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Realism was driven by the unquenchable thirst for the real that runs
through the art of the th and th centuries. Far from slaking this thirst,
realism aggravated it. As Linda Nochlin points out, realism, the artistic
tendency that came into being in the s,was not defined by the striv-
ing for verisimilitude and mimesis so much as by the representation of
ignored, ordinary or sordid realities. Peasants in Franche-Comté attending
a funeral or coming home from a fair, a washerwoman helping her child
climb some steps,workers labouring in a modern forge in Silesia,women
praying-such were the kinds of realities painted by the realists.And, in its
French republican and socialist form, at least, realism also wanted to help
transform these realities. It was in its time and of its time.
The realism of people’s democracies after ,which can for the sake

of convenience be called socialist realism, inherited the same imperious
requirement to depict shared realities.However, its detractors often accused
it of straying from reality. Such was the criticism levelled byAlbert Camus
in  in Uppsala, Sweden, shortly after receiving the Nobel Prize.The
idea formulated by Camus would become an unquestioned tenet of his-
torical work: socialist realism does not represent reality, but an idealised
future.Worse, it is criminal in its failure to represent the dark side, the
oppression and poverty of the popular democracies.This rebuke to social-
ist realism was part of a much broader critique of communism as a sys-
tem that ignored the reality of the societies it ruled.As is often the case
with the communist period in general, discussions of socialist realism are
fraught with accusations driven by the desire to prove the failure and
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vacuity of this historical and artistic experiment (the desire is conscious
in the case of anti-communism, unconscious when a result of historio-
graphic habit).
In this essay, I would like to reconsider the question of the historical asso-

ciation of realism and the real in the realist art of the people’s democra-
cies, based on a comprehensive approach that gives careful consideration
to the images and the actors involved (these actors being the artists them-
selves but also those who organised the art world, such as party and union
cadres, and possibly the general public). Rather than examine the philo-
sophical and aesthetic texts written in the GDR for a theory of reality, the
idea is to attentively analyse the images and bring together archives that
echo different reactions to these images. More precisely, I shall try to
identify what it is that arouses the feeling of reality in these various actors
when confronted with realist images.Working from a specific example,
I shall consider different points relative to the question of the real and
thus deconstruct this feeling of reality.

The example I have chosen is the painting Neuererdiskussion (Discussion
among Innovators) byWilli Neubert. It is vital to concentrate on one exam-
ple. However, given the inevitable question of representativeness, I shall
try to contextualise this case in relation to artistic production generally.

The canvas represents a scene in an “office of innovators”. Such offices
had existed in most of the people’s industries in the GDR since the late
s. Innovators were employees who suggested improvements in the
organisation of production. If their propositions were approved by the
company management, they received a financial reward.
The painting was commissioned by the union.They liked it so much

that they paid the artist the incredibly high sum of ,marks.Moreover,
the Nationalgalerie in Berlin insisted that the work be donated to its col-
lection. Subsequently, the painting was much reproduced (as a stamp,
for example) and regularly exhibited abroad. Imitating The Discussion by
Renato Guttuso (), it exemplified internationalism in painting.Willi
Neubert himself (-) was one of the most sought-after artists of
the day.He became known in the early s for his pictures of brigades
and his portraits of workers. He was also known for his enamel panels,
large-format public works installed in the city centres of Halle and Suhl.
He exercised a number of different responsibilities: from  to  he
was a teacher at the Halle art school, and in  he served episodically
as president of the Halle section of the Artist’s Union.
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The painting dates from .The s are a particularly interesting
period for this subject.They were ushered in by Art of Socialist Countries,
a major exhibition of paintings from twelve socialist states put on in
Moscow in -.An accompanying conference discussed“Socialist
Art and Reality”, and the summary was translated into German. Since
the Stalin era,when it was seen as the expression of a socialist reality that
would brook no questioning, realism had lost some of its assurance and
become more uncertain.At the Moscow conference, Soviet artists stated
that the socialist realism of Zhdanov’s day had been a dead end because
it failed to create a feeling of reality.They argued that it was vital to look
for other paths, thus launching the socialist realism of the s on the
traces of reality, to quote the title of an essay by anAustrian communist,Ernst
Fischer, whose hotly debated arguments were eventually condemned in
the Eastern bloc.

Production

Let us begin by noting that Neuererdiskussion represents a work scene, as
the great majority of socialist realist images did.The world of work and
production remained the privileged context for investigating reality.
Numerous factors made this point self-evident. First of all, we should

recall that the whole of East German society was structured around peo-
ple’s enterprises,which organised supply, care, education, leisure activities
and even, in some cases, justice. Indeed, according to Marxist orthodoxy
production was the base on which all of society rested.This vision had its
implications for the artistic and intellectual worlds: the social worlds famil-
iar to artists (studios, galleries, art schools, professional associations and
families) were considered as secondary in relation to the reality consti-
tuted by the world of production and work; worse, they threatened to
hide the reality of the division of labour,which was the basis of their func-
tioning.This was an important mechanism of the artistic world in the
socialist context: it was imperative that artists be brought closer to this
reality, from which the nature of their activity distanced them.That is why
the history of the East German art world was marked by a series of initiatives
designed to take artists into businesses and agricultural cooperatives, ini-
tiatives which were launched by the artists themselves and/or organised by
the authorities.The most important was the “BitterfeldWay”, initiated in
. It marked the arrival of art in everyday life (Ankunft im Alltag).
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Neuererdiskussion perfectly met expectations,notably because of Neubert’s
own social credentials as a former worker who had become an artist. He
was the son of semiskilled workers in the Czechoslovakian and German-
speaking region of Brandov (Brandau).After serving in theWehrmacht
from  to , he was among the German speakers expelled from
Czechoslovakia and became a qualified worker in the foundries inThale,
in Sachsen-Anhalt.The , inhabitants of Thale provided a qualified
labour force for the iron and steel mills, and had done so for many years
(Thale has one of the oldest foundries in Germany, active as early as the
s). In the late s a workplace accident forced Neubert to retrain.
He became an industrial designer, in which capacity he started frequent-
ing the factory’s circle of art lovers. In the s, factories were able to
“delegate” their employees to higher education, and the foundries inThale
sent Neubert to the Burg Giebichenstein Art School in Halle. His con-
nection with the factories continued after this. Having become a profes-
sional painter, he did not relocate to one of the artistic capitals of the GDR
but returned toThale,where he was bound to the company by a long-term
“friendship contract”.Neuererdiskussion was thus the fruit of a durable col-
laboration between an artist and a town/industry, located far from urban
and artistic centres.To become involved in production did not only mean
being alongside company employees, but also going out to peripheral
places, such as suburbs and small villages.

Social relations

More precisely, in the factory context,Neuererdiskussion represents a dis-
cussion between various members of the company hierarchy.The paint-
ing therefore represents social relations.On the left, the engineers can be
recognised by their long white fingers and their white coats.On the right
are the workers with their broad brown hands.The figure to the rear
holding a cigarette is not as easy to identify: if he is on the workers’ side,
he has none of their visible attributes. In this representation of the pro-
duction industry, Neubert chose to depict social relations rather than
industrial buildings or machines,which is often the case in socialist real-
ist painting.When socialist realist paintings show buildings and machines,
these are often secondary to human figures and social relations (artists
were rarely allowed to indulge that common fascination of th-century
art with industrial infrastructure).
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Here the words of Bertolt Brecht may help us to understand the per-
spective of an artist like Neubert.A number of his statements were abun-
dantly cited in both writings on art and administrative reports.They
became almost proverbial, so that their exact origin was rarely specified
(most of them are from the texts Brecht wrote in ,Volkstümlichkeit und
Realismus andWeite undVielfalt der realistischen Schreibweise).Thus,we are
constantly coming across the passage in which Brecht explains that a
photograph of the Krupp factories does not help us understand how
Krupp works as an industry, that it shows nothing of the reality of power
relations which it is the role of realism to try to make visible.“Realism is
not what real things are like, but what things are really like” (“Realismus
ist nicht wie die wirklichen Dinge sind, sondern wie die Dinge wirklich
sind”). Consequently, artistic activity demands an effort at abstraction:
“Realist means: that which lays bare the complex causality of social rela-
tions […] which is concrete while at the same time facilitating the work
of abstraction.”
Now,Neubert was familiar with the social fabric of the company he was

linked to.Not only had he worked at different levels in the company hier-
archy,but his artistic practice meant that he was constantly dealing with dif-
ferent groups.This is borne out by a company report, written by an
employee at the Thale foundries in  after Neubert had completed a
commission. For this enamel panel, the artist developed new techniques
for making enamel, and in particular for the production of colours, such
as English red and various greens. He worked with an ad hoc collective
which mirrored the structure of the company itself, comprising three engi-
neers, three employers, three foremen, eighteen workers and two appren-
tices.The report sets out to describe relations within this collective, and in
particular the response of the workers, who were not necessarily much
given to expressing their opinion.“The collective with which Neubert is
associated has paid regular visits to him in his studio and shown itself inter-
ested in the process of the work’s elaboration.We must suppose that mem-
bers of the working class are playing an active role in the making of a
work of art, from its birth to its completion, and that more and more
workers are looking to artworks for answers to their own questions. […]
But workers are still insufficiently knowledgeable about specifically artis-
tic problems.”The report alludes to the different ways of relating to visual
images within the collective.“Most of the workers will not describe them-
selves as patrons. It is only when one asks them if they feel involved in
Willi Neubert’s work that they acquiesce and talk about how they took part
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in the production of the work.”The author of this report thus links the sense
of legitimacy in talking about artworks with the sense of owning objects,
two feelings that are unequally distributed socially.
We need to recall the importance of group identities in a factory like

the one in Thale. No specific study has been made of the Thale steel
mills, but works of social history on industries in the GDR generally
emphasise social distances. Engineers, employees, qualified workers and
semiskilled workers (known as angelernte Arbeiter) formed distinct worlds.
They did not share the same salary scale, they lived in different neigh-
bourhoods and took different means of public transport to the factory, and
they gathered at different tables in the dining hall. Class identity was
potent, as studies on social perceptions in the nearby industrial centre of
Bitterfeld have made abundantly clear. Engineers despised and patron-
ised those below them, seeing them as simple anonymous labourers and
executants rather than as partners; in return, the workers saw engineers
as careerists who cultivated their relations with the powerful (that is, the
party) in order to maintain their privileges. Behind the division visu-
alised in Neuererdiskussion we need to see the weight of social roles, the
oppressive sense of group identities.

Materiality

Before going further with our understanding of social relations, let us
dwell for a moment on one of the questions that the painting invites us to
ask, that of materiality – the materiality of paint and the materiality of the
scene represented. In effect, we cannot fail to observe that the paint is
applied independently of the drawing, or to note the apparent mixture of
colours and brush marks (all evidence of a relative “freedom”with regard
to the socialist realism of the s, which eschewed such effects).
Nevertheless, if we have before us the original painting, and not just repro-
ductions, we will be struck by the way in which the canvas eludes the
effects of matter that it at first seems to suggest.The mixture of colours is
in reality limited.There is no impasto, the picture is extraordinarily smooth,
recalling the polished surfaces of Neubert’s public works in enamel.As for
the materiality of the scene, it is also ambiguous.On the table in the cen-
tre, the sharp angles of the crumpled papers seem to suggest an impend-
ing irruption of the material world. But in reality they are isolated: the
figures and objects struggle to achieve physical reality, like the chair in the
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foreground.Party cadres severely criticised Neubert’s earlier images, deem-
ing that they “dematerialised” (entmaterialisieren) the real.

Comparison with other paintings from the same period is enlighten-
ing. In the painting by Renato Guttuso that Neubert took as his model,
The Discussion,Guttuso took an overtly Cubist approach: he stuck news-
papers and reproductions on the canvas, he broke up the light in the top
right-hand corner and painted in greys and ochres. In other words, he
exploited Cubism’s capacity to give presence, salience to the materiality
of the world.There is nothing comparable in Neubert.
Neubert’s canvas also diverges from the general evolution of East

German painting in the late s.This was marked by two tendencies:
on the one hand, the reappraisal of expressionism and its generous brush-
strokes; on the other, the reappraisal of Neue Sachlichkeit (New
Objectivity) and the return to the work of questioning the materiality of
the world by making it strange and foreign. Neubert’s painting fits in
with neither of these currents: expressionist, sachlich or even gegenständlich
are not labels that stick. Plakativ, an adjective often used to deprecate
socialist realism, is more to the point. However, we should probably not
see this characteristic as either a fault or a lack, but more as a choice, one
that is part of the politics of socialist realism as understood by Neubert.
This position can be compared to the discourse of orthodox art critics.

At the turn of the s and s, a number of critics expressed a deep
mistrust of the insistence on material and texture in so-called modernist
works, especially when these were contemporary works from the capital-
ist bloc. In , for example, one of the most orthodox critics, Ulrich
Kuhirt,was sent to Documenta  in Kassel. His article in Bildende Kunst,
titled“Befragung der Realität?”, carried reproductions of photographs by
Arnulf Rainer, paintings by Georg Baselitz and installations by Stephen
Posen. In his article Kuhirt condemned this art which claims to question
reality but cannot, he argues, do so because it is not inscribed within a
global transformation of society, which only the party can achieve: this
art, he writes, reflects the verbal radicalism and activist timidity of the late
bourgeoisie. In his criticism we see a return of the mistrust inspired by
the display of bodies and matter:matter is bourgeois and serves to conceal
“reality”, which can be found only in the enunciation of social relations.
We cannot be sure that Neubert shared someone like Kuhirt’s ani-

mosity towards modernism and would have himself used such language
so full of invective.His canvas, however, is underpinned by the same con-
ception of realism,which rests, ultimately, on a materialism without mat-
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ter. Neuererdiskussion can be seen as representing the greatest degree of
materiality that an orthodox artist like Neubert could allow himself.The
same observation has been made with regard to other socialist paintings
from the s to the s: there appears to be a paradoxical law whereby
the closer painters come to the world of production, and the more detailed
their understanding of it, the less the materiality of that world appears in
the images they create.

Conflict

This parenthesis on the question of matter confirms the importance of
social relations in the understanding of reality and encourages us to con-
tinue along this track. For one key particularity of these social relations
is that they are conflictual. In ,Neubert joined with a group of writ-
ers and essayists to publish an introduction to socialist realism designed to
bring the main ideas of this kind of art to a broad public (the paperback
was published by Dietz, the biggest publishing house in the GDR). It
contained long passages on the problem of conflict. It also quoted the
writings of Anna Seghers,maintaining that every novel should start with
the “raw material of reality” (GrundstoffWirklichkeit) and,more precisely,
with the conflicts and tensions found at the heart of reality. In May ,
Seghers told the fourth congress of theWriters’Union that “A correctly
depicted conflict shows the fabric of the society in which it gestates” (ein
Konflikt, der richtig dargestellt wird, zeigt das Gewebe der Gesellschaft in der er
sich begibt).The writings of the poet Johannes Becher,who was the GDR’s
first culture minister from  to , are also quoted.“What produces
tension? Conflict.What arouses interest? Conflict.The deeper and more
significant the conflict, the more significant the solution and the deeper
and more significant the poem.”
However, the presence of conflicts was not required just by the lead-

ing official intellectuals; at a local level, too, it was seen as necessary by cer-
tain party cadres.Here, for example, is what the archives of the Leipzig party
leadership from  tell us. A report of a meeting of party cadres
responsible for culture, at which, as was their wont, they discussed devel-
opments in the arts in the Leipzig district, shows them appraising the
results of the BitterfeldWay (which, at the time, remained an objective of
cultural policy).They mention artists such as Neubert as examples, but are
critical of other images that claim to follow the BitterfeldWay,notably with
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scenes showing families, children playing or portraits of smiling work-
ers.They decide to condemn “the tendency to prettify the representa-
tion of reality, to represent it superficially and without conflict.The internal
value of the socialist personality does not appear” (Tendenz zur konfliktlosen,
schönfärberischen und oberflächlichen Darstellung derWirklichkeit – der innereWert
der sozialistischen Persönlichkeit wird nicht sichtbar).The choice of words here
is interesting.Schönfärberisch was a commonly employed term at the time,
found in texts on art (Brecht began using it regularly in the s) as well
as in party and union archives (the statutes of the SED, drafted in ,
make the struggle against beautification one of the duties of party mem-
bers, in the same way as championing sincerity and discipline). One of
the great paradoxes of the popular democracies was that while they were
constantly exhorting citizens to speak up about problems they at the same
time denied them any right to contestation. Sozialistische Persönlichkeit
was also part of the usual vocabulary.What this term meant has been
much studied by historians of the communist world, but it may simply be
noted that in this instance its development implied conflict. And that,
konfliktlos, is the word that attracts our attention here.To enable an image
to escape its superficiality, to inscribe it in a reality, is to find ways of rep-
resenting conflict, one way or another. Cadres reminded party members
that they must not give financial support to superficial images (which,
manifestly,many of them did).And it is evident that, conversely,Neubert’s
paintings were valued because they did not fall into that trap; in their
eyes, a painting like Neuererdiskussion was not superficial; it did not pret-
tify or avoid conflict. It is probably the white line down the middle that
gives this impression of contention and therefore of reality.Not only does
it separate workers and engineers, but it also fractures the painting which,
having no depth, is composed around this social frontier onto which all
the elements in the picture converge.
In fact, some viewers did see the image as conflictual.That at least is what

we may gather from one particular source, found in the archives of the
Halle Artists’ Union. In  in Bautzen, a small town in Saxony, near
Dresden, a teacher asked his pupils,who were aged about twelve, to com-
ment on a colour reproduction of Neubert’s painting.He then sent their
texts to Neubert, care of the artists’ union.He asked the pupils to describe
the impression they had of the image.This was already interpreted in the
title of the exercise, which asked them to comment on “this image of
communism in which a simple worker can come along with ideas that will
be discussed, which would not be possible in the capitalist regime”.The
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pupils were thus put in a situation where they had to talk about a work
within the limits of a school exercise that required mastery of writing
and knowledge.They combined artistic references, partial descriptions
of the image, general ideas and judgements of taste (possibly invented for
the requirements of the school exercise). Looking at the colour repro-
duction, one pupil wrote: “When I look closely at the image, I realise
that it is a steel mill.The colours are in effect grey and monotonous (grau
und eintönig)”,which tells us a great deal about his image of factories and,
also, about the gap that can exist between the perception of an image
and the image itself.Another student looked at the way the painting was
made and reached the following conclusion about its meaning:“There is
something in the image I don’t like, which is the colours. If we didn’t
know that it was a discussion between innovators, I would think it was a
strike council. In my opinion, the colours in the background are too
mixed. In a discussion between innovators, people don’t need to wave
their hands about.”The mixed colours are interpreted here as a sign of dis-
order. Finally, another pupil emphasised the tension in the image:“At first
glance, this hard (gefühllos) image shows five workers gathered around a table
covered with drawings, probably assessing an innovator’s proposition.
However, the more I look at the image, the more I get the impression of
tension, and in fact I would really like to know what they are discussing
so heatedly.”The identification of the different elements thus varies from
one student to another.The last one mentioned here considers that the
five figures are workers, and does not see the differences between engi-
neers and workers. But it is striking that so many of the pupils describe
the image as “hard” and conflictual,when they are clearly trying to be cor-
rect in order to get a good mark (and note that the teacher deemed these
answers worthy of being sent to the artist and the Artists’ Union).

Third reality?

In the  paperback presenting the main principles of socialist realism,
passages on conflict are immediately followed by others on the resolution
of conflict.Artists must present the possibility of getting beyond conflict.
A chapter entitled “Wirklichkeit und Möglichkeit” explores this prob-
lem. It invokes writings by Maxim Gorky from the s, which have
remained topical. In ,Gorky explained that realism is concerned with
three realities: the past, which led to the current conflict; the conflictual
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present; and finally, the third reality, which is the possibility of a progres-
sive resolution of the conflict, a resolution that is in the interests of the pro-
letariat. It is this possibility that artists must strive to bring about, through
their images. Socialist realism is thus not mimetic; it does not reproduce
what exists, but what could happen. Gorky describes this third reality as
“real possibility”.
The  book is impeccably orthodox in this respect: it is the party

that is supposed to bring about real possibility and show conflicting groups
the path to resolution.The party is defined as a mediating body which
enables agreement between the different antagonistic sections of society.
This is one of the most sensitive aspects of Neuererdiskussion. Nothing

in this image reveals the presence of the party.There are no copies of
Neues Deutschland on the table nor any books by the guiding spirits of
the party, such as Marx or Lenin.The great majority of socialist realist
paintings showing discussions allot some space to these objects which
embody the party (or even identify one of the figures as a party member):
Neubert’s painting does not fully meet expectations, therefore (although
he does not seem to have been reproached for this). Further, it is not cer-
tain that the protagonists will be able to transcend their conflict.True,
the engineers are listening attentively to the worker as he proposes an
innovation: the worker is the centre of attention.His body is not really next
to the table but leaning forward into the space of the table.The contempt
of the engineer class for the workers, which was so widespread at the
time, and which Neubert is bound to have known about, seems to be
suspended here. But nor does anything in the image suggest that the
worker’s proposition is going to be accepted.The image says nothing
about the possibilities of understanding between the opposing social
groups.The engineers maintain a superior social position and the expres-
sion of the worker facing them is impossible to decipher.
It is important to note the political resonance of the question that

Neubert leaves in suspense. Innovators’ offices were a distinct feature of
socialist democracies, a place where workers could participate in the
process of production.They put flesh on the idea of the collectivisation
of the means of production, allowing workers to demonstrate that they
were more than simple manpower but were capable of conceptualising their
work on the basis of their practice.What is at stake here is the (real or
unreal?) possibility of a division of labour that is not founded on a social
hierarchy.
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Socialist realism thus attaches considerable importance to the question
of reality (a lot more than that to of truth, which comes up only rarely).
The images and multiple uses of this notion make it possible to under-
stand what is being aimed at through these constant references to the
real.What socialist realism is predicated on is a precise and ultimately nar-
row definition of reality.
It would probably be an exaggeration to say, as Evgeny Dobrenko did,

that socialist realism, as it existed in socialist regimes, took the place of real-
ity, that it supplanted and evinced reality.While it did not reproduce
what was around it, the socialist realist image nevertheless needed to be
grounded in the environment where it came into being and to interact
with it.The distance between what is represented and what exists is rarely
effaced; that is what becomes manifest when one reads various sources bear-
ing witness to the uses of images.

Translated from the French
by Charles PENWARDEN



 Linda Nochlin, Realism, London: Pelican
Books, .

 Albert Camus,Œuvres complètes, vol. IV,Paris:
Gallimard, , pp. -.

 This interpretative grid orients most histo-
rians’ analyses of public policies. Jay Rowell
has shown that it leads them to mis-appraise
these policies because it prevent them from
understanding anticipations and unintended
effects. See Jay Rowell, Le totalitarisme au
concret. Les politiques de logement en RDA, Paris:
Economica, .

 The choice of the term“public” is not inno-
cent.At the start of the socialist period in the
GDR it was little used: in the archives, the
word“people”was preferred. It was only dur-
ing the s that the word“public”began to
appear, although“people” did not disappear,
either.The transition from one to the other
reflects several developments. For one thing,
greater awareness of the diversity of people
coming into contact with the works; but also,
for another, a change in the definition of the
viewer’s position.Whereas “the people”were
supposed to be the new patrons of art and
to relate to artists as their masters, the pub-
lic is supposed to be a docile, attentive audi-
ence that strives to understand the artist’s
intentions.

 Work on other periods and other regions has
shown the validity of this approach as a way
of better understanding political art. See
Alejandro Anreus, Diana L. Linden and
JonathanWeinberg (eds.), The Social and the
Real. Political Art of the s in the Western
Hemisphere, Pennsylvania: Pennsylvania State
University Press, .

 The expression “feeling of reality”was used
by Jean Marcenac in an introductory text
accompanying a  retrospective byAndré
Fougeron (this exhibition was shown in East
Berlin,Weimar, Dresden and Leipzig, and
then travelled to Moscow and Leningrad).
“Fougeron has […] asked painting to become
once again that major art form whereby man
speaks of what is closest to his heart, of what
he truly wants to say and do.There seemed
to be a prohibition on man, keeping him
from speaking, telling, expressing – in a word,
from saying. Dominant aesthetic theories
confined the poet to poetry, the musician to
music, the painter to painting.By their power,
man became the subject and the pathetic
master of an empire of signs signifying noth-
ing.What André Fougeron brings to paint-

ing is thus of much greater import than the
engagement to which people have tried to
reduce him in order to discredit or exalt him.
It is the deep, complex feeling of a reality
without which nothing is possible, that assur-
ance of man’s belonging to the world with-
out which even dreams themselves become
perverted and dissolve.”

 Here I take the liberty of referring to my
doctoral thesis: Jérôme Bazin,Réalisme et égal-
ité. Contribution pour une histoire sociale de la
peinture et des arts graphiques en République démo-
cratique allemande, - [unpublished],
universities of Amiens and Geneva, .

 Staatliche Museen zu Berlin, Zentralarchiv
(SMB-ZA),VA ,Übergabesprotokoll des
Bundesvorstandes FDGB zu SMB (--
).

 Within the framework of the Art beyond
Borders project (publication of a collective
volume is underway, and a presentation can
be viewed on http://www.art-commu-
nism.eu), I analysed the image in terms of
international circulation: how it reprised The
Discussion (), how it was used both in
international exhibitions (notably at the tri-
ennial of realist painting in Sofia in ) and
in industrial exhibitions (in theTarnow fac-
tories in Poland, for example).

 See Susan E. Reid, “The Exhibition Art of
Socialist Countries Moscow -, and the
Contemporary Style of Painting”, in David
Crowley and Susan E. Reid (eds.), Style and
Socialism. Modernity and Material Culture in
Post-war Eastern Europe,Oxford: Berg, ,
pp. -.

 Verband Bildender Künstler Deutschlands,
Sozialistische Kunst und Wirklichkeit.Aus der
Diskussion der theoretischen Konferenz anläss-
lich der I. Internationalen Kunstausstellung sozi-
alistischer Länder in Moskau, .

 Ernst Fischer,Auf den Spuren derWirklichkeit,
Hamburg: Rowohlt, .

 See Sandrine Kott, Le communisme au quoti-
dien. Les entreprises d’État dans la société est-
allemande, Paris: Belin, .

 See Simone Barck and StefanieWahl (eds.),
Bitterfelder Nachlese. Ein Kulturpalast, seine
Konferenzen und Wirkungen, Berlin: Dietz,
.

 Brecht’s writings were reprinted in the GDR
as of : Bertolt Brecht, Versuche. Heft ,
East Berlin:Aufbau, .

 Archiv Akademie der Künste, Verband
Bildender Künstler (AAdKVBK), Bezirks-
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vorstand Halle,No. ,“Projektierung und
Entwicklung neuer Techniken durchWilli
Neubert in Zusammenarbeit mit dem EHW.
Befragung von Experten auf diesem Gebiet
in EHW.Auswertung der Befragung ()”.

 GeorgWagner-Kyora,Vom“nationalen” zum
“sozialistischen”Selbst: zur Erfahrungsgeschichte
deutscher Chemiker und Ingenieure im .
Jahrhundert, Stuttgart: Steiner, .

 Brandenburgisches Landeshauptarchiv in
Potsdam (BHLA),SED Bezirkleitung Potsdam
Rep  No. , Tagesordnung für die
Berichtswahlversammlung am .Mai .

 Regarding the problem of salience in mod-
ern painting generally, seeTimothy J. Clark,
Farewell to an Idea. Episodes from a History of
Modernism, New Haven, London: Yale
University Press, .

 Kuhirt was a former Wehrmacht prisoner
who went through the anti-fascist schools in
the USSR and did not return to Germany
until . He had a good knowledge of
Soviet art and worked at the Marxist-Leninist
Institute of the SED. His collection is avail-
able at the Sächsisches Landes- und Universi-
tätsbibliothek Dresden, SLUB Mscr. Dres.
App .

 Ulrich Kuhirt,“Befragung der Realität? Zur
. Documenta-Ausstellung  in Kassel
(BRD)”, in Bildende Kunst, , No. ,
pp. -.

 Werner Neubert and Erwin Pracht (eds.),
Sozialistischer Realismus: Positionen, Probleme,
Perspektiven, eine Einführung, Berlin, Dietz,
. Neubert’s actual contribution to this
volume is difficult to ascertain. It is possible
that he may simply have lent his name to the

book.Certainly,Neubert wrote little.He did
not publish any articles and, to the best of
our knowledge, left no handwritten archives.

 Sächsisches Staatsarchiv Leipzig, SED
Bezirksleitung Leipzig No. IV/E/// ,
Berichterstattung der Parteileitung desVBK
und der HGB in der Parteiorganisation (-
-).

 Michel Christian, Parti et société en RDA et
enTchécoslovaquie : une histoire sociale comparée
des partis communistes au pouvoir du début des
années  à la fin des années , [unpubli-
shed], thesis, universities of Geneva and Paris
VIII,  (here p. ).

 AAdKVBK Bezirksvorstand Halle No. ,
Schüleraufsätze ().The box of archives
comprises thirty handwritten students’pa-
pers.The teacher accompanied these papers
with a presentation of the class in which,
without illusion or bitterness, he evokes the
steady production of social differences that
socialist schools unfailingly ensure.“Our class
is a perfectly ordinary class, which follows
the normal courses.The best students leave
for the EOS [Erweiterte Oberschule – longer
schooling leading to the baccalaureate], the
bad ones choose a professional option.”

 Some of them thus compared the painting
to a pastel from  by Jean Étienne Liotard,
Lady with Chocolate, or to the polyptychWar
by Otto Dix from , two works held in
the museums of Dresden.

 Maxim Gorky, Über Literatur, East Berlin:
Aufbau, .

 Evgeny Dobrenko,Political Economy of Socialist
Realism, New Haven:Yale University Press,
.
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