the lack of time organizers had between the day when authorization came from Goebbels 

on June 30, 1937 to the opening day on July 19, 1937.  Unlike the upper floor where each 

room had a relatively apparent iconographic theme, the installation on the ground floor 

showed no attempt at such iconographic classification.  The rooms on this floor were 

even more densely and chaotically arranged; containing not only paintings, prints, and 

drawings but also unframed works on paper, photographs, and books crammed into glass 

cases (fig. 32).88   According to a few remaining records there were works by artists such 

as Gustav Klimt, Otto Dix, Kandinsky, Paul Klee, and Otto Freundlich.89 

 While the Entartete Kunst Ausstellung was intended as a one time show, its 

popularity over the course of its first four month exhibition period led to the decision to 

send the exhibition on tour throughout the Reich.90  In terms of the exhibit’s success 
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attendance clearly shows that it was more popular than the exhibit of the House of 

German Art, with nearly two million visitors in four months compared to just nearly 

400,000 at the House of German Art.91  Between February 1938 and April 1941 the 

exhibition traveled to Berlin, Leipzig, Duesseldorf, Salzburg, Hamburg (fig. 33), Stettin 

(now Szczecin), Weimar, Vienna, Frankfurt am Main, Chemnitz, Waldenburg in Silesia 

(now Walbrzych), and Halle.  Over the course of the four years, which the exhibition 

toured the content present changed.  The reason for changes resulted from the sale of 

degenerate art pieces to foreign buyers, which began in the summer of 1938 as well as the 

desire to insert works by local artists in order to give the exhibition a greater relation to 

its present locality.92   

 Finally, in order to insure that those unable to view this exhibition were still able 

to receive the message intended, a catalog was made available that reinforced the absurd 

ideas associated with the exhibition.93  In the introduction of this catalog there was a 

statement promising that the exhibition would provide a clear idea of the reasons for the 

cultural decline of Germany prior to 1933 stressing the close connection of political and 

cultural anarchy and the Jewish and Bolshevik threat to German values was indicated.94 

For those unable to attend the exhibition and see the works of art considered degenerate 

for themselves, such a descriptive exhibition catalogue was the next best thing to portray 

the absurd ideas of the Nazi leaders.  

 

The Fuehrer Museum at Linz 

 Along with creating the House of German Art, Hitler also intended to create a 

museum in Linz, Germany, his hometown.  This museum, which would be known as the 
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Fuehrermuseum, was to be the new “Mekka” or “Rom,” where “landscape paintings were 

to be lodged in company with those examples of the Baroque and Romantic periods that 

expressed the great European spirit.”95  

 The process of acquiring works for this museum involved a number of individuals 

including official Nazi photographer Heinrich Hofmann, art dealer Karl Haberstock, art 

historian Hans Possee, and friend Kajetan Muehlmann.  During the years prior to the 

outbreak of war and continuing throughout the war these individuals journeyed 

throughout Europe acquiring the treasures intended for the Linz museum by purchase, by 

forced gift, and by chicanery.96  While it is argued that Hitler purchased a large majority 

of the art destined for the Fuehrermuseum, it is clear he was not averse to illegal means 

of acquisition.97  It is estimated that at least 324 pictures in the inventory of the 

Fuehrermuseum stemmed from Viennese Jews.98  Further of the 21,000 works taken from 

French, Belgian, Dutch, and Eastern European Jews, the finest were intended for the 

Fuehrermuseum.99  Hitler believed it his right as conqueror to claim artworks as the 

spoils of his victory.  Of the artwork that was acquired legally, Hitler spent more on art 

than anybody in the history of the world, amounting to a sum of RM (Reichsmarks) 

163,975,000, equitable today to $65 million.100  

 While Hitler allocated enormous sums of governmental money to build his 

collection and claimed in his personal will that he had collected on behalf of the state, the 

distinction between official and private property for Hitler and other Nazi officials 

throughout the war was often blurred.  Historians have pointed out that due to Hitler’s 

close identification with the state he often treated the artworks assembled as part of the 

Linz Project as his own.101  This close identification with the artwork that he chose and 
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allocated for the Fuehrermuseum related to his strong belief that “Germany must be not 

only the carrier of contemporary culture but of the preceding cultures of antiquity as 

well.”102 

 Hitler felt that German art should possess a grand style, embodied in clear 

definition, a rhetorical message, finish, and stability.  He was convinced that classical 

models could be resuscitated and that influences he felt masked the true European spirit 

could be eliminated.  In a speech at the 1936 Nuremburg party rally Hitler stated, “It is 

the belief in our people that has made us small men great, that has made us poor men 

rich, that has made brave and courageous men out of us wavering, spiritless, timid folk; 

this belief made us see our road when we were astray; it joined us together into one 

whole.”  This belief was to be expressed in an art that avoided anything, “Oriental and 

Semitic,” in an art that could resist the cultural decomposition threatened by the Jewish-

Bolshevik, capitalist, liberal conspiracy.103  By creating such great monuments as the 

House of German Art and planning for the Fuehrermuseum of Linz, Hitler intended to 

fulfill such ideas portraying art, which supported the great cultural nation of Germany.  

 At the end of the war when repositories were discovered and artwork recovered, 

an inventory of the Sonderauftrag Linz repositories, the largest repository intended for 

Linz, listed 6,755 paintings, of which 5,350 were identified as old masters.  More recent 

estimates now place the number of paintings intended for Linz at 4,800 to 5,500.  Yet, no 

matter which estimate is correct, it is argued that the Fuehrermuseum, which would have 

featured massive galleries, could have exhibited roughly four times more works than the 

Louvre at that time.104 
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After the Exhibition of Degenerate Art – 1938 

 While 1936 served as a turning point in the Nazi’s Kunstpolitik in relation to the 

declaration of what was considered acceptable and unacceptable art, just two years later 

the efforts, power, and control of the Nazi party and Nazi leaders over cultural affairs 

became more destructive.105  With the acts of 1936, banning art criticism, and the 

exhibitions of 1937 promoting ideal German art and denouncing degenerate art, the Nazis 

showed that they were supporting their goal of eliminating all art in the Reich that 

conflicted with party ideologies.  However, in 1938 the destruction and more importantly 

the confiscation of art not only served this central purpose of supporting party ideologies 

but also served to increase the leader’s gain.106 

 Along with increasing their actions toward state owned art, the Nazi’s 

increasingly bold actions of 1938 extended to Jewish-owned artwork.   On May 31, 1938 

the entartete Kunst Gesetz (Degenerate Art law) was passed, which stated, “The Fuehrer 

and Reich Chancellor orders the taking in (of all degenerate art).  He has authority over 

those objects which are given over to become property of the Reich.”107  Further under 

this law, “products of degenerate art that been secured in museums or in collections open 

to the public before this law went into effect…can be appropriated by the Reich without 

compensation.”108 After the Anschluss of March 1938, Austria or more specifically 

Vienna served as the crucial testing ground for Nazi policies towards artworks owned by 

individuals considered Volks-or Staatsfeinde, people’s or state’s enemies.109  While the 

entartete Kunst disposal process featured personal corruption and tragedy, the Nazi’s 

behavior with respect to the Jews represented a different type of illegality – Kunstraub or 
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plundering.  This was the beginning of the Nazi’s targeting not only artworks and 

institutions but human beings.110 

 

Increasing Activity and Happenings in Other Countries 

 As confiscation of artwork and policies permitting such actions increased, various 

countries throughout Europe began to take actions in order to protect the artwork in their 

holdings.  Yet, despite the fear of curators and museum directors of the increasing 

dangers of long-range artillery barrages and aerial bombs it was often difficult to 

convince governments that precautionary measures in relation to works of art was 

necessary.111  It was not until the events in Madrid in the fall of 1936 that these attitudes 

changed dramatically.  With the outbreak of the Spanish Civil War the French 

government and museum directors began to examine each French department for 

châteaux, abbeys, and churches suitable for storage.112  Suitable sights for evacuation 

were chosen based on their distance from the presumed front and their proximity to 

England where collections could be quickly evacuated in case of total disaster.113  British 

museum directors also began preparations for the removal of objects in 1938.  On 

September 3, 1939 with the official declaration of war such evacuation plans were put 

into place.  Yet, while collections in France and England were removed to safety, it was 

only the beginning of the movement and fear of what might happen to the great art 

collections of Europe.114 
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War Begins: Invasion of  “Degenerate” Poland 

 In Poland there had been a continual need for many years to rescue the evidence 

of ancient history and culture from the destructive power of the Partitioning Powers, 

Austria, Prussia, and Russia, which had kept Polish collections in a state of flux for 

nearly two centuries.115  As relations with Germany deteriorated, churches, synagogues, 

and monasteries dismantled their altars and cleared their treasuries.  

 On September 1, 1939, however, with the invasion of Poland the first organized 

Kunstraub (plundering) on foreign soil began.116  It is stated that, “within hours of the 

German crossing of the Polish frontier on September 1, observers noticed that this 

campaign seemed to have an extra edge of viciousness.”117  This viciousness can be 

directly attributed to Hitler’s racial theories and views on culture, which considered 

Slavs, Christian or otherwise, so inferior that they could not be considered human.  Along 

with the Jews, the people of Poland were the “degenerate art” of the human race.118  As 

the Nazi take over of Poland progressed the SS and other Nazi agencies and individuals 

began carrying out Hitler’s order to eliminate Polish culture. Cities were destroyed in 

order to truly eliminate this culture of degeneracy. Along with this destruction came the 

confiscation of all things Polish, particularly cultural artifacts.  In order to better control 

the confiscation of artifacts Goering appointed the former Austrian art commissioner 

Kajetan Muehlmann Special Commissioner for the Protection of Works of Art in the 

Occupied Territories.119  With this appointment his job was to provide einheitliche 

wissenschaftliche Leitung (coordinated scientific leadership)120 in order to inventory the 

thousands of works of art being jammed into repositories at the National Museum in 
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Warsaw and the Wawel in Cracow, classify them according to quality, and take the best 

to safe storage areas so that Hitler could decide what he wanted.121 

 

Invasion of the West 

 After attacks in Poland there was a period of limbo in the West, which, was know 

as the “Phony War”.  It wasn’t until May 10, 1940 that German forces began their 

invasions of the Netherlands, Luxembourg, and Belgium and on May 14, 1940 their 

invasion of France that this period of inactivity ended.122  Yet, unlike the vicious invasion 

and destruction of Poland, the Nazi idea of what to do with their new Western territories 

after invasion was very different from their concept of exploitation in the East.123  This 

was because the cultural amenities of the West were supposed to be enjoyed as well as 

conquered.  They were not considered degenerate in the sense of the cultural amenities of 

the East.124  The western portion of the continent offered artworks that appealed to the 

largely traditional Nazi aesthetic sensibilities.125  The newly acquired western territories 

were to be economically integrated into the German sphere, becoming part of a “Nordic 

Reich”.  France even more so than the other western territories was allowed to preserve 

aspects of its culture due to the admiration Hitler held for the civilization of France.126   

 Yet, while marked by a lower level of destruction, the plundering of Western 

Europe proved consistent with other aspects of the ideology of the National Socialists.  

Most important their attack on European Jewry included stealing their victims’ art as one 

part of the process of persecution, dehumanization, and eventual annihilation.127  Along 

with this, the second component of Nazi plundering was the arranging of the return of 

Germanic art.  This term, Germanic art, referred to both artworks created by Germans 
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and those that were once owned by their compatriots and related to the belief in a nation’s 

right to control its cultural heritage.128  As envisioned by Goebbels there were three 

stages necessary to reacquire Germanic art including: the seizure of works taken by the 

French in the Napoleonic Wars, the securing of art of Germanic origin, and the pursuit of 

objects on the grounds that they had what was called a “Germanic character.”129   Further, 

there was no need for Germany to take away the national collections of these new 

provinces as they had done in the Eastern territories.  Government run museums would 

automatically fall under the control of the German Ministry of Culture.130  Along with 

leaving national collections undisturbed, the art markets within these new Axis-controlled 

countries remained open.  Because Germany and its occupied lands became a self-

contained market with little outlet for investment, art soon became a major factor in the 

economy as everyone with cash, from black marketers to Hitler, sought safe assets.131 

 

State of Art Today 

 In recent years a great deal of controversy has arisen in relation to the famous 

works of art that were victims of Nazi confiscation during World War II. The “Nazi art 

theft program”, which we have examined throughout this paper, resulted in the 

confiscation of 249,683 paintings as determined by the Allies in 1939.  Others estimate 

that hundreds of thousands of paintings, sculptures, and drawings, as well as millions of 

books, manuscripts, and other cultural artifacts were stolen from across Europe during 

World War II.  Experts estimate that about one-fifth of the world’s art changed hands 

during World War II, and the Metropolitan Museum of Art estimated in 1945 that the 

value of all the art looted by the Nazis was $2.5 billion.132  These works of art have 
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become a source of tension between original owners, who are Jewish Holocaust 

survivors, their heirs, and current good faith purchasers.133  This tension has taken the 

form of an ever-increasing number of claims against museums, auction houses, private 

galleries, and private collectors, alleging that they hold art, which was stolen by the Nazis 

from Jews.134  Because many dealers, well-respected auction houses, and collectors were 

careless in authenticating the art that flooded the market during World War II and 

immediately after, we are left questioning the provenance of many works of art.  During 

World War II many sellers cared more about making a nice sum of cash, and possessing a 

previously unattainable and priceless work of art, that little attention was paid to legality.   

 

Conclusion 

 While the ideas associated with the cultural decline of Europe began much earlier 

than Hitler’s rise to power and the National Socialist’s control of Germany, it was not 

until Hitler took power that these ideas were truly implemented.  Beginning as early as 

1871, the year that the German empire was founded, ideas about racism began to emerge.    

Such concerns led to questions of the empires cultural identity and heritage resulting in 

the notion of the Kulturnation, which was Germany. With the turn of the twentieth 

century the nature of Germany’s cultural wars changed as the status of modernists and 

their opponents reversed.  With the rise of modern art individuals such as Bettina Feistel-

Rohmeder, helped to from organizations such as the German Art Society, which were 

intended to fight for Germany’s cultural heritage that was being desecrated by new forms 

of art and culture.  Influenced by such a ideas and the context of post WWI Germany, 

Hitler’s anti-Semitic beliefs grew.  Then upon meeting Dietrich Eckart in Munich the 
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ideas of cultural bolshevism became apparent to Hitler and further strengthened his 

beliefs related to the decline of European culture. 

 Finally, in 1933 when Hitler came to power the ideas of degenerate art and the 

National Socialist’s role in once again creating a great German nation were realized.  

While Hitler maintained a great deal of power and influence, thanks to individuals like 

Josef Goebbels, the Nazi party took control of all aspects of German culture.  Through 

the creation of art exhibitions such as the exhibition at the House of German Art and the 

Entartete Kunstausstellung, Hitler and the Nazis displayed to Germany and the world 

what would be considered appropriate in the “new” Germany.  While Hitler intended to 

create a great cultural nation defined by monuments such as his Fuehrermuseum at Linz, 

such dreams were never fully realized.  Further while the Nazis confiscated hundreds of 

thousands of art pieces prior to and during WWII these efforts would prove to have been 

in vain.   

 Today many of these thousands of pieces of art have been returned to their  

rightful owners or countries, however, a great deal is still felt from the Nazi art theft 

program.  As discussed museums today are constantly made aware of their past 

involvement with stolen works of art and the possibility that today they might still 

possess such pieces. Further, today many individuals are still unaware of the actions of 

the Nazi party in relation to art.  Yet, as we have seen throughout this discussion, the 

looting of cultural property by the Nazis was a serious priority.  So serious, that it became 

one of the indictments against Nazi dignitaries at the Nuremberg War Crimes Tribunal.135 

 Therefore, in conclusion, I argue that while many individuals are unaware of the 

great art thefts of the Nazi party, the impact of these actions are still being felt today in 
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the art world.  Yet, while such beliefs in relation to the decline of the German 

Kulturnation were in place many years before Hitler came to power, I argue that if it 

were not for Hitler’s love of art and rise to power, art would not have played so crucial a 

role in the ideological program of the National Socialist party. 
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Figure 1 

Bettina Feistel-Rohmeder 
Founder of the German Art Society 

From Das Bild, August 1938 
 
 

 

  
Figure 2 

Juxtaposition of works of “degenerate” art by Karl Schmidt-Rottluff and Amedeo Modigliani  
and photographs of facial deformities, from Paul Schutze-Naumburg 
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     Figure 3            Figure 4 
               Dietrich Eckart                                  Joseph Goebbels 
                   Reischsministerium fuer Volksaufklaerung und Propaganda  
                                                                               (Reich Minister for Popular Enlightenment and Propaganda),  
                      Head of the Chamber for Arts & Culture 
 
 
 
 
 
 

 
Figure 5 

Organizational chart of the Reichskulturkammer 
This was the organization under the control of Josef Goebbels 

This chart illustrates the organization into chambers of:  
Radio broadcasting, film, music, visual arts, theater, literature, and journalism 
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Figure 6 

Alfred Rosenberg 
Leader of the Kampfbund für deutsche Kultur (Combat League of German Culture) 

Proponent of Goebbels 
 
 

   
      Figure 7             Figure 8 
                          Warrior of the Spirit           Magdeburg War Memorial 
   Ernst Barlch           Ernst Barlach 
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Figure 9 

Haus der Deutschen Kunst 
A view of the House of German Art reflecting its correlation with buildings of antiquity 

 
 
 

 
Figure 10 

Emblem for the exhibition at the House of German Art 
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Figure 11 

Bereitschaft (Readiness), 1937 
Arno Breker 

Bronze 
 
 
 

 
Figure 12 

Kameradschaft (Comradeship) 
Josef Thorak 

plaster 
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Figure 13 

Gallery in the Grosse Deutsche Kunstausstellung 
(Great German art exhibition) at the House of German Art 

Munich 1937 
 

 
Figure 14 

Parade and Pageant held on the opening day of the Grosse Deutsche Kunstausstellung 
Munich, July 18, 1937 
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Figure 15 

View of a portion of the south wall in Room 5 
Examples of Degenerate Art 

Work by Beckman, Fuhr, Kirchner, Mueller, Nolde, Rohlfs, and Schmidt-Rottluff 
 
 
 

 
Figure 16 

View of a portion of the south wall of Room 3 
Examples of Degenerate Art 

Work by Baum, Belling, Campendonk, Dexel, Felixmueller, Eugen Hoffmann, Klee, and Nolde 
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          Figure 17                    Figure 18 
             Kruzifixus (Christ), c. 1921-22                             Kruzifixus (Christ), c. 1921-22  
                         Ludwig Gies                                Ludwig Gies 
As hung in the exhibition of Degenerate Art                  In its original context, The Luebeck Cathedral 
 
 

 

 
Figure 19 

Katzenzuechter (Cat Breeder), 1925 
Jankel Adler 
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Figure 20 

Purim or Dorfszene (Village Scene), c. 1916-18 
Marc Chagall 

 
 

 
Figure 21 

Die ewigen Wanderer (The Eternal Wanderers), 1919 
Lasar Segall 
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Figure 22 

North Wall of Room 3 at the Entartete Kunstausstellung 
Verhoehnung der deutschen Frau 

“An Insult to German Womanhood” 
 
 
 

 
Figure 23 

North Wall of Room 3 at the Entartete Kunstausstellung 
Deutsche bauern—jiddisch gesehen 
“German farmers—a Yiddish View” 
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Figure 24 

Barbierstube (Barbershop), 1917 
Erich Heckel 

 
 

 
Figure 25 

Strassenszene (Street scene), 1913-14 
Ernst Ludwig Kirchner 
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           Figure 26                               Figure 27 
       Friesenhaeuser II (Frisian houses II), 1910                  Christus und die Suenderin(Christ and the adultress), 1926 
                            Emil Nolde                                  Emil Nolde 
         
 
 

 

 
Figure 28 

Unser taeglich Brot gieb uns heute (Give us this day our daily bread) from Das Vater Unser, 1921 
Max Pechstein 
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Figure 29 

South Wall of Room 5 at the Entartete Kunstaustellung 
So schauten kranke Geister die nature 

“Nature as seen by sick minds” 
 
 
 

 
Figure 30 

Das trojanische Pferd (The Trojan Horse), 1924 
Lovis Corinth 
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Figure 31 

Room 6 at Entartete Kunstausstellung 
Sie hatten vier Jahre Zeit 

“They had four years’ time” 
 

 
Figure 32 

Ground Floor at Entartete Kunstausstellung 
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Figure 33 

Crowds outside of the Entartete Kunstausstellung 
Hamburg, 1938 
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