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Summary

This first English biography of Hermann Mattern (1902-1971) discusses in depth the
contribution by one of Germany’s principal 20®-century landscape architects to the
development of his profession. It is complemented with an introduction to the two |
personalities he is most associated with: the landscape architect Herta Hammerbacher
(1900-1985) and the horticulturist Karl Foerster (1874-1970). The main theme of the
thesis are design ideals and approaches rather than reélised works. In addition to this,
two temporal foci have been set. One focus lies on the early influences during the
inter-war period. This includes Mattern’s unique role as an agent of Bauhaus concepts
in landscape architecture. A second focus lies on criticism of his work during the
National-Socialist dictatorship, providing new insights into the way the concept of
‘degenerate art’ was applied to garden design. By taking an interpretative perspective
that considers form-historical tradition lines along with specific biographical
influences, a better understanding of garden modernism is aimed at. As point of
departure serves the dualiém ‘architectonic vs. landscape mode’. Research was
conducted mainly in form of text analysis. It is based in great parts on private
correspondence kept at different German archives.

Mattern’s fundamental questioning of traditional notions can be deduced from his
identification with parts of the avant-garde. As a representative of organic
functionalism, he was critical of pure rétionalism, often producing experimental,
even playful solutions. This contrasts sharply with his ambiguous career during the
war. Setting this into perspective means considering how the technological
modernism of the Nazi realm fascinated Modernist designers, and that it also entailed
certain aspects of aesthetic modernism. Mattern’s aestheticism and his pride made
him underestimate the ethical dimension of becoming part of one of the Nazi state’s
power centres, the Organisation Todt. After the war Mattern continued to challenge

the mainstream in several regards. Firstly, pioneering a particular kind of ecoldgical
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thinking, he forcefully criticised bad planning legislation and practice from an
unusually positivist perspective. Secondly, he initiated a unique course of landscape
architecture at an art academy, which linked to his early exposure to reformist
concepts in artistic education. The expositioﬁ of contradicting facets of Mattern’s
personality facilitates a more comprehensive interpretation of his design work. It also
demonstrates the diversity of modern garden culture, both with regard to philosophy 'as

well as formal expression.
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"I.a  Introduction

Research background
Hermann Mattern belongs to the few old familiar names in 20th-century German
landscape architecture, and to a modest extent has also become known
internationally. With many hundreds of projects on different scales, his standing as a
leading garden designer is undisputed. On the other hand, he is not acknowledged as
an influential thinker. His holistic perspective, typical for é designer, and the
idiosyncratic language he used have never been compliant to the conventions of
academic writing. This may have caused him to be considered an intuitive artist
rather than a scholar, despite a substantial written legacy. Yet his writings are very
perceptive and with hindsight can now be judged as decades ahead of their time.!
With his teaching involvement between 1947 and 1961 Mattern has influenced
generations of landscape architects, who are today almost all retired.? His enormous
catalogue of projects, his writings and his role as a teacher make Mattern one of the
pivotal figures of 20“‘-cen‘tury landscape architecture.?

The common knowledge about Mattern is usually subsumed with the term
Bornimer Schule — ‘Bornim School’ —, meaning a group of landscape architects and -
horticulturists active in Bornim near Potsdam, who were particularly influential

around 1930.* The following aspects are widely considered as facts: an ‘organic’

1 Compare for example about his concepts for a ‘landscape development planning’
(Landschafisaufbauplanung): Stefan Komer, Theorie und Methodologie der Landschaftsplanung,
Landschaftsarchitektur und Sozialwissenschaftlichen Freiraumplanung vom Nationalsozialismus bis
zur Gegenwart, ed. by Technische Univesitét Berlin, series Landschaftsentwicklung und
Umweltforschung, 111 (Berlin: Technische Univ;rsjtat_Berlin, 2001), pp- 126-64.

2 For example: Gerd Aufmkolk, Heinz Hallmann, Gustav Lange, Giinter Nagel, Donatha Valentien,
Jiirgen Klahn and Ulrich Singer.

3 Onan international level, in the UNESCO World Heritage Papers Marc Treib has named Mattern’s
projects as key works of garden Modernism (5, 2003, p. 136).

4  See glossary for a definition of *Bornim School’. More about this in chapter II-e.
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(curvilinear) formal language under extensive application of mounts for space-
making, usually referred to with the same breath as a preference for hollows of his
first wife Herta Hammerbacher (1900-1985); informal, vegetation-based design
concepts, inspired by the breeding achievements of his business partner Kafl Foerster
(1874-1970); a liberal standing, opposed to the Nazi regime; progressive concepts
for landscape planning; and formative personal connections with the architect Hans
Scharoun (1893-1972). This canon has been repeatedly referred to and often
disseminated without the consultation of primary sources, which led to a perpetuation
of certain characteristics and to a broad-brush image of Mattern and the Bornimers.
This, and the view of Mattern as ‘artist without a theory’, has distracted from a
differentiated analysis of his contribution to the development of his profession.

In 1982 Mattern was one of the first garden designers to have an exhibition
dedicated solely to his work. Held at the Akademie der Kinste Berlin, Germany’s
national arts council, it paid tribute to the wide scope of his work and his thinking.
The exhibition was accompanied by a catalogue entitled Hermann Mattern: Gdrten,
Gartenlandschaften, Hiduser, which for thirty years remained the only monograph
about Mattern. It was intended as an initial recollection of memories and comprised a
tentative approach to reviewing his central ideas, without academic pretensions. A
special situation emerges from the fact that a great share of the biographic' writing
about Mattern has been produced by one person, Vroni Heinrich, who also worked on
the mentioned exhibition and catalogue. During the 1960s, Heinrich was a student
and employee of Mattern and later in charge of his former chair’s little library. Since
the mid-1990s a small number of papers and academic theses has further explored

aspects of Mattern’s life and work, often with a focus on his ideological standing.
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Significance and research questions
For a long time modernism has been widely underrepresented in garden history
research. It was only during the 1980s that research intensified.’ Internationally,
since the 1990s, an increasing number of monographs has been produced about
significant personalities of 20th-century landscape architecture. Yet there is a
much-lamented delay in comprehensive research about German garden Modernism;
this has commonly been tied to the field’s entanglement with Blood and Soil
ideology.® After Hitler’s downfall, despite the attempted denazification, known
Nazi followers gained many of the available academic posts. For decades, to look
into the past was a taboo. Mattern was a>part of this generation and had been
professionally active throughout the ‘Third Reich’. He had also been sympathetic,
though, to the left-wing social reform movement and to modernist art, and he was
personally opposed to National Socialist ideology. In his concepts vdlkisch

thinking is absent. After more information emerged about his involvement with the

5  Gert Gréning, ‘Ideological Aspects of Nature Garden Concepts in Late Twentieth-Century Germany®,
in: Nature and Ideology: Natural Garden Design in the Twentieth Century, ed. by J. Wolschke-
Bulmahn, series Dumbarton Oaks Colloquium on the History of Landscape Architecture, 18
(Washington, D.C.: Dumbarton Oaks Research Library and Collection, 1997), pp. 221-48 (225-8). As
pointed out by Gréning and Wolschke-Bulmahn, Hennebo’s works about the Berlin Gardens
Administration until 1945 (1979) and the development of the professional associations (1973)
present exceptions, breaking the persistent taboo of conducting research about the time of Weimar
Republic and Third Reich, see: Liebe zur Landschaft, Teil 1, Natur in Bewegung: zur Bedeutung
natur- und freiraumorientierter Bewegung in-der ersten Hilfte des 20. Jahrhunderts fir die
Entwicklung der Freiraumplanung, series Arbeiten zur sozialwissenschaftlich orientierten

Freiraumplanung (Miinster: Lit, 1995), p. 3.

6 Ibid. For a brief overview in English on the topic of landscape architecture during the Nazi regime,
see: Gert Groning, ‘Teutonic Myth, Rubble, and Recovery: Landscape Architecture in Germany’, in
The Architecture of Landscape, 1940~1960, ed. by Marc Treib (Philadelphia: University of
Pennsylvania Press, 2000), pp. 120-53 (120-3). Contrary to this general perception of a delay,
Wimmer (2004) has shown that the 20th century is in fact very well represented in research
publications. See: Clemens Alexander Wimmer, ‘Trends in the Choice of Topics in the Field of
Garden History and Garden Conservation since 1987, in Historic gardens today, ed. by Michael
Rohde (Edition Leipzig: Leipzig, 2004), pp. 30-7. However, there are very few published
monographs about the German generation born around 1900, while internationally the number of

book publications about Modernists has increased rapidly since about 1990,
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regime, in particular with the Organisation Todt (OT), the civil and military
engineering group that represented one of the power centres of the Nazi state, the
feeling grew that there was more to discover.” This did not so much affect his
ideological standing, which had been convincingly analysed and generally found to
be firmly non-Nazi. Instead,.a clarification of Mattern’s actual relationship with the
regime was sought in functional terms. |
Another research question regards the generally vague idea about the naturé of |
garden Modernism, which is believed to be a mere ‘side-track’ of 20th-century |
landscape architecture.® It has even been stated that ‘[i]t is commonly held that there
was no modernist movement in German landscape architecture’.” How did
rationalism, functionalism and the artistic avant-garde find expression in domestic
and public garden design? Although a series of examples has been presented in
garden history, today the search for a modern garden style in the sense of a ‘new
building style’, as proclaimed for example in 1927 by Walter Curt Behrendt, seems
anachronistic.'® Some truly avant-gardist projects that have been discussed in the last

years, but these were often non-built conceptual studies." Also with regard to

7 The first paper clearly addressing Mattern’s willingness to cooperate with the OT was: Charlotte
Reitsam, ‘Der Landschaftsanwalt Hermann Mattern: Aufgaben und Konflikte’, Stadt+Griin, 03

(2003), 20-4.

8 . Ursula Poblotzki, ‘Die zaghafie Moderne / The faltering progress of modernism’, in Texte zur
Landschaft: Essays tiber Entwurf, Stil, Zeit und Raum / About Landscape: Essays on design, style,
time and space, ed. by Topos European Landscape Magazine (Basel et. al: Birkh4user 2003), pp. 17-

29 (17).
9  U. Poblotzki, ‘Die zaghafte Moderne’, in Texte zur Landschaft, ed. by Topos (2003), pp. 17-29 (17).

10  Walter Curt Behrendt, Der Sieg des neuen Baustils (Stuttgart: Fritz Wedekind & Co., 1927). For an
overview of geometrical modernist domestic gardens, many of them by Austrian designers and all
from around 1930, see: Barbara Bacher, ‘Auf der Suche nach dem neuen Garten: Gartengestaltung

zwischen 1919 und 1933/38 in Deutschland und Osterreich’, Gartenkunst, 7, 2 (1995), 282-90.

11 Joachim Wolschke-Bulmahn, ‘The Avantgarde and Garden Architecture in Germany. On a forgotten
phenomenon of the Weimar Periode’, in: Gartenarchitektur und Moderne in Deutschland im friihen
20. Jahrhundert - Drel Beitrdge, ed. by. CGL (Zentrum fiir Gartenkunst und Landschaftsarchitektur .
der Universitit Hannover) (Hannover: CGL ~ University of Hanover, 2006) 9-26, slightly revised
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rationalism, apart from the settlers’ projects with their self-sufficiency gardens of the
immediate post-WWI time — the now well-researched work of Leberecht Migge in
particular —, few examples have been found.'? In the context of these questions, the
Bornimers with their perceived romanticism are observed sceptically, sometimes
referred to as middle-of-the-road Modernists.”* One aim of this thesis therefore is a
clarification of the question about Modernism in garden art, asked in a fundamental
way. Connected to this is the question about the progressiveness of Mattern’s work
and thinking. Form, that is design vocabulary, and idea are mutually dependent. The
significance of a designer can only be evaluated appropriately when considering an
artefact as the formal expression of an idea. With this qualification, a formal analysis
of a work for biographical research is meaningful.

Another desiderate has been identified in the field of the history of the
profession, notably its education. While the chronology is fairly clear, and the
beginnings of the university curriculum for landscape architects in 1929 at the
Agricultural College Berlin, as well as the foundation dates of other colleges after
the war, can be found in liferature, the teaching content has not yet been investigated.
As a teacher at two of the few postwar university-level courses for landscape
architecture, Mattern had a very prominent role in this field. On top of this, he was
also responsible for the establishment of the only course of study ever to be taught at
a German art college, namely at Kassel, immediately after the war. This fact gains a

particular significance through Mattern’s introduction of the teaching concepts of the

version of an article first published in: Centropa, 04, 02 (2004), 100-9.

12 David H. Haney, When Modern was Green: Life and Work of Landscape Architect Leberecht Migge
(London and New York: Routledge, 2010).

13 See for example the following popular monograph: Giinther Mader, Gartenkunst des 20.
Jahrhunderts: Garten- und Landschafisarchitektur in Deutschland (Suttgart: DVA, 1999), 102-5.
(see chapter heading on p. 100).
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Weimar Bauhaus into the sphere of landscape architecture, which has never been
clearly illuminated.'
The central research questions can be summarised as follows (in no particular

order):

a. How can Mattern’s relation to the National-Socialist state be defined and ’how
did his career develop until 1945?

b. What were the important artistic influences on Mattern’s work?

c. How can Mattern’s designs be evaluated in view of innovation and a
contribution to the modern tradition of landscape architecture?

d. With regard t;”his thoughts committed to paper and his teaching philosophy,

what defines Mattern’s contribution to the development of the profession?

A literature overview
Mostly with the help of his second wife Beate zur Nedden, Mattern wrote the
following three monographs: Freiheit in Grenzen (1938), Gdrten und
Gartenlandschafien (1960) and Gras darf nicht mehr wachsen (1964). His edited
book Die Wohnlandschaft (1950) contains an seminal essay by him, and his lecture
Flurlandschaft was published together with Ernst May’s lecture Stadtlandschaft
(1964)."° Besides this he wrote a vast number of more or less significant articles and
book contributions. Prior to 1945 he published predominantly in the journals
Gartenkunst and Die Gartenschonheit, after 1945 in the journals baukunst und

werkform (in the first editions he is listed as advisor to the editor Alfons Leitl),

14 The author has published a short paper about this topic: Lars Hopstock, ‘Vom Bauhaus zum Studium
generale: Der Landschafisarchitekt Hermann Mattern (1902-1971) als Lehrer’, Stadt+Griin, 61, 7

(2012), 22-7.

15 Ernst May and Hermann Mattern, Stadlldndschaﬁ — Flurlandschaft (Wiesbaden:

Arbeitsgemeinschaft zur Verbesserung der Agrarstruktur in Hessen, 1964)
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Garten+Landschaft and‘Pﬂanze und Garten (as its co-publisher, since 1970 Griin).
The reception of Mattern’s work can be reviewed in several articles by other authors,
above all in the same journals. Contemporary secondary literature that influenced
Mattern has been identified through his correspondence, as discussed mainly in
chapter II-d.

The greatest share of modern literature about Mattern can be roughly divided into
three groups. The first ‘group’, more than others concerned with Mattern’s
biograbhy, is formed by the output of Vroni Heinrich. Thanks to her friendship with
Mattern’s widow, Heinrich has not only been handed over many private documents,
parts of which are still in her private archive. For a long time she has also been more
or less alone in propagating new knowledge about Mattern. In her writing, Heinrich
relies heavily on Mattern’s widow Beate zur Nedden’s accounts.'® While a
surprisingly large part of this information has now been verified through archival
material, the present text takes a different path regarding the evaluation of such
personally shared ‘facts’. Heinrich’s first-hand informations also brought the
disadvantage that, for muéh of her writing, she quotes no source. An asset of her
writing is her dealing with zur Nedden’s achievements which would otherwise be
concealed. Additionally, a deep understanding of Mattern’s design intentions can be -
felt in her writing. However, in her perspective as a post-war witness and admirer of
her former teacher, a subtle apologetic bias is perceptible and critical questions are
not asked. Mattern’s membership in the National Socialist German Worker’s Party

(NSDAP), amongst other things, is not mentioned in any of her publications.!” While

16  Cf: Vroni Heinrich, Hermann Mattern: Gérten — Landschaften — Bauten — Lehre. Leben und Werk
(Berlin: Verlag der Technischen Universitit Berlin, 2013, 2nd rev. edn), p. 10-1. Zur Nedden,
Beate’s maiden name, will be used to refer to her, as she changed names in the course of times,
occasionally using her maiden name in combination with her husbands’ names Mattern or Maltusch

(from her second marriage after Mattern’s death).

17 - NSDAP file (index MFOK O 0044), file card Hermann Mattern, membership no. 7409839, applied
for membership 02/12/1939, granted 01/01/1940, Barch, '
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her personal perspective may be understandable, it is nonetheless a disadvantage for
the academic engagement with the phenomenon ‘Mattern’. Heinrich’s long-awaited
monograph on Mattern has been published in December 2012 (revised edition
2013)." Her writings include an entry in the Chicago Botanic Garden’s Encyclopedia
of Gardens, which was to date the only general introduction to Mattern in English.'®
The second group of writings,v relating indirectly to Mattern, takes a look at His
generation, and has to be seen in connection with the work of Gert Gréning and his
students, first of all Joachim Wolschke-Bulmahn.?® These scholars have originally
defined themselves with a ‘social science-oriented approach to open space planning’
(‘sozialwissenschaftliche Freiraumplanung;), which has to be seen in the context of

rom

Groning’s academic initiation during the late 1970s, when sociology was a new and

18 V. Heinrich, Hermann Mattern (2013). It was published during the final reviewing stage of this
paper. As it will be referred to extensively, it will hereafter be only be referred to in abbreviated
form. Heinrich’s contributions in German include: Vroni Heinrich ‘Uber Gartenidylle und
Gartenarchitektur im Dritten Reich’, in Faschistische Architekturen, Planen und Bauen in Europa
1930-1945, ed. by Hartmut Frank (Hamburg: Christians, 1985), pp. 271-81; Vroni Heinrich,
‘Hermann Mattern: Leben und Werk’, in Kontinuitdt oder Briiche? Werkstattberichte zur
Landespfilege, ed. by ChristophValentien, series Schrifienreihe des Lehrstuhls fur
Landschaftsarchitektur & Entwerfen der Technischen Universitat Milnchen, 2 (Freising: Technische
Universitit Milnchen, 1996), p. 61-85; Vroni Heinrich, ‘Die Idee der Stadtlandschaft bei Hermann
Mattern’, in Stadtlandschaft: Tagungsbericht vom 22. bis 24. April 1999, ed. by Institut fiir
Grilnplanung und Gartenarchitektur (Hannover: Universitit Hannover, 1999) pp. 37-54.

19 The Encyclopedia of Gardens: History and Design, ed. by Candice A. Shoemaker (London;
Routledge, 2001), pp. 859-62. There is also an entry in The Oxford Companion to the Garden, ed. by
Patrick Taylor (Oxford: Oxford University Press, 2009), pp. 301-2. In order to get a better idea of
the context of Mattern’s work, the reader without knowledge of the German language is also advised
to take a look at the entries for Karl Foerster and Herta Hammerbacher in The Oxford Companion to
the Garden (pp. 165 and 208, both written by Sonja Diimpelmann) and for Herta Hammerbacher in

 The Encyclopedia of Gardens (pp. 559-62, written by Joachim Wolschke-Bulmahn),

20 Another re;)resentative of Grdning’s “school” is Uwe Schneider, author of the seminal study on
Muthesius’ influence on the garden reform around 1900: Uwe Schneider, Hermann Muthesius und
die Reformdiskussion in der Gartenarchitektur des frithen 20. Jahrhunderts (Worms: Werner, 2000);
*: Uwe Schneider, ‘Hermann Muthesius and the Introduction of the English Arts & Crafts Garden to
Germany', Garden History, 28, 01 (Summer, 2000), 57-72. '
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upcoming discipline, upon which many hopes were set.?’ When Gréning was a
student at Hanover, a re-discovery of the recently deceased founder of the school
Friedrich Heinrich Wiepking’s past as a Nazi demagogue by a new, critical
generation of students shocked the professional world. Grpning was a pioneer in
discussing retrogressiﬂ}e ideological tradition lines in connection with the racist
notion of a special nature relationship of the Nordic pebples. He and Wolschke-
Bulméhn drew attention to edited-out anti-democratic historical traditions of
fashionable, allegedly new concepts such as the ‘Naturgarten’ of the -1980s and to the
profession’s interconnection with the NS system of power. At times, their perspective
appears to be influenced by historiograph\ical materialism, with a focus on social |
context. Their work has become widely known through publications in English and
other languages.” With their concentration on morally weak spots in the curriculums
of celebrated (both male and female) father figures of German landscape
architecture, their work and that of their disciples has occasionally caused irritation

and it has also been criticised for a selective view.2® However, both Groning’s and

21 He exposed this background in an insightful essay: Gert Goring, ‘Anmerkungen zum Versuch,
Sozialwissenschaften in die Ausbildung von Landschaftsarchitekten zu integrieren’, in Soziologie in
der Stadt- und Freiraumplanung: Analysen, Bedeutung und Perspektiven, ed. by Annette Harth and
Gitta Scheller (Wiesbaden: Verlag fiir Sozialwissenschaften, 2010), pp. 123-37.

22 Cf. the pubhcatlon list of Gr&mng s at: hﬁp.[Lwlw.udk_

(accessed 09/09/92014).

23 Some have been complaining about their detective’s keenness to find signs for anti-Semitism
amongst the garden designers and artists around Karl Foerster, who are generally presented as
Humanists. In a different context the environmental historian Frank Uek®&tter forcefully claimed a
selective view of Gréning and Wolschke-Bulmahn, see: Frank Uekotter, Umweltgeschichte im 19.
und 20. Jahrhundert (= Encyclopidie deutscher Geschichte, vol. 81) (Milnchen: Oldenbourg, 2007),
p. 70; F. Uekdtter, The Green and the Brown: a History of Conservation in Nazi Germany
(Cambridge: Cambrldge Umversnty Press, 2006), pp. 211-2. A research collaborator of Gréning’s, on

the other hand, has shown considerable combativeness when accusing other scholars (such as


http://www.udk-berlin.de/sites/igtg/content/mitglieder/prof_dr_gert
http://www.udk-berlin.de/sites/igtg/content/mitglieder/prof_dr_gert
http://www.ila.uni-hannover.de/wolschke-bulmahn.html
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Wolschke-Bulmahn’s writings have considerably widened the perspective of garden

history research in Germany and drawn attention to a wealth of historical sources.

Thus they have actively catered to a higher public awareness of aspects of garden

culture. While this has also contributed to the scope of the present text, in the light of

Mattern’s role for the profession, they have conspicuously underrepresented him in

their writing.?* The reason may lie in difficulties pinning down Mattern with the

authors’ categories of progressive vs. conservative, as well as in their general
g

suspicion towards a search for landscape-relatedness. Wolschke-Bulmahn in

particular has repeatedly critically referred to modern man’s longing for the

traditional image of a harmonic landscape.?

24

25

Charlotte Reitsam, Stefan Kérner and generally the ‘Eisel-Trepl-School’, referred to below) of
downplaying the responsibility of actors in the Nazi state, see: Uwe Schneider, review of Charlotte
Reitsam, Das Konzept der ‘bodenstindigen Gartenkunst’ Alwin Seiferts: Fachliche Hintergriinde
und Rezeption bis in die Nachkriegszeit (Frankfurt am Main et. al.: Peter Lang Verlag, 2001),
Gartenkunst, 1 (2002) and Reitsam’s answer to this in Gartenkunst, 2 (2002). For another insight into
these conflicts from Wolschke-Bulmahn's position, see: Joachim Wolschke-Bulmahn, ‘Naturschutz
und Nationalsozialismus: Darstellungen im Spannungsfeld von Verdringung, Verharmlosung und
Interpretation’, in Erfolgsgeschichte Bundesrepublik?: die Nachkriegsgesellschaft im langen Schatten
des Nationalsozialismus, ed. by Stephan Alexander Glienke (Géttingen: Wallstein, 2008), pp. 53-84.

The author feels his perspective is located somewhere between the two positions.

This becomes particularly obvious in the following contribution, in which Mattern is hardly
mentioned, and two photos of his seminal Killesberg park design of 1939 are the only illustrations in
the chapter which are lacking attribution: G. Groning, ‘Teutonic Myth, Rubble and Recovery’, in The
Architecture of Landscape 1940-1960, ed. by M. Treib (2002), pp. 120-153. At the same time the
role (and progressivism) of Georg Béla Pniower appears to be over-emphasised. It has to be noted
though that Groning himself emphasises the character of his contribution as ‘fairly selective’ (p. 145),

pointing at the desiderate for comprehensive research on the historical phase it addresses.

Joachim Wolschke-Bulmahn, Auf der Suche nach Arkadien: zu Landschafisidealen und den Formen
der Naturaneignung in der Jugendbewegung und ihrer Bedeutung fiir die Landespflege, series
Arbeiten zur sozialwissenschaftlich orientierten Freiraumplanung, 11 (Minchen: Minerva, 1990);
Joachim Wolschke-Bulmahn, ‘Die Landschafisideale der biirgerlichen Jugendbewegung und ihre
Bedeutung flir Landschaftspflege und Naturschutz’, Wegmarken, Beitrige zur Geschichte des
Naturschutzes, ed. by Stiftung Naturschutzgeschichte, series Verdffentlichungen der Stiftung
Naturschutzgeschichte, 1 (Essen: Klartext Verlag, 2000), pp. 18-40; Joachim Wolschke-Bulmahn,
‘Zu einigen Vorstellungen {lber Heimat in der biirgerlichen Heimatbewegung und der Landespflege’,
in Der Heimatbegriff in der nachhaltigen Entwicklung, ed. by Institut fiir Landespflege und
Naturschutz der Universitit Hannover (Weikersheim: Markgraf, 2005), pp. 39-55.
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Another circle in whyich important research has been completed, is associated
with Ulrich Eisel (formerly Technische Universitit Berlin) and Ludwig Trepl
(Technische Universitiat Miinchen). These scholars stand for a — in a historiographical
sense — functionalist and discourse-analytical approach and were rather influential as
teachers, research supervisors and editors. In Germany they are sometimes referred
to as of the ‘Eisel-Trepl-School’.?¢ A typical proponent‘is Stefan Kérner (University
of Kassel), Whose doctoral dissertation as well as his habilitation thesis engaged
intensely with Mattern. K&rner has produced the most complex (and complicated)
analysis of Mattern’s thinking with regard to history of ideas; he prepared a more
accessible summary of his findings for Stédt+Grﬁn (03/2003).7” With his elucidating
interpretations of Mattern’s vocabulary, K&rner’s writings were an important source
for the present text.?® Another publication with a similar approach was produced
some years earlier by Dorothea Hokema in form of her comparative Diplom thesis
(roughly equivalent of an English MA thesis) on Mattern, Paul Schultze-Naumburg
and Willy Lange.? The publications associated with the ‘Eisel-Trep!-School’ are
focussed on the history of ‘ideas rather than on contemporary history. They are not
dealing with questions of space and only to a limited extent with garden design

proper or form-historical traditions.

26 About the ‘Eisel-Trepl-School’ see: Ulrich Eisel, Abenteuer, Briiche, Sicherheiten und
Erschiitterungen in der Landschaftsarchitektur? Uber den Unterschied zwischen Theorie und
Fachpolitik - sowie einige Auskiinfte tiber eine Schule (Kassel: Kassel University Press, 2011);
Martin Prominski, ‘Landschaft ~ warum weiter denken? Eine Antwort auf Stefan Korners Kritik am
Begriff, Landschaft Drei**, Stadt+Griin, 12 (2006), 34-9,

27 Stefan K8mer, ‘Die Landschafisarchitektur Hermann Matterns: Zwischen konservativer

Zivilisationskritik und progressiver Gestaltung’, Stadt+Griin, 3 (2002), 25-9.

28 8. Komer, Theorie und Methodologie (2001); Stefan K&mner, ‘Landschaftsentwicklung als kulturetle
Aufgabe: Zur Rehabilitation und Neubegriindung der Landschaftsgestaltung’ (unpublished
habilitation thesis, University of Technology Berlin, 2010).

29 D. Hokema, Okologische Bewuptheit und kiinstlerische Gestaltung, ed. by U. Eisel and L. Trepl
(1996). Another author influenced by Eisel and Trepel’s teaching is Anette Voigt,
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Apart from the three mentioned types of literature, several monographs about
other 20"-century garden designers also include a few lines about Mattern, usually
in the context of his working relationship with Karl Foerster’s nursery firm.
Particularly relevant information is contained in a doctoral dissertation on the
landscape architect Herta Hammerbacher, who was married to Mattern between
1928 and 1935. Also the published theses on Mattern’s colleagues Walter Funke,
Hermann Gdritz, and Alwin Seifert offer some insights, although mainly restricted
to the Nazi years.’® Several theses have been dedicated to landscape aspects of the
autobahn projects of the 1930s, in which Mattern appears as one of the so-called
landscape advocates (Landschaftsanwilte), hired for developing planting schemes

for the roadway banks and adjacent strips of land to aesthetically bed the autobahn

into the landscape.? Last but not least, Duthweiler’s comprehensive study on trends

30 Jeong-Hi Go, Herta Hammerbacher (1900~-1985): Virtuosin: der Neuen Landschaftlichkeit — Der
Garten als Paradigma, (Berlin: Technische Universit4t Berlin, 2003), pp. 22-33. Susanne Kam,
Freifldchen- und Landschafisplanung in der DDR am Beispiel von Werken des
Landschafisarchitekten Walter Funcke (1907-1987) (LIT Verlag: Milnster, 2004), pp. 26-9; 59-60;
Olaf Hiller, Hermann Géritz: Eine biographische Studie als Beitrag zur Fachgeschichte der Garten-
und Landschafisarchitektur im 20. Jahrhundert, ed. by Johannes Kiichler/Technische Universitit
Berlin, series Materialien zur Geschichte der Garienkunst, vol. 1 (Berlin: Technische Universitéit

Berlin, 1997), pp. 40-3; 49-50; 59-60.

31 The seminal study is: Thomas Zeller, Driving Germany: The Landscape of the German Autobahn,
19301970, Transl, Thomas Dunlap, series Berghahn monographs Studies in German History, §
(New York/Oxford: Berghahn, 2006), p. 86 (first published as Strafle, Bahn, Panorama.
Verkehrswege und Landschafisverdnderung in Deutschland 1930 bis 1990 (Frankfurt/Main et. al.:
Campus, 2002)). See also: Charlotte Reitsam, Reichsautobahn-Landschafien im Spannungsfeld von
Natur und Technik: Transantlantische und interdisziplindre Verflechtungen (Saarbriicken: VDM,
2009); Ingrid Strohkark, ‘Die Wahrnehmung von Landschaft und der Bau von Autobahnen in
Deutschland, Frankreich und Italien vor 1933* (unpublished doct. thesis, College of Architecture,
Media and Design, Hochschule der Kiinste Berlin, 2001); Axel Zutz, ‘Wege griiner Moderne: Praxis
und Erfahrung der Landschaftsanwilte des NS-Staates zwischen 1930 und 1960°, in Vom Dritten
Reich zur Bundesrepublik: Beitrdge einer Tagung zur Geschichte von Raumforschung und
Raumplanung, ed. by Heinrich M#ding and Wendelin Strubelt, series Arbeitsmaterial der Akademie
fur Raumforschung und Landesplanung (AKL), 346 (Hannover: AKL, 2009) pp. 107-48. Cf.
explicitly on Mattern; Charlotte Reitsam, ‘Der Landschaftsanwalt Hermann Mattern; Aufgaben und
Konflikte', Stadt+Griin, 03 (2002), 20-4.
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of plant use in Germany between 1900 and 1945 has revealed some important
characteristics of the Mattern’s firm’s planting style, although it scems impossible
to assess how much of this is personally due to Mattern.?? The above-mentioned
March 2003 edition of Stadt+Griin should also be referred to, dedicated to the
100th anniversaries of Mattern and his contemporary Reinhold Lingner, as it
contains some well-researched short articles on Mattefn, including a comparativ¢
overview of the two personalities’ careers.®

Shortly befofe the deadline for the present text the author obtained an
unpublished Diplom thesis that deals with the collaboration between Mattern and
Scharoun and the development’of Matterﬁ’s design language.*® While not being
comparable in academic rigour to other mentioned research theses, it is impressively
detailed. Herein it is concluded that, despite a certain personal style, Mattern had not
made a truly original contribution to modern garden design, as slightly older
colleagues like Wilhelm Hiibotter or Otto Valentien had defined the standard years
before. The blind spot of this reasoning will be commented on indirectly by trying to

elaborate on the specifics of Mattern’s approach.

32 Swantje Duthweiler, Neue Pflanzen fiir neue Gdrten: Entwicklung des Farbsortiments von Stauden
und Blumenzwiebeln und ihre Verwendung in Gartenanlagen zwischen 1900 und 1945 in
Deutschland, series Griine Reihe (Quellen und Forschungen zur Gartenkunst), 31 (Worms:
Wernersche Verlagsanstalt, 2011). Wimmer’s similar monograph was published shortly before the
final submission of this text, and could only be taken into account marginally: Clemens Alexander
Wimmer, Lustwald, Beet und Rosenhiigel: Geschichte der Pflanzenverwendung in der Gartenkunst
(Weimar: Verlag und Datenbank fiir Geisteswissenschaften, 2014).

33 S. Komer, ‘Die Landschaftsarchitektur Hermann Matterns’, Stadt+Griin, 3 (2002), 25-9; Ch.
Reitsam, ‘Der Landschaftsanwalt Hermann Mattern’, Stadt+Griin, 3 (2002), 20-4; Axel Zutz,
*Griine Moderne passé?: Zum 100. Geburtsjahr von Reinhold Lingner (1902-1968) und Hermann
Mattern (1902-1971)°, Stadt+Griin, 3 (2002), 10-9.

34 Olaf Rehm, ‘Die Zusammenarbeit von Hermann Mattern und Hans Scharoun:
Projekte/Ideen/Einfliisse: Die gemeinsamen Projekte der 30er Jahre unter besonderer
Bericksichtigung der gestalterischen Entwicklung Matterns’ (unpublished Diplomarbeit thesis,
Technische Universitit Berlin, 1996).
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Generally in view of the relationship between landscape architecture and
architectural history it can be observed that the landscape profession’s contribution is
not always appropriately valued. Many monographs about architects who
collaborated with Mattern do not mention him appropriately, occasionally he is
referred to as ‘architect’. A noteworthy exéeption have been the writings about Hans
Scharoun (1893-1972) by Peter Blundell-Jones, who even suggested a fundamental
influence Mattern may have had on the development of the architect’s organic
architecture, in particular in view of the consideration of a site’s givens.3’ Other
authors have dismissed Mattern’s role too easily.

Two publications must be noted because of the insights the author owes to them:
first of all, }Ieinrich.’.s biography has provided rich material, as well as a catalogue
raisonné, which helped evaluate the author’s own findings. In this regard, the above-
mentioned weak points of Heinrich’s perspective are somewhat relativised by the
sheer amount of obscure primary sources such as unpublished lecture manuscripts
from her possession, provided in excerpts in her book. It was published during the
final phase of writing the present thesis, for which reason only a small part of its
content could be considered. The second publication to be gratefully referred to is the

doctoral dissertation thesis by Jeong-Hi Go on Herta Hammerbacher, published in

35 Peter Blundell-Jones, Hans Scharoun (London: Phaidon, 1995), pp. 82, 84; Jan Woudstra and Peter
Blundell Jones, ‘Some Modernist Houses and their Gardens, part 2: The House of The North and the .
Pleasure Pavilion [Pavillon der Gartenfreude], Mattern House 19324 by Hans Scharoun, with
garden by Hermann Mattern and Herta Hammerbacher®, Gartenkunst, 14, 1 (2002), 1-12 (1).

36 Anexample is a recently completed doctoral dissertation thesis on Fehling and Gogel, the architects
of the seminal Studentendorf (*Students’ Village’) at Berlin-Schlachtensee, completed in 1959. The
author concludes that Mattern was probably not responsible for the characteristic diagonal network
of paths, as he was commissioned in 1959, while the crucial changes must have been drawn between
April and December 1958. However, drawings at the Mattern estate with a diagonal path system date
from 01/10/1958. The author emphasises the role of Frank Lloyd Wright as influence on the design
as on the architects’ prior work, while forgetting to consider that Mattern, too, may have been
influenced by Wright. Gunnar Klack, ‘Gebaute Landschaften. Fehling+Gogel und die organische
Architektur: Landschaft und Bewcgung als Natur-Narrative’ (unpublished doct. thesis, Technische
Universitit Berlin, 2014), pp. 93, 397-8.
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2001. It drew the author’s attention to some sources essential for understanding the

Bornim School and helped contrast Mattern’s standing with that of his first wife.

Methodology
This research project applied chiefly qualitative methods, predominantly by means of
text analysis. The original intention had been to providé illumination on Hermann
Mattern’s design philosophy by an analysis conducted on three parallel levels: oral
hi‘story, his writings, and his work (both on paper and surviving realised projects). Of
all literature available the most important was expected to be published texts written
by Mattern himself. Another important soﬁrce was expected to be found in historical
photographs. It soon became obvious that the archival material presented a much
richer source than initially expected. Even at a very late stage crucial new material
was found. In particular this concerned correspondence from the times of the ‘Third
Reich’, disclosing debates behind the scenes that explained aspects of the
profession’s history as yet not so clearly understood. Literature, too, held more
references than known, and through the continually advancing digitisation of printed
books, internet searches at later stages of the research project produced references
previously not found. As a result the focus shifted correspondingly, in a number of
different ways. This not only affected the intended structure of the thesis but also the
methodology presented in early proposals. The case studies, which were thvought to
take up around half of the final text, step'ped into the background. Similarly, the
findings from oral history lost relevance, as they paled in contrast to the significance
of the archival material.

Over the years, former Mattern students have occasionally presented their own
memory of Mattern to an audience, and more were interviewed with a standardisedv
oral history methodology. This way, previously unrecorded information has been
attained, and the author is very grateful for the trust granted by those who shared

their memories. Oral history, as valuable a material as it is for complementing a
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document-based historical inquiry, has its known limits. In the current case the main
disadvantage of this material is that it is based on experience exclusively from
postwar times. However, it certainly complemented the author’s image of Mattern’s
character, in particular regarding his role as a teacher.

The main thesis now consists in great parts as an analysis of textual material,
both from archive documents as well as from literature. Another change in foéﬁs was
due to the time of origin of this unexpected material, which stemmed mostly from the
‘Third Reich’. Correspondingly, a temporal focus emerged with spotlights on the
Nazi years, which weakened the attention on the postwar period. The judgement of
inspiration from the youth as formavtive for Mattern’s development added a second
emphasis on the ﬁr;t half of Mattern’s life. The material analysed has brought to
light a wealth of detail for certain occurrences and periods that should encourage

future researchers to look further into other specific aspects, and in more detail.

Sources and aspects of source criticism
Almost all of Mattern’s known articles can be found in the University Libraries and
The German Horticultural Library in Berlin. Additionally, all Mattern’s books could
be purchased second-hand. The great advantage that this project had in comparison to
earlier ones lies in the timing, as in recent years the striking digitalisation of our
| world has made accessible material otherwise difficult to find. During the process of
writing the thesis for example, all drawings and photographs in the Museum of
Architecture of the Technische Universitit Beriin, a department of the university
library, have been digitised and became available online.

Mattern’s estate is distributed in different locations. Firstly, there is his work —
drawings as well as photographs of projects —, which is kept at the mentioned
Museum of Architecture at Berlin, fittingly located in a Scharoun-designed university

building at Ernst-Reuter-Platz. There are over 650 projects listed for Mattern,
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comprising well over 6,500 single documents.*” In comparison, the estate of
Mattern’s colleague Walter Rossow at the Akademie der Kiinste, which has been
called extensive, consists of 2,500 plan drawings. Secondly, the property of his
university chair went into the possession of the University Archive, also a department
of the library of the Technische Universtit Berlin, but kept in a different building.
This part of the estate was organised for the first time during the research project, so
references mostly refer to documents without inventory numbers (e.g. ‘folder 1°). A
part of his private and professional legacy his widow handed over to Vroni Heinrich
some three or four decades ago.*® Naturally, Heinrich personally selected the excerpts
published in her book. In the interest of fﬁrther research, access to her property
would be welcomed; this would allow for different perspectives on the rich material.
Finally, Mattern’s daughter also kept parts of his property when she took over his
Bavarian house, where for example his private book collection remains unchanged.*
The estate of Hans Scharoun unexpectedly contained little correspondence; Mattern
and Scharoun must have communicated either more directly, or the letters are lost.
The main body of soufces for the time of Mattern’s youth and the start of his
professional life during the Weimar Republic were found in the estate of Herta
Hammerbacher. This main body of sources is represented by a shoebox filled with
hundreds of letters written between October 1926 and July 1927, and their discovery
represented the find of a biographic historian’s holy grail.*® Mattern wrote these

letters during his first employment, at the municipal parks and gardens department of

37 Alltogether the Museum of Architecture keeps well over 6500 files tagged with ‘Hermann Mattern’.

38 Heinrich refers to her collection as Archiv Vroni Heinrich. V. Heinrich, Hermann Matiern (2013), p.
471,

39 Merete unexpectedly passed away in 2007, aged 77 [?], shortly before a planned meeting with the

author,

40 The letters were handed to the archive by Heinrich, who seems to keep more material privately:
While the correspondenée in the archive material breaks off 28/07/1927, Heinrich quotes from

letters that represent the direct continuation, see: V. Heinrich, Hermann Mattern (2013), pp. 21-2.
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the city of Magdeburg. At this time he and Hammerbacher were a couple writing on a
daily basis, occasionally even two letters in a single day. As they are written in
confidence and love, these documents represent an inestimable source for insight
deep into the mind of the young Mattern prior to entering the Foerster business. Their
transcription took far longer than any other research work.*! The sources used for the
chapters dealing with the ‘Third Reich’ emerged in the main from three different
locations. The first and main part originates in the estate of the architect and garden
designer Alwin Seifert (1890-1972) at the Technische Universitit Miinchen. Seifert,
after Mattern’s entry into the circle of landscape advocates, could be called Mattern’s
mentor. As shown in chapters II-g to II-i, Mattern owed his stabilising repute of
irreproachability ttheifert’s feisty interventions for his benefit. The private
‘communication between Seifert and Mattern, as well as the circulars of the
Landscape Advocates, provided details about his occupation during these years.*?
Secondly, there are momentous new details referred to that arise from letters which
have only been made accessible recently, in the form of excerpts that Heinrich, who
kept the documents privately, quoted in her monograph. Thirdly, crucial insights have
been gained from looking at correspondence kept in the estate of landscape architect
Heinrich Friedrich Wiepking in the Lower-Saxon State Archive at Osnabriick. Limits
were set by the deadline of the doctoral dissertation and by the financial resources of
the doctoral student.

With the intention to get first-hand impressions and to document surviving
projects, a series of field trips have been made. Apart from sites at Berlin and
Potsdam, travels included sites in Cologne, Etampes (France), Graimharting (the

family property), Helmstedt, Hofgeismar and surroundings, Kassel, Magdeburg, Paris

41 Heinrich in her recently published monograph quotes from these letters extensively.

42 A part of these sources has already been quoted in the mentioned paper by Reitsam: Ch. Reitsam,
‘Der Landschafisanwalt Hermann Mattern®’, Stadt+Griin, 03 (2003), 20—4. Heinrich’s mentioned

monograph also partly refers to the same documents.
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and Stuttgart. Material was not always found, and often, projects had not survived.*
Apart from local archives at Berlin, further archives at Freising, Munich, Osnabriick,
Stuttgart, Wiesbaden and Magdeburg have been visited.

The analysis of archival documents has provided insight in two ways. Firstly,
several claims about the person of Méttem and his merits, which have repeatedly
been publicised without the sﬁpport of evidence, have finally been verified with
written sources. In some cases, a single sentence in a letter was enough to change the
entire image that existed of Mattem.. In other cases however, the reviewing of
sources already analysed by otﬁer authors led to the suggestion of alternative
possible interpretations thaﬁ those presented as unequivocal in the literature.
Criticism could be levelled that a study of Mattern’s works has been neglected in the
interest of a more detailed discussion of political hostilities. However, the analysis of
private correspondence allowed for a better understanding of design choices and the
pressures of the times. The insight gained through this material has been classed as
highly relevant.

Source criticism has to' be kept in mind when conclusions are made purely on the
basis of documents, After the downfall of the Hitler dictatorship, many Germans had
good reasons to clean their attics. After Mattern’s death in 1971, his widow would
not have missed the opportunity to go through her husband’s estate in order to decide
which letters to give to the archive and which to destroy. The same will be true for
the estates of others in which personal correspondence has been viewed. We simply
cannot say how objective even the material kept in the public archives is. Good
reputations want to be kept untarnished and the lack of material has as much
potential to mislead an interpretation as has manipulated material. The latter has to
be coﬁsidered as well, for in times of active censorship even private letters had to be

worded carefully - in particular if surveillance was highly probable, as after a police

43 Projects that have not survived ihclude the Kraiger garden at Helmstedt (1928) and the garden for
the German House in the Cité Universitaire at Paris (1957); '
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investigation like in Mattern’s case. In addition to this, in Mattern we are also
dealing with a person of both considerable pride and considerable wit, so particular
precaution is advised.

With these restrictions in mind, any judgement made below will be
substantiated not merely with an extract from a document securely stored in an
archive, but also with a certain degree of hermeneutical reasoning. In any casé, a
considerable part of such conclusions are suggestions that may or may not be
confounded by future research. In the end, to qﬁote a famous line from
historiography, ‘History is the only science enjoying the ambiguous fortune of

being required to be at the same time an art’.*

Questions of language
One peculiarity of the present text is its dealing with entirely German sources, and
this not merely in a philological sense, but also culturally. Secondly, despite the
strong international exchange in garden design, key terms with a decidedly national
context do exist. It is necessary therefore to present the most important expressions
in German and explain how they have been translated into English — or the reasons
for not doing so. A glossary has been compiled, preceding the bibliography, on pages
451 to 461.

The term Landschaft has been discussed on many occasions, this applies very
much for the academic sphere of the landscape professions in Germany in recent
years. Without going into detail, it shall be mentioned that the author’s own studies
were strongly defined by this discourse and the debate between proponents of a
cultural-historical (landscape as culturally defined and aesthetically experienced), a
sociological-materialist (landscape experience defined by social factors and as

politically employed term) and a scientistic materialist perspective (landscape as

44 This line by Johann Gustav Droysen (A1808-1884) is quoted in: Richard Evans; In Defence of
History (London: Granta Books, 1997), p. 27.
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measurable biologic environment). The term ‘landscape’ is often used in the latter
sense, for example when the morphological definition of a landscape during the Ice-
Age or the geological (both chemical and structural) conditions for its vegetation are
addressed. It must however be stressed that a modern perspective cannot detach
‘landscape’ from its cultural and aesthetic semantic field; in everyday language as
much as in the sphere of landscape architectur¢ the term landschaftlich is strongly
connected with this, as briefly delineated in the glossary on pages 458-9. This
complains why the term landschaftlich is often not translated in the following text.
For the Bornimers, their designs respected as much as the character of the grown
landscape as they expressed m‘an’s inner nature. It was one of the main incentives for
this research project to understand Hammerbacher’s and Mattern’s personal

employment of the term.

Structure of the thesis
The thesis is split into two volumes, the first, text, and a second with illustrations.
All other quotes from Gerfném sources translated by the author are given in footnotes,
unless shorter than a full sentence. The original German text has been kept in the
traditional German spelling (e.g. ‘daf8’ instead of ‘dass’). German language sentences
— Mattern’s in particular - can be extremely long; in the interest of legibility the
longest sentences have been split. If not stated otherwise, means of emphasis in
quotes are not from the author but maintained from the original.

The thesis starts with an introduction into the garden historical context of
Mattern’s and the Bornimers’ way of designing gardens. It opens with the reforms
that were triggered by the fundamental changes in society towards the end of the 19™
century and leads up to the 1930s, until the war.

The text deals with questions of ideology but tries to focus more strongly on
questions of form development, as these are believed to be underrepresented in the

literature. Due to the limited dvailability of literature about garden Modernism, the
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introduction draws in great parts on primary literature, namely Gartenkunst as the
most important organ for practicing landscape architects. Gartenkunst was edited by
the Deutsche Gesellschaft fiir Gartenkunst e.V. (German Society for Garden Art,
DGfG), and unlike today, was thve journal focussed on all matters of the profession,
including garden history, questions of urban planning and contemporary garden
design.*® This part of the thesis comprises a classification of Mattern’s and
Hammerbacher’s early work in form-historical terms. The time frame is chosen to
look at tendencies during the time in which Mattern’s design approach was defined
and to understand the prevailing geometrical approaches. The changes taking place in
1933 and beyond will be briefly delineated, but the Nazi era will then be dealt with
in greater detail in.;he respective chapter of the biography.

The main body of the thesis is represented by the historical-biographical
chapters, structured chronologically. Thematic excursions are incorporated into the -
chronology where they seemed necessary, or when they play a role for discourses
taken up in later chapters. For different chapters different approaches have
consciously been chosen. There is an alternation of explorative chapters (chapter
I11-d), more straight-forward historical descriptions (chapter II-b or II-j) and
detailed studies of occurrences (chapter II-i), as well as hybrids of the above. In the
interest of avoiding over-interpretation, the historiography is complemented by the
occasional use of summarising case-studies that focus on characteristic means of
space making and typical stylistic aspects, including the use of plants. The images

referred to should be understood as a separate important layer of meaning, not

always entirely translated into text.

45 During the 1920s, the title was Gartenkunst, Monatsschrift fiir Gartenkunst und verwandte Gebiete
(*Garden Art, monthly for garden art and related fields'). In the 1930s the name changed to
Gartenkunst, Zeitschrift filr das gesamte Garten- und Siedlungswesen, Landschaftsgestaltung,
Friedhofskultur, Gartentechnik (‘Garden Art, journal for the entire field of settlement, landscape
design, cemetery culture and garden technics’). At the end of the 1930er its subtitle was once more
changed slightly, and it was now officially the ‘journal of the association of garden designers in the

Reich Chamber for Fine Arts’, still edited by the DGG.
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As the recently published Mattern biography is easily available online, it has

further been refrained from collecting another complete list of works.*

46 V. Heinrich, Hermann Mattern (2013), available for download at: hitp://opusd kobv.de/opusd-
tuberlin/frontdoor/index/index/docId/3835 (accessed 09/09/2014) ‘



http://opus4.lcohv.de/opus4-tuberlin/frontdoor/index/index/docId/3835
http://opus4.lcohv.de/opus4-tuberlin/frontdoor/index/index/docId/3835
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I.¢  Tendencies in modern garden art c. 1895-1939: the architectonic and

the landscape mode

If the tendency, to make the garden a naturally seeming landscape scenery, represents an
artistic derailment in itself, the unease grows upon learning about man’s desire to express
with this arranged nature certain ideas and sentiments.*’

(August Grisebach, 1910)

The landscape garden signifies, seen from the perspective of historiography of ideas,

not disintegration and neglect, but a further development, i. e. the turning away from the I
to the cosmos. The clear “ratio” of the symﬁetric gardens, which are strange to our nature,
is here opposed to the ancient “irratio” of the Germanic soul,
the limitedness and the formalism to the idea of infinity.*

(Gerhard Hinz, 1937)

While the time around 1900 is well researched, there is only limited literature
available about garden Modernism in the 1920s. For those years, it is best to look at
primary literature to get a nuanced impression, namely the journal Gartenkunst as the
most important organ for practicing landscape architects. The debates on form lead
therein — in those days still centre stage — help to classify Mattern’s and
Hammerbacher’s early work in form-historical terms. The changing dynamics at the
end of the 1920s did not just spring from what is today generally considered the

Modernist movement and its social agenda; fundamental reforms of garden design

47  August Grisebach, Der Garten: Geschichte seiner kiinstlerischen Gestaltung (Leipzig: Klinkhardt &
Biermann, 1910), p. 106.

48 Gerhard Hinz, Peter Josef Lenné und seine bedeutendsten Schopfungen in Berlin und Potsdam,
series Kunstwissenschaftliche Studien, XXII (Berlin: Deutscher Kunstverlag, 1937), p. 201,
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had already been triggered at the end of the 19™ century.* These defined essential
points valid for the coming decades.

At the tﬁrn of the 19th to the 20th century, within few decades, garden design
underwent radical changes of style accompanied by fundamental discussions about
its social mission. During the Industrial Revolution, the landécape garden, once a
representation of enlightenment, became. almost the opposite: a symbol of weélth and
social hierarchy. The smaller plots available in urbanised areas resulted in a
miniaturisation and stereotyping of the original cbncept.’o The landscape gardeners
with their poor aesthetic education were seen as the guilty ones, but even renowned
landscape architects contributed to the bad design practice.®' Carl Hampel (1848-
1930), Berlin’s mu'r.licipa‘l Chief Gardener and later Garden Director at Leipzig, in

- 1894 produced a garden design book that presented one hundred standard patterns for

small gardens, which was republished as extended edition in 1902 (125 patterns) and

49 Examples for literature dealing in detail with the Gartenreform are: Heinz Wiegand, Entwicklung
des Stadtgriins in Deutschland zwischen 1890 und 1925 am Beispiel der Arbeiten Fritz Enckes
(Hannover and Berlin: Patzer, 1975b); Winfried Richard, Vom Naturideal zum Kulturideal: Ideologie
und Praxis der Gartenkunst im deutschen Kaiserreich, 1st edn (Berlin: Fachbereich
Landschaftsentwicklung der Technischen Universit4t Berlin, 1984); Uwe Schneider, Hermann
Muthesius und die Reformdiskussion in der Gartenarchitektur des frithen 20. Jahrhunderts (Worms:
Wenersche Verlagsanstalt, 2000); U. Schneider, ‘Hermann Muthesius and the introduction of the Arts
& Crafts garden to Germany', Garden History, 28, 1 (2001), 57-72; Musiolek, Alexandra, Bliihende
Gartenrdume: der englische Einfluss auf die Gestaltung und Pflanzenverwendung im deutschen
architektonischen Hausgarten zu Beginn des 20. Jahrhunderts (Berlin: Technische Universitit
Berlin, 2005); David H. Haney, When Modern Was Green: Life and work of landscape architect
Leberecht Migge (London; New York: Routledge, 2010); Haney, David H., ‘Foreword’ to Leberecht
Migge, Garden Culture of the Twentieth Century, ed. and transl. by David H. Haney, series ex
horto Dumbarton Oaks Texts in Garden and Landscape Studies (without no.) (Washington D.C.:
Dumbarton Oaks, 2013; 1st German edn 1913), pp. 1-43 (esp. 1-10).

50 Heinz Wiegand, ‘Die Entwicklung der Gartenkunst und des Stadigrilns in Deutschland zwischen
1890 und 1925 am Beispiel der Arbeiten Fritz Enckes’ (unpublished doctoral thesis, Technische
Universitit Hannover, 1975a), pp. 40-1, 45-7, 50 (the author has used as reference the unpublished

doctoral thesis, for the published version see fn. above).

51 H. Wiegand, ‘Die Entwicklung der Gartenkunst’ (1975a), p. 41, 50.
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1905 (150 patterns), with a 6™ edition produced as late as 1921.%2 Such stencil books
were popular to allow everyone with a little patch of land to install the infamous
Brezelwege — a derogatory term for the omnipresent entwined footpaths in the shape
of a southern German pretzel, The ‘gemischter Stil’ (‘ Mixed Style’) associated with
the Royal Prussian Garden Director-Generals Peter Joseph Lenné (1789-1866) and
his successor Gustav Meyer (1816—1877) — also known aé the ‘Lenné-Meyer-School’ —,
had not only become a formal svtereo.type, but gardens had also become an
anachronism in terms of their social function.® Lawns were still not supposed to be
used, and parks were generally intended for pfomenading and for the visual
enjoyment of the ‘calm’ and ‘harmonic’ sceneries. Attractions were provided for the
distraction and ‘sedation’ of the lower classes, and to foster patriotic sentiments.*
Common equipment included romantic features such as fake ruins, rustic oakwood
cabins, fences and bridges, grottoes, and monuments such as Bismarck towers or
other memorial buildings.* The sceneries were sometimes designed to mimic radically
downscaled existing landscapes. For example, a shrunken version of the outlines of
Lake Lucerne (German: Viérwaldstéitter See) were a stereotypical model for a pond.
Seemingly at random, carpet beds were inserted as decorative elements. The many path
crossings were covered up by clumps of trees. The sample books like Hampel’s

showed endless variations on the same theme, copied over and over again (Fig. 01).

52 Carl Hampel, Hundert kleine Gdrten: Plan, Beschreibung und Bepflanzung, entworfen und
bearbeitet fiir Girtner, Baumeister und Villenbesitzer (Berlin: Parey, 1894); C. Hampel 125 kleine
Gdrten: Plan, Beschreibung und Bepﬂanzﬁng, entworfen und bearbeitet fiir Gartner, Baumeister und
Villenbesitzer (Berlin: Parey, 1902, 2nd expand. edn); C. Hampel 150 kleine Gdrten: Plan,
Beschreibung und Bepflanzung, entworfen und bearbeitet fiir Gdrtner, Baumeister und Villenbesitzer
(Berlin: Parey, 1906, 3rd expand. edn) (6th edn 1921). Cf.: H. Wiegand, ‘Die Entwicklung der
Gartenkunst’ (1975a), p. 50. ‘ ' ' .

53 This topic has been covered extensively, see e.g.: D. H. Haney, When Modern Was Green (2010), pp.
11-85 (= chapter 1, ‘The architectonic garden; 1900-1913"), and references in fn 45.

54 W.Richard, Vom Naturideal zum Kulturideal (1984), pp. 168-9.

55 Ibid.
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During the early 1900s, inspired by different publiéations and an influx of the
ideals of the Arts and Crafts movement, a new type of public open space was sought
after that corresponded with the changing demands of a healthy life as postulated by
the life-reform movement. The Iandschaftlfche design principle started to be rejected
in favour of the clear and monumentalising geometries of th§ arbhitektonische, or the
architectonic principle. In those days battle lines were drawn that remained vé]id
well into the 1920s and beyond. Although a more detailed look will reveal very
different approaches between examples of historicism and those of an:early
Modernism, both of which were combined under this garden-historical label, in the
interest of brevity, ‘Architectonic Garden’ is used heré as an established term.* The
dichotomy of twé.'rr10des, architektonisch and landschafilich, has also dominated
. garden historiography, and contributed to clouding the sight on progressive design
concepts not so easily categorised. For Mattern, the conceptual pair ‘architectonic—
landschafilich’ was less important than the diffcrgptiation between a geometrical —
especially symmetrical — preconceived formal idea that was imposed on a site, versus
an organic idea that responded to the site’s characteristics and spatial configuration.
While the Bornimers were arguably not the only ones claiming such a design aim,
they were the ones realising it more consistently than others.

When the term ‘organic’ is applied to the Bornimers, once more misconceptions
arise. ‘Organic’ is often equated with ‘curvilinear’ and ‘naturalistic’. As the opposite
the ‘architectonic principle’ is identified. Such perspective ignores that an
architectonic (geometrical) design can be conceived in an organic way, the same way
a garden in the landscape mode can be the opposite of organic when it relies on

formal stereotypes without reacting to the characteristics of the site. In this context it

56 Freytag for example names Migge, who is usually counted as a proponent of the architectonic, an
opponent of such, and refers to a ‘turn’ (‘ Wende') towards a more functional and vegetation-oriented

style taking place around 1912 and 1914: Anette Freytag, ‘Der Garten des Palais Stoclet in Britssel. . -
Joseph Hoffmanns “chef d’ceuvre inconnu™, Die Gartenkunst, 20, 1 (2008), 1-46 (41).
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has to be seen that the Bornimers were not blind to the achievements of the earlier
reformists who propagandised the Architectonic Garden. Now it is true, that for the
latter a symmetrical layout was the absolute rule, as monumentality was the artistic
paradigm of the decades around 1900.5 To this, not to geometry per se, the
Bornimers considered their idea of the modern gardeh a cpntraposition. The
disengagement from formalist concepts of space and from symbols of representation
was the chief aim of progreséives, as Mattern and Hammerbacher expressed lucidly

in one of their rare jointly written articles in 1933:

[...] the will to clarity of the lines is always essential, it is not crucial, though, if a garden is
arranged in the so-called architectonic or in the landscape style. Crucial is, if it was

designed or not, if lines, even if curved, were consciously set or not.*®

The assertion of the reformists
With regard to garden design, around 1900 the traditionalists still considered the
ideal of the landscape garden the only acéeptable model for the garden as an art
form. In reference to its origins in England during the first half of the 18" century,
it could still be seen as expression of liberalism and of an emancipation of the
individual. But a critical discussion about the prevailing style had already started

within the professional circles of landscape architects.*® The counter-party

57 - Cf. about this monumentalism in garden art: Maria Aubdck, ‘Zur Gartenarchitektur der Otto Wagner-
Schule und ihrer Zeit’, Gartenkunst, 7, 2 (1995), 291-7; Anette Freytag, ‘Josef Hoffmann’s unknown
masterpiece: The garden of Stoclet House in Brussels (1905-1911)’, in Studies in the History of
Gardens and Designed Landscapes, 30, 4 (2010), 337-72 (353-68).

58 ‘Dabei ist der Wille zur Klarheit in den Linien immer mafigebend, entscheidend ist jedoch nicht, ob
ein Garten in dem sogenannten architektonischen oder landschaftlichen Stil angelegt ist.
Entscheidend ist, ob gestaltet ist oder nicht, ob Linien, und seien sie geschwungen, bewupt gesetzt
sind oder nicht.” Hermann Mattern and Herta Mattem-Hammerbacher, ‘Aus Hausgirten’,
Monatshefte fiir Baukunst und Stidtebau, 17 (1933), 202-9 (204). '

59 U. Schneider, Hermann Muthesius (2000), pp. 232-42. .
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associated the same emancipation and ‘enlightenment’ with the general life reform
and rejected the landscape garden as symbol for an upper-class craving for
representation or as anachronistic romanticism. This impulse came above all from
the Kunstgewerbe (applied arts) movement, which, under reception of the English
Arts and Crafts movement, aimed at an education in matters of deéign in all areas
of the applied arts. This included garden design, which was then still referréd to as
a fine art, Gartenkunst. As one of the most active propagandists in ‘the field of
architecture and design, Hermann Muthesius (1861-1927) :introdu’ced the ideas of
the Arts and Crafts movement into Germany and triggered Widely published first
experiments by architects for thoroughly architectonic gardens. As attaché to the
German embassy.;n London he had been commissioned by the government of the

- Kaiserreich to study England’s successful industrial and social modernisation.®® He
promoted the English reform architecture insistently through his publications — in
particular Das englische Haus (The English Houge, 1904-5) — and through lectures
in his function as a privy councillor at the Prussian ministry of commerce, where he
was in charge of the reform of the colleges for applied arts, and later through the
Deutscher Werkbund.® The ideas of the Arts and Crafts movement also found their
way to Germany through the work of architects and artists influenced by Otto
Wagner and others associated with the Vienna Secession and the Wiener Werkstitte,

founded in 1903.%2 The wish to organically integrate the house with its immediately

60 Muthesius’ influence on the garden reform has been exposed in detail in: Uwe Schneider, Hermann
Muthesius und die Reformdiskussion in der Gartenarchitektur des friihen 20. Jahrhunderts (Worms:

Wenersche Verlagsanstalt, 2000). For an English discussion of these occurrences see: U. Schneider,

*Hermann Muthesius’, Garden History, 28, 1 (2001), 57-72.

61 Apart from Schneider’s publications referred to, cf.: Maiken Umbach, ‘The Deutscher Werkbund and
Modern Vernaculars’, in Vernacular Modernism: Heimat, Globalization, and the Built Environment,
ed. by id. (Stanford Ca.: Stanford University Press, 2005), pp. 114—40 (123-30). Hermann
Muthesius, Das englische Haus: Entwicklung, Bedingungen, Anlage, Aufbau, Einrichtung und
Innenraum, 3 vols (see vol 2 for gardens) (Berlin: Wasmuth, 1904-5),

62 Lux illustrated his book on reform garden art with many Austrian examples from this sphere of
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surrounding outdoor space naturally brought in its wake a new interest in the

historical gardens from times before the triumph of the English landscape style,

ranging from the Renaissance to Biedermeier.® Twenty years earlier, the influential

art historian and educator Alfred Lichtwark (1852-1914) had published an article

‘Moderne Gartenkunst’ (1885) addressing the pércéived reform gridlock in the

field, followed in 1892 by the text ‘Makartbouquet und Blumenstrauf3’ (‘Makart-

Bouquet and Posy’).* Thanks to the clout and the public recognition of these

publications, Lichtwark became a much sought-after advisor on the design of new

gardens.® In his view, the aim to ‘simulate infinity’ was against the essence of art,

L

..] which wants to build space and wants to establish monumentality through

63

64

65

influence: Joseph August Lux, Schéne Gartenkunst, series Fithrer zur Kunst, 8 (Esslingen: Paul Neff,
1908). Wolfgang Sérrensen, one of the few art historians specialised in garden art, bought this book
in 1924 for his library in Berlin (see signed copy in the Gartenbaubiicherei Berlin, signature 2.8.1
8Bf 547). See also the discussion of Joseph Hoffmann’s design concepts with regard to garden
design, and their origins: A. Freytag, ‘Der Garten des Palais Stoclet’, Die Gartenkunst, 20, 1 (2008),
1-46 (21-3; 38-42),

Brent Elliott, Victorian Gardens (London: Batsford, 1986); U. Schneider, Hermann Muthesius
(2000), see in particular chapter 3.2 (‘Erliuternde Hinweise zur viktorianischen Gartenkunst’), pp.
56-82; Johannes Schwarzkopf, Der Wettbewerb in der Gartenarchitektur: Vergleichbarkeit als
Chance (Berlin: Leue Verlag, 2005), pp. 10-9, 113, 119-21.

First published in 1892 for the Hamburger Weihnachtsbuch, then reaching a wider public when
republished as 64-pages booklet in 1894 through Bruckmanns Verlagsanstalt in Munich. A second
edition was published in 1903/05 by Bruno Cassirer in Berlin. See: H. Junge-Gent, Alfred Lichtwark
(2012), pp. 266-73; 659. Virtually all mentioned publications dealing with the topic of garden reform

mention Lichtwark.

Amongst projects built under Lichtwark’s consultancy were gardens for his friend the painter
Leopold Graf von Kalckreuth (Eddelsen, 1906), for the progressive educator Heinrich Wolgast
(Hamburg-Borstel, 1907), for the painter Max Liebermann (Berlin-Wannsee, 1909), for
Liebermann’s neighbours, the chemist and founder of Agfa, Franz Oppenheim and his wife
Margarete (Berlin-Wannsee, 1911), for the jurist Paul Ostermann von Roth (Darmstadt, 1909), as
well as the for the public Rhine Promenade in Bad Godesberg (1909). In1886 Lichtwark had become
the first director of the Kunsthalle Hamburg, For a comprehensive introduction to Lichtwark see
most recently: Henrike Junge-Gent, Alfred Lichtwark: zwischen den Zeiten (Berlin and Milnchen:
Deutscher Kunstverlag, 2012), About gardens see the subchapter ‘Gérten’, pp. 658-65 (esp. 659-60;
662-4). | |
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proportion and rhythm.’® Through various publications, Lichtwark championed

new aesthetics as well as utilitarian considerations:

A landscape park with many paths, inclined lawns and shrubbery is déﬁnitely impractical,
as it only serves one purpose, the strolling, and as it only has one success, which is to herd

the visitors as swiftly as possible into the large beer hall.*’

With the thoughts expressed in ‘Makartboéquet und Blumenstrauf’, Lichtwark
fundamentally influenced Mattern’s first employer Karl Foerster.®® The noteworthy
personal connections that existed betweén the reformist circles and the Bornimers
have not been addressed in the literature about them. ‘Lichtwark aléo coﬁtributed to
the discussion about urban planning policies in his hometown of Hamburg, partly
though his contributions in the weekly journal Der Lotse, which was co-published by
the liberal jurists and writers Carl Ménckeberg and Siegfried Heckscher.® Like Karl
Foerster’s youngest brother Ernst, beginning in 19f2, Heckscher was member of the
board of directors of the Hamburg America Line (HAPAG, Hamburg-Amerikanische
Packetfahrt-Actien-Gesellschaft), responsible for the ‘socio-political department’, and
through his political commitment for the left-liberal Freisinnige Vereinigung and the
Fortschrittliche Volkspartei respectively, he was at least spiritually connected to the
prominent national-liberal politician Theodor Heuss (and his mentor Friedrich

Naumann), who again was personally known to Mattern through the Werkbund, at least

66 Alfred Lichtwark, Park- und Gartenstudien. Die Probleme des Hamburger Stadtparks [originally
published in 1908). Der Heidegarten [originally published in 1904], Series Die Grundlagen der
kiinstlerischen Bildung (Berlin: Bruno Cassirer, 1909), p. 60.

67 A. Lichtwark, Park- und Gartenstudien. (1909), p. 61.
68 H. Junge-Gent, Alfred Lichtwark (2012), p. 273.

69 H. Junge-Gent, Alfred Lichtwark (2012), p. 669.
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after WWIL Furthermore, Heckscher was the husband of Karl Foerster’s older sister
Hulda.” In Hamburg, Lichtwark’s ideas were taken up by Jacob Ochs, who had
founded his influential garden design office in 1896, and above all by his famous
collaborator, the influential progressive 1andscape architect Leberecht Migge (1881~
1935), who was employed there between 1902 and 1913." Thus, several indirect
connections to Karl Foerster and Mattern emerge, whicn, like single pieces of a
jigsaw, may contribute to a better understanding of the Bornimers; while they clearly
opposed the quasi-consensus nbout the architectonic style, they nonétheless shared
essential ideas with the reformers.

Apart from Lichtwark, another irnportant protagonist in the garden reform was
the poet Ferdinand Avenarius (1856-1923), who was involved in several reformist
projects associated with the Lebensreform (life reform) movement.” He had also
received attention following his speech to the youth groups that had assembled on

Hoher MeiBner in 1913, where Mattern was present. His most-cited critique in this

70 See: Johannes Gerhardt, Albert Ballin (Engl. edn), ed. by Ekkehard Nilmann, series Patrons for
Science, 6 (Hamburg: Hamburg University Press, 2009), p. 82. The son of Hulda and Siedfried was
the art historian William S. Heckscher, see: Elizabeth Sears, ‘The Life and Work of William §.
Heckscher’, Zeitschrift filr Kunstgeschichte, 53, 01 (1990) 107-33. Heckscher held seats in the
parlament for the mentioned parties between ‘lk907 and 1918. See entry in the database of:
http://zhsf.gesis.org/ParlamentarierPortal/biorabkr_db/biorabkr_db.php (Parlamentarierportal
BIOPARL, accessed 12/12/2013).

71 A personal connection between Lichtwark and Foerster through his sister is possible, as Junge-Gent
also assumes, see: H. Junge-Gent, 4lfred Lichtwark (2012), p. 273, fn 607.

72  D. H. Haney, When Modern Was Green (2010) pp. 1748.

73 Avenarius was founder-editor of the widely read art journal Der Kunstwart (‘The Art Wafden’), co-
founder of the arts and crafts organisation Dilrerbund, member of the directorate of the German
Garden City Association (Deutscne Gartenstadt-Gesellschaft), and member of the Werkbund. For a
concise introduction to his role for the life reform, see: Gerhard Kratsch, ‘Ferdinand Avenarius und
die Bewegung fiir eine ethische Kultur’, in: Kai Buchholz, Rita Latscha, Hille Peckmann and Klaus
Wolbert (eds), Die Lebensreform: Entwiirfe zur Neugestaltung von Leben und Kunst um 1900, 2 vols,
I (Darmstadt: Hiusser, 2001), pp. 97-102. About the extraordinary influence of Der Kunstwart, see:
Theodor Heuss, Erinneruhgen 1905-1933, 2nd edn (Frankfurt a.M. and Hamburg: Fischer, 1965) p.
17-8.

‘
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context was an ironic article in the art journal that he edited, Der Kunstwart, in
which he ridiculed the present garden style and its ‘pretzel paths’ in a way
reminiscent of Gustave Flaubert’s satirical Bouvard und Pécughet." :

Another ‘deciding contribution to overcoming the historicist lahdscape garden’
habs been credited to the architect Paul Schultze-Nahmburg (1869;1949), who wrote
for Avenarius’ widely read Der Kunstwart and published about various mattérs of life
reform, before he turned to ‘raciology’ (‘Rassenkunde’).and developed into the
apologist of the concept of ‘degenerate art’.” As one of the first feforrhers he
‘introduced functionality and simplicity into garden art’.”® His series of publications
under the title ‘Kulturarbeiten’, conceived for a popular ‘readership,‘became widely
known and sold 1n large numbers.” In these books he contrasted the fake ruins and

miniaturised Lake Lucernes with the sobriety of the traditional farmer’s garden and

simple neoclassicist equipment (Figures 2, 3). Schultze-Naumburg also had

74 Ferdinand Avenarius, ‘Piepenbrinks im Garten’, Der Kunstwart, 12, 19 (1899), 205-10,

75 The reference introduction to Schultze-Naumburg is still: Norbert Borrmann, Paul Schultze-
Naumburg: Maler, Publizist, Architekt, 1869~1949 (Essen: Richard Bacht, 1989). With regard to his
reactionary side, see pp. 183-9; 192-4; 198--200; 215-21. Schultze-Naumburg during the 1920s
turned increasingly racist and had a, literally, destructive influence as National-Socialist cultural
politician and director of the Staatliche Kunsthochschule Weimar between 1930 and 1940, where one
of his first acts was to have Oskar Schlemmer’s reliefs and wall paintings eliminated and to suggest
the clearing of the city’s castle museum from Modernist art, which resulted in the removal 70
paintings. N, Borrmann, Paul Schultze-Naumburg (1989), pp. 192-4, For his concept of ‘degenerate
art’, see: Paul Schultze-Naumburg, Kunst und Rasse (Milnchen: Lehmann, 1928); Paul Schultze-

Naumburg, Kunst qus Blut und Boden (Leipzig: Seemann, 1934),

76 Clemens Alexander Wimmer, Geschichte der Gartentheorie (Darmstadt: Wissenschaftliche
Buchgesellschaft, 1989), p. 362. Wimmer calls his the ‘first deciding contribution’ to the debate

(ibid.).

77 Kulturarbeiten appeared in 9 volumes and one supplementary volume. About garden design see vol.
2: Paul Schultze-Naumburg, Kulturarbeiten, vol. 2: *Giérten’ (Minchen: Callwey, 1902, 2nd edn
1905). Cf.: H. Wiegand, *Die Entwicklung der Gartenkunst’ (1975a), p. 54. About the sweeping
impact of Kulturarbeiten, see: Julius Posener, ‘“Kulturarbeiten” von Paul Schultze-Naumburg,

© - Arch+; 72 (1981), 35~39. Julius Posener, Vorlesungen zur Geschichte der neuen Architektur (111);
Das Zeitalter Wilhelms II. (Aachen: Klenkes, 1981) (= Arch+, 59/1981), pp.' 63-4.
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considerable knowledge about landscape, ‘about that, which we nowadays call
ecology’.”® In the garden journals he was regularly referred to. Mattern owned a copy
of his Das biirgerliche Haus (1926).” The painter Ludwig Bartning, brother of
Foerster’s friend Otto Bartning, had been a student of Schultze-Naumburg’s at
Mannheim and published a monograph about him in 1929,

During the first decade of the 20" century, several reform-oriented architects
showed corresponding design ideas for gardens at exhibitions (Figures 4-8). In
particular Laeuger’s garden at Mannheim 1907 cah be called a ‘turning point in the
history of garden art’; it was still referred to decades later (see p. 305).8' A now-
legendary design competition for domestic gardens, arranged by the weekly Die
Woche and published in two special volumes in 1907 and 1908, also became
associated with the reform of the domestic garden (Hausgartenreform).® The
progressiveness of the winning entries corresponded to the jury’s exclusive

composition of reformers, which included the landscape architects Fritz Encke

78 ). Posener, Vorlesungen zur Geschichte der neuen Architektur (I1I)’ (1981), pp. 63-4.

79  Paul Schultze-Naumburg, Das biirgerliche Haus (Frankfurt a. M.: Bechhold, 1926). The title can be
found on a document from 1944, listing books that were deposited in the basement of Mattern’s
Bornim home, see: folder 3, EHM.

80 Ludwig Bartning, Paul Schultze-Naumburg: Ein Pionier deutscher Kulturarbeit (Munchen: Callwey,
1929). Bartning emphasised the somewhat forgotten credentials of Schultze-Naumburg's while at the

same time clearly distancing himself from his former teacher’s new racist reasoning (pp. 20-4).

81 at Disseldorf in 1904 (Peter Behrens), at Oldenburg in 1905 (Peter Behrens), at Darmstadt in 1905
(Joseph Maria Olbrich, for the artists’ colony Mathildenhdthe), and at Mannheim in 1907. J.
Schwarzkopf, Der Wettbewerb in der Gartenarchitektur (2005) pp. 122-6. For a detailed account of
the planning process of Behrens’ ground-breaking garden of 1904, see: Gisela Moeller, Peter
Behrens in Diisseldorf: Die Jahre von 1903-1907 (Bonn: Wiley-VCH, 1991). For Laeuger’s garden
at Mannheim, see: Glnter Mader, Gartenkunst des 20. Jahrhunderts: Garten- und

Landschaftsarchitektur in Deutschland (Stuttgart: DVA, 1999), p. 15.

82 Sommer- und Ferienhduser aus dem Wettbewerb der “Woche”, (Berlin: Scherl, 1907); Hausgdrten:
Skizzen und Entwiirfe aus dem Wettbewerb der Woche, series Sonderheft der Woche, 3 (Berlin:
Scherl, 1908), 1X-X1; Sommer- und Ferienhduser der "Woche": die im Wettbewerb preisgekrénten
Entwiirfe, sowie Abbildungen und Beschreibungen der ausgefiihrten Héauser, rev. and extd edn
(Berlin: Scherl, 1911).
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(1961-1931) and Walter Baron von Engelhardt (1964-1940), and the architects
Muthesius and Schultze-Naumburg.®?

The geometric and austere ‘architectonic’ exhibition gardens divided the
profession. The more open-minded cheered the advent of a new style for a new time. |
Migge, for example, during the second decade of the 20™ century was one of the
Architectonic Garden’s most enthusiastic propagators. He reycred Laeuger, \.,vhose
gardens he studied and who he visited in his studio in Karlsruhe, while the |
traditionalists criticised the geometric layouts as unnatural.® The spérsé use of‘ planfs
stood in the shadow of architectural means of space making, like Walls or trellises,
which was seen as an affront. It was feared that this rendered thé profession of garden
designers, with t};;:ir special knowledge of plants, dispensable.® Indeed, photographs of

the exhibition gardens, taken immediately after completion, showed sober,

rectangular rooms with some shy strips of decorative plantings and rows of standard

83 Ibid. Cf.: G. Mader, Gartenkunst (1999), p. 48; Marco De Michelis, ‘The Green Revolution:
Leberecht Migge and the Reform of the Garden in Modernist Germany’, in The Architecture of
Western Gardens: A History from the Renaissance to the Present Day, ed. by Monique Mosser and
Georges Teyssot (Cambridge, MA: MIT Press, 1991), pp. 409-20 (409~11); U. Schneider, ‘Hermann
Muthesius', Garden History, 28, 1 (2000) 57-72; J. Schwarzkopf, Der Wettbewerb in der
Gartenarchitektur (2006), pp. 136-43; Birgit Wahmann, *The Jugendstil Garden in Germany and
Austria’, in The Architecture of Western Gardens, ed. by M. Mosser and G. Teyssot (1991), pp. 454-
6. The other jury members were Bruno Paul, Richard Riemerschmidt and the chief editor of Die
Woche, Paul Dobert, About Fritz Encke see: H. Wiegand, ‘Die Entwicklung der Gartenkunst’
(1975a). About von Engelhardt see the comprehensive monograph: Felix Griitzen, Gartenkunst
zwischen Tradition und Fortschritt: Walter Baron von Engelhardt (1864-1940) (Bonn: Lemmens,

1998).

84 Jurgen von ReuB, ‘Gartenkultur statt Gartenkunst, Leberecht Migges Werdegang vom kilnstlerischen
Leiter einer Gartenbaufirma zum Propagandisten in der Siedlungsfrage.’ in: Leberecht Migge, 1881-
1935, Gartenkultur des 20. Jahrhunderts, ed. by Fachbereich Stadt und Landschafisplanung der
Gesamthochschule Kassel (Worpsweder Verlag, 1981), pp. 40-65 (40-1). Cf.: D. H. Haney, When
Modern Was Green (2010), p. 57.

85 H. Wiegand, ‘Die Entwicklung der Gartenkunst’ (1975a), pp. 57-64. Cf.: F. Griltzner, Gartenkunst
zwischen Tradition und Fortschritt (1998), pp. 49-75 (chapter C, ‘Die Gartenreformbewegung); Karl
Scheffler, ‘Ein Garten von Peter Behrens’, Der Gute Geschmack, (1911), 11-32. quoted in G. Mader,

Gartenkunst, (1999), p. 9.
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shrubs.® In this regard, Migge, too, was critical, and he suggested to enrich the garden
with vegetation and even to break with the strict symmetry to really profit from ‘the
inherent freedom of the garden-architectonic’.®’” These worries at first seemed
reasonable, as many new commissions were not given to landscape architects, but to
architects and designers associated with the field of Kunstgewerbe - th¢ decorative
arts and product design.®® Also, contrary to criticism, léndscape gardeners of
Victorian England had already turned towards more ‘formal’ designs of the grounds
near the house, and the same was true for Germany. The most vociferously expressed
criticism by Muthesius and his English role models such as Reginald Bloomfield was
based on a misconception due to selective examination of the available garden
literature.® In Germany, Oscar Teichert as early as 1856 wrote a book that is
considered the first garden-historiographical publication to concentrate on the
architectonic styles that were formerly considered unworthy.*® In the course of
historicism, at least with Hermann von Pickler-Muskaus’s Andeutungen iiber
Landschaftsgdrtnerei (1834), and then with Gustav Meyer’s Lehrbuch der schénen
Gartenkunst (1860), the iniegration of regular elements near the buildings had

become a common trait of gardens, in the sense of Lenné’s ‘zoned garden’ at

86 See: Gdrten von M. Laeuger: Ausstellung Mannheim (Minchen: Bruckmann, 1907).

87 Lcberecht Migge, ‘Gartentechnik und Gartenkunst’, Gartenschdnheit, (1925) 68-9 (68); Leberecht
Migge, Garden Culture of the Twentieth Century, ed. and transl. by David H. Haney, series Ex
Horto: Dumbarton Oaks Texts in Garden and Landscape Studies (without no.) (Washington, D.C.:

" Dumbarton Oaks Research Library and Céllection, 2013, 1st German edn 1913), p. 114, Cf.: A.
Freytag, ‘Der Garten des Palais Stoclet’, Die Gartenkunst, 20, 1 (2008), 1-46 (41).

88 Apart from the well-known cases of Peter Behrens, Max Laeuger and Joseph Maria Oblrich, the
literature mentions Paul Bonatz, Albert Gessner, Josef Hoffmann, Friedrich Ostendorf, Bruno Paul,

Bruno Schmitz, and Heinrich Tessenow. U. Schneider, Hermann Muthesius (2000), p. 7.
89 U. Schneider, Hermann Muthesius (2000), pp. 49-55; 8§2-88; 108-109 (et. al.).

90 Stefan Schweizer, Die Erfindung der Gartenkunst. Gattungsautonomie — Diskursgeschichte —
Kunstwerkanspruch, series Kunstwissenschaftliche Studien, 172 (Miinchen: Deutscher Kunstverlag,
2013), pp. 40-1

1
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Sanssouci.” Understandably, many landscape architects felt betrayed and
misunderstood. This situation also fuelled demands for the introduction of an academic
“course of garden architecture, partially to improve the profession's competitiveness with -

that of architects.”

Before WWI, the design competitions began to show an assertion of the
architectonic principle. Beginning around 1905, amongst the younger generaﬁon
organised in the DGfG, Avenarius, Lichtwark, Muthesius, and Schultze-Naumburg .
were taken very seriously as masterminds of a modern garden sfyle. In ‘1v908,
Lichtwark, the impressionist artist Max Liebermann, and Schultze-Naumburg were

members of the jury that decided over the Schillerpark (Nordpark) ianerlin-
Wedding, which v\:/ent down in history as Berlin’s first true Volkspark (People’s Park,
- designed by Friedrich Bauer of Magdeburg), and one of the first in Germany
generally.”® While the early examples had been concentrating on aesthetics, for larger’

public spaces, social considerations now took centre stage (Fig. 9).* While there

91 S. Schweizer, Die Erfindung der Gartenkunst (2013), p. 41; Hermann von Piickler-Muskau,
Andeutungen iiber Landschafisgdrinerei verbunden mit der Beschreibung ihrer praktischen
Anwendung in Muskau (Stuttgart: Hellberger, 1834); Gustav Meyer, Lehrbuch der schinen
Gartenkunst (Berlin: Riegel, 1860).

92 Cf.: H, Wiegand, ‘Die Entwicklung der Gartenkunst’ (1975a), pp. 61-4.

93  J. Schwarzkopf, Der Wetthewerb in der Gartenarchitektur (2006), pp. 114-5, and in detail: Daniel /
Widmaier, ‘Der klassische Volkspark in Berlin®, Gartenkunst, 9, 1 (1997), 135-79 (160). Widmeier
refers to: Dieter Hennebo, *Berlin. 100 Jahre Gartenbauverwaltung. Ein Beitrag zur Geschichte des
Stadtgriins im Industriezeitalter. {Part 1:] Vom Beginn des 19. Jahrhunderts bis zum Zweiten

Weltkrieg’, Das Gartenamt, 6 (1970), 257-87.

94 The change in focus can be observed quite clearly in the career of Migge’s, see: D. H. Haney, When
Modern Was Green (2010) (e.g. pp. 86-93). Generally, with reference to a focus on aesthetics as
characteristic of Jugendstil, cf.: Barbara Bacher, ‘Auf der Suche nach dem neuen Garten:
Gartengestaltung zwischen 1919 und 1933/38 in Deutschland und Osterreich’, Gartenkunst, 7, 2
(1995), 282-90 (282).About another landmark event in German garden history, the competition for
the city park Hamburg-Winterhude, and Migge’s, Laeuger's and Lichtwark’s involvement in this, see
e.g.: D. H. Haney, When Modern Was Green (2010), pp. 55-60; M. De Michelis, ‘The Green
Revolution’, in The Architecture of Western Gardens, ed. by M. Mosser and G. Teyssot (1991), pp.
409-20 (409-10) ; G. MaderG. Mader, Gartenkunst (1999), , Gartenkunst (1999), p. 18; J.
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were also emerging altemative approaches in search for a modern landscape garden,
the late-19th-century landscape style was soon to be almost unanimously declared an
outmoded concept.*®

New publication underpinned the inspiration from Garden history with knowledge
that was previously hidden in specialist literature or primary sources. Renaissance and
Baroque gardens were inspiring for their tectonic spatial‘concepts that could be used to
create a usable succession of garden rooms, closely linked with a building’s internal
structure (Figures 10~12). It must have helped the promoters of these design prihciples
that Neo-Baroque and Neo-Renaissance were the styles in which the Kaiserreich
preferred to represent itself with its public buildings. At the same fime, hiétoricism did
not correspond conceptually to the mindset of the progressives promoting the
Architectonic Garden. If the architectonic gardens were reminiscent of classical
forms, this was considered a by-product of it being ‘practical’, i.e, in the language of
the times, functional, It was believed that functionality in the garden was made

possible by the architectonic style in the first place.

Schwarzkopf, Der Wettbewerb in der Gartenarchitektur (2006), pp. 115-6, 145-6; H. Junge-Gent,
Alfred Lichtwark (2012), pp. 6809 (subchapter ‘Der Hamburger Stadtpark’). About another example,
the large park for the jubilee exhibition at Altona in 1914 by Garden Director-General von Tutenberg,
see: Gartenbauausstellung Altona 1914, ed. by H. Koch and Stadt Altona (special edn of
Baurundschau) (Hamburg: Hanf, 1914)

95 For a contemporary overview of the different positions see: Richard Hoemann, ‘Neuzeitliche

Bestrebungen auf dem Gebiete der Garten-Gestaltung (Deutschland)’, Der Stddtebau, 4, 6 (1907),
714,

96 M. Umbach, ‘The Deutscher Werkbund and Modern Vernaculars’, in Vernacular Modernism, ed, by
id. (2005), pp. 11440 (122; 135). Cf. as primary source: Hermann Muthesius, Stilarchitektur und
Baukunst: Wandlungen der Architektur im 19. Jahrhundert und ihr heutiger Standpunkt , 2nd
expand. edn (Mhlheim-Ruhr: Schimmelpfeng, 1903). Lichtwark explicitly rejected Baroque
models, which where popular amongst garden desigriers, as they had been ‘invented for different
requirements for other cultural conditions in different times’ (A LichtWark, Park- und Gartenstudien
[1909], pp. 63-5).
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The ‘form garden’ in historiography: the pervasiveness of the architectonic
Contemporary garden history literature reflects the new interest for the architectonic
period (in particular the Renaissance) and for the new ‘organic’-geometric gardens of
the Arts and Crafts movement.®” A third model, apart from high garden art, was vseen
in the allegedly typically German farmer’s garden, and countless re.fei'er‘ices attvestvto »
this widespread view (Fig. 13). At the same time distinct reservations weré‘expressed
against the English landscape garden. This perspective was very proﬁounced for |
example in Joseph August Lux’ Schdne Gartenkunst (1907), Christiain Rénék’s
Geschichte der Gartenkunst (1909), August Grisebach’s Der Garten (1910), as well
as Marie Luise Gothein’s monumental Geschichte der Gartenkunst ( 191.4).98 None of
the authors had; horticultural background: Lux and Gothein were art journalists and
writers, Grisebach an art historian, and Ranck a building official
(Regierungsbaumeister). This must have been the literature that defined the historical
knowledge about gardens of the generation of Mattern. The titles can be found in the
former library of art historian Wolfgang Sorrensen, now incorporated into the
German Horticultural Library (Bicherei des Deutschen Gartenbaus) at Berlin.
S&rrensen held popular lectures about garden history at the Vereinigte Staatsschulen
fiir freie und angewandte Kunst (literally ‘United State Schools for Liberal and
Applied Arts’, predecessor of today’s University of the Arts) at Berlin-

Charlottenburg, and documents suggest that Mattern and Hammerbacher frequented

97 ‘*Organic’ in the sense of an organic unity of house and garden, achieved by means of geometric
8 g Y g

elements such as walls and trellises, ¢f.: D. H. Haney, When Modern Was Green (2010), pp. 28-9,

98 Joseph August Lux, Schdne Gartenkunst, series Fithrer zur Kunst, 8 (Esslingen: Paul Neff Verlag,
1907); Christian Ranck, Geschichte der Gartenkunst, series ‘Aus Natur und Gesteswelt’, vol. 274
(Leipzig: B. G. Teubner, 1909); A. Grisebach, Der Garten (1910); Marie Luise Gothein, Geschichte
der Gartenkunst, two volumes (Miinchen: Diederichs, 1914). About Lux see: Mark Jazombek, ‘Joseph
August Lux, Werkbund Promoter, Historian of a Lost Modernity’, Journal of the Society of
Architectural Historians, 63, 2 (2004), 202-19. Cf.: A. Freytag, ‘Josef Hoffmann's unknown
masterpiece’, Studies in the History of Gardens and Designed Landscapes, 30, 4 (2010), 337-72
(365-9). Grisebach was the first academic art historian who dedicated a monograph to the topic of - .
garden history: S. Schweizer, Die Erfindung der Gartenkunst (2013), pp. 47-49. k '
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these.” It is not said, however, that Sdrrensen promoted the extreme architectonic
dogma of the mentioned authors. Ranck devoted only sixteen of 100 pages in his
‘History of Garden Art’ (1909) to the landscape garden, most of which were filled
with patronising criticism of an alleged monotony, erroneous naturalism, or
overabundance of romantic features.!® Even Grisebach, a student of the eminent
Swiss art historian Heinrich Wélfflin, called the landscépe garden ‘artistic
derailment’'”', And Lux, a co-founder of the Wcrkbund and founder-editor (from
1904) of the Viennese journal Hohe Warte,'* sacrificed a mere four and a half pages
of text in his widely read 64-pages booklet of 1907 to this topic. Here he wrote, with
a today incomprehensible disdain, that the reaction against the architectonic garden
in England, that was brought into action during the 18" century, ‘[gave cause] to the
extreme of the landscape garden, which almost led to the annihilation of garden
art.”'®* Unmistakably, Lux and Ranck did not consider the ‘natural’ garden a work of
art — both used the term in inverted commas to signal their considering them a

misconception. Quite the contrary:

The gushing nature poetries by Pope and Addison [...] glorified the idyll of the open
landscape, which step by step suppressed the rigorous horticultural art. The fallacy [Irrtum]
of the landscape garden, through imitation of the randomness of the the freely growing

nature, arise from this.'™

99 Mattern in a letter of 1927 referred to ‘the time of S8rensen’s [sic] lectures’ (*[...] zur Zeit der

Vortrdge Sorensens {sic] [...]). Letter from Mattern to Hammerbacher (without no.), 10/02/1927,
EHH. ‘

100 Ch. Ranck, Geschichte der Gartenkunst (1909), pp. 52-68.

101 A. Grisebach, Der Garten (1910), p. 106.

102 M. Jazombek, *Joseph August Lux [...]", JSAH, 63, 2 (2004), 202-19 (204).
103 J. A. Lux, Schb'rje Gartenkunst (1907), p. 19.

104 1Ibid.
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Thus, by 1914 the opposition of the geometric Architectonic Garden versus an
allegedly romantic and old-fashioned landscape garden was more or less decided in
favour of the first. During the first phase of the Weimar Republic, axial symmetry
and linear formal definition were the garden design mainstream (Fig. 14). As é matter -
of fact, regarding layout and spatial concept, many gardens of the later 1920s still
looked very similar to those first Architectonic Gardens that Behrens,‘Laeuge‘r and
others created about twenty years earlier. The accompanying commentaries spoke |
vélumes about the aesthetic frameworks some designers. were still caught in, whlch R
in effect limited their way of expression considerably. A typical example is a text by
| Heinz Wichmann, who was extremely progressive in regard to the abstraction df his
design vocabulzIry, but at the same time held the widespread reductionist views on
past garden art. As a former Bauhaus student, who had also worked as a free-lancer
in the office of Gropius, Wichmann was one of the landscape architects most
connected to the Bauhaus — both in his way of d?signing as well as personally, He
caused considerable interest with his austere garden designs of the late 1920s, which
in contrast to the vast majority were non-symmetrical.!® In the context of his
‘Special Rose Garden’ for the momentous Dresden Horticultural Jubilee Exhibition
Vof 1926 he exposed his inspiration from Renaissance garden art, in which he saw the
first expression of a ‘higher volition’ (Figures 15, 16).!% In Baroque garden art he

saw this too, despite the grandeur and symmetry that he considered strange to

105 Ulrich Milller, *Gartenkunst am Bauhaus’, in Gartenarchitektur und Moderne in Deutschland im
Jfrithen 20, Jahrhundert. Drei Beitrdge, ed. by Zentrum fur Gartenkunst und Landschaftsarchitektur
(CGL) (Hannover: Universitit Hannover, Zentrum fitr Gartenkunst und Landschaftsarchitektur), pp.
29-45 (41). About designs by Wichmann see, e.g.: Dr. E. Ferber, ‘Ein neuzeitlicher Wohngarten’,
Gartenkunst, 41 (1928), 10-2; Hugo Koch, Der Garten: Wege zu seiner Gestaltung (Berlin:
Wasmuth, 1927), pp. 125-7, 248. Cf.: Ulrich Mdller, ‘Der Garten des Hauses Auerbach in Jena’,

Gartenkunst, 11, 1 (1999), 95-111.

106 Heinz Wichmann, ‘Ein Rosensondergarten’, Die Gartenschonheit, 7, 12 (1926), 309-12 (309).
‘Higher volition’ reflects Nietzschean and Riegelian terminology. In connection to garden design,

see the discussion by Haney in his foreword to: L. Migge, Garden Culture, ed. and transl. by D. H.
Haney (2013), pp. 1-43 (20). '
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modern man. His dealing with the landscape garden was particularly telling with

regard to many designers’ view of naturalist form:

The Baroque was succeeded by the English garden, initially a misunderstood copy of the
Chinese garden, later, thanks to several great people, it gains a certain European

independence, only to then sink entirely into wrong romanticism and sentimentality [...].""’

At that time, nobody questioned the regular ideal. Even landscapé architects like
Rudolf Bergfeld (1883-1943) and Willy Lange (1864—1941), who stood for a more
vegetation-focussed landscape approach, and saw in ‘pictures of naturef
(‘Naturbilder’) a great potential of enhancement of the regulark garden, did not
question the basic validity of the architectonic means for connecting the building

with the exterior spaces.'®

The Nordic position: ‘images from nature’ and the apotheosis of the native
A wider review of naturalism in garden design began not before the later 1920s, but,
at least in Gartenkunst, the change of perspective happened surprisingly quickly. In
1927, the art historian Franz Hallbaum’s doctoral dissertation on Friedrich Ludwig
von Sckell and the (English) landscape garden was published as a large-format
monograph. It heralded the re-evaluation of the landscape tradition. In 1927,

Hallbaum started to work in the office of the DGIfG, and from 1930 to 1933 he was

107 Heinz Wichmann, ‘Ein Rosensondergarten’, Die Gartenschonheit, 7, 12 (1926), 309-12 (309).

108 See, e.g.: Rudolf Bergfeld, Der Naturformgarten, Ein Versuch zur Begriindung des Naturalismus im
Garten (Frankfurt an der Oder: Trowitzsch, 1912); Rudolf Bergfeld, ‘Arbeiten und Studien von
Rudolf Bergfeld’, Gartenkunst, 39 1 (1926), 4-12; Willy Lange, Gartengestaltung der Neuzeit, 5th
edn (Leipzig: J.J. Weber, 1922), pp. 11-30, in particular chapter ‘Der Architekturgarten’, written by
Otto Stahn, pp. 139-61 (139-43). Bergfeld’s book is a theoretical treatise without illustrations.
About Lange, cf.: Gert Groning and Joachim Wolschke-Bulmahn, ‘Willy Lange’, in The
Encyclopedia of Gardens: History and Design, ed. by Candice A. Shoemaker (London: Routledge,
2001), 757-60.
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chief editor of Gartenkunst — which could be interpreted as a sign of the times.
Hallbaum’s book of 1927 was followed ten years later by the first major monograph
on Peter Josef Lenné by Gerhard Hinz, assistant to Heinrich Friedrich Wiepking
(1891-1973), prdfessor on Germany'’s sole university chair for landscape architecture
at the University of Berlin.'”® While these publications seemed to inspire a wider
public review of the historical art of the landscape garden, in the garden journals the
slowly emerging new examples of gardens designed in a new lands.cape“mode were
considered under ‘biological’ rather than aesthetic auspices.''® This had fo do with the
triumph of the ‘objective’ and the general rejection of romanticism. The new landscape
style was seemingly not as much connected with aesthetics as with science. |

The landsca}:e architect Willy Lange, who was the Royal Garden Director at

" Wannsee beginning in 1911 and gave lectures at the Royal Horticultural College at

Berlin-Dahlem from 1903 to 1915, played a particular role in this discourse. Lange’s

109 Franz Hallbaum, Der Landschaftsgarten: seine Entstehung und seine Einfiihrung in Deutschland
durch Friedrich Ludwig von Sckell, 1750-1823 (Mdnchen: Schmidt, 1927); Gerhard Hinz, Peter
Josef Lenné und seine bedeutendsten Schopfungen in Berlin und Potsdam, series
Kunstwissenschaftliche Studien, XXII (Berlin: Deutscher Kunstverlag, 1937). Hallbaum’s book was
his doctoral dissertation thesis, completed in 1926 at the University of Munich, supervised by the art
historian Hans Rose (1888-1945). Hinz’s book was his doctoral dissertation thesis at the Technische
Hochschule Berlin-Charlottenburg. He refers to Hallbaum’s book as ‘of special significance for the
correct evaluation of the landscape style’ (p. 203). The official title of the Wiepking-lead university
curriculum was ‘garden and landscape design’. Wiepking had introduced the term ‘landscape’ into
the name of the chair, which had been founded in 1929, originally at the Berlin Agricultural Collége
(Landwirtschaftliche Hochschule Berlin) with Erwin Barth as first professor, who committed suicide
in 1933 for unknown reasons. For a detailed account of the history of this professorial chair, see:
Clemens Alexander Wimmer ‘Die Bibliothek des Berliner Instituts fir Landschafis- und
Freiraumplanung und seiner Vorginger seit 1929. Ein Beitrag zur Geschichte der Berliner Lehre und
Forschung im Fach Garten- und Landschafisarchitektur’, in: Zwolf Aufsdtze filr Vroni Heinrich zu
Gartenkunst und Landschafisplanung, ed. by Fritz Heinrich and Goerd Peschken, series
Landschaftsentwicklung und Umweltforschung, S21 (Berlin: Technische Universitit Berlin, 2012),
pp. 29-46, Wiepking is often referred to as Wiepking-Jirgensmann, as until 1945 he carried the

name of his wife as a second surname.

110 Cf, e.g.: Otto Vbickers, ‘Jubiljums-Gartenbau-Ausstellung Dresden 1926°, Gartenkunst, 39, 11
(1926), 161-76 (163). About the Dresden Garden Exhibition Volckers concludes that *[...] tellingly, -

there was lacking an effort for a purely biological-landschafiliches design’.
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version of the ‘wild garden’ as promoted by William Robinson (183 8-1935) was
determined by a confusing theoretical argument that integrated modern phytosociology
(plant sociology), aesthetics, racial ideology and different cultural-philosophical and_
scientific references. It was ridiculed by those who rejected his narrow-minded ethno-
nationalism, most notoriously Migge, but with the rise of the reactionary political
ideologies came back into fashion.!"! Lange was far form the only one associating the
Architectonic Garden with the Roman-Latin peoples of the soufh. John Ruskin hadﬂ
depiosled these terms in his thoughts on ‘The Nature of Gothic’, and similar ideas had
already been expressed by Alexander von Humboldt, by whom Lange was inspired,
decades before.!'? Also, in the first German historiography of the garden of 1856, the
Breslau Botanist Ferdinand Julius Cohn (1828-1898) had already presented the

landscape garden as the expression of a specifically Germanic sense of nature. '

111 D. H. Haney, When Modern Was Green (2010), pp. 37-8. Cf.: Norbert Kiihn, 100 Jahre Kénigliche
Girtnerlehranstalt in Berlin-Dahlem: Ein Riickblick in die Geschichte der Ausbildung von
Landschaftsarchitekten’, Stadt+Griin, 52, 12 (2003), 27-34 (30-1). Kiihn (2003) quotes Leberecht
Migge, who writes about Willy Lange 1909 in Gartenkunst (vol. XI/9, 163-5): ‘We see a botanist,
maybe a technically apt gardener, getting lost in the labyrinth of textbook aesthetics and turning
somersaults, A distinct tendency to an unusually anaemic romanticism adds to the impression of the
frightened, the stale. [...] how could a new Trianon, with all its gimmickry, make us pious, us strong
and hardworking people. Us people of traffic, of the syndicates and red furnaces!” (‘ Wir sehen einen '
Botaniker, einen technisch tiichtigen Gdrtner vielleicht, sich in dem Labyrinth der schulmdpigen
Asthetik verirren und Purzelbaum schlagen. Ein ausgeprdgter Hang zu einer selten saftlosen
Romantik erhéht den Eindruck des Gedingstigten, Faden. [...] was sollte uns starken
arbeitsbewussten Menschen ein neues Trianon mitsamt all seinen Spielereien frommen. Uns
Menschen des Verkehrs, der Syndikate und roter Hochdfen!”) (165).

112 Joachim Wolschke-Bulman, ‘The Nationalization of Nature and the Naturalization of the German
Nation: “Teutonic” Trends in Early Twentieth-Century Landscape Design’, in: Narure and Ideology:
Natural Garden Design in the Twentieth Century, ed. by Joachim Wolschke-Bulmahn, series
Dumbarton Oaks Colloquium on the History of Landscape Architecture, 18 (Washington D.C.:
Dumbarton Oaks, 1997), pp. 187-219 (191-2); J. Woudstra, ‘The changing nature of ecology’, in
The Dynamic Landscape, ed. by. N. Dunnett and J. Hitchmough (2004), pp. 23-57 (25-8). For -
Ruskin’s notion of the Nordic, cf. chapter ‘The Nature of Gothic’ in volume two of The Stones of
Venice (1851-1853), reprinted in: Philip Davis (ed.),_ John Ruskin: Selected writings, (London: J. M.
Dent/Everyman, 1995), pp. 190--2.

113 S. Schweizer, Die Erfindung der Gartenkunst (2013), pp. 34-7; Ferdinand Cohn, Die Geschichte der

4
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With respect to their scientistic aspects, Lange’s writings were progressive —

phytosociology was a very young discipline. But his theories were boosted by the

increasing power of the National Socialists, who welcomed his “scientific” justification -

of racism in the field of garden design. Probably Lange’s most aggressive polemic can

be found in the cultural propaganda periodical Deutsche Kultur-Wacht (German

Cultural Guard), the organ of Alfred Rosenberg’s ‘Militant League for German Culture’

(Kampfbund fuir deutsche Kultur, KfdK):

[...] The mainly intellectually orientated sense of the Roman civilization, with a nearly
complete lack of fantasy and emotional art of poetry, never got beyond the geometrical;
architectonié'(vvay of designing. The herein achieved clarity of design principles spread
with the Latin civilization in the Roman Empire and later with its successor, the Catholic
church, [...] also across the countries north of the Alps [...]. The German culture [...] ha‘si
repeatedly in history tried to show to advantage the relationship of race to nature. To think
about nature is Northern-Alpine-“Nordic”, the architectonic idea of the garden is Southern-
Alpine-“un-Nordic". Only a future time will understand, that the “international” spirit,
which keeps flowing from the Southern-Alpine impure well of peoples — which is in reality
an anti-German spirit — that this spirit for centuries used a talk about culture to paralyse the
Nordic race-spirit in Germany with the tried and tested means of intellectual influence

through anti-German “art” and to hinder its own-blooded development [...].""

114

Girten (Vortrag, gehalten im Wissenschaftlichen Verein in Berlin, den 2. Februar 1856) (Berlin:
Jonas, 1998).

‘Der auf vorwiegend Verstandesmdfigkeit gerichtete Sinn der rémischen Zivilisation mit fast
vélligem Mangel der Phantasie und gefiihlsmipig dichtender Kunst kam nicht iiber die geometrisch-
bauliche Gestaltung hinaus. Die hier gewonnene Klarheit der Gestaltungsgrundsditze verbreitete
sich mit der lateinischen Zivilisation im rémischen Imperium und spdter durch seine Nachfolgerin,
die katholische Kirche, [...] auch iiber die nord-alpinen Lénder {...]. Die deutsche Kultur [...] hat
[ihren Ausdruck] immer wieder in der Geschichte zur Geltung zu bringen gesucht in Auswertung der
Rassenbeziehungen zur Natur. Die Naturgedanken sind nordalpin-"nordisch”, die Baugedanken des
Gartens sildalpin-"unnordisch”, Eine spitere Zeit erst wird begreifen, dafi der aus siidalpiner
vélkerchaotischer Quelle fliefende “internationale”, in Wirklichkeit antideutsche Geist seit
Jarhzehnten Kulturrederei benutzt hat, um mit dem bewdhrten Mittel der geistigen Beeinflussung

durch antideutsche “Kunst” den nordischen Rassegeist in Deutschland zu lihmen, in seiner
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Out of this thinking he deduced his call for a Nature Garden with plantings oriented by
natural plant communities.!!* The 1912 edition of his best-seller Gartengestaltung der
Neuzeit, (Leipzig: J.J. Weber, 1912, 3™ extended and revised edn), first published in
1907, seems to still be free of volkisch reasoning’. But in a lecture held at the in the
City Planning seminar at the Technische Hochschule Charlottenburg' (Charlottenburg
Institute of Technology, the predecessor to Technische Uﬁiversitﬁt Berlin) in 1912, he
had already displayed a peculiar nationalism and a subtle bias against a flat-roofed
mediterranean ‘cave house type’, at the same time making the Beauty of classical art
a nordic achievement by declaring ancient Greek architecture as influenced by the
nordic ‘hut type’.!'® Ten years later, in his monograph Ga}tenbilder (1922), he agreed
with a mixture of races under supremacy of the Nordic.!'” With Lange’s hostility to
the ‘deceptive light’ of the metropolis, already in the foreword the cultural criticism
of his agenda becomes clear.!® However, in some of Lange’s books from before WWI
the racism was relatively subdued and the aesthetic dimension of Lange’s writings
was momentous. His aesthetic considerations, still fascinating today, had exerted their
influence for many years. L;mge had taken up aspects of Humboldtian thinking that
also influenced Foerster. He focussed on intuitive aesthetic associations to a plant’s

physiognomy as expression of their habitat.!!® Similar to what Mattern and above all

eigenbliitigen Entfaltung zu hindern [...]." Willy Lange, ‘Deutsche Gartenkunst’, Deutsche Kultur-
Wacht, 07 (1933), 8-9.

115 Lange used the neologism ‘naturlich’ (‘nature-al’) instead of *natiirlich’, to distinguish it from both
natural and un-natural, cf.; G. Groning, ‘Ideological Aspects of Nature Garden Concepts’, in Nature
and Ideology, ed. by J. Wolschke-Bulmahn (1997), pp. 221-48 (240).

116 Willy Lange, Landschaft und Siedlung, series Stidtebauliche Vortrige aus dem Seminar fiir
Stidtebau an der Koniglichen Technischen Hochschule zu Berlin-Dahlem (lecture cycle), vol. V., no.
6, ed. by Joseph Brix and Felix Genzmer (Berlin: Wilhelm Ernst & Sohn, 1912), p. 8-20.

117 Willy Lange, Gartenbilder: mit Vorbildern aus der Natur (Leipzig: J.J. Weber, 1922), p. 21.

118 Ibid. He uses the phrase ““Untergang am Abend"” (““decline at evening™), especially since it is set in

quotation marks, is probably a reference to Oswald Spengler’s Der Untergang des Abendlandes of 1918).

119 J. Woudstra, ‘The changing nature of ecology’, in The Dynamic Landscape, ed. by, N. Dunnett and J.
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Hammerbacher later called their aim, Lange intended not to imitate nature but to
advance ‘its intent’.'?° He was not the first to promote this kind of naturalism, some
prominent authors, such as Ruskin and later Robinson, and in 1858 the influential
German writer on garden design Hermann Jiger (1815-1890), had already demanded
the appreciation of the individual plant and the aesthetics of ‘naturalness’ many
decades earlier.'* Alexander von Humboldt expressed similar thoughts in his famous
publication Kosmos of 1847.'*? Later writers, connected to Mattern’s and Foerster’s
circles personally, were the horticulturists and dendrologists Ernst Count Silva |
Tarouca (1860-1936, Austro-Hungarian), Camillo Karl Schneider (1876-1951), and
the head of the Botanic Gardens at Berlin-Dahlem, Constantin Rudolf Jelitto (1892-
1978).!2 However, Lange’s concept was more elaborat-e as a complete, practical and
philosophical framework for garden design and it was particular in the way it
combined Botany with Aesthetics. Also with regard to form, Lange expressed
original thoughts that seem to resonate not only in Mattern’s and Hammerbacher’s

designs, but also in their writings. Firstly, he separated between the basic dichotomy

Hitchmough (2004), pp. 23-57 (30-2). About the history of ideas about naturalism with regard to
garden design, see: Jost Hermand, ‘Rousseau, Goethe, Humboldt: Their Influence on Later
Advocates of the Nature Garden', in Nature and Ideology: Natural Garden Design in the Twentieth
Century, ed. by Joachim Wolschke-Bulmahn, series Dumbarton Oaks Colloquium on the History of
Landscape Architecture, 18 (Washington, D.C.: Dumbarton Oaks Research Library and Collection,

1997), pp. 35-57.
120 E.g.: W. Lange, Gartengestaltung (1922), p. 27, 163.

121 Clemens Alexander Wimmer, Lustwald, Beet und Rosenhiigel: Geschichte der Pflanzenverwendung
in der Gartenkunst (Weimar: Verlag und Datenbank fiir Geisteswissenschafien, 2014), p. 306, 313,

327, 342.

122 C.A. Wimmer, Lustwald, Beet und Rosenhilgel (2014), p. 312, with reference to Alexander von
Humboldt, Kosmos: Entwurf einer physischen Weltbeschreibung, vol. 2 (Stuttgart/Tubingen: Cotta,

1847), p. 98.

123 C.A. Wimmer, Lustwald, Beet und Rosenhiigel (2014), p. 356, 357-8, 361. Jelitto and his brother,
also a botanist, were friends of Mattern's. Schneider, a prolific writer on garden design, was amongst
others closely connected to Migge and Foerster. About Count Silva Tarouca, see also Schneider’s
obituary: Camillo Schneider, ‘Ernst Graf Silva Tarouca’, Die Gartenschénheit 17, 11 (1936), 247-9,
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of architectonic or regular and landschaftlich. The former he referred to as ‘design
after building-thoughts’ (‘nach Baugedanken’); within this category making further
distinctions between the simple form of the ‘farmer’s garden’, the geometric garden
and the architectonic garden.!?* The latter was presented as the most expensive, as it
was adapted to the ‘“spirit of the house”’ with architectural means such as terraces
and walls.'?”® The ‘design after nature-thoughts® (*nach Naturgedanken’), which he
also referred to as ‘nature garden’ and ‘biological garden design’, stood for ‘human,
free creations’ after the human notion of what nature intended.'?® The same material
was used as in the ‘garden after building-thoughts’, but this time ‘aligned’ with the
‘will of nature’, always enhancing its expression and stylising it by reducing the
natural image to the physiognomic aspects of plant communities.'?” His ideal of the
modern garden, however, was a synthesis of all different historically developed
means of garden design, now used with modern consciousness about beauty and
utility and with the intent of elevating the modern garden above the existing models.
In purely form-related matters, with regard to the different possible forms of a
garden, he was notably undogmatic. Politically, with his frequent references to
cultural critics like Oswald Spengler and ‘raciologists’ like Houston Steward
Chamberlain and Hans F, K. Giinther, Lange was clearly reactionary.!?® He used to
critically refer to an ‘asphalt civilisation® and praised the ‘master races’, and on the

aesthetic field he displayed a general tendency towards the picturesque and the

124 W. Lange, Gartengestaltung (1922), pp. 21-7.
125 W. Lange, Gartengestaltung (1922), p. 25.
126 W. Lange, Gartengestaltung (1922), p. 27.
127 Ibid.

128 Cf.: J. Hermand. ‘Rousseau, Goethe, Humboldt’, in Nature and Ideology, ed. by J. Wolschke-
Bulmahn (1997), pp. 35-57 (51); Gert Groning and Joachim Wolschke-Bulmahn, ‘Changes in the
philosophy of garden architecture in the 20th century and their impact upon the social and spatial .
environment’, Journal of Garden History, 09, 2 (1989), 53-70 (54-7).
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nostalgic.'”” But he was also well-read on the field of art and capable of reasonably
modern aesthetic judgements, calling for restraint of romantic longings, for ‘tact’ and
a ‘sensitive’ judgement.'*®

Lange’s speciality was the creation of ‘physiognomic’ images. He promoted the
combination of plants that expressed certain living conditions, for example by shape
of their leaves: small sparse leaves were associated with dry and sunny habitats, the
sword-shaped leaves of calamus or iris with water, even if the particular species was
drought-resistant (Figures 17, 18).!*! Different of such ‘images’ as related to plant

habitats such as dune, mixed woodland or even the vicinity of a well, he described in

great detail:

The named groups of plants thrive in places that are not really humid. But their aesthetic
impression causes a perception of humidity in that place; these combinations eventually
provide us with a means to place, e.g. in the lower spots of a slightly uneven terrain [...],

an overall “humid” physiognomy right beside a surrounding “dry” one. '*?

This way he was able to create a nuanced, seemingly natural situation which however
represented a concentrated combination of plants that commented on the site by
means of their physiognomy, emphasising its characteristics. As we can deduce from
their articles quoted below, during the 1930s the Bornimers worked in a very similar
way. Lange’s books contained lists of plants according to habitat and also

descriptions of desirable physiognomic images with suggestions of suitable plants

combinations.

129 W. Lange, Gartengestaltung (1922), pp. xi (preface), 4, 18, 30.
130 W. Lange, Gartengestaliung (1922), pp. xi (preface), 30.

131 1Ibid.; W. Lange, Gartenbilder (1922), ¢.g. about ‘physiognomies of humidity’
(‘Feuchtigkeliphysiognomine') pp. 184, 190.

132 W. Lange, Gartengestaltung (1922), p. 184.
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In the historiography of the modern garden, the spreading dismissal during these
years of allegedly Roman, rational and geometric (garden) culture has caused much
interest. The new organic-biological thinking has been described as part of a
vulgarised form of philosophical vitalism or Lebensphilosophie (philosophy of life),
with roots in German Romanticism.'** Unfortunately for ‘Mvattem and the Bornimers,
the organic style of those years is in retrospect often principally associated with a
thinking along racist lines.'** Without adopting the same outlook, Mattern and
Hammerbacher with their organic ideal were certainly influenced by this. In this
context it strikes one as peculiar that none of the Bornimers, or others associated
with them, has ever distanced him- or herself from Lange’s aggressive racism. In
view of Mattern’s silence on Lange, one might be tempted to assume that Lange’s
influence has been overestimated, but in retrospect Hammerbacher named him as a
key influence in the genesis of the later so-called Bornim School.!** He is said to have
been a frequent guest in the house of Karl Foerster, whose famous sunken garden he

probably designed, until, so it is believed, his Racism was considered unbearable. *¢

133 Kurt Sontheimer, 4ntidemokratisches Denken in der Weimarer Republik: Die politischen Ideen des
deutschen Nationalismus zwischen 1918 und 1933, ‘Studienausgabe’ edn (Mtinchen: Nymphenburger
Verlagsbuchhandlung, 1968), e.g. pp. 41-53 (in particular 48), 255-9.

134 Interesting in this context is a review of Modernism in garden design of 1995, which shows many
but almost exclusively geometrical examples. The author hints at a possible Modernist motivation
for naturalism in a few lines, continuing to discuss the connection to racist ideology, see: B. Bacher,
‘Auf der Suche nach dem neuen Garten®, Gartenkunst, 7, 2 (1995), 282-90.

135 Herta Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by Architekten- und
Ingenieurverein zu Berlin (AIV) (Berlin et. al.: Wilhelm Ernst & Sohn, 1972), pt 4
(‘Wohnungsbau’), vol. C (‘Die Wohngebiude — Einfamilienh#user’), pp. 293—416 (314-5). A case
where Mattern himself referred to Lange’s writings is not known. In view of his use of plant material
in fact he avoided such reference and instead seemed to prefer being associated with the
scientifically renowned pioneer in the field of plant sociology Reinhold Tixen, whom he knew from
his work for roadway projects before the war, He also visited Txen with his students: Vroni

Heinrich, personal communication, 22/02/2007.

136 Vroni Heinrich (personal communication, 22/02/2007) believes that from some time in the nineteen-
thirties on Willy Lange was no longer welcomed at Foerster’s house. It is also generally believed

that the famous sunken garden at Foerster’s home was originally designed by Lange, although no

g
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Axis fracture: dissolution of symmetries during the later 1920s
During the 1920s, the term ‘zeitgemdfer Formgarten (‘modern form garden’) was in
use for what was considered ‘zeizgemdf’, i.e. in keeping with the times. ‘Formal’ is
generally a much mis-used term in German, as it implies that organic outlines are not
defining a form. Hallbaum, since 1927 a regular contributor to Gartenkunst, seems to
have felt the need to explain the term: ‘[the] formal garden, i.e. the regular,
geometric or architectonic way of designing’."’ It was primarily defined by insensate
building materials and space-defining orthogonal elements such as paved paths and
terraces, walls, stairs, pergolas, and banks. It also referred to planting, for example as
clipped hedge or square beds. ‘Formal’ in this context and at this stage did not refer
to flowing shapes and spaces and an organic systeni of visual relations, but rather to
static spatial perspectives or sequences of distinct spaces with clearly delineated
thresholds, as well as to ‘rhythm’ and ‘monumentality’.!*® At the same time, by the
1920s, ‘Formgarten® did not mean a purely architectonic creation like the early-20"-
century exhibition gardens. Regular examples could be very plant-focussed, as the
much-published examples by Harry Maasz (1880~1946) show (Figures 19, 20, cf.
26-28). Strikingly, those gardens presented as modern during the mid-1920s hardly
resemble the abstract constructivism we éan at this stage find in avant-garde
architecture. A free compositional treatment of form was cxtremely rare even in the
early second half of the 1920s. In this context, the exact date of when a particular
garden design was conceived seems crucial for the evaluation of its artistic

progressiveness. Within months a fundamental step could have been made, be it

evidence has been found. See the description on the website of the Karl Foerster Foundation:
http://www.ulmer.de/Beispicl-Gaerten/Karl-Foerster-Garten/160718.htm]?
UID=0C5562CD711E9F684E48480EC16313BBSIBESFAASTO69CCT (accessed 13/09/2014),

137 Franz Hallbaum, Der Landschafisgarten: seine Entstehung und seine Einfiihrung in Deutschland
durch Friedrich Ludwig von Sckell, 1750 - 1823 (Manchen: Schmidt, 1927), p. 7.

138 Foreword by David Haney in: L. Migge, Garden Culture, ed. and transl. by D. H. Haney (2013), pp.
1-43 (20-1).
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through an influential publication or the dissemination of a ground-breaking garden
design in the the journals. In Gartenkunst the first modernist example aesthetically
and formally along these lines can be found in 1924, when Michael Mappes (*1898),
the future editor-in-chief, was presented on the generous space of four pages with
perspective views of a garden project. His unusually puristic line drawings of
relatively homogenous flower beds and almost geometrical tree and shrub shapes
were considered ‘peculiar’ (Fig. 21)."* At that time, the most progressive realised
gardens presented in the same journal were still much indebted to what may bé
considered the effect of ‘Expressionism’ in garden design. Structurally though there
are less parallels to Expressionist art than to the French gardens shown at the
Exposition International des Arts Décoratifs et Industriels at Paris in 1925 (Fig.
22)."° This influence expressed itself as a still very decorative trend. Respective
gardens were defined by zig-zag and trapezium outlines, but still organised — at least
within compartments — by a central axis of symmetry (Figures 23, 24)."*! Due to their
representative and ornamental character, from today’s perspective these ‘form
gardens’ of the earlier 1920s seem to contradict modernist ambitions of adapting the
spaces to contemporary notions of dwelling. They were not yet really detached from

the broderies and pleasure grounds of earlier periods. To be sure, this process

139 ‘Es ist das erste Mal, daf dieser in der Stille herangereifie Gartengestalter mit einigen Arbeiten an
die Offentlichkeit tritt, und zwar mit A rbeiten, die unbedingt durch ihre Eigenart Beachtung
erheischen.” (‘It is the first time, that this secretly matured garden designer goes public, namely with
work that demand the observer’s attention with their peculiarity.’) ‘Girten von Michael Mappes,
Prag’, Gartenkunst, vol. 38 (1925), 17-21 (17).

140 Cf.: Dorothée Imbert, The Modernist garden in France (Yale: Yale University Press, 1993). The
Exposition had a crucial influence on the development of a modernist design vocabulary in
American garden design. Eckbo for example used formal elements from these gardens and
incorporated them into his abstract compositions, see: Marc Treib, Garrett Eckbo: Modern

Landscapes for Living (Berkeley: University of California Press, 1997), pp. 21-4.

141 Cf.: H. Hammerbacher, ‘Die Hausgirten', in Berlin und seine Bauten, ed. by AIV (1972), pt 4, vol.
C, pp. 293-416 (328-30; 337). '
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corresponded to the developments in town planning and architecture. Otto Haesler’s
Ciciliengirten estate was completed in 1924, with gardens designed by Migge. The
first major modernist housing exhibition, the Weiflenhof estate, was organised by the
Werkbund and opened in 1926. The first social housing estate of the ‘New
Frankfurt’, planned under building councillor Ernst May, was completed in 1927 (the
Bruchfeldstrafle estate).'*?

Regarding the professional debates within landscape architecture, the year 1926
seems to have been a key year for the development of Modernism, as in Gartenkunst
some impressive papers contributed to the debate about form.!** These came from the
most different parties: some promoted a more traditional architectonic style, some a
purist Modernism and others a more picturesque or naturalistic garden design. Just
two opposing examples shall be referred to here. Bergfeld, who already in 1912 had
published a theoretical treatise as a booklet under the title About the natural form )
garden as a means of picturesque garden design, wrote a long article about the
welcome effects of naturalistic scenes contrasting geometric elements (Fig. 25).!*4 In
contrast to this, the Swiss landscape architect Gustav Ammann (1885-1955) wrote in
favour of the architectonic garden, arguing against what he considered ‘romanticism®
- according to him propagated in Karl Foerster’s journal Die Gartenschénheit —, and

against the new trend of installing natural form for nature’s own sake, as recently

142 Cf. the page ahout the BruchfeldstraBe estate on the website of the ernst-may-gesellschaft e.v,,

hitp://ernst-may-gescllschaft.de/wohnsiedlungen/siedlung-bruchfeldstrasse html (accessed

10/10/2014).

143 Interesting in this context is the following judgement of these years in a political pamphlet of 1935:
*The times (c. 1925-1926) when that number [of Gartenkunst] was considered particularly valuable,
to which an city planner of a foreign race or a foreign garden architect contributed, are over once
and for all.’ (*Die Zeiten etwa (etwa 1925-1926), da man die Nummer der “Gartenkunst” fiir
besonders wertvoll hielt, zu der ein fremdrassiger Stddtebauer oder ein ausldndischer
Gartenarchitekt Beitrdge lieferte, sind endgilltig vorbei.’) O. Langerhand (the newly appointed
president of Deutsche Gesellschaft fur Gartenkunst e.V.), *Aufrufl’, Gartenkunst, 48, 2 (1935), 17.

144 R, Bergfeld, Der Naturformgarten (1912); R. Bergfeld, ‘Arbeiten und Studien’, Gartenkunst, 39, 1
(1926), 4-12.


http://crnst-mav-gcscllschaft.de/wohnsiedlung
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suggested in a publication by Maasz (Figures 26-28).!* 1927 saw the publication of
Hugo Koch’s Der Garten. Wege zu seiner Gestaltung (‘The Garden. Ways to its
design’), a heavyweight book on modern gardens which presented a collection of
partly groundbreaking designs. It was positively reviewed in Gartenkunst by
Hallbaum."*® The same year, like a thunderbolt, Germany experienced the
presentation of the building exhibition of the WeiBenhof Estate. The trend that was
termed with ‘new building style’ (‘ Der Neue Baustil’), or ‘the new habitation and its
garden’, provoked controversial and passionate reactions. Hallbaum discussed the
WeiBenhof Estate enthusiastically and in reference to Walter Curt Behrendt’s Der
Sieg des Neuen Baustils (‘The Victory of the New Building Style’, 1927). He
suggested — a view that was popularised in those days - that the vegetation
complemented the new, ornament-free type of buildings: ‘[...] yet from the garden
accrues something like ornament to [the new architecture]’.'*” Mattern and
Hammerbacher planned to travel to Stuttgart to see the building exhibition with their
own eyes: ‘Especially us, we will gain more from the Werkbund exhibition than the
“Gugali” [garden show at Liegnitz]’.'*® These years saw an increasing number of

great national garden shows such as at Dresden 1926 and at Liegnitz 1927, both

145 Gustav Amman, ‘Sollen wir die Form ganz zertrimmern?’, Gartenkunst, 39 (1926), 81-5. Cf.: J.
Stoffler, Gustav Ammann (2008), pp. 81-3.

146 Franz Hallbaum, ‘Bilcherschau: Der Garten, Wege zu seiner Gestaltung (Deutschland)’, Gartenkunst,
41, 9 (1928), 144, Cf.: H. Koch, Der Garten (1927).

147 Franz Hallbaum, ‘Rickblick auf Stuttgart (WeiBenhof Siedlung)’, Gartenkunst, 40, 12 (1927) 195-6
(196).

148 EHH, letter Mattern to Hammerbacher (no no.), (01/07/1927). As two alternative holiday
destinations Mattern and Hammerbacher had discussed Stuttgart and Liegnitz, where was held the
*Gugali’ garden show designed by Allinger: letter EHH, Mattern to Hammerbacher (no no.),
(30/05/1927, postal stamp). ‘Gugali’ stood for *Deutsche Gartenbau- und Schlesische Gewerbe-
Ausstellung 1927' (‘German Horticultural and Silesian Trade Exhibition 1927"). It was designed by
Gustav Allinger, cf.: Katrin Lesser, ‘Gustav Allinger (1891-1974)’, in Gartendenkmale in Berlin:
Privaigdrten, ed. by. the Landesdenkmalamt Berlin (J6rg Haspel and Klaus-Henning von Krosigk),
series Beitrige zur Denkmalpflege in Berlin, 33, (Petersberﬁ: Michael Imhof, 2009), p. 271.
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designed by Gustav Allinger. Ideas were exchanged and disseminated through plan
exhibitions (Planschauen). The latter were shown at the occasion of the great
exhibitions, or at the ‘Jury-free Art Shows’ (Juryfreie Kunstschau’), e.g. at Berlin in
1925, and some of these drawings were published.' In retrospect, Hammerbache}r»
ascribed considerable importance to these exhibitions of drawings, where the juniors
could get inspiration and study trends proposed by young professionals.'* In
particular the Jury-free Art Show presented unrealised avant-garde examples that :
must have had a thought-provoking effect (Fig. 29)."*! Another striking and
influential example must have been the garden of Ernst May, designed by Migge
(Figure 30-32). It was presented in Gartenkunst in the November edition of 1928, a
year when in the journal a design language devoid of historicism finally prevailed
amongst the discussed projects.'*? An extract from an article by the architect

Hermann Heuss shall serve as an example for the respective thinking:

Life is becoming freer from chains of convention, the body vigorously moves in play and
sports and dance, the house is not any longer a closely shrouding shell, but it opens up. The

tightness of the nordic cosiness yields southern joy of the corporeal in all forms of being, '*?

149 The latter was reviewed on several pages by Hallbaum, who firstly characterised the contributions
with regard to their style and method of representation, then discussing the design ideas in regard to
tradition-consciousness and modernity: Franz Hallbaum, ‘Gartenkunst auf der juryfreien Kunstschau
Berlin 1925°, Gartenkunst, 40 (1927) 55-58. Cf.; Fritz Wilhelm Schénfeld, ‘Kritische Betrachtungen
iber drei Hausgtirten (Pohlenz - Hilbotter - Valentien)’, Gartenkunst, 39 (1926), 36-43; J.
Wolschke-Bulmahn, ‘The Avantgarde and Garden Architecture’, in: Gartenarchitektur und Moderne,

ed. by. CGL (2006) 9-26 (14-7).
150 Herta Hammerbacher, ‘GruBl an Wilhelm Hitbotter’, Garten+Landschaft, 12, (1976), 722-6 (723-4),

151 Cf.:J. Wolschke-Bulmahn, ‘The Avantgarde and Garden Architecture’, in; Gartenarchitektur und
Moderne, ed. by. CGL (2006) 9-26 (14-7).

152 Curiously, a reference to its designer, Migge, is lacking: Franz Schuster, ‘Der Garten am Wohnhaus
Stadtrat May’, Gartenkunst, 41, 11 (1928), 161-8; D. H, Haney, When Modern Was Green (2010) p.

213.

153 *Das Leben wird befreiter von Fesseln der Konvention, der Kdrper regt sich krdftig in Spiel und Sport



page 61 of 513

Theodor Heuss’ younger brother, who is not known as a regular contributor to the
debate about gardens but had written the preface to Maasz’ book Kleine und grofie
Girten (1926), appeared to be an observer capable of summarising for us the
developments of his times.!** In 1927 he described the progressive contemporary
garden as an intermediate form between the axial, regular garden of the 18 century,
and the ‘““landschaftliche” arbitrariness’.'** The garden was ‘released out of its
rigidity’, toward freedom of form, based on a ‘more intimate relationship with
nature’." The ‘“forcing house culture”’ took a back seat in favour of perenn'ials, old

farmhouse garden flowers and enduring plants newly introduced.'®’

Taste has become “more natural”, more primitive, less constrained so to speak, and the
joy and love is directed equally at the small, low-growing, mat forming, as at the proud
blossoms and panicles of the high perennials. Here too, the direction towards the healthy,
the humanly-close. The frugality of the architecture, its seemingly very “technical”
character, in the end emanates from today’s feeling for cleanliness and tautness (in the
current condition of course a transitional phenomenon); the subdued lushness of the

garden forms an appropriate opposite to it and is even enhanced in its appeal by the

und Tanz, das Haus ist nicht mehr eng einhiillende Schale, sondern ffnet sich. Die Enge nordischer
Behaglichkeit weicht siidlicher Freude am Leiblichen in allen Formen des Daseins.' Hermann Heuss,
‘Architektur — Natur ~ Garten’, Gartenkunst, 41, 4 (1928), 49-50 (50).

154 . H. Maasz, Kleine und grosse Garten (1926), pp. 9-10. Heuss was professor for architecture at the
engineering school (Gewerbeakademie) at Chemnitz. Duthweiler mistakes Heuss as ‘General
Musical Director’ at Chemnitz, see: Swantje Duthweiler, Neue Pflanzen fiir neue Gérten:
Entwicklung des Farbsortiments von Stauden und Blumenzwiebeln und ihre Verwendung in
Gartenanlagen zwischen 1900 und 1945 in Deutschland, series Grine Reihe ~ Quellen und

Forschungen zur Gartenkunst, 31 (Worms: Wernersche Verlagsanstalt, 2011), p. 199. Cf.: Th. Heuss,
Erinnerungen 1905-1933 (1965), p. 248.

155 H. Heuss, ‘Architektur — Natur — Garten’, Gartenkunst, 41, 4 (1928), 49-50 (50).

156 Ibid.

157 Ibid.
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austerity of the built.'s

Heuss’ text won Hallbaum’s emphatic affirmation, who claimed that it showed that
the view towards modern architecture was not a mere fashion, as critics claimed, buf
a healthy and logical development.'*®

Over the coming months a discussion of questions of design and ‘zeitgemdfe’
forms of the garden was pursued uninterruptedly. Authors reacted to colleagues’ texts,
rejecting or taking up reasonings expressed elsewhere before, some with fierce
contributions and other with mediating ones. One of the phrases that had gained
currency in these years was for example ‘the coming garden’ (‘kommender Garten’),
which was latet:’-connected to the call for the native.'*® There was an atmosphere of
generally constructive debate, and the editors gave space to very different positions,
allowing for a differentiated discussion that about six years and a half later was to
become impossible. A broad consensus only appeared to exist on two matters:
‘romantic’ as applied to contemporary designs was used as a derogative term, and

‘Expressionism’ was criticised as a superficial term. Progressives seemed to have the

158 ‘Der Geschmack ist “natiirlicher” geworden, primitiver, ungezwungener sozusagen, und die Freude
und Liebe gilt ebenso dem Kleinen, Niedrigwachsenden, Polsternden, wie den stolzen Kronen und
Rispen der hohen Stauden. Auch hier die Richtung auf das Gesunde, Menschlich-Nahe. Die Kargheit
der Architektur, ihn scheinbar so sehr “technisches " Geprdge entspringt schlieBlich dem heutigen'
Gefilhl filr Reinlichkeit und Straffheit (im jetzigen Zustand natiirlich Durchgangserscheinung); die
gebandigte Uppigkeit des Gartens bildet den gegebenen Gegensatz dazu und wird durch das Herbe

des Baulichen noch in der Wirkung gesteigert.’ Ibid.

159 Ibid.

160 Cf. in particular the contributions by Brandt, Valentien and Hubotter in Gartenkunst, 07, 1930. For the
discussion about the ‘coming garden’, in particular about Brandt’s engagement in Germany, see: Gert
Grdning, ‘Der kommende Garten: Anmerkungen zu einer europdischen Diskussion um Gartenkultur
im ersten Drittel des 20. Jahrhunderts’, Gartenkunst, 7, 2 (1995) 268-81; Gert Gréning and Joachim
Wolschke-Bulmahn, DGGL. Deutsche Gesellschaft fiir Gartenkunst und Landschafispflege e. V.,
1887-1987: Ein Rilckblick auf 100 Jahre DGGL, series Schrifienreihe der DGGL, 10 (Berlin:

Boskett, 1987), pp. 36-44, esp. 41—4; G. Gréning, ‘Ideological Aspects of Nature Garden Concepts®,
in: Narure and Ideology, ed. by J. Wolschke-Bulmahn (1997), pp. 221-48 (223).
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upper hand when for example Friedrich Last, director of gardens at Aachen and
member of the Werkbund, criticised the use of a modern style as a ‘cloak’ for

retrogressive ideas:

With a tendency for the past and an ever so slight aversion against the present and the

future, even in the newest fashion outfit the movement is easier backwards than forward. '*!

Also conservatives constructively made their contribution, such as Alwin Seifert with
his thoughts on ‘bodenstindige Gartenkunst ' — ‘garden design roote’d in the soil’,
Seifert’s comments have been interpreted — and reasonably so — as forerunners of
later, more openly v6lkisch design motives, but, especially during the times here
under consideration, he cannot be accused of unrestrained polemics. His positions on
the one hand expressed the widespread discomfort with the modernisation of society
and the loss of traditional values, but on the other hand some of his thinking on
functionality and organic form also overlapped with the Bornimers’ idea of a garden
for dwelling, an outside living room under consideration of a certain longing for
visual and spiritual stimulation. In his rejection of a pastiche of historic decorative
garden motifs Seifert agreed with modern design where it was context-oriented and
functional. In this respect, and in view of his commitment to the Heimatschutz, he
could be called a reactionary modernist.'®? In his critique of the garden
accompanying the house by Le Corbusier at the Weilenhof Estate of 1926, originally

published in the conservative architectural journal Der Baumeister, Seifert discussed

16} ‘Mit dem Hang fiir Vergangenes und einem noch so leisen Widerwillen fiir Gegenwdrtiges und

Zukiinftiges gehts auch im neuen Modekleide leichter riickwdrts als vorwdrts. Friedrich Last, *Zeit
und Garten’, Gartenkunst, 41, 4 (1928), 51-4.

162 Jeffrey Herf, Reactionary Modernism (Cambridge/New York/Melbourne: Cambridge University
Press, 1984), Cf.: Charlotte Reitsam, Das Konzept der ‘bodenstindigen Gartenkunst’ Alwin Seiferts:
Fachliche Hintergriinde und Rezeption bis in die Nachkriegszeit (Frankfurt am Main et, al.: Peter
Lang Verlag, 2001), pp. 30-41. '
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Le Corbusier’s ideal of an untouched nature, contrasting ‘“the crystalline forms of
concrete thinking”™” (quoting Alfred Roth, employee of Le Corbusier’s) that defined
the architecture.!'®3 With his underlying racist outlook, Seifert associated with Le
Corbusier a ‘Latin relationship’ to gardening. In his eyes, the Swiss architect’s house
at the Weillenhof building exhibition was surrounded by a garden that was not
allowing for the needs of modern man.'** With the same breath, Seifert criticised
French ‘[public grounds] where still today [...] the beds are enclosed in tree trunks of
cast concrete’.'®® ‘False cement tree trunks’ is a connotation for the use of rustic
ornament, as was fashionable during the late 19" century, and, long before Seifert,
criticised by reformers such as Schultze-Naumburg (Fig. 02).'*® Much like Heuss’
above-quoted words, Le Corbusier’s WeiBenhof project pointed at the general
thinking amongst modernist architects who preferred the garden to form a pastoral
backdrop for their buildings. To many modernist architects the garden now seemed tb
have symbolised nature in the sense of natura naturans in contrast to the natura
naturata of man’s inner self as represented by the house.'®” Mattern, years later,
proclaimed self-confidently the man-made quality of all landscape — and this was in

fact self-confidence because he considered the shaping of all landscape the task of

163 Alwin Seifert, ‘Die Stuttgarter Weillenhof-Siedlung in gartenkritischer Betrachtung®, Gartenkunst,
41 (1928), 59.

164 1bid. according to Wolschke-Bulmahn, that with his critique Seifert ‘emphatically criticised avant-
garde French garden design’. However, in the cited text, Seifert explicitly referred to traditionalist
‘public grounds®, trying to comprehend Le Corbusier’s decision to surround his house with an ‘non-
designed’ garden, which Seifert criticised as not usable. Cf.: J. Wolschke-Bulmahn, ‘The Avantgarde
and Garden Architecture’, in Gartenarchitektur und Moderne, ed. by CGL (2006), pp. 9-26 (19-22)

165 Alwin Seifert, ‘Die Stuttgarter WeiBenhof-Siedlung in gartenkritischer Betrachtung’, Gartenkunst,

4] (1928), 59.
166 Cf.: P. Schultze-Naumburg, Kulturarbeiten, vol. 2: ‘Girten’ (1905).

167 Cf., e.g.: Jan Woudstra, *The Corbusian Landscape: Arcadia or No Man's Land?*, Garden History,
28, 1 (Summer 2000) 135-51.
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his profession. Accordingly he appropriated the garden more to the realm of the

dwelling than to the natural realm.

Modernised garden tradition: “decorative Modernism” vs. dwelling garden
While generally French examples were little received in th¢ German press, for known
reasons, there was however at least one discussion of Gabriel Guévrékian’s Villa
Noailles in the June-1929 edition of Gartenschénheit. It was presented in large
photographs on two pages, accompanied with an affirmative text by Leopold Zahn,
and a short text by the architect himself.'*® Those gardens today referred to as Art
Déco, after the Exposition Internationale des Arts Décoratifs et Industriels Modernes
held in Paris in 1925, where only rarely discussed in Germany.'® Cultural, like political
relations between Germany and France where tense; French garden design was thought
to be lagging behind. The American park systems were still remembered as pioneering,
as disseminated years earlier by the influential urban planner Werner Hegemann and by
Migge.'” Nonetheless, if we look for example at Hirsch’s private garden at
Wiesbaden, the modernized classicism as presented with several examples at Paris in
1925 seems to strongly — if late — have influenced the evolution of a modern garden
design language in Germany. This was never acknowledged. Zahn’s mentioned article
in Die Gartenschénheit in 1929 was clearly an exception. If French Modernism was
discussed, it was controversially so, as in the case of a design by André Lurgat in

Gartenkunst in 1930. Several landscape architects reacted with protest to Lurgat’s

168 Leopold Zahn (Gabriel Guevrékian),*Ein geometrischer Garten an der Reviera’, Die
Gartenschénheit, 06 (1929), 222-3,

169 See: D. Imbert, The Modernist garden in France (1993). The term Art Déco was introduced
retrospectively in the 1960s. In contrast to this, a seminal influence has been proven for the United
States, where Garrett Eckbo for example used formal elements from these gardens and incorporated
them into his abstract compositions, see: Marc Treib, Garrett Eckbo: Modern Landscapes for Living

(Berkeley: University of California Press, 1997), pp. 21-4.

170 Cf.: D. H. Haney, When Modern was Green (2010), pp. 63-72.
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formalist garden and the informal one accompanying Le Corbusier’s Weiflenhof
house. The harsh adverse comments by the young landscape architects Wilhelm

Hibotter (1895-1976) and Otto Valentien (1897-1987) have been linked to upcoming

Nazism:'"!

The outcome of both design principles remain alien to us; the result is not a garden, but

instead either a piece of decoration or a formless assortment of plants and paths. '™

A modern functional garden in tune with modern living conditions and needs had only
just asserted itself. Calling Lurgat’s garden a ‘piece of decoration’ and Le Corbusier’s at
the Weiflenhof éétate a ‘formless assortment of plants and paths’ may not be polite, but
these words indirectly illustrate the objectives the Bornimers had in mind for their
functional dwelling gardens. Combative expressions were common in matters of art,
and while he occasionally expressed considerable conservatism, here Valentien’s words
were compliant with a modernist standing towards design. The character of the French
examples that reached the German press was indeed chiefly ornamental, apparently’
designed with the decorative visual impression in mind that was most effective standing
at the upper windows of the villa looking down (Fig. 33). While stylistically exploring
new paths, Lurgat used plants in a traditional, non-sustainable way, resulting in a high-
maintenance ornamental garden. Valentien, Hilbotter and Seifert may not have been -

representing the garden avant-garde in an artistic sense, but their thinking expressed in

171 Wolschke-Bulmahn evaluates Valentien’s and Hibotter's positions towards Lurgat’s garden as
conservative, In particular the expression ‘the result is not a garden, but [...]" (‘Das Resultat ist kein
Garten, sondern [...]') he sees in connection with the ‘depraved art’ of the *Third Reich’, and to
support this perspective he chooses 1o translate the respective phrase as ‘the result is an “un-garden”,
or rather [...]", which makes Valentien's critique even more severe than it is, see: J. Wolschke-

Bulmahn, *The Avantgarde and Garden Architecture’, in Gartenarchitektur und Moderne, ed. by
CGL (2006), pp. 9-26 (19-22).

172 ‘*Die Ergebnisse beider Gestaltungsprinzipien bleiben uns fremd, das Resultat ist kein Garien,

sondern entweder ein Stiick Dekoration oder ein formloses Nebeneinander von Pflanzen und Wegen .’

Otto Valentien, ‘Neuzeitliche Gartengestaltung', Gartenkunst, 7 (1930), 104.
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the quotes was not representing a conservative position either, A differentiation between
‘stylistically modern’ and “structurally modern® might help to evaluate the different
examples. Also, any example under consideration may exhibit both some progressive as
well some conservative characteristics. In Germany there were many cases in which the
rationalism of the buildivng stood in stark contrast to the representative disposition of its
garden, as much as there were examples where the opposite is true (Fig. 34). A focus on
decorativeness contradicted the demand for a garden as an outdoor extension of the
living room, which does not mean that the modern gardens were ignoring aesthetics. In
the works that Mattern chose for a presentation in Gartenschdnheit of those involved in the
Killesberg project of 1939, his notion of function can be deduced.!” The evident
compositional ease, thanks to an eschewal of symmetry, is understood as emblematic for
the Wohngarten type, the ‘inhabitable garden’ or ‘dwelling garden’, as it signalled the
rejection of representational aims and enabled a more useful, site-related zoning. Aiming
for dwelling meant providing space with regard to modern demands for living: for healthy
exercise, relaxation and play. It meant a closer contact with nature as expressed in the
Modernist dictum ‘light and airbfor everyone’.'™ The notion of the garden as extension to
the habitation, and even the term Wohngarten, had already been used since about 1905, for
example by Encke.!” The dwelling gardens of the later 1920s represented the further
elaboration of premisses of the life reform that the older generation, landscape architects

such as Encke, Maasz and Migge, had introduced. These spaces usually provided a

173 Hermann Mattern, ‘Vorbetrachtungen zu der Reichsgartenschau Stuttgart’, Gartenschénheit, 20, 3
(1939), 86-98.

174 Compare the exhibition ‘Sonne, Luft und Haus fur alle’ (‘Sun, air and house for everybody'),
presented by the City Commissioner for Building Martin Wagner in 1932 on the exhibition grounds
at the Berlin Broadcasting Tower (for Mattern's involvement cf. p. 264). Examples were published
in: Fischer, ““Sonne, Luft und Haus fiir alle”, Berliner Sommerschau 1932, Gartenkunst, 45, 7
(1932), 106-11. Generally on health and modernist culture, see: Christopher Wilk, *The Healthy

Body Culture’, in: id. (ed.), Modernism. Designing a New. World, 1914~1939 (London: V&A, 2006),
pp- 250-67.

175 Fritz Encke, Der Hausgarten (Jena: Eugen Diederichs, 1907), p. 8.
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vegetable plot, a central lawn for sports and play and a generous terrace as extension to the
house’s clean and dry floor surface. Characteristic was the reduction of paved surfaces as
pathways, in order to suggest freer movements and in the interest of economics (Fig. 35)17
Not least, it was aimed at a picturesque impression under use of — compared to earlier

times - relatively low-maintenance perennial plantings.

Towards 1933: artistic tendencies and ideological dynamics
For a few years organic designs in the landscape tradition — which until then had stil]
been represented at least as traditionalist or outsider positions — were more or less
absent from Ga.r(enkunst. Shown were either purely architectonic flower gardens, or
functionalist gardens with extensive lawns for play' and sports, and relatively large
regular layouts of crop plantations. Towards the end of the 1920s we can observe
again changing dynamics. It seemed that for the younger generation born around
1900 the form question was less ideologically charged than for the ‘generation of
1914°.'" The two poles of the organic, allegedly romantic (‘Nordic’) versus the
geometric, allegedly functional (‘Latin’) were treated more rationally, and as two
coordinates defining a wide field of possible solutions. During the same period one
can also find designs that are more neu-éachlich, as related to New Objectivity, than
ever before (Fig. 35). Questions of functionality and appropriateness, of
Materialgerechtigkeit (‘truth to material’) and Zeirgemdfheit (‘fitness for the timeS’)
defined the discussions, corresponding to the growing implementation of examples

for Neues Bauen, and to the terminology used by the reform movements such as the

176 For éxamples for the dwelling garden sce the contemporary garden monographs such as: Guido
Harbers, Der Wohngarten: Seine Raum- und Bauelemente, 1st edn (Munchen: Callwey, 1933); Otto

Valentien, Zeitgemdifie Wohn-Gdrten: eine Sammlung alter und neuer Hausgdrten (Mtnchen:

Bruckmann, 1932). The Wohngarten will be dealt with more in chapter ILf,

177 Robert Wohl, The Generation of 1914 (Cambridge, MA: Harvard University Press, 1979).
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Deutsche Werkbund. But the questions of ideology that were connected to form
obviously resurfaced more fiercely than before when the Nazis rose to power.

The landscape architect and artist Otto Valentien was one of the most direct
influences on the Bornim School. In July 1925 he graduated from the horticultural
college at Dahlem, becoming the head designer at the prestigious Spaeth nursery in
Baumschulenweg near Berlin, leaving in 1928 to start working for the municipal
administration at Frankfurt, where he was involved in planning the Nidda valley
estates with Ernst May.!™ He left Frankfurt the following year to take over his
deceased friend Karl Luz’s garden construction and planning business at Stuttgart.
His career as an.artist developed in opposite direction to that as a landscape architect.
His artistic work often displayed motives from nature, his techniques included water
colour painting, linoleum monotype and abstract collage. After the 1960s he turned
increasingly abstract.

In a way more neutral than many others, Valentien stressed the value of the
natural elements of a landscape, such as clumps of trees or shrubs, which should be
integrated into a garden design. He also emphasised the beauty of native species.
Formally, contrary to the Bornimers, he was interested in an underlying rectilinear
spatial structure which took in the freely growing shrubs and the mixed perennial
beds. Valentien even embraced romanticism — a rare confession in those days — which
should, however, join in after the ‘objective’ demands had been fulfilled.'” In the
title of his article here referred to, the noun ‘das “Landschaftliche™ is put in
quotation marks, hinting at the complexify of the discussion and at the varying

perspectives different designers had on landschaftliches design. Over Valentien

178 About Spaeth, where many renowned landscape architects worked at some point, see: Swantje
Duthweiler, ‘Charakteristische Gestaltungselemente der Girten der Baumschule Sp4th/Berlin’,
Gartenkunst, 20, 01 (2008), 127-42; Katrin Lesser, ‘Das Archiv der Baumschule Ludwig Spéth,
Berlin-Treptow’, Gartenkunst, 20, 01 (2008), 105-26.

179 Otto Valentien, ‘Das “Landschaftliche™ in der Gartengestaltung’, Gartenkunst, 46, 01 (1933) 9-11.

6
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hardly any literature exists, and all the documents of his work as landscape architect
have been destroyed, due to several relocations of the office and Valentien’s
abandonment of in when he decided to concentrate on a career as an artist, probably
during the 1960s.'* His publications contain some detailed plans, including planting
schemes. Although today less known than some of his contemporaries, Valentien was
probably the most-published German landscape architect of the 1920s and 1930s,
both domestically and internationally. With his strong presence in, for example, The
Studio, he represented the modern German Wohngarten to an international public.'®!
In Landscape for Living (1950), Garrett Eckbo referred to Valentien’s pre-war work,
in one breath w1th the Austrian Albert Esch, as representative of European modern
‘free’ design.'®?

Valentien's ideological standing is somewhat difficult to discern. On the one hand
with his sober, yet inviting designs and the emotive, expressionistic stroke of his
characteristic illustrations he was the idol of the younger; but he became more
conservative with age, adopting an anti-urban attitude and rejecting the use of

foreign plants.'®® But his point of view, that in a garden the use of native plants found

180 Irmgard Kaup, ‘Otto Valentien 1897-1987. Sein Wirken als freischaffender Gartenarchitekt und
Kanstler® (unpublished Diplomarbeit thesis at Weihenstephan Polytechnical School, Dpt. of
Landespflege, 1987), (preface, no pagination). All biographical information contained in the

paragraph is taken from this thesis, p. 7-8.

181 See the editions of 1934 and 1936 to 1939 of Gardens and Gardening (= The Studio Garden
Annual), ed. by F. A. Mercer (London/New York: The Studio). Oswald Woelke (Dusseldorf) and
above all Otto Valentien are strongly over-represented. Valentien's designs represented Germany in
the 1934 edition, and the 1936 to 1939 editions, in the latter his opinion on modern garden design
was printed as part of an international survey amongst prominent garden architects (J. E. Grant
White, George Dillistone, T Adams, Pietro Porcinai, Jean Charles Moreux, René Pechére, Garrett
Eckbo). An exception is the 1935 edition, in which all German examples spring from Georg Béla

Pniower's work, with rather unassuming photographs. The 1933 edition shows a ‘garden designed by

Herta Mathern-Forster [sic!], Bornim, near Potsdam’ (p. 36).

182 Garrett Eckbo, Landscape for Living (New York: F.W. Dodge Cooperation, 1950), p. 23.

183 See Valentien’s contribution to a survey amongst prominent landscape architects in: Gardens and

Gardening (1939), 15-6. See also Wimmer's assessment in: C.A. Wimmer, Lustwald, Beet und
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in the surrounding landscape was always advisable, was explicitly taken by
Hammerbacher too. Valentien may have influenced her in this when she had worked
under his supervision in the Spaeth nursery’s design department from September
1926 till autumn 1928.'% Native plants were here promoted in the interest of an
undisturbed, organic visual coherence between a garden and the surrounding
landscape.

Towards 1933 the discussion was more and more centring on the organic in a
volkisch sense. A contribution by Max Karl Schwarz shall illustrate this. Schwarz
was a pioneer of bio-dynamic gardening at Migge’s settler school at Worpswede who
also contributed to Mattern’s Die Wohnlandschaft of 1950." This quote followed a

reference to Rudolf Steiner:

Yet on all sides echos the cry for a strong peasantry, for an intimate connection of blood
and soil as the essential demand for the eagerly longed for nationwide reconstruction.
Everywhere one can feel a disengagement from obsolete views, methods, from a way of
designing that was concentrating far too much on the surface, on the constructed, and
valued far too much the conspicuous. The tensed up, ‘so-called objective’, rigorously and

violently forced into a form, bursts in the general pursuit of biological insights. '*

Rosenhiigel (2014), pp. 395-6.

184 Jeong-Hi Go, Herta Hammerbacher (1900-1985): Virtuosin der Neuen Landschafilichkeit - Der
Garten als Paradigma, series Landschaftsentwicklung und Umweltforschung, S18 (Berlin:
Technische Universitit Berlin, 2006) p. 23-4; Herta Hammerbacher, ‘Ein Luzerner Hausgarten’, Die
Gartenschénheit, 19,12 (1938), 458-9 (458).

185 Max Karl Schwarz, ‘Der Gartnerhof - eine Keimzelle intensiven Landbaus’, in Die Wohnlandschaft:
Eine Sammlung von Aussagen tiber die menschliche Tétigkeit in der Landschaft, ed. by Hermann
Mattern (Stuttgart: Hatje, 1950), pp. 133-41.

186 ‘Noch hallt der Ruf allenthalben wider nach einem starken Bauerntum, nach einer innigen
Verbindung von Blut und Boden als die grundwichtigste Forderung fiir den sehnlichst erstrebien
Neuaufbau im Staate. Uberall ist ein Losen zu verspilren von iiberkommenen Anschauungen,
Methoden, von einem Gestalten, das sich allzu sehr im Aueren, Konstruktiven bewegte und zu stark
alles Augenfillige wertete. Verkrampfies, “sachlich Genanntes”, hart und gewalttiitig in Form

Gezwungenes, zerberstet im allgemeinen Verfolg biologischer Einsichten.” Max K, Schwartz, ‘Der



page 72 of 513

In May 1933 the Nazis took power, including control of all cultural organisations.
Gustav Allinger, for example, appeared at the annual meeting of the Deutsche
Gesellschaft fir Gartenkunst (DGfG) in the uniform of the SA (Sturmabteilung) and,
‘carrying a revolver’, replaced Hermann Kube who was ousted from office.'®” With the
Gleichschaltung (‘forcible-coordination’) of the professional bodies the first
persecutions began. Hammerbacher spoke of defamation for stylistic reasons, but a
closer look reveals that the controversy was not so much about the dichotomy of
geometric and organic.'®® Instead, the frontier ran simply between Nazi and non-Nazi,
which turned out to be very difficult to define in artistic terms (compare chapters 1I-g
and h). The cmcfial new valuation standard revolved around the Nazi’s rejection of
anything deemed too ‘individualist’, or too ‘international’. What was considered
modernist expression was called ‘unhealthy’, as it was associated with internationalism,
Judaism, and Socialism; and accordingly meant a lack of connection to the German
people’s soul, culminating in the branding as ‘cultural Bolshevist’.!® The people’s soul
was seen in its ‘blood bonds’ with the landscape and thus to the soil. Blood-and-Soil was
intrinsic to the official ideology of the ‘Third Reich’, the words being inscribed into the
logo of the Ministry of Food and Agriculture, the Reichsndihrstand which organised the

great garden shows.'”® Many landscape architects, Mattern amongst them, worked with

Gartenorganismus. Grunds#tzliches zum “Kommenden Garten™, Gartenschénheit, (1933), 236-9
(236). Schwarz’ reference to Steiner once more illustrates the much-discussed connection between
supporters of Anthroposophy and Nazi ideology, which however should be differentiated from

Rudolf Steiner and Anthroposophical philosophy as such.
187 G. Gréning and J. Wolschke-Bulmahn, DGGL (1987), pp. 66.
188 Herta Hammerbacher ‘Eine Engegnung’, Bauwelt, 68, 28 (1977), 9634,

189 For a very brief summary of the Nazis' concepts of their enemies, see: Jost Hermand, Kultur in

finsteren Zeiten: Nazifaschismus, Innere Emigration, Exil (Berlin et. al.: Bohlau, 2010), pp. 15-25.

190 In his monograph on garden exhibitions, Allinger gave his chapter on the years 1934-1944 the title
‘episode of the Reichsndhrstand’ (* 1934-1944, Episode des “Reichsnihrstandes”’): Gustav Allinger,

Das Hohelied von Gartenkunst und Gartenbau. 150 Jahre Gartenbauausstellungen in Deutschland

(Berlin/Hamburg: Parey, 1963), pp- 88-100.
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the Reichsndhrstand during the war. ‘Blood-and-Soil’ meant believing in the (hereditary)
farmer as the carrier of culture and as the ‘blood-line’ of the German people.'** The
internationalist impetus of the modern movement clearly contradicted such concentration
on the local. The official aesthetics of the Reich, in the fields that were not to represent
the state internationally, corresponded to Blood-and-Soil. The “aesthetics of simplicity’
of the crafts as popularised by the Diirerbund and the Heimatbund, early reform
associations founded during the late 19th century, as well as the ‘good form’ of the
Werkbund, were shown as beautiful examples to strive for in design.'*? In this regard, the
idea of a ‘vernacular modernism’ and of the architecture movement ‘Um 1800’ of
Muthesius, Schultze-Naumburg and bthers went aesthetically congruent with the
mainstream aesthetics of a more regressive Heimatschutz and finally with many of the
projects for residential architecture under the Nazi regime.'** Excepted from this was a
great part of the representative public projects, where a grave, sharp-edged and keenly
hierarchical neo-classicism was Hitler’s style of choice. It had already asserted itself in a
less martial variant during the late Weimar Republic, with its epitome being Hans

Poelzig’s headquarters for IG Farben in Frankfurt of 1929, a project in which Mattern

191 Cf.: Margrit Bensch, ‘Blut oder Bodern — welcﬁe Natur bestimmt den Rassismus?’, in Naturbilder in
Naturschutz und Okologie, ed. by Stefan Korner, Tina Heger, Annemarie Nagel and Ulrich Eisel,
series Landschaftsentwicklung und Umweltforschung, 111 (Berlin: Technische Universitit Berlin,
1999), pp. 37-47.

192 Sabine Zentek, Designer im Dritten Reich: Gute Formen sind eine Frage der richtigen Haltung
(Dortmund: Lelesken, 2009).

193 Cf.: M. Umbach, ‘The Deutscher Werkbund and Modem.VemacuIars’, in Vernacular Modernism, ed.
by id. (2005), pp. 114-40; Barbara Miller Lane, ‘Architecture and Politics in Germany, 1918-1945",
2nd edn (Cambridge MA: Harvard University Press, 1985) (chapter VIII: “Nazi Architecture'), pp.
185-216. ’
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was involved." To a certain extent, modernist expression lived on in the field of

industrial architecture.!’

It has become widely known since the late 1980s that former Bauhaus students and
teachers and other modernists creatives did not shy away from working for the ‘Third
Reich’: quite the contrary. Architects as renowned as Egon Eiermann, Walter Gropius,
Gustav Hassenpflug, Lilly Reich or Ludwig Mies van der Rohe were successfully
soliciting assignments during the first years of Hitler’s reign (Figures 185, 186).!%
Bauhaus graphic designers like Herbert Bayer, Kurt Kranz or Joost Schmidt were
highly successful, employing their art for the propaganda of the state. Motives are
often difficult to judge, seeing that many lost their jobs and were struggling to make a
living. Hinnerk Scheper for example, who had to feed a family of five, made wall
paintings in different ministries, buildings of the Wehrmacht, embassies, churches and
other buildings and was commissioned by Gdring for his Karinhall country estate, !9

In landscape architecture, as Darwinist-biologistic reasoning was on the forerun,
there were positions, which were to become pervasive, that turned the ‘scientific’

upside down. These were connected to another facet of the dichotomy, represented by

194 Dieter Bartetzko, ‘Obsessionen aus Stein: Die Architekten des *“Dritten Reichs™’, in: Hans
Sarkowicz (ed.), Hitlers Kiinstler: Die Kultur im Dienst des Nationalsozialismus (Frankfurt am Main

and Leipzig: Insel Verlag, 2004), pp. 110-34 (112-3).

195 Winfried Nerdinger, ‘Bauhaus-Architekten im “Dritten Reich™, in Bauhaus-Moderne im
Nationalsozialismus: Zwischen Anbiederung und Verfolgung, ed. by Winfried Nerdinger and

Bauhaus-Archiv (Milnchen: Prestel, 1993), pp. 153-78 (170-5).

196 For the entire paragraph see: Bauhaus-Moderne im Nationalsozialismus: Zwischen Anbiederung und
Verfolgung, ed. by Winfried Nerdinger and Bauhaus-Archiv (Manchen: Prestel, 1993), in particular
the following contributions: Sabine WeiBler, ‘Bauhaus-Gestaltung in NS-Propaganda-
Ausstellungen’, pp. 48-67; Magdalena Droste, ‘Bauhaus-Designer zwischen Handwerk und
Moderne’, pp. 85-101; M. Droste, ‘Bauhaus-Maler im Nationalsozialismus: Anpassung,

Selbstentfremdung, Verweigerung’, pp. 11341 W. Nerdinger, ‘Bauhaus-Architekten im “Dritten
Reich™, pp. 153-78.

197 Renate Scheper, ‘Hinnerk Scheper: Arbeiten zwischen 1933 und 1945°, in: Winfried Nerdinger and
Bauhaus-Archiv Berlin (eds), Bauhaus-Moderne im Nationalsozialismus: Zwischen Anbiederung

und Verfolgung (Miinchen: Prestel, 1993), pp. 142-52;
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the historical differentiation into a Nordic and a Latin cultural sphere. In this context
calls for a ‘natural’ garden became stronger, as landscape-relatedness was considered
beneficial for the promotion of the German race.'*® The Blood-and-Soil perspective
took over the prerogative of interpretation. In '1936, Mappes, who the same year had
been appointed editor-in-chief of Garienkunst, emphasised, that progressives would
distinguish carefully between an anachronistic, ‘old term “landschaftlich” and the new
term “natiirlich” [“natu‘ral”]’.199 The old way was considered contrived and over-

sophisticated, as it allegedly forced the vegetation into a fixed form and focussed on a

198 For a concise discussion of the topic Gothic/Nordic vs. Latin/Southern with regard to organic
functionalist architecture, see: Peter Blundell-Jones, Hans Scharoun (London: Phaidon, 1995), 99—
101. The first scholars who have drawn attention to the history of the nature garden concept were
Groning and Wolschke-Bulmahn, and a well known aspect of their seminal research is an emphasis
on the potential connections of promoters of an organic idea! in garden design to reactionary and
racist ideology, see e.g. (in chronol, order and with focus on Engl. titles): Gert Groning and Joachim
Wolschke-Bulmahn, DGGL. Deutsche Gesellschaft fiir Gartenkunst und Landschafispflege e. V.,
1887-1987: Ein Rilckblick auf 100 Jahre DGGL, series Schrifienreihe der DGGL, 10 (Berlin:
Boskett, 1987), pp. 36-58; Gert Groning and Joachim Wolschke-Bulmahn, ‘Changes in the
philosophy of garden architecture in the 20th century and their impact upon the social and spatial
environment’, Journal of Garden History, 09, 2 (1989), 53-70; Gert Groning, ‘Ideological Aspects of
Nature Garden Concepts in Late Twentieth-Century Germany’, in: Nature and Ideology: Natural
Garden Design in the Twentieth Century, ed. by J. Wolschke-Bulmahn, series Dumbarton Oaks
Colloquium on the History of Landscape Architecture, 18 (Washington, D.C.: Dumbarton Oaks
Research Library and Collection, 1997), pp. 221-48; J. Wolschke-Bulmahn, ‘The Search for
“Ecological Goodness” among Garden Historians®, in Perspectives on Garden Histories, ed. by
Michel Conan, series Dumbarton Oaks Colloquium on the History of Landscape Architecture, 21
(Washington, D.C.: Dumbarton Oaks Research Lib}ary and Collection, 1999), pp. 161-80; Jdachim
Wolschke-Bulmahn, ‘All of Germany a Garden? Changing Ideas of Wilderness in German Garden
Design and Landscape Architecture’, in Nature in German History, ed. by Christof Mauch (New
York: Berghahn, 2004) pp. 74-92 (84-90); Joachim Wolschke-Bulmahn, ‘Garten, Natur und
volkische Ideologie’, Die Ordnung der Natur: Vortrége zu historischen Gdrten und Parks in
Schleswig-Holstein, ed. by Rainer Hering, series Versffentlichungen des Landesarchivs Schleswig-
Holstein, 96, (Hamburg: Hamburg University Press, 2009) pp. 143-87. For a more general account
about the dissemination of a natural garden style around 1930, see also: Johannes Stoffler, Gustav
Ammann;: Landschaften der Moderne in der Schweiz, (gta-Verlag: Zurich, 2008), pp. 81-3; Jan
Woudstra, ‘The changing nature of ecology: a history of ecological planting’, in The Dynamic
Landscape: Design, Ecology and Management of Naturalistic Urban Planting, ed. by. Nigel Dunnett
and James Hitchmough (London and New York: Spon Press, 2004), pp. 23-57.

199 Michael Mappes, ‘Konstruktion oder Organismus’. Garfenkunst, 49, 6 (1936), 95-9 (96-7).
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mise-en-scéne of static views, while the new ideal was presented as ‘natural’ *® With a
perspective clearly from within a Blood-and-Soil framework, referring to the paradigm of
harmonious relationship between landscape and Volk, Mappes illustrated his article with
‘organic’ landscapes: drawings based on works by Rembrandt and Albrecht Diirer, At the
occasion of the 1* Reichsgartenschau, held the same year at Dresden, this tendency became
for the first time evident in considerable segments of a large garden exhibition. In a
contemporary discussion of its design, the responsible landscape architect, the municipal
Garden Director Balke, emphasised the reorientation of the attention in garden design
away from the effect of great masses and towards the single plant. This he interpreted as
proof that Natiqul Socialism had ‘aroused the Germans’ sense for nature-bound forms and
designs’ 2 He closed with a sentence that referred to the Lebensraum (habitat, literally
*space for living®) discourse by invoking a characteristically German ‘sense of nature’,
which provided comprehension for the ‘great tasks that are to be accomplished for the

designing of the German Lebensraum’.*® The decorative monumental mass plantings of

200 Ibid.

201 (Gartendirektor) Balke, *Die Gestaltungsgesinnung in der 1. Reichsgartenschau 1936°, Gartenkunst,
07 (1936), 101-7 (102-4).

202 (Gartendirektor) Balke, ‘Die Gestaltungsgesinnung in der 1. Reichsgartenschau 1936°, Gartenkuns:t,
07 (1936), 101-7 (107). About the Lebensraum discourse, see, ¢.g.: Hans-Adolf Jacoben, *““Kampf
um Lebensraum™, Zur Rolle des Geopolitikers Karl Haushoher im Dritten Reich’, German Studies
Review, 04, 01, 1981, S. 79-104 (93-100); Eberhard Jickel, Hitlers Weltanschauung: Entwurf einer
Herrschafl, 2* edn (Stuttgart: DVA, 1981), p. 29-54 (chapter 2 ‘Die Eroberung von Raum’;
published in English as Hitler's World View: A Blueprint for Power, trans. by Herbert Arnold
(Cambridge, Mass.: Harvard University Press, 1972)). About the same topic in the context of the
history of landscape architecture, s.: Gert Gréning and Joachim Wolschke-Bulmahn: ‘Zum Verh4ltnis
von Landschaftsplanung und Nationalsozialismus. Dargestellt an Entwicklungen wihrend des
Zweiten Weltkriegs in den “eingegliederten Ostgebieten™, in Stiftung Naturschutzgeschichte (ed.),
Naturschutz hat Geschichte, Eréffnung des Museums zur Geschichte des Naturschutzes, Fachtagung
‘Naturschutz hat Geschichte', series Verdffentlichungen der Stiftung Naturschutzgeschichte, 4
(Essen: Klartext, 2003), pp. 163-91; Thomas M. Lekan, Imagining the Nation in Nature. Landscape
Preservation and German Identity, 1885-1945 (Cambridge, MA/London:Harvard University Press,
2004), pp. 153~251 (chapter ‘From Landscape to Lebensraum: Race and Environment under

Nazism').
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earlier exhibitions Balke indirectly judged as not typically German2® To the conservatives,
turing toward ‘naturalness’ signified a turning towards the sources of racial character,
which were believed to have emerged from the primordial landscape?® In 1937 Hinz, in
his monograph on Lenné, mentioned ‘the high reverence of all Nordic peoples for the
single tree and the forest’ as conducive to the development of the English landscape
garden, and referred to ‘the myth of the Ygdrasil, the world ash, the holy woods and
groves of the Germanic, the oaks of the gods and Vehmic lindens’.?* But Hinz’s way
of reasoning could also seen in a cultural studies context. The new interest for
naturalism, which also brought along a new appreciation of the aesthetic value of a
single plant’s habit, was not triggered by the Blood-and-Soil philosophy alone, though
their proponents took it as their subject.

And it was not a German phenomenon either, but developed in many countries
during the 1930s, in particular in the neighbouring countries of the Netherlands and

Sweden.?® The exchange of ideas was particularly intense with the Scandinavian

203 (Gartendirektor) Balke, ‘Die Gestaltungsgesinnung in der 1. Reichsgartenschau 1936, Gartenkunst,
07 (1936), 101-7 (101).

204 Cf. in detail: Rainer Schmitz and Johanna Sthnigen, ‘Das Ur-Landschaften. Uberlegungen zur
Landschafisgestaltung der vélkischen Moderne, erliutert am Beispiel des Olympischen Dorfes der
Sommerspiele von 1936 in Elstal’, in Stefanie Hennecke und Gert Groning (eds), Kunst — Garten ~
Kultur (Berlin: Dietrich Reimer, 2010), pp. 265-97. About the role of the “primordial landscape™ for
nature protection in Germany at that time, see: Ludwig Fischer, ‘Die “Urlandschafi” und ihr Schutz’,
in Naturschutz und Nationalsozialismus, ed. by Joachim Radkau and Frank Uekdtter, series

Geschichte des Natur- und Umweltschutzes, 1 (Frankfurt/New York: Campus Verlag, 2003), pp.
183-205

205 G. Hinz, Peter Josef Lenné (1937), p. 201. Hinz may have included this rather untypical paragraph
to please his teacher Wiepking, who constantly employed such rhetorics.

206 Thorbjérn Andersson, ‘To erase the garden: modernity in the Swedish garden and landscape’, in The
Architecture of Landscape: 1945-1960, ed. by Marc Treib (Philadelphia: University of Pennsylvania
Press, 2002), pp. 2-27 (13-26); J. Woudstra, *The changing nature of ecology’, in The Dynamic
Landscape, ed. by. N. Dunnett and J. Hitchmough (2004), pp. 23-57 (3642, for the Netherlands),
(50-3, for Sweden). For a detailed account about J. P. Thijsse and his promotion of a use of native
plants in the Netherlands, see: Jan Woudstra, ‘Jacobus P. Thijsse’s Influence on Dutch Landscape

Architecture’, in Nature and Ideology: Natural Garden Design in the Twentieth Century, ed. by J.
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countries, were Mattern later cultivated many contacts personally, for example with
Sven A. Hermelin or C. Th. Serensen. The Dane Gudmund Nyeland Brandt, who also
pioneered naturalism in the domestic garden, was very active in Germany during the
1930s and Foerster was known in Scandinavia. Erik Glemme’s Stockholm park
system is a particularly impressive example of an assertion of an abstract naturalism
during these years.?*’ In the United States, early in the 20" century, an interest in
developing a regionalist naturalism had emerged; Jens Jenssen (1860-1951) is
probably the best-known proponent of the American ‘Prairie Style’ that developed
especially during the second decade of the 20™ century and more than before
considered natixe species.?® In Britain, during the early 1930s, in the context of a
rediscovery of the romantic tradition, many artist and writers drew the attention to
the landscape and a regionalism that led to more pluralism in modernist
expression.?” In 1938 Germany hosted the International Horticultural Congress,
which was an occasion of intense exchange in this regard, with lectures by Achille
Duchéne, Hermelin, J. Richardson from the Manchester Parks and Cemeteries
Department, or the Swiss Walter Mertens. In he section ‘garden design’, Jensen held
the ‘special lecture’, speaking in favour of regionalism and a use of native plants,

and also addressing the ‘Nordic’.>'

Wolschke-Bulmahn, series Dumbarton Oaks Colloquium on the History of Landscape Architecture,

18 (Washington, D.C.: Dumbarton Oaks Research Library and Collection, 1997), pp. 155-85.

207 Andersson, Thorbjdrn, ‘Erik Glemme and the Stockholm Park System’, in Modern Landscape
Architecture: A Critical Review, ed. by Marc Treib (Cambridge, MA: MIT Press, 1993), pp. 114-33,

208 J. Woudstra ‘The changing nature of ecology’, in The Dynamic Landscape, ed. by. N. Dunnett and J.
Hitchmough (2004), pp. 23-57 (42).

209 Alan Powers, ‘Landscape in Britain’, in The Architecture of Landscape: 1945-1960, ed. by Marc
Treib (Philadelphia: University of Pennsylvania Press, 2002), pp. 27-81 (56-58).

210 Generalsekretiir des Kongresses, ed., Zusammenfassungen der Sondervortrdge, Generalberichte,

Kurzberichte und der Berichte der Nationen. Xll. Internationaler Gartenbaukongref, (Berlin 1939),

pp. (1003-12).
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Organic modernism: naturalism and the new vision of the plant
To explain the dynamics during these years along ideological lines is not the only
way to write a history of German inter-war garden design. The changes towards
naturalism have to be seen in a more general context of tendencies in different fields;
and can be observed internationally. At least in the case of Mattern and his circle,
this naturalism neither represents artistic realism, nor those social organicist ideals
that have generally been associated with anti-modern reaction.?"

Recently, new terms have been suggested to define what Hammerbacher has
called the ‘New Landschafilichkeit’ *'* In a comparative study of design competitions
in landscape architecture between 1871 and 1945, the general ‘turn towards nature’
around 1930 has been termed ‘New Naturalness’, while specifically with regard to
urban functional open spaces in this context the same author has introduced the term
‘Disciplined Landscape Mode’ (‘ Disziplinierte Landschaftlichkeit’), an interesting
suggestion that has yet to be discussed in relation to the Bornimers.2

Towards the end of the 1920s, the mood amongst modernist architects also
changed. No few started to doubt the appropriateness of the thoroughly rationalised
living environments and the aesthetics of objectification that they themselves had
promoted for several years. Pioneers of Neues Bauen discovered an interest in
organic design principles. An important proponent of this turn is Alvar Aalto (1898~
1976), who, after his earlier purist-functionalist designs until the famous Paimio
Sanatorium of 1932, started to develop a critical regionalism that connected to the

tradition of Nordic romanticism.?"* Even Le Corbusier, with his worship of pure

211 See glossary for the semantic field of the term ‘naturalism’ as it is used in this text.

212 J.-H. Go, Herta Hammerbacher (2006), pp. 66-83; Herta Hammerbacher, ‘Die Hausgirten’, in
Berlin und seine Bauten. ed. by AlV, part 4, vol. C (1972), pp. 293416 (314, 368, 377).

213 Johannes Schwarzkopf, Der Wettbewerb in der Gartenarchitektur, Vergleichbarkeit als Chance
(Berlin: Leue Verlag, 2006), p. 144—47, 226, 229-30.

214 Cf.: Tim Benton: ‘Modernism and Nature’, in: Christopher Wilk (ed.), Modernism. Designing a
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geometry, turned towards a new humanism and the proportions of traditional architecture,
as he became critical of the ‘minimum dwelling’ credo?'* Particularly close in thinking
to Mattern were architects like Hans Poelzig, Hugo Hiring and Hans Scharoun, who
from an early stage of their career focussed on organically oriented design strategies:
later opposing the widely known geometric dogma of Le Corbusier. Their site-related
concept of ‘form finding’ (Formfindung) as opposed to ‘form giving’ — the idea that
the design had to arise from characteristics intrinsic to the given site — has been seen
as an outsider position and for a long time not acknowledged for the influence it had.
These tendencies have to be kept in mind when assessing garden design in the
1930s. Vélkisch concepts of landscape were prominent, but not all designers who
adopted a vdlkisch perspective necessarily held the view of the Nordic being
‘racially’ superior. While some proponents were adherents of one of the different
strands of ‘raciology’, believing in cultural differences defined by geography and
climate did not necessarily mean believing that this entered the blood.?'® The
‘Bodenstindigkeit’ (rootedness) paradigm, the promotion of plants in the garden that
grow naturally under given conditions or are native, has to be looked at carefully, as
different proponents interpreted the concept differently. Apart from the said, in
academia a cultural psychology-related (vdlkerpsychologische) view on art was not
only in Germany pervasive; as Ruskin’s reasoning in the context of the Gothic
revival shows. This was often strongly nationalistically biased and boosted during
the 20" century by the hostilities that lead to WWI. On the other hand, for example,

the art historian Wilhelm Worringer’s influential ‘psychology of style’

New. World, 1914-1939 (London: V&A, 2006), pp. 312-26 (312-5).

215 William J. R. Cuntis, Le Corbusier. Ideen und Formen (Stutigart: DVA, 1987), pp. 126-37. Cf: T.
Benton, *Modernism and Nature’, in: Ch. Wilk (ed.), Modernism (2006), pp. 312-26 (316-7).

216 Cf. Alwin Seifert’s racism: Charlotte Reitsam, ‘Das Konzept der “bodenstdndigen Gartenkunst”
Alwin Sciferts. Ein v8kisch-konservatives Leitbild von Asthetik in der Landschafisarchitektur und

seine fachliche Rezeption bis heute’, Gartenkunst, 13, 02 (2001), 275-303 (279-81).
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(*Stilpsychologie’) which extensively dealt with cultures, apparently tried to — not
always successfully — avoid racist reaéoning.z" The psychologist Wilhelm Wundt and
the historian Karl Lamprecht, one of the founders of Cultural History, also spoke of a
people’s ‘mentality’ that was immanent in the cultural production of individuals.?'®
The notion of a ‘gothic’ or ‘Nordic spirit’ cofnprising a special sense of nature was
widely held. With the ever-increasing popularity of photography as artistic medium,
bestselling volumes reminiscent of Ernst Haeckel’s Kunstformen der Natur (1899~
1904) fuelled the interest visually.?!® The Architectonic Garden was increasingly
considered too rigid, extravagant and high-maintenance for modern man’s need for
flexibility and efficiency, and it did not allow for the now fashionable, perceived aura
of objectivity that surrounded plants in organic settings. Accordingly, apart from the
above-mentioned characteristics of the dwelling garden, the most essential, and as
yet little discussed change took place in the way plants were arranged.
Acknowledging the changed relationship of man to plant is central to understanding
Mattern’s and his contemporaries’ artistic and social consciousness and indeed
conscience. As will be shown, Foerster’s publications played no little role in this.
Since the beginning of the century — for example with Joseph Maria Olbrich’s

colour gardens at the Horticultural Exhibition at Darmstadt in 1905 — the attention

217 Beate S6ntgen, ‘Wilhelm Worringer (1881-1965)’, in: Ulrich Pfisterer (ed.), Yon Panofsky bis
Greenberg, series Klassiker der Kunstgeschichte, 2 (Miinchen: C.H. Beck, 2008), pp. 21-30 (22,
24). Cf. the nuanced discussion by Kemp: Wolfgang Kemp, ‘Der Uber-Stil. Zu Worringers Gotik’,
in: Hannes Bohringer and Beate Séntgen (eds), Wilhelm Worringers Kunstgeschichte (Mtnchen:
Wilhelm Fink, 2002), pp. 9-21 (esp. 12, and about Worringer’s reference to ‘race’: p. 14),

218 See, e.g.: Wilhelm Wundt, Elements of Folk Psychology. Outlines of a Psychological History o the
Development of Mankind (London: G. Allen & Unwin, 1916, 1st German edn 1912). The connection
between Wundt’s and Lamprecht’s theories and art history is also mentioned by Kemp: W, Kemp,
‘Der Uber-Stil*, in; H. Bohringer and B. Sontgen (eds), Wilhelm Worringers Kunstgeschichte (2002),
pp. 9-21 (12). |

219 Ernst Haeckel, Kunstformen der Natur, 1st complete edn (Leipzig: Bibliographisches Institut, 1904).
Blossfeldt’s work is still popular today: Karl Blossfledt, Urformen der Kunst (Berlin: Wasmuth,
1928). -
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had been on the effect of colour. The large ornamental beds that Allinger designed at
Dresden in 1926 are a late example, often classed as colour expressionism. At that
time, the dominant guiding principle had still been monumentality, which implied the
merging of the single plant into the crowd (Figures 114, 115). During the following
years, a change of perspective lead away from the colour effects of homogenous
masses, towards an appreciation of the individual appearance; thg habit of the single
species.’?® At the most frequented and most exposed areas, such as the immediate
vicinity of the terrace and the garden access, gardens now focussed on the personal
experience of the individual plant (Figures 139, 147).22! Also, the plant was more
than ever admired in context: Camillo Schneider and Karl Foerster, in the first
German language book about the relatively new fashionable garden plant Dahlia,
which they published in 1927, advised the reader against considering the flowers
merely as collector’s item. The reader was urged not to ‘[line them up] like
butterflies in a box’, but instead, by combining them with other plants, to consider
the ‘charms’ of their ‘connectedness with the world’.??? With regard to the general
zeitgeist, new research has also pointed at those loosening tendencies which,
beginning in 1929, lead to sprawling drifts of tulips and summer flowers that adorned

— amongst others ~ the lawns and meadows at the first Gruga (Grofle Ruhrlidndische

220 Swantje Duthweiler Neue Pflanzen fiir neue Gdrten: Entwicklung des Farbsortiments von Stauden
und Blumenzwiebeln und ihre Verwendung in Gartenanlagen zwischen 1900 und 1945 in
Deutschland, series Schrifienreihe Gritne Reihe - Quellen und Forschungen zur Gartenkunst, 31
(Worms: Wernersche Verlagsgescllschaft, 2011), e.g. p. 180. Cf.: Susan W. Lanman, ‘Colour in the
Garden: “Malignant Magenta™, Garden History, 28 (2000), 209-21.

221 Ines Holzlshner, ‘Pflanzenverwendung bei Hermann Matter’, in Hermann Mattern 1902-1971:
Gdrten, Gartenlandschaften, Hduser, ed. by Akademie der Kinste, series Akademie-Katalog, 135
(Berlin: Akademie der Kinste & Technische Universitét Berlin, 1982), pp. 23-36 (23).

222 Karl Foerster and Camillo Schneider, Das Dahlienbuch, series Bcher der Gartensch8nheit, §

(Berlin-Westend: Verlag der Gartenschdnheit, 1927), p. 76.
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Gartenausstellung, Great Ruhr-érea Garden Show) at Essen in 1929 as well as at the
1* Reichsgartenschau at Dresden in 1936 (Figures 38a+b).2?

The aesthetics of plant use is one of the major fields of garden design that has attracted
little attention from art historians.** From the perspective of art theory, historically, the
discipline’s being bound to nature has posed a problem for categorising the garden as a
work of art, as ‘[b]eside the artist, a second creative agency, nature, is active [...]’?* The
plant, as a living, growing and expiring being, is not merely a material, subject to the
artist’s intentions. Instead, it virtually “expresses itself” It is exactly this creative power
immanent in nature that the Bornimers consciously deployed; and this with artistic
aspirations. In these years, garden designers were increasingly inspired in their design
decisions by biological and phytosociological (dealing with plant sociology) literature.
Gone were the days when the site had to be completely adapted to cater for exotic and
high-maintenance ornamental plantings. Time-efficiency and economics had become a
matter of high priority, as the garden was not only a luxury that presupposed that a
gardener be part of the domestic staff. Even during the economic crisis the dwelling garden
was common to the middle class household. Economics were not merely a matter of
making the garden affordable; it was also part of the ethics of modemn life (Fig. 35). Many
garden designers of Mattern’s generation had developed their design approach during the
1920s in the context of private domestic gardens. This was later transferred to larger public
projects. Mattern saw the art of gardeﬁ making in the creation of optimal conditions for a

specific, desired composition of the vegetation — without trying to fundamentally change

223 S. Duthweiler, Neue Pflanzen filr neue Gdrten (2011), pp. 213-5.

224 In the field of garden history we have now at least two comprehensive monographs in German, the
first focussing entirely on the German situation: S. Duthweiler, Newe Pflanzen fiir neue Gdrten
(2011); C.A. Wimmer, Lustwald, Beet und Rosenhiigel (2014). Due to it’s recent release the latter
could only be taken into account cursorily.

225 S. Schweizer, Die Erfindung der Gartenkunst (2013), p. 35.

226 Cf.ibid., and: S. Schweizer, Die Erfindung der Gartenkunst (2013), chapter ‘Problemstellung’, pp.
11-85. :

%
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the given conditions. Around 1930, the focus on small but effective interventions that

would be conducive to what today is referred to as ecological balance was also obvious in

his publications:

Those ficlds of drifling sand of our Mark [of Brandenburg], which are supposed to turn into
gardens, cry out for being recognised with their essence. [...] Sand, sand [sic] and bad drifting
sand provide hardly any nutrients, even for pine trees. A perennial garden, saviour in all difficult
and seemingly insoluble situations, had been chosen to arise. [...] The planting scheme was
defined by the quality of the ground: sparse wayside perennials, drought-resistant grasses,
plants that almost tend to run riot under extremely dry conditions, [...] formed a ground cover,
These undemanding small plants create, apart from theix: abundant flowers, the preconditions
for even the most demanding garden selections. From thick herb layers, retentive of moisture,
undemanding Aster amellus, as well as park roses, delphiniums and anemones are thriving with

richly ramified shoots.?’

In 1935 Mattern, together with the architect Gerhard Graubner, won the competition
for the exhausted sandstone quarry at the Killesberg Stuttgart which was to be
transformed into a public park and zoological garden respectively. Under Mattern’s
artistic direction, the Killesberg park wa.s realised as the 3 Reichsgartenschau of
1939. It became an epitome of modern organic landscape architecture, as for the first
time in Germany a new kind of naturalism was realised on the scale of a large urban

green space. The Reichsgartenschau of 1939 was the last garden show under the

227 ‘*Unsere mdrkischen Flugsandfelder, die sich in Gdrten verwandeln sollen, schreien danach, in
threm Wesen erkannt zu werden. [...] Sand, Sand und schlimmer Flugsand geben selbst Kiefern
keine rechte Nahrung. Ein Staudengarten, der Retter aller schwierigen und scheinbar unldslichen
Situationen, sollte entstehen. [...] Die Bepflanzung foJgte der Beschaffenheit des Bodens: dirftige
Wegrandstauden, Trockenheitsgrdser, Pflanzen, die in grofiter Trockenheit fast zum Wuchern neigen
[...] bilden ein Bodendickicht. Diese anspruchslosen Kleinpflanzen schaffen neben ihren vielen
Blilten die Voraussetzungen selbst anspruchsvollster Gartenziichtungen. Aus dichtem,
feuchtigkeitshaltendem Gewebe treiben neben anspruchslosen Amellusastern und Parkrosen

Rittersporne und Anemonen stark bestockt ihre Triebe.' Hermann Mattern, ‘Ein miarkischer

Landhausgarten®, Die Gartenwelt, 34, 32 (1930), 438.
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reign of National Socialism. After WWII, the new naturalism of the 1930s was
carried into the Federal Republic, now understood as a sign of the new-won liberty.
At the occasion of the Gruga 1952 at Essen, the changes in garden design taking
place between the first GRUGA of 1929, which had been designed in a rigorous

geometric way, was now presented as a liberation on a spiritual level:

While in 1929 the abundance of flowering nature was set into the rigour of vertical and

horizontal lines, and into joined-together squares and oblongs, now [1952] it was allowed

to radiate itself freely with the sweep of the undulating landscape image.?®

Those liberal-minded landscape architects, who had developed this new naturalism about
two decades before and thus freed 20™-century garden design from the dogma of
symmetry, must have experienced with satisfaction that their design vocabulary was now
connected with liberation, almost echoing the discourse surrounding the birth of the
English landscape garden during the early 18" century. At the same time it may have been
frustrating for them that they coufd not claim credit officially, as a positive reference to the
1930s was a taboo. Around 1970, with her late publications Hammerbacher tried to put this

development into perspective — naturally in a way governed by her own personal blinders.

Modernism’s natures: Mattern and the Bornimers in context
Nature as a progressive point of reference in design has been discussed rarely in the
historiography of the modern garden in Germany. Generally in historiography, the
main thrust of Modernism has been seen as ‘antithetical to nature’, blind to the
environmental crisis which the developing biological sciences were however able to

describe with increasing accuracy.??® This view on the Modernists is in the process of

228 Gruga. Der Blumengarten an der Ruhr, ed. by. Gemeinniltzige Ausstellungsgesellschaft m.b.H.

Essen und Amt fiir Wirtschafis- und Verkehrsforderung der Stadt Essen (Essen: 1952), p. 9,
229 Isabel Winsche: ‘Life into Art. Nature Philosophy, the Life Sciences and Abstract Art’, in: Paul

Cowther and Isabel Wilnsche (eds), Meanings of Abstract Art. Between Nature and Theory (New

¥
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being increasingly questioned by cultural historians.?® The idea that the Modernists

were generally blind to man’s dependency on the natural world brought them blame,

‘having merely been a part of the problem and never of its possible solutions’.*!

Existing nature-centric ideologies, mainly born with the fin-de-siécle context and

often related to the neo-vitalist re-engagement with Romantic thdught — have been

largely ignored by the historiography of Modernism. Usually, the ‘anti-natural, so-

called “mechanistic™ aspects’ have been emphasised and indeed there was strong

movement of nature-philosophical, anti-modernist criticism during the late 19"

century that wanted to fight the deterministic and mechanistic views that spread with

the rise of the empirical sciences, and made nature ‘a new field of class struggle’.?*

230

231

232

York & London: Routledge 2012), pp. 9-29 (12); Tim Benton: ‘Modernism and Nature’, in:
Christopher Wilk (ed.), Modernism. Designing a New. World, 1914-1939 (London: V&A, 2006), pp;
312-26 (312). Benton refers to the following source to illustrate that prevailing view: Adrian Forty,
Words and Buildings: A Vocabulary of Modern Architecture, 1st edn (London/New York: Thames &
Hudson, 2000), p. 220. Cf. about the anti-naturalism of parts of the avant-garde: Steven Mansbach
and Joachim Wolschke-Bulmahn, *Introduction’, Centropa, 04, 02 (2004), 99 {?]; J. Wolschke-
Bulmahn, *The Avant-garde and Garden Architecture in Germany. On a forgotten phenomenon of the
Weimar period’, Centropa, 05, 02 (2004), 101-9. A revised version of that paper has been published
in: Gartenarchitektur und Moderne in Deutschland im frithen 20. Jahrhundert — Drel Beitrdge,
Zentrum fir Gartenkunst und Landschaftsarchitektur (CGL) (Hanover: University of Hanover,

2006), pp. 9-26 (11-14).

E.g.: T. Benton: *Modernism and Nature’, in: Ch. Wilk (ed.), Modernism (2006), pp. 312-26; Oliver
A. 1. Botar and Isabel Winsche (eds), Biocentrism and Modernism (Farnham/UK and '
Burlington/USA: Ashgate 2011); P. Cowther and I. Wilnsche (eds), Meanings of Abstract Art (2012);
Annette Geiger, Stefanie Hennecke and Christin Kempf (eds), Spielarten des Organischen in

Architektur, Design und Kunst (Berlin: Reimer, 2004).

Cf: Oliver A. 1. Botar and Isabel Wilnsche, ‘Introduction: Biocentrism as a constituent element of

Modemism’', in: id. (eds), Biocentrism and Modernism (2011), pp.1-13 (2).

Cf.: Ibid., and: Klaus Eder, *The Rise of Counter-Culture Movements Against Modernity: Nature as
a New Field of Class Struggle', Theory Culture Society, vol. 7, no. 4 (November 1990), 21-47.
About Neo-Vitalism and holistic thinking during the early 20" century, see: Karen Gloy, Das
Verstdndnis der Natur, vol. 2: *‘Die Geschichte des ganzheitlichen Denkens’ (Minchen: C.H. Beck,
1996), pp. 154-97. Cf., concerning interdependencies between critique of civilisation and processes

of modemisation: Thomas Rohkramer, Eine andere Moderne? Zivilisationskritik, Natur und Technik

in Deutschland 1880-1933 (Paderborn: Schéningh, 1999).
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‘Naturalness’ was seen as a way out of societal conditions perceived as morbid and
decadent; a new spirituality was pitted against the materialism of the late 19"
century. Because of this, a new sensitivity towards the animate and the inorganic
nature has indirectly been classed with the anti-enlightenment opposite pole of
Modernism. Turning away from this — from anti-modernist romanticisms and
traditional social points of reference —, parts of the modernist avant-garde in
architecture and design took up the cause of overcoming irrationalism, grown
tradition and hierarchicai social orders. They rejected, so the theory goes, ‘Nature’ as
a representation of these aspects.?** But after a long period of reductionism in
Modernism literature, the view has spread that ‘[...] even at the heart of high
Modernism, reference to nature was never absent [...]".2** Even from the Bauhaus,
usually cited as a guarantor of polished objectivity, came corresponding
contributions. One of the most important is Paul Klee’s essay ‘ways of studying
nature’ (‘ Wege des Naturstudiums), published in the catalogue of the Bauhaus Week
1923, in which the master states the ‘sine qua non’ of all artistic work.?* Another
Bauhaus-affiliated person who is also associated with Matterns social environment,
the Hungarian journalist and art critic Ernst (Ern8) Kéllai introduced the term
‘Bioromanticism’ (‘ Bioromantik®) around 1930. In Sozialistische Monatshefte he
described a ‘visionary internalisation of the image of nature’, which he believed led
several contemporary artists to ‘pictorial primordial signs of life’ ~ between
‘cheerful’, ‘picturesque arabesques’ and a ‘chaotic rootling in the earthly

intestines’.* Internationally, in these years a tendency towards biomorphic art and

233 S. Mansbach and J. Wolschke-Bulmahn, ‘Introduction’, Centropa, 04, 02 (2004) 99 [?].

234 T. Benton, ‘Modernism and Nature”, in: Christopher Wilk (ed.), Modernism (2006), pp. 312-26
(312). Cf. p. 88/fn. 37)

235 Cf.: 1. Winsche: ‘Life into Art’, in: P. Cowther and 1..Wilnsche (eds), Meanings of Abstract Art
(2012),pp. 9-29 (12).

236 Ernst Kallai, ‘Bioromantik’, Sozialistische Monatshefte, vol. 39, no. 01 (1933), 46-50 (46)

¢
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design can be observed that would continue all the way into the 1960s.” Countless
artists express it as their main motivation to create their work ‘as a fruit’ out of their
inner self (Hans Arp); the way nature creates things out of given principles, in order ’
to have them develop a life of their own as ‘spiritually breathing beings’
(Kandinsky); contributing to the ever lasting ‘stream of life’ (Malevitch).?® This is
the line of thinking the Bornimers can be associated with.

When Mattern and Hammerbacher graduated from the horticultural college at
Berlin-Dahlem in 1926, the consensus prevalent amongst the leading landscape
architects about the modern architectonic design principle was about to break up.
However, the'gtandard of axial symmetry and straight formal definition in garden
design, fully established since the last decade of the Wilhelmine Empire, was still the
rule. In the professional journals the debate about style can be traced all the way
through to the mid-1920s. Even in recent accounts of Modernist landscape
architecture, designers of asymmetrical organic gardens lacking the surprising
immediate visual impact of the architectonic styles are often left out completely or
counted as ‘moderate moderns’, praised for the usability of their designs but from an
aesthetic point of view considered conservative.?*® The Bornimers’ self-conception
contrasted radically with such an evalﬁation. As late as 1936, Hammerbacher

described the asymmetrical layouts, as championed by them, as ‘something new and

(abbreviated version of an paper first published in: Forum. Zeitschrift fiir Kunst, Bau und
Einrichtung, 02/10, 1932, 271). For a short introduction to Kallai, who in 1928/29 acted as chief
editor for the jounal bauhaus, see Bauhaus Online, a joint online project by Bauhaus

Archiv/Museum fiir Gestaltung, Bauhaus Dessau Foundation and the Weimar Classics Foundation,
hitp://bauhaus-online de/en/atlas/personen/ernst-kallai (accessed 27/0972014).

237 Wansche has pointed at this in the quoted text, referring to several publications such as exhibition
catalogs: I. Winsche: *Life into Art’, in: P. Cowther and 1. Wiinsche (eds), Meanings of Abstract Art

(2012), pp. 9-29 (9).

238 1. Wilnsche: ‘Life into Art’, in: P. Cowther and I. Wilnsche (eds), Meanings of Abstract Art (2012),
pp. 9-29 (12).

239 G. Mader, Gartenkunst (1999), p.100.


http://bauhaus-online.de/en/atlas/personen/emst-k
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different’.**° As an example she referred to a garden by Hitbotter designed for the
Reichsgartenschau Dresden of that year. Hammerbacher might be exaggerating;
during the years after 1926 can be observed an increasing implementation of
modernist garden expression with free composition. Yet, while one of the key
characteristics of Modernism is the break with historicism, some of the gardens
presented in contemporary as well as in today’s publicati‘ons as avant-garde examples
show a rigid classicist structure and symmetry.?*! Their designers tried of course to
translate classicisms into a éontemporary language — stripped of appliquéd ornament
and expressing modern ideas about the use of colour; but the consideration of non-
geometrical designs is sometimes missing in pﬁblications in this field.” Mattern’s first
known work, the garden at Helmstedt for the Kraigers of 1926 discussed later on,
gains a special significance considering how radical such a free approach to form in
garden design still was at that time (Figures 36a+b). Already some years before,
though, the most progressives like Maasz or Migge, for whom Mattern briefly
worked at the beginning of his professional career, and later Valentien and Hibotter,
critically developed the Architectonic Garden into a generously structured social
space, embracing the breakaway from the traditional forms and turning towards a
pragmatic functionalism that allowed for a wide range of uses. Valentien for
example, however, preferred to organise the space with the help of subtle suggestions
of central axes under denotioh of centre points by positioning of steps, set-up areas
for seating or other built elements. The Bornimers in contrast produced free
arrangements. In direct comparison, théir gardens display the greater step towards

abstraction (Figures 39a+b). Maasz’ combination of the new taste for naturalism with

240 Herta Hammerbacher, ‘GruB an Withelm Hubotter’, Garten+Landschaft, 12 (1976), 722-6 (723-4).

241 E.g. projects presented by Dorothée Imbert in The Modernist garden in France (Yale: Yale
University Press, 1993) or by J. Wolschke-Bulmahn in ‘The Avantgarde and Garden Architecture’, in
Gartenarchitektur und Moderne, ed. by CGL (2006), pp. 9-26 (19-22).
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a rigid geometrical general layout illustrates another point where the Bornimers
chose a different path.?2

Despite their rejection of geometry, the early reformists’ endeavours still resonate
in Mattern’s and Hammerbacher’s work. Migge, for example, had pointed at the
problem of disconnection between outside and inside rooms, due to the popular
raised ground floors of historicist villas and a lack of larger openings. The sphere of
dwelling was further distanced from the garden by terraces and monumental stairs.?43
As we will see, these were issues explicitly addressed both by the new architecture

and by Mattern (Fig. 40). Their variant of the dwelling garden was their contribution

to garden modernism.

242 See his monograph of 1926: H. Maasz, Kleine und grosse Gdrten (1926). Cf. Gustav Amman’s

protest against these ideas as mentioned below.

243 L. Migge, Garden Culture, ¢d. and transl. by D. H. Haney (2013), p. 105.
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II.a Learning to see: A Wandervogel youth in the land of fables

[...] it is not essential to convey a specific theoretical knowledge, nor to enable the hand to
perform certain external manipulations. But it is essential to train the artistic sensitivity,
to make the hand and the eye a servant to the fantasy.?*

(Konrad Lange, 1901)

Mattern was born the 27 of November 1902 as the sixth out of eight children.?** He
grew up in Hofgeismar, a Northern Hessian town, Protestant in character, in the
Prussian Province of Hesse-Nassau, which until the annexation in 1866 was the
independent Landgraviate of Hesse-Cassel. Hofgeismar until today is imbedded in a
scenic landscape, rich in both wooded and extensively cultivated land, surrounded by
the low, forested mountains of Teutoburger Wald (Teutoburg Forest), Egge Hills,
Habichtswald and Reinhardswald. It is a mystical landscape famously steeped in
history and folk mythology. Not far from Hofgeismar, near Detmold, stands the
Hermannsdenkmal, a site of romantic-nationalist worship and memorial to the Battle of

the Teutoburg Forest (Varusschlacht) in which united Germanic tribes destroyed three

244 Konrad Lange, ‘Zeichnen und Formen®, in Kunsterziehung. Ergebnisse und Anregungen des
Kunsterziehertages in Dresden am 28. und 29. September 1901 (Leipzig 1902), quoted in: Cornelia
Bering and Cunibert Bering (eds), Konzeptionen der Kunstdidaktik: Dokumente eines komplexen
Gefiiges, series ARTIFICIUM Schriften zur Kunst und Kunstvermittlung, 12 (Oberhausen: Athena,
2011), p. 17.

245 Basic biographical information on Mattern is taken from: Vroni Heinrich, ‘Hermann Mattern: Leben
und Werk’, in Kontinuitit oder Brilche? Werkstattberichte zur Landespflege in der Nachkriegszeit,
ed by Christoph Valentien, series Schriftenreihe des Lehrstuhls fur Landschafisarchitektur &
Entwerfen der Technischen Universitit Minchen, 2 (Miinchen: Technische Universit4t Miinchen,
1996), pp. 59-85 (62). Beside this, some additional information originates from personal
communications with her (22/02/2007) and with Mattern’s grandson Fabian Zimmermann
(10/01/2008). For a more detailed biographical introdﬁction in English the interested reader shall be
referred to the before-mentioned Mattern entry in: The Encyclopedia of Gardens, ed. by Candice A.
Shoemaker (2001), pp. 859-62.
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Roman legions led by the general Varus. Northern Hesse is also connected to the folk-
and fairy tales written down by the brothers Grimm who lived in Kassel, a historically
important city some 25 kilometres south of Hofgeismar. Mattern’s feeling for the
(material) landscape and his ecological conscience were based on the given beauties of
his picturesque home region. Thanks to his many expeditions with the local .grou‘p of
the youth movement, Mattern was extremely familiar with the detailed characteristics
of this landscape: years later, when he applied for a job in the road-planning project, he
claimed to know Lower Hesse, Upper Hesse, the Harz area, ‘the Rhon area, and
Westphalia ‘completely’ and ‘seen from the country road’. 2

Another p.rpbable influence is his Protestant mother’s lovinglly cared-for
vegetable and flower garden.**” His serious father, an armourer and devout Catholic,
had worked hard to reach a position in the local post administration to earn his
family a decent living, but always felt slightly humiliated by his wife’s Protestant
background.?®® The horrifying reports by Mattern’s second-eldest brother Hans, who
volunteered in the First World War, set the basis for Hermann Mattern’s pacifism.**®
One particular feature of Mattern’s youth mentioned in one of his first publications

as well as in his last published curriculum vitae is the influence of classes from his

246 ‘[...) sind Gebiete, die ich wirklich von der Landstrafie her volistindig kenne. Ich habe die freie Zeit
meiner Jugend wandernd dort verbracht.’ See the application letter to Seifert, 09/06/1934, as shown
in: Charlotte Reitsam, ‘Der Landschaftsanwalt Hermann Mattern: Aufgaben und Konflikte’,
Stadt+Griin, 03 (2003), 20-24 (21) (the text is illustrated with Mattern’s original application letter).

247 Fabian Zimmermann (Mattern’s grandson), personal communication, 10/01/2008.

248 Ibid.

249 Heinrich has repeatedly referred to Mattern’s pacifism, see e.g.: V. Heinrich, ‘Hermann Mattern’, in
Kontinuitdit oder Briiche?, ed by Ch. Valentien (1996), pp. 5985 (62); Vroni Heinrich, Hermann
Mattern: Ggr,e,,_l,a,,d_whaﬁen—Baulen—-—Lehre, Leben und Werk (Berlin: Universititsverlag der
Technischen Universitat Berlin, 2013), p. 15. Mattern’s grandson was deeply impressed by Mattern’s

serious ban on martial toys, be it 8 wooden imagined rifle. Fabian Zimmermann, personal

communication, 10/01/2008.
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art teacher Adolf Faust (1882-1945) at the Hofgeismar Gymnasium (Fig. 41).2%°
Several accounts profess to the effectiveness of this man’s teachings.?*! Mattern kept
in touch with the Faust family even after his teacher’s death, and one of his first
documented design sketches for a garden was for his teacher, somewhat reminiscent
of Migge’s May garden and probably the only perfectly axisymmetrical design

Mattern ever produced (Fig. 42; cf. 30-32).2%2

Under the auspices of a ‘true artist’
Some details of Faust’s tuition are documented and his grandson attests to their focus
on ‘learning to see’.?** In the morning, at the beginning of his class, Faust used to ask
the pupils what they had seen on their way to school. His grandson speculatively
mimicked his grandfather with the words: ‘You surely did not come here blindly, you
must have seen something!*?** Or Faust entered the room covering his mouth asking
if he had a beard or not. When the answer to such ‘tests’ came wrong, he urged the
class to pay more attention to the details of their everyday environment. Thus he

made clear that ‘to see’ does not always have the same meaning, and that seeing

250 Hermann Mattern: Planung und Gestaltung von Gdrten, ed. by Kunst-Dienst der evangelischen
Kirche, series Werkstattbericht, 12 (Berlin: Riemerschmidt, n.d. [1941]), p. 20; Mattern’s curriculum
vitae in Garten+Landschaft, 8 (1972). 350.

251 Cf.: Herta Hammerbacher, ‘Frithe Arbeitsjahre Hermann Matterns von 1926 bis ca. 1939°, in
Hermann Mattern 1902-1971: Gérten, Gartenlandschaften, Héuser, ed. by Akademie der Kilnste,
series Akademie-Katalog, 135 (Berlin: Akademie der Klinste & Technische Universit4t Berlin,
1982), pp. 21-23 (21). Cf. also curriculum vitae of H. G. von Stockhausen in: Hans-Gottfried von
Stockhausen, Das Glasbild, 2 volumes (Minchen: Hirmer Verlag, 2002). See also the personalities
quoted below.

252 Klaus Vondermith! (Faust's grandson), personal communication, 02/03/2012; Vroni Heinrich,
Hermann Mattern: Gérten—Landschaften—Bauten—Lehre, Leben und Werk (Berlin:
Universititsverlag der Technischen Universitit Berlin, 2013), p. 77.

253 Ibid,

254 If not stated otherwise, all details afier the memory of Klaus Vondermihl, personal communication,
02/03/2012,
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consciously should be trained. To teach young people to perceive and to respect
humans was the most cherished objective of his task as a teacher.

Faust came from the Saarland and following his father’s example, he went to
Kassel to attend the art college?* from 1908 till 1911 to train as an artist and gain a
certificate to qualify as a teacher for secondary schools.?¢ His own artistic work was
not fixed to one particular style. Instead, he seemed to have been receiving a scope of
influences from Romantic landscape painting over the Nazarene movement (or the
Pre-Raphaelites) and Impressionism to Expressionism.?*” He revered Caspar David
Friedrich and intensely engaged with Expressionists like Ludwig Meidner (1884—
1966) and tthustrian illustrator Alfred Kubin (1877-1959), and with thé
Impressionist Max Slevogt (1868-1932). Also New Objectivity seems to resonate in
his later work. Widely known in his home region are Faust’s wood-cuts of rural
scenes and more detailed nature studies of pieces of coarse wood debris or group& of
old trees and similar, reproduced in the periodical of the local history society until
today (Fig. 43). Some of them resemble medieval block book illustrations, others
show a more impressionistic manner. Faust was acquainted with the former military
painter Theodor Rocholl, an influential professor at the Disseldorf Art Academy,
who in Northern Hesse is remembered for saving the nearby Hutewald around the
Sababurg - a type of anthropogenic forest shaped by its former used as a wood
pasture —, which through his initiative in 1907 became one of Germany’s first nature
reserves. This illustrates how special the regional woodland surrounding Hofgeismar

was already considered in the period of Mattern’s youth, rich in ancient trees and

255 Kunstgewerbeschule, which is not equivalent to the Kassel Art Academy mentioned in chapter I1-j.

256 Helmut Burmester, ‘Der Maler Adolf Faust’, in Jahrbuch 1980 des Landkreises Kassel, ed. by
Kreisausschuss des Landkreises Kassel (Kassel: Kreisausschuss Landkreis Kassel, 1980), pp. 73-6

(73).
257 Klaus Vondermithl, personal communication, 02/03/2012. Cf: H. Burmester, ‘Der Maler Adolf
Faust’, in Jahrbuch (1980), pp. 73-6.
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atmospheric sites. One was the castle Sababurg, known as the setting of the bothers
Grimm’s fairytale ‘Little Briar Rose’ (English version ‘Sleeping Beauty’), and
another was Beberbeck, one of the five Prussian state stud farms. The nearby
Reinhardswald is still one of Germany’s most expansive and least populated wooded
landscapes, home of a varied and elsewhere extinct flora and fauna including the
Wildcat (Felis sylvestris sylvestris), the Black Stork (Ciconia nigra) and the Red Kite
(Milvus milvus).**® Ancient trees, as in the unique Hutewald with today 450 trees,**°
bear witness to traditional forestry techniques and other cultural uses. For Faust,
however, retreating into a provincial country town also meant keeping aloof from the
artistic avant-garde in the bigger cities.

Faust never became a famous artist, and exhibitions of his work received mixed
reviews, but amongst his students were a number of creatives of considerable
importance. Besides Mattern, there was the ceramicist Theodor Bogler, his younger
brother Friedrich Wilhelm, a painter who did not survive the war, and the renowned
glass painter Hans-Gottfried von Stockhausen, as well as several artists and
architects of lesser importance known on a regional level. In the former district
administration town of Hofgeismar, now incorporated into the district of Kassel,
Faust’s role as artist and teacher for arts education — music, theatre and fine arts —
was momentous enough for two commemorative events. The first was an exhibition
of his work on the occasion of the opening of the new school building in 1953 at the
edge of town, now named Albert-Schweitzer School. At that time, Mattern was
commissioned to design the entire schdol grounds, but that project has disappeared
almost completely under another extension of the school campus some 50 years later.

At the first commemoration day, a handwritten note from Faust’s sketchbooks was

presented as a Leitmotif of his career: ‘The school is a living piece of homeland

258 http://www.hessen-forst.de/forstaemter/reinhardshagen_265/info/besonderheiten.htm (accessed
28/03/2013),

259 Ibid.
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[Heimat], no coincidental background, in front of which school life takes place.’ 260
This sentence speaks clearly of the responsibility Faust strove to fulfil in his
educational work. If descriptions of Faust’s work sound euphoric, his career as an
artist was compromised by his dedication to teaching, to his engagement with the
youth movement, to conducting several choirs, and to his function as church
organist.?®' The modesty of his artistic career should be seen in this context, which
limited his opportunity to elaborate a personal style. For an art educator artistic
maturity could have been seen as ossification. He was rewarded with the title of
Studienrat, but the he struggled all his life with the conflict between his artistic and
his pedagogical careers.”®? Nonetheless, by the end he had compiled an oeuvre vast
enough to contain some paintings considered maéterly, and which led to the last
exhibition that he experienced himself, 30/07-30/08/1944 in Wilhemshd&he castle’s
ballroom building. |
At the second commemoration event, on the occasion of the new school’s 50th
anniversary, a leaflet was produced containing insightful recollections of former
students of Faust’s. They reported that he had focussed on having the students
develop their own talents, while earlier teachers had merely let them copy by

drawing.’® Under Faust they learned to use their senses critically:?%

He taught us to truly listen and to use our eyes for concentrated, corporeal and colour-

oriented seeing. The world of the third dimension was opened up to us. With devotion we

260 Adolf Faust (1882-1945): Pddagoge und Kiinstler, Ausstellunge anlésslich des 50-jihrigen
Jubildums der Albert-Schweitzer-Schule Hofgeismar, 19.9.-21.9.2003, exhibition leaflet, ed. by
Gerhard Drinnenberg, Hans-Joachim HaB, Klaus Vondermihl. The author thanks Klaus Vondermiihl

for the provision of the exhibition leaflet.
261 H. Burmester, ‘Der Maler Adolf Faust', in Jahrbuch (1980), pp. 736 (73-4).
262 H. Burmester, ‘Der Maler Adolf Faust’, in Jahrbuch (1980), p. 73-6 (75).
263 The artist Hedwig Brill-Bornemann in the exhibition leaflet Adolf Faust (2003).

264 The architect Edelhard Theil, in the exhibition leaflet Adolf Faust (2003).
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drew isometrically and we foreshortened. Often singing at the same time.

We learned to take in, to invent and to develop spatial and colour compositions.?*

Faust taught his students various etching, drawing and painting techniques. The
classes were often held outside at the Sababurg or in the villages, where the
traditional Lower-Saxon half-timbered houses provided colourful motifs.?* ‘He also
respected all those farmerly handcrafted shapes in the household and the building, as
long as they spoke of a pure sentiment and or displayed a werkstoffgerechte (true to
the material) kind of individual Gestalt.”*’ Such objects, which he had found in old
attics or farm houses, Faust used as models for his drawing classes.?**

Faust’s own notes, kept by his family, enable us to reconstruct his teaching

programme in considerable detail:

I.  Free creative production?®’
a) Objectification of an idea
b) Free rhythmic creative production with line and plane

¢) Free learning with volumes

265 ‘Er lehrte uns richtiges Hinhéren und unsere Augen fiir zielgerichtetes, kdrperhaftes und
farbbezogenes Sehen zu nutzen. Die Welt dur dritten Dimension wurde uns erschlossen. Mit Hingabe
zeichneten wir isometrisch und perspektivisch. Oft mit Gesang. Wir lernten Erfassen, Erdenken und
Entwickeln von Raum- und Farbkompositionen.’ The architect Edelhard Theil, in the exhibition
leaflet Adolf Faust (2003). ' |

266 Hans-Ludwig von Stockhausen, in the exhibition leaflet Adolf Faust (2003).

267 Peter Andrae in the exhibition leaflet Adolf Faust (2003). Andrae (1910-1992) was Faust's successor

as teacher in Hofgeismar.
268 Peter Andrae in the exhibition leaflet Adolf Faust (2003).

269 Art terms are generally difficult to translate. ‘Freies Gestalten’: There is no exact equivalent for the
German verb ‘gestalten’ in English. The closest to its meaning is ‘to design’, but here it includes
drawing and other techniques that are usually not called design in English. Kandinsky’s * Fldche’ is
commonly translated with ‘plane’, although ‘area’ miéht be even more correct as ‘plane’ implies a
third dimension, while the German *Fldche’ in a painting could just as well mean simply an area

filled with colour.
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d) Linoleum cut

II. Training of the faculty of imagination

The form elements will be sought in nature. Structuring of the landscape by paths; space,
village and house.

The human body with its proportions and means of expression. Machines, inbperative and

in movement, buildings and parts of buildings, household appliances and furniture.

I11. Training of the faculty to observe
The Lower-Saxon farmhouse (house gable, beam order, gate, door, window, roof, wood

carvings, interior spaces, vestibule, staircase, railing). Parts of the landscape (bridge, clump

of trees, bank border, stone quarry, sunken lane, avenues)

IV. Drawing from the microscope. Symmetrical representation. Light and shade.
Intersections and foreshortenings.

Still life: The objects will be assembled following certain laws, and the student searches to
find these laws and to represent them.

Man, animal, machine.

While drawing, the colours of the appearance will be sought.

V. Type-font after own re-creation, under particular consideration of its significance as

surface decoration and its use for book printing and in advertising. Decorative work,

VI. Reflection on art

Architecture: basic forms and particulars of the building: column, plinth, frieze.
Arrangement of the windows, the moulding, door and gate, bay and balcony, profiles,

column shaft and capital, the round arch and the cross vault, pointed arch and buttress,

transept, crossing and cupola/ ground plan.?™

270 Facsimile reprint of the handwritten notes and transcription in the exhibition leaflet Adolf Faust

(2003).
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The study of real and natural objects had been an essential part of any reformist art
pedagogue since around 1900. While the artistic means of expression in school
classes were, until the 1920s, still focused almost exclusively on drawing,
progressive tendencies moved towards a ‘close connection with nature’ and
consideration of an ‘artistic individuality’.?”* Well into the 20th century, the copying
of classical ornamentation — above all elements from ren#issance decorative art —
and, before that, formalist, mathematically-based drawing exercises, had represented
the standard curriculum of art education for children in Germany.?’? So, while not
extraordinary in light of the reform discussion since the turn of the century, Faust’s
systematic listing of landscape elements and treatment of type fonts was unusual in a
curriculum for a provincial early-20th-century Gymnasium.

The pedagogical principle of ‘Sehen lernen’ — teaching the capacity to see —
emerged around 1890 and developed with the reformist writings of authors from
different fields of different ideological standing, such as Georg Hirth (writer), August
Julius Langbehn (philosophgr), and the art historians Konrad Lange, Alfred
Lichtwark, and Adalbert Matthaei. The new theories of perception by psychologists
such as Ernst Mach, Christian von Ehrenfels (Gestalt theory) and Hans Cornelius
were instrumental in this.?”® Triggered by ihe German Empire’s embarrassingly poor
performance at the World Exhibitions during the second half of the 19" century, such
as in Paris (1867) or Chicago (1893), a reform of art education was officially
launched. This led to the establishment of ‘didactic’ museums after the model of the

South Kensington Museum in London, opened in 1857 to teach the people in

271 The an historian Konrad von Lange, quoted in: Hans-Glinther Richter, Geschichte der
Kunstdidaktik: Konzepte zur Verwirklichung von dsthetischer Erziehung seit 1880 (Dusseldorf:
Pidagogischer Verlag Schwann, 1981), p. 41.

272 Hans-Giinther Richter, Geschichte der Kunstdidaktik (1981), pp. 18-25, 31, 41-3,

273 Cf: Rainer Grimm, Historische Aspekte des Prinzips ‘Sehen lernen’: Verdnderungen eines
entscheidenden Fachprinzips im Fach Kunst zwischen 1865 und 1905, series European University

Studies, X1/237 (Frankfurt am Main et al: Peter Lang, 1985).
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aesthetic matters. Vienna’s Kunstgewerbemuseum was founded in 1863, that of
Berlin in 1868. Towards the end of the 19th century, probably also as a result of this
advance, drawing classes became regarded as fundamental parts of a modern
education for children. At the beginning of the 20th century, such classes were
referred to as ‘art teaching’ (‘Kunstunterricht’ instead of ‘drawing lessons’), which
attributed to them a new significance. The importance of individual expression was
widely acknowledged, and classes passing beyond the copying of picture books with
classical ornaments became standard at Gymnasiums throughout the vGerman Empire,
It seems likely that Faust was influenced by the discussions at the so-called
‘Kunsterzielfertage’, the ‘Art Teachers Days’ organised in 1901, 1903, and 1905,
which introduced ‘an impressionistic type of naturalism’ as the prevailing doctrine. 2’
It emphasised the ‘receptive’ aspect in the appreciation of art ‘as well as the
pragmatic dimension of drawing after nature, after “forms of life” and objccts’.”"
When the Expressionists, with their rejection of the entire bourgeois tradition in art,
questioned the impressionistic drawing of natural elements, they demanded a
fundamental reorientation of the drawing classes. Then, during the 1920s the ideal of
a holistic artistic (‘musische’) education at schools emerged and was promoted by
artists connected with the Bauhaus, sluch as Walter Gropius, Johannes Itten, Wassily
Kandinsky and Paul Klee.?”’® Highly influential was a reassessment of childish
creativity, such as by Gustav Friedrich Hartlaub (1884-1963), from 1923 an

important museum director at Mannheim, who published annotated photographs of

274 W. A. Reiss, Die Kunsterziehung in der Weimarer Republik (Weinheim et al: Beltz, 1981), p. 56.

275 W. A. Reiss: Die Kunsterziehung (1981), p. 56.

276 W. A. Reiss: Die Kunsterziehung (1981), p. 223-6. Cf.: Hans M. Wingler, ‘Kurzgefasste Geschichte
des Bauhauses®, in Kunstschulreform 1900-1933, dargestellt vom Bauhaus-Archiv Berlin an den
Belspielen Bauhaus Weimar, Dessau, Berlin — Kunstschule Debschitz Miinchen — Frankfurter
Kunstschule = Akademie fiir Kunst und Kunstgewerbe Breslau ~ Reimann-Schule Berlin, ed. by Hans
Maria Wingler, Rolf Bothe and Bauhaus-Archiv (Berlin: Gebriider Mann, 1977) pp. 97-112 (97—

102)
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children’s drawings in his book Der Genius im Kinde (‘The genius inside the child’,
1922).277 The year 1924 is named in the literature as crucial, as ‘substantial numbers
of drawing teachers’ now received ‘Expressionism and Hartlaub’s phenomenology’,
though under ‘specifically petty-bourgeois narrowed-down auspices’.*”®
Lebensphilosophie and the citation of ‘spirit’ exerted a strong influence under an
enthusiastic reception of cultural critics like Ludwig Klages, Paul de Lagarde, Julius
Langbehn and Oswald Spengler.?”?

In the light of these developments — if we assume his quoted curriculum was still
applied unchanged in the second decade of the century and beyond ~ Faust’s
teachings may not have been exceptionally progressive. On the other hand, singing
while drawing, exploring the countryside and experiencing different visual as well as
performing arts by turns appears to reflect the more holistic education of the reform
schools. The reason for the special impact of Faust’s teachings and for the lasting
impression he made on the pupils of the Hofgeismar Gymnasium, however, lay in his
personal design of the classes. His memory is cherished like the memory of family;
one of his former pupils has described him as a ‘fatherly friend’.?*® With his talent to
recognise and to further artistic predispositions in his pupils, Faust’s merit was

acknowledged already in the 1920s.2*! For this legacy he is remembered.

277 Gustayv Friedrich Hartlaub, Der Genius im Kinde: Zeichnungen und Malversuche begabter Kinder
(Breslau: Hirt, 1922),

278 W. A. Reiss: Die Kunsterziehung (1981), p. 224.
279 1bid.
280 The architect Edelhard Theil, in the exhibition leaflet Adolf Faust (2003).

281 Helmut Burmester, ‘Der Maler Adolf Faust®, in Jakhrbuch (1980), p. 76.
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The Wandervogel and the youth movement of the German Empire
A significant move of Faust was his foundation of a local Wandervogel group.?*? The
Wandervogel youth movement was founded in Berlin but soon spread through, mainly ’
protestant Germany, with Northern Hesse a core area for its proliferation.- Faust
established the Wandervogel in Hofgeismar in 1913, the year of the famous meeting on
the Hohe Meillner mountain, not far from Hofgeismar (Figures 44, 45). Accompanied
on the guitar by Faust, his students enthusiastically sang the songs of the youth ‘
movement, which reflected the general rediscovery of a forgotten folklore heritage.?*

The German youth movement was significant for many 20th-century landscape
architects bo.l"n around 1900.%** Virtually all the noted ones from Mattern's generation
have mentioned its influence not merely on their professional development, but also
as moulding their vision of life in general.?®* In the milieu of the Landschaftsanwdlte

(Landscape Advocates), to be discussed in chapter II-h below, membership in a ybuth

282 Helmut Burmester, ‘Der Maler Adolf Faust’, in Jahrbuch (1980), p. 74; exhibition leaflet Adolf
Faust (2003).

283 P. D. Stachura, The German Youth Movement 1900-1945: An Interpretative and Documentary
History (New York: Martin’s Press, 1981), p. 23.

284 Compare: Joachim Wolschke-Bulmahn, Auf der Suche nach Arkadien. Zu Landschaftsidealen und
Formen der Naturaneignung in der Jugendbewegung und ihrer Bedeutung fiir die Landespflege,

series Arbeiten zur sozialwissenschafilich orientierten Freiraumplanung, 11 (Minchen: Minerva

Publikation, 1990).

285 Wolschke-Bulmahn has investigated the membership in the youth movement amongst landscape
architects, finding the following personalities, including influential regional planners (brackets state
the respective youth group): Jirgen Barth (Dj 1.11), Josef Breloer (Wandervogel), Konrad Buchwald
(Jungenschaft der Deutschen Freischar), Walter Christaller (Wandervogel), Gerd Daumel (Dj 1.11),
Hermann Géritz (Wandervogel), Gerda Gollwitzer (Deutsch-Nationaler Jugendbund), Gerhard Hinz
(Stettiner Wandervogel, Neupfadfinder), Wilhelm Hibotter (Wandervogel), Gert Kragh (Jungeschaft
der Deutschen Freischar), Reinhold Lingner (group of membership unclear), Erhard Mading
(Jungdeutscher Order), Hermann Mattern (Wandervogel), Konrad Meyer (Wandervogel), Max
Muller (Wandervogel), Theodeor Nietner (Jungdeutscher Orden), Ernst Preising (Wandervogel,
Deutsche Freischar), Withelm Rademacher (Wandervogel), Alwin Seifert (Wandervogel), Josef
Umlauf (Sudetendeutscher Wandervogel, Sudetendeutsche Freischar), J. Wolschke-Bulmahn, Auf

der Suche nach Arkadien (1990), pp. 259-60.
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group was seen as a useful prerequisite for successful work, almost sufficient to
guarantee a qualification for the job.?%¢ Mattern considered his membership in the
Wandervogel significant enough to mention it in his letter to Seifert when he applied
for a position as Landscape Advocate.?®’” Amongst the group of Landscape Advocates,
roughly one third had been members of the Wandervogel.??

The Wandervogel was the first group of what later beéame the association of
youth organisations generally referred to as Free Youth Movement. It had ofﬁcially
been established in 1901 in the Berlin district of Steglitz by a small group around the
authoritarian but charismatic young Karl Fischer (born 1881). Its origins lay in a
study circle founded some years earlier, in 1896, at the Steglitz Grammar School by
the student Hermann Hoffmann.? Despite the relatively small number of members -
at the cusp of its popularity probably below 60,000 — it became a highly influential
nation-wide organisation.” Its geographical distribution reflected its strongly
Lutheran Protestant character, for it reached the strongest following in the Berlin-
Brandenburg metropolitan region, in Lower Saxony and North Rhine Westphalia,

while in the Catholic regions it was almost absent.?! The region where Northern

286 As translation for the term Landschaftsanwalt (plural: Landschaftsanwdlte) Gréning suggests
‘landscape director’, ‘state landscape office’ and ‘attorney at landscape’. Here, the literal translation
‘landscape advocate’ is used as it expresses the landscape architects’ task of advocating ‘the interests
of the landscape’, cf.: Gert Gréning, ‘Teutonic Myth, Rubble, and Recovery: Landscape
Architecture in Germany’, in The Architecture of Landscape, 1940-1960, ed. by Marc Treib
(Philadelphia: University of Pennsylvania Press, 2000), pp. 120-53 (121).

287 See the application letter to Seifert, 09/06/1934, as shown in: Charlotte Reitsam, *Der
Landschaftsanwalt Hermann Mattern: Aufgarben und Konflikte’, Stadt+Griin, 03 (2003), 20-4 (21).

288 Charlotte Reitsam, Reichsautobahn im Spannungsfeld von Natur und Technik: Internationale und
interdisziplindre Verflechtungen (Saarbriicken: VDM, 2009), p. 78. For the complex topic of Alwin
Seifert’s preference of Wandervogel members see the same publication.

289 Walter Z, Laqueur, Young Germany: A History of the German Youth Movement (London: Routledge
& Kegan, 1962), p. 15. Hoffmann became Germany's Consul-General in Turkey, ibid.

290 R. H. 8. Crossman, in the introduction to: W. Z. Laqueur, Young Germany (1962), p. xvii.

291 P.D. Stachura, The German Youth Movement (1981), p. 20.
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Hesse, Lower Saxony and Thuringia met could be considered its ‘heartland’. It was
not far from here that Mattern grew up, and his hometown Hofgeismar is mentioned
as one of its ‘geographical landmarks’, and a centre of a socialist circle within the
Wandervogel.?*? The motivation for the foundation of the Wandervogel was ‘an
unpolitical form of opposition to a civilization that had little to offer the young
generation, a protest against its lack of vitality, warmth, emotion, and ideals’.?** The
movement sprung from a widespread, generally anti-urban pre-First-World-War |
zeitgeist felt largely within the protestant bourgeois milieu. Due to this background,
it amounted to an indirect cultural criticism of the recent transformations of modern,
increasingly materialist society and its industrialisation processes. As a result the
cultural landscape that had been for centuries urichanged was rediscovered through
hikes and celebrated as a symbol of the harmonic unity between man and nature in a
pre-democratic society. Basically, the membership in the youth movement seems to
have awakened these young men and women to the impact of continuing
industrialisation on the cultural landscape of their home region. Their key concern
was a predominantly romantic re-engagement with the grown, as well as the
traditional cultural landscape. The expeditions (‘ Fahrten’) of the Wandervogel were

celebrated as the movement’s ‘lifeblood’.

[...] [This] provided the movement with its own means of identity, for it captured the

quintessence of the Wandervogel’s emancipatory dynamic and constituted the foundation of

its collectivist experience.?*

292 By Laqueur, without further explanation: W. Z. Laqueur, Young Germany (1962), p. 11. Stachura
mentions the pro-Russian, internationalist debate at a meeting at Hofgeismar in 1920 and the
'socialist ‘Hofgeismar Circle’, formed in 1923: P. D. Stachura, The German Youth Movement (1981),
pp. 41, 106, Cf.: Franz Osterroth, ‘Der Hofgeismarkreis der Jungsozialisten®, Archiv fiir

Sozialgeschichte, 1V (1964), 525-69.

293 W, Z, Laqueur, Young Germany (1962), p. 4. Cf.: P. D. Stachura, The German Youth Movement
(1981), p. 29.
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Apart from that, the Fahrten were also the original contribution by the Wandervogel
to the Lebensreform movement, the life reform in general.?** In contrast to the
‘escapist, “back to Nature” movement’ with which it is sometimes characterised, the
Wandervogel comprised a ‘definite reformist-cultural constituent’, which attracted
reformists and inspired above all a reform of the school system in Germany — another
contribution to the general life-reform movement.?%

Officially, independence of politics was one of its highest paradigms. This was
provoked on the one hand by the extreme political turbulences of the time, and on the
other hand by its affiliation with a sophisticated but apolitical median bourgeoisie.?’
The Wandervogel recruited its members almost exclusively from this class. On a social
level in the beginning this movement was progressive, creating a space of freedom for
young pupils between the age of 6 and 11 in a society defined by conventions and the
rituals of the chauvinist Kaiserreich.’® At the same time its apolitical demeanour has
been denounced for ‘prevent[ing] the development of any concrete belief in freedom
amongst the sons and daughters of what should have been the Weimar
establishment’.”® Thus indirectly it ‘greatly assisted the Nazis in their seizure of

power’.>® On the one hand it was ‘hostile to the hurrah patriotism of the beer halls, the

294 P. D. Stachura, The German Youth Movement (1981), p. 21.
295 Ibid.
296 P.D. Stachura, The German Youth Movement (1981), p. 24, cf. pp. 16-7, 22-5.

297 Peter D. Stachura, The German Youth Movement 1900—1945: An Interpretative and Documentary
History (London: Macmillan, 1981), p. 20-21. The working class youth tended not to have the time
and money to join the rather elitist Wandervogel. ‘Lower middle-class youths usually joined

paramilitary, nationalist, sports or confessional organisations (ibid.).
298 P. D. Stachura, The German Youth Movement (1981), p. 24 (cf. pp. 15).
299 R.H.S. Crossman, in the introduction to: W. Z. Laqueur, Young Germany (1962), p. XXi.

300 Ibid.
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nationalist swagger and pomposities of official Germany’.*®! On the other hand, as
Walter Laqueur has pointed out, its members also lived and thus indirectly ‘accepted as
articles of faith’ parts of the doctrine to which they were exposed by their parents and
school teachers: ‘The German youth movement talked politics, as M. Jourdain talked
prose, without being aware of it’.** The historical importance of the youth movement
as a German phenomenon should not be underestimated. Prominent figures from all
areas of German public life ‘who were born between, roughly, 1890 and 1920’ have
referred to their experiences in a youth group as fundamental ‘for the later shaping of
their personal, social and political attitudes’.’® This applies to liberals as well as
conscrvativefs,_ and even to parts of the Nazi elite.’*®

The Wandervogel of the early phase, like other branches of the youth
organisations referred to as Free Youth Movement, was not attached to any
confession or political party. It has been called ‘a special and quite unique German
phenomenon [...]—a movement of youth, by youth and for youth’.*®* It was therefore
different from the scout movements in other European countries. Unofficially, many
groups had right-wing conservative and v6lkisch bearing—while at the same time
loudly claiming their detachment from politics. A reverence for the ‘Nordic spirit’
was prevalent throughout the movement.* This was reflected in the literature

popular among the youth movement, which on the one hand was characterised by the

301 W. Z. Laqueur, Young Germany (1962), p. 6.

302 W. Z. Laqueur, Young Germany (1962), pp. 6-7.

303 ‘[...] and even notorious National Socialists such as Rudolf Hess, Commandant of Auschwitz;
Heinrich Himmler, Reichsflihrer of the SS; Adolf Eichmann, who was responsible for the
deportation of hundreds of thousands of Jews to extermination camps; and Baldur von Schirrach,

head of the Hitler Youth’. P. D. Stachura, The German Youth Movement (1981), p. 3.

304 Ibid.

305 R. H.S. Crossman, in the introduction to: W. Z. Laqueur, Young Germany (1962), p. xviii (¢emphasis

in the original).

306 P.D. Stachura, The German Youth Movement (1981), p. 33.
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promotion of abstinence from alcohol and premature sexual intercourse, and on the
other promoting a pathetic nationalist dream about ‘Germany’s re-awakening’ to long
lost glory. After WWI the youth movement became increasingly politicised, finally
representing a wide variety of political views, from extreme left to extreme right.?’
The group which Mattern frequented in his youth was non-political. Adolf Faust, the
founder and leader is said to have been politically naive and, despite later joining the
NSDAP, seems to not have identified with Nazi ideology, as a former Jewish student
of his has testified.’®® A reference made in the course of the investigation into
Mattern’s political past conducted by the Nazi authorities claims that Mattern had
indeed been a member of ‘the apolitical scout movement’.>*°

In some respects the spirit of the times underlying the youth movement also
resonated in the art movement Expressionism. After the WWI, Expressionism in
Literature — with authors such as Stefan George, Hermann Hesse, Hugo von
Hoffmannsthal, Rainer Maria Rilke, Carl Friedrich Georg Spitteler, Georg Trakl —
also found entry into the Wandervogel. This was the result of former members of
youth movement groups becoming organised into student unions, which were
associated with the youth movement after the establishment of the Free German
Youth in 1913.'° 1913 was the year of the most spectacular single event of the Youth
Movement: the First Free-German Youth Day (Erster Freideutscher Jugendtag),
which took place the 11" and ‘12“‘ of October near Kassel. Mattern’s attendance at
this seems certain; for together with his colleague Hilbotter he was involved in

organising remembrance celebrations on the occasion of the meeting’s 50th

307 P.D. Stachura, The German Youth Movement (1981), pp. 39, 94-117.
308 Biography of Adolf Faust, in the exhibition leaflet Adolf Faust (1882-1945) (2003).

309 (Mattern file, BAB, R 4606/221). The concerning statement was made by an unknown Kreisleiter (of
Potsdam) under Wilhelm Kube (Gauleiter of Mark Brandenburg from 1933 until 1936) speaking out

in Mattern’s defence, It is not know whether this politician was a personal friend trying to help.

310 W.Z, Laqueur, Young Germany (1962), p. 48.
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anniversary—probably on the level of a meeting of old friends—at the original scene
on Hoher MeifBiner, ‘on which in 1913 the youth was searching for the “Blue
Flower™ 3! Over several years around 1960 (c. 1952-1964) Mattern fought
emphatically, but without success, against the destruction of the characteristic
mountain shape by mining.*? This wooded mountain lies approximately 60
kilometres linear distance South-East of Mattern’s hometown Hofgeismar. The First
Free-German Youth Day had as its motto the right of self-determination in an
oppressively authoritarian society. Here the educational reformer Gustav Wyneken,
the writer Ferdinand Avenarius and the 25-year-old Knut Ahlborn of the Deutsche
Akademisch;c_ Freischar (‘German Academic Voluntary Corps’) spoke to some 3000 |
assembled people (Fig. 44). They demanded the freedom for German youth to live
the life they wanted to live. The different groups behind this meeting came together
in a federation called Freideutsche Jugend (Free-German Youth). They published.a
statement known as the Meissner Formula, attributed to Avenarius (the last two

sentences were ancillary and not signed by all groups):

Free German Youth, on their own initiative, under their own responsibility, and with deep

sincerity, are determined independently to shape their own lives.

For the sake of this inner freedom, they will take united action under any and all

circumstances. All meetings of Free German Youth are free of alcohol and smoking.*"

311 Letter Hubotter to Mattern (mentioning Knut Ahlborn and Wili Knoch being involved), file 01,
02/02/1961, EHM; Hermann Mattern, *Kurzreferat anl4sslich der Sitzung des Deutschen Rates fir
Landschaftspflege am 8.10.1964 in Kassel’, in Braunkohlentagebau Hoher Meifiner, series
Schrifienreihe des Deutschen Rates filr Landespflege 4 (1964) pp. 13-6. In this lecture Mattern
quotes about the destruction of Hoher MeiBner from pp. 116-7 in his own book Gras darf nicht
mehr wachsen (Berlin: Ullstein, 1964). Cf.: V. Heinrich, Hermann Mattern (2013), p. 330-3.

312 V. Heinrich, Hermann Mattern (2013), p. 15.

313 This translated version is quoted in: P. D. Stachura, The German Youth Movement (1981), pp. 32-33,
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This paragraph, however short and general, was a striking provocation against the
traditional educational concepts of the German Empire. The meeting was organised
to show the solidarity between a variety of different youth-oriented movements for
the reformation of society, education and life style. It went down in history as a
protest against the chauvinist-patriotic festivities of the Empire held duri‘ng the same
weekend near Leipzig, on the occasion of the hundredth aﬁniversary of the Battle of
the Nations and the completion of its memorial, the gigantic Vlkerschlachtdenkmal
(Fig. 46).3"

However important the experience of the Youth Movement was for Mattern, he
never shared the uncritical reverence widespread amongst its members. By thé mid-
1920s, under the influence of the Werkbund, the rationalism of the Bauhaus under
Gropius, and other progressive reformist ideas like the Allotment Garden Movement
(Kleingartenbewegung) as promoted by Leberecht Migge, Mattern was at least
showing subtle signs of self-critical reflection in regard to the romanticism of his
youth. This self-reflection took the form of ironic references to the tendency for an
alleged ‘cosiness’— ‘Behaglichkeit’—in his earliest garden designs.’'* This
appreciation sets him apart from those contemporaries who would glorify the Youth
Movement and their memories of it as the reminders of a ‘better time’. At the same
time, his concrete memories are ineradicable pictures sitting in his soul, caused by a

deeply, almost religiously felt unity of his body with the fabric of surrounding nature.

This morning it was marvellous—very sfrong, heavy fog drew downwards, which drenched
you when riding through. Memories of trips arose. How one awoke early in the open under
the soaked flysheet, then began to shiver with cold yet being so blissfully happy, as one
was closely connected with all that was alive out there. As one stepped out of the wet

enclosure, the air was warm and only the dew on the ground cooled, and then it was a

314 P.D. Stachura, The German Youth Movement (1981), p. 32.

315 Letter by Mattern to Hammerbacher, without no., 10/12/1926, EHH.
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barefoot race through the high grass.
Listen, I always have to think of a house, out in the forest or at a lake—out of which we

would sneak early at sunrise—hand in hand. You know, I believe we’d feel well with that.3!¢

The role played by the Youth Movement for Mattern personally stems from its early
period around the meeting on Hoher Meiflner. Growing up in a rural, in’parts almost
primordial seeming district, Mattern would not have shared the longing for lost
nature that might have motivated city dwellers to join the youth movementv."7 This
becomes evident in his later distance to the conservative tradition of nature
conservation and in his decidedly rational reasoning in connection to landscape
planning, as.gliscussed in chapter II-k. Generally, the references he made to his
experiences with the Wandervogel were revolving around his individual and sensory
experience of natural forces and a fascination for the emotional experience of unity
with nature. Even specifically with regard to his design approach to gardens, he

reflected in quite a personal way:

How does that, which is moved by [experience of] youth,'® express itself. That the spaces are
not yet machines? Through the sentimentality of the intended homeliness? I suspect that some

of it is influenced by the colours. The difference lies above all in the fact, that I want to allow

316 ‘Heut frilh war es wundervoll - ganz starker, schwerer Nebel zog zur Erde, der einen beim
durchfahren ganz durchndfte. Fahrtenerinnerungen stiegen auf. Wie man friih im Freien unter der
durchfeuchteten Zeltplane wach wurde, an zu frésteln fing und doch so selig glicklich war, da man
mit dem draufen Lebendigen eng verkniipft war. Stieg man aus der nassen Umhiillung so war die
Luft warm nur der Tau auf dem Boden kiihlte und sausend gings barfup durch's hohe Gras. Du ich
muB immer an ein Haus denken, draufen im Wald oder am See — aus dem wir uns friih morgens mit
Sonnenaufgang herausschleichen - Hand in Hand. Du ich glaube es wdre uns wohl dabei.’ Mattern

in a letter to Herta Hammerbacher, without no., 16/06/1926, EHH,

317 Wolschke-Bulmahn's seminal study has linked membership in the Youth Movement with
conservatism, sce: J. Wolschke-Bulmahn, Auf der Suche nach Arkadien, (1990).

318 *[...) das Jugend bewegte [...)’ This is an idiosyncratic way of referring to the youth movement,

interpreting the term *movement’ literally as ‘moving the youth’.
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for a certain flexibility in space. [...] In addition to this the fact, that I proceed step-by-step
depending on how I can myself process building materials, I cannot determine a construction

without being convinced of its stability and usefulness. Theoretically I am a tinkerer.’"

It is not always easy to understand fully the very personal messages Mattern shared
with his loved one, the landscape architect Herta Hammerbacher (1900-1984), in his
early letters. What seems clear is that he was self-reflective and critical, and this
alone was a basis for his progressive development: he tried to understand the
influences he received while being open to the influx of new ones. His self-
characterisation as a tinkerer expresses this openness for experimentations, and we

shall return to it at a later stage.

319 ‘*Worin Gufert sich das Jugend bewegte, daf8 die Rdume noch nicht Maschine sind, in der
Sentimentalitdit des ,wohnlich' gewollten? Ich vermute, daf etwas die Farben beeinflufien. Der
Unterschied liegt vor allem darin, daf ich eine gewisse Beweglichkeit im Raum ermdglichen will.
[...] Nun kommt noch hinzu, wie ich Schritt filr Schritt mit dem gehe wie ich Baustoffe selbst
verarbeiten kann, ich kann keine Konstruktion setzten,. ohne von der Stabilitdt und Niitzlichkeit
tiberzeugt zu sein. Theoretisch bin ich Bastler.’ Letter by Mattern to Hammerbacher, without no.,
10/12/1926, EHH.
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IL.b Becoming a landscape architect in Germany in the 1920s

The differentiation between utilitarian garden and pleasure garden [...] is a purely
subjective and time-bound one, is has nothing to do with art or economy, it is the
result of the changing social and aesthetic attitudes of the garden maker.*?

(Leberecht Migge, 1925)

From the time of Mattern’s apprenticeship in tree and perennial nurseries not much is

known.*?! Starting on the 21* of April 1922, his first experiences were with the firm

of Conrad Ullrich at Kassel Wilhelmshs8he, a landscape gardening business that also

included a tree nursery.’” He went on to work in the orchards and vegetable gardens

of Rittergut Kalbsburg, a manor in Northern Hesse,*?* moving on to Goos &

Koenemann in Niederwalluf at the river Rhine in Hesse, a nursery for trees, shrubs

and perennials internationally renowned for their many Iris hybrids.*** Until 5* of

September 1924 Mattern learned and worked at the Victor Teschendorff tree and rose

320

321

322

323

324

‘Die Unterscheidung von Nutz- und Lustgdrten [ ...} ist eine rein subjektive und zeitgebundene, sie
hat mit Kunst oder Wirtschaft an sich nichts zu tun, sie ist Ergebnis der wechselnden sozialen oder
dsthetischen Grundeinstellung der jeweiligen Gartenmenschen.'Leberecht Migge, ‘Gartentechnik
und Gartenkunst’, Gartenschonheit, (1925) 68-69 (69). In the original, instead of ‘garden maker’
Migge used the peculiar term ‘garden person’ (‘Gdrtenmensch’). possibly to express the cenfral role

of garden culture in a future society.

However, the beginning and end dates of his work experience are recorded in a document in the
estate, including the names of all the enterprises he worked at: Typewriter-written document,

EHM, folder 1 (no date, no file no. as read before the estate’s systematisation).

It was founded in 1908 by Conrad Ullrich and still exists today. hitp://www.garten-
ullrich.de/start/firmengesch.htm (accessed 12/04/2013).

L. Wenzel ‘Der Hof auf der Warte bei GroBenenglis®, Heimatschollen, 06 (1926), 3-5;
http://www.rittergut-kalbsburg.de/ (accessed 12/04/2013).

Cf.: Mmlﬂh:amnﬁanmsm&mmhmmmﬂmuz&mssmmﬂamsmmm
(accessed 12/04/2013).


http://www.garten-ullrich.de/start/finnengesch.htm
http://www.garten-ullrich.de/start/finnengesch.htm
http://www.rittergut-kalbsburg.de/
http://theamericanirissocietv.blogs
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nursery in Cossebaude, now a district of Dresden. Teschendorff, too, was important
then as one of the most notable German rose breeders.?*® Here Mattern trained with
an English gardener.?¢ Horticultural tra‘ining was a precondition for being accepted
at a school for garden design. In 1924 Mattern entered the famous and tradition-
conscious horticultural college in Berlin, which had been named Lehr- und
Forschungsanstalt fiir Gartenbau the previous year (Institute for Teaching and
Research in Horticulture, know as LuFA). He completed the course in garden design

two years later.

| Lenné’s sq{z_pol: ai the horticultural college of Berlin-Dahlem
There were four horticultural colleges at this level in Germany by that time: the
Royal Prussian Institute for Fruit- and Wine Growing at Geisenheim (Kéniglich
Preuflische Lehranstalt fiir Garten- und Weinbau Geisenheim, today in Hesse,
founded the 19th October 1872),%7 the Higher State Institute for Horticulture in
Pillnitz (H8here Staatslehranstalt fiir Gartenbau, near Dresden in Saxony, founded in

1922),%*® the Horticultural College Weihenstephan (Staatliche Lehr- und

325 hup:/www.rosengarten-dresden.de/index.php?id=153, web site of the friends of the Dresden Rose

Garden association (accessed 12/04/2013); see also: Eduard Posmik, ‘Die Rosenschau der Firma

Victor Teschendorff 1921°, Gartenwelt, XXV, 37 (1921) 366-7.

326 Letter from Mattern to Hammerbacher, 06/02/1927), EHH. He calls this Englishman ‘Grieme’ '

(possibly a German way of spelling ‘Greame’).

327 See the website of Geisenheim University: www.hs-geisenheim.de/hochschule/geschichtezahlen htm]

(accessed 16/04/2013). The university was formed in 2013 as a merger of the venerable Geisenheim
Grape Breeding Institute and the former Geisenheim Faculty of Viticulture, Oenology, Horticulture,
Beverage Technology and Landscape Architecture of Rheinmain University of Applied Sciences
Wiesbaden Risselsheim. This represented a return to the institutions origins, as research and
teaching had been separated with the foundation of the Fachhochschule Rhein Main (predecessor to
th; Rheinmain University of Applied Science) in 1972, See also in detail: Gerd D4umel, ‘Hundert
Jahre Gartenarchitektur und Landschafispflege, Geisenheim 1872-1972°, Das Gartenami, 8, 1972,

451-460, and Das Gartenamt, 9, 1972, 523-31.

328 www.dresden-pillnitzer.de/Z.html (accessed 16/04/2013). Its predecessor institute was the

Gartenbauschule des Gartenbauverbandes filr das Kénigreich Sachsen (Horticultural College of the
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Forschungsanstalt fiir Gartenbau, in Freising, Bavaria, founded in 1923),**® and the
LuFA in Berlin-Dahlem. All these institutions awarded the title ‘Sraatlich gepriifter
Gartentechniker’ (‘certified garden technician’) after a two-year course of study.
These colleges had originated in older institutions that were established towards the
end of the 19" century, which can be traced back to earlier agricultural, ﬁorticultural,
viticultural, orcharding or forestry schools. The relocation of the education of garden
artists from the court gardens to educational institutions occurred during the period
of transition from the architectonic baroque garden to the landscape garden, which
brought new challenges.’*® The school in Dahlem is known as the first college for the
education of garden designers of its kind in Germany, founded after the model of the
gardeners’ school at the Jardin des Plantes in Paris.>*! The initiative for its
establishment came from the first Prussian cultural minister, Karl Sigmund Franz
Freiherr vom Stein zum Altenstein (1770-1840), supported by the Royal Prussian

Garden Director-General, Peter-Joseph Lenné.*? In 1823 an official order by king

Association for Horticulture for the Kingdom of Saxony), founded in 1892, ibid.

329 It was based on a college that came into existence in 1852 as a merger of the Electoral Central Tree
Nursery and an agricultural school. Both today’s Hochschule Weihenstephan University of Applied
Science as well as the respective chairs at the Technische Universitit Miinchen (Fruit Growing,
Landscape Architecture, etc.) have their origin in this historical school. Website of the Chair of Fruit
Growing (Fachgebiet Obstbau) at the Wissenschaftszentrum Weihenstephan fur Ernithrung,
Landnutzung und Umwelt, a department of Technische Universitit Miinchen:
http://www.wzw.tum de/ob/index.php?id=25 (accessed 16/04/2013); Fachhochschule
Weihenstephan, Jubildumsschrift zum 175-jihrigen Bestehen der Fachhochschule mit
Versuchsanstalt Weihenstephan, 1804 - 1979, ed. by Josef V6lk (Minchen: Obst- u.
Gartenbauverlag, 1979).

330 Marcus K&hler, ‘Pflegen, Entwerfen, Ztchten. Zur Professionsgeschichte der Gartenkunst’, in
Gartenkunst in Deutschland. Von der friihen Neuzeit bis zur Gegenwart: Geschichte — Themen —

Perspektiven, ed. by Stefan Schweizer (Regensburg: Schnell + Steiner, 2012), pp. 150-8 (156-7).

331 Bjdm Briisch, ‘Entwarfe zur Errichtung ciner groBen Gartner-Schule: Die Griindung der Kénig-
lichen Gértner-Lehranstalt in PreuBen 1818-1823", Gartenkunst, 20, 01 (2008), 83-104 (84—6).

332 Before the findings of a recently completed, seminal research project, Lenné has been credited with
the initiative for the school, see: B. Brisch, ‘Entwiirfe zur Errichtung einer groBen Giirtner-Schule’,
Gartenkunst, 20, 01 (2008), 83-104 (83). About the context of the school’s foundation see, in great
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Frederick I was released, resulting in the foundation of the Royal Prussian

Horticultural College with a four-year curriculum in Potsdam-Wildpark the next year.

It has been referred to as the mother of all horticultural colleges and its history has

been proudly told many times.**® Although some authors assume this institution wag

the first of its kind in Germany, in Europe, or even the oldest worldwide, it has yet to

be verified.}*

333

334

depth, the doctoral dissertation by the same author: Bjérn Brilsch, Genealogie einer Lehranstalt: vo,
der gartenmdfigen Nutzung des Landes zur Griindung der Kéniglichen Gértnerlehranstalt
(Monchen: Meidenbauer, 2010).

Denkschrift zu;r; 100jéhrigen Bestehen der Hiheren Gdrtnerlehranstalt Berlin-Dahlem, friiher
Wildpark, ed. by Hohere Staatliche Gértnerlehranstalt Berlin (Frankfurt/Oder: Trowitzsch & Sohn,
1924), pp. 12-30; Ferdinand Jithlke, Die Kénigliche Landesbaumschule und Gérner-Lehranstaly zy,
Potsdam: Geschichtliche Darstellung ihrer Griindung, Wirksamkeit und Resultate, nebst
Culturbeitrdgen (Berlin: Wiegandt & Hempel, 1872); Erich Kemmer, ‘Geleitwort’, in Festschrif; zu;-
50. Wiederkehr der Verlegung der Hoheren Girtner-Lehranstalt von Wildpark nach Dahlem, ed, by
TU Berlin, Fakultiit fr Landbau, Abteilung Gartenbau (Berlin; Technische Universitit Berlin,
1953), pp. 3-5; Martin Klein, Die ehemalige Kénigliche Gdrtner-Lehranstalt und ihre
Aufienanlagen, series Landschaftsentwicklung und Umweltforschung, 94 (Berlin: Technische
Universitit Berlin, 1994), pp. 12—4; Norbert Ktihn, *100 Jahre Kénigliche Gartnerlehranstalt in
Berlin-Dahlem: Ein Rilckblick in die Geschichte der Ausbildung von Landschaftsarchitekten’,
Stadt+Grin, 52, 12 (2003), 27-34; Jurgen Milchert ‘Die Entstehung des Hochschulstudiums fiir
Gartenarchitekten an der Landwirtschaftlichehn Hochschule in Berlin im Jahre 1929°, Das
Gartenamt, 32 (1983), 428-37; Hartmut Teske, ‘Die ehemalige Konigliche Girtnerlehranstalt in
Berlin-Dahlem ehemals Potsdam-Wildpark®, in Die ehemalige Konigliche Gértnerlehranstalt in
Berlin-Dahlem, ed. by Hartmut Teske and Gabriela Pape, series Schriftenreihe der Gesellschaft zyr
Forderung der Gartenkultur e.V., 4 (Hamburg: Gesellschaft zur Férderung der Gartenkultur, 2007),

pp. 7-35.

Dieter Hennebo, ‘Gartenkiinstler — Gartenarchitekt — Landschaftsarchitekt: Versuch einer Ubersicht
iber die Entwicklung des Berufes und Berufstandes in Deutschland von den Anfingen bis zur
Neugriindung des BDGA im Jahre 1948°, in Der Landschafis-Architekt: Das Berufsbild des Garten.
und Landschafis-Architekten, ed. by Bund Deutscher LandschaftsArchitekten BDLA, (Milnchen:
Callwey, 1973), pp. 7-21 (9), with reference to Gartenflora, 38 (1889), 540; Norbert Ktihn, *100
Jahre Kénigliche Girtnerlehranstalt’, Stadt+Griin, 52, 12 (2003), 27-34 (27). The statement that it
‘was the first school for gardeners worldwide’ is made by the following authors: Axel Klausmeier,
‘Lenné, Peter Joseph’, in The Oxford Companion to the Garden, ed. by Patrick Taylor, 1st edn
(Oxford, UK: Oxford University Press, 2006), p. 279; Clemens Alexander Wimmer, ‘Lenné, Peter
Joseph®, Chicaga Botanic Garden Encyclopedia of Gardens, History and Design, ed. by. Candice A.
Shoemaker, 3 vols (Chicago, lllinois: Fitzroy Dearborn, 2001), I, pp. 787-9 (787). Cf. the following
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That legal act founded the first school that was dedicated not only to orcharding and
similar, but explicitly allowed for an artisti¢ design of gardens. This was for example
emphasised in 1872 on the occasion of the 50™ anniversary of the Verein zur
Beforderung des Gartenbaus (‘Association for the Furthering of Horticulture’), when
the then Royal Prussian Director-General of Gardens, Ferdinand Jihlke (1815-1893),

quoted Lenné’s original intention:

a) with respect to the perfection of fruit-growing;
b) to the wakening of the senses to these branches of culture by connection of the useful

with the beautiful
c) that with regard to the teaching [...] young future gardeners should be offered the the

opportunity to educate themselves in the aesthetic art of the garden.**

Around 1900 the college was moved to Dahlem where it was conveniently located
between the Botanical Gardens at Schéneberg (today’s Kleistpark) near the city centre,
and the Royal Prussian Gardens at Potsdam. However, the Botanic Gardens were also
moved to Dahlem between 1897 and 1910. The grounds used for the establishment of
these and several other educational and research institutes had been part of the Royal
Domain of Dahlem, a former Manor bought in 1841 by the Prussian state and
partitioned in 1916 to provide for a new high-class residential district with streets,

gardens and squares, including several research institutions such as the Materials

English encyclopedic entries for garden culture in Germany: Gert Groning and Joachim Wolschke-
Bulmahn, ‘Germany’, in Chicago Botanic Garden Encyclopedia of Gardens, ed. by C. A.
Shoemaker, 3 vols (2001), I, pp. 512-23 (516); Gert Gréning and Uwe Schneider, ‘Germany’, in The
Oxford Companion to the Garden, ed. by. P, Taylor (2006), pp. 185-90 (187).

335 ‘a) in Bezug auf Vervollkommnung des Obstbaues; b) auf die Erweckung des Sinnes fiir diese
Culturzweige in Verbindung des Niitzlichen mit dem Schénen und c) dass in Beziehung auf den
Unterricht darauf Bedacht genommen werden mdge, jungen 'angehenden Gdrtnern eine Gelegenheit
zu erdffnen, sich in der dsthetischen Gartenkunst auszubilden.® Ferdinand Jihlke, Die Kénigliche
Landesbaumschule (1872), p. 27. )
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Testing Office (Materialpriifungsamt) or the Astronomical Calculation Institute
(Astronomisches Recheninstitut), the Secret State Archive, churches, schools, the
Ethnological Museum, and spaces for the Horticultural College as well as the
neighbouring new Botanical Gardens.»® In 1919, with its translocation near the
prcmises of the Agricultural College (Landwirtschaftliche Hochschule, at the
academic level of a university), the Prussian Agricultural Minister declared that it
was planned to merge the two institutions. The first step was taken five years later,
when the head of the horticultural college, Theodor Echtermeyer, was appointed
honorary professor at the Agricultural College. For the students, however, nothing
changed. Only iphwas 1929 the step was taken to introduce the academic curriculum
at the Agricultural College ‘under partial incorporation of the Dahlem institute’,
Considering the relative youth of the profession as a discipline with an
institutionalised education, it is understandable that many of its central aspects were
still being negotiated in the early twentieth century — aspects long taken for granted in
other, closely related fields, such as architecture. Discussions raged over questions of
the professional formation of gardeners and landscape architects, about the terms and
titles used for graduation degrees and professional societies, even about the central tagkg
the profession was confroﬁted with,”® These debates were fuelled by the effects of
rapid growth of urbanised areas during industrialisation, and thus by new demands
created by the changing living conditions of the urban population. Connected to this

was the growing involvement of municipal garden departments in efforts to improve

336 M. Klein, Die ehemalige Konigliche Gdriner-Lehranstalt (1994), p. 5. Decades later, the
establishment of West Berlin’s Free University in this area would strongly infringe on the grounds of

the older institutions. See source quoted, p. 10.
337 E. K;:mmcr, ‘Geleitwort’, in Festschrift zur 50. Wiederkehr der Verlegung, ed. by TU Berlin (1953),
pp. 3-5(5).

338 G. Dtumel, ‘Zur Terminologie’, Das Gartenamt, 18 (1969), 204-7 (206); D. Hennebo,
*Gartenkinstler - Gartenarchitekt — Landschaftsarchitekt’, in Der Landschafis-Architekt, ed. by.

BDLA (1973) pp. 7-21 (11-2).
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living conditions in the cities. Other arguments revolved around the content of
courses of instruction at horticultural colieges. With respect to Mattern’s times, the
world had changed radically since those schools had been established; so an
adaptation of the curricula to these new realities was overdue. In the discussion,
carried out at society sessions, in student association meetings, and in magazine
articles, controversial positions opposed each other.3* Mattern énd his friends Adolf
Haag, Herta Hammerbacher and Ulrich Wolf formed a group of students at the LuFA
who were promoting an academic curriculum for landscape architects.?®

A general conflict existed between those demanding and those opposing an
academic solution. The more traditionally-minded gardeners and landscape architects
feared a lack of orientation to practice and a sacrifice of the accumulated traditional
knowledge about plant propagation and maintenance, while the more progressive forces
deplored the shortcoming of traditional teaching in relation to the challenging planning
tasks of a modernised urban environment. Within the second group, however, different
positions could be differentiated. One group argued in favour of the installation of
courses in art academies, another preferred the Technische Hochschulen, the institutes
of technology, or the engineering colleges, while a third party suggested agricultural
colleges as the right place for a horticultural curriculum.?*! A strong point in this
discussion was, that due to a lack of an academic degree for landscape architects, those
employed in municipal departments‘had to live with lower wages and less influence

compared with their colleagues in the building departments, who looked down on their

339 Cf.: ). Milchert ‘Die Entstehung des Hochschulstudiums’, Das Gartenamt, 32 (1983), 428-37, Cf.:
Dietmar Land and Jiirgen Wenzel, Heimat, Natur und Weltstadt. Leben und Werk des
Gartenarchitekten Erwin Barth (Leipzig: Koehler & Amelang, 2005), pp. 421-36.

340 Herta Hammerbacher, ‘Frithe Arbeitsjahre Hermann Matterns von 1926 bis ca. 1939°, in Hermann
Mattern 1902-1971: Garten, Gartenlandschaften, Hduser, ed. by Akademie der Kiinste, series
Akademie-Katalog, 135 (Berlin: Akademie der Kiinste/Technische Universitit Berlin, 1982), pp. 21-3
1.

341 J. Milchert ‘Die Entstehung des Hochschulstudiums®, Das Gartenamt,.32 (1983), 428-37 (430-5). '

¥
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gardener colleagues for having no formal education in a university or engineering
college.?* This situation was a central reason for landscape architects working in the
public sector to demand the introduction of an academic solution at the Technische
Hochschulen. At the Technische Hochschule Charlottenburg, Mattern had experienced
the lectures of Heinrich Tessenow — and probably also of Hans Poelzig. He had met
architecture students like Albert Speer and dreamed of an academic curriculum for
landscape architects on a par with university courses in architecture.>*?

During the 1920s, Mattern’s school was still headed by a conservative proponent
of the Lenné-Meyer-School, Theodor Echtermeyér (1863-1932). He had been the
school’s chief inspector since 1894 and steered a strongly horticulture-oriented
course.’* Only few years before Mattern’s studies the college had focused on
decorative pattern design for the infamous flower carpets of the Griinderzeit, and it
was still promoting the formal language of the 19th century, as if Jugendstil and the
foundation of the Werkbund had never happened.’** Since 1854 the original,
enlightenment-inspired concept of two different curriculums — garden design and
horticulture — had been given up by order of the king, also as a result of the
attempted revolution of 1848. Since then the school had suffered a continuous loss of

reputation, which the establishment of a teaching post explicitly dedicated to garden

342 J. Milchert, ‘Die Entstehung des Hochschulstudiums®, Das Gartenamt, 32, 07 (1983), 428-37 (431~
2).

343 Herta Hammerbacher, ‘Frithe Arbeitsjahre Hermann Matterns von 1926 bis ca. 1939°, in Hermann
Mattern 1902-1971: Gdrten, Gartenlandschaften, Hduser, ed. by Akademie der Kliinste, series
Akademie-Katalog, 135 (Berlin: Akademie der Kitnste/Technische Universitiit Berlin, 1982), pp. 213
(21). Vroni Heinrich, Hermann Mattern: Gdrten—Landschafien—Bauten—Lehre, Leben und Werk
(Berlin: Universitiitsverlag der Technischen Universit4t Berlin, 2013), p. 16.

344 Joha;nncs Reinhold, ‘Echtermeyer, Theodor’, in Neue Deutsche Biographie, 4 (1959), 273 [Online

version), hitp:/www.deutsche-biographie.de/pnd 117496693 html (accessed 22/09/2014). Cf.: D.

Land and J. Wenzel, Heimat, Natur und Welistadt (2005), p. 422.

345 N. Kohn, 100 Jahre Konigliche Gartnerlehranstalt’, Stadt+Griin, 52, 12 (2003), 27-34 (29-31); D.
Land and J. Wenzel, Heimat, Natur und Weltstadt (2005), pp. 423-4. '
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design (‘Gartenkunst’) in 1890 could only partly rehabilitate.?*® For this teaching
position the highly regarded progressive Fritz Encke (1961-1931) was engaged, later
famous as garden director at Cologne.**” Encke had to fight against a strong
conservative fraction represented by Echtermeyer, who blocked reforms.**® The
historicist late 19th-century landscape garden was still unquestioned, and Gustav
Meyer’s Lehrbuch der Schonen Gartenkunst of 1860 was the tfaditionalists’ bible.?**
By the time Mattern started his studies at the LuFA, the Architectonic Garden of the
reform movement was by many considered another transient historical style.*** A
modernised landscape garden style in the tradition of the Lenné-Meyer-School was
there still held high. Willy Lange, from 1903 to 1915 lecturer for horticulture at the
LuFA, promoted his ideal of a Nordic garden, teaching plant sociology with an
aesthetic focus.*! His type of ‘nature images’ formed the ‘nature-al’ (‘ naturlich’)
garden — he rejected the terms ‘natural’ and ‘nature garden’ in this context — he

considered suitable for the sensitive poet’s soul of the German people.** In some of

346 D. Land and J. Wenzel, Heimat, Natur und Weltstadt (2005), pp. 421-2.

347 About Encke, see: Heinz Wiegand, Entwicklung des Stadtgriins in Deutschland zwischen 1890 und
1925 am Beispiel der Arbeiten Fritz Enckes (Hannover and Berlin: Patzer, 1975).

348 D. Land and J. Wenzel, Heimat, Natur und Weltstadt (2005), pp. 42; Heinz Wiegand, ‘Die
Entwicklung der Gartenkunst und des Stadtgriins in Deutschland zwischen 1890 und 1925 am
Beispiel der Arbeiten Fritz Enckes’ (unpublished doctoral thesis, Technische Universitit Hannover,
1975a), pp. 68-9.

349 1Ibid.; H. Wiegand, Entwicklung des Stadtgriins (1975a), p. 70. For the evaluation of Meyer’s
thinking as historicist, see: Mayako Forchert, Naturalismus und Historismus: Gustav Meyer (1816 -
1877) und sein Lehrbuch der schénen Gartenkunst (Weimar: VDG, 2004).

350 N.Kdhn, ‘100 Jahre K8nigliche Gartnerlehranstalt’, Stadt+Griin, 52, 12 (2003), 27-34 (31).

351 Ibid.

352 Lange introduced the term ‘naturlich’ (*nature-al’= ‘naturelike’) instead of the word *natiirlich’
(‘natural’). Lange introduced this term in the 6th edition of his Gartengestaltung der Neuzeit,
(Leipzig: J.J. Weber, 1928), p. 19. Cf.: Gert Gréning, ‘Ideological Aspects of Nature Garden
Concepts in Late Twentieth-Century Germany’, in Nature aﬁd Ideology. Natural Garden Design in
the Twentieth Century, ed. by Joachim Wolschke-Bulmahn, series Dumbarton Oaks Colloquium on .
the History of Landscape Architecture, 18 (Washington, D.C.: Dumbarton Oaks Research Library
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his books from before WWI the racism was still relatively subdued, and his
contribution is generally considered an important one and from an aesthetic point of
view inspirational. As mentioned in the introduction, Hammerbacher has professed to
an influence of Lange’s on the Bornim School.
Mattern’s teachers were not all rcactionafy: Fritz Zahn (1872-1942), who since

1903 taught garden design after Encke’s departure to Cologne, continued the reformist
endcavours of his predecessor.”*® As municipal garden director of Steglitz (later a
district of Berlin) he was familiar with the challenges of planning green spaces in a
modern metropolis. Zahn was only succeeded in 1938; at a time when Wiepking
headed the parallel course at the university, by Hans Schiller. There is no literature
about Zahn, and, apart from chronologies and lists of nﬁr;les, the history of early 20*.
century garden design teaching institutions remains relatively obscure. Howevér, from
Mattern’s comments we can deduce that he perceived his college as an ivory tower, and
with his interest in architecture, urban planning and communication design, he sought
inspiration instead in Heinrich Tessenow’s lectures at the Charlottenburg Institute of
Technology. Why he preferred Tessenow’s to Poelzig’s lectures is unrecorded. At the
same time, [lammerbacher, probably together with Haag and Wolf, frequented the
garden design class of the architect Franz Seeck (1874-1944) at Berlin’s Academy of

* Fine Arts.*** Also the garden hisfory lectures of art historian Wolfgang Sérrensen (1882
1965) appear in Mattern's letters, which were initially held at the educational institute

of the museum of decorative arts.*>* As a couple Hammerbacher and Mattern discussed

and Collection, 1997) pp. 22148 (240).

353 Gert Groning and Joachim Wolschke-Bulmahn, Grine Biographien: biographisches Handbuch zur
Landschaftsarchitekiur des 20. Jahrhunderts in Deutschland (Berlin: Patzer, 1997), pp. 428-9.

354 H. Hammerbacher, *Frihe Arbeitsjahre’, in Hermann Mattern, ed. by AdK (1982), pp. 21-23 (21).
About Seeck’s garden design classes, see: D. Land and J. Wenzel, Heimat, Natur und Welistadt
(2005), p. 430.

355 In 1924, this was merged with the Academy of Fine Arts (Hochschule der Bildenden Kinste) into a
new art college, the Vereinigte Staatsschulen fir freie und angewandte Kunst, today’s University of
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questions this new knowledge prompted for them, sharing their insights. With their
interest in Berlin’s extraordinarily progressive art scene, they were intellectualised
enough to realise how much they would gain from seeking inspiration outside the
LuFA ** Mattern decided to look for creative input even further and started travelling to
Weimar to -~ without formal enrolment — attend lectures at the Bauhaus school where
two of his closest friends from school had gone to study (see chapter II-d). This was a
crucial decision for his life, affecting his whole approach to design. In fact — as the
design of gardens was the only major artistic discipline not taught as an independent
class at the Bauhaus — Mattern is probably the only trained landscape architect who ever
attended its classes. The other landscape architect strongly associated with the Bauhaus,
Heinz Wichmann, as far as is known had no formative background in horticulture but
had studied architecture at the Bauhaus.?’ What this meant for the modern education of
landscape architects when Mattern became a teacher himself will be discussed at a later
stage. Ideas developed by the Bauhaus, its pedagogics and its protagonists, deeply
influenced Mattern both in his professional and his private life. In his houses this is
partly still evident today in the displayed works of art, the colourful painted walls, the
modernist and traditional hand crafted furniture, and the love for practical but
individual detail.

Hammerbacher, his great love, with whom he exchanged letters on a daily basis -
sometimes two a day —, was naturally amongst his closest friends during the mid-
1920s (Figures 47, 48). The two were to remain confidants all their life, which also

applied to Kurt Lorenzen (11969) with whom Mattern had studied at the horticultural

the Arts, where Sorrensen then taught garden history also to architecture students, see: D. Land and J.
Wenzel, Heimat, Natur und Weltstadt (2005), p. 430. This chair at the Vereinigte Staatsschulen
represents the origin of the later chair of Gert Gréning, which since Gréning’s retirement in 2010
remains vacant.

356 H.Hammerbacher, ‘Frithe Arbeitsjahre Hermann Matterns®, in Hermann Mattern, ed. by AdK,
(1982), pp. 21-23 (21).

357 Ulrich Milller, ‘Der Garten des Hauses Auerbach in Jena’, Gartenkunst, 11, 1 (1999), 95-111 (95).

§
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college. After a short employment at the Niirnberg department of gardens in 1926, he
would start to work in Mattern’s office a decade later, from autumn 1936.%*® Other
former fellow students mentioned are Adolf Haag, Reinhold Lingner, Otto
Valentien®*®, and Ulrich Wolf. With the exception of Lorenzen, six became prominent
landscape architects. Hammerbacher, Lingner, and Wolf - like Mattern himself — algq
became teachers, at the department of architecture of the University of Technology
(Hammerbacher), at the renowned college at Weihenstephan (Wolf), and Lingner
succeeded Pniower at the Humboldt University of East Berlin. Wolf was later the
Director of Gardens at Diisseldorf. Lingner became probably the most important
landscape architect in East Germany, as he had a great influence through his
conceptual work, for example as co-author of the ‘Ko‘liektivplan’ that was conceived
\ immediately after the war to reorganise the ravaged Berlin by the Planungskollektiv
Berlin under Hans Scharoun as Planning Councillor. Adolf Haag became known
above all for his skilfully designed private gardens-and was an important artistic
influence, as Mattern and Hammerbacher independently stated.?*® It was also thanksg
to Haag’s contacts with builders experienced in dry stone wall building for the
Swabian vineyards that Mattern was able to realise the much-praised stonemasonry a¢
Stuttgart Killesberg in 1939.%! Walter Ros;ow (1910-1992), later a colleague in the

Werkbund, studied at Dahlem from 1930 to 1932.% The times certainly had

358 At least that was planned by Mattern in July 1936, see: Letter from Mattern to Seifert, F1b/137,
01/07/1936, EAS. His employment at Nirnberg is mentioned in the letters from Mattern to
Hammerbacher, Nov. 26-13, 20/11/1926 and (without no.) 23/05/1927, EHH.

359 Although Valentien compleied his main studies already 1919 to 1921, he received a degree as
‘staatlich geprufier Garteninspektor® in 1925, see: G. Groning and J. Wolschke-Bulmahn, Griine

Biographien (1997), p. 396.

360 Hermann Mattern, ‘Gartenarchitekt Adolf Haag, Stuttgart’, Garten+Landschaft, 7 (1967), 2289,

361 Hans Luz, Stuttgarter Gdrten (Vortrag bei der deutschen Gesellschaft fir Gartenkunst und
Landschafispflege ¢.V. Im November 1979), self-published by Hans Luz (Stuttgart, 1980), pp. 86,

88, 91-2, 94, 96,

362 Recently, a monograph has been published about Rossow that could not be considered for the
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fundamental new challenges to offer well-educated professionals in the field of
landscape architecture, and the horticultural college in Dahlem produced a great and

influential share of them amongst this generation in Germany.3

Haughty role model: the influence of Georg Béla Pniower
Specific influences on Mattern’s professional development have rarely been
recorded, but he spoke of well-known architects such as Hiring, Poelzig, or Scharoun
as being inspirational. Early surviving correspondence with Hammerbacher provides
a valuable insight, particularly as all comments were related to her in confidence; yet
these letters also are proof of the influence she exerted on Mattern. The latter was
however never acknowledged by him, and it is even possible that he was not even
fully conscious himself of her seminal role.

Beside Hammerbacher, whose thinking will be explored in the next chapter,
Mattern learned much from Georg Béla Pniower, in whose office he worked at the time of

his college studies.’* Pniower had started his career working for the City Garden

present text: Andrea Koenecke, Walter Rossow (1910-1992), ‘Die Landschaft im Bewuptsein der
Offentlichkeit’, series CGL-studies, 21 (Minchen: AVM-Edition, 2014).

363 Another friend Mattern mentioned was Jelitto; it is not clear which, as there are two brothers of this
name, Constantin Rudolf and Leo, who both were committed to Botany and Horticulture and
published in horticulture and garden design journals. The following titles by the Jelittos are listed in
V. Heinrich, Hermann Mattern (2013) (note the corrected book title): Constantin Rudolf Jelitto,
Schdne Steingdrten fiir wenig Geld (Frankfurt an der Oder and Berlin: Trowitzsch, 1937, 4th rev.
den); Leo Jelitto, ‘Prof. Hermann Mattern 65 Jahre®, Silddeutscher Erwerbsgdrtner, 49 (1967), 21;
Leo Jelitto, ‘Professor Hermann Mattern, Berlin gestorben®, Der Erwerbsgdrtner, 49 (1971), 2294,

364 H. Hammerbacher, ‘Frithe Arbeitsjahre’, in Hermann Mattern, ed. by Akademie der Kiinste, (1982),
p. 21. About Pniower, see: Helmut Giese and Siegfried Sommer, Prof. Dr. Georg Béla Pniower:
Leben und Werk eines bedeutenden Garten- und Landschafisarchitekten ~ eine Dokumentation, ed.
by Institut fir Landschaftsarchitektur, series Schriftenreihe des Institutes fir Landschafisarchitektur,
vol. 3 (Dresden: Technische Universitit Dresden, 2005); Joachim Wolschke-Bulmahn and Peter
Fibich, Yom Sonnenrund zur Beispiellandschaft: Entwicklungslinien der Landschaftsarchitektur in
Deutschland, dargestellt am Werk von Georg Pniower (1896 —‘l 960), ed. by Institut fur
Grinplanung und Gartenarchitektur, series Beitrige zur riumlichen Planung, vol. 73 (Hannover:

University of Hannover, 2004); Peter Fbich, ‘Georg Pniower (1896-1960): Ein Vertreter der
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Office at Hannover. He later joined the office of Joseph Buerbaum in Disseldorf,
moving on in September 1922 to Berlin-Baumschulenweg to become head of the
design section at the Spaeth tree nursery (as one of Valentien’s predecessors).
Already in May 1924 he progressed to work at Hermann Rothe, another renowned
tree nursery in Berlin Zehlendorf, before establishing his own business in May 1925,
At that point Pniower offered work placements to gardep design students, Mattern
among them.*® Pniower belonged to the minority of garden designers that embraced
Modernism enthusiastically, and strongly promoted social aspects as a basis for the
design of open spaces. He later pioneered a new profile of the profession of
landscape architccggre, which dealt increasingly with questions of town and
landscape planning. During the Weimar Republic he oC‘cupied himself primarily with

private gardens in which he sought new means of expression in close contact with
modern art (Fig. 49). %4 In his work, the geometry of the Architectonic Garden made
way for a free arrangement of elements within a functional overall design. Pniower
championed this new stylistic freedom and became one of the most influential
innovators during the years of the republic. He integrated the formal features of the
Architectonic Garden as well as new tendencies towards increased plasticity with a
combination of plants inspired by nature.®” “For the inventive and experimental

~ Pniower there was no recurring scheme, no fixed abiding by rules’.**® His designs

were described as examples of Neue Sachlichkeit (New Objectivity), with his own

garden a celebrated example (Figures 50, 51). There were few such experimental

Moderne®, in Gartenarchitektur und Moderne in Deutschland im friihen 20. Jahrhundert, ed by CGL,
~ Zentrum fir Gartenkunst und Landschaftsarchitektur (Hannover: Universitit Hannover, 2006), pp.
47-69. On Pniower in English see: Gert Groning, ‘Teutonic Myth, Rubble, and Recovery: Landscape
Architecture in Germany’, in The Architecture of Landscape: 1945-1960, ed. by Marc Treib
(Philadelphia: University of Pennsylvania Press, 2002), pp. 120-53 (125-8); Peter Fibich and
Joachim Wolschke-Bulmahn, ‘““Garden Expressionism”: Remarks on a Historical Debate’, Garden

History, 33 (Summer, 2005), 106-17.

365 J. Wolschke-Bulmahn and P. Fibich, Yom Sonnenrund zur Beispiellandschaft (2004), pp. 62-3.

366 H. Giese and S. Sommer, Prof. Dr. Georg Béla Pniower (2005), p. 14.
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examples by other landscape architects.’*® Hammerbacher saw the special appeal of
Pniower’s work in the contrast between the rigid architectural framework and ‘the
free rthythm of vegetal growth and the human pace that is made visible in a pattern of
stepping stones’.*” One of Pniower’s biographers made out a ‘[...] compactness of
the project, in which the various details are associated and integrate themselves
seemingly naturally, and unalterable [...] into the overall conception’.?”!

When the Nazis came to power Pniower’s promising career ended as a result of
his being categorised as a ‘Half-Jew’. For a while he was able to continue as an
employee of his own firm registered under his wife’s name, but soon he also lost this
loophole, ending up as a forced labourer in a spinning factory in the Berlin district of
Zehlendorf.’” He was fully reinstated after the war and succeeded Wiepking in the
chair of landscape architecture at Berlin University, but under the complex political
circumstances in Berlin he opted for the East and transferred his chair to East Berlin,

from where it was later moved to Dresden Technische Universitit.*” Until recently

367 Compare: J. Wolschke-Bulmahn and P. Fibich, Vom Sonnenrund zur Beispiellandschaft (2004), pp.
16-7. P. Fibich, ‘Georg Pniower’, in Gartenarchitektur und Moderne, ed. by CGL (2006), pp. 47-69
(56).

368 H. Giese and S. Sommer, Prof. Dr. Georg Béla Pniower (2005), p. 14.
369 F. Schuster, ‘Die neue Wohnung und ihr Garten®, Gartenkunst, 40 (1927), 142-7, quoted in: Ibid.

370 H. Hammerbacher: ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by A1V (1972), pp. 293-416
(334).

371 H. Giese and S. Sommer, Prof. Dr. Georg Béla Pniower (2005), p. 14.

372 J. Wolschke-Bulmahn and P. Fibich, Yom Sonnenrund zur Beispiellandschaft (2004), pp. 81-7; H.
Giese and S. Sommer, Prof. Dr. Georg Béla Pniower (2005), pp. 51, 53.

373 For a detailed account of the restructuring of the academic education of landscape architects in
Berlin afier the war see: Clemens Alexander Wimmer ‘Die Bibliothek des Berliner Instituts fiir
Landschafts- und Freiraumplanung und seiner Vorginger seit 1929. Ein Beitrag zur Geschichte der
Berliner Lehre und Forschung im Fach Garten- und Landschaftsarchitektur®, in: Zwdlf Aufsdrze fiir
Vroni Heinrich zu Gartenkunst und Landschafisplanung, ed. b); Fritz Heinrich and Goerd Peschken,
series Landschaftsentwicklung und Umweltforschung, S21 (Berlin: Technische Universitit Berlin,
2012), pp. 29-46.
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and until new research cast light on his legacy, he remained largely forgotten in the
West.*”* Ironically, while Pniower suffered persecution by the Nazis, Mattern’s career
progressed steadily — later provoking Pniower to taint Mattern with the same brush ag

his racist contemporaries Wiepking and Seifert, all being accused of Blood-and-Soj]

3718

ideology.

With the exception of Migge, Mattern only rarely acknowledged the influence of
other landscape architects, but Pniower’s work he almost seemed to propagandise,
About his colleague Paula von Zelewski he happily reported that Pniower’s style
quickly ‘took effect’ with her: ‘she now wants to abandon the linear’.’”® This
comment not only hints at the originality and cogency of Pniower’s approach. It is
also evidence of Pniower’s influence on Mattern and tﬁereby on the Bornim School,

- which might put into perspective its sacrosanct status. Like that of Pniower, the style
of the Bornimers usually displayed an organic plasticity and a naturalistic use of
plants while retaining a modernist abstractness.

Besides acknowledging his role as an influence, Mattern also believed Pniower tq
be able to understand his designs better than others, and he valued his feedback, even
travelling from Magdeburg. However, he was also critical, considering Pniower quite

high-handed”” and feeling that he had sur;;assed the older man:

374 Sce endnote 45, In fact, Pniower features prominently in recent writings about German landscape

Modernism, e.g. in G. Grdning, ‘Teutonic Myth’, in The Architecture of Landscape, ed. by M. Trejh '
(2002), pp. 120-53 (120-3).

375 J. Wolschke-Bulmahn and P. Fibich, Vém Sonnenrund zur Beispiellandschaft [...] (2004), p. 125.

376 EHH, letter Mattern to Hammerbacher, 12/1926 (exact date unknown). Mattern speaks of designs
that Pniower had created in the Hermann Rothe tree nursery, where he led the design department
from spring 1924 until May 1925. See: J. Wolschke-Bulmahn and P. Fibich, Yom Sonnenrund zur
Beispiellandschaft, p. 15-6. Paula von Zelewski was one of the few independently working female
Iandscabe architects; her name appears in the membership lists of the VdG (Verein deutscher
Gartenarchitekten, 1914~1933) as one of three women amongst the 98 registered names. See:
Katharina Homann and Maria Spitthdver, ‘Freiraum- und Landschaftsplanerinnen: Ein Beitrag zur

Disziplingeschichte von 1900 bis 1945°, Stadt+Grin, 12 (2007), 32.

377 ‘Hast Du Pniower angerufen? Er wird bestimmt ablehnen, da er ziemlich selbstherrlich ist." Letter
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Terribly naive is he, though I believe that he cannot go much further. My Sun Farmyard
was an advancement of his [ideas), which he could no longer entirely understand himself.

Admittedly, he was the only one able to penetrate it quickly.’”

Mattern felt part of a new generation and started his career with an enormous
confidence whilst remaining aware that he had been fortunate enough to gain
experience under the progressive Pniower. In the 1920s, a symmetrical style
associated with Viennese-style Jugendstil neo-classicism was still perceived as
modern. At that time, garden designers only rarely identified with the constructivist
geometries of Modernist architecture, and it was considered ‘wise’ to abide by
symmetry.’”® While his design ideology belonged to the sphere of Neues Bauen,
Pniower’s more experimental formal language has been associated with
Expressionism; in fact he contributed to the debate about the role of Expressionism
within garden design during the 1920s.3® In the context of the literature on that

debate, too, it has been suggested that Pniower had an important role anticipating the

from Mattern to Hammerbacher, 05/03/1927, EHH,

378 *Von Pniower hab ich viel gelernt und tdglich geht mir mehr von ihm auf. Schrecklich naiv ist er,
allerdings glaub ich, daf er schon nicht mehr viel weiter kann. Mein Sonnenhof war eine
Ubersteigerung und Fortsetzung von ihm, die er selbst nicht ganz verstand. Allerdings war er der
einzigste [sic] der schnell rein kam.” Letter from Mattern to Hammerbacher (no. 26-3), 02/09/1926,
EHH. It is worth noting that Leberecht Migge’s Worpswede colony home was also called Sonnenhof.

379 Cf,, e.g.: Otto V&lckers, ‘Jubiltums-Gartenbau-Ausstellung Dresden 1926°, Gartenkunst, 39, 11
(1926), 161-76 (174).

380 Compare: P. Fibich, ‘Georg Pniower’, in Gartenarchitektur und Moderne, ed. by CGL (2006), pp.
47-69 (50); Peter Fibich and Joachim Wolschke-Bulmahn, *““Garden Expressionism™: Remarks on a
Historical Debate’, Garden Hiﬁtory, 33 (Summer 2005), 106-17; J. Wolschke-Bulmahn, ‘The Avant-
garde and Garden Architecture in Germany. On a forgotten phenomenon of the Weimar period’,
Centropa, 05 (2004), 101-9. A revised version of that paper has been published in:
Gartenarchitektur und Moderne in Deutschland im frithen 20. .}ahrhundert — Drei Beitrdge, Zentrum
fir Gartenkunst und Landschaftsarchitektur (CGL) (Hanover: University of Hanover, 2006), pp. 9-

26. Anyway, the Bauhaus started out with an Expressionist phase."
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work of the Bornim School during the 1930s.**' While this might be a defensible
argument from the evidence presented here, it was never so explicitly acknowledged

as in Mattern’s private letters to Hammerbacher:

‘I have learned a lot from Pniower, and each day I see more of that [...] Had I fallen into

somebody else’s hands, surely I would not have been where I am today until much later,*32

Garden Technician with the Magdeburg municipality
On the 9™ of September 1926 Mattern started his first employment as Garden
Technician (Gartentechniker) with the municipality of Magdeburg. He was employed
there until the 31 November 1927, when he was taken on at the famous Leberecht
Migge firm in Worpswede, where he had long aspired to work.*® The capital of the
Province of Saxony was one of Germany’s more progressive municipalities, with
housing estates designed by Bruno Taut, Stadtbaurat from 1921, and a Department
for Urban Development under the direction of the Modemist town planner and

architect Johannes Gdderitz.** In 1927 the German Theatre Exhibition was staged in

newly constructed spaces with extensive publicity, absolutely state of the art in its

381 P. Fibich, *Georg Pniower’, in Gartenarchitektur und Moderne, ed. by CGL (2006), pp. 47-69 (57,
Heinrich mentions Pniower as an influence in all her major contributions, citing from personal
memory of her conversations with Mattern's widow. Hammerbacher has mentioned Pniower as a

‘perceivable’ influence on Mattern: H. Hammerbacher, ‘Frithe Arbeitsjahre’, in Hermann Mattern,

ed. by Akademie der Kinste, (1982), p. 21.

382 ‘Von Pniower hab ich viel gelernt und tdglich geht mir mehr von ihm auf. {...] Wir ich einem
andern in die Hinde gefallen, wér sicher das heutige bei mir spéter gekommen.’ Letter from Mattern

to Hammerbacher, no. 26-7, 08/11/1926, EHH.

383 Source for the dates is a typewriter-written document, EHM, folder 1 (no date, no file no. - read

before the estate’s systematisation) (cf. fn 265).

384 Goderitz is today above all known for his book Die gegliederte und aufgelockerte Stadt, written
together with Roland Rainer and Hubert Hoffmann (Berlin: Verlag Ermnst Wasmuth, 1957). However,
Mattern does not mention Gdderitz as his superior but the municipal director of gardens, Wilheim
Lincke, who discussed projects directly with the mayor of Magdeburg. An entry for Lincke can be
found in: G. Groning and J. Wolschke-Bulmahn, Griine Biographien (1997), p. 228.
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style of advertisement and presentation, attracting international attention.**

Mattern’s superior, the municipal Director of Gardens Wilhelm Lincke, while (at

least in Mattern’s view) producing rather unspectacular traditional designs, seemed to

have been relatively tolerant in matters of style.3¢

Mattern’s stay in this city fell into the period that is usually referred to as the

stabilisation phase of the Weimar Republic, following a phase ofveconomically

damaging, confrontational foreign policy.*®” Many had emigrated, and Mattern too

had considered leaving for the United States, but Hammerbacher’s refusal frustrated

this idea:

Although it would by now be completely impossible to go over there alone, a fusion of us
in this respect would still open the greatest opportunities for me. Your aversion for America

was almost difficult for me for a while.**®

38s

386

387

388

American News, Ceske Slovo (Prague), The Chicago Evening Post, the Parisian Comoedia, the
London Daily Telegraph, The New York Times, and Politiken (Copenhagen) reported enthusiastically.
See: Friedemann Krusche, Theater in Magdeburg, 2 vols (Halle: Mitteldeutscher Verlag, 1995), I1,
pp. 41-2. Hammerbacher wrote that Mattern produced designs for this avant-garde event. These
projects have not yet been identified, as Mattern as a young draftsman designed anonymously for the
authorities and not under his own name: H. Hammerbacher, ‘Frithe Arbeitsjahre’, in Hermann
Mattern, ed. by AdK (1982), p. 21. N

G. Groning and J. Wolschke-Bulmahn (Grilne Biographien, 1997, entry Lincke, p. 228) report that
he stood strong against criticism for relyfng too much on the use of exotic plants. About Mattern at
the Magdeburg Parks and Gardens Department compare also: Lars Hopstock, ‘Hermann Mattern
(1902-1971) jenseits von Bornim: Als Gartentechniker im Gartenamt Magdeburg 1926-1927°, in
Garten — Kultur - Geschichte: Gartenhistorisches Forschungskolloquium 2010, ed. by Sylvia
Butenschdn (Berlin: Technische Universitit Berlin, 2011), pp. 66-74.

For the historical information contained in this and the following paragraphs compare for example
chapters six and seven in: Hans Mommsen, The Rise and Fall of Weimar Democracy (Chapel Hill &
London: The University of North Carolina Press, 1996; 1st German edn 1989).

*Obwohl ich jetzt allein ganz unmdglich rilber gehen kénnte, so wiirde auch hier ein
Zusammengehen das weiteste sich mir erdiffnen, was ich kaum erhofft hatte. Deine Abneigung gegen
Amerika war fiir mich eine Zeit lang fast schwer.’ This he wrote later, in 1927, and he asked about
‘Grosz’: ‘Tell me girl, where does Grosz go and how does he get over there, through whom and

under what conditions?’ (‘Sag Mddel, wohin geht Grosz und wie kommrler riiber, durch wen und zu



page 132 of 513

The new moderate governments that had come to power by 1924 in Great Britain and
France eased conditions in regard to both the reparation payments and the French
occupation of the Ruhr area. Developments induced by the acceptance of the Daweg
Plan helped stabilise the economy, though major social and political problems
persisted. The struggling old middle class did not gain any ground, and the political
situation on the national level remained chaotic. Germany was governed mostly by
centre-rightwing coalitions, forming vulnerable minority cabinets barely tolerated by
the opposition of enfeebled Social Democfats. The relatively stable social-democratjc
government under Otto Braun in the state of Prussia between 1921 and 1932 was an
exception. However, as a result of the foreign policy of Stresemann, the relationship
with the international community improved. With the cessation of street fights and g

- slightly stabilising economy, Mattern’s generation experienced the years 1924-1929
as time of unprecedented peace.’® The acceptance into the League of Nations in 192¢
marked a significant step towards normalisation. Internally, though, the state was an
‘unloved republic’. Reactionary Modernists such as Oswald Spengler, whose book
Decline of the West was widely read (in Mattern’s and Hammerbacher’s property
there are early editions), were rattling their sabres constantly.’®® The after-effects of
the Great War could still be felt in everyda); life, particularly the extreme poverty,
Mattern occasionally supervised gangs of impoverished workmen, experiencing their

hardship and having to settle violent disputes between them.*®' He showed strong

welchen Bedingungen?'), possibly referring to George Grosz, who emigrated to the States in 1933

afler years of troubles with the authorities, see: Letter from Mattern to Hammerbacher, (no no.)

20/05/1927), EHH.
389 Sebastian Haffner, Defying Hitler: A memoir (London: Phoenix, 2003) p. 56.

390 Cf.: Jeffrey Herf, Reactionary Modernism (Cambridge/New York/Melbourne: Cambridge University
Press, 1984). Spengler's theory was exceptionally pervasive and widely known, which is once more
confirmed by the fact that it was the only literature the landscape architect Otto Valentien referred to

in part two (p. 48) of his famous essay ‘Gartenkunst und Expressionismus’ in Garfenkunst (03, 1924,

p. 46-8).

391 Letter from Mattern to Hammerbacher (without no.), 29/06/1927.
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empathy and a distinct social conscience, which becomes evident in his
correspondence. For example, he was determined to help a talented but destitute
artist with money needed to buy the material to produce durable castings from his
finished, brittle clay moulds — money that Mattern did not have himself but inteded
to get together somehow: ‘You know, merely with sympathy and the will to play
one’s part one can help inexpressibly.’*? Confronted with the geheral socio-economic
reality of interwar Germany, he understood how much he was privileged through his
employment. But the widespread suffering did not prevent these years being
remembered as the Golden Twenties, and ~ albeit mainly from a cultural point of
view — the most productive phase of the first German democracy.

Mattern worked in Magdeburg little more than one year (9 September 1926 to 1
December 1927), during which parts of the city’s medieval fortifications were
redesigned into People’s Parks (Volksparke). Also, a variety of cultural and sports
facilities was planned by the city administration. Mattern’s work on these projects
included the entrance area to an open-air stage and a sports stadium. In other parts of
the city he had to design extensions. to existing open spaces, such as a cemetery, as
well as to develop recreational areas such as lakeshore parkland, or to desigh details
such as seats, gates and fountains for various projects.** Despite the brevity of this
employment he gained considerable experience in practical matters relating to all
aspects of landscape design, whilst also pursuing academic interest by researching
for a paper on the historical development of parks of Magdeburg. However, the wide
scope of his occupations could not prevent him from quickly becoming frustrated
with bureaucracy. After his experience of the unconventional atmosphere in the

office of Pniower, and hearing about the nature of Hammerbacher’s job with the

392 ‘Du man kann allein durch Teilnahme und mittragen wollen so unsaglich viel helfen.’ 1bid. v

393 Letter from Mattern to Hammerbacher, no. ‘H. 1°, 01/10/1926, EHH.
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Spacth firm, he became disillusioned with his position in Magdeburg, tired of an

atmosphere that he perceived as inefficient and two-faced:

Girl, [...] I'm sure you have to work harder at Spaeth than us here. People here try to
impress one another, they envelop themselves in a pathos of importance - there are only
very urgent matters, if possible to be accomplished yesterday. And then they rest for eight

to fourteen days, or are not needed. It is indeed the same here whether one has any skills op

not. Rhetoric and subservience are the preconditions for acceptance.®*

As a result Mattern was not conteﬁt to serve his ‘regular eight hours’. His new work
environment in a public administration contrasted considerably with experience in
the private practice of Pniower in Berlin. Rather than the time spent, it was the

| boredom of the daily routine that started to reduce his motivation,” In reference to
Hammerbacher’s more challenging job in the Spaeth nursery, he added: ‘How
envious I am of the position at Spaeth’s — here witfx'us everything is such a bore that
one becomes a bore oneself.’**® Colleagues and supervisors respected Mattern, and he
enjoyed a relative freedom to design; most of his proposals appear to have been
accepted, sometimes only with minor corrections. During these months Mattern got

the opportunity to realise his first own project. It is of high significance for it was

394 *Mddel, [...] Du hast bei Spaeth sicher mehr zu leisten, als wir hier. Man will sich gegenseitig
verblilffen umhiillt sich in einen Pathos von Wichtigkeit — es gibt nur sehr eilige Vorgdnge —
mdglichst noch gestern zu erledigen - und dann liegen sie 8-14 Tage, oder werden nicht gebraucht
—. [...] Es ist hier tatsdichlich gleich, ob man etwas kann oder nicht, das Mundwerk und ein

krummes Kreuz ist Vorbedingung fir Anerkennung.’ Letter from Mattern to Hammerbacher, no. 26-

21, 29/11/1926, EHH.

395 Letter from Mattern to Hammerbacher, no. 26-14, without date (written between 17/10 or

20/10/1926), EHH.

396 1bid.
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conceived before the immediate personal influence of Foerster and has, until
recently, not been listed in the literature.?’

In early November 1926, Lincke asked Mattern — even though this was explicitly
forbidden in his working contract — to design a private garden in Helmstedt, a town
halfway between Magdeburg and Braunschweig, for Dr. Carl Kraiger, General
Executive Director of the Brunswick Coal Mining Company (Figures 36a-37b).*% In
a later published article - his first one —, with a strong vitalistic character perceptible in his
wording, Mattern explained the design motive. Open with the rhetorical question, ‘Is there
need to justify and expound why and wherefore?’, he explained that two garden plots with
different owners had ‘decided’ to merge; ‘they becamé one’, although the one metre
difference in levels ‘emotionally kept up the old limitations’”* Mattern used a brick-lined
water channel as a means to achieve ‘utmost fusion’; this started from a bird font,
transforming into a stepped fountain mediating between the upper and the lower garden
level, and finally ‘provide[d] a generous supply’ to the children’s paddling pool*®

When looking at the layout drawing, which has only survived as part of the
aforementioned publication, the close-knit layout of the orthogonal composition appears
complex enough to create an interesting tension between different parts of the garden.

These parts are connected by a circuit that allows the garden visitor to experience a

397 The project has not been discussed in Mattern’s known catalogue raisonné until Heinrich’s
biography, who presents it through primary sources, discussing the design only marginally: V,
Heinrich, Hermann Mattern (2013), pp. 77-8, 81, 93-97. The author has had the opportunity to
discuss the project for the first time in detail, see: Lars Hopstock, ‘The Kraiger garden at Helmstedt
in Germany: the first private garden commission for landscape architect Hermann Mattern (1902~
1971)’, Garden History, 42, 2 (2014), 215-33,

398 Petra Maushake (Stadtarchiv Helmstedt), personal information (1 December 2009).

399 °‘[...]sie wurden eins. Doch verschiedene Hhen [...] hielten gefithlsmiBig die alten Grenzen
aufrecht.’ Hermann Mattern, ‘Ein Wasserlauf®, Gartenschonheit, 9, 1 (1928), 17.

400 ‘Die Verschmelzung bis zur duBersten Folge bringt die Bewegung des fliefienden Wassers. [...] der
Uberlauf fiillt verschwenderisch das grofe Planschbecken der Kinder.' H. Mattern, ‘Ein
Wasserlauf®, Gartenschénheit, 9, 1 (1928), 17.
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sequence of spaces, all different in character. Seen from the main lawn, these are visually
linked by higher plants like standard rose bushes (wished for by the client) in the
background, peeking over the separating low boxwood hedges and over lower perennial
plantings. The design could be interpreted as expression of a dichotomy that characterises
its designer, and which only fully reveals itself in surviving photographs: an abstract form
composition in the lower garden meets lush, naturalist perennial borders in the higher part,
Mattern spoke respectfully of the ‘biological’ use of plants like Berthold K&rting (1883
1930), a locally famous landscape architect associated with Foerster, had shown so
impressively in his design for the prominent cultural politician Edwin Redslob (Figures
112, 113). At the same time Mattern emphasised that for plants the same formal-spatial

criteria were valid as for the built inanimate elements of a garden® A quote from a letter

* written a few months earlier illuminates his interest in artistic plant compositions:

Not dissolution and merging of nature and manmade; rather exaggeration, juxtaposition,
possible through the use of a graduated kind of composition and similar. In the ‘plant garden’ ip,
contrast to this a laisser-faire, a huddling of plants against each other, left to randomness and tq
themselves, while the selection is calculated for a specific area, the way the Japanese treat it in
their gardens in contrast with the Chinese. Here, too, no imitated nature but man’s hand
perceivable in the selection and combination. You speak nicely about the formal [tonal?]

approaching the absolute; this has to act itself out to the extreme in the garden generally,?

401 Letter from Mattern to Hammerbacher, no. 26-17 (24 November 1926).

402 *Nicht Auflésung und Verschmelzung von Natur und Geschaffenem; eher Ubertreibung,
Gegenilberstellung, moglich durch angefihrte Staffelung u.d. Dagegen im “Pflanzengarten”, ein
sich geheh lassen und ineinander schmiegen der Pflanzen, der Regellosigkeit sich selbst therlasseng
unter Auswahl der Pflanzen auf bestimmien Raum berechnet, wie es der Japaner im Gegensatz zum
Chinesen in seinem Garten fiihrt. Auch hier keine néchgemachte Natur sondern die Hand des
Menschen zu erkennen an der Auswahl, Zusammenstellung.Fein sprichst Du von der Annéherung
des Formalen [Tonalen?] an das Absolute, dies mufl sich bis zum Letzten im Garten iberhaupt
ausspielen.’ Letter from Mattern to Hammerbacher, no. 26-20 (29 October 1926). EHH.
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The general layout of the Kraiger garden appears in parts traditionalist at first look, but it
reveals subtle perturbations in details. Axes are not aligned, squares not centred, and an
imaginary diagonal line connects different angle points along the zig-zag of the channel to
create the impression of organic coherence — despite the almost entirely rectangular
composition. The different spaces allow for different uses. The large lawn may provide
space for exercise, the rose garden is dedicated to the client’s wife’s passion for roses, there
is a playground as well as more serene corners with benches overlooking perennial
plantings. All in all, not a bad opus one for a 25-year-old.

In Magdeburg Mattern realised how much the profession had developed over a
very short period of time, and how conservative were the majority of his potential
supervisors in smaller communal garden department offices. Looking at the newer
practices such as that of Erwin Barth (1880-1933), the progressive Garden Director
at Berlin, his job and the conservatism of his superiors left him feeling unsatisfied.*”*
One day, coming home from an after-work social with his department, he wrote to
Hammerbacher: ‘Now it’s clear to me that we are truly an entirely new generation

[...]. Magdeburg is far, far behind’.*%*

403 About Barth, garden director of Berlin and probably the first landscape architect on a university
chair for landscape architecture in Europe, and about his considerable contribution to the

development of the profession, see: D. Land and J. Wenzel, Heimat, Natur und Weltstadt (2005).

404 Letter from Mattern to Hammerbacher, no. 26-4, 03/10/1926, EHH.



page 138 of 513



page 139 0of 513

Il.c Old flame, competitor, counterpart: soulmate always

Herta Hammerbacher

For a long time I have known that I could only love a woman

who really intensely creates something her own and who really achieves something. ***

(Mattern in a letter to Hammerbacher, November 1926)

Not many influences on Mattern’s professional development are known. Apart from
publicly attributing major importance to his art teacher Faust, only very rarely did he
mention role models. All of these were world-renowned personalities such as Hiring,
Migge, Poelzig, Rading, Scharoun or Schlemmer, all of whom he knew personally.
The early correspondence with Hammerbacher is thus an even more valuable historic
document, as it helps to disclose a wider variety of cultural and personal influences.
The insights thereby gained feed the different chapters of the present text. Of course,
as his beloved one she was also his confidant. Consequently, raiding the treasure of
the shoebox with the label ‘Mattern Briefe’ in her estate allows for inestimable
insights. Hammerbacher exerted an influence that was decisive in many ways, yet he
never acknowledged it publicly. She has long been recognised as an important
landscape architect, above all due to her collaboration with Mattern and Foerster as
co-creator ofthe‘so-called Bornim School, i.e. as co-inventor of the ‘garden in the
Bornim style’.**® In fact, along with Gerda Gollwitzer, she was the most influential

German woman of her generation in a professional world dominated by men.*”’

405 EHH, letter Mattern to Hammerbacher (no. 26-13), 20/11/1926

406 As a concise reference for the Bornim School in English, see: Grit Hottentriger, ‘“New flowers —
New gardens. Residential gardens designed by Karl Foerster, Hermann Mattern and Herta

Hammerbacher (1928—c. 1943), Journal of Garden History, 12, 03 (1992), 207-27. Cf. chapters Il-¢
and 11-f.

407 In 2006 a doctoral dissertation thesis cast some light on Hammerbacher’s true contribution to
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Moreover, due to her courteous modesty in contrast with Mattern’s proud ego,

defined by her noble family background, her true contribution to the Bornim Schoo]

has probably been underestimated in the past.*® The same could well be the true for

the impact of her intellect and artistic sensitivity on Mattern’s work. However, while

she stressed the significance of her ex-husband’s designing prowess, she was self-

confident enough to present, and justifiably so, her own contribution as significant in

the context of 20™-century landscape architecture. Referring to the joint venture

Foerster-Mattern-Hammerbacher, she wrote:

In the course of thelr activities, this joint venture of landscape architects (amongst them
above all !Iermann Mattern) exerted a determining influence on the creation of gardens of
the times. It initiated a type of garden in which the relation of the garden to the
architecture, despite free and landscape-related organisation — in particular if this was
architecture by an architect like Hans Scharoun — in a spiritual sense represented an

integration of building with garden elements.*”

408

409

modern landscape architecture: Jeong-Hi Go, Herta Hammerbacher (1900-1985): Virtuosin der
Neuen Landschaftlichkeit - Der Garten als Paradigma, series Landschaftsentwicklung und
Umweltforschung, S18 (Berlin: Technische Universit4t Berlin, 2006). Gerda Gollwitzer (1907-1996)
is the only other similarly influential female German landscape architect of that generation.
Gollwitzer was editor in chief of Garten+Landschaft, and from 1945 until 1956 she taught garden

history at the renowned course for landscape architecture at the horticultural college (later

polytechnical school) of Milnchen-Weihenstephan (http://archiv.pressestelle tu-
berlin.de/tui/96jul/gollw.htm, accessed 04/02/2010).

Hammerbacher's mother’s family was old Bavarian aristocracy, her grandfather a General Major ang
head of the Corps of Gendarmerie of Munich. Compare: Jeong-Hi Go, Herta Hammerbacher (1900
1985): Virtuosin der Neuen Landschafilichkeit — Der Garten als Paradigma, (Berlin: Technische
Universittit Berlin, 2003), p. 16. Her mother had been a waiting maid at the Bavarian court (Fabian
Zimmermann, personal communication, 10/01/2008). Go’s mentioned dissertation has changed thig

perception.

‘Diese Arbeitsgemeinschaft von Gartenarchitekten (unter ihnen vor allem Hermann Mattem) ibte i,
Verlauf ihrer Tdtigkeit einen mafigeblichen Einflu auf das Gartenschaffen der Zeit aus. Es wurde
ein Gartentyp geprdgl, in dem die Beziehung des Gartens zur Architektur trotz freier und der
Landschaft verpflichteter Organisation = besonders, wenn es sich zum Beispiel um die Architektur

eines Hans Scharoun handelie — im geistigen Sinne als die Integration von den Elementen des Bayeg


http://archlV.pressestelle.tu-
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Of many modernist landscape architects it could be said that their achievements are
not appropriately recognised, seeing how little research has been completed in this
field - Otto Valentien springs to mind. In the case of Hammerbacher the
underestimation lies in her sharp, if tendentious intellect, in ‘her special relationship
with Foerster, Mattern, Scharoun and others, in her role in bringing people together
(it was she who met Scharoun first, not Mattern), and in the fact that as a woman she
had to struggle with obstacles unknown to her male colleagues. For example, her
application to work under Alwin Seifert as a Landscape Advocate
(Landschaftsanwiltin) for the Organisation Todt was declined with the argument that
‘the collaboration of women with administrative works is being rejected’.*'® Her
mere gender was also held against her application for appointment at the Berlin
University in 1946. The chair concerned a profession ‘that is at least 90 percent
conducted by men’ and a woman could be appointed ‘only in case of pre-eminent
distinction’.*" This meant that in a case of equal qualification a man was preferred.
In this case Georg Béla Pniower got the post, whose credentials could arguably be
called greater than hers. |

Hammerbacher had strong principles. More than Mattern she sought for scientific
legitimation of her designs — both in a classical as well as in a wider, spiritual

sense.*'? On the occasion of her 75th birthday, her academic collaborators at the

und des Gartens darstellte [sic!).’ (the cryptic original sentence contains a grammatical error) Herta
Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by Architekten- und
Ingenieurverein zu Berlin (A1V) (Berlin et. al.: Wilhelm Ernst & Sohn, 1972), pt 4
(‘Wohnungsbau’), vol. C (‘Die Wohngebiiude — Einfamilienh4user’), pp. 293-416 (348).

410 EHH, letter Seifert to Hammerbacher, 18/02/1937. Compare: J.-H. Go Herta Hammerbacher (2006),
p- 32

411 From a statement of the University, quoted in: Gert Groning and Joachim Wolschke-Bulmahn, ‘Der
100. Geburtstag von Herta Hammerbacher, Ein Anlass zum Nachdenken’, Stadt und Griin, 01
(2001), 35-39 (35-36). Original source: personal file of Pniower, kept at the university archive of
Humboldt-Universitat Berlin. '

412 In her dissertation Jeong-Hi Go vividly describes Hammerbacher's character, see e.g. pp. 59-70: J.-
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Berlin University of Technology stressed the influence of Hammerbacher’s father,

engineer of the first German railway line between Nuremberg and Firth, which they

considered partly responsible for her ‘tendency towards perfection, the demanding o

precise representation and content, that excludes every half measure [...].*"* Another

crucial influence to understand Hammerbacher is the Swiss philosop‘her Jean Gebser

whose theories of ‘aperspectivity’ also fostered the use of given landscape elementg

in the design of Scharoun’s organic architecture.*'* Indirect reference to him can be

found in zur Nedden’s description of the contemporary garden:

*[...] & new garden style evolves in small and smallest extensions, which is more individya)
than the large solutions for green spaces: the space garden with aperspective. These
gardens are laid out both sculpturally and spatially and stay in close connection to today’g

architectural, pictorial and sculptural forms of expression.**

413

414

415

H. Go, Herta Hammerbacher (2006). Cf.: V. Heinrich, ‘Hausgirten von Hermann Mattern’, Dje
Gartenpraxis, 05, 1996, 36-42 (37); Vroni Heinrich, ‘Hermann Mattern: Leben und Werk®, in
Kontinuitdt oder Brilche? Werkstattberichte zur Landespflege in der Nachkriegszeit, ed by Christop}1
Valentien, series Schriftenreihe des Lehrstuhls fur Landschaftsarchitektur & Entwerfen der

Technischen Universitiit Miinchen, 2 (Miinchen: Technische Universitit Miinchen, 1996), pp. 59-g5
(67).

Preface by the editors in: Beitrdge zur Problematik der Beziehung zwischen Freiraum und Bauwery,
Festschrift Herta Hammerbacher, Der Garten- und Landschafisarchitektin zum 73. Geburtstag, ed,
by Axel Jacobshagen and Karin Sommer-Kempf (Berlin: Universititsbibiliothek der Technischen

Universitiit Berlin, 1975), pp. 9-18 (10).

1.-H. Go, Herta Hammerbacher (2006), p. 61, cf. Peter Blundell Jones, Hans Scharoun (London;
Phaidon, 1995), p. 163.

*[...] emtwickelt sich in kleinen und kleinsten Ausmapen ein neuer Gartenstil, der individueller als

die grofien Losungen fir Griinanlagen ist: der Raumgarten mit Aperspektive. Diese Gdrten werden
sowohl plastisch wie rdumlich angelegt und stehen in enger Verbindung mit der architektonischen,
malerischen und plastischen Ausdrucksform der Gégenwart.' Beate zu Nedden, ‘Girten im Wande]
der Zeiten', Euroga, 8 (1954), pp. 42-5 (45) (a photocopy of this article, illustrated with exampleg
from historical garden design and from Mattern’s work, can be found in the estate with a

handwritten note *Euroga Aug. 1954°, but a printed source with this title has not be found), EHM,
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Correspondingly, with Scharoun Harpmerbacher was connected through ‘a strongly
spiritual aspect, which also finds expression in her works [...]’.4'¢ However, even
though it might have corresponded much with her views, the influence of Gebser’s
work seems less immediate in the light of the claim that Hammerbacher only first
became aware of the philosopher’s writings as late as in 1962 (zur Nedden seems to
be influenced by Gebser already ten years earlier).*'? She is said to have had another
important exchange of thoughts with the architect Richard Neutra, with whom she
discussed ‘biologically correct building’, in reference to Karl Foerster and the
findings of Wilhelm Wundt about the influence of the environment on ‘the human
physis and psyche, mediated by the senses’ (Fig. 52).;““ In Richard and Dion’s, his
son’s, monograph of 1974, Hammerbacher is mentioned as advisor to the editors over
questions of garden design.*'*

The relationship between Mattern and Hammerbacher had started passionately
during their studies at the horticultural college, but at a crucial point their views and

expectations collided: Mattern wanted children, many children, while Hammerbacher —

416 Preface by the editors in: Jacobshagen and Sommer-Kempf (eds), Beitrdge zur Problematik der
Beziehung zwischen Freiraum und Bauwerk [...] (Berlin, 1975), pp. 9-18 (10).

417 J.-H. Go, Herta Hammerbacher (2006), p. 61.

418 Preface by the editors in: Beirrdge zur Problematik der Beziehung zwischen Freiraum und Bauwerk, ,
ed. by A. Jacobshagen and K. Sommer-Kempf (1975), pp. 10-11. The authors give the following
reference: Hermann Exner, ‘Richard Neutras Gartenkunst — ein biologischer Wert’, in Richard und
Dion Neutra, Pflanze, Wasser, Steine, Licht (Berlin and Hamburg: Paul Parey, 1974), p. 10. The
preface by Jacobshagen and Sommer-Kempf was also published as: Axel Jacobshagen and Karin
Sommer-Kempf, ‘Herta Hammerbacher — eine Streiterin fir die Landschaft in einer von Minnern
geplanten Umwelt’, Garten+Landschaft, 12, 75 (1975), pp. 766-70. Richard Neutra’s son, Dion
(born 1926), does not remember any contacts of his father to Herta Hammerbacher or Hermann
Mattern (Dion Neutra in an email to the author, 13/01/2014).

419 Richard und Dion Neutra: Pflanzen Wasser Steine Licht, ed. by H. Exner and D. Neutra (1974), p. 2.
In a note by the editor, Hammerbacher is thanked for having made available ‘[her rich experience]
for the interpretat_ion of the images’ (p. 4). Dion Neutra, however, does not remember

Hammerbacher or a connection of his father with her or Mattern: Dion Neutra in an email to the
author, 13/01/2014,
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who as a young girl had dreamt of devoting her life to science like Marie Curie — did
not.*? Their daughter Merete (1930-2007) must have been the result of a compromise.
Shortly later the couple separated. From Hammerbacher’s perspective, Mattem had
become selfish. She felt not accepted as equal, hampered in her creative urge and
narrowed down to a role as mother, which she had never intended to fill.*! One >day Eva
Foerster found Mattern crying in the garden — the only time he has been crying ever
reported: ‘Herta wants to leave me!’*>? The divorce became legally valid on 19 January
1935.42 It has been reported that they separated on good terms, and that on the Very ~
same day they went happily arm in arm to celebrate their new lives with some drinks ip
a bar.** The differen.t“accounts here do not seen to match well. Like many anecdotes
told later the main source was Mattern’s second wife. She may have preferred to de-
dramatised the emotional weight of the separation; the relationship between the two
women was defined by a certain aloofness.***

During the same year that Hammerbacher divorced Mattern, she had joined her
friend Elsbeth Heddenhausen (1897-1969) and Heddenhausen's sister to form a
residential community. Heddenhausen was a successful photographer and picture editor,
head of the famous Ullstein photographic studios, where amongst others Marianne

Breslauer had been employed (1930-32).4%¢ The architect Werner Kratz, head of the

420 ).-H. Go, Herta Hammerbacher (2006), pp. 17-20.
421 J.-H. Go, Herta Hammerbacher (2006), p 27.
422 V. Heinrich, Hermann Mattern (2013), pp. 35; 37.

423 ).-H. Go, Herta Hammerbacher (2006), p. 28.

424 Fabian Zimmermann, personal communication, 10/01/2008. Vroni Heinrich, personal communicatiop

22/02/2007.

425 Ibid.

426 Allgemeines Kinstlerlexikon (AKL). Die Bildenden Kiinstler aller Zeiten und Vilker, ed. by Glinter
MeiBner, Andreas Beyer, Bénédicte Savoy, Wolf Tegethoff (Berlin and Boston: De Gruyter, 1995) vol.

12 (‘Band 12 Bobrov-Bordacev'), pp. 145.
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‘Residential Teaching Department’ (* Wohnungs-Lehrabteilung’) in the Deutsche
Arbeitsfront (German Labor Front, DAF) under Schulte-Frohlinde, designed the house
in close collaboration with Hammerbacher.*?” It was ready for occupancy in 1936. Its
clean, traditional appearance may be due also to the changed political conditions, but it
might also reflect the more sober character of Hammerbacher. A special type of
documentation of this building exists in book form: Das Buch vom eigenen Haus (‘The
book of one’s own house’). It was published in 1937 by the noted architectural journalist
and architect Alfons Leitl (1905-1975) together with the designing architect, illustrated
with photos by Heddenhausen.*?® In text and image it gives an impressively detailed
explanation of the design, showing the garden, the building and many internal elements
like kitchenware, fittings and other details (Figures 53-55).*” The same drawings and
photos were also presented in Der Osten (1940), a heavy propaganda book and building
manual published by Schulte-Frohlinde and the DAF. In it, Hammerbacher’s home
served as a role model for the ‘Germanisation’ of the East.**° Naturally, compared to
Scharoun’s design for Mattern and Hammerbacher at Bornim, Hammerbacher’s home
appears decidedly conservative — both in respect to its outside and the internal

dccoration. The illustrations of her garden design in Leitl’s book are amongst the most

427 J.-H. Go, Herta Hammerbacher (2006), p. 29. See acknowieidgements (first page) in: Die
landschaftlichen Grundlagen des deutschen Bauschaffens: Der Osten, ed. by Deutsche Arbeitsfront
et. al. (compiled by Julius Schulte-Frohlinde, Walter Kratz and Werner Lindner), series Buchreihe der
Arbeitsgemeinschaft Heimat und Haus, 111 (Mitnchen: Callwey, 1940).

428 At least four photos shown in the book are today still owned by the ‘ullstein bild’ photographic
archive of the Axel Springer Syndication GmbH, see results for search item ‘Hammerbacher’ at

hitps://www.ullsteinbild.de/ullstein-webshop/start.htm] (accessed 10/01/2014).

429 Alfons Leitl (text), Werner Kratz (drawings), E. M. Heddenhausen (photographs), Das Buch vom
eigenen Haus (Berlin: Bauwelt-Verlag, 1937).

430 Die landschaftlichen Grundlagen des deutschen Bauschaffens, ed. by Deutsche Arbeitsfront et. al.
(1940), pp. 191-203. Der Osten was produced under consultancy of several others like Paul Mebes,
Paul Emmerich and Heinrich Tessenow. It was intended to serve as a guideline for architecture in the
new territories in the East (as connected to the Lebensraum policy), which was believed to have been
neglected by the Slavic peoples. Walter Kratz works take in a great share of the settlement plans and

houses represented in the book.
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telling to show her striving for a connection between house, garden and landscape, as
typical for the Bornim school (Fig. 56).

Still in 1935, Mattern married his second wife, the young photographgr Beate zur
Nedden (1911-1998), daughter of the energy economist Franz zur Nedden and his
esoteric wife Emmy Rosecke (Fig. 57). At that time, zur Nedden was working at the
Foerster firm to document the finalised projects. Mattern fell in love with her probably
without knowing that she, too, would not fulfil his wish for children. All this resulted in
quite complex family constellations and they were at times difficult to deal with, Zyr
Nedden had the psychologically demanding task of bringing up her husband’s first
wife's daughter, whpm he loved more than anything, while she remained childless her
entire life. Also, when this daughter Merete grew older, she became estranged,

‘rebinding with her biological mother. In 1951 finally Mattern had a son with the
landscape architect Brita Follin (1920-2005), whom he had met in Hammerbacher’s
office.*”! The situation became even more complicated and this child was never
officially acknowledged during Mattern’s lifetime — a trauma at least for the son, if not
for the father as well. Living in this psychological minefield, zur Nedden had always
had her own ways to keep the relationship together and to maintain for the outside
world the image of a perfect couple. These conditions suggest many hidden tensions

. below the surface, Through all of this Hammerbacher remained Mattern’s confidante, 432

431 V. Heinrich, Hermann Mattern (2013), p. 48. Peter Follin, personal communication, 02/08/2009,

432 For allowing me these intimate insights I wish to thank Mattern’s son Peter Follin, persdnal

communication, 02/08/2009, and Fabian Zimmermann, personal communication, 10/01/2008.
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The origin showing through - finding the human nature
Hammerbacher was essentially more conservative than Mattern*®3, The ideal for form
she thought would be found in a universal ‘origin’, which was to define any present
design. These original sources were to be unlocked through a type of cognition only
modern man was competent to have.*** As the necessity to dominate over nature was
not given any more, modern man gained the possibility to seek harfnony with nature
and to re-relate to the original human nature: ‘Man of today stands on the step of
harmonising between himself and naturé."’35

The ‘origin’ within the ideal modern consciousness, which Hammerbacher’s design
philosophy was based on, she saw as the essence of human nature. This primal nature
existed in the orbits of the stars, the laws of vegetative growth, or the regularities of
the human walking cycle. Hammerbacher must have considered it her task as a
landscape architect to re-install the lost connection of man to this human nature, to
provide for the design that allowed for a new kind of cognition. This insight seems to
explain her intense study of paths and human movement through space.*** By
eavesdropping on nature, the garden designer was able to gain such cognition and
produce a corresponding design. Such a landscape, thoroughly elaborated in its form,
revealed in its outward appearance its inner laws. With this in mind, Hammerbacher

wanted to create something ‘that is nothing less [...] than nature’.*’’

433 Wimmer even categorises her, like Foerster, in the chapter on neo-romanticism as an opponent of
modernism in garden design, while Mattern’s work is dealt with in the chapter on modernism:
Clemens Alexander Wimmer, Lustwald, Beet und Rosenhiigel: Geschichte der Pflanzenverwendung
in der Gartenkunst (Weimar: Verlag und Datenbank fiir Geisteswissenschaften, 2014), pp. 363-4,
371.

434 J.-H. Go, Herta Hammerbacher (2006), p. 59.
435 Herta Hammerbacher, ‘Ein Luzerner Hausgarten®, Die Gartenschénheit, 19, 12 (1938), 458-9 (458).

436 Herta Hammerbacher, *Der Weg als organischer Bestandteil des Gartens®’, Garten+Landschaft, 01
(1953), 6-7, 10-1.

437 J.-H. Go, Herta Hammerbacher (2006), p. 61.
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In a way these ideas pointed at a Hegelian, purposive concept of history, clearly
reflecting a teleology of human development typical for Hammerbacher’s generation;
many of her central references in philosophical and architecturé-theoretical literature
such as Jean Gebser or Hugo Hiring corresponded to a teleological view of world
history. Less so the cyclically arguing Oswald Spengler, whose The Decline of the
West (Der Untergang des Abendlandes, 1918-22) Hammerbacher had adored in her
youth, and which must have influenced her - like many others — strongly.**

One garden exemplifies Hammerbacher’s idea of the ‘origin showing through®
and foreshadows Gebser’s concept of time.**® It was ‘The Garden of the Blue
Progress’ (‘Garten.des blauen Fortschritts’) at the Reich Garden Show Dresden .
1936, showing mainly Delphinium selections produced by Foerster. This garden

“summarised many aspects of the Bornim spirit and prompts association from the blye
flower of Novalis, Tieck and other Romantics to Romantic painting and the
Wandervogel youth movement, representing the general, strongly spiritual grounding
of all Ilammerbacher’s designs. With its almost literal translation of a theoretical
model into space, ‘the Garden of the Blue Progress’ is far from typical for
Hammerbacher. Rarely did she abandon practical consideration of use as in this case,
where the spatial-visual experience took centre stage (Figures 58-60). Parallel roomg

~were separated by strung-out tufts of head-high delphiniums. The ﬂoWer beds acted
as semi-transparent room dividers. In a look across the rooms the flowers were
superimposed and blended into one image; the ‘origin’ was ‘showing through’ like

the past being present in the present. Exactly ten years before, at the ground-breakip g

Dresden Horticultural Jubilee Exhibition of 1926 built under the artistic direction of

Gustav Allinger, there had been another delphinium garden, which Mattern had alsg

438 J.-H. Go, Herta Hammerbacher (2006), p. 22.

439 J.-H. Go, Herta Hammerbacher (2006), pp. 60-2.
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addressed in one of his letters.**® That time it had been designed by Allinger, and like
Hammerbacher’s it also presented Karl Foerster as exhibitor of the Garden show.*!
Back then, the head-high selections had not yet been as windproof as Foerster’s
modern ones (see his breeding aims as presented in chapter II-¢), so Allinger had
designed a system of mounts in a fashionable zig-zag composition (Fig. 61, 62).
Lower delphiniums were planted on top in order to reach the desiréd impressive
height. Another contrast was that at the 1926 exhibition visitors were kept outside the
planted area. The garden had been purely for visual attraction, devoid of the spatial
impact of Hammerbacher’s proposal. These differences between the two delphinium
gardens exemplify both Foerster’s horticultural achievements and the Bornimers’
new way of considering space, which always aimed at an immediate interaction
between human being and plant.

The relation between human body movements and the idea of a spiritual origin in
Hammerbacher’s thinking elucidates how spirit and nature, philosophy and science in
her weltanschauung were not really separated. Insights from biology, botany,
ecology, phytosociology, historical science, and cultural history, for Hammerbacher
led to a ‘biological wholeness’ instead of the garden being a mere ‘container for
plants”.**> Garden making was connected to culture more than was house building,
which she considered a biological procedure, as it satisfied the biological need for

shelter and protection. Garden building in contrast satisfied cultural demands.

440 Letter from Mattern to Hammerbacher, Nov. 26-15, 21711/1926, EHH. Mattern agreed with
Schneider’s judgment, that due to the poor performance of the delphinium (apparently Foerster’s
mistake) and the stronger effect of the additionally planted Rudbeckias, the garden was better as a
Rudbeckia garden, cf.: Camillo Schneider, ‘Dresdens Gartenschau: Ein Rickblick’, Die
Gartenschénheit, 7, 11 (1926), 290-3.

441 About Allinger’s delphinium garden, see: Swantje Duthweiler, Neue Pflanzen fiir neue Gdrten:
Entwicklung des Farbsortiments von Stauden und Blumenzwiebeln und ihre Verwendung in
Gartenanlagen zwischen 1900 und 1945 in Deutschland, series Griine Reihe — Quellen und
Forschungen zur Gartenkunst, 31 (Worms: Wemersche Verlagsanstalt, 2011), pp. 140, 142.

442 J.-H. Go, Herta Hammerbacher (2006), p. 59.
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Organic form in architecture she considered in principle as the ideal form,*? and the
Mattern house at Potsdam seems to have been her favourite example for an ideal
connection between house and garden as described below.*4

In the case of the majority of garden owners, Hammerbacher believed they wefe
only able to perceive her intended connection between original human nature and
present life subconsciously.*** Like Mattern she held the elitist view of ‘true |
dwelling’ as something not everyone was capable of. For example, in Mattem’s
writings ‘the boundary’ was a recurrent topic, and the wiéh for its unnecessary
accentuation stood for the ‘lack of experience in living’.*¢ The rejoicing in one’s
own property together with the wish to protect fosterlings ~ respectively repel the
neighbours’ ones - ;a}:cording to Mattern resulted in an exaggeration of boundaries,
which added to the strangeness of a settlement in relation to the natural landscape, 447
Hammerbacher acknowledged that, for most people, the organic connection to the
metaphysical aims that a garden allowed for lay me;;ly in the enjoyment of
flowers.** However, for her the value was very concrete. It also was present in the
occupation of gardening as ‘balancing manual and creative activity’.*

With regard to form, she considered the ‘Landschaftliche Garden of the 20"

Century’, the New Landschaftlichkeit, as the essential strand of modern garden

443 ).-H. Go, Herta Hammerbacher (2006), p. 59 (without reference).
444 J.-H. Go, Herta Hammerbacher (2006), p. 88 (without reference).

445 Herta Hammerbacher, ‘Blumenzwiebeln in ihrer Verwendung im Hausgarten®, Pflanze und Garten, |

(1951), 8. Cf.: ).-H. Go, Herta Hammerbacher (2006), p. 97.

446 *[...] dieser Wunsch des im Wohnen Unerfahrenen [...]' Hermann Mattern, ‘Drei kleine Girten’,
Monatshefte fiir Baukunst und Stddtebau, 18 (1934), 219-24 (222).

447 1bid.

448 H. Hammerbacher, ‘Blumenzwiebeln’, Pflanze und Garten, 1 (1951), 8. Cf.: J.-H. Go, Herta
Hammerbacher (2006), p. 97.

449 ].-H. Go, Herta Hammerbacher (2006), p. 77.
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design. A crucial part of the meaning carried by this phrase was the idea of a review of
the English landscape garden, so that it could be translated into a ‘new landscape
mode’.**® Since the revival of the architectonic garden around 1900,
Landschaftlichkeit and the landscape garden had unjustly been pushed into the
background. This perspective of hers was probably further consolidated by the
symbolism of power in the representative Nazi architecture. In the case of the Reich
Chancellery she saw in the accompanying green spaces ‘strong representafion in the
emphasis of the axiality as expression of cold’.**! Her rejection of geometry was
radical, she described rectangularity as ‘repressive’ and thus antidemocratic. To her,
axial alignment and geometry in garden design meaﬁt ‘hegemony over nature’, which
‘always runs parallel with the repression of humans’.*? After the war she would
reapply this criticism to the late modernist ‘international grid architecture’ and
accompanying formalist open spaces as ‘expression of today’s technocracy’ (Fig.
63).* It almost seemed as if her landscape architectural mission was to fight for the

legitimate prevalence of the organic.

450 Again, as explained in the introduction, ‘Landschaftlichkeit’ cannot easily be translated. Literally it
would be ‘New Landscapelikeness’, and it carried in its meaning a whole bunch of associations
Hammerbacher would repeatedly refer to, for example liberalism and respect for nature. J.-H. Go,
Herta Hammerbacher (2006) pp. 66-83. H. Hammerbacher, ‘Die Hausgirten', in Berlin und seine
Bauten, ed. by ATV (1972), pt 4, vol. C, pp. 293-416 (314, 368, 377).

451 H.Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by. AIV (1972), pt 4, vol C, pp.
293-416 (368).

452 Ibid.

453 H. Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by. AIV (1972), pt 4, vol C, pp.
293-416 (3717).
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Living on the wood glade — the form of the garden

On her quest to arrive at ‘the origin’ through cognition in the integral conscious
mind, Hammerbacher seemed to be strongly influenced by her longing for the
Arcadian utopia.*** Nonetheless she stressed the role sciences played in today’s
landscape garden, including human ecology, pedology and geomorphology.** It
shared the expression of ‘political freedom of thought and tolerance’ with the
historical landscape garden, but ‘applied’ this ‘democratic mindset’ to ‘the living
cnvifonment‘."‘ The most important aspects that Hammerbacher had defined early a4
characteristics of the modern garden were: habitability (‘just like the room of a
house’), non-representative form, and seven seasons of bloom, as promoted by
Foerster.**” From A.rl)und 1938 a new, fourth point was added to these: garden and

. house shall form an organic unity, which itself shall function as a basic unit
(‘Urzelle’= ‘primordial cell’) of an organic city, woven into the fabric of the
surrounding landscape and dovetailed with the greened space of the streets. s
Defined by these characteristics was her idea of the ideal-typical form of dwelling:
the detached single-family house Hammerbacher saw as the quintessential source of
well-being. She preferred it with the widest-possible bearing to allow for greatest
possible contact to the ground — vaguely related to Seifert’s idea of
*Bodenstindigkeit’ or ‘rootedness’ —, with its form relating proportionally to the

* outlines of the plot.**®

454 J.-H. Go, Herta Hammerbacher (2006), p. 84.

455 H. Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by. AIV (1972), pt 4, vol C, Pp.
293-416 (379).

456 Ibid.
457 1.-H. Go, Herta Hammerbacher (2006), p. 85.
458 1.-H. Go, Herta Hammerbacher (2006), pp. 59; 65; 85.

459 ).-H. Go, Herta Hammerbacher (2006), p. 87.
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From the mid-1930s all the way to her last designs of 1981/82 Hammerbacher’s
style remained relatively homogenous. It can be compared with the form of a wood
clearing, belted by vegetation after the model of a forest edge, evoking the variety
and visual richness of an ecotone.*®® A naturalistic use of grasses in combination with
her preferred means of space-making, hollows, — which earned her the nickname
*‘Mulden-Herta’, ‘Herta of hollows’ — characterises a great part of her garden
creations. What is more, the chosen plant communities should ‘wear the face of the
surrounding landscape’, composed according to Foerster’s concept of ‘seven
seasons’.**' Here, t00, the concept of ‘ Bodenstindigkeit’ comes to mind, as the plant
communities were to be brought from the landscape into the garden.*? Generally, she

wanted the forms of the landscape to leap over the borders of the garden:

With natural abundance the plants are surging up against the building, they continue
beyond the borders of the plot, they mediate between house and landscape — the landscape

flows with them into the plot.*?

As mentioned above, central to Hammerbacher was the human movement through
space. Related to this was an important characteristic of her designs: an elaborate
compound of terraces, steps, paths and water basins.** Her engagement with an

organic guidance of route and formation of steps in the garden, and between house

460 J.-H. Go, Herta Hammerbacher (2006), p. 88; 100.
461 Ibid.; H. Hammerbacher, ‘Ein Luzemer Hausgarten’, Die Gartenschdnheit, 19, 12 (1938), 458-9 (459).
462 J.-H. Go, Herta Hammerbacher (2006), p. 90.

463 ‘Die Pflanzen branden in natiirlicher Fiille an das Gebaute heran, sie setzen sich fort jenseits der
Grundstiicksgrenzen, sie vermitteln zwischen Haus und Landschaft - die Landschaft flieft mit in das
Grundstiick." H. Hammerbacher, ‘Ein Luzerner Hausgarten®, Die Gartenschonheit, 19, 12 (1938),
458-9 (459). '

464 J.-H. Go, Herta Hammerbacher (2006), p. 90.
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and garden, should be considered as a potentially fundamental contribution by
Hammerbacher to the Bornim school.

In respect to buildings, until the 1950s she seemed to have felt more drawn to a
sober classicism like that of Heinrich Tessenow’s, but at some stage sh.e must have
made her peace with modernist architecture.*®® During the 1950s her design language
changed to agree more with purist international modernist expression. She adﬁpted to
the postwar style ﬁnd developed an artful use of free angles as abstractions of th‘e
crystalline forms found in the stratifications and dislocations of natural rock
formations. For her, the use of these linear but never rectangular shapes representeq a
further development of the *Landschaftlichen Garden of the 20" Century’ (Fig. 64) 46

Concealed fronts — landschaftlich vs. architectonic
In regard to form, Hammerbacher was downright dogmatic. This may have cost her g
more pervasive influence, and also beyond her lifetime. Graphic planting design
elements like linear cut hedges were entirely alien to her universe. The subliminal
conflict between the landscape school and ‘architectonic’ school within the garden
design profession can be felt constantly, but it was never argued out officially; perhapg
because a public dispute would have included a reference to National Socialism, whic,
was taboo.*s” The architectonic, Hammerbacher saw as directly linked to anti-
libertarian views. With a biting critique of two regular examples by Carl Kempkes and
Gustav Allinger, both political reactionaries, she tried to demonstrate both the

functional and the ‘moral’ inferiority of an architectonic solution:

From these gardens [...] we can understand, that the ‘dwelling’ in the garden equals

465 1.-H. Go, Herta Hammerbacher (2006), pp. 86-8, 95.

466 H. Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by. AIV (1972), pt 4, vol C, Pp.
293-416 (348, 366).

467 1.-H. Go, Herta Hammerbacher (2006), pp. 66-7.
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approximately the use of patios at meal times or to hold a cosy little chat with someone,
above all, that the circumferential path has been allocated great significance as promenade.
The habitation is predefined in the firmly cemented form of the garden; garden life there

has to happen according to ‘instructions’ given by the landscape architect. *6*

One of her most cherished ideals — the organic connection between house and garden
— she considered could only be provided with a landschaftlichen garden. She
proclaimed this ideal under a complete ignorance towards the contribution of Art-
and-Crafts architects and the reformers who around 1900 provoked with their
polemics a reform of the domestic garden in Germany (see introduction).
Hammerbacher positioned herself as clearly opposed to Wiepking, whom she thought
to have institutionalised the architectonic garden (between 1933 and 1945 through
his function as the discipline’s sole university professor).*® In the design language
developed by Mattern she saw an expression of artistic tendencies as much as,
connected to this, of the ‘political and spiritual occurrences, the democratisation of
society in the Germany of the 1920s°.47® With regard to these fronts within the
profession, Hammerbacher later spoke of defamation of the Bornimers during the
“Third Reich’ for stylistic reasons.*’! In contrast we know today that the cruel

“logics” of NS politics hit modernists and traditionalists alike. Whether they were

468 ‘Aus diesen Gdrten von Kempkes und Allinger ist zu erkenr;en, daf das “Wohnen” im Garten etwa
dem Benutzen von Sitzpldtzen beim Einnehmen von Mahlzeiten oder Abhalten einer Plauderstunde
gleichkommit, vor allem, daff dem Umgangsweg als Spazierweg eine grofe Bedeutung zugemessen
wurde. Die Bewohnbarkeit ergibt sich aus dem, was durch die festgefiigte Gartenform vorgezeichnet
ist; das Gartenleben dort hat sich nach einer vom Gartenarchitekten gegebenen “Vorschrift”
abzuspielen.’ H. Hammerbacher, ‘Die Hausglrten’, in Berlin und seine Bauten, ed. by. AIV (1972), pt
4, vol C, pp. 293-416 (339).

469 J.-H. Go, Herta Hammerbacher (2006), p. 69.

470 H. Hammerbacher, ‘Die Hausglrten’, in Berlin und seine Bauten, ed. by. A1V (1972), pt 4, vol C, pp.
293-416 (322). . ' '

471 Herta Hammerbacher, ‘Eine Entgegnung’, Bauwelt, 68, 28 (1977) 963-4.
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politically (as in the cases of Lingner or Funcke), racially (as in the cases of Lesser,
Pepinski and Pniower) unwanted, or persecuted for unknown reasons (e.g. Hellmuth
Spaeth of the Spaeth nursery, who was shot in 1945), the Nazis found a way of
pfesenting their work and character as cultural-Bolshevistic or degenerate.4”? Mﬁch
rescarch conducted in recent years about the art and culture of the ‘Third Reich’® hag
substantiated this convincingly.*” All the same, at the same time a discussion‘about
style was indeed led. Admittedly, it was neither completely detached from those 7
political motivations nor did it accord much to the rules of logic. This will be lookeq
at in the chapter II-i below. In 1977, Jiirgen Zilling, a former university assistant of
Mattern and employed in his office, wrote an article about the Bornim gardens for
Bauwelt, in which.ile challenged the widespread opinion that the Bornimers’ organic
. way of designing Was opposed to the ‘official’ way of designing open spaces. This
was one of the first efforts at reviewing garden design in the “Third Reich™.
Hammerbacher reacted with an angry letter to the editor that was published in a
following number. She referred to the architectonic garden accompanying the Reich
Chancellory and cited defamatory comments by colleagues. This quite frank verba)
exchange has raised questions, answers to which are only today slowly becoming
clearer. One of Hammerbacher’s grandsons, who knew her well, suggested politics were

a sore topic for her.*”* She stood between the younger of her two brothers, who was

472 See: G. Groning and J. Wolschke-Bulmahn, Griine Biographien (1997), pp. 101-2 (for Funcke),
224-5 (for Lesser), 229-30 (for Lingner), 286 (for Pepinski). Cf. Katrin Lesser’s contributiong
about Lesser, Pepinski, Pniower and Spaeth in: Gartendenkmale in Berlin: Privatgdrten, ed, by.
the Landesdenkmalamt Berlin (Jorg Haspel and Klaus-Henning von Krosigk), series Beitrige 2y,
Denkmalpflege in Berlin, 33, (Petersberg: Michael Imhof, 2009), pp. 297, 285-6, 288. Cf. Katrip
Lesser-Sayrac, Ludwig Lesser (1969-1957): Erster freischaffender Gartenarchitekt in Berlin ypng
seine Werke im Bezirk Reinickendorf, series Beitrige zur Denkmalpflege in Berlin, 4 (Berlin:

Kulturbuch-Verlag, 1995), pp. 13-9.

473 E.g. the series Schriften der Forschungsstelle ‘Entartete Kunst': http://www.geschkult.fu-

berlin.de/e/khi/forschung/entartete_kunst/schrifienreihe/index.html (accessed 07/10/2014).

474 Fabian Zimmermann, personal communication, 10/01/2008.


http://www.geschkult.fu-
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persecuted for his homosexuality, and the older one, who became a devoted and high-
ranking Nazi, but whom she nonetheless loved dearly.*”* Her personal distance from Nazi
ideology was a taboo within the family, which must have meant an immense strain
psychologically.*?¢

As described above in connection to her stylistic preferences, ideologically
Hammerbacher could be acrid, and she left a naive impression politically. For
example, in her obituary of Hitbotter in word and image she presented without the
slightest qualm the Sachsenhain, a site of v&élkisch worship, as his most typical work
and as a great achievement (Figures 65, 66).*”" In the same article she discussed
humaneness, friendship and common higher aims, referring to her entire career. The
time addressed spans between 1926, when she first encountered drawings by
Huabotter in the plan exhibition at the First Reichsgartenschau Dresden, and his death
in 1976.*7® Yet, in her text not even a hint of the shadow of National Socialism can be
found, as if the 20th century had just smoothly produced one beautiful garden design
after the other. To give another example: she would only discuss the effects of the
war on a superficial level. Like many‘ modernist town planners she blamed the

densely grown cities as entailing the risk of much destruction in case of hostilities:

The city and in particular the metropolis with their conglomeration of masses of stone are
biological nonsense, if we do not want to condemn them in even stronger terms.
Aerial warfare has shown that the great density of dwellings represents an incredible

danger for man 4

475 Compare: J.-H. Go, Herta Hammerbacher (2006), pp. 17; 33.

476 1.-H. Go, Herta Hammerbacher (2006), p. 51.

477 Herta Hammerbacher, ‘GruB an Wilhelm Habotter’, Garten+Landschaft, 12 (1976), 722-7 (724).
478 H. Hammerbacher, ‘Grufl an Wilhelm Hibotter’, Garten+Landschaft, 12 (1976), 722-7.

479 ‘Die Stad! und besonders die Grofistadt sind in ikrer Anballung der Steinmassen ein biologischer

Unsinn, wenn man nicht noch stirkere Worte dagegen anwenden will. Der Luftkrieg hat gezeigt,
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She saw the loss of human contact with nature as a cause of the perils of the 20*
century. With her focus on the primordial, spiritual ‘origin’ she neglected contemporary,
influences and for years after the war she did not develop truly forward-looking
concepts in tune with her times. For example, in contrast with Mattern, who accepted
the necessity of multi-storey building, Hammerbacher adhered to the single-féfnily
detached house with garden as the ideal form of dwelling.**° |
The direct influence exerted by Hammerbacher on Mattern’s professional
development can only be called considerable. In conclusion, the following quote

must serve as evidence. It may be taken from a sentimental love letter, but the wordg

point at a never appreciated authority of hers:

At the difficult corner, on top, where the two parts collide at the garden, you helped me, ¢
only I could discuss each design with you in advance, or at least have a look at the plot
with you together, I would be much more certain about what to do with it — not only that,
but surely to make something good, too. [...] You confirm, you inspire, and by hinting a¢
something you create through me. When we spoke about spaces on Sunday, at that very
moment you showed me so much that was new to me, so that I could have started on the
spot. You witch, you really perform magic, here I believe in you completely and then I
believe in us, that we can create together, that we keep each other alive, that we are true g

each other, that we can, without self-abandonment, be one.**!

dass die grofe Wohndichte filr den Menschen eine unerhérte Gefahr bedeutet.’ Hammerbacher in g
lecture in 1946, quoted in: J.-H. Go, Herla Hammerbacher (2006), p. 63.

480 J.-H. Go, Herta Hammerbacher (2006) pp. 64, 85-8, 110-1, 115-6.

481 ‘An der schwierigen Ecke, oben wo die zwel Teile zusammenstofen beim Hausgarten hast Du mjy
geholfen. Kénnt ich jeden Entwurf mit Dir vorher besprechen, ach nur das Grundstiick mit Dir
zusammen ansehen ich wiifte viel sicherer etwas daraus zu machen - nicht nur das, sicher auch
etwas gutes. [...] Du bestdtigst, regst an und indem Du andeutest schaffst Du in mir. Als wir am

Sonntag iber Rdume sprachen, da hast Du mir ganz im Augenblick derartig viel Neues gezeigt, d, 3

ich gleich hdtte anfangen kénnen. Du Hex, Du zauberst tatsdchlich, ich glaube hier ganz an Dich
und dann glaub ich an Uns, dup wir zusammen schaffen kénnen, dafl wir uns gegenseitig frisch
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The way Mattern tells her how she appeared to him in the early phase of their
relationship also reveals some of his own self-image. Crucially, in contrast to her he

saw himself as more epicurean and intuitive:

You are governed by an affirmation of the tragic, as you don’t want the relish, the pleasure

or the happiness, but the performance, the intellect and the work [das Werk].*®

Their nicknames are more than a silly play on words; they squint towards both the
conflicts and the magnetism that existed between the two. ‘Hilly Hermann’ and

‘Herta Hollow’ may have been the most eccentric couple in German garden history.

halien, daf wir uns ganz wahr sind, da wir, ohne uns uns selbst aufzugeben Eins sein kénnen.’
EHH, letter Mattern to Hammerbacher (no. 26-11), 15/11/1926.

482 ‘Du stehst unter deutlicher Bejahung des Tragischen in dem Du nicht den Genup, das Vergnilgen
oder das Glilcks[betragen(?)] willst sondern die Leistung, den Geist und das Werk." 1bid.
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II.d Bauhaus, Expressionism, and the empathic: early influences

and the Golden Twenties

In the final analysis it is not the work of art which is important, but the process
which leads to it, i.e. the significance that the artistic act has in the life of a people,

due to the necessity for which a presence arises, to become passion toward an artistic birth

as profit, discharge, protest, bewitchment, regulation.**

(Karl With, 1922)

This chapter provides an orientation to those aspects of Weimar cultural life that the
author identified as particularly meaningful to Mattern’s professional development, or
that were discussed amongst landscape architects in his environment. These paragraphs

provide spotlights on the time; a complete review of interwar culture in Germany is not

483 ‘Nicht das Kunstwerk ist das letzthin Wichtige, sondern der Vorgang, der zu diesem fiihrte, welche
Bedeutung die kilnstlerische Verrichtung im Leben eines Volkes besitzt, aus welcher Notwendigkeit
heraus sich ein Dasein zur Leidenschaft einer kiinstlerischen Geburt steigert, als Urheber, als
Bezauberung, als Regulativ.’ Karl With, in: Gregor Krause, Bali (Hagen: Folkwang, 1920), p. 42, the
English translation is taken from: Gregor Krause and Karl With, Bali: People and Art, trans. by
Walter E. J. Tips (Bangkok: White Lotus Press, 2000). With had amongst others been directing the
Folkwang Museum at Hagen. After emigrating to the USA he taught at Pasadena, the Black

" Mountain College, and the UCLA (1950-1966), see the entry *With, Karl’ in the Dictionary of Art
Historians (website), ed. by. Lee Sorensen, www.dictionaryofarthistorians.org/withk.htm (accessed
06/09/2014). The full quoted sentence Mattern quoted in a letter to Hammerbacher, 26/2, '
30/09/1926, EHH.


http://www.dictionaryofaithistorians.org/withk.hlm
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intended.*** Until 1929, landscape architecture*** was a profession without a university-
level curriculum, and thus rather under-theorised. In contrast Mattern’s own referenceg
to contemporary art and literature were rich and omnipresent in his letters. Again,
essential evidence can be found in the letters written to Hammerbacher during his stay
at Magdeburg, between October 1926 and July 1927.

In recent years, garden historians have drawn the attention of a wider audience to
formerly little noticed discussions in the garden journals of the time, which dealt
explicitly with the question of how garden art could engage with modern art; Most
significant for this chapter is the debate about the possibilities of transferring
Expressionism into the field of garden art, fuelled by a polemic published by Otto
Valentien in 192 4'486Xpart from these public debates, aspects of Mattern’s biography
were conducive to forging a close relationship with the arts. Two childhood friends,

Friedrich Wilhelm Bogler (1902-1945) and Theodor Bogler (1897-1968) appeared

484 Still useful as first introduction, amongst the many existing overviews on that topic: Peter Gay,
Weimar Culture: The Outsider as an Insider (New York: Harper &Row, 1968). For a more up-to-date
academic perspective see the following titles by Weitz, more in regard to culture, and Peukert (first
German edition 1987), with a socio-economic focus and also providing a seminal political analysig
(see his much quoted ‘crisis of classical modernity®): Eric Weitz, Weimar Germany: Promise and
Tragedy (Princeton: Princeton University Press, 2007); Detlev J. K. Peukert, The Weimar Republic:
The Crisis of Classical Modernity, trans by Richard Deveson (New York: Hill & Wang, 1992). See
also: Walter Laqueur, Weimar: A Cultural History (New York: Putnam, 1974), and for a collection of
primary sources: The Weimar Republic Sourcebook, ed. by Anton Kaes, Martin Jay, and Edward
Dimendberg (Berkeley: University of California Press, 1994).

485 See glossary (‘Gartenarchitekt®) on page 453 for the historical terms.

486 Otto Valentien, *Expressionismus und Gartenkunst’, Gartenkunst, 37, 02 (1924), 17-19 (partI) and
37, 03 (1924), 46-48 (part 11/*Schluf’). Wolschke-Bulmahn and Fibich have discussed this
‘historical debate’: Joachim Wolschke-Bulmahn and Peter Fibich, ‘““Gartenexpressionismus™:
Anmerkungen zu einer historischen Debatte’, Stadt+Griin, 53, 08 (2004), 27-34; J. Wolschke-
Bulmahn and P, Fibich, ““Garden Expressionism”: Remarks on a Historical Debate’, Garden
History, 33; 01 (2005), 106-17. Cf. chapter ‘Expressionismus und Gartenarchitektur? Pniowers
Beitrtige zu einer Debatte’ in: J. Wolschke-Bulmahn and P. Fibich, Yom Sonnenrund zur

Beispiellandschaft. Entwicklungslinien der Landschaftsarchitektur des 20. Jahrhunderts, dargestell;

am Werk von Georg Pniower (! 896-1960), series Beitrige zur rdumlichen Planung, 73 (Hanover:

Universitit Hannover, 2004), pp. 18-22.
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often in his letters (Fig. 67). All three had frequented the same school in Hofgeismar
influenced by their art teacher Faust. ;l"hey saw each other regularly until around
1929, when both Boglers moved away. While Mattern studied at the Dahlem
horticultural college, both Bogler brothers studied at the Bauhaus at Weimar,
Theodor starting as early as in 1919.47 They played a pivotal role by providing easy
access to the Bauhaus and forging Mattern’s amalgamation with the school’s
concepts. Apart from this, the Boglers’ grandfather Wilhelm Bogler, an architect of
villas at Wiesbaden, in 1905 had published a book about the reforrﬁ of garden design,
which may have influenced Mattern in his career choice.***

Mattern took very seriously an appeal by Valentien in his above-mentioned
article, to try to understand the ‘culture and art of [...] [their] times’.**® Mattern’s
reception of high culture was astonishing. He visited exhibitions in museums and
galleries, watched operas, went to theatre and orchestra performances or attended
lectures — sometimes several events in a single week. Not only during his stays at
Berlin, but also at provincial Magdeburg, in the context of the German Theatre
Exhibition 1927, he gained access to high-profile events, for example orchestra
performances conducted by Dresden’s Fritz Busch, or opera performances in stage

designs by Oskar Schlemmer.*° Apart from that, the constant reading of prose and

487 Theodor visited the Bauhaus 1919-1920 and again 1920-1922, his brother Friedrich Wilhelm c.
1922/23-1925, see: Allgemeines Kiinstlerlexikon (AKL). Die Bildenden Kilnstler aller Zeiten und
Vélker, ed. by Gunter MeiBner, Andreas Beyer, Bénédicte Savoy, Wolf Tegethoff (Berlin and Boston:
De Gruyter, 1995) vol. 12 (‘Band 12 Bobrov-Bordacev’), pp. 259-60.

488 Wilhlem Bogler, Reform der Gartenkunst (Leipzig: Hachmann & Thal, 1905). Available online at
BookPrep from a copy of the University of Michigan:

htip://www.bookprep.com/book/mdp.39015057145818 (last accessed 14/09/2014).
489 0. Valentien, ‘Expressionismus und Gartenkunst’, Gartenkunst, 37, 03 (1924), 46-8 (48).

430 Letter from Mattern to Hammerbacher (without no.), 01/06/1927, EHH. ‘[Christoph Willibald '
Gluck’s] “Don Juan” was enacted under supervision of Schlemmer’ (‘ Der “Don Juan™ war unter

Beratung Schlemmers inszeniert.”), letier from Mattern to Hammerbacher (without no.), 11/06/1927,
EHH.


http://www.bookprep.com/book/mdp.39015057145818
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philosophical as well as technical literature filled out much of his free time. He also
took life drawing classes, self-critically discussing the results with Hammerbacher jp
their daily letters.*”! To be sure, he also allowed himself time to relax. He went
swimming, raced around on his bike, undertook daylong strolls through the parks and
woods of Magdeburg, and rested in cafés, perceiving everything and everyone arOund
him with a sharp eye.*”? His interest in art reflects his own creative will, including hig

ideal for the presentation of his ideas, reflected in the graphic style of his plan

drawings:

My striving for restraint concerning representation originates in my view on art generally,
. >
an [...] abstraction carried to the extreme (as opposed to pure [?] constructivism) is the

zenith. I would like to “believe” that, despite this, a richness, nay exaggeration is possible
: »

which surely is restrained in itself.

[...] You should always consider that all I want and can in regard to

representation is technique.**?

The impeccability of the drawings seem to matter from the very beginning. He coulg
be extremely pedantic, and drawings from all decades of his career are relatively
elaborate. In the 1920s the field of graphic dés}gn experienced an exciting
transformation as extreme as architecture. The status of advertising generally rose

steadily. The German Theatre Exhibition 1927 was planned by committee of advisorg

491 Letters by Mattern to Hammerbacher, EHH: *HH. 26/12°, 17/10/1926; ‘HH. 26/17°, 26/10/1926;
*HH. Nov. 26-8°, 09/11/1926.

492 Detailed descriptions can be found in his letters, including witty characterisations of people he

observed: Letter from Mattern to Hammerbacher (without no.), 23/01/1927, EHH.

493 ‘*Mein Suchen nach Zuriickhaltung in der Darstellung entspringt aus meiner Ansicht iber Kunst
ﬂberhaupl eine [... 7] zum dupersten gehende Abstraktion (als Gegensatz reinen [?)
Konstruktivismus) ist der Gipfel. Dap trotzdem eine Reichhaltigkeit, ja Ubertreibung méglich ist, die
In sich wohl zuriickgesetzt ist, mochte ich “glauben”, [...] Du mufit immer bedenken, daf ich weite,.

nichts will und kann in der Darstellung (... ?) als Technik.’ Letter from Mattern to Hammerbacher

(no. 26-7), 08/11/1926, EHH.
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and theatre specialists, amongst them the councillor for urban development Johannes
Goderitz. They included the work of ;;rogressive architects, designers and graphic
artists.*** Albin Milller (1871-1941, known as Albinmiiller), before the war
associated with the Darmstadt Artists’ Colony (Mathildenhdhe), was responsible for
representative architecture (Fig. 68). Avant-garde graphic artists were invited to
produced proposals for the design of the official poster, amongst them César Klein
(1876-1954) of the Novembergruppe and the Werkbund and Lyonel Feininger (1871-
1956) of the Bauhaus Dessau. Finally commissioned was Karl Schulpig (1884-1948)
with a visually stunning design (Fig. 69).*”* During the preparatory stage of the event
a theatre magazine was designed by a pioneer of corpdrate design, Wilhelm Deffke
(1887-1950), head of the local School for Applied Arts and Crafts (Fig. 70).%¢
Looking at graphic design journals, Mattern concluded that modern graphic design
should be taught at the horticultural college, as he considered this knowledge
important for the profession: ‘During the fourth semester in Dahlem it should be one
of the most important tasks to occupy oneself with graphics — not with theory.”*?
Knowing that the German Theatre Exhibition was about to be held, Mattern
decided that it could be useful to stay in Magdeburg at least until it was over, as it
‘surely brings in it’s train a series of things that one can draw from’.** And indeed,

according to Hammerbacher, he was entrusted with the design of urban parks and

494 Cf.: Die deutsche Theater-Ausstellung Magdeburg 1927: Eine Schilderung ihrer Entstehung und
ihres Verlaufes, ed. by Mitteldeutschen Ausstellungsgesellschaft (Magdeburg: 1928).

495 About Schulpig, see: Johannes Plass and Heinrich Paravicini, ‘ Wer war eigenttich Karl Schulpig?
Ober die Entwicklung der Bildmarken’, in Sushi 6 Jahresheft des ADC-Nachwuchswettbewerbs
2003, ed. by Art Directors Club fir Deutschland (Mainz: Schmidt, 2004), pp. 32-40.

496 About Deffke, see: Wilhelm Deffke, Pionier des modernen Logos, ed. by Bréhan Design Foundation
(Zurich: Scheidegger & Spiess, 2014). Cf. the exhibition web page on the website of the Folkwang

Museum Essen: hitp://www.museum-folkwang.de/de/ausstellungen/archiv/wilhelm-deffke html
(accessed 26/09/2014)

497 Letter from Mattern to Hammerbacher (without no.), 03/12/1926, EHH.

498 Letter from Mattern to Hammerbacher (without no.), 16/01/1927, EHH.


http://www.museum-folkwang.de/de/ausstellungen/archiv/wilhelm-defike.html
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other green spaces for the event.*® He was also still open to a new orientation of hig

career, as progressive urban planning and architecture provoked his keen interest. In

confidence he told Hammerbacher about his plans:

Tonight I thought about concentrating systematically on the history of urban development,
Maybe I will for one or two semesters touch upon urban design and history and economic
sectors, in order to improve my *vantage point”, Garden — architect — settlement — country
- cities — organisation. Because, if you look at the managers of the land settlement SOCietieg

you can find: worn out officers, Studienrdte, social-democrat delegates (cobblers-tailors)

[or personalities of the names Schuster and Schneider] or pure architects, respectively pure

economists (jurists, merchants etc.). How I can get access to such things, or where to stea]

the semesters, time will have to tell, possibly through Miggé - Bogler - Gropius - C.

" [amillo] Schneider - Wien,*®

Although he occasionally took the opportunity to see the emergence of inspiring new,

architecture as part of his job — for example Géderitz’s Magdeburg town hall —, he

also went in his free time to see new urban development projects by progressive

architects (Fig. 71). His by no means random appreciation again reflects his

displeasure at the reactionary. Anything ‘Prussian’ (meaning the militarist tradition of

499

500

Herta Hammerbacher, ‘Frithe Arbeitsjahre Hermann Matterns von 1926 bis ca. 1939°, in Hermann
Mattern 1902-1971: Gdrten, Gartenlandschaften, Hiuser, ed. by AdK, series Akademie-Katalog,
135 (Berlin: Akademie der Kiinste & Technische Universitit Berlin, 1982), pp. 21-3 (21). Ev1dence

e.g. in form of archival documents at Magdeburg, has not yet been found.

‘Heut nacht hab ich mir tiberlegt, mich evtl. systematisch auf Siedlungsgeschichte zu legen. Evil,
werde ich pro Forma 1-2 Semester Stddiebau-Siedlungsgeschichte und Wirtschafisgebiete streifen,
um evil. die “Aussichisméglichkeiten” zu vergrofiern. Garten — Architekt - Siedlung — Land - Stddye
- Organisat;on. Schaut man sich néimlich zur Zeit die Leiter der Siedlungsgesellschaften an so finde,
man: abgepafferte Offiziere, Studienrdte, sozialdem. Abgeordnete (Schuster-Schneider) oder reine
Architekten bzw. reine Volkswirte (Juristen, Kaufleute etc.). Wie ich in soich Geschichte rein komme
oder wo ich mir die Semester mopse muf die Zeit lehren, evtl. durch Migge —. Bogler — Gropius —

C. Schneider ~ Wien." Letter by Mattern to Hammerbacher (without no.), 16/02/1927, EHH.
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the empire) he despised.’® He equally rejected the Germanic pathos as represented
by the Wagner cult,*® but he retained(at the same time an affinity to the Romantic
and Neo-Romantic. He identified with it, emphasising the empathic and he remained
critical when confronted with anti-enlightenment irrationalism. Despite this
sensitivity he considered himself a more sanguine, if slightly melancholic character, |
in contrast to Hammerbacher, who was clearly more drawn to the ‘tragic’.*®® The
melancholic part of his personality however he almost did not dare to admit, and only
now and then referred to it with irony; it did not seem to fit his self-image as a
confident, decisive creative. On that note he identified himself more with the
optimism of the modern movement, the new rationalist tendencies and social-
reformist urban planning. This was what he observéd attentively and at the same time
critically. Yet Mattern was drawn to the emotive, too, if more generally as part of

formal creation: [...] [Each] shape immediately makes a rapport with me, and

501 ‘Spith’s hyper-Prussianness in [their competition entry for the Sports Park at] Tilsit is downright
bad’ (‘Die Prussiererei Spdiths in Tilsit ist geradezu schlimm.”), letter from Mattern to
Hammerbacher, (without no.), 10/05/1927, EHH,

502 ‘The stage design of Munich’s Passetti — a really wonderful Wartburg image, likewise the autumn
landscape, emphasised by seven vertical elements, which were reenforced by the long white gown of
Elisabeth, this all bound together in the lower third by slightly crossed-over curves of hills. Splendid
in its colours, the single tones well adjusted though not corny, as the lighting created wonderful
transitions. The cast and the direction were outstanding — with the one qualification to everything ~
Wagner.” (‘Die Biithnenbilder vom Miinchener Passetti - ganz herrlich Wartburgbild, ebenso die
Herbstlandschaft letztere betont von 7 Vertikalen, diese imterstﬁtzt im langen weiflen Gewand!t der
Elisabeth, das Ganze im unteren Drittel gebunden durch leicht iberkreuzte Hiigelkurven. Farbig
Jamos, wohl geschlossen in den einzelnen Ténen aber nicht kitschig, da die Beleuchtung wunderbare
Ubergdnge aufkommen lieB. Die Besetzung und Regie waren hervorragend — mir der Einschrinkung
zu allem — Wagner.’), letter from Mattern to Hammerbacher (without no.), 27/05/1927, EHH. ‘On
Wednesday the concert [directed by Fritz] Busch was lovely, i.e. [Beethoven’s] 5th. A set of pieces
including StrauB and Wager was dire — purely programmatic.’ (‘Am Mittwoch das Busch Konzert
war fein, d.h. die V. Schlimm war eine Folge mit Strau8 und Wagner - rein programatisch.’), letter
from Mattern to Hammerbacher (without no.), 04/06/1927, EHH.

503 Letter from Mattern to Hammerbacher, no. 26-7, 08/11/1926, EHH.



page 168 of 513

depending on the standpoint penetrates us less or more strongly’.’® During these
times Mattern was highly sensitised to aesthetic matters, also due to the feelings he
had for Hammerbacher. However, the empathetic approach to aesthetics, which
speaks out of phrases like this, also resonates with thinking in German theory of art
that can be traced back to early writings on the psychology of perception that
emerged in the late 19" century.*” This formed a basis for early twentieth-century
writings on abstract tendencies in modernist art, such as Wilhelm Worringer’s highly
influential Abstraktion und Einfiihlung (Abstraction and Empathy, 1907) or
Kandinsky’s and Klee’s writing on form and artistic expression.**® Findings in
Chemistry and Physics questioned traditional notions of the material world, while
psychology and psyché;iogy-inspired art theory drew attention to the ‘internal
necessity to express’ oneself.*”” As long-believed certainties about the material bagig
of our external world were put into question, the artist’s attention turned inward. The
term ‘the internal’ was first introduced by Conrad Fiedl7er (1841-1895), when the
notion emerged that the essence of art should not primarily be depiction, nor a
narrative representation of ideals, but a relation between artist and viewer of a

painting or sculpture on a more personal level through an engagement with eémotiong,

504 Letter from Mattern to Hammerbacher, no. 26-7, 08/11/1926, EHH.

505 For a selection of English translations on this context, see: Empathy, form, and space: problems in
German aesthetics, 1873-1893, ed. by Getty Center for the History of Art and the Humanities, serieg
Texts & Documents, Spring 1994, trans. by Harry Francis Mallgrave and Eleftherios Ikonomou
(Santa Monica, CA: Getty Center for the History of Art and the Humanities, 1994).

506 Wilhelm Worringer, Abstraktion und Einfiihlung: Ein Beitrag zur Stilpsycholgie, doctoral diss,
(Bern, 1907), (Munich: Piper, 1908); Wassily Kandinsky, Uber das Geistige in der Kunst,
inshesondere in der Malerei (Munich: Piper, 1912); Paul Klee, Pddagogisches Skizzenbuch, ed. by
Walter Gropius and Laszlo Moholy-Nagy, series Bauhausblcher, 2 (Munich: Albert Langen, 1925),
Especially the titles by Worringer and Kandinsky quickly sold out and were printed in numerous
editions over the years, until today, While there is no definite proof, Mattern was close enough to the
Bauhaus and people connected to Klee and Kandinsky that a reception is highly probable.

507 Donald Kuspit, ‘Der innere Widerstreit des Ausdrucks®, in Expressiv!, exhibition catalogue (Germay, .
edn), ed. by Fondation Beyeler (Ostﬁldcm-Ruit: Hatje Cantz, 2003), pp. 10-22 (11, 16).



page 169 of 513

Artistic activity begins when man, driven by an internal necessity, grasps with the
power of his mind the entangled multiplicity of appearances and develops it into

configured visual existence.>%

Artists were also strongly inspired by developments in psychology. The Apollonian and
the Dionysian — many theoreticians who prepared Expressionism such as Nietzsche or
Worringer referred to it —, that is the ‘undifferentiated feeling’ and the ‘differentiated
thinking’, found together in Expressionism as one dialectic expression.*®

‘The internal necessity’ gained a more prominent position in the ideas of
Kandinsky and Klee. The complex concepts of Kandinsky were widely known. His
Concerning the Spiritual in Art was an ‘epoch-making work’ that came into the book
shops in December 1911 and went like hot cakes. Much-quoted but not always
properly understood, all three editions of the book from 1911/12 were quickly sold
out, and ‘it became a mythos’.>'®* Most Modernist designers were familiar with
Kandinsky’s Point and Line to Plane (Punkt und Linie zu Fldche), published in 1926
and continuing the train of thought of his first book. Admittedly a clear definition for
‘internal necessity’ was missing, but he related indirectly to a discussion that

emerged at the same time in different places.*"' Much points to an influence on

508 Conrad Fiedler, quoted in: Peter Selz, Germﬁn Expressionist Painting (Berkley, Los Angeles,
London: University of California Press, 1957), p. 5. .

509 D. Kuspit, ‘Der innere Widerstreit’, in Expressiv/, ed. by Fondation Beyeler (2003), pp. 10-22 (16),
with reference to Ignacio Matte-Blanco, Thinking, Feeling, and Being. Clinical Reflections on the
Fundamental Antinomy of Human Beings and World (London and New York: Tavistock, 1988),

510 Max Bill in his introduction of 1952 as printed in the revised new edition (2004) of: Wassily
Kandinsky, Uber das Geistige in der Kunst: insbesondere in der Malerei, 2nd edn (Bern: Benteli,
2006), p. 11. Cf.: Kindlers neues Literatur-Lexikon (vol 9. ‘Ka-La’) (Milnchen: Kindler, 1990), pp.
109-10.

51t Despite using the concerned expression until the end of his life, he never gave a definition of it.
Jelena Hahl-Fontaine, ‘Die vielfiltigen Varianten der Schrift “Ober das Geistige in der Kunst™,

commentary accompanying the revised new edition of W, Kandinsky, Uber das Geistige in der

¢
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Mattern by these writings, and at least post-war editions, for example of Kandinsky’s
and Klee’s works, can be found in his book collection.

Kandinsky in Concerning the Spiritual in Art, in the chapter B. (Painting) V: The
Effect of Colour, compared the effect of colours on the human soul with images from
music. Kandinsky used to explain the different arts in comparison with each other:
Most artists — for example Debussy in music — while including considerable expression
of their ‘internal necessity’, in parts, still resorted to conventional notions of beauty, to
superficial attraction, with their work irritatingly swinging between the two. Schénberg
was Kandinsky’s example for the ultimate avant-garde in music, representing artistic
principles as explored in painting most convincingly to date by Matisse in regard to the
use of colour, and by ?i.c:)asso as related to painterly form. The next step of evolution he
saw in the complete freedom from depiction, his observations about the emotional
effect of colours being the basis. It did not suffice alone to merely expose these effects
(bright yellow as sour and shrill, dark ultramarine as smooth and velvety etc.). They

had to be exploited by the free artist in a purposive way:

Colour is the keyboard, the eyes are the hammers, the soul is the piano with many strings,
The artist is the hand that plays, touching one key or another purposively, to create

vibrations of the soul.

It is evident therefore that color harmony must rest ultimately on purposive playing

upon the human soul; this is one of the guiding principles of internal necessity. *'?

The other key concept is ‘the new’. Both terms, ‘the internal’ and ‘the new’,
constantly appear in Mattern’s letters of that time when it comes to questions of form

and design motivation. In this context they represent Mattern’s freedom from

Kunst (2006), pp. 153-76 (167).

$12 Wassily Kandinsky, Concerning the Spiritual in Art and Painting in particular (New York:
Wittenborn, 1947; offset reprint 1970), p. 45.
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formalisms. Also in relation to his love or even to rather general memories of his

personal life these terms are always present:

Your prose letter today moved me. Although I am untraditionally minded, it grips me when
I think back to ‘our’ first days, and pitted against that I always feel the coming new. We
will always be new and fresh, if we continue to work and thus ensure that our internal

[drive] does not peter out.’"

Early connection to the Bauhaus: The Bogler brothers
The two aforementioned Bogler brothers deserve a closer look for the role they
played in Mattern’s life. The carpenter and artist Friedrich Wilhelm Bogler (1902-
1945) belonged to Oskar Schlemmer’s theatre class. His older, politically ambiguous
brother Theodor (1897-1968) became famous as the Bauhaus® most important
ceramicist after Otto Lindig, and later as the Prior of the Benedictine abbey Maria
Laach, the entrance yard of which Matt.ern redesigned in 1955 (Fig. 72).*'* Theodor
Bogler’s notable career included briefly administrating the Bauhaus ceramics
workshop (probably 1924-1925), becoming executive director of the workshops at
the earthenware factories in Velten-Vordamm in 1925, occasionally working for the
Hedwig Bollhagen workshops in Marwitz near Velte.nf during the 1930s, heading the
abbey Maria Laach’s workshop from 1948, and producing designs for the company

Staatliche Majoliké Manufaktur Karlsruhe (State Manufacture of Maiolica) after the

513 ‘*Dein Romanbrief heute bewegte mich. Obwohl ich untraditionell eingestellt [bin], durchgreift es
mich, denke ich an “unsere” ersten Tage, und daran gemessen fiihle ich immer wieder das
kommende Neue. Neu und frisch werden wir immer sein, wenn wir weiter arbeiten und dadurch

sorgen, daf unser Inneres sich nicht tot lGuft.’ Letter from Mattern to Hammerbacher, HH. Nov. 26-
4, 05/11/1926, EHH.

514 If not stated otherwise, as reference for the information on both Bogler brothers see: AKL, ed. by G.
MeiBner et. al. (1995), vol. 12, p. 259-60. For Theodor Bogler see also the website ‘Bauhaus
Online’, a cooperation project by the Bauhaus Archive Berlin/Museum for Design, the Weimar
Classic Foundation and the Bauhaus Dessau Foundation: htip://bauhaus-
online.de/en/atlas/personen/theodor-bogler (accessed 20/07/2014).


http://hauhaus-online.de/en/atlas/personen/theodor-bogler
http://hauhaus-online.de/en/atlas/personen/theodor-bogler
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war. Following the suicide of his wife in 1925 he became a Catholic. In 1927 he
chose a life as a monk when he joined Maria Laach, where he was ordained in 1931,
In 1939 he was appointed Prior. Bogler may well have been the most right-wing of
all of Mattern’s close friends.*'* He is a prime example for how modernism and right-
wing thinking were not mutually exclusive, for how an artist could produce works
that found entry into the MoMA collection and at the same time write books, like hig
Briefe an einen jungen Soldaten (Letters to a young soldier) of 1939, which containg
a lot of war rhetoric and aggressive anti-Judaism (uncommon for religious literature
even in those days).*'® At the same time Bogler’s books have been interpreted as
efforts to safe the abbey from beidg disbanded like many others (Fig. 73).%"
However, Maria Laacl;whad already been known during the Weimar Republic as a
retreat of monarchist and right wing Catholics. In 1933, in opposition to the majority
of German bishops, the monks enthusiastically affirmed the new regime.*'®* New
research, in which Bogler features prominently, has proven the Abbey’s leaders” hope
for a new Holy Roman Reich under Hitler, and the generally nationalist orientation
of the monks, which may be the reason why it was the only Benedictine abbey in the

Rhineland not closed down by the Nazis.*'? Being a member of the ‘generation of

515 His political position has been judged as ‘corresponding’ with National Socialism, on the ‘extreme
right’: Marcel Albert, Die Benediktinerabtei Maria Laach und der Nationalsozialismus (Paderborn.

Schoningh Verlag, 2004), p. 159.

5§16 Theodor Bogler, Der Glaube von gestern und morgen: Briefe an einen jungen Soldaten (K&In:
Bachen, 1939), p. 145-51; M. Albert, Die Benediktinerabtei Maria Laach (2004), p. 161-2, 164,
Bogler’s book was adressed to the son of the first marriage of bis dead wife, who later died in the

war, cf.: Biographisch-Bibliographisches Kirchenlexikon (Band 1 (1990), Spalten 671-673 Autor;

Friedrich Wilhelm Bautz) online version), hitp:/www.kirchenlexikon.de/b/bogler_tshtml (accessed
14/07/2009). Now re-located to: www.bbklLde (see: hitp:/www.bbklde/lexikon/bbkl-artikel.php?

art=/B/Bo/Mhogler tart (last accessed 29/09/20 14)
5§17 M. Albert, Die Benediktinerabtei Maria Laach (2004), 157.

518 Cf.: M. Albert, Die Benediktinerabtei Maria Laach (2004), pp. 37-9, 42-3.

519 Ibid.


http://www.hbkl.de
http://www.bbkl.de/lexikon/bbklrartikel.php2
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1914°, Th. Bogler has been characterised above all as a former soldier: a text in
memoriam accredits to him (with sympathy) a ‘soldierly character’,’?° and the title of
his book Soldat und Mdinch (‘Soldier and Monk’, 1937) cemented this connection. It
was a best-seller, with five editions until 1939.52! He continued with his ceramic craft
after the war and established the abbey’s own art pﬁblishing house ars liturgica.
Bogler died in 1968.

In 1926, Bogler produced putti for at least one public project which Mattern
designed in Magdeburg, so there was also some professional collaboration between
them.*? In this documented case, Mattern suggested Bogler and pressured his boss
Linke to agree on a commission, although the result with its anatomical distortions
disappointed everyone (including Mattern), an embarrassing experience for
Mattern.*® On other occasions Mattern tried to convince a city to buy his friend’s
vases, which were ‘terribly cheap’.’** Also for Mattern’s first project, the Kraiger
garden at Helmstedt (1927), he intended to obtain two Bogler-made vases from

Velten-Vordamm.*?* For the seminal Dresden Horticultural Jubilee Exhibition of

520 Pater Dr. Emmanuel v. Severus OSB: ‘P. Theodor Bogler (1897-1968) Maria Laach gedenkt eines groSien
Méonches’, in Heimatjahrbuch des Kreises Ahrweiler (Ahrweiler: Kreis Ahrweiler, 1997), p. 111.

521 Theodor Bogler, Soldat und Monch: Ein Bekenntnisbuch (K6ln: 1937). Cf.: M. Albert, Die
Benediktinerabtei Maria Laach (2004), p. 160.

522 Letters from Mattern to Hammerbacher, EHH: (26-4), 03/10/1926; (26-8), 09/11/1926; (without no.),
08/12/1926. ‘

523 Letters from Mattern to Hammerbacher, EHH: (without no.), 16/06/1927; (without no.), 26/06/1927.
524 Letter from Mattern to Hammerbacher (without no./n.d., prob. 19/02/1927), EHH.

525 Letter from Mattern to Hammerbacher (without no.), 06/03/1927 (written on the ‘train Helmstedt-
Magdeburg’), EHH.
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1926, too, Bogler produced pieces of pottery which were published in journals, 526
Hammerbacher also later came to know him in Berlin. ¥

Theodor’s younger brother Friedrich Wilhelm’s talent was for a while swinging
between carpentry, clothes making, theatre and painting (Fig. 74).5?® His interest iﬂ
theatre and costumes had led him, in the early 1920s, to the decision to establish g
custom tailoring service. After 1925, when he had completed his studies at the
Bauhaus, F.W. Bogler lived in Berlin and in Caputh, south of Potsdam. During
Mattern’s occupation at Magdeburg, they occasionally Visited each other, going gob
out to drink and dance the Charleston, F.W. Bogler irritating bystanders with hig wild
dancing and his Russian shirt,**® Later Hammerbacher also went to dance the-
Charleston with FW. B.z)gler and other friends in Berlin, while Mattern had to stay in
Magdeburg.**® Only around 1926 did the younger Bogler decide to concentrate on g
career as painter.®®' In 1929 he retreated onto the Kniill Mountain in Western Hesse,

where he joined the Willingshausen Painters® Colony, spending his full time Painting

526 ‘In the November issue of Keramische Zeitung there is an article about gardens etc. with Bogler’s
works at Dresden.’ (‘/m Novemberheft der keramischen Zeitung ist ein Aufsatz iiber Gérten u.s f miz
Boglers Arbeiten in Dresden’) Letter Mattern to Hammerbacher (without no.), 13/12/1926, EHH,

5§27 Letters from Matiern to Hammerbacher, EHH: (without no.), 26/01/1927; (without no.), 05/04/] 927

528 If not stated otherwise, as reference for the information on F. W. Bogler see: G. Meifiner et. al,

(eds), AKL (1995) vol. 12, p. 259.

$29 Like other Bauhaus artists, Bogler was known to wear the traditional Russian Kosovorotka, see:
EHH, letter Mattern to Hammerbacher (no no.), 27/12/1926 (postal stamp), Cf.: Friedrich Wilhelm
Bogler, Ein Kilnstlerleben zwischen Bauhaus und Neuer Sachlichkeit, ed. by Stidtische Wessanberg
Galerie Konstanz, exhibition catalogue (12th of October until the 24th of November 2002), p. 1],

530 EHH, letter Mattern to Hammerbacher (no no.), 10/02/1927.

$31 *Today, Bogler wrote me his first letter for a long time — he now properly feels entirely a painter —
he starts his first properly commissioned portrait — continues to paint water and anything he
encounters, You have to get to know him better - to see what the chap is capable of.’ (‘Bogler
schrieb mir heut seit langem den ersten Brief — er fihlt sich jetzt ganz richtig als Maler — er beginy,,
Jjetzt sein erstes richtig bestelltes Portrait — malt weiter Wasser und alles was ihm begegnet. Du

mupt ihn auch noch genauer kennen lernen — um mal zu sehen was der Kerl kann.’) Letter Mattern

to Hammerbacher (no. 26-4), 05/11/1926, EHH.
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the surrounding countryside. His style has been described — also by Mattern himself
- as halfway between Expressionism and Neue Sachlichkeit (New Objectivity).? In
Mattern’s Bavarian farmhouse there is a painted wardrobe — in a traditional form,
with doors depicting two single standing people, a maﬁ and a woman dressed in
simple colourful worker’s clothes — as well as at least one water colour painting from
1940 (Fig. 75). Although his painting has not yet reached a wider audience, F.W.
Bogler’s involvement in the Bauhaus theatre has secured him a little place in art
history: he is recognised aé the maker (though not the designer) of the unusual
costumes for the famous ‘Mechanical Ballet” by Kurt Schmidt —, and he is often
mentioned as member of Schlemmer’s theatre class, having produced his own piece
Rokokokokotte (‘Rococo Coquette’) in 1924 (Fig. 76).** He was conscripted in 1940
and later wounded, then died of pneumonia in 1945 in a military hospital at the
Austrian town Zell am See. To Mattern he meant a lot; admired for his skills and his
extravagant character. Also, Mattern’s love of art resonated in his perception of the

friend’s work. At the end of 1926 he wrote to Hammerbacher:

[...] I was surprised, the lad has found to himself now and he will surely make it. You
have to get to know each other now, but most importantly I want you to judge his work. I
believe he is amongst the best painters at this moment — yes, just you laugh about my
optimism - it is surprising indeed. Objective ~ but not [Otto] Dix — with the machine-
likeness rather similar to one of the old Italians, with the superiority over that which

stands behind it (the face).’*

532 A first retrospective of his life and work has been shown by the Stidtische Wessenberg Galerie
Konstanz at the end of 2002, see fn 527,

533 The costumes were geometric shapes cut out of cardboard, painted in basic colours, and joined by
flexible hinges, which were to cover the performers’ bodies. Josef StraBer, S0 Bawhaus icons you
should know (Munich/New York: Prestel, 2009), p. 67 [?). Compare: G. Meifiner et. al. (eds), AKL
(1995) vol. 12, p. 259.

534 *[...) ich hab gestaunt, der Junge hat sich nun gefunden und er schafft’s bestimmt. Ihr mift Euch

nun kennen lernen, am meisten liegt mir daran, daf8 Du seine Arbeiten beurteilst. Ich glaub er ist
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The Boglers provided Mattern with a direct, early connection to the art world. In
letters Mattern mentioned wanting to ask them more questions about the Bauhaus,
but their role was merely to cement an affinity that had been there long before, ang

which Mattern cherished by different means.

Gropius, Schlemmer and the Weimar Bauhaus: Far East vs. America
The most recognisable consequence of Mattern’s personal experience of, and
identification with, the Bauhaus may be found less in his design practice than in his
teaching (compare chapter 1I-1). Relevant for the biographical part, from information
handed down from visits to the Bauhaus, has been the meeting with Walter Gropius,
who offered Mattern ﬁjéb in his office for architecture. When Mattern demurred he hagd
not yet finished his formal education, Gropius played down the young man’s lack of
experience, arguing that the design of gardens did not necessarily require a specific
education at a college. Mattern, who with othgrs fought' fjor the introduction of an
academic curriculum for his discipline at University level, was so annoyed by Gropius®g
apparent lack of respect for Mattern’s profession that he rejected the job offer - so the
hard to verify anecdote goes.*** Mattern was interested in Gropius’ thinking and

discussed this with Hammerbacher, but he also ridiculed the architect’s ways:

i will now write everything in lower case like gropius, dessau. ‘we cannot speak in

einer der besten Maler mit zur Zeit - ja lach tiber Optimismus — es ist tatsdchlich tiberraschend,
Sachlich - aber nicht Dix ~ mit der Maschinenhaftigkeit eher einem der alten ltaliener Ghnlich mi,
der Uberlegenheit iiber das was dahinter steht (dem Gesichy).’ Letter from Mattern to
Hammerbacher (without no.), 27/12/1926, EHH.

$35 Vroni Heinrich, personal communication, 22/02/2007. See also: ‘Hermann Matiern: Leben und
Werk®, in Kontinuitdt oder Briiche? Werkstauberichte zur Landespflege in der Nachkriegszeit, ed by
Christoph Valentien, series Schriftenreihe des Lehrstuhls fir Landschaftsarchitektur & Entwerfen dey
Technischen Universitit Minchen, 2 (Minchen: Technische Universitt Minchen, 1996), pp. 59-85
(63). Why and at what occasion Gropius would offer an unknown student like Mattern a job, is not

part of the story.
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Capitals, thus we cannot write in Capitals either — ways to the new objectivity.” **¢
Apart from Gropius, the other Bauhaus influence came from Oskar Schlemmer, whose
theatre class Mattern attended — at a rehearsal getting the chance to cover for a student
who had fallen sick (Fig. 77).*” Mattern’s love for the theatre lasted his entire life, and
in his student days in Berlin he had worked as an extra on film or theatre sets (not
specified).”® The affinities between Mattern and Schlemmer must have been strong, for
in Mattern’s private estate is a undated handwritten, very personal poem written by the
artist, entitled Der Verriickte (‘The Madman’), in which he gave expression to an
alarmingly depressed mind. The wall painting in Mattern’s house originated in 1937,
when Schlemmer’s work was already proscribed by the National Socialists as
‘degenerate art’.**® Mattern’s private collection of Schlemmer paintings, prints and
books suggests that he really identified with the artist’s work.*®

Schlemmer represents a peculiarity in Modernist German art, which may shed light
on Mattern’s oscillating standing towards the modern movement, too. With his
figurative motives, his search for a ‘new classicism’ and through his strong involvement
with the third dimension Schlemmer stood somewhat outside the general artistic trends.

Space was addressed less through sculpture than through theatre design, theatre script

536 ‘werde jetzt mal alles klein schreiben wie gropius, dessau. “wir kénnen nicht Grof sprechen, kénnen
also auch nicht Grof schreiben — wege zur neuen sachlichkeit.™ Letter from Mattern to
Hammerbacher, 26/2, 30/09/1926, EHH.

537 Raimund Harms, personal communication, 26/02/2007.
538 Ibid.; Letter from Mattern to Hammerbacher (without no.), 09/05/1927, EHH.

539 Zur Nedden (then under the nam Maltusch) told a journalist years later, that Hans Scharoun had
asked them if they could do something to help the artist. He then was asked to create a work in their
house at Potddam-Bomim — since 2007 restored family property. It still exists and is one of
Schlemmer’s last artistic works. (Beate Maltusch in an interview with the Mannheimer Morgenpost
(7}, 24/11/1988).

540 Poelzig, Endell, Moll und die Breslauer Kunstakademie 1911-1932, ed. by Akademie der Kilnste and
Stadtisches Museum Mitlheim a. d. Ruhr, exhibition catalogue (Berlin: Briider Hartmann, 1965) p. 4, 100.
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writing, and wall painting (Fig. 78). In particular his Bauhaus ballets and his wall
paintings are his original contribution to the modemist art of the 1920s, despite his
painterly oeuvre being rather under-explored and under-received.**! Schlemmer’s
published letters to his best friend, the Swiss abstract painter Otto Meyer-Amden, a]]ow

for a deep insight into the atmosphere at the Bauhaus and Weimar Gennany genérally;

[...] [Johannes] Itten wants the talent, which is formed in the quiet, Gropius the character
in the stream of the world (and the talent as well).

The result of the first is that little remains visible [...}, in addition a lot of talk aboyt
the work and its preconditions. The result of the second, superficiality, business absorbing
even those few things of the quiet that have come into view. This duality seems a very
fundamental thing in the Germany of today. On the one hand the invasion of Eastern

‘culture, the India cult, also the back-to-nature of the Wandervogel movement and 6thers;
settlement, vegetarianism, tolstoyism, reaction to war — on the other hand americanism,
progress, engineering marvels and invention, metropolis. Gropius and Itten are the typica]
representatives, and 1 have to say 1 find myself happily-sad halfway between. I affirm both
or I wish the interpenctration of one with the other. Or are progress (expansion) and self.
fulfilment (concentration) really two different directions, which practically exclude one

another, and are thus not possible at the same time?**?

541 This is due 1o a Jegal fight between the heirs to his ceuvre, which was more or less resolved only
recently. Due 1o a statute of limitation that granted the heirs the publication rights, little substantjg]
research has been published in recent years. The first mayor exhibition of Schlemmer works wil] be

staged on the occasion of the Large State Exhibition 2014 at the Staatsgalerie Stuttgart, 21/11/2014___

06/04/2015. hitp://www.spiegel.de/spiegel/print/d-56756392.html (last accessed 18/07/2014);
hitp://www.stantsgalerie.de/ausstellung_e/vorabinfo.php?id=106 (last accessed 18/07/2014).

542 ‘[...} Itten will das Talent, dass in der Stille sich bildet, Gropius den Charakter in dem Strom der
Welt (und das Talent dazu), Die Folge des Ersteren ist: wenig Sichtbares [...}, viel Reden iiber die
Arbeit und die Vorausseizungen dazu. Die andere Folge: Oberflichlichkeit, Geschdftigkeit gar, mj,
dem wenig sichtbar Gewordenen der Stillen. Dies Zweierlei scheint mir ein sehr Prinzipielles im
heutigen Deutschland. Einerseits der Einbruch der &stlichen Kultur, Indienkult, auch das Zuriick z,,,.
Natur der Wandervogelbewegung und anderem, Siedlung Vegetarismus, Tolstoiismus, Reaktion ayf
Krieg — andererseits Amerikanismus, Fortschritt, Wunder der Technik und Erfindung, Grofstad.

Gropius und Itten sind die typischen Vertreter, und ich muf sagen, ich finde mich wieder einmal


http://www.spiegel.de/snicgcl/print/d-56756392.html
http://www.staatscalerie.de/ausstellung_c/vorabinfo.Dhp?idJ106
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Did Mattern identify with Schlemmer, because he felt the same? In him, too, we find
both tendencies united. Apart from the obvious (Wandervogel, spirituality), Mattern
also was fascinated with Far-Eastern culture. During his stay at Magdeburg, he
referred several times to a book on Balinese traditions (Figures 79-81), which highly

inspired him:**

I would almost like to claim that the purely artistic does not express that which is
comprehensible on a purely sensory level. At the moment the sacrificial offerings of the Bali
people (in the Bali book) come to mind, which present such chéllenges to the internal (of the
the observer) without telling him anything. This way partly Klee, and more so Kandinsky
become clear to me, at least in their ways (without meaning to present them as examples).

All the rest today may be applied arts [or: commercial].**

He also was keen to get hold of Marie-Luise Gothein’s book on Indian gardens as

soon as it was published in 1926, and at least in the 1930s he read classic Chinese

gliicklich-ungliicklich in der Mitten. Ich bejahe beides oder wiinsche doch die Durchdringung des
Einen durch das Andere. Oder sind Fortschritt (Erweiterung) und Selbstverwirklichung (Vertiefung)
wirklich zwei verschiedene Richtungen, die sich praktisch ausschliefen, also nicht gleichzeitig
méglich?* Letter by Schlemmer to Meyer-Amden, Weimar, 07/12/1921, in: Oskar Schlemmer,
Idealist der Form: Briefe, Tagebiicher, Schrifien 1912-1943, ed. by Andreas Hilnecke (Leipzig:
Reclam, 1990), p. 82. I am indebted to Raman Schlemmer for drawing my attention to this quote at
his reading (‘Raman liest Oskar’) at Deutsche Bank Kunsthalle, Berlin, 27/02/2014.

543 This book, identified through Matten’s quote from it, was a volume of documentary photographs
today attributed a certain significance as expression of exoticism, by the medical doctor Gregor
Krause, accompanied with words by the art historian Karl With: Gregor Krause, Bali, 2 vols (vol. I;
‘Land und Volk’, vol. II *T#nze, Tempel Feste’) (Hagen: Folkwang, 1920, re-published as 1 vol. in
1926 by G. Miiller, Munich). See the letters by Mattemn to Hammerbacher, no. 26/2 (30/09/1926),
no. 26/4 (03/10/1926) and (without no.) from 20/04/1927 (postal stamp), EHH.

544 ‘So mdchte ich fast behaupten, daf ganz rein kilnstlerisches iiberhaupt nicht so rein sinnlich
JaBbares ausdriickt. Im Augenblick fallen mir die Opfergaben der Balileute ein (im Balibuch) die
dermaflen Anforderungen an das Innere stellen (dem Beschauer), ohne ihm etwas zu erzéhlen. Mir
wird so teilweise Klee, noch stdrker Kandinsky klar, wenigstens in der Art. (ohne hiermit sie als
Beispiele hinzustellen). Alles andere heutige mag Gewerbe sein.’ Letter by Mattem to

Hammerbacher, no. 26/4, 03/10/1926 (written at 6 a.m.), EHH.
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novels, such as The Dream of the Red Chamber (Cdo Xu¥qin, first printed in 1791),
which dealt amongst other things with the creation of a garden.**® Hiring’s and
Scharoun’s interest in Chinese architecture has to be considered, inspired by the
research of Ernst Boerschmann (1873-1949), on whose famous book on China of
1922 Kandinsky drew when devising exercises for his Bauhaus classes,*s Migge
drew from traditional Chinese agriculture the use of human faeces for fertilisation,
inspired by his friend Camillo Schneider’s travel reports from China‘ -~ who was algg
cl‘ose to Foerster.**” In later decades, Mattern’s interest in Japan grew. In 1952 he
wrote an article about the new edition of the seminal book on Japanese architecture
by Tetsuro Yoshida (1894-1956), first published in 1935, concluding that in Japanese
architecture ‘the functi.c;nalist steps in front of the formal, the everyday in front of the
monumental’ (Fig. 82).*® In 1956 his wife wrote an extensive comparative review of

Yoshida’s Das Japanische Wohnhaus (1" edn 1935 by Wasmuth, Berlin), ‘which haq

545 Letters from Mattern to Hammerbacher (without no.), 18/02/1927 and 20/04/1927, EHH. The book
referred'to is: Marie-Luise Gothein, Indische Gdrten (Miinchen: Drei Masken, 1926). For Matter’g

interest in Chinese novels see: V. Heinrich, Hermann Mattern (2013), p. 382,

546 Peter Blundell-Jones, ‘The lure of the Orient: Scharoun and Hiring's East-West connections’,
Architectural Research Quarterly, 12, 01 (2008), 29-42; Emst Boerschmann, Baukunst und
Landschaft in China: eine Reise durch zwdlf Provinzen (Berlin: Wasmuth, 1923). Kandisky’s use of
Boerschmann's photographs was presented at a recent exhibition at the bauhaus archive Berlin,
*Vassily Kandinsky: Teaching at the Bauhaus’ (25.06.-08.09.2014), cf. the exhibition catalogue:
Vassily Kandinsky: Teaching at the Bauhaus (Engl. edn), ed. by Magdalena Droste and Bauhaus-
Archiv Berlin (Berlin: Bauhaus-Archiv Museum fiir Gestaltung, 2014).

547 Jurgen v. ReuB, ‘Leberecht Migge - Spartakus in Griin’, in Leberecht Migge 1881~1935:
Gartenkultur des 20. Jahrhunderts, ed. by Fachbereich Stadt und Landschafisplanung der
Gesamthochschule Kassel (Worpswede: Worpsweder Verlag, 1981), pp. 10-32 (21); Klaus Stadtle,’
‘Die ldee des neuen Gartens - Pflanze und Technik’, in Leberecht Migge 1881-1935, ed. by
Fachbereich Stadt und Landschafisplanung der Gesamthochschule Kassel (1981), pp. 72-6 (73). Cf.
David Haney, When Modern was Green: Life and Work of landscape architect Leberecht Migge

(New York: Routledge, 2010) p. 108.

548 Tetsuro Yoshida, Japanische Architektur (Tubingen: Wasmuth, 1952); Hermann Mattern, ‘Das
Wohnen und Gartnern in Japan®, Pflanze und Garten, 06, 09 (1953), 9-12. Cf.: H. 8. Kim, ‘Cross.
Current Contribution: A Study on East Asian Influence on Modern Architecture in Europe’,

Architectural Review, 11, 2 (2009), 5-18.
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for 10 years been out of stock’, and Robert Winkler’s Das Haus des Architekten,
discussing images from Yoshida’s bo;)k and Japanese and Japanese-inspired
architecture from Winkler’s, such as Kenzo Tange’s private house of 1953.5° The key
concept of zur Nedden’s article was ‘interpenetration’ (‘Durchdringung’) — ‘of the
landscape with the garden, garden with house, the rooms with each other and in many
cases the floors one above the other’.** For a journal vfocusing in great parts on
garden plants such contributions strike the reader as peculiar. During the 1960s
Mattern and his daughter Merete also worked on projects with the Chinese architect
Chen Kuen Lee (1915-2003), who had collaborated with Poelzig, Héring,
Boerschmann and Scharoun, amongst other in the context of the projected
establishment of a Chinese Werkbund.**! During that decade Mattern was also once
more inspired by Japan, when in 1965 he travelled there and held lectures at the
universities of Kyoto and Tokyo. The same year he held several lectures in Germany
about Zen-Buddhism, Japanese Art and the tea ceremony,**? and in 1966 he spoke
about Japanese gardens at the University of Newcastle, where he was invited by
Brian Hackett.**> Mattern invited three Japanese garden design academics to Berlin
as visiting professors: Seihei Kato (University of Tokyo, 1962), Ayaakira Okazaki
(Kyoto, 1964), and Mitsuo Yokohama (University of Tokyo, 1965).%** To be sure,

Bali, China, and Japan should not be painted with the same brush, and nor do the

549 Beate zur Nedden, *Von der Kunst zu Wohnen. Uber die Biicher von Tetsuro Yoshida: Das
japanische Wohnhaus, Verlag: Emst Wasmuth, Tibingen, Preis 32,~ DM; Robert Winkler: Das Haus
des Architekten, Verlag: Girsberger, Ziirich, Preis 38,- DM’, Pflanze und Garten, 7 (1956), 140-3,

550 B. zur Nedden, ‘Von der Kunst zu Wohnen’, Pflanze und Garten, 7 (1956), 140-3 (140).

551 P. Blundell-Jones, ‘The lure of the Orient’, Architectural Research Quarterly, 12, 01 (2008), 29-42
(for the Werkbund idea see p. 31).

552 V. Heinrich, Hermann Mattern (2013), pp. 68, 427.

553 An excerpt of the lecture manuscript is presented in: V, Heinrich, Hermann Mattern (2013), pp. 91-2,

554 See the guest book of his professorial chair at the University Archive of Technische Universitit
Berlin, EHM.
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mentioned references all represent Eastern mysticism and inward-focussing ‘self-

fulfilment’, as referred to by Schlemmer. However, the way Mattern referred to them

shows his search for symbolism, performative qualities and ‘content’ through rituals

in architecture as opposed to ‘pure’ form and construction, as well as his general

interest in other cultures’ life forms.

Mattern was also open to American culture, enjoying his nights out dancing the

Charleston. He seriously considered emigrating to the States in the early 1920s, but with

his strong progressivist sense he became estranged by what in an exhibition at Magdeburg

in 1926 he perceived as a superficial and consumerist culture:

Yesterday I went to see the America exhibition — what they are building nowadays is simply
enough to make one p... From the first moment I felt completely freed from [the interest inj |
America, as even their best [architects] are below 6(11‘ average ones, Wright is a fantasist, but
a bad one. His objectivity is almost bluff — at first I was furious, and then I found Ehrhardt
[his colleague], and together with him I was able to have a decent laugh. The only thing
behind it is technology and money - and because [money] stands behind it, the people don’t
succeed in gathering their wits, they don’; achieve clarity. Everyone is stuck in their
romantic travel memories or the heritage of their homeland, which they don’t know how to

translate clearly enough into their situation.®*

555

‘Gestern war ich in der Amerikaschau — einfach zum k... ist das Zeug was die heute bauen, ich
glaubte mich im ersten Augenblick ganz von Amerika befreit, denn selbst die Besten stehen unter
unserem Durchschnitt, Wright ein Phantast, aber ein schlechter. Seine Sachlichkeit ist fast Bluff —
zuerst hatte ich Wut und dann fand ich Ehrhardt, mit hab ich noch tichtig lachen kdnnen. Das
einzige ist Technik und Geld was dahinter sitzt — und weil es [an arrow indicates that ‘Geld” is
meant] dahinter sitzt, kommen die Menschen nicht zur Besinnung, zur Klarheit. Ein jeder steckt in
seinen romantischen Reiseerinnerungen oder heimatlichen Vererbungen, die sie nicht in ihre
Verhdltnisse klar genug iibersetzen kdnnen.’ Ibid. Soon later he wrote: “What you hinted at today
concerning [the architect Adolf] Rading will surely be to my liking, and should be close to anyone
who truly lives in our times. At the same time one should not blindly accept everything as good. I
think especially of Wright, who is almost presented as the father figure of our building, while in my
view he is far away from that, as I find he is straining a lot after effect.’ (‘Was Du heut von Rading
andeutetest liegt mir sicher und mifte ja einem jeden in unserer Zeit voll lebenden nahe liegen.

Dabei darf man auch nicht blind alles fiir gut hinnehmen. Da denk ich besonders an Wright, den
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Such confessions, together with his distance from pure constructivism and his
striving for the organic, may help to locate Mattern’s position within the modern
movement (in later decades he would change his mind about Wright, who became
one of his favourite architects). Schlemmer’s wall painting at Mattern’s Bornim
home, coincidently or not, corresponded to thoughts that Mattern himself had
pondered over in one of the letters some ten years earlier, with regard to his creative
work: ‘Spirit as the synthesis of feeling and reason? I see it as a third, which can join
with each, and which each can lack.’”i6 Schlemmer’s mural depicts three overlaid
human figures representing the body, the soul/spirit (emotion) and the mind

(reason/cognition) (Figures 83, 84).%7

Modern and romantic: Mattern’s reception of literature and art
Mattern read much and consumed books quickly. Reading meant so much to him that
he would read a book twice if it inspired him, or if he did not understand it well and
had the feeling there was more to get out of it. His choice of authors reflects a taste
that may show why he later moved so close to Karl Foerster. Amongst the works he
enjoyed he mentioned Gogol’s Taras Bulba (‘[...] it is one of the few books that I
was occupied with as a boy’**®) — the edition was illustrated with woodblock prints
by Karl Réssing (1897-1987), which he admired greatly. He also read novels by
Gustav Meyrinck, Jean Paul, Marcel Proust, Stendhal and August Strindberg, One of

his most cherished possessions was Frans Masereel’s graphic novel Mein

man fast als den Vater unseres bauens hinstellt, dabei steht er meiner Ansicht nach weit davon ab,
da er mir sehr effekthaschend vorkommt.") Letter from Mattern to Hammerbacher, (without no.,
15/02/1927, EHH.

556 Ibid., p. 23

557 Oskar Schlemmer: Wand - Bild, Bild - Wand, ed. by Stidtische Kunsthalle Mannheim, exh. cat.
(Elztal: Appel, 1988), p. 106. )

558 Letter from Mattern to Hammerbacher (no. 26-19), 27/11/1926, EHH.
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Stundenbuch (‘My Book of Hours’, 1 edn 1919, published in Germany 1920, then
followed in 1926 by an edition with an introduction by Thomas Mann), which once
more points to his strong reception of woodblock prints and their possible inﬂuencc
on his postwar, angular, almost woodcut-like design vocabulary (Figures 85, 86). At
the suggestion of Hammerbacher he also read Honoré de Balzac, Stefan George and
Luigi Pirandello. He did not merely mention books, but discussed sophisticatedly a
writer’s style. Jean Paul’s Hesperus oder 45 Hundposttage (1795), which he read in
those days, is one of the most emotive novels, abstrusely variedband seemingly
disjointed, written in a language that today appears grotesquely sentimental, but

| considered a work of great literary art.*** Contemporary critics were mainly
enraptured; Johann Gottfried Herder, after reading some pages of it, claimed to be
incapable of work for two days. The writing of Jean Paul (born Johann Paul Friedrich
Richter) — to whom Mattern claimed to be ‘fleeing’ from ‘her’ Stefan George — thus
can be seen as representing Mattern’s most romantic side. He loved the writer ‘for his
richness, his exaggeratedness’, and he explained, probably in fesponse to a critique
by Hammerbacher: ‘Not exorbitance and wealth of variants, but introspective

fullness I see in his tapeworm-long sentences.’**® He then drew a line to questions of

5§59 Letters from Mattern to Hammerbacher (without no.), 31/01/1927 and 07/02/1927, EHH. Jean Pau)
is the pen name of Johann Paul Friedrich Richter (1763-1825), one of the most famous German
enlightenment authors, who is known for his romantic, diffluent style and labyrinthine, richly ironic
plots, cf.: Encyclopedia of the romantic era: 1760-1850, ed. by Christopher John Murray, 2 vols
(New York and London: Fitzroy Dearborn, 2004), II, pp. 853—4. Jean Paul’s Hesperus, oder 45
Hundsposttage: Eine Biographie (Berlin: 1795) was the romantic author’s most sentimental story
and the most celebrated novel since Goethe’s Werther of 1774, adored by Herder and respected by
Schiller and Goethe. Stefan George in 1896 wrote a hymn to the then forgotten Jean Paul (Lobrede
auf Jean Paul) inspired by this very novel, see: Walter Killy, Killy Literaturlexikon: Autoren und
Werke deutscher Sprache(vol. 9 ‘Ore-Roq’) (Gutersloh et. al.: Bertelsmann-Lexikon-Verlag, 1991),
p. 4409,

560 Letters from Mattern to Hammerbacher, without no./no date (written between 12/11/ and
14/11/1926), EHH.
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design, transferring stylistic characteristics he observed in literature to visual

aesthetic categories:

With [Adolf] Haag’s emphasis 1 say ‘I love him’ because of his fullness and the richness of
his exaggeratedness. Here, too, it is the opposites, which you already alleged in relation to
painting. [...] The whole thing can only speak through the individual, and come iﬁto being
through the individual. When this individual possesses a conciseness and definition, and if
it is essential, then even if many elements are strung together or intertwined — it creates an
entity. In another case it may stand alone (the individual) and still be an entity. [This is}

still not very clear, but maybe you can imagine how I mean it [...]. With this I wanted to

say that good multiplicity and good simplicity are not far apart.’!

Beside his interest in literature and great love for nature, Mattern was passionate

about modern art. Through the Bogler brothers and later through his friendship with

the

the

families of Oskar Moll, Ferdinand Méller and others he had some contact with

art scene, and it is probable that he had met Kandinsky, Klee and other teachers

in person when he visited the Bauhaus in the early 1920s.**2 Then there were the less

PR

innovative painters surrounding Karl Foerster, such as Sigward Sprotte (1913-2004),

Ludwig Bartning (1869-1956, older brother of the architect Otto) and Mattern’s

brother-in-law Henner Rése (Fig. 87).

561

562

*Mit Haags Betonung sage ich “ich liebe ihn" wegen seiner Fillle seines Reichtums seiner
Ubertriebenheit. Nicht Maplosigkeit und Variantentum, sondern innerliche Gefiilltheit sehe ich in
seinem Bandwurm-langen Sdtzen. Auch hier sind es die Gegensdtze, die Du schon mit der Malerei
anfiihrtest. [...] Das Ganze kann nur durch das Einzelne sprechen. und durch das Einzelne werden.
Hat dies Einzelne eine Knappheit und Umrissenheit und ist wesentlich, so kann noch so viel
aneinander gereiht sein oder ineinander greifen — es schafft ein Ganzes. Beim andern kann es allein
(das Einzelne) stehen und ist trotzdem ein Ganzes. Unklar immer noch, aber vielleicht kannst Du
Dir noch hinzudenken wie ich das meine {...]. Sagen wollte ich damit, daf gute Vielheit und gute
Einfachheit sich ganz nahe stehen.’ Ibid.

Mattern’s connections to the art scene will be illustrated further in the following chapters, in
particular II-f,
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One of Mattern’s favourite pastimes was to visit art exhibitions. While little
impressed by absolute geometrical abstraction, he identified himself more with
naturalistic sculpture (Kurt Harald Isenstein is noted), and above all with the emotive
earlier Expressionism of Die Briicke and other German painters and sculptors, who
stood under the influence of the Fauves, Art Nouveau and African and South Sea
sculpture.®®® They sought for models of ‘original® artistic expression in ‘primitive
art’, and Mattern’s occupation with Karl With’s writing on Balinese art, for example,
corresponded dirg.:'ctly to the interest of the Expressionists some fifteen years ealier.64
Mattern’s letters suggest an intensive preoccupation with this currg:nt in art. In
particular he liked the nature celebrafing watercolours in Erich Heckel’s wdrk and
woodblock prints, for example those by Emst Ludwig Kirchner and Masereel. An
important connection between Mattern and Expressionist art is personified in his
friend Ferdinand Méller, one of the most important promoters of Expressionism.%¢
Comparisons between Expressionist paintings and Mattern’s work indeed reveal
some commonalities. Accordingly, for an understanding of Mattern’s ceuvre a look at
the phenomenon described as Expressionism is vital. But we will steer clear of so-
called Expressionist architecture, as the application of the term to architecture raises

difficulties, and, the way it has been used for the organic functionalists (in particular

563 Letter from Mattern to Hammerbacher (no. 26-19), 22/12/1926, EHH. The Jewish artist Isenstein,
who continued his career after 1933 in Denmark, was connected to the realistic tradition, see: G.
Meiflner et. al. (eds), AKL (1995) vol. 76 (‘Band 76 Hunzinger-1za"), pp. 428-9 (428). Magdeburg
experienced the first exhibition of Expressionist art in 1926, the year that Mattern spent there: Peter
W. Guenther, ‘Die Kiinstlergruppen: Ziele, Rhetorik, Echo’ in: Stephanie Barron (ed.),
Expressionismus. Die zweite Generation 1915-1925 (German edition of German Expressionism
1915-1925. The Second Generation), exhibition catalogue LA Country Museum of Art (USA) in
collaboration with Kunstmuseum Disseldorf and Staatliche Galerie Moritzburg Halle (Prestel:

Minchen, 1989), pp. 103-20 (106).

564 Lexikon der Kunst (Architektur, Bildende Kunst, Angewandte Kunst, Industrieformgestaltung,
Kunsttheorie), ed. by Harald Olbrich, 7 vols (Leipzig: E. Z. Seemann, 1987-1994, repr. 2004), II, p.
406.

565 See the page ‘Establishment and goals’ on website of the Ferdinand-Méller Foundation:

- -Sti de/en/, ndung aufgaben/index. html.
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Scharoun) has contributed to persisting misconceptions.**® Often it has been
discussed as an architectural style, while Expressionism in art cannot be narrowed
down to a style.

With its complete disconnection from traditionai forms of representation as
practised in the academic art in Western culture, Expressionism was one of the
greatest ruptures of modern art. For some it marked the true departure of Modernism.
Despite occasional claims of Expressionism being the one original German
contribution in art to classical Modernism, there were strong intemational inﬂuenccs,
for example from Van Gogh, Edvard Munch or the Nabis.’*’ Characteristic was the
break with the securely established Impressionism — especially with regard to its
widely commissioned tame Prussian variant —, in favour of a further abstraction to
engage with ‘those who enjoy art’ individually, on a foremost ‘internal’, emotional
channel of communication — including the dark, negative, ugly aspects of war and the
modernised society.*®® Thanks to its interrelation with the youth cult of the anti-
authoritarian cultural reform movements, it shaped the language, the thinking and
thus the creative production of many of those who grew up in the first two decades of
the 20th Century. As with the French Cubists and Fauves, the common aim of

German Expressionist art was the destruction of form. The specific aspect of German

566 The classical treatise on the influence of Expressionism in architecture is: Wolfgang Pehnt, Die
Architektur des Expressionismus, rev. and expand. edn (Stuttgart: Hatje, 1998). Still in 2000, Nicolai
has “corrected” Behne’s use of the term ‘functionalists’ (as applied to Hiring, Rading and Scharoun)
by stating that with this Behne referred to ‘the organic direction within Expressionsm’, see: Bernd
Nicolai, ‘Der “Modeme Zweckbau” und die Architekturkritik Adolf Behnes’, in Adolf Behne: Essays
zu seiner Kunst- und Architektur-Kritik, ed. by Magdalena Bushart (Berlin: Gebritder Mann, 2000),
pp. 173-95 (185). Cf. Woudstra’s and Blundell-Jones’ sarcastic summary of Pevner’s judgment of
Erich Mendelsohn as Expressionist: *[...] and Expressionism meant silly shapes and self-indulgence:
it was almost a term of abuse.’, see: Jan Woudstra and Peter Blundell Jones, ‘Sbme Modermist
Houses and their Gardens®, Gartenkunst, 11, 1 (1999), 112-22 (112).

567 Dictionary of Art, ed. by Jane Turner, 34 vols (New York: Macmillan, 1996), 10, p. 693. Cf.:
Lexikon der Kunst, ed. by H. Olbrich, 7 vols (1987-1994, repr. 2004), II, pp. 405-7.

¢

568 Lexikon der Kunst, ed. by H. Olbrich, 7 vols (1987-1994, repr. 2004), II, p. 406.
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art has been presented as aiming for ‘strong emotive and mystical distortions’.**® To
contrast this with an alleged more ‘logical’ orientation of the Roman-influenced
world and a French focus on formal rather than psychological distortions may
represent an outdated perspective, but that position resonates with the contemporary
self-conception of German art as connected to irrationality, the ‘internal’, and the
subconscious.’” These qualities were not only relevant within an artistic field, as a
quote by Walther Schoenichen, a pioneer in nature conservation with a vlkisch
outlook, makes glear: according to him, nature reserves were necessary ‘in order to

keep alive and effective for our nation the emanation of irrational powers that well

up from our virgin home soil.’*"!

The beginning of Expressionism is usually seen in the founding date of the artists
association Briicke (‘Bridge’), in11905, at Dresden by the architectural students Ernst
Ludwig Kirchner, Fritz Bleyl, Erich Heckel and Karl Schmidt-Rottluff.*”> After the
disbandment of the group in 1913, most of its former members enjoyed immense
attention with their solo careers until the Nazis ostracised them as ‘degenerate art’
(entartete Kunst). Another, more loosely associated group of artists at the core of this

movement was Der Blaue Reiter (The Blue Rider), which emerged in Munich a few

569 Bernard S. Myers, Expressionism: A Generation in Revolt (Thames and Hudson: London, 1963), p. 9,

570 Cf: Ibid.

571 ‘[...} um die Emanation irrationaler Krifte, die dem jungfrdulichen Heimatboden entquillt, filr
unsere Nation lebendig und wirksam zu erhalten.” Walther Schoenichen, ‘Der Naturschutz im
nationalen Deutschland’, Volkischer Beobachter 25, 03 (1933), 2, quoted in: Gert Gréning and
Joachim Wolschke, ‘Naturschutz und Okologie im Nationalsozialismus®, Die Alte Stadt, 10, 01
(1983), 01-17.

572 Other famous members are Max Pechstein, who joined in 1906, and Otto Miiller, who joined in
1910. About the Briicke, cf.: Dictionary of Art, ed. by Jane Turner, 34 vols (New York: Macmillan,
1996), 10, p. 694; Lexikon der Kunst, ed. by H. Olbrich, 7 vols (2004), II, p. 406; and the website of

the Briicke Museum, Berlin, hitp://www bruecke-museum.de/bruccke htm (last accessed

26/09/2014).
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years before WWL*" In Germany those associated with it (Lyonel Feininger, Alexej
von Jawlensky, Wassilij Kandinsky, Paul Klee, August Macke, Franz Marc, Gabricle
Miinter and Marianne von Werefkin) belong to the most revered artists of the 20th
century. There were connections amongst different artist groups and associated
Sympathisers like the composer Arnold Schonberg, and there were highly influential
independents such as Oskar Kokoschka, Otto Pankok, or Christian Rohlfs, and the
sculptors Ernst Barlach, Rudolf Belling and Wilhelm Lehmbruck (Fig. 88).
Expressionism started out during the late Wilhelmine era, ‘as a rebellion against the
fraudulent representational art’ of its time, and ‘also against Impressionism’s ethical
“Neutralism’’, which was ‘considered insufficient’.’’* Soon the vivid life of Berlin
began to play a central role in the expressionist movement, when in 1911 the Briicke
moved here. Artists’ associations formed in connection with art journals, especially
Der Sturm (‘The Storm’) of Herwarth Walden and Die Aktion (‘The Action’) of Franz
Pfempfert, and ‘the intense exchange between plastic artists and authors’ added to the
capital’s significance in matters of contemporary art.’’* Besides the striving for new
forms of artistic expression, the Briicke is known for their pioneering idea of a new
way of life that included the practice of shared creative production under exposure to
the forces of nature. They spent much time outdoors, for example at Dangast on the
Baltic Sea coast, and later passed days together with their models at lakes near
Dresden, painting their companions naked in the natural surroundings — provocative

behaviour for those conservative times (Fig. 89, 90).°7 This initiative was part of

573 About Der Blaue Reiter, cf.: Dictionary of Art, ed. by J. Tumer, 34 vols (1996), 10, pp. 694-5;
Lexikon der Kunst, ed. by H. Olbrich, 7 vols (2004), II, p. 406; the website of the Stidtische Galerie

im Lenbachhaus, Munich, http://www.lenbachhaus.de/collection/the-blue-rider/introduction/?L=1
(last accessed 26/09/2014). ‘

574 Lexikon der Kunst, ed. by H. Olbrich, 7 vols (2004), 11, p. 406.

575 Ibid.

576 See, e.g.: Auf der Suche nach dem Urspriinglichen: Mensch und Natur im Werk von Otto Mueller
und den Kinstlern der Briicke, ed. by Magdalena M. Moeller, series Brilcke-Archiv Hefle, 21


http://www.1enbachhaus.de/co11ection/the-b1ue-rider/introduction/?L=l
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their search for a self-determined and ‘natural’ life, and this is a point where
Mattern’s affinity towards their art becomes particularly comprehensible, especially
considering the obvious parallels with the Youth Movement. After all, Mattern was a
trained gardener, a hiker, and a passionate nature enthusiast. He could vmarvel about a
bunch of blue Irises on his table and meditate about the seemingly incidental,

spontaneous beauty of Heckel’s flickering watercolours, suffused in light and colour:

Heckel is exhibiting here at the moment, I went to see it. Watercolours I lbve so much that
it made me sl;;xdder on entering the hall. People at the sea, in the forest, the more
fragmented the more finely were the lines restrained. Water, stones, glass — empathetic in
such a humanly affected way, as one can only be if one is completely modést. That’s why I
love these things so much — because they bring no reproach — seemingly so sketchy, thaf '

one thinks one could immediately start in a similar way. There was a vase with snapdragons

in pen and ink. With Ro[h]Ifs’ ﬂov;'ers — the most beautiful I have seen so far.’”’

Also his stressing of the necessity to create unaffected, ‘genuine’ designs was
probably directly influenced by Expressionism, not only in painting but also in

literature. The following description of a design of his illustrates the parallels:

It interlaces, bends, slots together, flows calmly, breaks off, translates itself and halts, At

one moment it converges smoothly, only to spill over vociferously at another. And yet [it

(Berlin: Briicke-Museum, 2004); Leopold Reidemeister, Kiinstler der Biicke an den Moritzburger
Seen 1909-1911: Ein Beitrag zur Kilnstlergruppe Briicke (Erich Heckel, Ernst Ludwig Kirchner,
Max Pechstein), (Berlin: Briicke-Museum, 1970).

S§77 ‘Heckel hat zur Zeit hier ausgestellt, den schaute ich mir an. Aquarelle lieb ich, daf8 es mich
schauerte als ich in den Saal kam. Menschen am Meer — im Wald, je mehr Fragment um so feiner
waren die Linien zurilckgehalten. Wasser, Steine, Gras — so menschlich befangen mitfiihlend, wie
man es nur kann wenn man ganz bescheiden ist. Darum lieb ich diese Sachen so sehr — weil sie
keinen Vorwurf bringen — scheinbar so studienhaft, daf man glaubt sofort &hnlich anfangen zu
kénnen. Da waren eine Vase mit Lowenmdulchen in Feder und Tusche. Mit Rolfs Blumen — die
schdnsten so ich bisher sah.” He is most probably referring to the painter Christian Rohlfs. Letter
from Mattern to Hammerbacher (without no.), 10/04/1927, EHH
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is] lucid, self-evident, clear, distributed, equated, and still vividly new.*”®

Affinities to Expressionism were widespread amongst those who did not identify
with the old hierarchical society of the Kaiserreich. The much-quoted manifesto of

the Briicke read:

Believing in development and in a new generation both of those who create and of those
who enjoy, we call all young people together, and as young people who carry the future in
us we want to wrest freedom for our gestures and for our lives from the older, comfortably
established forces. We claim as our own everyone who reproduces directly and without

falsification whatever it is that drives him to create.’”

Twenty years after the founding of the Briicke, Mattern felt still very connected to
this art, and the same is known of the slightly older generation of landscape
architects, such as Otto Valentien and Custav Allinger. Mattern ‘was also connected
personally to some artists related with Expressionism and his house holds some
interesting post-war works, for example by Otto Pankok (with a personal dedication
to ‘Prof. Mattern’) and by Theodor Werner.

Expressionism did not convey a specific political message and has never been
politically clear: the expressionist grandfnaster Emil Nolde for example — an

occasional guest at Mbller’s**® —, with his Nordic mysticism and staunch Anti-

578 ‘Es schachtelt, winkelt, fiigt sich, flieft ruhig weiter, bricht ab, tibersetzt sich und mach Halt. Geht
einmal ruhig ineinander, um mit Getdse ins andre diberzulaufen. Und doch klar, selbstverstéindlich
tibersichilich, verteilt, gleichgestellt und doch lebhaft neu.’ Letter from Mattern to Hammerbacher,
no. 26-9 (11 november 1926), EHH. About stylistic characteristics of literary Expressionism such as
strings of words, personification and objectification, see: Silvio Vietta and Hans-Georg Kemper,
Expressionismus, series Deutsche Literatur im 20. Jahrhundert, 3 (Minchen: Fihk, 1975), esp. pp.
30-81 (chapter 2.1 and 2.2).

579 Programme of Die Brilcke, quoted in Wolf-Dieter Dube, The Expressionists, transl. by Mary Whittall
(London: Thames & Hudson, 1972), p. 21.

580 Eberhard Roters, Galerie Ferdinand Moller: Die Geschichte einer Galerie fiilr Moderne Kunst in
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Semitism, embraced National Socialism before realising that the Nazis did not
appreciate his art.*®' At the end of WWI however Expressionism stood, as with the
early youth movement, mainly for a liberal weltanschauung and a criticism of the
Empire’s chauvinism.**? Also, the history of the reception of Expressionism is
complex and includes a period of uncritical reverence as ‘anti-Nazi’ art in both
German states after WWII, Some ambiguous facts have long been ovcrloqked, such
as the rigorous self-advertisement of the Briicke in strategically swinging away from
reference to South Sea and African art, when they felt this non-German connection
represented an impediment to their commercial success. They replaced this reference
| with alleged new-found connection to Germanic tradition, namely medieval
(‘Gothic;) woodblock printing.*®? In connection to this, Expressionism was at the
centre of a debate on German Modernism and was for a short while recruited as
representing volkisch values. In spring 1933, when the faction of influential Nazi
ideologue Alfred Rosenberg tried to gain power over Goebbels in the field of cultural
politics, young Nazis in Berlin protested against the reactionary positions that now -
gained the upper hand. Expressionism was seen by many as an original German
contribution to art, and Theodor Heuss, for example, hoped, that these young who

‘did not want reaction’, would prevail in the struggle within the Nazi party.*®* The

Detuschland 1917-1956, (Berlin: Gebrilder Mann, 1984), p. 84.

581 Bernard Fulda, ‘Emil Noldes Reaktion nach 1933 auf den Sieg der Traditionalisten’, unpublished
paper presented at the conference ‘Kiinstler im Nationalsozialismus — Die Universitit der Kilnste
fragt nach ihrer Geschichte im Kontext der Kunstentwicklung in Deuschland 1933-45°, Universit4t
der Kiinste Berlin, 03/11/2013.

582 Lexikon der Kunst, ed. by H. Olbrich, 7 vols (1987-1994, repr. 2004), 11, p. 406-7.

583 In an open lecture about Expressionism by art historian Magdalena Bushart, a specialist on
Expressionism. Briefly, about the (un)political ambitions of Expressionist artist, see also: Peter Gay,

Weimar Culture: The Outsider as Insider (1968), pp. 102-6.

' 584 Christian Saehrend, *“Die Briicke” als Staatskunst des Dritten Reichs? Die Kontroverse um den

Nordischen Expressionismus im Sommer 1933°, Newe Ziiricher Zeitung, 19 July 2003, available

online at; <hitp; /aktuell/startseite/articleSRZME- > (last accessed, v


http://www.nzz.ch/aktuell/startseite/article8RZME-1.279419
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National-Socialist Students’ League (Nationalsozialistischer Deutscher
Studentenbund) had organised an exhibition of thirty Expressionists to be shown in
the Galerie Ferdinand Méller. The accompanying catalogue described Moller as ‘for
more than 20 years consequent protagonist of exclusively German art’.’®® The main
activists in this initiative were Fritz Hippler, then a functionary in the NS Students’
League and later known for his aggressively antisemitic propaganda film ‘Der Ewige
Jude’ (‘The Eternal Jew’, 1940), and the artist Hans Weidemann, ‘a protégé of
Goebbels™.%*¢ Goebbels’ love of Expressionists like Edvard Munch and Nolde was no
secret.*®” As we know, the ractionaries won this conflict, as a result of which the
Expressionists, like many other modernist artists who had tried to sell their art as
‘essentially German’, such as Schlemmer, were outlawed.’®®

Expressionism had met its heyday before 1918, and afterwards experienced
inflation, although its influence on the development of German art was pervasive.**
During the .Weimar Republic the former protagonists of the movement developed a
more personal manner or changed their style. With teachers like Klee and Kandinsky,
the programme of the Blauer Reiter found its way into the artistic education at the
Bauhaus. Mattern’s preference for this current in art in the mid-1920s could be seen

as already behind its time, as it had become part of the art establishment, and a new

10/10/2014)
585 Ibid.
586 Ibid.
587 Ibid.

588 Cf.: Magdalena Droste, ‘Bauhaus-Maler im Nationalsozialismus: Anpassung, Selbstentfremdung,
Verweigerung’, in Bauhaus-Moderne im Nationalsozialismus, Zwischen Anbiederung und
Verfolgung, ed. by Winfried Nerdinger and Bauhaus-Archiv Berlin, (Miinchen: Prestel, 1993) pp.
113-41 (131-2).

589 Lexikon der Kunst, ed. by H. Olbrich, 7 vols (2004), II, p. 406-7; Dictionary of Art, ed. by J. Tumer,
34 vols (1996), 10, p. 696. ' '
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avant-garde had emerged known as Neue Sachlichkeit (New Objectivity).**® It is not
clear whether Mattern disliked the latter or whether Expressionism just offered him
more in regard to a possible transfer of ideas to the design of gardens. According to
Hartlaub, a campaigner of both Expressionism and Neue Sachlichkeit, Expressionism
stood for an atmosphere of hope and exuberance, in contrast to the resignation and
cynicism of the naturalism of Neue Sachlichkeit.**! For these reasons Expressionism
must have been much more natural for Mattern with his rather optimistic outlook. He
saw ab?stractidhdand appeal to the emotions as one of the highest qualities to aim for
in art; and abstrac;tion for him stood in opposition to pure constructivism (see below),
Mattern generally showed enthusiasm and a high spirit as a young professional in |
view of the decrepit structures of the ‘garden art’ of the older generation. In this
light, the boisterous, contrasty works of the Expressionists seem much more
compliant with his character than Neue Sachlichkeit with its cynical undertone and
its association with sobriety and disillusionment during the stabilisation phase of the
Weimar Rcpublic (Fig. 91). Also, formal abstraction for Mattern seemed to be
especially attractive when it depicted either an individual’s existence confronted with
life in the modern city, as in Masereel’s Stundenbuch, or, and above all, nature — the
central subject of many Expressionist works. While it usually invites criticism as
anachronistic to reduce a current in art to formal characteristics, some fascinating
stylistic parallels can be drawn with regard to Mattern’s postwar work, as a side-by-
side of a still from Robert Wiene’s style-forming film Das Kabinett des Dr. Caligari
(The Cabinet of Dr. Caligari, 1922) and the square at the Federal Garden Exhibition
1955 at Kassel suggests (Figures 92, 93). This must suffice to illustrate a probable
influence on Mattern’s personal use of forms by the art he had cherished as a young

man during the Weimar years,

590 Cf.: Peter Gay, Weimar Culture: The Outsider as Insider (New York: Harper & Row, 1968), p. 121;
Dictionary of Art, ed. by Jane Turner, 34 vols (New York: Macmillan, 1996), pp. 922-3.

591 P. Gay, Weimar Culture (1968), p. 122,
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Expressionism and garden art: a contemporary debate
In landscape architecture Expressionism was discussed intensely, at least after an
essay by Valentien had been published in Gartenkunst, in the March and April issues
of 1924.5°? As mentioned in the introduction, Valentienvwas a prominent alumnus of

vthe horticultural college in Dahlem and, being only three years older, acted as
Hammebacher’s superior at the Spaeth nursery’s design department. He was highly
regarded by colleagues and fellow students as an innovator. He was known for his
personal design style, which Mattern half respectfully, hélf ironically referred to as
‘Valentienoid’. Later in life Valentien gave up garden design completely to
.concentrate on painting.’*® While they were probably not close friehds, a life-long
Eonnection is documented by personal correspondence.

Valentien’s text appeared in two parts. The second was accompanied by little
unframed sketches of garden scenes, subtitled ‘Concerning the question “garden art
and graphics”, studies by Gustav Allinger’ (Fig. 94). These at first glance
entertaining drawings by one of the successful landscape architects of that time were
rather disappointing as unimaginative and populist imitations. Allinger combined the
agitated, crystalline composition style of the Briicke (expecially Heckel and
Kirchner) with shading in the manner of Jawlensky’s zigzag line (Fig. 95). These
naive illustrations were much criticised as mere reproduction of an established style,
and that style was precisely what Valentien was dismissing in his article as not part
of ‘the new’, of Expressionism. In Expressionism, for the first time in art, style was

rejected so that the personal could step into the foreground.***

592 O. Valentien, ‘Expressionismus und Gartenkunst’, Gartenkunst, 37, 2 (1924), 17-9 (part I) and 37, 3
(1924), 46-8 (part II).

593 The only publication about Valentien is: Irmgard Kaup, ‘Otto Valentien 1897-1987. Sein Wirken als
freischaffender Gartenarchitekt und Kiinstler’ (unpublished Diplomarbeit thesis at Weihenstephan
Polytechnical School, Dpt. of Landespflege, 1987).

594 O. Valentien, ‘Expressionismus und Gartenkunst’, Gartenkunst, 37, 3 (1924), 46-8 (46); O. |
Valentien, ‘Expressionismus und Gartenkunst’, Gartenkunst, 37, 2 (1924), 17-9 (18). .
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One of Valentien’s key terms was ‘the internal’ (‘das Innere’), which was to be
given expression — the central concept of Expressionism. Amongst the published
essays in a garden journals of that time Valentien’s was exceptional, in that it dealt
on a relatively high intellectual level (considering the focus group of garden
designers) and with a p\irely theoretical matter, something in those days referred to
as ‘vergeistigt’, ‘spiritualised’ (or ‘metaphysical’). This was again a s_ign of the
times, but Valentien also included some biting criticism and exposed a true artistic
open-mindedness. His pleadings are well written, with the exception of one clumsily
worded sentence, in which he equated the word Expressionism with ‘the New’, in
order to ‘protect us from complicated auxiliary explanations’ when trying to find a
German equivalent.**® He chose the term ‘the New’ because it represented for him the
key characteristic of Expressionism: a significant break with historical styles and
traditional compositional techniques. Only complete artistic freedom could create
important works of garden design. He acknowledged the fact that other trends, such
as Cubism, Futurism, and Dadaism, had at present taken over the lead in the visual
arts, but Expressionism he considered as a kind of superordinate term; the movement
had paved the way for all other Modernist ways of expression. At the same time,
Valentien admitted that an Expressionist style as known in painting, had not asserted
itself in the field of garden design — which he saw as due to it being an applied art;
the freedom to develop a purely aesthetic solution could not be the same. However,
the scale on which to measure ‘can and must only be the depth and honesty of the
creative’.’®*® According to Valentien, it was the creative process that had changed, and

‘the actual value lies in the process of formation of a work, not anymore in the latter

595 O. Valentien, ‘Expressionismus und Gartenkunst’, Gartenkunst, 37, 2 (1924), 17-9 (17). In this poin¢
I agree with the judgement by Fibich and Wolschke-Bulmahn: Peter Fibich and Joachim Wolschke-

Bulmahn, *“Garden Expressionism™: Remarks on a Historical Debate’, Garden History, 33, 1

(Summer, 2005), 106-17.

596 O. Valentien,' ‘Expressionismus und Gartenkunst’, Gartenkunst, 37, 3 (1924), 46-8 (46).
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itself”.*" The article was interspersed with slogans reminiscent of artists’ manifestos,

resonating with Expressionist and more generally established Modemnist terminology:

The present is always free of a style. Style is history and thus dead. And no lively period
understood its style as it happened. The artist works only according to internal principles,

and he leaves the question of the style to the art historian or the museum conservator.**®

These words were contrasted with the rather sober claim that traditional forms v»;hich
had proved useful could be integrated into a new rhythm, as all design built on forms
of the pést. And in fact, while being perfectly appropriate for the demands of modern
dwelling, Valentien’s own designs showed little in the way of new formal modes of
expression. Tellingly, he himself thought that contemporary garden design showed
very little that was truly new, but still did belong to the present as it carried the new
within it. This was seen by all those, who did actually live in a true connection to
their own time.*® His cc;ncluding demand was correspondingly and consequently a
call for ‘a profound and lasting contact [Fiihlungnahme] with the contemporary
volition of all free arts [...].’5®° The final sentence of the essay reflects something
that has been bemoaned in many different periods, and almost seems to invite the

notion of a hidden blow at Allinger’s illustrative efforts:

Only if we understand the culture and art of our times we will be able to grasp and fulfil

the present time’s demands on the design of its gardens. As long as we do not accomplish

597 O. Valentien, ‘Expressionismus und Gartenkunst’, Gartenkunst, 37, 2 (1924), 17-9 (18).

598 ‘Gegenwart ist immer stillos. Stil ist Geschichte und darum tot. Und keine lebendige Zeit kannte
ihren Stil. Der Kiinstler arbeitet nur nach inneren Gesetzen, und iiberlift die Frage nach dem Stil
dem Kunsthistoriker oder dem Museumskonservator.” O. Valentien, ‘Expressionismus und

Gartenkunst’, Gartenkunst, 37, 3 (1924), 46-8 (46) (his italics).
599 O. Valentien, ‘Expressionismus und Gartenkunst’, Gartenkunst, 37, 3 (1924), 46-8 (47).

600 O. Valentien, ‘Expressionismus und Gartenkunst’, Gartenkunst, 37, 3 (1924), 46-8 (48).
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this contact, we will only be imitators (and often late ones) of the appropriately modern

spatio-artistic ideas of the architects.5!

In one of her few writings, a chapter about private gardens in volume IV of the
comprehensive publication Berlin und seine Bauten, Herta Hammerbacher presented
the Buchthal garden from 1922 by Eryk Pepinski in Berlin-Westend as a truly
Expreséionist example and also named objects realised on the occasion of Allinger;s
influential ‘Flora’ garden exhibition of 1926 in Dresden, amongst these the ‘Green
Cathedral’ (‘Grﬁner Dom’), a kind of plant-clad tower serving as focal point, which
in contrast to common opinion was not designed by Allinger (Figures 96, 97).%
Above all others she named Allinger’s famous ‘Kommenden Garten’ — ‘The Future
Garden’ (literally: ‘Coming Garden’) - realised for the same Dresden garden show;
This showed some similarities to Mattern’s first garden design, the Kraiger garden at
Helmstedt designed the same year (Figures 98, 99, cf. 36b). Hammerbacher’s reasons
for this classification of ‘The Future Garden’ are not obvious, and her judgement has
indeed been questioned.®® It can only be assumed that she wanted to stress the
importance of the named work without paying too much attention to a careful
definition — atypical for her, known as a model of intellectual discipline. However,

her lines show how omnipresent the term Expressionism was during the mid-1920s,

and Allinger was for a while one of the few at the centre of this debate.

601 ‘Nur wenn wir die Kultur und Kunst unserer Zeit verstehen, werden wir die Forderungen, die diese
Zeit an die Gestaltung ihrer Gdrten stelll, begreifen und erfilllen lernen. Solange wir aber diesen
Kontakt nicht gewinnen, werden wir nur Nachahmer (und sehr oft verspiitete) der zeitgemdfien

" raumkilnstlerischen Ideen der Architekten sein.’ Tbid.

602 Herta Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by Architekten- und
Ingenieurverein zu Berlin (AIV) (Berlin et. al.: Wilhelm Emst & Sohn, 1972), pt 4
(*Wohnungsbau®), vol. C (‘Die Wohngebdude — Einfamilienhiiuser), pp. 293416 (330); Gustav
Allinger, Das Hohelied von Gartenkunst und Gartenbau. 150 Jahre Gartenbauausstellungen in

Deutschland (Berlin/Hamburg: Parey, 1963).

603 J. Wolschke-Bulmahn and P. Fibich, ‘““Garden Expressionism™, Garden History, 33, 1 (2005), 106
17 (108).
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Apart from Valentien, who was himself sceptical, also several historians have
concluded that Expressionism did not find entry into the design of gardens with the
exception of a few singular examples and maybe a phase in the oeuvre of Georg Bela
Pniower.%® If one is seeking a clearly recognisable Expressionist style, this
statement can hardly be refuted. From todays view, when the notion of style in art
history has stepped into the background, this is a natural observation that does not
speak against the existence of Expressionist garden art. Correspondingly, it can
arguably be claimed that Expressionism exerted a considerable influence on the
design process of many landscape architects” work during the Weimar Republic.

In Mattern’s case, Pniower was a model in this regard.

The rational and the irrational Mattern
The mid-twenties and in particular the year 1926, when Mattern started his first
professionél occupation in Magdeburg, saw the publication of several sensational
books in the field of modern architecture, art, and design. Above all, Kandinsky’s
highly anticipated Punkt und Linie zu Fldche (Point and Line to Plane) came into the
book shops, one of the most influential books on the psychology of shape, as well as
the German translation of Le Corbusier’s Vers une architecture (Towards a new
architecture, 1923) under the title Kommende Baukunst. Mattern often read books
sent by Hammerbacher, and one day she sent him Le Corbusier’s book, which he read
with mixed feelings.®® His judgemént gives us insight into his intellectual maturity at

the age of twenty-four:

604 See, e.g.: Helmut Giese and Siegfried Sommer, Prof. Dr. Georg Béla Pniower: Leben und Werk
eines bedeutenden Garten- und Landschaftsarchitekten — eine Dokumentation, ed. by Institut fir
Landschaftsarchitektur, series Schriftenreihe des Institutes fiir Landschaftsarchitektur, 3 (Dresden:
Technische Universitdt Dresden, 2005), pp. 36-43; J. Wolschke-Bulmahn and P. Fibich, ““Garden
Expressionism™, Garden History, 33, 1 (2005), 106-17 (109-14).

605 Letter from Mattern to Hammerbacher (no. 26-10), without date (between 12/11/ and 14/11/1926),

EHH. An copy from the original edition of 1926 can be found in Hammerbacher’s private book
collection, which is kept by her grandson.
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I almost don’t want to continue reading Le Corbusier. So much of what he already says and
his phrases I can hardly utter. And yet to me he is a reassurance. The wording I don’t dare,
because a lot I see as a matter of course, and form already brings along rigidity. This does
not have to apply to him, but those who want to use his words as paragraphs, guidelines for
building, can only deliver something rigid and thus also imitated.

The process of implementation has to be a slow one, the surfacing of the same theses
at different locations is already enough proof of their viability, Not the addiction to the
new, but organic understanding out of the surroundings 1 want to nurture in myself.
Especially here [in Magdeburg] I can watch every day flowers that “want-to-be-Modernist”
fruits. Not that the people are stupid, no, [they are] overhasty, it is like proselytising a

Hindu without knowing his religion and his way of living.®®

While this quote shows his acceptance of Modermist thinking, it at the same time
expressed an important qualification: the devotion to the organic. This confession
contradicted Le Corbusier’s sermon about classical mathematical laws of proportion,
such as the important role of the right angle in fagade elevations. His thinking also
shows how determined he was already at the very beginning of his career, and his later
affinity to the organic functionalism of Hiring becomes comprehensible. At other timeg
his simultaneous enthusiasm for rationalist mass production of housing structures, not

much different from the corresponding ideas presented in Le Corbusier’s chapter

606 ‘Le Corbusier machte ich fast nicht weiter lesen. Er sagt und formuliert schon so viel, was ich laut
kaum aussprechen kdnnte. Und doch ist er mir eine Bestdtigung. Die Formulierung wage ich nicht,

" weil ich so viel schon als Selbstverstindliches ansehe, und Form [?] schon Starre mit sich bringt. Ey
selbst braucht sie nicht zu haben, aber die Menschen, die diese Worte als Paragraphen, Richtschnyy
zum Bauen gebrauchen wollen, die kdnnen nur Erstarrtes und deshalb auch nachgeahmtes liefern,
Der Durchsetzungsprozef muf ein langsamer sein, das Erscheinen gleicher These an verschiedenen
Ortes ist fiir Lebensfihigkeit Beweis genug. So wie es bis jetzt eigentlich auch ist. Nicht die Sucht
nach Neuem, sondern organisches Begreifen aus der Umgebung heraus, will ich in mir pflegen.
Gerade hier kann ich 1dglich betrachten, welche Friichte “modern sein wollende” liefern. Nicht dap
die Leute dumm sind, nein iibereilt, es st einen Hindu bekehren wollen ohne seine Religion und

Lebensweise zu kennen.’ Letter from Mattern to Hammerbacher, HH 26/3, 02/09/1926, EHH.
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‘Mass-production houses’ became obvious, too. Examples of such objects, designed
under the pressures of the difficult economic situation in the early years of the
republic, were presented in journals and also as real models on the occasion of the
German Theatre Exhibition in Magdeburg 1927. At some stage Mattern described a
little GGderitz-desighed prefabricated house to Hammerbacher, which he actually even
~dreamt of acquiring for their common future (Fig. 100).%7 However, as we kpow, far
better times lay ahead of them and their second home was to be an exceptional building
designed for (and together with) them by Hans Scharoun.

As became clear in the quote about Le Corbusier, Mattern embraced Modernism .
in the interest of a combination of social function with logical formal expres§ion - as
zeitgemdf (appropriate for the present times). In this context he would even discuss
with Hammerbacher in detail the pros and cons of technical details in a self-retaining

modern fagade by Gropius:

At the Bauhaus we spoke about the visibility of the floors and the beams. Now I tell myself
that it is indeed correct and good that one must not conceal the supporting structure. If I let
a window run though, I must not be sclicitous about trying to hide the floor, the ceiling
respectively, or whatever lies in between. Were I now inclined to install a cladding, I would
have to ask myself if I should let the window run through in the first place. Furthermore
[...] I don’t see what kind of disadvantégc would occur if the glass only reached from
ceiling to floor, and the intermediate space showed itself in the facade as separating strip.
In this respect, I now consider that glass wall with the background structures (at the

Bauhaus) as solved.’®

607 Letter from Mattern to Hammerbacher (without no.), 04/07/1927, EHH.

608 ‘Am Bauhaus sprachen wir doch iiber Sichtbarkeit der Etagen und Trdger deﬁ durchgehenden
Fenstern. Nun sag ich mir jetzt, daf es so doch richtig und gut ist, daB man die Konstruktion nicht
verbergen darf. Wenn ich nun ein Fenster durchlaufen lasse, so darf ich nicht dngstlich bemiiht sein
den Fufboden bzw. die Decke oder was dazwischen liegt zu verdecken. Bin ich nun bemiiht ein
Verkleiden heranzuziehen, so muf8 ich mich fragen ob ich gias Fenster durchlaufen lassen soll. Weiter -

sehe ich [...) im Augenblick nicht welche Benachteiligung eintritt, wenn das Glas nur von Decke zu
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Also the role of Migge’s social reformism, whose publications Mattemn read, can
hardly be overestimated. But in relation to the Modernist movement in general, we
should recognise that the other, ‘metaphysical’ Mattern was always there, too. His
selection of writers, and also some of his self-reflecting remarks, hint at a Neo- |
romanticism in his aesthetic preferences. The language of his letters in the early
years of his career was steeped in the life reform, even in vitalist wording. In his
later life he studied Georg Simmel and was indirectly connected to the thinking of
Helmut Plessner through his son in law, a student of the philosopher and later himself
professor of philosophy. So, in view of his affinity to Lebensphilosophie, before the
experience of the Nazis’ worst crimes in the name of ‘German spirit’, Mattern like
many others may have embraced the growing invocation of the ‘intuitive’ and the
‘uncontrived’ as typically German values. His_ social environment was not all liberal
and leftist, as sometimes suggested. Spengler’s work The decline of the West (Der
Untergang des Abendlandes, 1918-22), one of the best selling books of the mid-1920s,
Hammerbacher had been receiving enthusiastically, and in his collection, too, can be
found an early edition.’”® The right-wing philosopher is also the only author cited in
Valentien’s above-mentioned article.®'® Also Schlemmer’s or Gerhard Marcks’ search
for a truly German art has to be mentioned, as Mattern’s artistic taste seems to lean
towards artists like these rather than internationalist abstracts. The ambiguity of the
ostracised Marcks, for cxarﬁple, included volkisch, nationalist, and anti-Jewish
remarks at least in reference to a ‘jewish art mafia’, which allegedly ruled the

American Art world, and under which one could only succeed as an ‘emmigrant and

Fupboden geht und der Zwischenraum als Trennungsstreifen sich in der Fassade zeigen wiirde.
Insofern sehe ich jetzt diese Glaswand mit Hintergriinden (am Bauhaus) als geldst an.’ Letter from
Mattern to Hammerbacher (without no.), 07/01/1927, EHH.

609 J. H. Go, Herta Hammerbacher (2006), p. 22.

610 O. Valentien, ‘Expressionismus und Gartenkunst, Schlul’, Gartenkunst, 37, 03 (1924), 46-8 (48),



page 203 of 513

Jewish [Jiidling)’, as he wrote to Schlemmer in 1938.%"! This field is complex and
shall only be hinted at here. In this light it becomes more comprehensible that
Mattern received ideas from different ideological backgrounds. He would not have
hesitated to adopt single aspects of conservative philosophy, if these could be
integrated into his on balance more progressivist views. Somewhere in this grey area |
may lie a point of compliance with reactionary modernists like Alwin Seifert and
Fritz Todt, and it may explain Mattern’s willingness to commit himself to the aims of
the Ofganisation Todt during the later 1930s and 1940s. Foerster’s rejection of
rationaiism and his affinities to German Romanticism came close to a worship of the
‘German soul’, and his mild nationalism has been addressed in the literature,'?

Beside the assumed general inspirations from the arts and literature on art for more
naturalism, which suggests itself for the early years of Mattern’s career, another
determinant must have sprung from the exposure to a particular, spiritually tinged fin-de-
siécle discourse that culminated in the theories of Rudolf Steiner, later entitled

Anthroposophy.*'* Anthroposophy represented an effort to combine 19th-century

611 Magdalena Bushart, ‘Ein Bildhauer zwischen den Stithlen: Gerhard Marcks in den dreifliger Jahren’,
in Bauhaus-Moderne im Nationalsozialismus: Zwischen Anbiederung und Verfolgung, ed. by
Winfried Nerdinger and Bauhaus-Archiv (Miinchen: Prestel, 1993) pp. 103-12 (110), with reference
to a letter from Marcks to Oskar Schlemmer, 12/09/1938, quoted in: Ursula Frenzel, Gerhard
Marcks 1889-1981. Briefe und Werke (Mﬂhchen: Prestel, 1988), S. 100. For Schlemmer’s efforts to
gain recognition under the regime, see: Laura Lauzemis, ‘Die nationalsozialistische Ideologie und
der “neue Mensch”. Ein Briefwechsel zwischen Klaus Graf von Baudissin und Oskar Schlemmer
1934°, in Angriff auf die Avantgarde: Kunst und Kunsipolitik im Nationalsozialismus, ed. by Uwe
Fleckner, series Schrifien der Forschungsstelle ‘Entartete Kunst’, 1 (Berlin: Akademie Verlag, 2007)
pp- 5-88. Cf.: M. Droste, ‘Bauhaus-Maler im Nationalsozialismus®’, in Bauhaus-Moderne im
Nationaisozialismus, ed. by W. Nerdinger, (1993) pp. 113-41 (131-2).

612 Sonja Diimpelmann, Karl Foerster: Vom grofien Welt- und Gartenspiel (Berlin: Staatsbibiliothek zu
Berlin, 2001) pp. 29-33.

613 As regarding Kandinsky and Klee, Mattern mentions in 1926, that in the context of reading a text by
the art historian Karl With (in: Gregor Krause, Bali, 2nd edn [Miinchen: G. Milller, 1926)), ‘[...]
partly Klee, and more so Kandinsky become clear to me [...]’ (*[...] Mir wird so teilweise Klee, noch
stdrker Kandinsky kiar [...]." Letter by Mattern to Hamme;’bacher, no. 26/4, 03/10/1926 (written at 6

a.m.), EHH. For a short introduction to that early 20th-century spiritualistic view on natural
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empiricism with, amongst others, alchemy, German mysticism, and theosophy with the aim
of achieving a synthesis between scientific rationality and these fields.*** It fundamentally
influenced several prominent German landscape architects in Mattern’s context such as
Max Schwarz and Alwin Seifert.*”* Migge may have rejected Steiner’s theories, not least
because they explicitly contradicted several of his methods such as the use of human feces,
but this most influential amongst the German garden modernists was at least indirectly
influenced through the polymath Ernst Fuhrmann (1886-1956) and his ‘Biosophy’
(‘Bioséphie’), »y_hom like Steiner can be placed into the philosophical category of
spiritually informed research into nature.®'® Mattern was surprisingly open-minded
towards spiritual and religious matters — he did consider aspects of Christian thought,
and he attended Anthroposophist and religious lectures.®’” On 26 January 1926 he
attended a lecture about ‘matrimony and eros’ (‘Ehe und Eros’) by the theologian
Helmut Fahsel, a touring”Catholic mystic from Berlin of great popular fame.
Eventually he judged it pathetic and full of typical Catholic rigidity, but he did not

disagree fundamentally with the underlying ideas.®’® Mattern also enjoyed reading

Rudolf Steiner on architecture.®'®

sciences, see:Karen Gloy, Das Verstdndnis der Natur, vol. 2: ‘Die Geschichte des ganzheitlichen

Denkens® (Miinchen: C.H. Beck, 1996), pp. 158, 160.
614 K. Gloy, Das Versidndnis der Natur, vol. 2 (1996), pp. 158, 160.
615 D. H. Haney, When Modern Was Green (2010) pp. 239-42.

616 Ibid., and about Fuhrmann generally on pp. 233-6. About the philosophical classification of
Fuhrmann, see: K. Gloy, Das Verstdndnis der Natur, vol. 2 (1996), pp. 158-9.

617 In a letter with the postal stamp from the 21 January 1927, he mentions a lecture at the
Anthroposophical Society that he visited the day before with his colleague Ehrhardt. Despite judging
the said ‘sensible’, in the end he describes the speaker as narrow-minded for claiming only
Anthroposophy allowed for the insights he had lectured about, see: Letter from Mattern to
Hammerbacher (without no.), 21/01/1927, EHH.

618 Letters from Mattern to Hammerbacher (without no.), 21/01/1927 and 27/01/1927, EHH.

619 He admitted reading Wege zu einem neuen Baustil (Ways to a New Style in Architecture) despite
reservations about Anthroposophy, see: Letter from Mattern to Hammerbacher (without no.),
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Yesterday 1 started reading Steiner’s Weg zu einem neuen Baustiel [Ways to a New Style in
Architecture, 1914]. [...] In the first lecture he says objectively valuable things about the
emergence of the Acanthus leaf as an ornament and he says fine things about the emergence
of the original artistic [principle]. Generally [these are] fationa]ly clear things, merely
“spiritu‘alised" by him. [...] The lectures proper I enjoy reading, as much that is

fundamental and general is being said well.**°

At the same time Mattern considered the Anthroposophists too much focused on
externals, often using phrases and idioms from Steiner’s writing literally, which he |
considered a superficial reception of the theoretician’s work.®! At least during his
time in Magdeburg, Mattern was strongly exposed to Anthroposophy through an
enthusiastically anthroposophist colleague Ehrhardt (only his first name is
mentioned). In this context it is interesting to know that Mattern’s second wife Beate
zur Nedden, like her more extremely esoteric mother, was a committed member of
the Theosophical Society, as correspondence in her private property shows.®?
Mattern remained critical, Ehrhardt on }he other hand claimed that Mattern was

actually more Anthroposophist than he himself realised.*®

15/01/1927, EHH.

620 ‘Gestern hab ich mit Steiners ,Weg zu einem neuen Baustiel* begonnen. [...] Im ersten Vortrag sagt
er sachlich wertvolles iiber die Entstehung des Acanthusblaties als Ornament und sagt sehr fein
iiber Entstehung von urspriinglich Kiinstlerischem. Im Allgemeinen vernunfimdifig Klares nur durch
ihn “vergeistigt”, [...] Die Vortrdge selbst lese ich gern, da sehr viel Grundlegendes Allgemeines
gut gesagt wird.” Letter from Mattern to Hammerbacher, (without no.) 15/01/1927. EHH,

621 Difficult to translate is the following quote, which expresses the mentioned criticism: ‘Klar ist mir
weder wie sehr wirklich die Anhdnger Steiners ihn selbst als [...} [Anthroposophen] weitergeben.
Heut frith sagt ich dies, auf die AuBerlichkeiten der Anhdnger hinweisend. Zum groflen Teil gab er
zu. Merkwilrdig und somit bezeichnend ist die Wiedergabe buchstiblicher Redewendungen und
Satzstellungen [...]" Ibid.

622 Cf.: V. Heinrich, Hermann Mattern (2012), pp. 386-7.

623 Letter from Mattern to Hammerbacher (without no.), 21/01/1927, EHH.
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The enchanted nature boy
The work of the Mattern and Hammerbacher could be looked at as a reengagement
with romantic aesthetics — especially as in today’s reception it is so strongly associated
with Karl Foerster and his romanticism. The paragraphs above have cast some light on
sources of Mattern’s work in 20"‘-century culture that complemented this. Mattern
generally affirmed both cultural modernism and technological development. He was
fascinated by new rationalist building technology and later in his life used to
emphasise. the necessity of exploiting nature, albeit warning of the limits that had to be
respected. With his idea of a modern cultural landscape, in the sense of a thoroughly
planned and partly constructed landscape for dwelling, Mattern’s postwar attitude
towards landscape matters was comparably progressive for his times (see chapter‘ II-k).
Obviously, however, romanticism and emotiveness — and these were essential
constituents of Foerster’s wold view, too — v-v;:re very present in Mattern’s personality.
He accepted these his propensities with a healthy degree of self-irony. At the same time
he rejoiced in his reverence for natural beauty, and valued his childhood memories of

the Wandervogel expeditions, on which he spent much time discovering great parts of

Northern Hesse, Lower Saxony and Thuringia:

Forests and gardens are certainly the most beautiful at night or early in the morning. Is it
not peculiar that amongst all the early trips I remember exactly those which included night
hikes, and I can recall almost every detail of the path, the plantings, and the houses. Not
because of the fact that they were something special — one had by then already become
used to it — but rather because in the dark one is twice as awake, and characteristics are

boosted by sentiments which influence and impress the senses more than at daytime.®?4

624 ‘Wilder und Gdrten sind in der Nacht oder am frithen Morgen bestimmt am Schonsten. Ist es doch
merkwilrdig, daf ich von allen friihen Fahrten all die mit Nachtmdrschen ganz genau behalten habe
und mich fast jeder Einzelheit des Weges, der Pflanzungen und Hiuser erinnere. Nicht deshalb wej]
es etwas Besonderes war, denn es war schon Gewohnheit geworden, sondern, weil man im
Halbdunkel doppelt wach ist und Merkmale mit Empfindungen sich verstdrken, die mehr die Sinn
beeinflufen und beeindrucken als am Tage.’ Letter from Mattern to Hammerbacher (no. 26-3),

§
:
H
i
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This was written to Hammerbacher in confidence in 1926. Looking at his works as a
whole, in questions of design such reminiscing rarely overpowered Mattern’s
superordinate functional and social aims — strong though the emotions were that the
evoked atmospheres and images aroused in him. To say that a garden design
expressed ‘romanticism’ was an omnipresent criticism in the garden journals of the
late 1920s, when ‘objectivity’ was high on the agenda. However, despite his
demonstrative stressing of rational determinants, every now and then Mattern
admitted thaf ‘[a]part from the utilitarian, applied motivations [...] also purposeless
considerations as part of a garden project lead to spatial composition.’®?* Many years
later Mattern decléred that his generation ‘saw their intellectual starting point [...] in
the late 19" century’.%?* The multiplicity of the influences explored above illustrate
how limited our view on the Modernists was in the past, or rather how limited the
image was that the famous pamphlets of the constructivist and rationalist extremists

conveyed. Not least, Mattern went on to work with a great Romantic, the nurseryman

Karl Foerster.

02/09/1926, EHH.
625 Hermann Mattern, ‘Gartenbilder’, Baukunst und Werkform, 06 (1961), 317-33 (319).

626 Hermann Mattern, ‘Garten- und Landschafisarchitekt Kurt Lorenzen’, Garten+Landschaft, 80, 4
(1970), 80.
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IL.e Téte-2-téte with Flora: Karl Foerster and the new take on plants

It would not, I imagine, be very bold to maintain that there are
not any more or less intelligent beings, but a scattered, general intelligence,
a sort of universal fluid that penetrates diversely the organisms which it encounters,

according to whether they are good or bad conductors of the understanding. ¢’

| (Maurice Maeterlinck, The intelligence of the flowers, 1907) o

(Fig. 101) Foerster is one of the mosf peculiar phenomena in German garden history.
On the one hand he is respected as a breeder of valuable hybrids. His work is seen as
a point of reference in German 20™-century perennial breeding.®?® His successes
include, just to name the seven most diverse varieties, Phlox paniculata (83 new
varieties, Fig. 102), Delphinium (72), Helenium (38), Aster novi-belgii (20),
Chrysathemum indicum (20), Lupinus polyphyllus (17), and Aster amellus (15 new
varieties).5?° On the other hand, his publications stand out from the common
horticultural literature due to several ppusual qualities. Firstly, even those of his
writings that explicitly deal with garden plants are distinguished by a highly mystical
tone, secondly, his books contain thoughts about colour on a philosophical level
unseen in garden literature, and, ﬁnally, the breeding methods expounded therein do

not correspond to standard horticultural practice.

627 Maurice Maeterlink, The intelligence of the flowers (New York: State University of New York Press,
2008; originally published 1907), p. 61.

628 Konrad Niser, ‘Karl Foersters Staudenziichtungen’, in: 3 x Foerster: Beitrdge zu Leben und Werk
von Wilhelm Foerster, Friedrich Wilhelm Foerster und Karl Foerster, ed. by Mathias Iven
(Uckerland: Schibri Verlag, 1995), pp. 221-33 (227).

629 K. Niser, ‘Karl Foersters Staudenziichtungen’, in: 3 x Foerster (1995), p. 227. For an introduction to
Karl Foerster and his horticultural legacy in English see for example: The Oxford Companion to the
Garden, ed. by Patrick Taylor, (Oxford, UK: Oxford Univérsity Press, 2006), p. 165; Isabelle Van -
Groeningen, ‘Gifts from a giant’, The Garden, 123, 5 (1992), 366—7i.
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Another aspects of his legacy is the advancement of the horticultural profession,
which he was highly, if not always successfully, dedicated to. In this respect, three of
his aims stand out in their importance: The establishment of a European network of
presentation gardens — Sichtungsgdrten — for the presentation of new perennial
varieties, the preparation of an international list of perennial breeders together with a
regular publication of their selections, and the preparation of a standardised colour
book for horticulture after the model of the chemist and Nobel Prize laureate (1909)

Wilhelnﬁ Ostwald, whom F oeréter knew through his father and with whom he

corresponded on this issue, 53

Several of his books deal only peripherally with horticultural matters. Under titles
like Gliicklich druchbrochenes Schweigen — Betroffene Gedanken iiber das Hduﬁgstg,
Fliichtige, Seltene (‘Joyfully interrupted silence — Concerned thoughts about the most
frequent, the fleeting, the rare’**! 1937), Warnung und Ermutigung (‘Warning and
encouragement’, 1959) or Ferien vom Ach (which could freely be translated with
“Taking a break from “Alas!”, 1962) Foerster dedicated himself entirely to allegorical
or simply meditative descriptions of landscapes, the weather, specific spots in his
gardens, travel experiences, or descriptions of individual plants and their ‘reactions’ to
visits by insects or to the changing light. Some of these books saw several re-editions
during Foerster’s life, and some are still available, partly as facsimile print. As dnusual
as they were, Foerster’s publications found an echo with a very wide readership. At
times he gave the impression of being some plant god’s ambassador to the human

world who enjoyed the immunity of a messenger, but he was also criticised. Especially

630 Sonja Diumpelmann, Karl Foerster: vom grofien Welt- und Gartenspiel, ed. by Staatsbibliothek zu
Berlin - PreuBischer Kulturbesitz, exhibition catalogue (Berlin: SBB - PK, 2001), pp. 50-2.
Dimpelmann’s publication, a small booklet, which was the result of a short research project
conducted on the occasion of the Bundesgartenschau (Federal Garden Show) 2001 in Potsdam, is the
only scholarly monograph about Karl Foerster to date. It served as an important reference for this

chapter.

631 Karl Foerster, Gliickliches durchbrochenes Schweigen. Betroffene Gedanken tiber das Hdufigste,
Flichtige, Seltene (Berlin: Rowohlt, 1937) (Later editions under the title Unendliche Heimat)
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around 1926, when the veneration of ‘objectivity’ peaked, some considered Foerster a
hopeless romantic who promoted a congestion of gardens with flowers, and whose
public success even impeded the development of a truly modern garden. From 1925
Harry Maasz campaigned against him in Die Gartenwelt, in 1926 Gustav Amman
expressed disapproval of the romanticism spread by Foerster’s journal
Gartenschénheit, and in his seminal garden anthology of 1927, Hugo Koch
sarcastically called Foerster’s publications ‘lyrical outpourings’.%*2 All the same,
Foerster was respected by people witﬁ a wide array of political standings, from the
most conservative, even right-wing extremists, to the left field. A key date for
Foerster’s later fame was the year 1917, when his book Vom Bliitengarten der Zukunft
(*‘About the Future Blossom Garden’) was commissioned by ‘Deutscher
Studentendienst von 1914’ (‘German Student Service of 1914°), an association that was
looking after the interest of the German students in the field.®* It was sent out in order
to present fhe young war-worn students with the idea of an idyllic, peaceful private life
by drawing the image of horticulture as the saviour of Germany. It developed an almost

legendary reputation amongst its readers, reaching an audience far beyond the typical

632 Gustav Amman, ‘Sollen wir die Form ganz zertrdmmern?’, Gartenkunst, 39 (1926), 81-5; Hugo
Koch, Der Garten: Wege zu seiner Gestaltung (Berlin: Wasmuth, 1927), p. 224; Clemens Alexander
Wimmer, Lustwald, Beet und Rosenhilgel: Geschichte der Pflanzenverwendung in der Gartenkunst
{Weimar: Verlag und Datenbank fiir Geisteswissenschaften, 2014), p. 390-1. In German, the phrase

‘lyrische Ergiisse' (‘lyrical outpourings’) is clearly sarcastic.

633 Karl Foerster, Yom Bliitengarten der Zukunft: das neue Zeitalter des Gartens und das Geheimnis der
veredelten wfnterfesten Dauerpflanzen; Erfahrungen und Bilder (Berlin: Furche, 1917). The
‘Deutscher Studentendienst von 1914’ was a predecessor of the ‘Wirtschafishilfe der Deutschen
Studentenschaft e.V.", since 1929 ‘Deutsches Studentenwerk e.V.". This association was intensely
committed to the supply of the conscribed students with books and information as well as the
general care of injured student soldiers in the field hospitals. Until the end of 1915 more than
200,000 single consignments were delivered to over 38,000 different addresse‘s at the front. Field
libraries were established, soldier centres with dining, reading and writing rooms, washing facilities
and more were installed. A respective information service under the auspice of a theologian was also
established. See: Hochschulpolitik im Féderalismus: Die Hochschulkonferenzen der deutschen
Bundesstaaten und Osterreichs 1898 bis 1918 (Protokollej; ed. by Bernhard vom Brocke and Peter
Kriiger (Akademieverlag: Oldenbourg, 1995), p. 324.
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reader of gardening books. Its reception was stated by several personalities, amongst
them Wiepking, as a key experience of their life.5*

As with Mattern, when we try to understand Foerster we meet an obstacle in his
language. A man who gives his books titles like ‘Blue treasure of gardens: Coming
friendship of the garden people with the new sphere of garden colours, the blue bloom
of the months from pre-spring to autumn’ is evasily dismissed as irrational.®** It would
need an entire research project dedicated to an analysis of his publications and private
letters in ordft to illuminate the full meaning behind such words. In a study about
Hermann Mattern however, at least a brief look at Foerster’s legacy is indispensable. It

was in cooperation — and at times confrontation — with Foerster that Mattern fully

developed his popular garden style of around 1930.

The mystic turned gardener

Both Foerster’s father and his older brother were ethicists of some historical
significance. The three stood in close and loving dialogue with each other.®¢ The
ethical-moral outlook of his family consistently informed Karl Foerster’s writings,
which only at first glance had horticultural matters as their main topic. In front of

confidants Foerster called himself a mystic: ‘My regular occupation is mystic, and I

634 Ursula Kellner, Heinrich Friedrich Wiepking (1891-1973): Leben, Lehre und Werk (Hannover:
University of Hanover, 1998), p. 32. Karl Foerster wrote to Wiepking addressing him as his ‘primal
friend’ (*Urfreund’), see: Helmut Klausch, ‘Zur Erinnerung an Heinrich Friedrich Wiepking’, Das
Gartenamt, 32, 07 (1983), 438-42 (439). Cf.: Heinrich Wiepking-Jirgensmann, ‘Brief von Heinrich
Wiepking-Jiirgensmann an Lennart Bernadotte’, in Festschrift fiir Heinrich Friedrich Wiepking, ed,
by Konrad Buchwald (Stuttgart: Eugen Ulmer, 1963), pp. 9-16 (13).

635 Karl Foerster, Der blaue Schatz der Gérten: Kommende Freundschaft der Gartenmenschen mit der

neuen Sphdre der Gartenfarben, der blaue Flor der Monate von Vorfriihling bis Herbst (Leipzig:
Reclam, 1941).

636 Cf.: 3 x Foerster: Beitrdge zu Leben und Werk von Wilhelm Foerster, Friedrich Wilhelm Foerster
und Karl Foerster, ed. by Mathias Iven (Uckerland: Schibri Verlag, 1995).
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was able to express a part of this through [horticulture]’.” Anyone meeting him
must have felt this. Thus, the influential plant breeder was also widely known as
someone to speak to in search of advice.**® His personality had such magnetism that a
circle of very different people orbited him and his house in the Bornim
neighbourhood of Potsdam, creating a universe usually referred to as the Bornim
Circle. Birthday congratulations from personalities like Hermann Hesse, Wilthelm
Furtwingler, Wilhelm Kempff, Ludwig Mies van der Rohe, C. Th. Serensen bear
witness of the reverence he enjoyed even in post-war times, when he was living,
somewhat isolated from friends in the west, in the GDR.®*® Within these circles, no
critical word was ever uttered about Foerster, except by his own wife. It has been
reported that Eva Foerster furiously threw his manuscripts, that he had asked her to
proofread, onto the floor before his feet. His pathos and romanticism was too much
to bear for this somewhat more rational professional singer.*° It cannot be doubted
however, fhat he hit a note with many. Today it is difficult to take seriously his
contemplations about nature, homeland and plant life, for it seems written in a
language from another age. Actually that was already the case at the time when he
wrote his atmospherically titled books. He must have seemed like a man of the late
18th century, somehow floating above the reality of his times. Considering the
effectiveness and success of his breeding efforts, though, behind the seeming naivety
of his outpourings must have lain a particular knowledge about living things — one of

the reasons for the reverence he enjoyed from gardeners and landscape architects.

637 Karl Foerster in a letter to Elisabeth Koch, 25/03/1948, quoted in: 3 x Foerster, ed. by M. Iven
(1995), p. 177. Original letter kept in the Staatsbilbliothek Berlin, PreuBiischer Kulturbesitz,
Department of Manuscripts.

638 Kite Kollwitz, Die Tagebiicher (Berlin, Siedler, 1989) p. 529.

639 A birthday booklet in the private Mattern propeﬁy documents this. Cf, Vroni Heinrich, Hermann

Mattern. Gdrten — Landschaften — Bauen — Lehre. Leben und Werk (Technische Universitit Berlin:
Berlin, 2012), p. 29.

640 Vroni Heinrich, personal communication, 22/02/2007.
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This obvious, yet hard to determine knowledge concerned Botany, the life cycles of
plants, as well as the influence of colours and structures of plants, on the human soul.,
Foerster did not merely propagate and select plants. Instead, he appeared to be
leading a secret dialogue with Flora. He associated delphiniums with the mystic blue
flower, a central symbol in German literature first used by Novalis (1772-1801) in
his unfinished Heinrich von Ofterdingen.®*' The highly evocative names given by
Foerster his plant selections sound‘as if they sprung from a romantic novel: ‘Azure
Butterfly’ (f.AzurfaIter’), ‘Cheering Call’ (‘Jubelruf’), ‘Morning Ray’
(‘Morgenstrahl’), ‘Mother of Pearl Tree’ (‘Perlmutterbaum’), ‘Temple Gong’
(‘Tempelgong’). He spoke about them — When he did not speak fo them - like a caring
mother speaks about her children. In a letter to the architect Otto Bartning, a clqse
friend, reference to whom can be found in several of Foerster’s publications,®? he

admitted to his ‘fantasy’ in an apparently self-ironic tone:

We just had to give a meter-high, redish golden mass of blossoms [...] a name. We arrived
at the word ‘Red Deer’. I would bave preferred the name ‘Stag emerging in the evening sun
shine from the edge of the woods’. But to be sure that does not fit into the catalogue and

onto the label. And in the catalogue the fantasy and romanticism has to be sufficiently

restrained and abbreviated,*’

641 Novalis was the pseudonym of Gorg Philip Friedrich Freiherr von Hardenberg.

642 E.g. the foreword of Karl Foerster’s book Trdste mich — ich bin so gliicklich: Worte aus dem Umgang
mit Menschen, Pflanzen und Gdrten (Hamburg: Furche, 1954) is written by Bartning. About the specia]
friendship between Bartning and Foerster, see: 8. Dilmpelmann, Karl Foerster (2001), p. 26.

643 ‘Gerade haben wir eine meterhohe dichte,breite rotgoldene Bliitenmasse [...] mit einem Namen zy
taufen gehabt. Wir landeten bei dem Wort “Rotwild”. Lieber wéire mir allerdings der Name gewesen
“Hirsch tritt im Abendsonnenschein aus Waldrand vor”. Aber das passt ja nicht in den Katalog unqg
aufs Etikett, Und die Phantastik und Romantik mup im Katalog geniigend gebdndigt und abgekiirz¢
sein.’ Karl Foerster in a letter to Otto Bartning, 27/10/1953, Estate Karl Foerster at the
Staatsbibliothek zu Berlin (Ka. 1, Mp. 9), quoted in: S. Dimpelmann, Kar! Foerster (2001), p.. 58.
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Amongst Foerster’s friends this exuberance was accepted as typically Foerster, and
anyway most of those around him were receptive to his romanticisms. Even Mattern
with his generally rational outlook on landscape architecture is not known to ever have
openly ridiculed Foerster’s ways. Quite the contrary, he praised him as ‘someone who
managed early to turn his knowledge into wisdom” and oversaw the publishing of
articles on the occasion of many of Foerster’s birthdays, thoughout his life.** As yet no
comprehensive research has been conducted to better understand Foerster’s theories —

an urgent desiderate in garden-historical research.®

Pacifist romantics in bellicose times
To clarify some fundamental aspects about Foerster’s influential thinking, it is
necessary to take a look at his family background. His family tree included
personalities respected across the political spectrum. Both parents belonged to the
enlightened Berlin bourgeoisie. His father was the internationally respected astronomer
at the Royal Astronomic Observatory in Berlin, Wilhelm Julius Foerster (1832-1921),
known also for his involvement in the determination of standard metric measurement

(Fig. 103).#¢ His mother Ina (born Paschen), related to the von Moltkes, instead of the

644 Hermann Mattern, ‘Liebef Karl Foerster®, Pflanze und Garten, 3 (1959), 57-58; Hermann Mattern,
‘Immer wieder Karl Foerster’, Pflanze und Garten, 3 (1964), 57, Hermann Mattern, ‘Karl Foerster.
Ansprache bei der Verleihung der Karl-Foerster-Anerkennung’, Garten+Landschaft, 3 (1968), 74-5;
Hermann Mattern, ‘Prof. Dr. h .c. Karl Foerster, Potsdam-Bornim, zum 95. Geburtstag®,
Garten+Landschaft, 3 (1969), 77; Hermann Mattern, ‘Karl Foerster zum 96. Geburtstag’, Der
Rosenbogen, 1 (1970); Beate und Hermann Mattern, ‘Ein Blick in Girten 8stlich der Elbe: Karl
Foerster zum 96. Geburtstag®, Gartenpost, 3 (1970) 122-6; Hermann Mattern, ‘Rundum ein Girtner.
Ansprache von Prof. Hermann Mattern bei der Verleihung der Karl-Foerster-Anerkennung.’,
Garten+Landschaft, 3 (1971), 80; Beate Mattern and Hermann Mattern, ‘Vom “Blatengarten der
Zukunft” hat Karl Foerster mit uns ein Leben lang gesprochen’, Griin, 1 (1971), 3; Beate Mattern
and Hermann Mattern, ‘Die Zukunfl begann vor mehr als 50 Jahren’, Griin, 3 (1971), 6-10.

645 At Technische Universitit Berlin, Alexandra Musiolek is close to completing her doctoral

dissertation thesis on Foerster with focus on his colour concepts for plant use.

646 Cf. the page on Wilhelm Foerster on the website of the so‘c':iety ‘URANIA “Wilhelm Foerster”
Potsdam e.V.": htip://www.urania-potsdam.de/texte/seite. php?id=356 (accessed 18/09/2014)


http://www.urania-pn
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bible read to her children from Homer’s l/iads, German sagas and from Goethe’s,
Schiller’s and Herder’s works.®*” Foerster had two brothers and two sisters. All three
brothers reached influential positions in their respective fields. His younger brother
Ernst (1876-1955) became naval engineer for the Blohm & Voss shipyard, where he
was superintendent of the Hamburg-America-Line, and editor of a naval magazine. The
older brother Friedrich Wilhelm (1869-1966), in contrast to his entire family deeply
religious, studied philosophy, economy, ethics and social sciences in Freiburg

(Breisgau) and Berlin. He early started to fight German militarism and became one of

the Nazi’s fiercest critics long before they came to power.

Amongst his father’s acquaintances and friends were influential people like
Alexander von Humboldt, Adolf Menzel, Werner von Siemens and crown prince
Friedrich Wilhelm.*® He had contacts with Emst Haeckel (1834-1919), Wilhelm
Ostwald and the Monist League.5*° Conespoﬁ;lingly, there are are many connections

between Karl Foerster and Humboldt’s theories on plant geography and the thinking of

Haeckel — who coined the term ‘ecology’ (‘ Oekologie’) - including the holistic, anti-

647 Friedrich Wilhelm Foerster, Mein Kampf gegen das militaristische und nationalistische
Deutschland: Gesichispunkte zur deutschen Selbsterkenntnis und zum Aufbau eines neuen

Deutschland (Stuttgart: “Friede durch Recht”, 1920), p. 5.

648 Cf.: F. W. Foerster, Mein Kampf (1920).

649 Later Emperor Wilhelm II. As a child Karl’s older brother occasionally sat on William I's lap,
Compare: Franz P8ggeler, ‘Zwischen Staatsraison und Weltfriede: Der Kampf Friedrich Wilhelm
Foersters gegen Nationalismus und Nationalsozialismus’, in 3 x Foerster, ed. by M. Iven (1995), pp,

143-72 (145). Renate Feyl, ‘Wilhelm Foerster’, in 3 x Foerster, ed. by M. Iven (1995), pp. 46-55
(52).

650 S. Dimpelmann, Karl Foerster (2001), pp. 14-5, 17. About these personalities (and pantheism and
Monism) and their influence on garden design, see also: Jost Hermand, ‘Rousseau, Goethe,
Humboldt: Their Influence on Later Advocates of the Nature Garden’, in Nature and Ideology:
Natural Garden Design in the Twentieth Century, ed. by J. Wolschke-Bulmahn, series Dumbarton
Oaks Colloquium on the History of Landscape Architecture, 18 (Washington, D.C.: Dumbarton Oakg
Research Library and Collection, 1997), pp. 22148, '
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religious movement of Monism.®! The empire had been founded in 1871, only three
years before Foerster’s birth, and nationalism was a pervasive ideology in everyday
life. His parents’ house held an outsider position in the bellicose 19th century. In 1892
Wilhelm Julius Foerster assisted in founding both the German Peace Society (Deutsche
Friedensgesellschaft) and the German Society for Ethical Culture (Deutsche
Gesellschaft fiir ethische Kultur). He was invited to join the Prussian Academy of
Sciences, but rejected, in order to keep his independence.’? When he refused the
instruction to name the Cassiopeia constellation, as it resembles the letter ‘W, after
Kaiser Wilhelm, he fell out of favour with the imperial family, he was considered
suspect for ‘the neglect of Prussiah interests in the starry sky’.5*® With his involvement
in founding the Society for Ethical Culture he was finally seen as an atheist with
anarchistic leaning.®* The artist Adolf Menzel also quit his friendship with the scholar
for his unconventional behaviour.5** With his protest against militarist propaganda, for
example iﬁ the context of the annexation of Alsace-Lorraine in 1871, Wilhelm Julius
Foerster stood out as one of the very few known personalities who openly held anti-
nationalist views.%*¢ He also defended his pacifism amidst a consensus of war
endorsement amongst German intellectuals in 1914. He is remembered as one out of

the four signatories — together with the physicist Albert Einstein and the philosopher

651 Ibid.; J. Woudstra, ‘The changing nature of ecology’, in The Dynamic Landscape, ed. by. N. Dunnett
and J. Hitchmough (2004), pp. 23-57 (25-8);

652 Renate Feyl, *Wilhelm Foerster’, in: 3 x Foerster, ed. by M. Iven (1995), pp. 46-55 (52). Excerpt
from a text originally published as: Renate Feyl, Bilder ohne Rahmen, (Rudolfstadt: Greifenverlag,
1977). Please note that this is not a scholarly source and it was published in the GDR under the

respective conditions (censorship).
653 Quoted in: R. Feyl, ‘Wilhelm Foerster’, in: 3 x Foerster, ed. by M. Iven (1995), pp. 46-55 (46, 48).
654 R. Feyl, ‘Wilhelm Foerster’, in: 3 x Foerster, ed, by M. Iven (1995), pp. 46~55 (53).

655 Ibid.

656 F. Poggeler, ‘Zwischen Staatsraison und Weltfrieden’, in 3 x Foerster, ed. by M. Iven (1995), pp.
143-72 (145). )
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Otto Bueck — of the ‘Aufruf an die Europdier’, the ‘Appeal to the Europeans’, which
called for an immediate end of the hostilities of 1914. The physiologist Georg
Friedrich Nicolai wrote it as a reaction to the so-called ‘Manifesto of the Ninety-
Three’, which had been signed by 93 intellectuals and artists, amongst them also
Wilhelm Julius Foerster himself,*’ in support of the German military actions in
October 1914. By acting the way he did, he put himself and his family at considerable
risk, as the disciplinary proceedings, that he and his son Friedrich Wilhelm were
involved in, clearly show. After the emperor had raged against the Social Democrats at
the Day of S;dan festivities in 1895, the elder son Friedrich Wilhelm criticised this
speech in a publication. A trial for 1¢se mejesté followed by three months fortress
detention was the consequence.®*® For many years Friedrich Wilhelm Foerster publicly
warned about Hitler, who in return hated Foerster blazingly and chose him to be on the
first list of Germans to be expatriated.®* Af;t;r teaching at Zurich and living in Vienna
between 1916 and 1918 as counsellor to emperor Karl, he became professor at the
Ludwig Maximilian University of Munich. As an outspoken — and extremely rare —
critical voice against the war and the politics of Bismarck, he put himself into much
trouble. He left Germany in a hurry already in 1922, when a high-ranking officer friend

informed him about a plot laid against him by nationalist political forces; he was to be

657 Some of the 93 had signed, like Foerster, without knowing the exact wording, see: Jiirgen von
Ungern-Sternberg and Wolfgang von Ungern-Sternberg, Der Aufruf ‘An die Kulturwelt!’: Das
Manifest der 93 und die Anfdnge der Kriegspropaganda im Ersten Weltkrieg. Mit einer
Dokumentation, series Historische Mitteilungen der Ranke-Gesellschaft (HMRG), supplement 18

(Stuttgart: Franz Steiner, 1996), pp. 13, 64.

658 Friedrich Wilhelm Foerster, ‘Der Kaiser und die Sozialdemokratie®, Ethische Kultur, vol. 37,

.’ 14/09/1895; R. Feyl, ‘Wilhelm Foerster’, in 3 x Foerster, ed. by M. Iven (1995), pp. 46-55 (53). F,
Pdggeler, *Zwischen Staatsraison und Weltfrieden’, in 3 x Foerster, ed. by M. Iven (1995), pp. 143~
72 (145). The Day of Sedan was a controversial memorial holiday in the German Empire to
commemorate the Battle of Sedan of 1870 in the Franco-Prussian War, where the French emperor
Napoleon III and his army were taken prisoner in the fortress of Sedan by Prussian troops. The day

was popular mainly amongst the Protestant-Prussian upper classes.

659 F. Pdggeler, *Zwischen Staatsraison und Weltfrieden®, in 3 x Foerster, ed. by M. Iven (1995), pp. -
143-72 (145).
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one of the next victims of the politically motivated so-called Feme murders, in which
many liberal intellectuals were killed such as the politicians Matthias Erzberger (in
1921) and Walther Rathenau.“° Until 1926 he lived in Switzerland, then in Paris, but
he had to flee once more in 1940, when the Germans marched into Paris.®! During the
years in France Foerster invested great efforts in infonﬁing Eﬁrope’s political scene
about the growing German threat to world peace.®? After the German occupation he
had to flee the Gestapo, the German Secret State Police, to Switzerland, where because
of his just rewarded French citizenship asylum was not granted.** Consequently he had
to manage a daring escape via Lisbon to the United States, where he lived until 1963.
He died in 1966 in a sanatorium near Zurich. With regard to Foerster’s life on the run,
the brothers had little chance to see each other, and whatever contact they had in later
years must have been severely restricted by the political conditions of their time — with
Karl living in East Germany and Friedrich Wilhelm in the United States.

In early summer of 1933, particularly the 10th of May, the students’ association
Deutsche Studentenschaft staged the Burnings of the Books. On the occasion of this
‘settlement day of barbarism’, as the writer and literary scientist Alfred Kantorowicz
has called it, the administration published a guideline describing the desired course of
action.** This publication contained nine “chants” to be called out at the event. The
first was directed against ihe political theorists Karl Marx and Karl Kautsky, the

second against the ‘decadent’ literates Heinrich Mann, Ernst Glaeser and Erich

660 F. Pdggeler, ‘Zwischen Staatsraison und Weltfrieden’, in 3 x Foerster, ed. by M. lven (1995), pp.
143-72 (150).

661 Ibid.

662 F. Poggeler, ‘Zwischen Staatsraison und Weltfrieden’, in 3 x Foerster, ed. by M. Iven (1995), pp.
143-72 (150-60).

663 Cf.: F. Poggeler, ‘Zwischen Staatsraison und Weltfrieden’, in 3 x Foerster, ed. by M. Iven (1995),
pp. 143-72 (160).

664 Alfred Kantorowicz, ‘Stichtag der Barbarei - Kampftag der Kultur’, in Kunst und Wissen, 05 (1943), 2.
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Kistner. The third was dedicated to Friedrich Wilhelm Foerster with the words:
‘Against unprincipled thinking and political treason; for dedication to Volk and state! I
commit to the flames the writings of Friedrich Wilhelm Foerster.”* Foerster’s
complete works were on the black list of books to be eliminated.

The fact that generally speaking this Foerster is today less known than his relatively
innocuous horticulturist brother is characteristic for Germany’s reluctant memory when it
comes to devoted opponents of the regime. The importance of Friedrich Wilhelm
Foerster as pedagogue and political person has not been much addressed in Germany,

while he has received considerably more attention in other countries.®’

The well-informed innocent
There is no reason for concluding that Karl Foerster had the same comprehension of
the political situation in Germany. Howevef; the two brothers were deeply connected,
which must have meant that at least until 1922 they stood in regular exchange. Another
conclusion suggesting itself is, that Karl Foerster initially must have been under
suspicious surveillance by the Nazi police, even though the alleged ‘innocence’ of his
profession might have made the authorities decide that he posed no political threat,
However, these are unverified suggestions. In view of Mattern’s pacifism, the
Foersters’ outspokenness in view of injustice or perceived wrongdoing as we‘ll as their

deep pacifism, must have created immediate sympathy between them. So far no

665 See the translation by Dr. Roland Richter on the web exhibition ‘When Books Burn’ on the website

of the University of Arizona: hitp://www.library.arizona.edu/exhibits/burnedbooks/goebbels.htm.

(accessed 09/10/2014). Note that this page contains spelling mistakes and is not professionally

designed with major displaying errors.

666 See the Liste des schddlichen und unerwiinschten Schrifttums (‘List of Noxious and Unwanted
Writings®, version of 31 Dezember 1938) 1st edn (Leipzig: 1938), p. 39, quoted on the website of the

state of Berlin, http:/www.berlin.de/rubrik/hauptstadt/verbannte_buecher/index.php (accessed

09/10/2014).

667 F. Péggeler, ‘Zwischen Staatsraison und Weltfrieden’, in 3 x Foerster, ed. by M. Iven (1995), pp.
143-72 (144, 172).


http://www.library.arizona.edu/exhibits/bumedbooks/poebbels.htm
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evidence of exposure of Mattern to the writings of the Catholic pacifist Friedrich
Wilhelm Foerster has been found, but the prominence of the latter must have affected
Foerster’s circle of close confidents, to which Mattern belonged from 1928.

The Foerster business seemed to have employed convinced Nazis as well as
opponents of the regime. In 1940, the National Socialist Karl Wagner became editor in
chief of the journal Gartenschonheit, whose publishers were Karl Foerster, Camillo
Schneider and Oskar Kiihl. Froxﬁ the late 1930s the Foerster business was led by
Nikolaus Hoeck, who some sources call a ‘convinced National Socialist’, while other
believed him to have joined the party only in order to protect the business and its
employees from persecution.®® Foerster himself joined the party in 1940.%° However,
Foerster did not always bow to official doctrine. Quite the contrary, he actually dared
some rather outspoken criticism, at least within his own professional field. In an
introductory text to his nursery’s flower bulbs catalogue of 1939 Karl Foerster
ridiculed éll calls for the exclusive application of native plant material in German
gardens. He pointed out that most of the ‘fearful souls who fear foreign infiltration’
were not aware of the fact that, amongst those allegedly ‘German’ plants, ‘which
arouse their sense of home’, nine out of ten originated in a ‘most foreign world
remoteness’.®’® To word such critical irony at a stage when the racist regime had risen
to the climax of its powe;' certainly meant a risk for Foerster’s business and the

security of his family. It probably also presented an obstacle for the career of his

668 Hammerbacher assumed the latter, see: Jeong-Hi Go, Herta Hammerbacher (1900-1985): Virtuosin
der Neuen Landschaftlichkeit — Der Garten als Paradigma, (Berlin: Technische Universit4t Berlin,
2003), p. 33. Dilmpelmann calls him a convinced National Socialist, but states no reference, see:

Sonja Diimpelmann, Karl Foerster (2001), p. 30.
669 S. Dimpelmann, Karl Foerster (2001), p. 30.

670 ‘Auch die Feststellung mag hier wiederholt werden, wie wenig mancherlei &ngstliche Gemiiter,
welche Uberfremdung fiirchten, davon ahnen, daf neun Zehntel der Pflanzen in Deutschland, die ihr
Heimatgefiihl erregen, fremdester Weltferne entstammen.’ This was not the only time he expressed
his criticism: Karl Foerster, ‘Bodenstindige Pflanzen. Schlichtende Gedanken zu diesem Begriff”,
Die Gartenschinheit, 22, 06 (1941), 128, ’
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collaborators. The Foerster nursery had a reputation for being left-wing and this had
consequences in some specific cases (see chapter 1I-g).%"!

Very prominent acquaintances of Foerster’s — for example the conductor Wilhelm
Furtwingler (1886-1954, the architect Mies van der Rohe (1886—1969) and the writer
and physician Gottfried Benn (1886-1956) — had signed officially published lists
pledging allegiance to the Fithrer.*’? In the liberal-conservative milieu of
Bildungsbiirgertum, fhe educated middle-class, which was so much iAnydcbted to
German Romanticism and thus not always embracing modern society with all its fast
transfonnatqi.ons, an initial enthusiasm in view of certain aspects of National Socialism
was not uncommon. The promise to make a clean sweép of mindless consumerism and
‘debauchery’ and reverse the lamented decline of culture, combined with a widespread
Anti-Americanism and the never-forgotten humiliation caused by the Treaty of
Versailles, created a morale that tempted e\;;tn the most cultivated, essentially liberal
citizens to be captivated by the Nazis’ successful reconciliation of ‘German
Innerlichkeit and modern technology’.5” Other friends of Foerster’s however were
fierce opponents of the Nazis. Through his older brother Friedrich Wilhelm, the
comparatively naive, peace loving ‘flower man’ was bizarrely probably one of the

civilians in Germany most able to get a clear view behind the facades of Hitler’s

671 When Foerster wrote to Strélin, the mayor of Stuttgart, to promote the idea of a selection garden for
perennial viewing, he let Mattern know, that it was better that Str8lin did not know the connection
between the two, for caution’s sake. But later he squeezed in a comment between the lines,
explaining that he meant to say he wanted ‘to avoid misunderstandings’. So it is possible he simply

did not want his letter to appear like he wanted to trade on the connection. Letter from Foerster to

Mattern, 03/04/1939, private property.

672 Benn had signed the ‘Geldbnis treuester Gefolgschaft’, which was published in several newspapers,
Furtwingler and Mies, together with other prominent creative artists such as Erich Heckel, Georg
Kolbe, Emil Nolde und Richard Strauss, signed the ‘Aufruf der Kulturschaffenden’, published in the
central organ of the NSDAP: N.N.,’Langer Abschied’, Der Spiegel, 23 (1989), 234-8 (238)

673 lJeffrey Herff, Reactionary Modernism: Technology, culture, and politics in Weimar and the Third
Reich, (Cambridge et. al.: Cambridge University Press, 1984) pp. 2, 15-16 (with reference to
Thomas Mann, ‘Deutschland und die Deutschen’, in Thomas Mann: Essays, vol. 2. (‘Politik®), ed, by
Herman Kunzke (Frankfurt: Fischer, 1977), p. 294. '
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political theatre. Hammerbacher went on record as saying that the people around
Foerster knew about the Concentration Camps and with this knowledge were working
for the regime.*’* However, for Foerster, his family background must have been

mainly a disadvantage during the ‘Third Reich’.

Pantheism and the cultv of beauty
Despite the enlightened family background, with his ‘transcendent’ poetical writing
style and the deep spirifuality of his cult of beauty, Karl Foerster was popular amongst
theologians too, both Evangelical and Catholic.®” It is difficult to precisely locate
Foerster ideologically. He developed a radically idealist, ambiguous form of monism.
This included pantheist ideas which he took already from his parents, and he
developed them further into a cult of beauty influenced by classicist and symbolist
writing. Foerster’s own emphasis on the individual correlated with that of the
Symbolisis, and generally with the Fin de siécle, which was characterised by
industrialisation and produced an atmosphere of cultural alienation.®”® At the same
time that he declared beauty as ‘a home of the soul’®”’, he also warned of an
exaggerated aestheticism and of human idolisation of beauty.®’® With Jean Paul and

Maurice Maeterlinck (1862-1949) Foerster and Mattern had some commonalities

674 J.-H. Go, Herta Hammerbacher (2006), pp. 51-2.

675 E.g. Helmuth Gollwitzer, Alfred Dedo Miller, Carl Sonnenschein and Klaus Wessel. The East
German church historian Ginter Wirth (1929-2009) points at the discursive conversation Karl
Foerster had with these different, usually ‘un-dogmatic’ theologians: Glinter Wirth, *“Die Natur und
den Menschen ‘zu Wort bringen”” - Vom grofien Welt- und Gartenspiel in Bornim®, in 3 x Foerster,
ed. by M. Iven (1995), pp. 190-2.

676 S. Dimpelmann, Karl Foerster (2001), pp. 19-20.

677 Karl Foerster, ‘Der deutsche Dorfgarten’, Land und Frau (Wochenschrift fiir Gefliigelhaltung,
Gartenbau und Hauswirtschaft), special print, (1934), 45-6. Quoted in: Sonja Dimpelmann, Karl
Foerster (2001), p.19.

678 Karl Foerster, Garten als Zauberschlilssel, 2nd ed. after the original ed. of 1934 (Berlin: Sulzberg,
1934), pp. 13-4. Quoted in: S. Diimpelmann, Karl Foerster (2001), p. 20.
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with regard to their literary tastes, but Foerster’s fascination for the beautiful was
much more pronounced. It was actually a beauty cult, while Mattern’s taste
comprised a much less traditional aesthetic sense, beyond the ideal of beauty. In
architectural matters Foerster was relatively conservative. Even the architecture 6f
his friend Otto Bartning ~ while he admired his literary production — seemed strange
to him. Only hesitantly and probably through the influence of Mattern and
Hammerbacher he seems to have warmed to the potentials that modern architecture
offered to the development of garden design: ‘Foerster realised the vappeal of the

..

casting of trees’ and shrubs’ shadows onto the smooth, white walls of functional
buildings [‘...]’.679

Foerster was against the mechanisation of everyday life and criticised the big cities’
distance from nature, but he was no classical representative of Kulturkritik in the
Nietzschean sense. He believed in the comir;g of a harmonious future, when wars arid
animosities would be overcome through the healing powers of nature’s beauty. A
revelation for him were the naturalist writings of Ellen Key (1849-1926), a Swedish
cultural critic and early feminist, who became also known for her progressive, child-
centred educational views.%*° Recalling the ideas of the garden city movement,

Foerster’s writings invoked a world in which the disadvantages of countryside and city

would be balanced out with their respective benefits to create a better future for all, 8!

679 S. Dimpelmann, Karl Foerster (2001), p. 24.
680 S. Dﬂmpel_mann, Karl Foerster (2001), p. 21

681 Ibid.
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The horticultural legacy
Today it is mainly his achievement with the selection of perennials that Foerster is
known for. His first nursery he had already established in 1903. With the father’s
retirement, the Foersters’ had to leave the astronomical observatory. They moved to
Westend, west of Charlottenburg, where Foerster laid out his plantations behind the new
home.**2 1907 appeared the first catalogue. In 1908 his mother died of influenza. 1910/11
the nursery was moved to Bornim, when the land in Westend was taken in by the town
expansion. Together with his ageing father and his youngest daughter Martha, Karl moved
into the new house at Bornim in 1912, where Martha ran the household. She later married
Oskar Kiihl, with whom Foerster in 1920 would found a publishing company and the
journal Die Gartenschonheit. The first book Winterharte Bliitenstauden und Stréucher der
Neuzeit (‘Hardy flowering perennials and shrubs of the modern times’) was already
published in 1911 (Leipzig: J.J. Weber). The nursery developed quickly, even during the
war. Foers‘ter started to hold lectures and frequently travelled to garden exhibitions,
botanic gardens and other nurseries all over Europe. His first known success in breeding
was with Delphinium elatum, the selection called ‘Berghimmel’ of 1920, and this species
he is most associated with today. But Foerster did not always like to be asked solely
about delphiniums, as he could as well have chosen a different species had the soil
and climate in Potsdam Eornim been different.%®® However, Delphinium .rather than
the other ‘Foersterian species’ Phlox, is the first thing referred to when his legacy is

discussed.

682 For all information in this paragraph see the chronological table in: Ein Garten der Erinnerung:
Sieben Kapitel von und iiber Karl Foerster, ed. by Eva Foerster and Gerhard Rostin, 3rd rev. edn
(Berlin: Union, 1992), pp. $17-22. Cf.: Martha Foerster-Kithl, “Von Westend nach Bornim’ (from a
manuscript in the Foerster estate at the State Library, written 1934), in Ein Garten der Erinnerung
(1992), pp. 126-31. Cf. also the connecting texts in the same book wrilten by Gerhard Rostin, pp.

98-103 (‘Der erste Katalog — die ersten Publikationen®) and pp. 124-5 (‘Die Lebenswege der
Geschwister'). '

683 V. Heinrich, Hermann Mattern (2012), p. 29.
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Looking only at garden design, Foerster rendered several prime services. Most
renownedly, he provided hardy and low-maintenance perennials, making gardening
less work-intensive and costly. He extended the repertory of usable garden plants,
also introducing new species, notably grasses and ferns, thus opening up a scope for
design. Less known but no less significantly, he promoted and aimed at pure colour
‘tones in his selection work,®* which allowed for more precise colour effects. And last
but not least, he strove for a relatively ‘close to nature’ plant physiognomy, resulting

in ‘legible’ plant individuals full of character for the creation of atmospheric spaces.

ve

This all helped to popularise the more natural garden style that became a prominent
trend around 1930. Mattern, in characteristically endless sentences and — maybe due
to the growing anti-consumerism — with more cultural criticism than usual, explained

Foerster’s achievements in 1968 as follows:

In this century, which seems to be a slave to rationalising technology and the exact
sciences, Karl Foerster has made [...] wild perennials acceptable. Moreover, the flowering
herbs, which disappear on their autochthonal habitats [...] due to the usability compulsion
to use the ground for the food production and for profit, he has, in refined and more
resistant form, given a new home.

In Germany, a country easily impressed by developments abroad, which had since
1871 until the First World War been taken in by English garden culture, would never haye
developed an independent and original idea of the dwelling garden, the peoples’ park, the
urban green, neither would the allotment garden movement have been able to develop and

spread worldwide, had one been further depending on plant selections from the mild

oceanic climates of the British Isles.®®

684 ‘[...] clear, brilliant colours [...]": Konrad Niser, a former head gardener in the Foerster nursery, in
the revised and commented new edition of Foerster’s 1941 publication Blauer Schatz der Gdrten:

Freundschaft mit dem blauen Flor vom Vorfriihling bis zum Herbst, ed. by Norbert Kithn, 3rd rev,
edn (Stuttgart: Ulmer, 1990) p. 97.

685 ‘Karl Foerster hat in diesem Jahrhundert, das der rationalisierenden Teéhnik und der exakten

Naturwissenschaft gdnzlich verfallen zu sein scheint, die [...] Wildstaude salonfiihig gemacht. [...]
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So according to Mattern it was Foerster’s achievement to develop —, over many years
of observing and selecting — plants for the harsher German climate.

Garden art had since the mid-19th century stood under strong influence of
exoticism. The ‘gardenesque’ orientation of historicist garden art with its focus on
homogeneous, colourful plantations in carpet beds shaped in ornamental outlines,
corresponding with the style in which the adjacent building was designed, developed
in different phases. After the foundation of the German Empire a new generation of
wealthy industrialists, tradesmen and bankers became an important group of clients
for the garden artists.5*¢ But also the public buildings of the proud new nation were
accompanied by representational gardens, in addition to the new squares and gardens
in the continuously growing and prospering cities.®’ Correspondingly, classes of
garden art at the horticultural schools were dealing with the specific field of
ornamental bedding. When the Royal Horticultural College in Potsdam Wildpark was
translocated to new grounds in Dahlem around 1900, the grounds were designed by

the college’s headmaster Theodor Echtermeyer in the ‘Mixed Style’ ( ‘Gemischter

Mehr noch hat er den blithenden Krdutern, die auf ihren autochthonen Standorten [...]
verschwinden infolge des Zwanges, jede Fldche der erndhrenden und gewinnbringenden Nutzbarkeit
zu unterwerfen, in unseren Gdrten in veredelter und verbesserter, widerstandsfihiger Form neue

. Heimstatt gegeben. [ ...} In dem vom Ausland her so leicht zu beeindruckenden Deutschland, das
sich wihrend der Griinderjahre bis zum Ersten Weltkrieg von der englischen Gartenkultur des 19.
Jahrhunderts blenden lief, hitte sich eine eigenstdindige und originale Auffassung vom Wohngarten,
vom Volkspark, vom stddtischen Griin, hétte sich die Kleingartenbewegung nie entwickeln und
weltweit verbreiten kénnen, wire sie weiter auf Pflanzenziichtungen aus den milden ozeanischen
Klimaten der britischen Inseln angewiesen gewesen. ' Hermann Mattern, ‘Karl Foerster (Ansprache

zur Verleihung der Karl-Foerster-Anerkennung)’, Garten+Landschaft, 77, 3 (1968), 74-5 (74).

686 Swantje Duthweiler, Neue Pflanzen fiir neue Gdrten: Entwicklung des Farbsortiments von Stauden
und Blumenzwiebeln und ihre Verwendung in Gartenanlagen zwischen 1900 und 1945 in

Deutschland, series Griine Reihe — Quellen und Forschungen zur Gartenkunst, 31 (Worms:
Wernersche Verlagsanstalt, 2011), p. 19.

687 Cf.: Stefanie Hennecke, ‘Gartenkunst in der Stadt seit dem 19. Jahrhundert, Gestalterische und
soziale Differenzierungen im 8ffentlichen und privaten Raum’, in Gartenkunst in Deutschland. Von
der Friihen Neuzeit bis zur Gegenwart: Geschich;e, Themen, Perspektiven , ed. by Stefan Schweizer
(Regensburg: Schnell+Steiner, 2012) 23350 (235-9).
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Stil’) of the Lenné-Meyer school, including carpet bedding, different historicist
elements and curved pathways (Fig. 104).5%® By 1890, perennials had all but
disappeared from plant nursery catalogues, as the profit was made with the
production of plants used for the omnipresent carpet beds.®*® Perennials were Seen as
‘rural’ and ‘rustic’, and during the 1870s and 1880s the attentiqn had beén on exotic
Schmuckblattpflanzen — plants grown for the decorative leaves — introduced from the
colonies.®® Many old perennials were almost forgotten, only surviving in old pastor
and farmer gardens, which were kept in a more traditional way.®' Only during the
1890s did flowering plants become the preferred material for the ornamental beds.
Here, higher clumps of banana ﬁlants, palms, Canna indica, Cannabis sativa, large-
leaved exotics like Heracleum lanatum, Gunnera tinctoria or Rheum, and ornamenta]
grasses like Arundo donax, Pennisetum, Cortaderia selloana or Miscanthus x
giganteus, were used together with Pelaré;nia, Begonia x tuberhybrida, Fuchsia, or
Helioptropium in bright tropical colours for temporary summer decorations, evoking
the atmosphere of far-away places.®®® With Jugendstil the focus shifted to other
flowers again — tropical flowers, flowering shrubs and bulbous plants —, that were
used in monochromatic mass plantations for their strong visual effects also from a
distance.®®® The forcing of bulbous ornamental plants such as tulips, crocuses and
especially hyacinths during the late 19th century had become a important ;;ért of the
horticultural business, and around 1900 also low perennial species of Adonis, Arabis,

Iris, Phlox or Primula in fashionable pure colours were discovered for the use in the

688 Norbert Kithn, ‘100 Jahre Kdnigliche Gartnerlehranstalt in Berlin-Dahlem. Ein Rickblick in die
Geschichte der Ausbildung von Landschafisarchitekten’, Stadt+Griin, 52, 12 (2003), 27-34 (30),

689 S. Duthweiler, Neue Pflanzen, (2011), pp. 19-31.
690 S. Duthweiler, Neue Pflanzen, (2011), p. 23.

691 S. Duthweiler, Neue Pflanzen, (2011), pp. 31-3.

692 S. Duthweiler, Neue Pflanzen, (2011), pp. 19, 23, 60.

693 S. Duthweiler, Neue Pflanzen, (2011), pp. 19-21.
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modern variant of carpet beds.®* This was what Hermann Heuss referred to with the
expression ‘forcing house culture’ (see p. 61). However, few species in fashionable
colours, such as fiery red Pelargonium zonale and (for less sunny places) Begonia x
tuberhybrida, were omnipresent and represented the main material for ornamental
garden parts.®®* Bright colours were sought after, as ﬁastel shades were sometimes
even considered unattractive in bright day light.**® So only a few perennials, above
all Phlox paniculata, were considered apt for the use in combination with the
powerful red of the pelargoniums and begonias.®’ After 1900, progressive landscape
architects in the sphere of the reform movement (Alfred Lichtwark et. al.), like the
famous garden director general of Hanover, Julius Trip, promoted the use of
perennials, amongst others Aster hybrids, Delphinium, Helenium, Helianthus, and
Rudbeckia.*® For the traditionalist these ideas opposed the good practice of the
‘forefathers’ of the Lenné-Meyer school of the 19th century, who, as Ludwig Médller,
the influential perennials promoting editor of Mdllers Deutsche Gdrtner Zeitung,
pointed out, had not been in the position to foresee developments in the field of
perennial selection.5%?

A strong influence on the changing taste came from the field of floristics —
prominent landscape architects such as Willy Lange had published in this field, and
also Alfred Lichtwark e\}en before writing about garden design.” The seminal

contribution to this discussion, which had a fundamental effect on garden reform as

694 S. Duthweiler, Neue Pflanzen, (2011), p. 19-20, 34-9.
695 8. Duthweiler, Newe Pflanzen, (2011), pp. 24-5.
696 S. Duthweiler, Neue Pflanzen, (2011), p. 25.

697 Ibid. with reference to: Wilhelm Thilrmer, ‘Wertvolle Zonalpelargonien’, Mdller s Deutsche
Gdrtner-Zeitung, 21, 28 (1906), 338-9. '

698 S. Duthweiler, Neue Pflanzen, (2011), p. 26-7,31-2.
699 S. Duthweiler, Neue Pflanzen, (2011), p. 26-7.

700 Then referred to as ‘Blumistik’. S. Duthweiler, Neue Pflanzen, (201.), pp. 32-3.
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referred to in the introduction, was Lichtwark’s article ‘ Makartbouquet und
Blumenstrauf3’ (‘Makart bouquet and posie’, 1892), published as a booklet in several
editions.™ Until the foundation of the Empire in 1871, French style bouquets, which
were very short, wired and tightly bound into circular plates, had prevailed in the
‘market. From then on newer trends in French floristics became an influence and é
typically German style evolved. The fashion went towards loosely bound, lqng wild
flower bunches, with — in contrast with the English style of loose, freely combined
bunches — attention to the artistic combination and arrangement of the ﬂoWers.
Through these trends in posy fashion, ‘as a kind of trojan horse’, pere‘nnials gained
renewed attention and their propagation became an attractive field for market

gardeners again, who started to produce them in ever greater numbers — after decades

of neglecting them.”? Foerster’s aesthetic aims have to be seen in this context, and

the direct influence by Lichtwark has been proven.”

Foerster’s intention of emphasising and elevating the natural character of a plant
recalls Mattern’s intention of elevating the natural characteristics of a given site. An
abstraction of significant traits, not imitation of nature, was the intention of both men
in aesthetic matters. Foerster did not like the huge double Californian delphiniums,
nor was he interested in the much-discussed efforts for breeding a brick-red variant,
He wanted to keep the original ‘alpine character’ of the plant, which was lést with

double flowers, and he saw blue as the colour that best fitted the plant’s character, 704

Hammerbacher explained this lucidly:

701 E.g.: Alfred Lichtwark, Makartbouquet und Blumenstrauf3, 2nd edn (Berlin: Cassirer, 1905). In

writing on garden history of the times, this essay is probably the most-mentioned inspiration to the

reformers,
702 S. Duthweiler, Neue Pflanzen, (2011), pp. 31-4.

703 Henrike Junge-Gent, Alfred Lichtwark: zwischen den Zeiten (Berlin and Miinchen: Deutscher
Kunstverlag, 2012), p. 273. Cf. chapter I, p. 43-6. -

704 Konrad Naiser, ‘Karl Foersters Staudenziichtungen’, in: 3xFoerster [...] (2001) p. 227.



page 231 of 513

Karl Foerster wanted to grasp, exaggerate and embellish the characteristics of a plant, but
he did not want to change the essence of its nature. [He] always kept the natural form in
mind, the delphinium as the mountain forest perennial; it still had to have in it something
of the mountain sphere, the elongated, intrinsically graceful. It was the essence of his

selections that they were still very close to nature.’®

Foerster did not want to ‘merely throw plants onto the rﬁarket, but [he wanted] to
chase them through the ‘disappointment filter’ of the five-years-long long-term
observation of non-transplanted stocks.” The time span of fourteen years between
his first own selection ‘Arnold B&cklin® (1912, probably a Delphinium belladonna
variety, pure enzian blue, now lost) and the first high D. elatum hybrid ‘Berghimmel’
(‘mountain sky’, 1926) shows how demanding Foerster Qas of his plants. He sold the
plants he bred constantly, but only if they satisfied his high expectations did he give
them a name. As he had prepared a wide array of different breeding aims during
these years, the number of new varieties rose quickly from the second half of the
1920s onwards. From 1926 until 1930 he released thirteen new selections, and by
1935 the number rose to all-in-all twenty-nine Foerster delphiniums.” In 1926

F ovferster stated twelve criteria for his breeding efforts amongst which pure colours (in
contrast to multi-coloured blossoms) and habitus and shape were named first.”™ In

his book Der neue Rittersporn. Geschichte einer Leidenschaft in Bildern und

705 Herta Hammerbacher quoted in: Marie-Luise Kreuter, Ziichtungen und Gedanken fiir die Zukunft
(Potsdam: Karl-Foerster-Stiftung, 1978), pp. 21-2.

706 K. Niser in Blauer Schatz der Gdrten, ed. by N. Ktihn (1990) p. 97.
707 K. Naser in Blauer Schatz der Gdrten, ed. by N. Kithn (1990) p. 98

708 K. Niser in Blauer Schatz der Gdrten, ed. by N, Kithn (1990) pp. 98-9, with reference to; Karl

Foerster, Der neue Rittersporn: Geschichte einer Leidenschaft in Bildern und Erfahrungen (Verlag
der Gartenschénheit: Berlin, 1929), f
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Erfahrungen (‘The new delphinium. Story of a passion in images and experiences’),

published in 1929, Foerster listed possible faults:

Bad colours, wind breakage of the plant at the ankle, knee or neck, infestation witil white
mildew, not sufficiently multi-stemmed, dropping of the lowest flowers, before the raceme
has blossomed entirely, breaking of racemes that have filled themselves up in the rain, N
susceptibility to su‘n scald of the southern side of the raceme under heévy sun, decréasing ‘
of the blossom beauty by rain, sudden withering of the black-blue varieties through
circulatory disorder in excessive heat, decline of the blossom beauty and vegetational

development of the plant at the same place already after few years, which necessitates an

early transplantation.’®

Aesthetic considerations and colour philosophy
The same book contained about two pages full of text about ‘garden-artistic
experiences’. Foerster cherished the potential of these ‘blue mountain and summer
beacons’ to chase away the bad mood of rainy days, while in blistering summe} heat
their bright shades of blue had a ‘downright thirst-quenching’ effect.”® Foerster was
able to judge in a masterly way the consonance of colour tones, and in regard to
design this was the topic he knew best to write about in his books. Equally perceptiye
was his judgment of the psychological effect of colours: ‘in smaller and more naive
plantations, in between pure and clear colours, sometimes, as a stirrer, other risky
tones are needed.’”"! A great part of his aesthetical considerations concerned colour

psychology. His respective thoughts probably added to the appeal his books had to

- garden lovers and professionals alike:

709 K. Foerster, Der neue Rittersporn (1929), p. 9.
710 Ibid.

711 *[...] Hecht im Karpfenteich [...]' K. Foerster, Der neue Rittersporn (1929), p. 41.
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‘Blue is a strange different something. It is the point in the colour realm, at which the entire
colourful earth prison is bursting. [...]
Sometimes gardens in their blue blaze or their beauty of ether can enter into such

traffic with sky and light, as if heaven and earth were striking new sparks between each

other, disclosing new relationships between them,”!?

In contrast with Mattern, who found inspiration in modern abstract art, Foerster
had problems even comprehending it and still clung to Impfessionist ideals. He
admitted this lack of appreciation, for example in letters to his trusted friend
Elisabeth Koch, a niece of Karl Scheffler (1869-1951), the inﬂuential art journalist
who also preferred Impressionism to more abstract tendencies.”? |

Beside the special role of colour, the ‘character’ of the plant stood at the centre of
his ideas about the design of flowerbeds. Foerster compared delphiniums with the
‘church in the village’, as their structure had more than any other plant ‘the role of a
peaking summary of other flowers®.”* The perfect match for delphiniums he saw in
roses, especially ramblers, as ‘the two illuminate each other at the most beautiful. To
leave a rosarium without Delphinium is a deadly sin’,”"*

When Foerster wrote about spatial matters this was mostly in regard to a plant’s
spgtial qualities — be it as individual or in groups, in front of a neutral background or in
comparison with other perennials. In Einzug der Griser und Farne in die Gérten

(‘Entry of the grasses and ferns into the gardens’) of 1957 for example, the first

German garden book about ferns and grasses, he described the role of grasses as

712 K. Foerster, Der neue Rittersporn (1929), p. 9.

713 Lee Sorensen, ‘Scheffler, Karl’, in Dictionary of Art Historians.

http://www .dictionaryofarthistorians.org/schefflerk.htm (accessed 18/09/2014).
714 “[...] gipfelnder Zusammenfassung [...]’ K. Foerster, Der neue Rittersporn (1929), p. 40.

715 K. Foerster, Der neue Rittersporn (1929), p. 41. "
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‘organisers of their surroundings’.”'® A garden without them seemed “as if an orchestra

had been bereaved of its conductor’.”'” And, effusive as usual, he translated the visual

effect of the plants he described into terms related to atmosphere and emotion:

The great transmission of the grass realm in human life is analogous to an epos, while
against this the assisting role of the fern realm in the course of this century is analogous to
a drama. But also the drama eventually has the mission to serve and to discharge into
higher modes of being. However, we still are caught in the great fern dramé and nourish
smilingly our knowing thoughts, which are already rushing faithfully ahead, when we

surround ourselves in gardens with the decorative splendour of the fern realm.”®

In the books about his own varieties, Foerster usually gave an insight into his .

breeding practice. This was also in the interest of explaining the patience and hard

work necessary to arrive at a new variety that satisfied all demands.

Characteristically, these horticultural matters were interwoven with questions of

human existence. In Der neue Rittersporn (1929) for example he spoke about the role

of chance in a typical Foerster wa‘y of expression. This exemplified the advisory

element, in an almost therapeutic sense, of his writing about gardening. According to

Foerster, chance should not be seen as being entirely beyond human control:

He who wants to steer nature and fate according to his wishes, has to allow them to expresg
themselves freely in time and space and has to give them inexhaustible opportunities for
this. [...] Chance, too, is God’s thumbprint [...]. One has to play the chance-instrument

with virtuosity in order to be raised towards ever more refined chances.”"

716

717

718

719

Karl Foerster, Einzug der Grdser und Farne in die Gdrten (Neumann Verlag: Radebeul, 1957), p. 16
Ibid.

K. Foerster, Einzug der Grdser (1957), p. 124.

K. Foerster, Der neue Rittersporn (1929), p. 18.
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These thoughts about chance corresponded to Foerster’s very uncommon breeding
practice; he did not use the conventional means of isolation of an individual plant’s
pollen, and he used neither brush nor tweezers.”?® This quite eccentric working
manner resulted in an extremely inefficient selection process. Foerster had to work
with a vast mass of seedlings in order to achicvé whét other successful breeders
achieved with a carefully controlled pollination in much less space. On his grounds
Foerster planted clusters of varieties in close proximity to each other and hoped for a
successful natural pollination, ‘what moths take care of sufﬁcientiy in the morning
and evening. ... Nature’s fantasy will soon expose its superiority over ours in this
field, too.’™! He warned of giving up too easily; too many abandoned a project when

they met the first lame duck:

Humans with their scepticism about fortune only sweep a segment of the circle and resign
prematurely, while twice the endurance inevitably would have led them to the winners
integrated into the full circle.... ‘Destiny grants us our wishes, but in its own way, in order
to give us something beyond our wishes’ (Goethe).

In the jumble of less characterful shapes [ Gestalten] already well-rounded flowering
plant individuals appear, in immediate emergence out of their environment, like German

geniuses come from villages, strangely exalted and in their enhancement.’

And thus his emotive descriptions constantly echoed his ideal, the incarnation
through beauty.

Mattern owed much to Foerster and he knew it. Professionally, Foerster was no
rival. Despite the sensitivity to form that spoke out of his words, he is said to have

not had sufficient design knowledge in order to design gardens - and he probably had

720 S. Dimpelmann, Karl Foerster (2001), p. 45.
721 Karl Foerster quoted in: Ibid.

722 Ibid.
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no intention to do s0.”* He needed the cooperation of landscape architects such as
Willy Lange or Wiepking, with whom he cooperated before he established a design
studio within his own firm. Hermann Mattern and Herta Hammerbacher, who were
employed to establish this design studio, by all accounts were allowed to develop
their ideas quite freely. Foerster trusted their design capabilities.

On the other hand, some of Foerster’s writings bore witness of a fine sensitivity
for questions of space, usually in connection to a plant’s figure, for example the |
specific structural characteristics of a particular variety. Occasionally though, he

..

even discussed spatial questions and questions of shape more generally:

The new standard lamp in the farmer’s room above the little table in front of the wide
corner bench, or the illumination of the floor through the rhythmically patterned stréw
carpet — all this produces unforeseen spatial forces from the room and every evening
creates reading places encouraging the most beautiful contemplation powers. If the table

was a little higher or lower, smaller or larger, a strange space disenchantment would

probably occur.™*

Gliicklich durchbrochenes Schweigen (1937) contains a short chapter ‘Zauberkraft
der Form’ (*‘Magic power of form’), in which on two pages the relationship between
shape and idea, form and content was discussed. Herein Foerster explained that the
long-distance effect of a form is a sign for design quality: ‘Lack of form means lack
of content or wasting of content [...]’"** Considering also his reverence of Arnold

Bocklin and the German impressionists, his words seem to hint at an anti-classicist,

723 Vroni Heinrich, persorial communication, 22/02/2007.

724 Karl Foerster, Reise doch — Bleibe doch! Lockungen kaum betretener Lebens- und Gartenpfade
(Frankfurt am Main: Keppler & Scherrer, 1953), p. 66.

725 K. Foerster, Gliicklich durchbrochenes Schweigen (1937), p. 195.
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impressionist ideal: ‘The hunter of forms only hits his game if he doe_s not search for
a tame animal. He has to hunt in the dark forest and scent a secret lustre.” "%

For Mattern, Foerster was clearly a figure that complemented and inspired his
own ideas about planting. Foerster’s delicate sensitivity for the individual plant’s
spatial agency and symbolic associative potential wefe echoed by in Mattern’s
increasingly mature implementation of the plant material. Comparing designs from
the 1950s with his very first garden commission, the vKraiger garden of 1926, it
becomes clear that Foerster must have opened his eyes to these compositional
questions. Of course, the team involved also played a role; often Mattern let others
with a greater botanical knowledge, e.g. Hammerbacher, Goritz bor Lorenzen,
elaborate the planting schemes, sometimes he confidently put his signature under
designs others had produced.” He must have felt himself to be the mastermind of
the Bornim School, which was one reason for the growing distance between him and
Hammerbacher during their marriage.”®

One more of Foerster’s ideas illustrates the value of the new garden for everyday
life: the Garden of Seven Seasons. He wrote about it in his books on rockery gardens,
and with it was connected Foerster’s term ‘world garden’ (‘ Weltgarten®)."” The
expression ‘world garden’ was also used by the Bornimers’ in the context of

Mattern’s Killesberg park project, on the occasion of the Reich Garden Show 1939.

726 Ibid.
727 V. Heinrich, Hermann Mattern (2013), p. 84; J.-H. Go, Herta Hammerbacher (2006), p. 128,
728 J.-H. Go, Herta Hammerbacher (2006), pp. 27, 128.

729 Karl Foerster, Der Steingarten der sieben Jahreszeiten in Sonne und Schatten: Arbeits- und
Anschauungsbuch fiir Anféiinger und Kenner (Berlin et.al.: Verlag der Gartenschénheit, 1936); Karl
Foerster, Alles fiir den Garten. 7. Der Steingarten der sieben Jahreszeiten in Sonne und Schatten:
eine Provinz der Wildnisgartenkunst und der architektonischen Gartengestaltung unter
Einbeziehung und Kennzeichnung der Pflanzen auch fiir steinlose Naturgartenrdume; Arbeits- und
Anschauungsbuch fiir Anfdnger und Kenner, 2nd edn (Berlin: Verlag der Gartenschnheit, 1939);

- Karl Foerster, Der Steingarten der sieben Jahreszeiten: eine Provinz aller baulichen und naturhaften

Gartenkunst, Arbeits- und Anschauungsbuch fiir Anfinger und Kenner (Radebeul: Neumann, 1955).
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Foerster’s use of the term has not yet been analysed in detail, but it may refer to the

enrichment of the garden by bringing together plants from all over the world.”*°

Hammerbacher was sceptical whether a ‘garden of seven seasons’ had ever been

achieved; the aim to elaborate a planting scheme that accomplished a constant bloom

through all the year (except deep winter) seemed extremely difficult to attain.”! In

order to find the right words to summarise the chapter, many of Mattern’s words

about Foerster would serve well. The following were published in his last year,

Foerster had died shortly before:

This year Karl Foerster would have turned 97, thus would have reached the same age as
his beloved brother, the social pedagogue Friedrich-Wilhelm Foerster. [...]

Who has the will to shape things — and both brothers had it in their own ways —, has
to retain all his life the zeal and insistence of a child. And who wants to become, be and
remain a good gardener, has to make himself aware of the zeal and insistence of a
childlike belief inside himself, the belief that the world with its kingdoms of nature
evolves perpetually, and that man, as the most intelligent being on earth, can, indeed
must, contribute to it.

Karl Foerster, the gardener, did not think much of the so-called phytosociology, at
least when it manifested itself as conservative, static doctrine; to him world history as a
process was not completed. It is coherent, but proceeds slowly, and it offers enough .

opportunities for acceleration through culture work. And this work should not be

confined to the vegetational alone.”?

730

731

732

He used the expression for example as title of a two-volume publication: Karl Foerster, Unendliche
Heimat, (= vol | of Der Weligarten) (Berlin-Westend: Verlag der Gartenschonheit, 1925); Fritz von
Oheimb, Gartengliick von heute (= vol 2 of Der Weltgarten) (Berlin-Westend: Verlag der

Gartenschdnheit, 1926).
J.-H. Go, Herta Hammerbacher (2006), p. 78.

‘Karl Foerster wdre in diesem Mdrz 97 Jahre als geworden und hditte damit das gleiche Lebensalter
erreicht wie sein von ihm sehr geliebter Bruder, der Sozialpddagoge Friedrich-Wilhelm Foerster,
[...] Wer formen will = und das wollten beide Brilder auf ihre Art —, muf die Unbedingtheit und den -

Eifer eines Kindes durch sein ganzes Leben bewahren — und wer ein guter Gdrtner werden, sein und
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Foerster’s words about Mattern’s art, too, are essential for understanding their

relationship:

Destroyed landscapes, which sank beneath a jagged massif of rocks, were turned into
unforgettable climes, Here the delphinium conceived his primordial places together with a
mighty growth of shrub roses (Stuttgart-Killesberg). For me, the image of the truly
magnificent design with flowering annuals (Kassel) is the clear document of one of the
most ingenious garden ideas! A breath of freedom waft across all these designs!
But with many of the pictures, one cannot immediately tell by looking at them what
risks were taken and won in the selection and combination of plants. [...]
To all these designs belongs a knowledge about the high qualities of plants - because
only through these alone the new venture becomes plausible! [...]
We see bold movements of the ground both on the large and small scale, which already had

a pioneering effect near and far.”

bleiben will, muB zu Eifer und Unbedingtheit den Kinderglauben in sich bewusst machen, daf die
Welt und alle ihr zugehdrigen Naturreiche sich unentwegt in der Hoherentwicklung befinden und
daf der Mensch, als das intelligenteste Erdenwesen, das Seine dazu beitragen kann, ja beitragen
mup. Fiir die sogenannte Pflanzensoziologie, soweit sie sich als konservative, statische
Lehrmeinung gibt, hatte der Gdrtner Karl Foerster nicht viel iibrig, denn ihm ist ja die

Weltgeschichte als Entwicklungsvorgang nicht abgeschlossen. Sie ist folgerichtig, nur eben in zu

~ zdhem Gang, und sie bietet genug Gelegenheit, sie anzutreiben durch Kulturarbeit, die sich auf

733

das Vegetative nicht allein beschrankt. [...]' Hermann Mattern, ‘Rundum ein Gértner (Ansprache
von Prof. Hermann Mattern bei der Verleihung der Karl-Foerster-Anerkennung.)’,
Garten+Landschaft, 3 (1971), 80.

‘Das neue Mattern-Buch “Gdrten und Gartenlandschaft” erschlieft sich uns in seiner Einmaligkeit
erst allmdhlich. [...] Aus zerstdrten Landschafien, die in einem zackigen Felsmassiv absanken,
wurden unvergessbare Gefilde. Hier empfing der Rittersporn seine Urpldtze zusammen mit
mdchtigem Strauchrosenwuchs (Stuttgart-Killesberg). Das Bild der wahrhaft groBartigen
Einjahrsblumengestaltung (Kassel) ist fiir mich das klare Dokument eines der genialsten
Garteneinfiille! Ein Freiheitshauch weht iiber all diese Gestaltungen hin! Doch sieht man es
vielen Bildern nicht gleich an, welche Wagnisse der Pflanzenauswahl und ihrer Gestaltung hier
unternommen und gewonnen wurden. {...] Zu all solchen Gestaltungen gehért ja ein Wissen um die
Hochqualitiiten von Pflanzen — weil durch diese allein das neuartige Wagnis einleuchtend werden

kann!’, Karl Foerster’s review of Mattern’s book Gdrten und Gartenlandschafien in
Garten+Landschaft, (1960), p. 247 ‘ '
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II.f  Genesis of the New Landschafilichkeit:

the ‘Bornim’ label in the context of interwar garden design

The tensed up, ‘so-called objective’, rigorously and violently forced into a form,

bursts in the general pursuit of biological insights.”

(Max K. Schwartz, 1933)

While still a Garden Technician at Magdeburg, in September 1927 Mattern finally
received the news he had for a while been waiting for: Leberecht Migge responded to a
long sent job application and invited Mattern for an interview, which went successfully.
The 23 October 1927 Mattern asked Lincke for the termination of his contract, which
became effective the 1 December.”* Despite considering Migge’s character ‘mean’ and
not being»sure what to think of him, Mattern was deeply fascinated: ‘The way of his
management alone impresses me [...]. His aestheticism shines out of each of his deeds
and all his written work.’’*¢ What also attracted Mattern was his aversion to the
traditionalism that Migge rejected, too — ‘as I reject the opposite’ -, while he
emphasised that at the same time he was not at all d’accord with all that Migge stood

for. Mattern was finally offered a chance to join Migge’s design office at Worpswede.”

734 *Verkrampftes, “sachlich Genanntes”, hart und gewalttétig in Form Gezwungenes, zerberstet im
allgemeinen Verfolg biologischer Einsichten.” Max K. Schwarz, *‘Der Gartenorganismus.
Grundsitzliches zum “Kommenden Garten™, Gartenschonheit, 14, 12 (1933), 236-39 (236).

735 Letter from Mattern to Hammerbacher, 23/10/1927, VH, as quoted in: V. Heinrich, Hermann
Mattern (2013), p. 22. It seems that the author has kept a part of Mattern’s letters in her private
collection, while giving another part into the Hammerbacher estate at the University Archive of the

Technische Universitit Berlin,

736 (...} man kann ja noch nicht viel sagen - seine Art der Geschdfisfiihrung allein imponiert mir [...].
Sein Asthetentum leuchtet aus jeder Tat und jedem Niedergeschriebenen heraus.’ Letter from Mattern
to Hammerbacher, 25/10/1927, VH, as quoted in: ibid.

737 Letter from Mattern to Hammerbacher, 10/09/1927, VHH, as quoted in: V. Heinrich, Hermann
Mattern (2013), p. 21. '
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He hoped to be able to persuade Migge later to entrust him with the management of the

Berlin branch of the firm.”*® A union with Hammerbacher — who was disappointed over

Mattern’s transferral to Worpswede — and to start a family in Berlin was on his mind all

the time. Despite his desire to work for the famous reformer, even before leaving

Magdeburg, he confessed to her that he would accept any job in Berlin just to be with

her.” Probably some months earlier, Mattern had answered an anonymous and slightly

quirky, today almost iconic advert by Foerster published in Gartenschonheit, which read

as follows:

Professionai With exceeding general and specialist knowledge wanted by landscape
architects for relief, possibly for the heading of a branch. After an appropriate probation
period, permanent collaboration will follow in one way or another. Demanded is either an
entirely first-class practitioner in the field of calculation and tendering of new projects,

adroitness when communicating with clients, or prime artistic expert, good illustrator,’

In November 1927 Mattern received a telegram from Bornim with the invitation for an

interview. Foerster accepted, allegedly with the dictum: “Youth does not protect from

maturity’.™' This was before Mattern started to work with Migge, who insisted on the

six

weeks notice period.”? So Mattern’s first act at Worpswede in December 1927 was

to cancel his contract, and accordingly a mere six weeks was the duration of Mattern’s

738

739

740

741

742

V. Heinrich, Hermann Mattern (2013), p. 28.

Ibid.

‘Fachmann mit hervorragender Allgemein- und Fachbildung von Gartenarchitekten zur Entlastung,
eventuell zur Filhrung eines Zweigbilros gesucht. Nach enisprechender Probezeit wird sich dauernde
Mitarbeit in irgend einer Form ergeben. Verlangt wird entweder ganz erstklassiger Praktiker in
Kalkulation und Ausfiihrung von Neuanlagen, Gewandtheit im Verkehr mit Auftraggebern, oder
erste kilnstlerische Kraft, guter Darsteller. [...])’ Gartenschénheit, 06 (1927) (unpaginated).

Quoted in; V. Heinrich, Hermann Mattern (2013), p. 28 (According to Beate zur Nedden, Mattem’s

widow).

Ibid.
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experience with Miggé - an experience he would occasionally refer to in his later life in
the context of allotment garden projects. He was working on plans for a Worpswede
Settler School (Siedlerschule Worpswede) located in the Saarland, a project that was
built c. 1932 but given up after Migge’s death in 1935.74

In mid-January 1928 Mattern took up his new position in Foerster’s firm at Bornim.
Soon the 25-year-old was to become one of the region’s most-demanded garden
designers, profiting from the fine-sounding name of the famous horticulturist and from
Foerster’s personal network. Mattern and Hammerbachér — who left Spaeth to join
Foerster’s firm the same year — married in December 1928. 1928 can thus be considered
the birth-year of the ‘Bornim School’, which according to Hammerbacher had
developed by 1929/30.7+

The young couple moved into a small house designed by Heinrich Tessenow at 2,
Am Fischtal, in the Onkel-Tom estate at Berlin-Zehlendorf, where in 1930 their only
daughter Merete was born.”* The garden was designed by Mattern and Hammerbacher,
and descriptions with photos of it were published over the coming years (Fig. 105a).7%

The same year Mattern joined the Deutschen Werkbund.™’

743 Ibid.

744 Walter Rossow, ‘Zeitabschnitte. Sechs Jahre beruflicher Arbeit im heftigen Wandel der Zeit® (lecture
" on the occasion of his bestowment with the honorary doctorade at the Technische Hochschule
Darmstadt, April 1985), Walter Rossow: Die Landschaft muss das Gesetz werden, ed. by M.
Daldrop-Wardmann (DVA, 1991), pp. 142-52 (144); V. Heinrich, Hermann Mattern (2013), p. 29.

745 V. Heinrich, Hermann Mattern (2013), p. 33. Three photos of the garden, taken by Hammerbacher,

exist at the Architekturmuseum of the Technische Universitit Berlin,

746 E.g.: Hermann Mattern, ‘In einem Garten ohne Gehélz', Die Gartenschénheit, 13, 11 (1932), 206-7;
Hermann Mattern, ‘Drei kleine Girten: Arbeitsgemeinschaft: Karl Forster [sic!], Hermann Mattern
und Herta Mattern-Hammerbacher, Bornim®, Wasmuths Monatshefie fiir Baukunst und Stédtebau, 18
(1934), 219-24 (224). Heinrich writes the design was by Mattern, while Hammerbacher was in
charge of the planting scheme: V. Heinrich, Hermann Mattern (2013), p. 33.

747 See the list of members with a membership in the Werkbund before 1933 in: Zwischen Kunst und
Industrie, ed. by Die Neue Sammlung Staatliches Museum fiir angewandte Kunst Miinchen, exh. cat.
(Milnchen: Die Neue Sammlung, 1975), p. 599.
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About the Bornim firm
Bornim itself is not an exceptionally illustrious name, but with the beauty of its cultural
landscape often credited to Lenné as ‘ Lenné sche Feldflur’ (‘Lennéan Fields®), it
somewhat shares the idyllic as well as regal aura of neighbouring Bornstedt. The latter
is the location of the former Prussian crown estate, just bordering onto the royal gardens
of Sanssouci at Potsdam, From Foerster’s nursery it was a mere 1.5 miles (2.3 km), i.e.
roughly a 30-minutes walk, to reach Sanssouci castle and gardens. In 1833 Lenné had
designed his Verschdnerungsplan fiir die Umgebung von Potsdam (‘Beautification Plan
for the Surroundings of Potsdam”). It was re-organised in the 1840s by Lenné and, in
the case of Bor.t{im, by the royal court gardener Hermann Sello.”® Still today, namingva
North-Western part of Potsdam evokes the image of an agrarian-oriented, well-laid-out
and -maintained territory that surrounds these parts of the town. For Mattern, who
cherished the achievements of Lenné highly, the shape of this country must have been
an inspiration.”® Hammerbacher mentioned Lehné as creator of the surroundings of the
Foerster business, so it seems that she intended to suggest that for Foerster this fact also

played a role in choosing the location of his company when he moved here in 1912

from his old home borough of Berlin-Westend.”

748 Clemens Alexander Wimmer, ‘Die Erfindung der Lennéschen Feldflur. Die Ehre verdient eigentlich
Hermann Sello. Gegen die Ubernahme einer nationalsozialistischen Geschichtsfilschung’, Potsdamer
Neueste Nachrichten, 07/10/2003, available online at: hitp:/www pnn.de/potsdam/126484/ (accessed
05/12/2013). Heinrich Wiepking, Geordnete Umwell, fruchtbares Land, menschliche Wohlfahrt. Peter
Josef Lenné zum Geddchinis (Hiltrud: Landwirnischafisverlag, 1966), pp. 11, 22—-6. In 1935 the
municipality of Bornim was incorporated into Potsdam. Cf. as introduction to Lenné the following

biography: Heinz OhfY, Peter Joseph Lenné: mit einer kurzen Geschichte des Landschaftsgartens von

seinen englischen Vorbildern bis zum Volkspark (Berlin: Jaron, 2003).

749 In 1966, 100 years after Lenné’s death, Mattern published an appraisal of Lenné, referring to urban
planning as well as to the education of landscape architects: Hermann Mattern, ‘Zur Er6ffnung der

Peter Joseph Lenné Ausstellung in der Akademie der Kinste, Berlin®, Garten+Landschaft, 04
(1966), 120-2,

750 Herta Hammerbacher, ‘Die Hausgtirten’, in Berlin und seine Bauten, ed. by Architekten- und
Ingenieurverein zu Berlin (AIV) (Berlin et. al.: Wilhelm Emst & Sohn, 1972), pt 4 (‘Wohnungsbau’),
vol. C (‘Die Wohngebiiude - Einfamilienhuser), pp. 293-416 (335).


http://www.pnn.de/potsdam/126484/
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Formally there wérc two registered businesses: the ‘Girtnerei Karl Foerster® (‘Karl
Foerster Plant Nursery’) and the ‘Karl Foerster [& Co.] Gartengestaltung’ (‘Karl
Foerster & Co. Garden Design®). For his work — designs, advisory tasks, trips —
Mattern had an agreement with Foerster’s firms to charge fees, on account of the two
businesses’ clients or on account of the businesses themselves.”' But, as Mattern

explained in 1935:

The project team of the garden designers “K{arl] JF[oerster], Hlermann] M[attern] and
H[erta] Hlammerbacher]” is no commercial venture but a working cooperative for the sake

of common garden interests.”?

This claim corresponds with the reputation of a “spiritual companionship” that the the
three names carry until today.

At the time Mattern was taken on by Foerster, bankruptcy was threatening the
survival of the prestigious perennials nursery. Wages could only be paid because
Hammerbacher provided her private inheritance’’. Mattern had to take over the
management of the garden design department as a condition for a bank credit, that was
granted thanks to the good will of banker Jakob Goldschmidt.” In 1935 he explained:
‘I'have for a period of time represented [the firm] Gartengestaltung K[arl] Floerster]

legally, in order to help K[arl] F[oerster] in a difficult situation.’” Foerster had

751 Letter from Mattern to Seifert, Fla, 26/01/1935, EAS.

752 *Die Arbeitsgemeinschaft der Gartengestalter “"K.F., HM. und H. M.-H." ist kein geschdftliches

Unternehmen, sondern eine Arbeitsgemeinschaft um gemeinsame Garteninteressen.’ Ibid.

753 Herta Hammerbacher, ‘Frihe Arbeitsjahre Hermann Matterns von 1926 bis ca. 1939°, in Hermann
Mattern 1902-1971: Gdrten, Gartenlandschafien, Hiuser, ed. by Akademie der Kiinste, series
Akademie-Katalog, 135 (Berlin: Akademie der Kiinste/Technische Universitit Berlin, 1982), pp. 21-3
(22-3).

754 Beate zur Nedden, quoted in: V., Heinrich, Hermann Mattern (2013), pp. 32-3,

755 EAS, letter Mattern to Seifert, Fla, 26/01/1935,
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hopelessly overspent, using credits for personal trips. Between trusting economically
unqualified artists with the management of his firms — the writer Max Mezger and the
cabaret artist Werner Finck — Foerster had also lost money when falling for an
impostor.”*® Mattern’s success as a designer in combination with his commitment to the
business side of things — his apparent communication skills were of help here — brought
the business out of its debts. In the following years his and Hammerbacher’s art made
Bornim become associated with a new type of private garden. Soon ‘Bornim’ starfed to
be used like a label. Through the publication not only in the popular Foerster nursery
catalogues and leading garden journals, but also in architecture journals, the organic
Bornim style b;eéame widely known,

By taking — more or less jointly with Hammerbacher — a central position in the
professional scene, Mattern must have caused resentment amongst those who had until
then cooperated with the Foerster nursery. Well-connected as he was, Foerster used to
be approached with garden design projects that he handed on to landscape architects. He
was not able to produce designs himself. He expected to gain assignments for providing
plants from his nursery in return, but the landscape architects taking over would not |
always choose to buy from his stock, deciding in their own interest for the one that
offered the higher commission.” The establishment of a design department within
Foerster’s nursery firm opened the way for an independent success; cooperating
partners were no longer needed. In the case of Wiepking, this has been suggested as a
reason for the beginning of animosities between him and the younger upcoming
colleague Mattern, whom Rossow would name in his memoires as Wiepking’s direct

competitor: by the mid-1930s, ‘[Mattern], Ms Hammerbacher, and Wiepking were

756 V. Heinrich, Hermann Mattern (2013), pp. 32-3.

757 V. Heinrich, Hermann Mattern (2013), p. 29.
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[...] the most important freelance landscape architects in Berlin’.”*® Mattern commented

on this in 1935 in a letter to Seifert:

[...] for years I have been attacked by Berlin landscape architects or architects who in the
past strove for a similar working cooperative with K. F. but never attained the end they

had in view.”®

Inspired by Foerster the young couple developed a new organic garden style, a New
Landschaftlichkeit, that became very popular, above all amongst Berlin’s liberal-
conservative cultural and academic elite. Their creations were soon commonly referred
to as ‘Bornim Gardens’, and their way of designing as ‘Bornim School’.” Foerster as
one of the most influential German 20"-century plant breeders might be the more
famous name, today as it was in his times,’' but from 1928 all (published) gardens of
the Foerster company were designed by Mattern and Hammerbacher. This means that
the Bornim style was defined more by their approach to design than by the plant use
Foerster promoted and allowed for with his breeding efforts. Asked in an interview
whether she and Mattern at the beginning had felt they gave expression to Foerster’s

artistic ideas, Hammerbacher vehemefltly objected:

758 W. Rossow, ‘Zeitabschnitte’, Walter Rossow, ed. by M. Daldrop-Wardmann (1991), pp. 142-52
(144).

759 °‘[...) da ich seit Jahren von Berliner Gartengestaltern oder Architekien, die friiher eine &hnliche
Arbeitsgemeinschaft mit K.F. Anstrebten, aber nicht zum Ziele kamen, angegriffen werde.” Letter from

Mattern to Seifert, F1b/137, 26/01/1935, EAS.

760 As an early reference serves a letter from Mattern to the Foerster business, in which Mattern claims
co-authorship for the now popular ‘Bornim garden’. It dealt with a dispute over the payments and
competence for a certain clients commission. See: Letter from Mattern to the other members of the
Arbeitsgemeinschafi (i.e. Karl Foerster and Herta Hammerbacher), re: ‘Zum Schreiben vom

04/03/1937, Angelegenheit Voss-Bley’, no date, EMG.

761 In Kite Kollwitz' diaries Foerster is addressed as ‘famous’ in 1920 (p. 475), although Kollwitz
herself seemed to have get to know him personally only in April 1922: Kdthe Kollwitz: Die
Tagebiicher, ed. by Jutta Bohnke-Kollwitz (Berlin: Siedler, 1989), pp. 475, 529,
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No, fundamentally no! Absolutely out of the question! Completely different! We, Mattern
and I, accepted his views and we saw him as school or as grand master and then we created
our own things, which we believed were in accordance with Karl Foerster. We always were

personal creators of our works, but in accordance with his ideas.”s?

In 1937 Mattern himself had claimed: *[...] requests by people wanting a Bornim

Garden, at least with 50% mean also me myself’.”® Often people asked specifically for

a design by Mattern.’® At this point the importance of Herta Hammerbacher should be

762

763

*Nein, grundsdrzlich nein! Kommt gar nicht in die Tiite! Villig anders! [...(?)] Wir (Mattern und
ich) haben seine Anschauungen akzeptiert und haben ihn als Schule oder als grofien Meister
gesehen und eigene Dinge geschaffen, von denen wir glaubten, sie seien in Ubereinstimmung mit
Karl Foerster. Wir waren immer persdnliche Schépfer unserer Arbeiten, aber in Ubereinstimmung
mit seinen Ideen.” EHH, Herta Hammerbacher in an recorded interview by Bengt von Barloewen
(cassette tape, 1969), quoted in: J.-H. Go, Herta Hammerbacher (2006), p. 76-77.

‘Bei dieser Gelegenheit muss ein fiir alle Mal festgestellt werden, dass seit 1928 alle Gdrten, die
publiziert worden sind, von Frau Hammerbacher und mir entworfen und ausgefiihrt worden sind, .
Jerner dass ich mich [sic!] jahrelang ganz intensiv mit meiner Persénlichkeit und meiner
Gartenauffassung fiir den Begriff des Bornimer Gartens gearbeitet habe, und dass diese Arbeit jetzt
noch, oder sogar jetzt erst richtig wirbt, dass also Anfragen von Menschen, die eben einen Bornimer
Garten haben wollen, zumindest auch 50% mich meinen. Dass dies der Fall ist, ist einmal
ersichtlich aus den tdglichen Anfragen, die mich direkt erreichen, wo die Menschen eben mich
haben wollen, und aus den weiteren tigliche Anfragen [...]. Bei der weiteren Unterhaltung bitte ich
Sfreundlichst, diese meine Auffassung, und die Tatsachen, aus denen diese meine Auffassung
abzuleiten ist, nicht zu vergessen. Nicht nur mit deutschen, sondern auch mit freundlichen Grilssen.’
(*On this occasion it has to be clarified once and for all that from 1928 all published gardens were
designed and realised by me and Frau Hammerbacher, furthermore, that for years I have intensely,
with my personality and my notion of the garden, committed myself to the idea of the Bornim
Garden, and that my advertising is still, or now more than ever, effective. Accordingly, requests by
people who want a Bornim Garden at least with 50 % mean also me myself. That this is the case can
be understood from the daily enquiries that are directed to me personally because people want a
design by me, and from the other daily inquiries that reach the joint venture. In the further course of
this correspondence I kindly ask you not to forget my point of view and the facts from which this
point of view is delineated. Not only with German, but also with kind regards [...]’ Letter by
Mattern to the other members of the joint venture (i.e. to Karl Foerster and Herta Hammerbacher),

re: ‘Zum Schreiben vom 04/03/1937, Angelegenheit Voss-Bley’, no date, EMG.

764 1bid.
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re-emphasised, as thé remaining 50% of the merits — and this was Mattern’s conviction,
too — were due to her contribution. Her approach, which was significantly different from
Mattern’s but led to a similar formal language, gained her an overall importance
relatively close to that of her colleague and earlier partner. And Mattern’s claim also
expressed that he considered the ‘Bornim School” not Foerster’s achievement. All
gardens published since 1928 ‘[...] were designed and realised by Frau Hammerbacher
and me [...]’, and the Bornim label he claimed was the result of his advertisement over
the course of many years.”® In 1971 he even declared that, despite great love for the
environment, Foerster had not engaged with it *in regard to form’.’® In search for more
space for displaying flowers, Foerster had arrived at an amphitheatre-like, ‘stagey’
garden type, which was a cause for ‘bitter altercations’ between the two; their
collaboration was not always without conflict.”’

A few lines deserves the social environment of these years, as it suggests that many
contacts with clients emerged through word-of-mouth recommendation. At Zehlendorf,
Mattern and Hammerbacher belonged to a group of like-minded people who lived
‘around the corner’ from them, so that their neighbourhood became ‘a meeting point
for friends’, all architects: they met at Fred Forbat’s place with Hubert Hoffmann,
who would later work at the Potsda,r;l municipal building department, Marcel Breuer,
Gustav Hassenpflug and Erich Kihn.”® One of Ferdinand Méller’s daughters also

remembered regular meetings:

765 Ibid.

766 Hermann Mattern, ‘Rundum ein Gértner (Ansprache von Prof. Hermann Mattern bei der Verleihung
der Karl-Foerster-Anerkennung.’, Garten+Landschaft, 3 (1971), 80.

767 Ibid.

768 Hubert Hoffmann, ‘Den Jahrgang kenn ick und det KaffY’, in: Architektur-Experimente in Berlin und
anderswo: fiir Julius Posener, ed. by Sonja Giinther and Dietrich Worbs (Berlin: Konopka, 1989)
17-26. o
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‘The Matterns used to give very nice garden parties, in the evening outside in the garden.
On the floor little incense candles were burning, to keep the mosquitos off our legs. Many

people were sitting on the floor in a circle around Frau Mattern.”’®

As Méller had many acquaintances in the art scene — the painters Kandinsky, Klee and
Nolde, the sculptor Richard Scheibe ~ this is a possible point of contact between
Mattern and artists, t00.” At the time of Schlemmer’s mural for Mattern (despite a |
long-standing friendship between the two), the artist communicated with his client
through M&ller.”' The gallery owner often received visits from the Hungarian art
journalist Ernst K4llai, in 1928 and 1929 editor-in-chief of the Bauhaus magazine, the
art historian Will Grohmann and the architects Hans Poelzig and Otto von Estorff,””
The architectural office Estorff und Winkler designed many country houses in and
around Potsdam, and the accompanying gardens were often designed by Foerster—
Hammerbacher-Mattern.”” Through Mattern, Méller became a close friend of Karl
Foerster’s, with whom he shared the love of flowers.” Then Méller got to know

Scharoun, who built his summer house at Lake Zermiitzel in 1937,7" after an unbuilt

769 ‘Mattern’s gaben immer sehr schine Feste am Abend draufien im Garten. Am Boden brannten kleine

Réiucherkerzen, um die Milcken von unseren Beinen zu verjagen. Viele safien am Boden in einem

Kreis um Freu Mattern herum ...’ Eberhard Roters, Galerie Ferdinand Méller: Die Geschichte einer

Galerie filr Moderne Kunst in Detuschland 1917-1956, (Berlin: Gebrilder Mann, 1984), p. 86.
770 E. Roters, Galerie Ferdinand Mdéller, (1984), p. 84.
771 E. Roters, Galerie Ferdinand Moller, (1984), pp. 282-3.
772 E. Roters, Galerie Ferdinand Moller, (1984), pp. 84-6.
773 Cf.: V. Heinrich, Hermann Mattern (2013), pp. 389-410 (the catalogue raisonné).

774 E. Roters, Galerie Ferdinand Mdller, (1984), p. 177.

775 The summer house was recently restored and is used by the Ferdinand Méller Foundation, see: Ilka
Ruby and Andreas Ruby, Hans Scharoun: Haus Méller (K8In: Kénig, 2004). Cf.: P.eter Blundell-
Jones, Hans Scharoun (London: Phaidon, 1995), p. 93
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project for a house in 1931.77¢ Several projects on which Scharoun collaborated with
Mattern, occasionally with Hammerbacher, emerged from these social networks, for
example Marg and Oskar Moll (1937), head of Breslau’s art academy, Fritz Endell
(1939), the son of August Endell (Moll’s predecessor at Breslau), and the Mohrmanns
(1939), relations of Scharoun’s.””’

The name ‘Bornim Circle’, that is the social sphere of Foerster, is surrounded by a
considerable amount of stage smoke. It seems clear though that by the early 1930s the
Bornim School of garden design had become something of a trademark. In this context
it has been noted that archived student designs from the only university course for
landscape architects, urider professor Erwin Barth, show how pervasive the new
landscape style in residential gardens was already before 1933.7" It is rather
improbable, however, that this was due to Mattern, as his works could not have
immediately wielded such influence, even before being published. Until the mid-
1930s, the most prominent clients of Foerster’s design office were the film director '
Fritz Lang and his wife, the script writer Thea von Harbou (1929, Berlin-Dahlem,
architects: Wassili und Hans Luckhardt), the painter and journalist Kurt Szafranski’”
(1930), the architects Hans and Marlene Poelzig (1931, Berlin-Charlottenburg,
architect: Marlene Poelzig), the pia;r;ist Wilhelm Kempff (1931, Potsdam, architects:
Otto von Estorff and Gerhard Winkler), the actor and director Erik Charell (1931,
l;otsdam-Sacrow, architect: Moritz Ernst Lesser), Graf von Faber-Castell (1933, Stein

near Nuremberg), Fritz Schopohl (1934, the house designed by the architect himself),

776 P. Blundell-Jones, Hans Scharoun (1995), pp. 71-3.
777 P. Blundell-Jones, Hans Scharoun (1995), pp. 867

778 J.-H. Go, Herta Hammerbacher (2006), p. 129. About the turn towards less formalist designs, cf.
e.g.: Franz Hallbaum, ‘Gartenrevolution?’, Gartenkunst, 5 (1930) 81-2.

779 Szafranski, a friend of Tucholsky’s and journalist for the Ullstein publishing company, emigrated in
1933 to the USA and became the editor of House and Garden. See: *Ullstein. Ein Gott hat uns

beschiitzt’, Spiegel, 04/1952 (23/01/1953), available online at http://www,spiegel.de/spiegel/print/d-
21058589 html (accessed 12/04/2014) o


http://www.spiegel.de/spiepel/print/d-21058589.html
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Albert Speer (1935, Berlin-Zehlendorf, the house designed by the architect himself),
the musicologist Anthony Hoboken (1935, Grinzing near Vienna), and Robert Ley,

head of the German Labour Front (Bad Saarow, 1937).7%

The early projects: some notes on sourc;es of inspiration
As the early letters to Hammerbacher testify, Mattern dev‘eloped his formal-spatial
approach under engagement with the ideas of Hammerbacher and Pniower. Mattern’s
ignorance of Lange is conspicuous — though it might have been iﬁspired by Migge’s
aversion to Lange —, but is part of his general silence in regard to influences from
other garden designers.”' His appreciation of Pniower’s influence on his artistic
development for example is disclosed here for the first time thanks to aforementioned
short but significant quote from a private letter. It was probably his enormous pride
that stood in the way of clarifying historical traditions in modern garden design by
disclosing influences he received from older professionals such as - this list is partly
speculative — Allinger, Hilbotter, Korting, Lange, Maasz, Migge, Pniower, Valentien,
or Wiepking. It is worth noting that it is also thanks to Haminerbacher having ﬁ
committed herself to writing a historical treatise, that we gain more insight into
influences on Mattern and her; in history some coherences become clearer from the
distance. Her chapter Die Wohngdrten was published in 1972 as one of the first texts
on 20"-century garden design; Mattern had died only shortly before. Her later
discussed elucidations aside, publications of the young landscape architects spoke of

a strong assurance and a will to provide new, unconventional solutions.

780 V. Heinrich, Hermann Mattern (2013), pp. 390-2 (the catalogue raisonné). The German Labour
Front (Deutsche Arbeitsfront, DAF) was the organisation that replaced all unions when these were
dissolved on 02 May 1922: Martin Broszat, Der Staat Hitlers: Grundlegung und Entwicklung seiner
inneren Verfassung, 1926-1989, 6th edn (Miinchen: DTV, 1986), pp. 183-4.

781 For the Migge's rejection of Lange’s, see: David H. Haney, When Modern was Green: Life and Work
of Landscape Architect Leberecht Migge (London and New York: Routledge, 2010), pp. 37-9.
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Apart from the gérden for Bergius at Heidelberg, amongst the first projects Mattern
designed in the new cooperative was a garden at Potsdam for Leo van den Bergh,
photos of which were occasionally published over the coming years (Figures 105b+c). It
shows how every design decision was thought through. They had not developed their
skills in a vacuum, but preconceived ideas about the typical garden were rather

irrelevant in light of the creative will of the young landscape architects:

Such a planter does not stand on a sustaining wall, on the lawn or next to the playground for
purely formal reasons; it is a part of a plant bed that is replanted several times a year and can
change its place frequently. A garden should allow us to play [...] — already at the design
stage the choice of material often induces us to play; it is no coincidence if the path of stone
slabs, like a change of step, continues in the form of a brick path. In connection with the
changing, more detailed plantings the pace is supposed to slow down. Apart from that, the

brick is laid in a pattern. I often noticed, that a person’s pace changes depending on the

firmness and the character of the material that constitutes the way.”®

Evident in the photos is, despite the abstract sense of form, a rather romantic and
picturesque opulence. This uninhit?i‘ted plant growth that was even allowed between
the pavement slabs of terraces and paths had become a trend by the mid-1920s.
Photos from these early projects, with their rough-hewn stones, recall similar
projects from other landscape archifects (Figures 27, 28). The client seemed to like a
mixture of old and new, as the van den Bergh garden featured topiary and even one
of the much-maligned benches made from tree branches.

According to Hammerbacher, the true Bornim Garden fully emerged one year later;
with hindsight, she presented her’s and Mattern’s and her garden at their first home at

Zehlendorf as the first example for the amalgamation of Foerster’s long-established

782 Hermann Mattern and Herta Mattern-Hammerbacher, *Aus Hausgirten’, Monatshefte fiir Baukunst
und Stddtebau, 17 (1933), 202-9 (202). ' '
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ideas with the new, the independent ‘[...] views of young landscape architects, who
kept up with the times.””* Hammerbacher stressed the new treatment of plants as
individuals, with special flowers such as Columbine (4quilegia), Bellflower
(Campanula) or lilies being given prominence by underplanting them with different
levels of a ‘background’ plantation, as found on natural wood edges.”® F oefster’s
breeding achievements provided new animate building material, through which a
merging of the architectonic mode and the landscape mode became easier; indeed, a
true amalgamation was intended. This contrasted the side-by-side of architectonic and
naturalistic parts in the older garden design concepts of Lange or Bergfeld. Foerster

himself wrote already in his Yom Bliitengarten der Zukunft (‘Of the Future Blossom

Garden’, 1917):

The new plant world not only helped and allowed for a deepening of the regular and the
natural style of the gardens, but also to unite both, often within the same garden, each in

the part that befitted it, indeed often to interpenetrate both with each other.

The first garden the young couple designed for themselves — built between 1929
and 1930, Am Fischtal — is notable for two reasons: It shows the young couple’s
unconventional treatment of space, and it served as a field of experimentation for

their use of perennials. Judging from Mattern’s article about their ‘garden without

783 H. Hammerbacher, ‘Die Hausg#irten®, in Berlin und seine Bauten, ed. by. A1V (1972), pt 4, vol C, pp.
293-416 (333); Cf.: J.-H. Go, Herta Hammerbacher (2006), p. 76.

784 H. Hammerbacher, ‘Die Hausglrten’, in Berlin und seine Bauten, ed. by. AIV (1972), pt 4, vol C, pp.
293-416 (333).

785 ‘'Die neue Pflanzenwelt hat nicht nur geholfen und ermdglicht, den regelmdfigen und natiirlichen
Stil der Garten zu vertiefen, sondern beide Stilarten, oft im gleichen Garten, jede in den ihr
zukommenden Teilen des Gartens, zu vereinigen, ja oft beide miteinander zu durchdringen.’ Karl
Foerster, Vom Bliltengarten der Zukunft: das neue Zeitalter des Gartens und das Geheimnis der
veredelten winterfesten Dauerpflanzen; Erfahrungen und Bilder (Berlin: Furche, 1917), p. 10. This

paragraph was also quoted by Hammerbacher in: H. Hammerbacher, ‘Die Hausgirten’, in Berlin und

seine Bauten, ed. by. A1V (1972), pt 4, vol C, pp. 293416 (315).



page 255 of 513

woody plants’, it wés a conscious decision to do without shrubs or trees in order to
be able to see what kinds of visual developments could be observed when other
means of design did not ‘absorb the effect’.” For screening against the street, along
two sides of the plot, Mattern used soil from the garden to create a 50-centimetre-
high dam with a wide crest. On top of this, reed mats ser\;ed as a fence and as a
neutral background to the colours of the plants in the foreground. At the same time, a
2-metre wide ditch was created along the dam; it ended in a low, round pan that
created a liaison with the lawn. Perennials were planted in the ditch.”™ A two-layer
sandstone step had the effect of a ‘regulatory line’ between the freely growing
perennials and the central lawh (Fig. 105a). Mattern described the planting scheme in
a rather abstract way. Next to the tiny creeping thyme, medium height perennials
appeared like head-high bushes, while delphiniums became ‘mammoth trees’, and

giant hogweed ‘forest giants hardly graspable at a glance’.”®

Large areas of low mat-forming plants surround solitary plants with a high and grotesque
habit. These are formal plantings, not geometrical ones. There is a lot of potential between
architectonic and landschaftliche solutions for gardens. For me actual designing begins

when it moves between these two poles.”™

Over the course of the year, the character of the plant border changed. Starting ‘well-

behaved’ with tiny Eranthis and Scilla, tulips soon started to set the surface into

786 Hermann Mattern, ‘In einem Garten ohne Gehdlz', Die Gartenschdnheit, 13, 11 (1932), 206-7 (207).

787 H. Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by. A1V (1972), pt 4, vol C, pp.
293-416 (333).

788 Ibid.

789 ‘Grofe Fldchen niederer Polsterpflanzen umstellen Einzelpflanzen hohen grotesken Wuchses, es
sind formale Pflanzungen und nicht geometrische. Viel liegt zwischen Gartenldsungen im
architektonischen und landschafilichen Geprége. Von mir aus beginnt die Gestaltung dort, wo sie

sich zwischen diesen beiden Formulierungen beweger; kann’. 1bid.
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motion. Along with the plant growth, ‘landscapes’ grew ‘into chains of hills’ finally
becoming thickets and ‘mountain ranges’.”® Despite Mattern being officially the
author of these elaborate thoughts, Hammerbacher listed herself as the designer of
the planting scheme, while she credited Mattern with the spatial layout of the
garden.” Apart from being a design project that was important to them pérsonally,
the garden also represented self-fulfilment’, as it *[...] [served] the life with family

and friends free from social restraints [...]’.”*

If we compare these artistic ideas to Foerster’s, we can imagine how the influence
was mutual. lq his descriptions of plants he used a similarly picturesque language,
but his artistic taste was more conservative. With his initial affinity for the ‘wild
garden’ in the mould of Robinson, during the 1920s Foerster had opened up to
architectonic designs as they had been promoted since the turn of the century.” -
Eventually he preferred a garden that incorporated both the architectonic and the
naturalist ideal. Mattern and Hammerbacher, with their organic-modernist ideal, moved
Foerster away from his more conservative taste, eventually also accustoming him to
modernist architecture and free geometric composition.”* However, for an
understanding of the main influences on Mattern and Hammerbacher the previous
chapters have to be considered together. As mentioned, apart from the indirect
connections to Monism and the plant-geographical inspiration referred to in the

chapter on Foerster, the Bornim School may be associated with the nature garden of

790 Ibid.

791 H. Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by. AIV (1972), pt 4, vol C, pp.
. 293-416 (332).

792 H. Hammerbacher, ‘Die Hausgirten', in Berlin und seine Bauten, ed. by. A1V (1972), pt 4, vol C, pp.
293-416 (333).

793 Sonja Diimpelmann, Karl Foerster: vom grofien Welt- und Gartenspiel, ed. by Staatsbibliothek zu
Berlin - PreuBischer Kulturbesitz, exhibition catalogue (Berlin: SBB - PK, 2001), pp. 69-76.

794 S. Dumpelmann, Karl Foerster (2001), pp. 23-4.
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Willy Lange. Hammérbacher placed Lange into the tradition of the landscape garden.
In her view, he enlarged upon that tradition, inspired by plant-scientific studies
(Botany, Plant Ecology and Plant Geography), ‘as well as in his connectedness with
the artistic endeavours of his times (Naturalism, later Expressionism)’,”*
Hammerbacher credited Lange with taking the necessary ‘fighting position against
the promoters of the architectonic garden (Muthesius, Olbrich, Behrens)’, albeit with
the qualification that his concepts focussed disproportionately on the plant
compositions, neglecting ‘today important functions of the garden’,”¢

Another artistic influence from Foerster’s circle is the landscape architect Berthold
(Lui Oskar) Kérting. Hammerbacher was a great admirer of Kérting, and she was not
the only one.”” People as different as Wiepking, Peter Behrens and Karl Foerster
revered his delicate naturalistic plant compositions.”® In 1919, together with a friend,
Korting had founded an architectural office in Neu-Babelsberg (later incorporated as a
district into the city of Potsdam), in which he focussed on garden design. In 1921 he
had completed a house for his family in the same town. In 1923/24, Kérting bought
shares of the Douglas Hill pottery kiln at Oranienburg (Oranienburger Werkstdtten),

where his wife became managing director. He himself became a noted designer of

outdoor ceramics. In August 1930 his wife left him unexpectedly, and a few days later

795 ‘[...) und im Zusammenhkang mit seinen naturwissenschafilichen Studien, insbesondere der Botanik,
wie auch der Pflanzendkologie und Pflanzengeographie sowie seiner Verbundenheit zu den
Kunstbestrebungen seiner Zeit (Naturalismus, spdter Expressionismus) zu einer Vertiefung des
Ideengutes des Landschafisgartens beitrug.’ H. Hammerbacher, ‘Die Hausgirten’, in Berlin und seine
Bauten, ed. by. A1V (1972), pt 4, vol C, pp. 293-416 (314).

796 H. Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by. ATV (1972), pt 4, vol C, pp.
293-416 (314-5).

797 J.-H. Go, Herta Hammerbacher (2006), p. 73-74.

798 Cf: Peter Behrens, ‘Kortings Garten®’, Die Gartenschdnheit, 07 (1926), 281-4; Karl Foerster, ‘Neue
Wege der Gartenkunst. Berthold K&rtings Vermichtnis’, Die Gartensch8nheit, 11 (1930), 203-5;
Heinrich Friedrich Wiepking-Jirgensmann, *Zum Tode Berthold K8rtings®, Gartenkunst, 43 (1930),
178-9. ’
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Korting committed suicide.” After that he became something of a local garden design
legend. In accordance with Kd&rting’s preferred style, Hammerbacher preached the use
of grasses and was probably influenced by the soft modulation of the ground in his
more naturalistic gardens (Fig. 106, 107, 112, 113). But Kérting’s work was very
heterogenous. His two most famous projects were almost diametrically opposed to
each other: the Redslob garden (1924) had as its main attraction naturalistic plantings
on naturalistically shaped ground, the other one, for the publisher Julius Springer Jr.
(1925), was a perfectly axisymmetrical masonry composition overlaid with lush plant
growth (Figufgs 108a, 108b). With some legitimation, Hammerbacher has suggested
the influence of the second example, the garden on two of Mattern’s earliest designs,
the gardens for the chemist and Nobel laureate Friedrich Bergius (Heidelberg, 1929,
Figures 109, 110) and for Weishaupt (Berlin, 1929, Fig. 111).%° As in other cases, such
comparisons point at commonalities as much as at differences: Korting’s rigid
symmetries are dissolved in Mattern’s designs. Unlike Kérting, he was not interested in
hierarchical geometries. Instead, he focussed on merging house and garden into one
space, striving for a more organic composition. The Bergius garden is one of the mbst
extravagant projects Mattern realised in his early years. The existence of a drawing is
not known, so the general layout can only be reconstructed indirectly by looking at the
surviving photographs. The garden lay partly on a steep slope, which was negotiated
by use of walls, terraces and stairs. This construction in dry stone walls connected the
modernist villa (architect Edmund K&rner) and the lower garden spaces. Apart from a

water cascade, it included several water basins and stone terraces. In photographs,

799 Katrin Lesser, ‘Berthold Lui Oskar Kérting (1883-1930)’, in Gartendenkmale in Berlin:
" Privatgdrten, ed. by. the Landesdenkmalamt Berlin (Jorg Haspel and Klaus-Henning von Krosigk),
series Beitriige zur Denkmalpflege in Berlin, 33, (Petersberg: Michael Imhof, 2009), p. 279,

800 H. Hammerbacher, ‘Die Hausgirten®, in Berlin und seine Bauten, ed. by. A1V (1972), pt 4, vol C, pp.
293-416 (334). Julius Springer was a grandson of the founder of the famous academic publishing
company of the same name, cf.: Heinz Sarkowski, Springer-Verlag, History of a Scientific
Publishing House. Part 1 Foundation 1842~1945 Maturation Adversity (Berlin/Heidelberg:
Springer, 1996), p. 162.
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the most conspicuous aspect is the contrast between the stone and the diverse, lush
plantings, with the latter hanging over the walls like a romantic veil. While the
design approach was less monumentalist, this stylistic device as well as the material
character indeed reminded of Korting’s Springer garden. The contrast between the
white building and the more traditional masonry is also striking, but was common in
those days. The formal approach behind the free, ‘cubic’ composition may have been
inspired by tendencies in art and has been linked to Cubism, but a means of abstraction
in painting cannot easily be transferred to applied spatial design so a labelling as
‘Cubist’ appears questionable. Yet, if we reduce for example the main published
drawing for the Weishaupt garden to a two-dimensional composition of lines, we can
see why a connection to abstract painting was drawn (Fig. 111).

Kd&rting’s entirely different design for the Redslob garden, published in Die
Gartenschénheit in 1926, was discussed by Mattern and Hammerbacher in letters
between Magdeburg and Berlin, Mattern was intrigued and yet remained sceptical:
‘Reading makes me feel warm all over, and I realise the beauty of such a garden. Yet,
in the end, as a designer I felt I was opposed to that approach.”® It provoked him to
think about experimenting with vegetation-focussed design, albeit in a more integral
way than Korting’s, which he criti'ci’sed for laying unrelated beside the house (Figures
112, 113).52? The concept of the plantings could be ‘biological’, but it always should

correspond with the ‘laws’ of the building or the plot.

801 ‘Beim Lesen wird einem etwas warm, und die Schonheit eines solchen Garten geht mit auf und doch
stand ich beim Schluf dieser Auffassung aILs Gestalter ablehnend gegeniiber.® Letter from Mattern to
Hammerbacher, Nov. 26-15 (21/11/1926), EHH.

802 Ibid.



page 260 of 513

The New Landscape Mode: gardens for dwelling
Generally speaking, amongst the rather few progressive powers in this profession, 20%-
century modernism in garden design at first resulted in architectural-geometrical form.
This is especially obvious for the period of Jugendstil and far into the nineteen-twenties.
In the later 1920s, Mattern and some others in his generation developed the
architectonic reform garden of the older generation further. They reconsidered the
picturesque element of the 18" and 19™ century without loosing sight of the garden’s
function as outside living room. At the same time, when calls for a ‘natural’ garden
were increasipgly connected with racial thinking, the Bornimers stayed firmly on their
path.*® In retrospect, in modern garden historiography, the organic tradition seems to
have been dominated by conservative thinking.** The fact that the Bornimers enjoyed
continuing success while other progressives suffered oppression by the NS rule has
somewhat distracted from the genesis of their new landscape mode and complicated its
evaluation. However, there are other possible motives for the disengagement with the
prevailing architectonic way of designing gardens in this period than the general trend
towards a xenophobic search for a ‘truly German’ garden style. Mattern’s work is one
distinctive example,

As will have become clear by now, Mattern and Hammerbacher rejected geometry
as design guideline. At the same time imitation of nature was not their aim either. The
‘virgin’ landscape that Le Corbusier envisioned to set off his buildings was totally

removed from Mattern’s intentions.®® He had little time for an emulation of natural

803 Cf. introduction.

804 About the ‘organic’ in relation to the general history of ideas, see; Kurt Sontheimer,
Antidemokratisches Denken in der Weimarer Republik: Die politischen Ideen des deutschen
Nationalismus zwischen 1918 und 1933, 2nd edn (Minchen: Nymphenburger Verlagsbuchhandlung,
1968), in particular, very briefly, about the role of the term *Organismus’ (and ‘organisch’) for anti-

democratic thinking in the Weimar Republic: pp. 255-59.

805 For Le Corbusier’s ideas for landscape design, see Jan Woudstra, ‘The Corbusian Landscape:

Arcadia or No Man's Land?’, Garden History, 28 (2000), pp. 135-51.
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habitats with their specific plant communities, as became increasingly mainstream in
European garden design, and declared at the very beginnings of his career, that to
him ‘architectonic criteria’ — by this meaning not the Architectonic Garden style, but
a conscious spatial thinking —, were not only valid for space-making generally but
also for planting concepts.® Mattern’s way of designing with plants was not fixed to
a single approach such as Lange’s intuitive aesthetic associations to a plant’s
physiognomy. Nor was Mattern abiding by the phytosociological guidelines of
scientists like Reinhold Tiixen, even though these influenced him and represented valid
knowledge in his work for the autobahn projects — in which Tiixen was involved as a
specialist advisor — or the waterways directorate during the 1930s and 1940s. While his
and in particular Hammerbacher’s botanical knowledge was a precondition for his
creations, concerning the use of plants Mattern was as experimental as with regard to
space making generally. The expression of scientific guidelines in the following quote
is a typical sign for Hammerbacher’s influence, but these were always put under

aesthetic auspices:

Concerning an artefact, the material of which [...] originates in the realm of the organic, to
work rationally surely means to w;)fk in a biological sense. Today [...] one understands as
biological planting not merely the combination of plant associations. From this perspective,
beside the grouping of plants, there have to be considered the soil conditions, the interrelation
between water, air, the bacteria of the ground, the plant to wood to stone ratio. The
knowledge to create the best conditions for growth will define the selection of [...] the plants,
and it has a deeper meaning if one perceives the used stone in a garden [...] as beautiful.

To work in a biological sense does not mean however, to renounce a conscious design

806 ‘Architektonische Gesichtspunkie gelten auch hier [in Pflanzgdrten)’; EHH, letter Mattern to
Hammerbacher, no. 26-17 (24 November 1926). For a historical overview of the different
approaches to naturalist planting, see: J. Woudstra, ‘The changing nature of ecology’, in The
Dynamic Landscape, ed. by. N, Dunnett and J. Hitchmough (2004), pp. 23-57. Cf.; Johannes

Stoffler, Gustav Ammann: Landschaften der Moderne in der Schweiz (Ziirich: gta-Verlag, 2008), pp.
81-3. )
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that springs from man. In my eyes to build the garden of today means: to design from the
clear structure of the garden’s framework all the way through to the last oscillation of the

plant growth; to design in a way that the built and the planted form a unity.*”’

The trend towards more naturalism in garden design around 1930 was also the

expression of a new stylistic open-mindedness. It meant a shift in focus away from

representative aesthetics, towards the aesthetic enjoyment of the garden owner - both

visual and performative in the act of gardening — rather than aesthetic representation

of the garden to a visitor or passerby:

That a garden can be made to blossom as early as in February, that in December still much
can be in bloom, that one almost does not need any paths, that a garden can be lived in like
a room, that the things that fill it do not have to be arranged in a way that they are :
awestruck out of self-reverence; all these are questions of experience, of proportion, and

they are questions of tact.?®®

807

808

*Bei einem Gebilde, dessen Werkstoff [...] aus dem Reich des Organischen kommt, bedeutet sachlich
arbeiten wohl im biologischen Sinne arbeiten, Heute [...] versteht [man) unter biologischer
Pflanzweise nicht mehr allein das Zusammenbringen von Pflanzengemeinschaften. Es ist bei einer
solchen Auffassung neben der Pflanzengruppierung die Bodenbeschaffenheit, die Wechselbeziehung
zwischen Wasser, Luft und den Bakterien in der Erde, das Verhdltnis der Pflanze zu Holz und Stein
mit einzubeziehen. Die Erkenntnis, beste Wuchsbedingungen schaffen zu kénnen, wird die Auswahl
der [...) Pflanzen bestimmen, und es hat einen tieferen Zusammenhang, wenn man den im Garten
verwendeten Naturstein [...] schén findet. Im biologischen Sinne arbeiten heifit jedoch nicht, auf
eine bewufite, vom Menschen ausgehende Gestaltung verzichten. In meinen Augen heifit den Garten
von heute bauen: Gestalten vom klaren Aufbau des Gartengerippes an bis in die letzten
Schwingungen des Pflanzenwuchses; so gestalten, daf Gebautes und Gepflanztes eine Einheit

bilden.” Hermann Mattern and Herta Hammerbacher, ‘Aus Hausgirten’, Monatshefte fiir Baukunst
und Stddtebau, 17 (1933), 202-9 (202-3).

‘[...] DaB man den Garten schon im Februar zum Bliihen bringen kann, dafl im Dezember noch
vieles blithen kann, daf man fast keine Wege haben muss, da8 man einen Garten bewohnen kann wie
ein Zimmer, daf die Dinge, die den Garten fiillen, nicht so untergebracht werden, daf sie aus
Ehrfurcht vor sich selbst erstarren, sind Fragen der Erfahrung, der Proportion, und sind Fragen des
Taktes." H. Mattern and H. Hammerbacher, ‘Aus Hausglrten®, Monatshefte fiir Baukunst und
Stddtebau, 17 (1933), 202-8 (202). Please note that in German *Taks’ can mean both ‘cadence’/*beat’

as well as ‘tact’/*discretion’, but the idiomatic phrase ‘eine Frage des Taktes® suggests that the moral
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The idea of blooming in February and December related to Foerster’s idea of the
‘garden of seven seasons’.® It has often been claimed that the Bornimers’ work was
underlaid with a knowledge of the new science of phytosociology, but above all, it
was characterised by a particular perspective on the plant’s spatially effective
capacities, its structural impression, and the psychological aspects of its colours. In
this regard, Mattern’s and Hammerbacher’s perspective must have been influenced
by Foerster’s. Connections have been drawn to a Japanese way of seeing a plant,
which the Bornimers considered more than ever with the psychological-emotional
associations to the growth form, the habit, of the particular species or variety.®'® This
contrasted with the concentration on colour in the traditional view of the decorative
capacities of bedding plants of the 1920s, like the ‘Millefleur-style’ or the
monochromatic application on larger beds as shown impressively by Allinger at the
Dresden garden show of 1926 (Figures 114, 115).%" It almost seems as though the
Bornimer way of applying plants harked back to the reform garden of the late empire,
with its inspiration from the Arts and Crafts movement and Lichtwark’s promotion of

the naivety of the traditional, happily and randomly mixed flower beds of the

significance was at least supposed resonate in the background, as the term * Rhythmus® would have
been more appropriate to express a clearly form-related meaning. Interesting are parallels in
reasoning to Lange, who also used the word *Takt’, see: Willy Lange, Gartengestaltung der Neuzeit,
5th edn (Leipzig: J.J. Weber, 1922), p. 30. '

809 Cf.: Karl Foerster, Der Steingarten der sieben Jahreszeiten in Sonne und Schatten: Arbeits- und

Anschauungsbuch fiir Anfinger und Kenner (Berlin et.al.: Verlag der Gartenschénheit, 1936).

810 Grit Hottentriger, ‘New flowers — new gardens. residential gardens designed by Karl Foerster,
Hermann Mattern and Herta Hammerbacher (1928—.1943)’, Journal of Garden History, 12/3 (1992),
pp. 207-27 (210-1). Cf.; H. Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by.
ALV (1972), pt 4, vol C, pp. 293-416 (333).

811 Swantje Duthweiler, Neue Pflanzen fiir neue Gdrten. Entwicklung des F arbsortiments von Stauden
und Blumenzwiebeln und ihre Verwendung in Gartenanlagen zwischen 1900 und 1945 in
Deutschland, series Griine Reihe — Quellen und Forschungen zur Gartenkunst, 31 (Worms:
Wernersche Verlagsanstalt, 2011), pp. 126-7. (also doctoral dissertation at the Technische
Universitat Berlin 2008).
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idealised farmer’s garden.®!? But in contrast Mattern’s beds where compositional in
regard to habit, texture and colour, as the quoted elucidations about his own garden
at the Fischtalgrund showed. During the times of their collaboration it is difficult
though to attribute this to Mattern, as Hammerbacher often was responsible for the
planting schemes. In later years, Mattern’s gardens exhibit a more experiméntal,

abstract use of plants in unusual combinations, which focussed even more than before

on form rather than biology (Figures 116, 117).

The wider public establishment of the Bornim School
The 1930s was arguably a great decade for Foerster-Mattern-Hammerbacher.
Mattern’s involvement in the design of the oval space at the Funkturm, commonly
referred to as the ‘Egg at the Broadcasting Tower’, together with Hans Poelzig and
Ernst Wagner, is little known, as the terraced gardens were fe-designed and drawn up
for tendering by Ludwig and Richard Lesser (Figures 118, 119).%" The first widely
recognised contribution by Foerster-Mattern-Hammerbacher under the new
government was their winning competition entry to the competition ‘Jahresschaﬁ
Garten und Heim’ as part of the ‘Deutsche Siedlungsausstellung Miinchen 1934’

(‘German Settlement Exhibition 1934°), often referred to as ‘Siedlungsschau

812 Alfred Lichtwark, Makartbouquet und BlumenstrauB, 2nd edn (Berlin: Cassirer, 1905),
‘Markartbouquet, e.g. 37-46 (subchapter ‘Ein Blumengarten!) Cf.: S. Duthweiler, Neue Pflanzen fiir
neue Gdrten (2011), pp. 62-65. With reference, amongst others, to Harry Maasz, Wie baue und

pflanze ich meinen Garten, 1st edn (Minchen: Bruckmann, 1919).

813 The general layout of the gardens were designed by Ludwig and Richard Lesser, on the basis of a
concept by Hans Poelzig and Martin Wagner. Thanks to his connection with Poelzig, Mattern had
been involved in the original design competition: ‘I don’t know if you still remember that, as a
young beginner, I have been smuggled into your Berlin districts (the egg at the Broadcasting Tower)
by Pélzig [sic!], and that I was even allowed to produce a (even paid) counterproposal to Migge's
and Wiebking’s [sic!].’ EHM, letter Mattern to Martin Wagner (Cambridge, MA), file 02,
05/07/1950. Cf.: Katrin Lesser-Sayrac, Ludwig Lesser (1869-1957), Erster freischaffender
Gartenarchitekt in Berlin und seine Werke im Bezirk Reinickendorf, series Beitriige zur

Denkmalpflege in Berlin, 4 (Berlin: Kulturbuch-Verlag, 1995), pp. 85-6 (Lesser does not mention

Mattern, nor May or Poelzig)
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Miinchen-Ramersdorf” (Figures 120-123).8'* Comparing the known competition
entries, the contrast of the Bornimers’ design vocabulary to the mainstream becomes
clear.®’* Most contributions are rather compartmentalised and geometric, those by
Max Kimpfer and Theo NuBBbaum also relying on a dominant central axis.?'®
Hiibotter’s complex design (no illustration) appeared the least clear, while Friedrich
Heiler, together with the architect Otto Maurer, suggested the clearest design: a series
of rooms divided by hedges (or trees) and containing one or several smaller
gardens.®'” Karl Plomin’s entry, placed second in the competition, showed an
attractively varied overall composition, well-balanced and with an interesting
guiding of route.?'® The winning design by the Bornimers was the only one to suggest
a peripheral main service route as a spine to the plot. It was lined to the north by a
narrow strip with the exhibition stands of the garden nurseries. These were separated

from the northern street only by a thin fringe of trees. Attached to the inner side of

814 Schwarzkopf has analysed this competiton as one of his case studies in his published doctoral
dissertation on design competitors in garden architecture between 1871 and 1945: Johannes
Schwarzkopf, Der Wettbewerb in der Gartenarchitektur: Vergleichbarkeit als Chance (Berlin: Leue
Verlag, 2006), pp. 250-60; Harbers was head of the city of Munich’s habitation division at that time,
see ibid. (p. 250). About the exhibition, see: Guido Harbers, ‘Wettbewerb “Jahresschau Garten und
Heim” innerhalb der “Deutschen Siedlungsausstellung Miinchen 1934, Baumeister, 1V (1934),
134-41.

‘815 Oswald Langerhans, ‘Wettbewerb “Jahresschau Garten und Heim” in der deutschen
Siedlungsausstellung Milnchen 1934°, Gartenkunst, 47, 3 (1934), 37-42. Langerhans was member of
the competition jury, which was presided over by Gustav Allinger (ibid.).

816 Theo NuBbaum (1885-1956) was building councillor at Cologne (1926—45) where he amongst other
redesigned the Rheinpark. Before he had been working there under Fritz Encke, see: Gert Grdning
and Joachim Wolschke-Bulmahn, Griine Biographien: biographisches Handbuch zur
Landschafisarchitektur des 20. Jahrhunderts in Deutschland (Berlin: Patzer, 1997), p. 278.

817 For the name Friedrich Heiler there are two entries in Griine Biographien, see: G.Groning and J.
Wolschke-Bulmahn, Griine Biographien (1997), p. 136.

818 Karl Plomin (1904-1986) is known above all for his many designs for the area of Alsterpark and
‘Planten un Bldomen' in Hamburg since 1935, cf. the page dedicated to Plomin on the website of
Hamburgisches Architekturarchiv, including biographical sources: hitp://www.architekturarchiv-
web.de/portraets/o-t/plomin/index html (accessed 19/09/2014).
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the main route lay the series of exhibition gardens, varying in size and internal
structure. Beyond these gardens lay a large park meadow. This was the only proposal
that concentrated the exhibition gardens in a way that left space for a generous open
parklike area. It was delineated to the south by a footpath, which, seen together with
the main route, allowed for a wide circular route containing all gardens. South of the
path lay in a line the premises for the detached houses of the Settlement Exhibition, a
precondition for all designs. Interposed between these and the exhibition gardens, the
parklike open space appeared to lie centrally in the plot. It was unobtrusively
structured bylclumps of trees and traversed by a swinging footpath, reminiscent of
some of Migge's proposals for public parks from over two decades ago (Fig. 124).

In comparison the proposal by Foerster-Mattern-Hammerbacher appeared modest,
guiding attention to a “democratic” space at the centre. Their arrangement of the
exhibition gardens avoided both the striking regularity (Kﬁfnpfer, NuBbaum) and thre
confusion of some other proposals (Hibotter, no illustration). Instead it was clear
without being regular, characteristic for Mattern’s way of designing.

When it became known that the Bornimers were consiciered politically
‘unreliable’ they were refused the contract, but later were commissioned with single
exhibition gardens (Figures 125, 126) All the same, the realised project was based on
their proposal, but without official acknowledgement.*® This was the first time they
had first-hand experience of the changed political conditions. A second look at the
jury is eye-opening: it was presided over by Gustav Allinger, one of Mattern’s
personal opponents who had denounced his younger colleague on various occasions
(compare chapter 11-g).5%

The tremendous amount of attention the Bornimers were soon receiving is

striking. Moreover, the honouring of their many private gardens realised by the mid-

819 V. Heinrich, Hermann Mattern (2013), p. 40.

820 O. Langerhans, ‘Wettbewerb “Jahresschau Garten und Heim™’, Gartenkunst, 47, 3 (1934), 37-42 (37).
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1930s was not restricted to the niche of garden design journals. For example, one
year after the Munich competition success, Die Bauwelt dedicated two entire
volumes almost exclusively to the work of the Foerster-Mattern-Hammerbacher joint
venture (Fig. 127).82! The second part was signed with ‘LI’, which stood for the
architectural journalist Alfons Leitl (1909-1975). The Monatshefte fiir Baukunst und
Stddtebau had already reported in 1933 with a seven-pages long article written by
Mattern and Hammerbacher, followed in 1934 by six pages written by Mattern, and
in 1935 by another two long reports. One dealt with the ‘Sommer Flower Show at the
Broadcasting Tower’ (‘Sommerblumenschau am Funkturm’), a regular event between
1933 and 1943 staged at the aforementioned spaces beneath the Broadcasting
Tower.?? Conspicuously, it showed — apart from some photos of the indoors flower
arrangements — exclusively designs by Mattern, who had the artistic direction of the
exhibition, but actually did not design all of its gardens (Fig. 128). The same year,
the longest article presented gardens by FMH on thirteen (sic!) pages, probably
written, again, by Leitl.®?* All articles were generously illustrated with drawings and
large, carefully chosen photographs, usually by zur Nedden. The comments were
usually in accordance with the designer’s intentions — if they had not written them

themselves, they were at least cited. It seemed that Leitl had a hand in all this

821 Bauwelt consisted of a part, mainly text, with news and reports about technical or legal aspects, and
a second part with photo-journalistic, mostly artistically-culturally oriented contributions. The latter
in the volumes 11/1935 and 12/1935 were almost exlusively (13 pages) dedicated to the work of
Foerster-Mattern-Hammerbacher, with merely two pages on work by Otto Valentien and one page on
a garden by Wiepking. ‘Hiuser und Girten’, Bauwelt, 11, 11 (1935), 1-8; ‘Hauser und Girten, Teil
II*, Bauwelt, 11, 12 (1935), 1-5. Part 11 is signed ‘L1.’, and the register lists ‘Leit]’ as author.

822 (No author) ‘Architektur der Pflanzen: Von der Berliner Sommerblumenschau’, Monatshefte fiir
Baukunst und Stddtebau, 19 (1935), 329-33. Cf. the web page on the official website of the State of
Berlin, Charlottenburg council, dedicated to the object (including historical plans and photos):
am-funkturm-index.htm] (last acc

essed 10/10/2014).

n.de/ba-charlo

823 Alfons Leitl, ‘Hauser und Girten’, Monatshefte fiir Baukunst und Stddtebau, 19 (1935), 121-33.
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publicity, who was trained as both a journalist and an architect.??* He was well
connected, freelancing for Monatshefte and working as an editor at the Bauwelt,
trying to steer the journal on a relatively modernist course, sometimes in direct
confrontation with his more conservative editor-in-chief, Friedrich Paulsen.®® With
him they had an able and relatively openminded expert writing about thein, who was
personally connected with Hammerbacher through Walter Kratz and through the
work on the book about Hammerbacher’s home.* Leitl is not known as a personal
friend of Mattern’s, though he may well have been, as their ways crossed more often
over the years. He was interested in Neues Bauen, but critical towards the
‘doctrinaire pretension of the naked functionalism’ and in favour of the more
‘conservative modernism’ — commonly referred to as ‘Reformstil’ — the architecture
of Tessenow, Schmitthenner or Bonatz, that referred back to the pure compositions of
end-of-18®-century residential architecture.®”’ As editor in chief of the influential
post-war journal Baukunst und Werkform, where in the first editions Mattern is listed
as an advisor, he also professed to an organic architecture, though he has been
criticised for stereotyping and for a bias towards his friend Rudolf Schwarz (18947—
1961), ignoring and thus blocking the career of the most explicit of organicists, Hans
Scharoun.®® The Bornimers’ gardens mentioned in Leitl’s articles were usually

connected to more or less traditionalist buildings, which were unproblematic to

824 About Leitl a monograph has been published: Johannes Busmann, Die revidierte Moderne: der

Architekt Alfons Leitl 1909-1975 (Wuppertal: Miller und Busmann, 1995).

825 J. Busmann, Die revidierte Moderne (1995), p. 31-7.

826 Alfons Leitl (text), Werner Kratz (drawings), E. M. Heddenhausen (photographs), Das Buch vom
eigenen Haus (Berlin; Bauwelt-Verlag, 1937).

827 J. Busmann, Die revidierte Moderne (1995), p. 22-3. A seminal work on the development of the
Reformstil is: Sigrid Hofer, Reformarchitektur 1900-1918: Deutsche Baukinstler auf der Suche
nach dem nationalen Stil (Stuttgart: Edition Axel Menges, 2005). Cf: Barbara Miller Lane,
Architecture and politics in Germany: 1918-1945 (Cambridge, MA: Harvard University Press,
1968), pp. 11-40, (regarding the connections to the Garden City movement:) 142-61.

828 Thilo Hilpert, ‘Land ohne Avantgarde’, Archplus, 40, 186/187 (2008), 110-3.



page 269 of 513

publish (cf. Fig. 127', left). On the other hand, some more modernist examples were
also shown, like the landscape architects’ own rather experimental house at Bornim,
designed by Scharoun (cf. Fig. 127, right).??® However, in 1935 this did not yet mean
risking much uproar. This changed when in the discussion about modern art Alfred
Rosenberg, in his function as Germany’s supreme cultural supervisor, came out on
top at the end of 1936.%3° By what was simply referred to as ‘Rosenberg Office’ the
modern art scene really started to be rigorously suffocated.

After 1933, with the Nazis gradually limiting artistic freedom, it seems that the
Bornimers did not really have to adapt much. The design vocabulary of their jointly
developed gardens was not conspicuously contradicting the new, unwritten style
guides. Some of the landscape architects who were adhering more strongly to the
architectonic garden design considered the soft plasticity of the Bornim School as
effete and un-German, but those speaking their mind openly this way represented the
extreme (see chapter 11-i). Generally, most Bornim School designs were compatible
with the mainstream, as their inclusion in some of the popular garden monographs of
the 1930s and 1940s, like Herbert Hoffmann’s Gdrten und Hduser (1939) or Hans
Schiller’s Schone und niitzliche Gérten (1942), shows.®! However, here and there
details bear witness of a modemiéf aesthetic ideal not compatible with the official

doctrine. The case was rather different for Mattern as an individual designer. He may

829 A. Leitl, ‘Hiiuser und Girten’, Monatshefte filr Baukunst und Stddtebau, 19 (1935), 121-33 (132-3).

830 Since 1934, Rosenberg’s official function was *Beaufiragter des Fiihrers fiir die Oberwachung der
gesamten geistigen und weltanschaulichen Erziehung der NSDAP’, shortly referred to as
‘Dienststelle Rosenberg’ (‘Rosenberg Office’, abbreviated ‘DRbg’). Cf. se short biography on the
pages of LeMO (‘Lebendige Museum Online’), a project of the Deutsches Historisches Museum

(German Historical Museum), https://www.dhm.de/lemo/Biografie/alfred-rosenberg (last accessed
10/10/2014).

831 Herbert Hoffmann, Garten und Haus: Die schénsten deutschen und ausléindischen Wohngdrten und
ihre Einbauten (Stuttgart: Hoffmann, 1939, 1st edn), Hans Schiller, Schéne und niitzliche Gérten,

Anlage und Gestaltung grofer und kleiner Gdrten (Starnberg am See: Verlag der Gartenschonheit
Karl Specht K. G., 1942). ‘


https://www.dhm.de/lemo/BioErafie/alfred-rosenherg

page 270 of 513

not have had to renounce 100 percent, but enough to be living a simulacrum. His
experimental urge he had to restrain. There is no explicit declaration known by him,
but in one undated lecture manuscript about the Killesberg project from after the
war he claimed that the Nazis’ aesthetic doctrine was responsible for the use of
rustic (though ironically not local) sandstone and traditional technique for all
architectonic elements in the park design of 1936 to 1939. The Summer Flower
Show of 1935 featured an expansive blanked sheet metal form, attached ‘as a wall
sculpture in the entrance yard, as well as a statues by artists such as the already
ostracised Gerhard Marcks.®? Mattern’s design was rather experimental, non-
representative and intimate, with flower beds in free forms and temporary walls
made of papier miché with circular openings and a playful use of wooden rods for
pergolas and treillage (Figures 129-132). A contemporary critic commended, that
Mattern had ‘departed from the common exhibitions with more representative
character [...] and [had] accommodated, with a lot of design skill, to the plant [...]".

And the review continued:

832 The metal wall sculpture was possibly designed by Mattern’s brother in law Henner Réser, as it
showed outlines of slightly abstract animals reminiscent of Rdser’s drawing style. Marcks until 1925
had been Formmeister at the Bauhaus' pottery workshop Dornburg/Saale, where Theodor Bogler was
working with him as a student. In 1925 Marcks did not move with the Bauhaus to Dessau (where
there was no pottery workshop anymore); he was one of the teachers who disagreed with Moholy-
Nagy’s motto *‘Art and technology — a new unit’. Marcks went on to teach at Burg Giebichenstein
school of applied arts at Halle, where he became director in 1928 replacing the architect Paul
Thiersch. In 1933 Marcks was dismissed and later ostracised. His works were shown at the infamous
1937 show of ‘degenerate art’ in Munich. Despite this, he gained several commissions under the
regime, He he was more a classicist than a revolutionary, and - similar to Schlemmer - he felt at
distance from the rationalist and functionalist aims of the Dessau Bauhaus. After the war he was
appointed professor at Hamburg’s Landeskunstschule, which had been oriented towards Bauhaus
principles by its headmaster Gustav Hassenpflug, and became one of Germany’s most revered
artists. See: Dictionary of Art, ed. by Jane Turner, 34 vols (New York: Macmillan, 1996), 20, p. 395-
6; Magdalena Bushart, ‘Ein Bildhauer zwischen den Stithlen: Gerhardt Marcks in den dreiBiger
Jahren®, in Bauhaus-Moderne im Nationalsozialismus: Zwischen Anbiederung und Verfolgung, ed.

by Winfried Nerdinger (Miinchen: Prestel, 1993), 103-12,
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The designer cared less for dazzling the visitor with a grand general impression than to stir

and to strengthen in him the love and joy to [sic] flowers and plants.®*

The reviews of his similarly experimental ‘Fountain Courtyard’ (‘ Brunnenhof”),
through which the visitor entered the 1* Reich Garden Show at Dresden in 1936,
were less enthusiastic. In fact, the project caused considerable irritation amongst the
traditionally minded (Figures 133, 134).%** On the ground, pool liner was used to
form little, organically shaped ponds; paving and water bodies dovetailed with each
other to form an abstract landscape of flowers, water and flowing path surfaces. Most
probably in reaction to the geometrical facades enclosing the courtyard, Mattern had
come up with a treillage construction made of slanted slats, that changed appearance
with the visitor’s movement through the space. This kind of light, transparent and
easy to install wood constructions was also a typical feature of Mattern’s postwar
work. With its play of horizontal and vertical lines, the structure appeared almost like
constructivist art. The whole project was considered intelligently executed in view of
the surprise effect that a main entrance to a garden show demanded, but it was also

called ‘slightly histrionic’, even ‘slightly subversive’.*

The gardens of the Bornim School as organic functionalism

* Contingent on the functionalist approach behind the designs, formally and
structurally, the Bornim Gardens went into a symbiosis with organic-functionalist
architecture, while somewhat étruggling against a smooth affiliation with purely
constructivist modernist architecture. With their embracing form and the lively

multiplicity of their plantings, they also went into a picturesque alliance with the

833 M. Kriigel, ‘Sommerblumen am Funkturm’, Garfenkunst, 48, 8 (1935), 2-3 (2).
834 Cf. pp. 302, 313 (fn 949).

835 Michael Mappes, ‘Kritische Betrachtung der 1. Reichsgartenschau Dresden’, Die Gartenwelt, 07
(1936), 108-28 (116). ' :
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inviting and homely character of the cottages and large detached houses, with their
widespread volumes, by Otto von Estorff and Gerhard Winckler, Paul Schaeffer-
Heyrothsberge, Fritz Schopohl and Heinrich Tessenow. These were rather
conservative in appearance, and they were never flat-roofed. This hints at Mattern’s
flexibility in dealing with changing aesthetics, despite his identiﬁcation with the
modern movement. It should be kept in mind that more radically modernist
residential architecture in the style of Neues Bauen had always been the exception,
while slightly modernised traditional building forms prevailed — with undecorated
fagade, larger windows, and a better connection between living rooms and garden
than the reactionary Heimatschutz estates. An interest in typing, e.g. in regard to Paul
Bonatz’ or Richard Riemerschmidt’s earlier work, represents a certain rationalism in
this ‘vernacular modernism’.**¢ Before WWI, these had been the reformist forces.
Mattern designed many gardens for traditionalist houses in Potsdam and beyond, and
he collaborated on conservative town planning projects. His housing scheme ‘ Auf der
Briicke’ at Rottweil, on which he collaborated with Schaeffer-Heyrothsberge in 1936,
illustrates this.®’ It was one of the projects he liked to publish the most (Figureé 135,
136). The today forgotten Walter Kratz of the DAF should be mentioned as well as
Bonatz’s student Gerhard Graubner. These collaborators illustrate the intrinsic
connection of Mattern’s ceuvre with traditionalist architecture. This might give the
impression that Mattern’s career translated seamlessly into the ‘Third Reich’, but

behind the scenes he had to be alert, and he had to defend himself in more than one

case, as will be discussed later.,

836 S. Hofer, Reformarchitektur 1900-1918 (2005); Maiken Umbach, Vernacular Modernism:
Heimat, Globalization, and the Built Environment (Stanford, Calif.: Stanford University Press,
2005); Maiken Umbach, ‘The vernacular international: Heimat, modernism and the global market

in early twentieth-century Germany®, National Identities, 4, 1 (2002), 45-68.

837 V. Heinrich, Hermann Mattern (2013), pp. 284-5, 405. Hermann Mattern, ‘Siedlungen’,. -
Gartenkunst, 3 (1939) 63-7.
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In architecture-theoretical terms Mattern can be associated with the Organic
Modernists, or organic functionalists, who have sometimes been derided as the
romantics among the avant-garde. Organic Modernism is represented above all by the
writings of Hugo Hiring (1882-1958) and the works of Hans Scharoun (1893-1972),
who defined themselves as functionalist. Haring — and from an ideology-historical
perspective this harbours problems — called for a new, nature-conform * Gestalt
finding’ also for the entire society.®*® In his essay ‘ways to form’ (*Wege zur Form”)
was explicitly opposed to Le Corbusier’s axiom of the natural originality of pure
geometric form.*® Hiring explains, that in nature the appearance of things could
conform to a geometric form, but that the latter was ‘never the content and origin of
the form [Gestalf]’ #*° He argues in favour of searching the form ‘already contained
in the plan’ and speaks against imposing a geometric design on things, literally, ‘[t]o
pull geometrical figures over things’.®4! Especially in the Anglo-American sphere, the
design language of these architects has been considered non-typical for Modernism,
as these architects strove for the most specific fulfilment of functional questions
rather than finding a universally applicable form. Their forms were thus unsuitable
for mass production, which contradicted the aims of the rationalists such as Walter
Gropius or Hannes Meyer, and the concepts of the later Bauhaus. Already during the
early 1920s Adolf Behne critically described the differences between the rationalists

and the functionalism of the Organic Modernists in his seminal book Der Moderne

838 To apply the term organic to societies has indeed parallels with vélkisch thinking, and although
Hiring will not have meant it this way, his words make think of darwinist ideas (“survival of the
fittest™).

839 Hugo Hiring, *Wege zur Form®, Die Form. Zeischrift fiir gestaltende Arbeit, 1, 1 (October 1925),
16(f?). Reprinted in: Matthias Schirren, Hugo Hdring. Architekt des Neuen Bauens (Ostfildern-Ruit:
Hatje-Cantz, 2001), pp. 321-2. Cf.: Peter Blundell Jones, Hugo Hdring: the organic versus the
geometric (Stuttgart; London: Edition Axel Menges, 1999), pp. 77-9. The entire book deals in great
detail with Hiring’s organic functionalist thinking.

840 Ibid.

841 Ibid. ' :
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Zweckbau (The Modern Functional Building, 1926).%? At the time organic
functionalism was relatively prominent, but has since been omitted in the majority of
accounts on Modernism.*? The striving for organic interrelatedness of design
elements, site and surrounding space was Mattern’s chief aim, right from the early
days of his career. At the end of his life, Mattern named Hiring and Schéroun as well
as Hans Poelzig, and Frank Lloyd Wright as the most important 20™-century
architects.®* The nature of the connection between Mattern and the great
architectural critic Behne, who was on friendly terms with Scharoun, is not clear.
Some might suggest that organic principles bring along a debilitating reverence
for natural elements. In the case of Mattern the organic ideal must be understood as
intrinsic part of a strong creative volition. Mattern firmly believed in the necessity to
thoroughly design our environment while using the site and organic principles as an
inspiration. The ‘virgin’ landscape that Le Corbusier envis\ioned to set off his

buildings is as removed from Mattern’s intentions as the clean aestheticism of the

842 Adolf Behne, Der moderne Zweckbau, series Ullstein Bauwelt Fundamente, 10, new edn (1st edn
1926) (Berlin, Ullstein: 1964), p. 42. Due to its late publication three years after its completion and
shortly after Walter Gropius® Internationale Architektur (1925), Behne’s book has somewhat been
forgotten, while Gropius® idea of a more stylistically uniform ‘international’ architecture became
prevalent. Compare the foreword by Ulrich Conrads in the above-mentioned 1964 re-edition of Der
moderne Zweckbau. After this first reprint edited by Conrads himself (with Hermann Maitem, Hans
Scharoun, Hans Posener and others as co-editors) Der moderne Zweckbau should again become
standard reference for the architecture of 1919-1923. At least in Germany, architectural history now
generally acknowledges the important role of Hiringian functionalism as part of Modernist
architecture. Der moderne Zweckbau has been published in English in 1996 as The modern
Sunctional building by The Getty Center for the History of Art and Humanities in the series Texts and
Documents Series (Santa Monica, Calif.). About Behne, see: Adolf Behne, Essays zu seiner Kunst-

und Architektur-Kritik, ed. by Magdalena Bushart (Berlin: Gebrider Mann, 2000).

843 Regarding the reductionist mainstream notion of Modernism in architecture as geometric, Blundell
Jones gives a concise overview in the introductory chapter of his monograph Hugo Haring (1999,
pp. 9-10). Cf.: Bletter Haag, Rosemarie, ‘Introduction’, in: Adolf Behne, The modern functional
building, ed. by The Getty Center for the History of Art and Humanities, series Texts and Documents

Series (Santa Monica, Calif.; Getty, 1996).

844 Hermann Mattern, in: Architecture: Formes et Fonctions, vol 16 (‘Les 1dées’), 1971, p. 10.
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French ‘instant gardens’ of Gabriel Guévrékian.*® Instead, at a very early stage

Hammerbacher had expressed thoughts that seem to anticipate Haring’s notion of

form finding:

Amongst those who create form there are always two groups: those who wish to bring
themselves to fruition and those prepared to subordinate their own talents to allow the work
to speak for itself. The first kind will always only see his own idea -in carrying through a task,
will be unwilling to recognise technical difficulties, and will always transform the given in
accordance with his wishes, whether by simply dominating it or by overwhelming it through
indifference. The second creates from conscious or unconscious love for the thing itself. His
effort should be to develop the original concepts already present in the given substance,
Obstructions that arise through materials or circumstances can be sensitively overcome if one

concentrates on the unique qualities that lie in the material itself. %

845

846

For Le Corbusier’s ideas for landscape design see: Jan Woudstra, ‘The Corbusian Landscape’,
Garden History, 28 (2000), 135-51. For the gardens of Guévrékian see: Dorothée Imbert, The
Modernist Garden in France (New Haven: Yale University Press, 1993), p. xi. In her book Imbert
presents also the Exposition International des Arts Décoratifs et Industriels Modernes in Paris in

1925, where several gardens in similar styles were shown.

‘Es wird bei Gestaltenden immer zwei Gruppen geben: die sich dabei selbst zur Geltung bringen
wollenden, und die, die beabsichtigen, unter Ausschaltung ihrer selbst das Werk werkgerecht
sprechen zu lassen. Der erste wird bei der Ausfiihrung einer Sache nur seine Idee sehen, wird
technische Schwierigkeiten nicht kennen wollen, wird Gegebenheiten immer so dndern, wie er es
will, wird sie meistern oder unbeachtet iibergehen. Der zweite schafft aus der bewussten oder
unbewussten Liebe zu den Dingen selbst. Seine Gedanken sollen nur die Fortsetzung des in einem
Stoff liegenden Urgedankens sein. Hindernisse, die durch Material oder Umstinde entstehen,
konnen sinngemdf einbezogen werden, man geht den Eigenschaften, welche im Material liegen,
nach.’Herta Hammerbacher, ‘Wie sollen wir gestalten?’, Gartenkunst, 47 (1934), 95-6. Engl. trans.
in: Jan Woudstra and Peter Blundell Jones, ‘Some Modernist Houses and their Gardens, part 2: The
House of The North and the Pleasure Pavilion [Pavillon der Gartenfreude], Mattern House 19324
by Hans Scharoun, with garden by Hermann Mattern and Herta Hammerbacher®, Gartenkunst, 14, 1
(2002), 1-12.
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However, as we can see in some of Mattern’s works and their reception, his artistic
drive was occasionally considered to be overshooting this mark as set by

Hammerbacher’s words.

The connection with Hans Scharoun
Mattern’s little house with the surrounding garden at Bornim can be considered the
epitome of his notion of the ideal home. A brief look at Behne’s critical review of the
contemporary tendencies in architecture may contribute to understanding the context of
Mattern’s perspective on design. Interestingly, it was Behne himself who discussed the |
building in Deutsche Bauzeitung in 1935.%" The special relationship between the
landscape architect and Scharoun has been referred to many times, even though a
detailed analysis of their influencing each other has yet to be made. It would go
beyond the limits of the present text to discuss this aspect; as detailed case studies
are necessary in order to illustrate any claim. Here it may become clear indirectly,
why Mattern identified with Scharoun’s organic functionalism. During the ‘Third
Reich’ they collaborated on 10 projects together, and their balance in working jbintly
culminated in the winning entry to the competition for the Kassel State Theatre in
1952, which will briefly be dealt with below.** After Mattern’s death,
Hammerbacher also emphasised that the Bornimers” approach to garden design

married up with that of Scharoun to architecture.®’

847 Adolf Behne, ‘Haus Matern [sic!] in Bornim bei Potsdam’, Deutsche Bauzeitung, 16, 1 (1935), 53-8.

848 Blundell-Jones lists 9 joint projects: P. Blundell-Jones, Hans Scharoun (1995), p. 236. Cf. Blundell-
Jones’ and Woudstra's judgment of the Kassel project as seminal: J. Woudstra and P. Blundell Jones,
‘Some Modernist Houses and their Gardens, part 2°, Gartenkunst, 14, 1 (2002), 1-12 (1). Rehm
names as one more project house and garden Kriiger (Berlin-Nikolassee 1938/39): O. Rehm, ‘Die

Zusammenarbeit von Hermann Mattern und Hans Scharoun’ (1996), pp. 93-4.

849 Herta Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by AIV (1972), pt 4, vol. C, -
 pp. 293-416 (348).
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As a further illustration to the collaboration between Mattern and Scharoun shall
serve Behne’s review of the Mattern house at Bornim (Figures 137-139). It is touching
how sensitively and precisely Behne seems to comprehend the building, its architect
and its occupiers. Knowing the political context, the critic’s initial judgement of the
house almost appears like a menace, with the juxtaposition of ‘misfit-like, quirky
wishes of a client’ that may in some cases clash with the ‘objective cultural heritage
[Kulturgut)’ **° And indeed his first conclusion is that the building does not align itself
smoothly with the surroundings.®*’ But after the — intelligent — criticism he had
expressed about Scharoun’s organic functionalism in earlier writings, it seems as if
Behne now found peace with the architect.®*? The main part of the building is an
addition of simple square boxes, forming a functional shelter. The large southern
window and the two facing exits into the garden allowed for a watching over the little
daughter’s play area. Life seemed to happen as much inside as outside. The element
that makes this simple house into a poetic dwelling is the western wall in the living
room, which is curved, holding an equally swung settee. This room, belonging to the
sphere of ‘wishing and imagining’, Behne wrote, and complemented the rest of the
building which belonged to the sphere of ‘needing’.®* The western glass door is set
back to the innermost point of the curved wall, so that a rectangular dining area is
formed (Fig. 140) Thus the curved western wall structures the large space into these

different areas, ‘bringing an entirely natural liberty into this sociable room’.®* The

850 A. Behne, ‘Haus Matern [sic!)’, Deutsche Bauzeitung, 16, 1 (1935), pp. 53-8 (53).
851 A. Behne, ‘Haus Matern {sic!]’, Deutsche Bauzeitung, 16, 1 (1935), pp. 53-8 (54).

852 Best known is the respective discussion in Der moderne Zweckbau, new edn (Berlin: Gebrilder
Mann, 1998, 1st edn 1926), in particular pp. 43-60. Cf. the letters from Behne to Scharoun,
08/06/1923, and from Scharoun to Behne, 11/06/1923, reprinted in: Hans Scharoun: Bauten,
Entwiirfe, Texte, ed. by Peter Pfankuch, series Schriftenreihe der Akademie der Kinste, 10 (Berlin:
Gebrtider Mann, 1974), p. 38.

853 A. Behne, ‘Haus Matern [sic!]", Deutsche Bauzeitung, 16, 1 (1935), pp. 53-8 (58).

.

854 Ibid.
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idiosyncratic protruding garden end of the wall, which makes the house appear as if it

was sending roots into the ground, ‘carries, with the finely elaborate horticultural art of

the proprietor, a delightful enhancement of the vegetative element to the window front’

(Fig. 141).%*

Even though Mattern’s artistic expression seems to rely more strongly than Behne

would like on the ‘quirky’, the random and the unique, these lines nonetheless sum

up what Mattern tried to achieve. A final point to be stressed, which might help

define the balance between a mere formal organicism on the one side and social

rationalism that ignores the individual on the other: the ultimate orientation to both

human needs and wishes, once more expressed in Behne’s words:

[...] the artist with fine and alert senses has found the solution not in a theory and in setting
up ‘principles’, but in an entirely simple and‘certain reference to the human being. Very
attractive is also the conciliation between individual and society.

By all means it started with function in every point, but the functionalist subjectivism
[...] is lifted out of randomness and singularity by the clarity and the certainty of

proportion. Proportion is an objective and societal element.®*

855

856

*[...] und durch die eben hier sehr feine géirtnerische Kunst des Hausherrn die in leichten
Bodenwellen eine késtliche Steigerung des Vegetativen an die Fensterfldche herantrdgt.’ A. Behne,

‘Haus Matern [sic!)’, Deutsche Bauzeitung, 16, 1 (1935), pp. 53-8 (58).

‘[...}, daB ein Kiinstler mit feinen lebendigen Sinnen alle “formalen” Dinge hier nicht aus einer
Theorie heraus “prinzipiell” ldste, sondern aus dem ganz einfachen und sicheren Bezug auf das
Menschliche. Sehr reizvoll auch der gliickliche Ausgleich zwischen Individuum und Gesellschaft.
Durchaus ist iiberall von der Funktion ausgegangen, aber der funktionelle Subjektivismus des
Hauses wird durch die Klarheit und Sicherheit der Praportion tiber das Zufillige und Einmalige -

erhoben. Die Proportion ist ein objektives und gesellschaftliches Element.’ A. Behne, ‘Haus Matern

(sic!)’, Deutsche Bauzeitung, 16, 1 (1935), pp. 53-8 (58).
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II.g ‘Politically unsound’ — Mattern and National Socialism

‘Not only with German, but also with kind regards.’

(Mattern’s signature in a letter to the Foerster office, 12/07/1937)*

On 30th January 1933 Hermann Mattern was 32 years old and had just established
himself as one of Berlin’s leading landscape architects with a growing nationwide
reputation. Between 1929 and the ‘takeover of power’, as mentioned before,
extensive and richly illustrated articles about the Foerster-Mattern-Hammerbacher
cooperative made their work public. Understandably, this generation did not stop
canvassing for customers. The Bornimers’ services were in high demand, but
confronted with the world economic crisis it was advisable to strive for financial
sustainability. One year into the ‘Third Reich’, when Mattern and Hammerbacher
founded their own businesses, each of them must have been eager to keep these
running. Since the launch of an official decree by the president of the Reichskammer
der bildenden Kiinste (Reich Chamber of Fine Arts) on 23 March 1934, it was
necessary, in order to enter to design competitions, to prove membership in the Reich

Chamber.®*® This was of course permitted only in the case of ideological and ‘racial’

857 *Nicht nur mit deutschen, sondern auch mit freundlichen Griissen’, In 1937, in anger over a
disagreement, he signed a letter with these words, ridiculing the NS way of signing with ‘mit
deutschem Gruf [literally ‘with 'a German greeting’], and maybe even in reaction to the official
letters issued by the Foerster firm ~ as he had received one that closed with the mentioned wording
(the 12th July 1937). (Letter to the Arbeitsgemeinschaft der Gartengestalter Karl Foerster, Hermann
Mattern, Herta Hammerbacher, Potsdam-Bornim, 1937, re: ‘Zum Schr. vom 4. 3. 37, Angelegenheit
Voss-Bley’, private Mattern estate).

858 Erste Anordnung des Prdsidenten der Reichskammer der bildenden Kiinste betreffend Wettbewerbe
vom 23. Mdrz 1934 (see §4), published in Bauwelt, vol. 25, no. 15 (1934), 354-5. About the
Reichskulturkammer see the following two chapters in Hitlers Kiinstler. Die Kultur im Dienst des
Nationalsozialismus, ed. by Hans Sarkowicz (Frankfurt am Main/Leipzig: Insel Verlag, 2004); Jan
Pieter Barbian, ‘Die Beherrschung der Musen. Kulturpolitik im “Dritten Reich”, pp. 40-74; Volker

Dahm, ‘Ktnstler als Funktionére. Das Propagandaministerium und die Reichskulturkammer’, pp.
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irreproachability. Jewish ancestry was enough to be rejected by the institution. This
happened for example to Pniower, Eryk Pepinski (who refused to divorce from his
Jewish wife) and Ludwig Lesser, who were thus unable to officially carry on their
profession after spring 1934; and they only represent the best-known cases.®? All
three counted amongst the most famous landscape architects of the Weimar years.
Being one of seven divisions of the Reichskulturkammer (RKK, Reich Chamber of
Culture), the Reichskammer der bildenden Kiinste was itself divided into
professional associations, one of which was the Bund Deutscher Gartengestalter
(BDG, German Society of Garden Designers). At that time Gustav Allinger was
heading the influential Reichsverband des Deutschen Gartenbaus (Reichs Association
of German Horticulture) as well as taking the post of the cahirman of the DGfG in
1933, whose Gleichschaltung, the forcible-coordination of the professional field, he
supported.®® Mattern was allowed into the chamber; his letter head stated his
membership. Despite testimonials of Mattern’s alleged leftist orientation, he must
have been comparably unpolitical and few of his friends (if any) will have been
revolutionaries around 1918. But there was no ignoring that from day one in Nézi
Germany many lives of friends were in danger. Mattern’s communist colleague in the
Foerster business, Walter Funcke, later a renowned landscape architect in the GDR,
was persecuted and 2 March 1933 was brought to the Oranienburg concentration

camp where he spent half a year.?®! The communist landscape architect Reinhold

75-109,

859 Gert Grdning and Joachim Wolschke-Bulmahn, DGGL, Deutsche Gesellschaft fiir Gartenkunst und
Landschaftspflege e.V.: 1887-1987. Ein Riickblick auf 1900 Jauhre DGGL, series Schriftenreihe der
Deutschen Gesellschaft fiir Gartenkunst und Landschaftspflege, 10 (Berlin: Boskett, 1987) p. 68.

860 G. Gréning and J. Wolschke-Bulmahn, DGGL (1987), p. 66; Gert Groning and Joachim Wolschke-
Bulmahn, Griine Biographien: biographisches Handbuch zur Landschaftsarchitektur des 20.
Jahrhunderts in Deutschland (Berlin: Patzer, 1997), p. 18.

861 Susanne Karn, Freifldchen- und Landschaftsplanung in der DDR: am Beispiel von Werken des
Landschaftsarchitekten Walter Funcke (1907-87) (Minster: LIT Verlag, 2004) p. 30; Cf.: Vroni
Heinrich, Hermann Mattern (2013), p. 39 (it is noted that he probably was lucky enough not to
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Lingner and his wife Alice were raided by the SA, physically abused, and parts of
their private library were burned.®? According to the landscape architect Hermann
Gdritz, since September 1929 employed by Foerster-Mattern-Hammerbacher,
Mattern had in fact initiated a communist cell in Bornim.*® In the 1990s Goritz went
on record as saying that ‘Mattern had always been politically left, and he also
persuaded us — the colleague Walter Funcke, myself, and others ~ to join the KPD
[Communist Party of Germany] {...]’.*** However, a few years earlier Mattern had
qualified his sympathy with communism by declafing how his high regard for
individualism clashed with communist ideology.?* Sebastian Haffner’s biographical
Defying Hitler (1939) provides one of the best first-hand accounts of the earthquake
of change taking place in 1933, and allows for an insight into the state of mind of a
liberal conservative, average intellectual citizen of Berlin. The spine-chilling
atmosphere Haffner evokes, with his realistic yet metaphorical narrative style, can
serve as a basis for appreciating the conduct of those who did not applaud the Nazis’

advent, yet were comparably unpolitical and not immediately persecuted personally:

The plight of non-Nazi Germans in the summer of 1933 was certainly one of the most
difficult a person can find himself in; a condition in which one is helplessly, utterly
overwhelmed, accompanied by the shock of having been caught completely off balance. We

were in the Nazis® hands for good or ill. All lines of defence had fallen, any collective

experience physical abuse).

862 Kerstin Nowak, Reinhold Lingner — Sein Leben und Werk um Kontext der friihen DDR-Geschichte,
(doct. diss.) (Hamburg: Hochschule fir Bildende Kinste, 1995), pp. 12, 175 (CV of Alice Lingner).

863 Olaf Hiller, Hermann Géritz. Eine biographische Studie als Beitrag zur Fachgeschichte der Garten-
und Landschaftsarchitektur im 20. Jahrhundert, series Materialien zur Geschichte der Gartenkunst, 1
(Berlin: Technische Universitdt Berlin, 1997), p. 42.

864 O. Hiller, Hermann Goritz (1997), p. 42. In an interview with Heinrich, G&ritz told her the same, cf:
V. Heinrich, Hermann Mattern (2013), p. 44.

865 Letter from Mattern to Hammerbacher, Nov. 26-13 (20/11/1926), EHH.
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resistance had become impossible. Individual resistance was only a form of suicide., We
were pursued into the farthest corners of our private lives; in all areas of life there was rout,

panic, and flight. No one could tell where it would end.®%

There is no detailed and sourced account about Mattern’s conflicts with the National
Socialist system. It has in the past been difficult to give credit to his often-alleged
political innocuousness without further proof than the repeated affirmation of people
who knew and revered him. Some anecdotes have become known, but they originated
mainly in zur Nedden’s memories, committed to writing by her friend Vroni
Heinrich. Mattern’s first monographic publication of 1937, a self-edited brochure,
has been quoted as a sign of his opposition, as its title Freiheit in Grenzen carries
both the meaning of ‘spatially delineated freedom’ as well as that of a ‘restricted
freedom’ in a wider sense.®*’

The reactions that Mattern’s modest acts of resistance were met with, verify
claims that he suffered some degree of persecution during the Nazi dominion. From
archival documents two cases have been found and chosen for further examination.

One conflict, documented in the Federal Archives, concerned the inspection of

866 Sebastian Haffner, Defying Hitler: a memoir (2002, written approx. 1939/1940; 1st German edn
2000), p. 165.

867 Hermann Mattern, Freiheit in Grenzen (Kassel: Birenreiter, 1938); V. Heinrich, ‘Hermann Mattern:
Leben und Werk’, in: Christoph Valentien (ed), In: Kontinuitdit oder Briiche? Werkstattberichte zur
Landespflege in der Nachkriegszeit, series Schrifienreihe des Lehrstuhls fir Landschaftsarchitektur
und Entwerfen der Technischen Universitidt Miinchen, 2 (Miinchen: Technische Universitit
Milnchen, 1996), pp. 72-3; V. Heinrich, Hermann Mattern (2013), 40. There are several possible
ways of translating the title, one being ‘freedom within limitations’. For their translation Groéning and
Wolschke-Bulmahn used the more neutral term ‘delineations’ (‘freedom within delineations"), which
weakens the figurative sense of freedom being ‘limited’ or ‘restricted’. At the same time though the
authors, too, suggest a reading as a hint at the garden seen as a retreat from the political reality, or
even a possible ‘coded critique of national socialism [sic]’. Gert Gr6ning and Joachim Wolschke-
Bulmahn, ‘Changes in the philosophy of garden architecture in the 20th century and their impact upon
the social and spuﬁal environment’, Journal of Garden History, 9, 2 (1989), 53-70 (60-1). Cf.: Gert
Groning and Joachim Wolschke-Bulmahn, ‘Der Kommende Garten: Zur Diskussion tber die
Gartenarchitektur in Deutschland seit 1900°, Garten+Landschaft, 3 (1988), 47-54, 56 (50).
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Mattern’s ‘political reliability’ by the police shortly after the Nazi’s advent to power.
This case established the first example of Mattern’s willingness to collaborate with
the regime on an ostensibly ‘unpolitical’ level — a willingness he expressed quite
literally.’® The second case concerns the hostilities against Mattern, when one of his
designs was the object of a defamatory critique.

These three expositions about his book publication, about the police file, and
about the defamation of the Killesberg design are intended to outline Mattern’s
position within the political-ideological constellation in the period under
consideration — representing, respectively, the relation to society, the state, and the

professional sphere.

‘Restricted freedom’ or ‘liberating restraints’?
Mattern is generally seen as a liberal, but rather apolitical person. In retrospect and on
first impression, the title of his publication Freiheit in Grenzen already seemed to hint
at a critical distance to the National Socialist (hereafter referred to as ‘NS’) regime. At
the same time however, the title can be associated with a wide field of significance
spanning between spatial and philosophical meanings. A comprehensive analysis would
lead beyond the constraints of this text, but three possible interpretations can briefly be
discussed: a political statement, a spatial concept, and a spiritually informed artistic
leitmotif. Considering the importance the book must have had for Mattern personally as
his first comprehensive public _self—presentation, the display of his work will have been
of greatest importance to him. A noteworthy detail is to be found after an introductory
text; a witty, hand-coloured double-paged presents birds-view illustrations of a

countryside on the left and a settlement structure on the right. These were drawn by

868 The file has firstly been disclosed by Go (2006): Jeong-Hi Go, Herta Hammerbacher (1900-1985):
Virtuosin der Neuen Landschaftlichkeit — Der Garten als Paradigma (Technische Universitit Berlin,

2006) p. 28-9. Heinrich also cites the same sources in her monograph, see: V, Heinrich, Hermann
Mattern (2013), pp. 42-6.
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Henner Rdse, husband of Mattern’s younger sister Marie (Figures 142, 143). In each of
the two different places a typical garden is taking centre stage: On the left, a walled,
regular garden differentiates itself from the grown countryside with trees, rivers animals
and happy, relaxing people around. On the right, a naturalist garden — complete with a
fishes in a pond — is shown entirely open to its urban surroundings, to which it stands in
stark formal contrast. Obviously, these pages acted as ironic commentary to the
stereotypical two poles, the architectonic and the classical landschafilich. Freiheit in
Grenzen presents in full-page photographs Mattern’s best and most representative
projects fram his first years as an independent landscape architect.®® In many of these a
graphic clarity of lines coalesced with a naturalist formal ease.

Almost all pictures were annotated with statements concerning design, sober but
witty in their brevity (Fig. 144a). The exception is one picture showing a NS
establishment with swastika flags — the only time this symbél crops up — peeking over a
wall, at the foot of which one can discern perennial plantings in curvy outlines. This
photo is the only one in the entire book annotated with nothing but four hyphens: ‘- - - .*
(Fig. 144b). Seeing this, all at once the image’s entire composition seems to invite a
dissident interpretation. The photograph was shot out of a pine grove and against the
sun, so that the built structure in the background, black and undefined against the
dazzling light, has a rather daunting impact. The motif — plantings, a wall, flags beyond
- is evident, but at the same time it negates itself for several reasons. Firstly, the flags
were half-covered by the wall, telling of an inaccessible and political space beyond.
Secondly, the wall itself appears almost black in its own shadow, while, thirdly, casting
a deep shadow on the greatest part of the perennial beds. This means that those elements

"in view that were relevant for a book on garden design were actually not really shown in
the photograph. From this scene, the photographer was strangely distanced through a

gap in form of a neatly cut, sunlit lawn in the middle ground. Moreover, the observer of

869 He was often still working in collaboration with his former wife Hammerbacher and Foerster, as the

joint venture Foerster-Mattern-Hammerbacher.
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the scene was positioned in the shadow of a pine grove, as if seeking concealment
beneath the tall trees that stand in sight all across the closer middle ground. This
specific viewpoint enhances the impression of spatial and psychological detachment
from the symbolic motif across the lawn. The interpretation of this photo as a protest
against the NS regime may seem quite a stretch, if it were not for the hint of the strange
caption Mattern grafted, a detail that has formerly been overlooked by other authors.®™

A second meaning of the title, and the most obvious one, would read freedom and
limitations in a spatial sense. The topic of creating psychologically perceived, visual or
actual spatial freedom in a limited space frequently appeared in Mattern’s writings; it
was an obvious concern in his work. The formula of the unlimited, third spatial
dimension of the garden — in contrast to architecture — representing freedom, he referred

to still many years later in connection with his projects:

We refer to this structure [...] as an open space, even though it is in any case an enforced
condition out of which this space arises. Also, within this enclosure only one spatial

extension points at freedom, namely the one towards the unlimited sky.*”!

For pointing at this freedom, the sky, Mattern modulated the ground with the ‘hills’

he is known for. These ‘[...] tongue-shaped, plant-carrying ground waves that emerge

870 Wolschke-Bulmahn writes that a ‘careful reading [...] gives no evidence for such an interpretation of
the title as subtle criticism of National-Socialism’, see: Joachim Wolschke-Bulmahn, *“Freiheit in
Grenzen?”: Zum Zusammenhan'g von Girten, Privatheit und Politik in der Zeit des
Nationalsozialismus’, in Privatheit, Garten und politische Kultur: Von kommunikativen
Zwischenrdiumen, ed. by Siegfried Lamnek and Marie-Theres Tinnefeld (Opladen: Leske+Budrich,
2003), pp. 155-84 (154). In the following article, the authors suggest that the title represents the idea
of the garden for ‘inner emigration’ and don’t rule out the intention of making a political statement:
G. Gréning and J. Wolschke-Bulmahn, ‘Changes In the philosophy of garden architecture’, Journal of
Garden History, 9, 2 (1989), 5370 (60-1).

871 ‘Wir bezeichnen dieses Gefiige [...] als einen Freiraum, obwohl es in jedem Falle eine Zwangslage
ist, die diesen Raum entstehen Iift.’ Hermann Mattern, ‘Gartenbilder’, Baukunst & Werkform, 01

(1961), 317-33 (317). The German term for ‘open space’ (Freiraum) literally translates as ‘free
space’. '
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from the envelopment expand the small open space from the vertical into the
horizontal® (Fig. 146).%"

The third interpretation of the title as aesthetic might represent a connection to
Kandinsky. Some twenty years earlier, in his key writing on modernism in art 4bout
the Spiritual in Art of 1914, he spoke about artistic ‘Freiheit in Grenzen’ (in the
English edition: ‘freedom within boundaries’). According to Kandinsky, limitations
were indeed needed for true artistic freedom, which corresponded to the artist’s
formalistic approach (notorious his synaesthetic linking of one colour With a fixed set
of associations).®”” The idea of gaining ‘internal freedom’, Mattern had expressed ten

years before the book publication by linking internal freedom with ‘being tied down’

by his love for Hammerbacher:

High-spirited for joy, high-spirited for being tied down and thus high-spirited for internal

freedom I kiss you, yours, Josch.*™

872 Ibid.

873 ‘This means that Sch8nberg realizes that the greatest freedom of all, the freedom of an unfettered
art, can never be absolute. Every age achieves a certain measure of this freedom, but beyond the
boundaries of its freedom the mightiest genius can never go. [...]. Schénberg is endeavouring to
make complete use of his freedom and has already discovered gold mines of new beauty in his
search for spiritual harmony. His music leads us into a realm where musical experience is a matter
not of the ear but of the soul alone — and from this point begins the music of the future.” Wassily
Kandinsky, Concerning the Spiritual in Art and Painting in particular (New York: Wittenborn, 1947,
offset reprint 1970), p. 45. Cf. the German edn: ‘Hier fiihlt Schénberg genau, daf3 die gréfite
Freiheit, welche die freie und unbedingte Atmungsiuft der Kunst ist, nicht absolut sein kann. Jeder
Epoche ist ein eigenes Mafl dieser Freiheit gemessen. Und iiber die Grenzen dieser Freiheit vermag
die genialste Kraft nicht zu springen. [...) Diese Freiheit zu erschdpfen sucht auch Schénberg, und
auf dem Weg zum innerlich Notwendigen hat er schon Goldgruben der neuen Schdnheit entdeckt.
[Emphasis in the original])’ Wassily Kandinsky, Uber das Geistige in der Kunst: insbesondere in der

Malerei, 2nd edn of the rev. new edn (Bern: Benteli, 2006), p. 53.

874 ‘Unbdindig vor Freude, unbdndig vor Gebundenheit und daher unbdndig vor innerer Freiheit kiisse

ich Dich, Dein Josch.' Letter from Mattern to Hammerbacher, no. 26-21, 29/11/1926, EHH.
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Here, the sufferance of self-imposed restrictions is seen as leading to true freedom. A

similar phrase appears in the writing of one of Mattern’s favourite authors of the 1920s,

Jean Paul. In his School for aesthetics he defined the literary topos of the idyll as

‘perfect happiness within limitations’ (‘ Vollgliick in Beschrdnkung’). And in the

connection that Jean Paul’s expositions draws to the garden, and, more importantly, to

Mattern’s personal definition of the sky as the garden’s freedom, we may see this

peculiar author as a key to understanding one very particular facet of Mattern:

Indeed, you now lend the idyllically presented perfect bliss, which is always a reflection of
your earlier youthful or otherwise sensuously limited bliss, the magic both of your memory
and of your higher poetic perspective; and the delicate apple blossom and the hard fruit
which in life is crowned with a dark faded remnant of flower meet and adorn each other
wonderfully. [...] [T]he idyll presents perfect happiness in limitation [...].

[...] [P)assion insofar as it has hot storm-clouds behind it, cannot introduce its
thunderclaps into this quiet heaven; only a few lukewarm rain clouds are allowed, before
and after which tﬁe broad, bright sunshine is already visible on hills and meadows.

The scene of the idyll is unimportant, [...] for the idyll is a blue heaven and the same
heaven arches over the rocky peak and the garden bed [...]; similarly the characters may be
of any rank, if the condition of ;;érfect happiness in ‘limitations’ is preserved. It is either
incorrect or unnecessary to add to the definition that the idyll cultivates its flowers outside
middle-class society [...]. At most one can say that as perfect happiness in limitation the
idyll excludes great numbers of actors and the power of great wheels of state; and that only
a fenced in garden life suits fhe idyllically blessed, who have torn a leaf from the book of
the blest; for they are happy Lilliputians to whom a garden bed is a forest and who lean a

ladder against a dwarf tree to gather its fruit.*’

875

‘Ja ihr leihet dem idyllisch dargestellten Voligliick, das immer ein Widerschein eueres friiheren
kindlichen oder sonst sinnlich engen ist, jetzo zugleich die Zauber euerer Erinnerung und euerer
héheren poetischen Ansicht; und die weiche Apfelbliite und die feste Apfelfruchi, die sonst ein
schwarzer welker Bliiten-Rest bekrént, begegnen und schmiicken einander wunderbar. {...] [Dlie
Idylle [stellt] das Voligliick in der Beschrankung dar (...} [Dlie Leidenschaft [kann), insofern sie

heife Wetterwolken hinter sich hat, sich nicht mit ihren Donnern in diese stillen Himmel mischen;
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We may be freely associating a connection here rather than proving it, but Jean
Paul’s final lines appear to be perfectly illustrated by another set of paintings that
R&se made of gardens designed by Mattern and friends. They could be found some
years later in the Bauhaus-associated pictorial magazine die neue linie and were
published at the occasion of the Reichsgartenschau 1939 (Figures 175-177, cf.
Figures 142, 143).*”¢ Hammerbacher has given her own interpretation of the book
title, a variation on the political perspective: according to her, the Bornimers merely
with their ‘libertarian’ design vocabulary stood opposed to the allegedly strictly
regular official style of the ‘Third Reich’, as related to the traditional German
farmer’s garden. In her view, the promotion of a free-flowing organic space in garden
design was already an act of positioning oneself politically; the aim was ‘to create
spatial units’, in which plants and the ‘causalities of the landscape elements’ around
entered into an ‘integral coaction’ of what had as yet beéh ‘considered a strict

dualism’; the nature-man relationship.?”” Within this ideal the intended coaction was

nur einige laue Regenwdlkchen sind ihr vergdnnt, vor und hinter welchen man schon den breiten
hellen Sonnenschein auf den Hiigeln und Auen sieht. (...] So wie iibrigens fiir die Idylle der
Schauplatz gleichgiltig ist, [...] denn die Idylle ist ein blauer Himmel, und es bauet sich derselbe
Himmel iiber die Felsenspitze und iiber das Gartenbeet [...] heriiber; ebenso steht die Wahl des
Standes der Mitspieler frei, sobald nur dadurch nicht die Bedingung des Vollgliicks in
“Beschrinkung” verliert. Folglich unrichtig oder unniitz ist in den Definitionen der Zz)satz, dap sie
ihre Blumen auflerhalb der bilrgerlichen Gesellschaft anbaue. [...] Hochstens dies kann man
verstehen, dafl die Idylle als ein Voligliick der Beschrinkung die Menge der Mitspieler und die
Gewalt der grofien Staatsrdder ausschliefe; und daf nur ein umzduntes Gartenleben fiir die Idyllen-
Seligen passe, die sich aus dem Buche der Seligen ein Blatt gerissen; fiir frohe Lilliputer, denen ein
Blumenbeet ein Wald ist, und welche eine Leiter an ein abzuerntendes Zwergbdumchen legen.’ Jean
Paul Richter, Vorschule der Asthetik, chapter 43, § 73, 3 vols, 2nd edn (Stuttgart/Tiibingen: Cotta,
1813), English translation under the title: Horn of Oberon: Jean Paul Richter s School for aesthetics,

trans. by Margaret R. Hale (Wayne State University Press, 1973), pp. 187-8.

876 Die neue linie, 03 (1939). About the magazine, see: Die neue Linie 1929-1943. Das Bauhaus am
Kiosk, ed. by bauhaus-archiv, Museum fir Gestaltung, exh. cat. (Bielefeld: Kerber, 2007).

877 Herta Hammerbacher, ‘Die Hausgirten’, in Berlin und seine Bauten, ed. by Architekten- und
Ingenieurverein zu Berlin (A1V) (Berlin et. al.: Wilhelm Emst & Sohn, 1972), pt 4 (*“Wohnungsbau’),
vol. C (*Die Wohngebiiude — Einfamilienh3user’), pp. 293-416 (362).
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to be understood as ‘unhindered and without coercion’.?”® Hammerbacher’s strict
rejection of geometric regularity in garden design resulted in clearer words than
Mattern’s, but can be transferred to him as well. The Bornimers’ understood their
artistic volition as a clear enough positioning against the, ‘“relentless logic of
architectonic means” (Gustav Liittge)’, and — as Hammerbacher indirectly suggested —

thereby against the inhumanity of the regime:

The title of the garden book [...] Freiheit in Grenzen, in which are presented gardens

designed by Mattern and his circle, documents the consciously taken opposite standpoint.®”

This bears witness to the paramount importance Mattern and Hammerbacher attached to
aesthetics. Considering the importance the book must have had for Mattern personally,
the presentation of his design ideas will have been of greater importance to him than a
political statement. Despite their social conscience, their striving for fame, and their
functionalist reasoning; in the end the Bornimers were idealists. This may be what
enabled them to enter into collaboration with the system despite their personal
opposition: they felt beyond all blame. Aestheticism and romanticism have long been
considered one of the sources that fed the antidemocratic right in the Weimar
Republic.®® The Bornimers were not the kind of political romanticists that Sontheimer
has blamed for believing in revolution but ending as *henchmen of the reaction’ - at

least three decades later Mattern called himself a democrat (while emphasising that he

878 Ibid.

879 ‘Der Titel des im Jahre 1938 erschienenen Gartenbuchs von Hermann Mattern “Freiheit in
Grenzen”, in dem von ihm und seinem Kreis frei gestaltete Gdrten gezeigt werden, dokumentierte die
bewupit eingenommene Gegenpostition'. H. Hammerbacher, ‘Die Hausgirten’, in Berlin und seine
Bauten, ed. by A1V (1972), part 4, vol. C, pp. 293416 (363). Gustav Luttge (1909-1968), quoted by

Hammerbacher, was an influential landscape architect Hamburg.

880 Kurt Sontheimer, Antidemokratisches Denken in der Weimarer Republik: Die politischen ldeen des

deutschen Nationalismus zwischen 1918 und 1933, *Studienausgabe’ edn (Milnchen; Nymphenburger
Verlagsbuchhandlung, 1968), p. 20. 7
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was not attached to any political party).*®' Nonetheless, Foerster’s, Hammerbacher’s and
Mattern’s strong aestheticism may have been responsible for their underestimation of

the ethical dilemma that becoming a cog in the Nazi wheel would entail.

The police investigation of 1936-1938
The occurrences closest to a true conflict of Mattern with the new system happened in
1936. After he had been accused by someone anonymous of being a leftist and having
supported the Red Aid, the administrative machinery was put into motion.®? A file of 26
pages illustrates this process starting with being commissioned by Schulte-Frohlinde, a
confidant of Albert Speer’s and head of the Agency for Beauty of Labour (Amt fiir
Schinheit der Arbeit) in the DAF (Deutsche Arbeitsfront, German Labour Front),
People who had known Mattern before Hitler’s seizure of power, were interrogated. An
employment ban loomed ahead. Evidence against him was. brought forward, although
from 1933 Mattern’s record had been clean. Even a Nazi official — the Kreisleiter
(district superintendent) in charge of the area of Mattern’s residence — attested to

Mattern’s innocuousness. The record of the Mattern case is filed at the Federal Archive

881 1Ibid; ‘Sehr geehrter Herr Kollege Kemmer, ich erfahre, daf8 man sich fiir meine politische Haltung
interessiert. Ich bin iberzeugter praktizierender titiger Demokrat, gehére keiner Partei an und
stehe keiner parteipolitischen Gruppe nahe, auch nicht der SPD, weder passiv noch aktiv.’ (‘Dear
colleague Kemmer, I understand that people are interested in my political standing. 1 a'm convinced
actively practicing democrat, I do not belong to any party and I am not close to any party political
group, this also applies to the SPD [Social Democratic Party], neither passively nor actively.’) Letter

from Mattern to Erich Kemmer, folder 1, 23/02/1961, EHM.

882 The name Mattern had been found on a member list of Rote Hilfe, but Mattern controverted his
involvement in this organisation, which had been founded to aid communist political persecutes.
Hammerbacher was said to be the more active though only Mattern had to deal with a personal audit by
the secret police. Analysing several resources, Jeong-Hi Go (2006) published this information in her
dissertation about Herta Hammerbacher, see: Herta Hammerbacher (1900-1985): Virtuosin der Neuen

Landschaftlichkeit ~ Der Garten als Paradigma (Technische Universitit Berlin: 2006) p. 28-9.

883 Amt fiir Schénheit der Arbeit was a administrative propaganda office within the DAF headed by
Julius Schulte-Frohlinde, officially established to promote the improvement of working conditions:

David Welch, The Third Reich: Politics and Propaganda (London and New York: Routledge, 2002),
pp. 69-71.
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in Berlin (formerly Potsdam), under the signature R 4606/221. It covers a period from
February 1936 to July 1938. Almost all letters are duplicates. It involved different DAF
departments, the office of Speer — often communicating through his employee Kube —,
the Gestapo, and different local party administration offices up to the prominent
Gauleiter of the Ku>rmark, Wilhelm Kube.®® The long, somewhat tiresome exchange of
letters yielded as a (temporary) result Mattern’s exclusion from any further
commissions by party agencies.

The case took off on 17 February 1936, when investigations were triggered by a
query of the treasury of DAF to gather information about Mattern. Therefore they
contacted the Potsdam district committee of the NSDAP.® In a first response to the
enquiry, the superintendent of the Bornim-Bornstedt chapter (‘ Ortsgruppenleiter’) of
the NSDAP reported that, because of his information about Mattern’s membership
with the Red Aid, Mattern had to be considered a Communist. At the same time he
admitted that Mattern had never made a name as Communist for himself, rather
leaving it to his wife, sister and others. All the same, he concluded, in Bornim
Mattern was considered a ‘spiritual carrier of Communism’.*® Finally it was
critically pointed out that Mattern was not a member of any National-Socialism-
related organisation, concluding: ‘In our view he is one of those who know how to

use the present situation, and that which the Fuhrer has created respectively, for his

884 Please note, that the prominent Nazi politician is not identical with the person of the same name
responding many letters at the Speer office, who is once addressed as * Beauftragter des
Reichssachwallters fiir das KdF-Seebad Riigen’ (‘Commissioner of the Reich Trustee for the KdF-sea
resort Rilgen’). Cf.: Letter from DAF Zetralbliro to the Beaufiragten des Reichssachwalters fiir das
KdF-Seebad Riigen, Pg. Kube, Pariser Platz 4, Berlin W8, R 4606/221, 13/11/1937, BArch.

885 Letter from DAF to the Kreisleitung der N.S.D.A.P. Potsdam, R 4606/221, 17/02/1936, BArch.

886 Letter from N.S.D.A.P Ortsgruppe Bornim-Bornstedt to the Kreisleitung der N.S.D.A.P. Potsdam, R
4606/221, 22/02/1936, BArch. '
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own property relationships.’®’ The Ortsgruppenleiter had to admit, though, that
‘since the seizure of power nothing adverse has become known about Mattern’, 888
Mattern was informed about the proceedings. It is not clear whether he had been
interrogated or sought clarification on his own behalf. Anyway, he tried to gain a
reference of good repute and spoke to high ranking local NSDAP politicians, either
the district ofticer (Kreisleiter) or possibly even the Gauleiter, which for the
Kurmark (heartland of Brandenburg) at that time was Wilhelm Kube.* A following
letter despatched 01 April 1936 from the Gauleiter (i.e. Kube), though signed by the
Kreisleiter, spoke out emphatically in Mattern’s favour. The author claimed that the
mentioned report by the party’s Bornim-Bornstedt chapter was written in his absence

and had cast Mattern in a negative light, which he would like to correct:

I believe the Volksgenosse Mattern has not been correctly seen and described. We are
dealing with an idealist in the field of aesthetics. His world of ideas, which he consumed
right from the cradle, meant to retreat from the political confusion of the past Germany
onto the field of neutrality and the domain of beauty. From this basic attitude he came to
the unpolitical scout movement. Once he became a grown man, he followed the principle of
complete neutrality and friendliness towards anyone, no matter if Communist or Nazi.
Mattern has given me his word of honour that he never belonged to the Red Aid or any
other red organisation, and I want to believe him unconditionally. From his first wife he is
divorced. I cannot ascertain if she had back then supported the Red Aid with money or
sympathy. As regards the Mattern of today, there is hardly a doubt for me that he feels and

affirms the greatness, strength and vigour of the Third Reich already for the simple reason

887 ‘Erist aber d.E. einer von denjenigen, die es verstehen, die jetzige Lage bezw. das durch den Fiihrer

Geschaffene und im Werden begriffene fiir ihre eigenen Einkommensverhdltnisse auszunutzen.’ Ibid.

888 Ibid.

889 Between 06 March 1933 and 07 August 1936, see the database at
hitp://www.verwaltungsgeschichte.de/gau_brand.html (documentation of a doctoral disseration

thesis at the Universitit Osnabriick, accessed 13/12/2013)
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that this empire is about to realise his aesthetic ideals. I belicve that a collaboration with

Mattern raises no concerns.%®

About three weeks later, Kube informed the DAF treasury, department of building
inspection, about his decision to ask Count von Wedel, ‘who is indeed a party
comrade from the times before the seizure of power’, to investigate ‘a detailed
picture’ of Mattern, ‘with the assistance of the Secret State Police Potsdam”,®"
Wilhelm Graf von Wedel of the Prussian Gestapo (Secret State Police) at Potsdam
filed his report a few days later, 30 April 1936. Kube’s comment is laconic: ‘Not

much emerges from this report, of course’;**?

The independent landscape architect Hermann Mattern [...] has not come into the picture
politically. Investigations have divulged that Mattern until 1933 has not regarded National
Socialism with favour. The name Mattern was noted in a collection list of the ‘Red Aid’.
However, this entry could refer to his first wife, from whom Méttem is divorced since 1933

[sic!]. She had communist views.

890 ‘Ich glaube, der Volksgenosse Mattern ist nicht ganz richtig angesehen und gekennzeichnet worden.
Es handelt sich um einen Idealisten auf dem Gebiete der Asthetik. Seine Ideenwelt, die er von
Kindesbeinen an in sich aufgenommen hat, war die, gegeniiber dem politischen Wirrwarr im
vergangenen Deutschland sich auf das Gebiet der Neutralitit und in den Bereich der Schénheit
zuriickzuziehen. Aus dieser Grundeinstellung heraus kam er als Kind in die unpolitische
Pfadfinderbewegung. Als er Mann geworden war, verfolgte er den Grundsaiz ginzlicher Neutralitdit
und der Freundlichkeit gegeniiber jedermann, gleichgiiltig ob er Kommunist oder Nazi war. M. hat
mir auf Ehre versichert, daf} er niemals der Roten Hilfe oder einer anderen roten Organisation
angehdrt hat und ich mdchte dies ihm unbedingt glauben. Von seiner ersten Frau ist er geschieden,
Ich kann nicht feststellen, ob diese damals die Rote Hilfe mit Geld oder mit Sympathie unterstiltzt
hat. Was nun den heutigen Mattern anbelangt, so besteht fiir mich kaum ein Zweifel, daf er die
Grésse, Stirke und Kraft des Dritten Reiches schon deshalb stark empfindet und bejaht, weil dieses
Reich ihm zugleich seine dsthetischen Ideale zu verwirklichen im Begriff steht. Ich glaube, daf keine
Bedenken bestehen fiir eine Zusammenarbeit mit Mattern. Heil Hitler!® Letter from Gauleitung of the

Kurmark to the DAF, Schatzamt, Baupriifungsabteilung, (Berlin), R 4606/221, 01/04/1936, Barch.

891 Letter from N.S.D.A.P, Gauleitung Kurmark, der Gauleiter (Wilhelm Kube), to the Schatzamt der
DAF (Baupriifungsabteilung), R 4606/221, 29/04/1936, BArch.

892 Letter from Gauleitung Kurmark N.S.D.A.P. to DAF, Zentralbiiro, R 4606/221, 04/05/1936, BArch,

#
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In political meetings Mattern has not been observed. Even though Mattern has not
made an appearance after 1933, it is still outlandish that up to the present day he does not

belong to any NS organisation.*>

Another report filed internally in the DAF in December told of results of an

investigation, basically repeating the accusations of the Red Aid membership in

other words:

The non-party comrade Hermann Mattern before the seizure of power was employed in a
managerial capacity in Foerster’s horticultural business in Bornim near Potsdam, which was
organised in a purely communist manner. If M. had belonged as a member to the K.P.D.
cannot be ascertained, though in fact he sympathised with the K.P.D. and also belonged to it
with regard to his views. There is no mistaking. In the lists of the Red Aid his name is noted.
M. tries to refute this fact by suggesting that it could only refer to his wife or his sister. After
the seizure of power M. has not become active or engaged himself in any way for the
Bewegung. 1t is significant that he states only to want to live for his profession, in order to
achieve something there. Under these circumstances there can be not talk of his polifical

reliability, so that M. should not qualified for any further engagement with the D.A F.,%**

893

894

*Der selbstindige Gartenarchitekt Hermann Mattern [...] ist politisch hier nicht in Erscheinung
getreten. Die Nachprilfung hat ergeben, dass Mattern bis 1933 dem Nationalsozialismus nicht
wohlwollend gegenilberstand. Der Name Mattern war in einer Sammelliste der damaligen “Roten
Hilfe"” verzeichnet. Allerdings kann diese Einzeichnung auch auf seine erste Ehefrau zuriickzufiihren
sein, von der Mattern seit 1933 geschieden ist, diese war kommunistisch eingestellt, In politischen
Versammlungen ist Mattern nicht beobachtet worden. Wenn Mattern auch nach 1933 nicht in

Erscheinung getreten ist, ist es doch befremdend, daf3 er bis zum heutigen tage keiner NS-

Organisation angehért.” 1bid.

‘Der Nichiparteigenosse Hermann Mattern war vor der Machtiibernahme in leitender Stellung in
dem Férster schen Gartenbaubetrieb in Bornim bei Potsdam tditig, der rein kommunistisch
aufgezogen war. Ob. M. der K.P.D. als Mitglied angehorte, ist nicht feststellbar, tatsichlich
sympathisierte er mit der K.P.D. und gehérte ihr auch seiner Gesinnung nach an. Eine Verwechslung
licgt nicht vor. In den Listen der Roten Hilfe ist sein Name verzeichnet. M. versucht, diese Tatsache
dahin abzuweisen, dap dies nur seine Frau oder seine Schwester gewesen sein kdnne. Nach der
Machtiibernahme hat sich M. fiir die Bewegung in keiner Weise betdtigt oder eingesetz!.

Bezeichnend ist, daf3 er angibt, nur seinem Beruf leben zu wollen, um dort etwas zu erreichen. Von
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Interestingly, Foerster’s humanistic family affiliations were apparently not known
amongst the administration personnel involved

For a period of about half a year there was no communication filed about the
case. 22 June 1937, Kube sent in a report provided 12 December 1936 by the
Information Office (Informationsamt).®® A certain head gardener Creplin had made a
report to the Information Office that incriminated Mattern.®8 At the same time Kube
ordered that the Mattern firm might be employed longer to complete the assigned
jobs for the design of the green spaces of the KdF-town at Nuremberg, but it had to
be excluded from any further assignments.®’ Creplin’s accusations, partly based on
second-hand accounts, were rather dangerous in their specificity: Mattern had
fostered the communist cell inside the Foerster business, he had provided his car
several times in 1932 for the International Red Aid, he had taken part in communist
meetings and made propaganda in the Foerster firm with cuttings from Rote Fahne
and other communist papers. Creplin claimed to have seen Hammerbacher in a
communist propaganda march, and on another occasion selling propaganda material
at a communist meeting. Other employees, whose superior Mattern was, had been
working at the till of the same meeting. Hammerbacher had also been known to be

collecting for the Red Aid. A final point was, that ‘with the seizure of power, several

seiner politischen Zuverlissigkeit kann bei M. unter diesen Umsténden nicht gesprochen werden,
sodaf} eine Weiterbeschdftigung des M. durch Erteilung von irgendwelchen Aufirdgen seitens der
D.A.F, wohl nicht mehr in Frage kommen dilrfte.’ Letter from DAF, Abilg. VIII/B. Nr. 11528/q 18. to
the Schatzamt der DAF, Baupriifungsabteilung, to the attention of Pg. Kube, R 4606/221,
17/12/1936, BArch. ‘Die Bewegung’ (‘the movement’) is a term used by Nazis for their political

movement.

895 Letter from Kube to the DAF, Baupriifungsabteilung (for the attention of Pg. Simon), R 4606/221,
22/06/1937, BArch. In this case it is not clear which of the two people of this name it the dispatcher.

896 °‘[...] head gardener Creplin from Nowawes’, which is a part of the town of Babelsberg. Babelsberg
in 1939 was incorporated into Potsdam). Ibid. )

897 Letter from Speer to the DAF Baupriifungsabteilung, R 4606/221, 18/11/1937, Barch. KdF (Kraft
durch Freude) was the commonly used abbreviation for the state-operated leisure organisation

‘Strength through Joy’. The KdF-town Nuremberg was a part of the Nazi party rally grounds.
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assistants have been taken to the concentration camps’.*® What does not become
evident from the files kept at the Federal Archive is that Allinger was involved. In
the Allinger estate a manuscript can be found, in which Creplin is quoted in a way
that suggests Allinger actively coordinated the incriminating reports.®*® In his own
statement Allinger also quoted another landscape architect, Reinhard Besserer, who
had claimed that ‘Mattern still in April 1933 tried to make me understand that the
idea of National Socialism and Anti-Semitism were complete nonsense.’ For more
details Allinger referred to Besserer in person.®

Some three days after the report was filed with the DAF Mattern wrote one of his
most remarkable known biographical documents. It was letter sent to Albert Speer’s

private address, avoiding the official channels. The choice of words seems prudent and

open to interpretation. Because of its significance it shall be transcribed here in full:

Dear Mr. Professor Speer,

A short visit of mine would be more appropriate, only not to waste your time, I write.
Through the fact that I had success with my work, and that I won several competitions
during the last three years, I was enlisted more and more often for bigger assignments.
Concurrently with this came mounting hostilities, and I felt beyond their reproach, as they

had no basis in fact. But at the moment it is made difficult for those people, who wish my

898 Letter from Kube to the DAF, Bauprifungsabteilung (for the attention of Pg. Simon), R 4606/221,
22/06/1937, BArch.

899 Gustav Allinger, ‘Bericht iiber die Beziehungen zwischen Prof. Dr. Ebert und dem Gartengestalter
Hermann Mattern sowie (Iber sonstiges Eindringen des Mattern in die berufsstdndische und
kulturelle nationalsozialistische Aufbauarbeit’, manuscript, 23/04/1937, EGA. This is quoted in the
following publications: G. Gréning and J. Wolschke-Bulmahn, Griine Biographien (1997), p. 18;
Gert Groning, ‘Ideological Aspects of Nature Garden Concepts in Late Twentieth-Century
Germany’, in Nature and Ideology. Natural Garden Design in the Twentieth Century, ed. by Joachim
Wolschke-Bulmahn, series Dumbarton Oaks Colloquium on the History of Landscape Architecture,
18 (Washington, D.C.: Dumbarton Oaks Research Library and Collection, 1997) pp. 221-48 (227);
V. Heinrich, Hermann Mattern (2013) p. 45.

900 Ibid.
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collaboration for none but objective reasons. For example Mr. Baurat Schulte-Frohlinde,
whose attention was drawn to me some years ago through some of my works, above all
concerning my work on your garden and my first collaboration with the Agency for Beauty
of Labour at your instigation.

I was very happy to be brought in by you, also because — beyond professional matters
— I make an effort not to evade the problems of the present, but to wade right into them to
achieve something positive.

It is not in my nature to feign any kind of devotion or to let myself be dragged along.
I would like to ask you for a brief personal statement, if you agree with my collaboration
with those administrative offices, by which I am summoned. If not, — I will as of now
abstain from all those matters.

Heil Hitler! Yours sincerely, [signature]®!

To this letter, according to Schulte-Frohlinde’s statement in an internal letter of

complaint to the DAF treasury, Speer did not react.’® Certain people within the DAF

treasury did not keep quiet, while Schulte-Frohlinde, with growing vigour, tried to

push through a permission to engage Mattern. He claimed that in Nuremberg nothing

901

902

‘Lieber Herr Professor Speer, / Ein kurzer Besuch von mir wiirde richtiger sein, nur um lhre Zeit
nicht zu belasten, schreibe ich. / Dadurch, dass ich in meinen Arbeiten Erfolg hatte, in den letzten
drel Jahren mehrere Wettbewerbe gewonnen habe, wurde ich mehr und mehr zu gréferen Aufirdgen
herangezogen. / Parallel damit wuchsen die Anfeindungen, tiber die ich mich erhaben fiihlte, da sie
Jjeglicher Basis entbehren. Jedoch wird es zur Zeit den Menschen erschwert, die meine Mitarbeit aus
nur sachlichen Griinden wiinschen. / So Herrn Baurat Schulte-Frohlinde, der vor einigen Jahren
durch einige Arbeiten von mir auf mich aufmerksam wurde, vor allem durch die Mitarbeit bei Ihrem
Garten und durch meine erste Mitarbeit beim Amt Jfiir Schonheit / der Arbeit auf Ihre Veranlassung
hin. / Ich hatte mich seinerzeit sehr gefreut von Ihnen hinzugezogen zu werden, zumal ich bemiiht
bin iiber die beruflichen Fragen hinaus mich den Gegenwartsproblemen nicht zu entziehen, sondern
mich mitten hineinzustellen, um Positives leisten zu kinnen. / Mir liegt es nicht, irgendeine
Ergebenheit zu heucheln und mich mitschleppen zu lassen. / Ich mochte Sie um eine kurze
persdnliche Erklirung bitten, ob Ihnen meine Mitarbeit an den Sffentlichen Stellen, von denen ich
aufgefordert werde, recht ist. Wenn nein,— dann werde ich mich sofort von allen diesen Sachen
zuriickhalten. / Heil Hitler ! / Ihr sehr ergebener [signature Hermann Mattern]’ Letter from Mattern

to Speer, Kronprinzessinnenstrafle at Berlin-Schlachtensee, R 4606/221, 12/07/1937, BArch.

Letter from Schulte-Frohlinde, DAF Bauabteilung, to Schatzamt, Abt. Bauwirtschaft (for the
attention of Pg. Rosin), R 4606/221, 12/11/1937, BArch.
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had been concluded without consulting Speer. He mentioned Dr. Ley’s (head of the
DAF) approval of Mattern’s drawings as ‘excellent’, and stated that he was not able
to commission a different landscape architect at this stage, as the plans had been

completed in their general outline, adding:

[...] all the more because according to my experiences, Mattern is by far the best landscape
architect in Berlin and has proven his skills with a series of competitions during the last years.

I urgently ask you, in these purely artistic matters, for which I carry the responsibility,

not to cause me any difficulty.*®

The next day the DAF’s department of construction industry, obviously annoyed by
the confusion, filed a complaint with the General Building Inspector for the Reich
Capital (i.e. Speer), asking for a direct communication between Speer and Schulte-
Frohlinde’s DAF Building Department.®® Still, Speer sought to squirm himself free,

simply repeating a statement made earlier:

In response to your repeated enquiry Ireport to you herewith, that in due time I gave my
approval to the engagement of Mattern in the case of the horticultural design of the KdF-town

grounds at Nuremberg. From further consignments, however, Mattern must be excluded.

903 ‘[...] umso mehr, da Herr Mattern meinen Erfahrungen nach mit Abstand der beste Gartengestalter
in Berlin ist und dieses Kdnnen in einer ganzen Reihe von Wettbewerben in den letzten Jahren
bewiesen hat. Ich bitte Sie dringend, in diesen rein kiinstlerischen Dingen, fiir die ich die

Verantwortung trage, mir keine Schwierigkeiten zu machen.’ Ibid.

904 Letter from DAF Zentralbliro, Bauwirtschaft, to the Generalbauinspektor fiir die Reichshauptstadt
(for the attention of Pg. Kube), R 4606/221, 13/11/1937, BArch

905 ‘Auf lhre nochmalige Anfrage teile ich Ihnen mit, dass ich seinerzeit meine Genehmigung zur
Einschaltung von Mattern bei der gartnerischen Gestaltung des KdF-Stadt-Geldndes in Niirnberg
erteilte. Filr weitere Auftrdge ist Mattern jedoch auszuschliefien.’ Letter from Speer to the DAF
Baupritifungsabteilung, R 4606/221, 18/11/1937, BArch.
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In a following letter to Schulte-Frohlinde, the Department of Construction Industry
in the DAF treasury declared that they considered the case settled.®® There was one
more letter by Schulte-Frohlinde, in which he regretted that it was impossible to
fulfil the wish to withdraw Mattern’s engagement, as he had already been
commissioned.®’ But on the 6 December 1937 Schulte-Frohlinde finally sent a letter
with a declaration of regret to Mattern, telling hirﬁ of Speer’s instruction: ‘I have to
leave it up to you, if you now want to turn to Mr. Professor Speer’.’*® By sending a
copy of this letter to Speer he informed the architect of this communication.®®

It seems that at some later stage, Mattern approached the NSDAP district
committee of Potsdam directly, to ask for official credentials concerning his political
reliability. On this occasion he referred to Speer with whom he had collaborated
repeatedly over the years and by whom he was commissioned time and again for
different tasks. Because of this, in 8 February 1938 the NSDAP reported to Speer
again, requesting clarification.”'® The same day Speer wrote to the district committee
of the NSDAP in Potsdam city castle to inform them that ‘from that point in time,
when I found out, that Mattern was politically not impeccable, he did not get any
commissions from me’®" — again not taking a stand.

The next file is from 07 June 1938. The building inspection department in the

DAF treasury sent to Speer — on his request — all files and protocols ‘concerning the

906 Letter from DAF Schatzamt, Abt. Bauwirtschaft (signed Rosin), to Baurat Schulte-Frohlinde, DAF
Bauabteilung, R 4606/221, 20/11/1937, Barch.

907 Letter from DAF Bauabteilung (Schulte-Frohlinde), to Schatzamt, Abt. Bauwirtschaft (for the
attention of Pg. Rosin), R 4606/221, 23/11/1937, BArch.

908 Letter Schulte-Frohlinde to Mattern, R 4606/221, 06/12/1937, BArch,

909 Letter from Schulte-Frohlinde, DAF, Zentralbiiro, Bauabteilung, to the Generalbauinspektor fur die
Reichshauptstadt, Mr. Professor Speer, R 4606/221, 06/12/1937, BArch,

910 Letter from the NSDAP Gauleitung Kurmark, Kreisleiter des Kreises Potsdam, to the
Generalbauinspektor fiir die Reichshauptstadt, Prof. Albert Speer, R 4606/221, 08/02/1938, BArch.

911 Letter from Speer to the Kreisleiter des Kreises Potsdam der NSDAP, R 4606/221, 08/02/1938, BArch.
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information about landscape architect Hermann Mattern’.*'2 A few days later, during
Mattern’s absence, his office received a call from Speer. Mattern’s friend and
colleague Lorenzen reacted and wrote to the General Building Inspector that Mattern
would get in touch immediately after his return, the 13 July.®"® This is the last page in

the Mattern file.

Conclusions
Concerning the truth behind these reports, one has to keep in mind the efficiency of a
state secret police like the Gestapo. And strangely, Mattern’s association with
Foerster was no issue at any time in the reports. Nonetheless, Mattern’s sympathy
with the communists at times of upheaval and regular street fights between left-wing
and right-wing hit squads was never really doubted. Whether or not Mattern was a
Communist Party member, however, is a detail without fnuch relevance. His entire
standing was in some points too libertarian, in others too conservative to really
identify with communism, If he did join, it must have been an expression of anti-
fascism rather than of communist views.

If we look at Mattern’s list of works, there are several projects for public
commissions during the times of his official debarment. A large and attractive
commission, which Mattern liked to publicise in later years, was the training camp of
the Reichs Mail (‘Schulungsheim der Reichspost’) at Knigs-Wusterhausen, district
of Zeesen (Fig. 145). It lay not far from one of Germany’s historic broadcasting
centres. The Reichs Mail had an important role in the state security. Mattern’s

description of his design as ‘uncoerced’, or words to that effect, was naturally

912 Letter from DAF, Zentralbiiro, Reichsfachverwaltung, Schatzamt, Abteilung Bauwirtschaft,
Baupriifungsabteilung, to the Generalbauinspektor der Reichshauptstad (for the attention of Pg.
Kube), 07/06/1938, BArch.The hierarchies seem to have been so complex that even in official

communication people did not use titles consistently.

913 Letter from Bilro Mattern (signed Lorenzen), Potsdam, to the Generalbauinspektion von Gro8-
Berlin, 09/07/1938, BArch.
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thwarted by the propaganda character of the actual training and shows his naive
believe in the “power” of garden beauty. In 1938 Mattern designed the large gardens
of the navy hospital at Stralsund, and gardens for navy hospitals in Heringsdorf (draft
design, c. 1938) and Miirwick (1939) are also listed in the literature.”*

Seeing that Mattern was not persecuted, what were the actual consequences of the
NSDAP enquiry? As far as it is possible to tell fr§m today, the immediate
consequence was a loss of income — a fairly mild suffering. Nonetheless it must have
been frustrating. The winning entry to the ‘Garden and Home’ exhibition as part of
the German Settlement Exhibition 1934 was very positively received in the press.®"
As mentioned above, the prize did not lead to a contract, while at the same time the
Bornimers’ design was more or less copied for the realised project. A municipal
employee, who had witnessed the jury session (and was later dismissed), had warned
Mattern not to protest; he acquiesced.’'® Even more devastating would have been a
withdrawal of the project for the Reich Garden Show 1939 after Mattern and
Graubner had won the competition held in 1935.°' The information had indeed
(been) spread that Mattern’s political reliability was in question, and for a while
Mattern was at risk of loosing the commission for the project that was to become not

only his magnum opus, but also an icon of 20™-century garden design.’'®

914 Alfred Stieler, ‘Marine-Lazarett in.Stralsund', Deutsche Bauzeitung, 47 (1941), 285-96; V. Heinrich,
Hermann Mattern (2013), pp. 50, 398. Cf.: documents with inv.-no. F 2659, (* Marinelazarett
Miurwik’, draft plan from 09/09/1939) and F 2673 (‘Marinelazarett Heringsdorf®, draft plan, c.
1938), AMTUB. '

915 Oswald Langerhans, ‘Wettbewerb *Jahresschau Garten und Heim™ in der deutschen
Siedlungsausstellung Miinchen 1934°, Gartenkunst, 03 (1934), 37-42,

916 This employee of the municipal administration was called Stadler. V., Heinrich, Hermann Mattern

(2013), p. 40. Heinrich does not mention Allinger as president of the competition jury.

917 ‘Reichsideenwettbewerb der Stadt Stuttgart — landschaftliche Gestaltung der Feuerbacher Heide
zwischen Doggenburg und Rosensteinpark’, Gartenkunst, 1 (1936), 49-58.

918 V. Heinrich, Hermann Mattern (2013), p. 134. Vroni Heinrich, ‘Faschistische Architekturen: Planen
und Bauen in Europa 1930-1945°, ed. by Hartmut Frank (Hamburg: Hans Christians Verlag, 1985),
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Contemporaneously with the police investigation, Mattern made a name as an
experimental designer, and slightly too experimental for the times. As mentioned,
reviews for his Fountain Courtyard were mixed, but the true impact of this design
was revealed three years later in a private letter by Hiibotter to the hostile-minded
Wiepking (Figures 133, 134).°!® Mattern’s friend Hiibotter in this case ’meant his
statement negatively: Mattern’s courtyard at Dresden had ‘put everyone into a
flurry’.®?° Apart from the political rumours, suspicions against Mattérn must thus
have been fostered by his uninhibited anti-traditionalist artistic drive.

It is worth not forgetting in particular Allinger’s involvement; with this in mind
Mattern’s disgust for the older colleague and his reported disrespectful behaviour
towards him after the war become more comprehensible.®*!

It seems that Mattern learned to stay cautious, but at the same time did not feign
any support of fascist politics. Incidents are reported, in' which he actually spoke his
mind, but they are few and not verified. The best example is the following anecdote
from the early nineteen-thirties: In the garden Mattern and Hammerbacher had
designed for the pianist Wilhelm Kempff, a Gauleiter had referred to the reeci mats
erected circularly for plant protection as ‘Negro kraals’, to which Mattern responded
that reed was a native plant and a building material used in vernacular Nordic

architecture (Fig. 147).922 Whether this is interpreted as irony, as a display of

pp. 271-81 (278).

919 Michael Mappes, ‘Kritische Betrachtung der 1. Reichsgartenschau Dresden’, Die Gartenwell, 07
(1936), 108-28 (116).

920 °‘[...] des seinerzeit alle Gemilter mit recht in Aufregung versetzten [sicl] Dresdner Gartenhofes.®

Letter from Hitbotter to Wiepking, Dep. 72b, no. 17, 12/10/1939, EHW.

921 Compare Mattern's humiliation of Allinger on the occasion of his taking over the professorial chair
at the Technische Universitdt Berlin in 1961: Gerd Alexander von Bodecker, ‘Hermann Mattern als
Lehrer’, lecture held at the symposium on the occasion of the 100" birthday of Reinhold Lingner and
Hermann Matiern at the Technische Universitit Berlin, September 2002, quoted in: V. Heinrich,

Hermann Mattern (2013), p. 362,

922 V. Heinrich, Hermann Mattern (2013), p. 278.



page 303 of 513

Mattern’s wit (as the author concerned suggested), or whether it was merely a case of
being compelled to say the right thing, it is surely a good example of how in those

times even a gardener’s average working day could be imbued with racist polemics.
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II. h ‘Obsolete individualism’ — the Killesberg design under-fire

1939 again the outrage made massive waves, this time about a colleague, who seemed to throw
into disarray everything we had learned about architectonic garden design since 1907.%%

(Alwin Seifert about Mattern, 1940)

The reviewing of private correspondence kept in the Wiepking estate has unveiled
further details of how intensely Mattern’s professional freedom was attacked. This is
an isolated event considering Mattern’s long career, but it is a momentous one in its
negative potential and it helps understand the situation of liberals and outsiders, who
were not immediately hit by measures of repression like active communists and
social democrats or those affected by measures of ‘racial hygiene’. The hostilities
against Mattern were uttered at times of highest tension and of the Nazi’s height in
power, around the outbreak of World War I1. With the published critique of Mattern’s
Killesberg Park, the accusations amounted to dangerous public defamation. This is
not presented here to merely show hostilities Mattern had to deal with. The
discussion also outlines Mattern’s position within the aesthetic-ideological
constellations of the professional sphere. Conflicts could be disclosed, which are not
necessarily limited to the period under consideration in this chapter. Tradition lines
were carried into the new ideological context from decades before, and they

continued beyond.

923 *1939 schlug wieder die Empérung hohe Wellen, diesmal iiber einen Fachgenossen, der alles, was
an architektonischer Gartengestaltung seit 1907 gelernt worden war, wieder iiber den Haufen zu
werfen schien.’ (with reference to the criticism of the exhibition in 1907 at Mannheim bei Max
Laueger) Alwin Seifert, ‘Uber die Stuttgarter Reichsgartenschau’ (contribution to ‘Reichsgartenschau
1939 im Mittelpunkt fachmannischer Kritik’), Gartenkunst, 53, 02 (1940), 26-8 (26).

4
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A ‘world garden’ in the face of Nazism: Flower show or show of strength?
The so-called Hdhenpark (‘park on the height’) is one of Mattern’s chief works,
sometimes considered his magnum opus, despite it having been conceived under
restricted freedom of (artistic) expression. Despite Mattern’s own redesign on the
occasion for the German Garden Show 1950, it is still today mainly characterised by
the original substance and spatial concept of 1939. It represents the largest surviving
projects of the Bornim School and the best-preserved park of the 1930s in Germany.
At the same time it is not representative of public parks in Germany of that time: it
does not represent a Volkspark defined by social objectives, but rather an aesthetic
vision, a peculiar merger of neo-romanticism and modernist artistic expression. Also,
it was initially planned as a zoo — and this plan was not dropped until the end of 1937
-, which will have been partly responsible for spatial diversity appreciated today.
Another reason for this diversity was the original conditibon of the site as a rutted,
exhausted stone quarry (Fig. 148). The Killesberg was listed as a monument on the
occasion of its 40 anniversary in 1979, following a motion by the DGGL, which
brought the design into public awareness for the first time after the war.®* That year
the Karl Foerster Foundation cor;1missioned a vegetation inventory, dedicated to
Hammerbacher’s 80™ birthday (in 1980).°%* In 1983 a detailed garden-historical and
garden-artistic assessment was completed by Kurt Schénbohm, who had been

Mattern’s construction supervisor for the project in 1939.%%¢ In following years the

- 924 For the process of it becoming enlisted, see: Inge Maasz, ‘Der Killesberg: Messestandort,
Gartendenkmal, lebendiges Kunstwerk?’, in Hermann Mattern 1902-1971: Gdrten,
Gartenlandschafien, Hiuser, ed. by Akademie der Kiinste, series Akademie-Katalog, 135 (Berlin:
Akademie der K inste/Technische Universit4t Berlin, 1982), pp. 69-70.

925 Ibid.

926 Kurt G. W. Schénbohm, ‘H8henpark Killesberg — Allgemeines Kulturdenkmal’, Das Gartenamt, 32,
07 (1983), 424-7.
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park was being restored, so that today it can in great parts be experienced with the
originally conceived visual axes and perennial associations.??’

The competition for the area called Feuerbacher Heath was held in 1935, results
being presented in January 1936 in Gartenkunst.’?® The winning entry was the
proposal by Mattern in cooperation with the architect Gerhard Graubner, a successful
proponent of the conservative ‘Stuttgart School’."v29 They were chosen mainly for
their traffic solution, the logic layout of the streets and a consolidation of the future
park area, which others had divided up unfavourably with avenues (Valentien) or
streets (Figures 149, 150a—d). Apart from the first prize, three more teams were
awarded equal second prices (landscape architects named first): Otto Valentien with
Kurt Marohn and Werner Gabriel, Adolf Haag with Walter Ruff, and Herta
Hammerbacher with Walter Kratz.?*® All landscape architects from the winning
teams, and with Hans Koch and Wilhelm Hirsch even two of the commendations, as
well as some of the architects involved were rewarded with commissions, under the
artistic direction of Mattern for the landscape and Graubner for the buildings. The
project was huge compared with what Mattern had mastered until then, and because
of the past political investigations against him for a while the commission was not

certain. In 1939, Mattern wrote an article for Gartenschdnheit presenting the works

927 The last of Mattern-designed exhibition halls, composed of prefabricated greenhouse-modules, from
the 1950s were only torn down recently. During the last few years the entrance area has been

completely changed by a project for the Stuttgart Exhibition Fair.

928 Michael Mappes, ‘Reichsideenwettbewerb der Stadt Stuttgart — Landschafiliche Gestaltung der
Feuerbacher Heide between Doggenburg und Rosensteinpark’, Gartenkunst, 1 (1936), 49-59.

929 The *Stuttgart School’, referring to the architecture class at the Technische Hochschule Stuttgart,
was defined by the reformist traditionalism of the teaching architects Paul Schmitthenner and Paul

Bonatz.

930 Purchased were the contributions by: Hans Koch with Heinz Gétze, Hans Lechner with Bruno
Brimmeck, Wilhelm Hirsch with Konstanty Gutschow, Gerhard Prasser (listed alone) and Editha-
Emmi Schréder with Karl Rickgauer. Ibid.
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of those involved. The show was presented as a big team effort, under Mattern’s
artistic direction.®”

Because of the secret war preparations, the use of iron in building projects was
strictly controlled, and initially there were problems getting the government’s
permission; plans had to be amended accordingly. At some stage a direActive from
Goring’s Office of the Four-year plan ordered the immediate halt of all construction
activities, as the necessary amount of steel could not be permitted.**? The Ministry of
Agriculture and Nourishment (Reichsnihrstand) was informed to consider the case. ,
Eventually, the latter provided the 571.4 tons of steel needed from its contingent,
probably in view of the expected propaganda effect.”®® These expectations were not
disappointed. Despite its early closure at the outbreak of WWII, with 4.5 million
visitors the Reich Garden Show 1939 was seen by more people than many post-war
garden shows. Weeks before Germany attacked Poland if was used proactively for
matters of propaganda; a contemporary witness wrote about an exhibition that
showed Poles committing brutal crimes against Germans living in the Danzig
corridor, images that a child would never forget.®** But Mattern’s dream of a “world
garden’ was already perverted liierally with the first spadeful of earth that was
turned: already in 1934 and then after the design competition forced labourers locked

into a barn on the grounds had to clear out the site and level out the deep pits for the

931 Hermann Mattern, *Vorbetrachtungen zu der Reichsgartenschau Stuttgart’, Die Gartenschénheit, 20,
3, (1939), 86-98. It is possible that Mattern agreed on making the project a team work as part of a

compromise not to loose the commission.

932 Jorg Kurz, author of a book about the history of the site, personal communication, 24/09/2013. Kurz
has viewed the material at the Stadtarchiv Stuttgart, During the author’s visit at the archive, the

relevant documents could not be seen due to a temporary staff shortage.

933 ‘Auszug aus der Aktenniederschrift Betr. Eisenbedarf der Reichsgartenschau 1939°, Baurechtsakte
1937-39, T.B.940 (protocoll of a meeting ‘at 1 III’), 19/01/1938, SAS.

934 See the commentary by Edgar Bass, a contemporary witness, on the web site of the Stuttgarter

Zeitung, hitp://www.von-zeit-zu-zeit.de/index.php?template=thema&theme_id=151 (last accessed

30/09/2014).
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creation of the future park.”** Two years after the garden show a collection point was

located in the park, for people to be deported to the extermination camps.**

landscape architecture as the recovery of a landscape

It was a group of young self-employed landscape architects, mostly born around 1900, who
were working at the Killesberg, under Mattern’s artisﬁc direction®’ Documents prove that
the winning team, Mattern and Graubner, actively initiated this cooperation. A
programmatic document can be found in the Wiepking estate, in which Mattern and
Graubner suggest the involvement of the other prize-winning competition teams under
their artistic direction, and they ask Wiepking, Germany’s only university professor for
garden and landscape design, for support of the idea’*® Accordingly, Mattern called the
Reich Garden Show a communal project which emerged from the ‘kindred attitude of
several people’.**® In ‘Preliminary considerations to the Reich Garden Show
Stuttgart’, published in Gartenschénheit in 1939, with photos and writing he
presented the work of the others involved.**® This was characterised by an

undogmatic functionalism which considered itself emblematic for the modern

935 Jorg Kurz, personal communication, 24/09/2013; Der Killesberg unterm Hakenkreuz: Eine
Dokumentation der Geschichtswerkstatt Stutigart Nord e.V., ed. by Geschichtswerkstatt Stuttgart-
Nord (Stuttgart 2012), p. 9, 12. It has to be considered, though, that forced labour was common.

936 There are memorial stones and information steles in the park reminding of the deportations.

937 The years of birth were, for example: Otto Valentien (1896), Herta Hammerbacher (1900), Hermann
Mattern (1902), Adolf Haag (1903), so at the time of the competition in 1935 they were in their
thirties. Wilhelm Hirsch (1887-1957) was probably the oldest involved.

938 The document was also sent out to the mayor of Stuttgart. Wiepking, who the author assumes had
been chairing the competition jury, generally welcomes the proposal but reacts with reservation,

Letter from Mattern and Graubner to Wiepking, dep. 72b, no. 17, 25/03/1936, NHW.

939 Hermann Mattern, ‘Vorbetrachtungen zu der Reichsgartenschau Stuttgart’, Gartenschénheit, 20, 3
(1939), 86-98 (86).

940 Adolf Haag, Herta Hammerbacher, Wilhelm Hirsch, Herbert Kuske, Hans Koch, Otto Valentien: H.
Mattern, ‘Vorbetrachtungen’, Gartenschinheit,. 20, 3 (1939), 86-98 (89-98).
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dwelling garden, and which at the same time acknowledged many people’s desire for
rich decorative plantings (Figures 151a, 151b).

The site for the Killesberg Park was unique for a garden show; in the past these
had been held on existing park grounds, which were enlarged or altered, but none had
been constructed on an industrial wasteland. Several pits were incorporated, which
led to a great richness of different impressions. Some commentators referred to this
fact and noted that the beauty of the result was not Mattern’s achievement but God-
given.®! The diverse spaces facilitated a variety of gardens — for example Haag’s
special garden for dahlias (Figures 152a, 153b), Hammerbacher’s ‘Garden of the
Wild Flora’ (Fig. 161), a special primula garden designed by Mattern together with
the Botanist Leo Jelitto, and an open-air stage by Valentien. The dominant element of
the more open area — former orchard meadows — was a series of large ponds. The
highest and biggest of them was constructed on the flat érea of a former soccer field
(Fig. 153). The incline of the former orchard below was graded into four similarly
modelled lakes, interconnected by a rivlet set in boulders. The two opposite sides of
each lake were formulated differently: while being retained on the lower side i)y a
low, straight stone wall, the uppe»r shoreline was S-shaped, with the water
encountering plants or lawn without a constructed edge (Figures 153, 163). The
repetitive pattern of the almost identical lakes clearly signalled that this was no
imitated nature. The zone between the lakes, along the rivlet, was occupied by richly
detailed plantings. All built elements were realised by locals, experienced in
constructing dry stone walls in the nearby vineyards, and using a hard sandstone
from the black forest, as local pits were exhausted. These constructions were praised
as demonstrating the highest masonry skills and mostly still exist today.

The general character of the park was picturesque and organic — landschafftlich in

the Bornimers® way. The post-industrial, spontaneous woodland with Robinia

941 Cf: A. Seifert, ‘Ober dic Stuttgarter Reichsgartenschau’, Gartenkunst, 53, 02 (1940), 26-8 (28).
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pseudoacacia was integrated; the picturesque habit noted in many descriptions,
particularly the deeply furrowed bark as a special attraction.®*? Karl Heinz Hanisch, a
garden journalist and friend of Mattern’s, cleverly described Mattern’s design for the
new Killesberg as equivalent to a Bach fugue, evoking a contrapuntal design concept:
‘I mean firstly the flowing paths, how [...] they appeared to be passing the flow on to
the next path’.%? He went on to describe parallel funning paths, diverging and again
merging, and how they became correspondingly narrower and wider. Hanisch’s
account of his visit as a young man in 1939 to the Reichsgartenschau reads like the
description of a postwar design; the organic, flowing shapes were unusual at that
time. According to Hanisch, none of the different elements in the park appeared as if
it was designed to attract all the attention. Instead, each part was treated as equally
important and developed according to its potential. Many of the authors of later
descriptions claimed to detect a quasi liberal character; the ‘inclusion of man into the
landscape’ and the spatial proportions of the park ‘aim at the individual, and at the
individual experience. [...] It is impossible to be awed by monumentality”.***
However, an analysis of photographs and plan drawings suggests that this was
only a part of the story. There were also some rather sensational elements especially
near the main access, as if Mattern tried to outpace the monumentality of Graubner’s
Hall of Honour wi‘th landscape-architectural means (Figures 154, 156). The great
basin in particular was impressive: fitted with two lines of fountains, tilted inwards

to form ‘a guard of honour’ for the ‘unprecedented’ horizontal water jets that shot

942 Karl Heinz Hanisch, ‘Gartenschauen von Hermann Mattern’, in Hermann Mattern 1902-1971:;
Gdrten, Gartenlandschafien, Hauser, ed. by Akademie der Kilnste, series Akademie-Katalog, 135
(Berlin: Akademie der Kiinste & Technische Universitédt Berlin, 1982), pp. 67-68 (67).

943 1Ibid.

944 Inge Maass, ‘Der Killesberg: Messestandort, Gartendenkmal, lebendiges Kunstwerk?’, in Hermann
Mattern 1902-1971: Gérten, Gartenlandschaften, Hduser, ed. by Akademie der Kiinste, series
Akademie-Katalog, 135 (Berlin; Akademie der Kiinste/Technische Universitat Berlin, 1982), pp. 69~
70 (70). '
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lengthways across the water. From here, on the way into the park the visitors could
choose to walk across the special garden for dahlias, designed by Haag, or take the
direct route passing large, geometric flower terraces planted with annuals. Water jets
were used in (over)abundance, and at night their illumination catered for fascinating,
if theatrical sights (Figures 155, 158, 164). This way, Mattern created 5 zone of
transition between the gravity of the entrance area and the picturesque of the

landscape garden beyond.

The conflict
The Reichsgartenschau 1939 was an occasion for Mattern’s artistic profile to become
subject to a highly tensed-up exchange of indignant letters, more or less behind the
scenes. People involved in this communication were on one side, Mattern, Hitbotter
and Seifert, who had formerly called Mattern the best ga.rden designer in Germany.**
The opposition was formed by the municipal garden director of Berlin, Joseph Pertl
(*1899), who was also chairing the German Society of Garden Art (Deutsche
Gesellschaft fiir Gartenkunst, DGfG), Wiepking as Germany’s only professor for
garden and landscape design, and Carl Wilczek (1887-1876), Agricultural Councillor
and teacher at the horticultural college at Weihenstephan.®*¢ The ideologically
flexible Hitbotter, a few years older than Mattern, was one of the most published
landscape architects of the late 1920s to 1940s. His successful career, like that of
many others, continued seamlessly into the postwar time, between designing

Himmler’s Sachsenhain, a place of v8lkisch worship, in 1934, and the memorial

945 Letter from Pertl to Seifert, dep. 72b, no. 17, p. 3, 31/10/1939, EHW.

946 About Pertl see: Gert Groning and Joachim Wolschke-Bulmahn, Griine Biographien: biographisches
Handbuch zur Landschafisarchitektur des 20. Jahrhunderts in Deutschland (Berlin: Patzer, 1997), p.
52; Gert Groning and Joachim Wolschke-Bulmahn, DGGL, Deutsche Gesellschaft fiir Gartenkunst
und Landschafispflege e.V.: 1887-1987, Ein Riickblick auf 100 Jahre DGGL (Berlin: Boskett, 1987),
p. 51. Pertl had taken over the direction of the DGfG afier Allinger had been ousted only shortly
afler taking over the presidency. About Wilczek see: G. Gréning and J. Wolschke-Bulmahn, Griine

Biographien (Berlin: Patzer, 1997), p. 420.
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landscape on the grounds of the former Bergen-Belsen concentration camp between
1945 and 1946.>*7 He became one of Mattern’s closest friends within the professional
environment.®*® Hilbotter was an ideological chameleon, but he seemed not to have
tried to denounce anyone. Quite the contrary, he acted as mediator on several
occasions, at times apparently telling people what they wanted to hear in order to
pour oil on troubled waters and help colleagues iﬁ trouble.?® He generally defended
Mattern and praised the Stuttgart garden exhibition in his review in Gartenkunst,
while at the same time in letters to Wiepking he admitted considering certain
elements in the park design as a representation of ‘the Mattern of the past’, evoking
the flaw of an exaggerated ‘individualism’ as a heritage of the so-called *Systemzeit’
(‘system time’) of the Republic.”? Pertl, Wiepking and Wilczek on the other hand
were uncompromising Nazis. Wilczek was deposed from office in 1945.9! Pertl was
probably the most dangerous of them all. He had become head of the parks and
gardens department at Mannheim in March 1933, and one year later garden director

of that city. In February 1935 he was appointed to be garden director of Berlin. Pertl

947 Joachim Wolschke-Bulmahn, ‘Girten, Natur und vilkische Ideologie’, in: Rainer Hering (ed.), Die
Ordnung der Natur Vortrdge zu historischen Gérten und Parks in Schleswig-Holstein, series
Verdffentlichungen des Landesarchivs Schleswig-Holstein, 96 (Hamburg: Hamburg University
Press, 2009), pp. 143-87 (167-8); G. Gréning and J. Wolschke-Bulmahn, Griine Biographien

(1997), p. 149; annotation to an excursion on the website of Prof. Wolschke-Bulmahn’s chair at

Hannover university, http://www.ila.uni-hannover.de/76.hMml (accessed 15/10/2013).

948 See e. g. Mattern’s birthday wishes in 1970: Hermann Mattern, ‘Von und {iber Wilhelm Hibotter am
Fiinfundziebzigsten (16. Juni 1970)°, Garten+Landschaft, 80, 6 (1970), 204.

949 See: Lingner’s statutory declaration regarding Heinrich Wiepking in response to a letter from the
minister of cultural affairs of the state of Lower Saxony, 30/05/1947, printed (transcript) in: Kerstin
Nowak, Reinhold Lingner — Sein Leben und Werk um Kontext der friihen DDR-Geschichte
(Hamburg: Hochschule fiir Bildende Kiinste, 1995), p. 13.

950 Wilhelm Hitbotter, ‘Uber die Stuttgarter Reichsgartenschau’, Gartenkunst, 53, 02 (1940), 21-2; letter
from Hiibotter to Wiepking, dep. 72b, no. 17, p. 1, 28/07/1939, EHW., Hiibotter himself did not use
the term Systemzeit literally, With his. criticism he referred to Mattern’s Fountain Courtyard at
Dresden in 1936, cf. pp. 271, 302,

951 G. Groning and J. Wolschke-Bulmahn, Griine Biographien (1997), p. 420,

)
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had been a member of the NSDAP as early as 1921, re-entering in 1925.%2 In 1932 he
had changed from the SA to the SS (Schutzstaffel, Protection Squadron).?
Considering Pertl’s early engagement in the SA and his reference to his fighting for
the new Germany he may well have been part of the far right hit squads of the early
1920s, who were regularly involved in clashes with leftists, above all communists,
that left many dead.®** He had probably fought in the streets of Munich as a member
of the the NSDAP’s paramilitary SA division (Sturmabteilung, Stormtroopers), with
which his membership is documented since 1921. He was holder of the Blood Order
(Blutorden), which makes probable his involvement in the Beer Hall Putsch of
1923.%5 After January 1933 he was eagerly denouncing colleagues. Reinhold Lingner
for example lost his poorly paid but badly needed employment due to Pertl’s
intervention.®*® The new realities meant that any professional not ostensibly -
supporting the ‘movement” had to be prepared to find him- or herself confronted by a
colleague with a recent past of this kind, and be asked by him critical questions about
his ‘weltanschauliche’ - i.e. ideological — eligibility for his job. In the dispute over
Mattern’s ideological eligibility, Wilczek, Pertl and Wiepking all sent each oiher
duplicates of the letters they had sent to Seifert and Mattern, as well as those they

had received. Thus, throughout the entire case their action was likely to have been

coordinated.

952 G. Gréning and J. Wolschke-Bulmahn, Griine Biographien (1997), p. 287.

953 Ibid. The SS was the NSDAP’s paramilitary Protection Squadron that initially acted as security for

party meetings and became one of the most powerful organisations of the Third Reich,

954 Ttis not clear if he refers to physical fighting at times of the counterinsurgency ending the Munich

Soviet Republic in 1919. Letter from Pertl to Seifert, dep. 72b, no. 17, 31/10/1939, EHW.

955 G. Groning and J. Wolschke-Bulmahn, Griine Biographien (1997), p. 287. The Blood Order
(Blutorden) was initially only granted to fighters that had taken part in the Beer Hall Putsch,

956 K.Nowak, Reinhold Lingner (1995), p. 13.
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Although it had a forerun, the case of 1939 was really set off by a harsh criticism
of Mattern’s design for the Killesberg Park, uttered by Wilczek on site and in
presence of other visitors, and repeated in printed form.?*” As a response to this rather
crass critique, described below, Mattern did not shy away from threatening to resort
to litigation. The successive exchange of opinions amounted to severe accusations of
various different people, accused of a variety ofpfofessional incompetences and
character flaws. The dispute was short-lived but intense; respective letters are many
pages long. With its complexity it allows for a deep insight into the professional
sphere of landscape architects between self-employment, public office, activism in
associations and the group of the Landscape Advocates, a group of free-lancers
working under Seifert’s supervision for the OT (see following chapter). Feelings
seem to have been whipped up for different reasons: wounded pride, perceived
clashes of ideology, commercial competition. We will look at the conflict above all in
the interest of clarifying the contemporary reception of Mattern’s work.

One relatively clear aspect of the background to the dispute of 1939 is
represented by the divide between Seifert’s group of Landscape Advocates — mainly
independent landscape architects — énd those organised in the DGfG, who were
generally landscape architects in public office, often heading municipal garden
departments. The DGfG had one important annual meeting, which served as an
occasion not only to discuss professional matters, but also for networking and
meeting old friends or college classmates. Seifert had used the vefy weekend of such
an annual DGfG meeting fof an advanced training course for those in contracts with
the OT. Pertl in his function as chairman of the DGfG was highly resentful, as was

Wiepking.®*® In a letter Pertl suggested to Seifert that he must have known and had

957 Letter from Wiepking to Seifert, dep. 72b, no. 17, p. 4, 16/09/1939, EHW; Carl Wilczek, ‘Uber die
Stuttgarter Reichsgartenschau’ (contribution to ‘Reichsgartenschau 1939 im Mittelpunkt
fachménnischer Kritik’), Gartenkunst, 53, 02 (1940), 22-5.

958 See the follwing letters, dep. 72b, no. 17, EHW; letter from Wiepking to Hiibotter, p. 1-2,

4
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deliberately chosen the date to rebuff the DGfG as a gesture of superiority. Seifert
responded that his seminar had been planned long before he knew of the DGfG’s
meeting, and quite bluntly admitted that he considered the DGfG dispensable, as for
many years he had in vain pleaded for support in different professional matters. Now
he preferred to fight for the good cause by being proactive rather thaﬁ éitting in
meetings where matters were discussed, that in the advanced training courses
organised for his Landscape Advocates had already been addressed years earlier. This
was the background of the dispute, and it soon broached the topic Mattern. Seifert
had asked several of the Landscape Advocates to prepare lectures for the training,
and Mattern was chosen to speak about allotment gardens, as he had special
experience in that field through his early commitment to Migge’s concepts. Wilczek

responded fretfully and adamantly ruled out his attendance of a lecture by Mattern.

From Pertl Seifert got the same reaction:

[...] one thing I know, that I will not attend a lecture, in which Herr Mattern wants to tell
me something. Since this man has shown his true face and shown, how he would try to

claim the papacy in questions of art if he only could, by menacing those with the

Treachery Act, who permit themselves to criticise his works, I am once and for all

through with him.**

The case became even more delicate through Seifert’s choice of location for his
seminars: the Landscape Advocates met on the Plassenburg in Kulmbach. This was

an ideologically charged site, similar to the National Socialist Ordensburgen, the

06/08/1939; letter from Wiepking to Seifert, p. 3, 16/09/1939; EHW, letter from Pertl to Seifert,
11/10/1939,

959 ‘[...]... aber das eine weif ich, daB ich keine Tagung besuche, auf der mir Herr Mattern etwas
erziihlen will. Seitdem sich dieser Herr ganz zu erkennen gab und zeigte, wie er in Kunstpapsttum
machen wiirde wenn er kénnte, indem er denen mit dem Heimtilckengesetz drohte, die sich eine
Kritik tiber seine Arbeiten erlaubten, ist er fiir mich ein fiir allemal erledigt.’ Letter from Pertl to

Seifert, dep. 72b, no. 17, 11/10/1939, EHW
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training schools for party leaders. It was a Schlungsburg training camp and
recreational home and the official Reichschule der deutschen Technik (‘Reich School
of German Technology’), associated with the NS-Bund Deutscher Technik (‘NS-
League of German Technology’), headed by Fritz Todt as well as the OT. Here,
engineers, technicians and Landscape Advocates met to coordinate their work. The
fact that Pertl, who considered himself a fighter fbr the new Reich, saw Mattern —
and others now furthered by Seifert — as a profiteer remaining from the overcome

system (the Weimar Republic) made this choice of location a sensitive issue:

Where were Herr Mattern and Herr Hirsch in the hard years of political fight? And what
kind of motivation should I have for having Herr Mattern tell me something on a National-

Socialist Schulungsburg!?°®

Audaciously for someone not known to be particularly sympathetic to the ruling
party, to defend himself from criticism of his work Mattern had apparently invoked
the Treachery Act (Heimtiickengesetz) of 1934, a law introduced by the Nazis that
dealt with the abuse of party insignia in order to protect the prestige of the party.
Defence was indeed necessary considering the aggressive character of the
accusations against him; implicitly these tied Mattern to degenerate art and cultural
modernism. What does this reveal about Mattern? First of all, he felt in the right and
he trusted the law. How risky h'is confidence was is difficult to assess from today’s
distance. For example, we cannot ascertain whether he knew about all the
accusations brought forward against him, although it is very probable he was
informed. The adaptive Hiibotter for example stood by his side and had warned him

in another case, and Seifert of course, at least in 1939, did much to defend Mattern —

960 ‘Wo war denn in den schweren Jahren des politischen Kampfes Herr Mattern oder Herr Hirsch?
Was habe ich fiir eine Veranlassung, mir von Herrn Mattern auf einer nationalsozialistischen

Schulungsburg etwas erzéhlen zu lassen!?" Letter from Pertl to Seifert, dep. 72b, no. 17, 31/10/1939,
EHW.
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also indirectly by praising his professional skills. The antisemitic, rather
traditionalist architect did not mind a certain ideological difference, he even accepted

a modernist past:

That Mattern, despite his peasantry ability and the fact that he owns a little farm, is not
grounded, is clear. But this is the case for many other garden designers before 1933,

whose field of work spread over an extended territory.**!

In questiqr)s of art, Seifert was the exemplary reactionary modernist, opposed to
traditional art but equally opposed to cultural modernism; he has been classed with
the conservative revolution.?®? From Seifert’s perspective, Mattern’s art was, so to
speak, a detour into the right direction, that is away from the traditionalism he
despised and at the same time restrained in relation to the generally rejected

experimental abstract modernist aesthetics:

Self-evidently, from an ideological perspective, also [the Stuttgart Reichsgartenschau]
lags behind our times. It corresponds in many respects to that unbound, intellectually
influenced arbitrariness of roughly the time of 1920-1930. Mind you it is much closer to
us than for example [the garden exhibitions at] Essen {1938] and Dresden [1936], which
by all means were reflections of that parvenu-ish Kommerzienrat’s world of the pre- and

post-war times. Exactly the fact that they did not invite any mental involvement is proof

961 ‘DaB Muattern trotz seiner BauernfiGhigkeit und der Tatsache, daf er einen kleinen Bauernhof besitzt,
kein bodengebundener Mann ist, ist klar. Das waren aber vor 1933 auch andere Gartengestalter
nicht, deren Arbeitsgebiet sich iiber einen weiten Raum erstreckte.’ Letter from Seifert to Wiepking,
dep. 72b, no. 17, p. 1, 24/09/1939, EHW.

962 Charlotte Reitsam, Das Konzept der ‘bodenstindigen Gartenkunst’ Alwin Seiferts — Fachliche
Hintergriinde und Rezeption bis in die Nachkriegszeit (Frankfurt am Main et. al.: Peter Lang Verlag,
2001), pp. 30-41; Charlotte Reitsam,‘Das Konzept der “bodenstindigen Gartenkunst™ Alwin Seiferts
~ Ein vélkisch-konservatives Leitbild von Asthetik in der Landschaftsarchitektur und seine fachliche
Rezeption bis heute’, Gartenkunst, 02, (2001), 275-303. Compare also the discussion of reactionary
modernism in: Jeffrey Herf, Reactionary Modernism: Technology, Culture, and Politics in Weimar

and the Third Reich (Cambridge: Cambridge University Press, 1984).
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that they belonged to a dying world, and in the case of Essen the general opinion was that

we are really fed up with such things.*®

And he added that the DGfG’s decision to reward the designer of the Gruga Essen
1929, Korte, with an honorary membership was wrong (Figures 168-170).

The nature of the criticism expressed on the day when Wilczek visited the show
with a group of people (probably his students) from Weihenstephan is not recorded
verbatim, but he repeated what he thought in letters to Wiepking and Seifert.*®* A key
term repeatedly used was ‘Asiatic’. It was used not only by Wilczek, but was a term
commonly applied by far-right reactionaries to dismiss experimental modernist
expression as foreign to the German cultural sphere; official communiqués for example
spoke of ‘the Asiatic instincts of so-called artists’.** It was at times meant literally, in
the sense of a style reminiscent of typically Japanese or Chinese art and design. This
was the case when Seifert rejected a naturalistic rockery garden at the
Reichsgartenschau designed by Adolf Haag, whom he otherwise respected as a
‘capable’ landscape architect.®® At times it was meant figuratively, standing for some

sort of expressionistic manner, for anything ever so slightly capricious, or simply for

963 ‘Selbstverstdindlich bleibt auch sie [die Stutigarter Ausstellung] noch, weltanschaulich gesehen,
hinter unserer Zeit zuriick. Sie entspringt in Vielem jener ungebundenen, intellektuell beeinfluften
Willkiir, etwa der Zeit von 1920-1930. Immerhin steht sie uns damit schon viel néher als etwa Essen
und Dresden, die durchaus Spiegelbilder jener parveniihafien Kommerzienratswelt der Vor- und
Nachkriegszeit waren. Gerade, daf3 sie zu keiner geistigen Auseinandersetzung Anlaf gaben beweist,
dap sie einer absterbenden Welt angehérten und bei Essen 1938 war die allgemeine Meinung doch
die, daf3 man solche Dinge nun endgiiltig satt hat.” Letter from Seifert to Wiepking, dep. 72b, no. 17,
p. 1-2, 24/09/1939, EHW. Kommerzienrat is an honorary title for personalities of the economic class

in the Empire, associated with the traditionalism and clientilism of the old elites.

964 Wiepking mentioned Wilczek’s visit and the fact that it was the occasion the first criticism that

Mattern felt attacked by: Letter from Wiepking to Seifert, dep. 72b, no. 17, p. 4, 16/09/1939, EHW.

965 Cf. e.g. the ‘Mitteilungen tiber die Judenfrage’ from 11 November 1937, quoted in: Joseph Wulf,
Die bildenden Kiinste im Dritten Reich (Frankurft a. M.: Ullstein, 1989), p. 318.

966 Letter from Seifert to Pertl, dep. 72b, no. 17, 19/10/1939, p. 3, EHW.
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an ignorance of the tréditiona] context.”®” If it was linked to a person’s nature, the
person addressed was both dismissed character-wise as well as subtly denounced as un-
German in a racial sense. Although the second did not have to be founded on any real
knowledge about the ethnic background, it was sometimes suggested in order to
discredit a rival or to throw suspicion onto someone. Not only Wilczek,'but also Pertl

used this term in connection to Mattern, whose work was thus linked to degenerate art:

If in reference to Stuttgart I speak of Asiatic design, I mean a Potemkinian design, which
is the characteristic of Matternian design. He likes to affect something, that is not, or he
builds something, for which the requirements are lacking. I will be able to produce the

respective examples if a controversy in front of a higher forum requires them, %8

Wiepking was said to have suggested, hardly less absurd, a ‘Slawic’ appearance of

Mattern’s. In front of his students he described Mattern as having ‘a not an entirely

German appearance, and exactly like this are his gardens’.%’

Another malpractice Mattern was charged with by his opponents — not directly, but via
letters to different colleagues including Hitbotter — concerned his involvement with the
publication Hiuser und Gdirten, an impressively illustrated large-format book showing

exemplary gardens from Germany and also examples from other European countries

967 For a very brief summary of the Nazis’ concepts of their enemies, see: Jost Hermand, Kultur in

Jfinsteren Zeiten: Nazifaschismus, Innere Emigration, Exil (Berlin et. al.: Bshlau, 2010), pp. 15-25.

968 ‘Wenn ich beziiglich Stutigart von asiatischer Gestaltung spreche, so meine ich eine Potemkinsche
Gestaltung, die das Charakteristikum der Matternschen Gestaltung ist. Er tduscht gerne etwas vor,
was nicht ist oder baut etwas, wozu die Voraussetzungen fehlen. Ich werde schon mit entsprechenden
Beispielen aufwarten, wenn die Auseinandersetzung vor einem héheren Forum es erfordert.’ Letter

from Pertl to Seifert, dep. 72b, no. 17, 31/10/1939, EHW.

969 V. Heinrich, Hermann Mattern (2013), p. 51. Quote: Beate zur Nedden, cited ibid. The information
originated in an account by Klaus Stirtzenbach, who worked in Mattern's studio and had studied

under Wiepking.
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and beyond.”® The publisher Herbert Hoffmann (not to be confused with the architect
and planner Hubert Hoffmann) had admitted consulting Mattern, even though only
Adolf Haag was mentioned in the acknowledgement. Why Mattern was not mentioned
is not known. Wiepking and the other likeminded colleagues had heavy objections
against the book. It showed some examples that were not acceptable under the new
Zeitgeist: architecture by Max Ernst Hifeli, Otto Qon Salvisberg and other modernists,
and, worst of all, Scharoun’s design for a house at Falkensee, the garden of which was
‘ designed by Mattern (Figures 171-173).°”! From this book Wiepking chose to discuss
negative examples in front of his students in a lecture in summer 1939. He told Seifert
he had presented slides of the relevant pages with Mattern’s caption, the authorship of
which he had previously verified with the publisher, and continued that his students

had been very dismissive of what he had shown. Wiepking was seething:

[...]Ican only be unsympathetic if Mattern publishes downright Dadaist shacks, like for
example the house by Scharoun and sing its praise as ‘like a mountain house’. To
compare one may read what Schinkel says about a real mountain house in his travel

letters from Germany.®”

The house in question was a house for Pflaum/Bader-Bornschein, built in 1935 at

Falkensee, north-west of Berlin, on top of a steep slope. The same year, that house

970 Herbert Hoffmann, Garten und Haus: Die schénsten deutschen und ausliindischen Wohngdirten und

ihre Einbauten (Stuttgart: Hoffmann, 1939, Ist edn).

971 Blundell-Jones lists the house as Pflaum house (p. 92), but the photos in the Mattern estate list the
project as Bader-Bornstein garden (1935). Peter Blundell-Jones, Hans Scharoun (London: Phaidon,
1995), pp. 92, 236.

972 “[...}ich [kann] keinerlei Verstindnis dafiir aufbringen, wenn Mattern ausgesprochene
Dadaistenbuden verédffentlicht, wie bgispielsweise das Haus von Scharoun und es “wie ein
Berghaus” besingl. Man lese im Vergleich einmal, was Schinkel iiber ein echtes Berghaus bei
Gastein in seinen Reisebriefen aus Deutschland sagt.’ Letter from Wiepking to Seifert, dep. 72b, no.
17, p. 4, 16/09/1939, EHW.
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was shown in the famous glossy die neue linie, which, according to Wiepking,
‘stands in a certain inner connection with Mattern’. Such more or less subtle
comments were meaningful; die neue linie, visually and partly in regard to its
content, was a decidedly modernist publication. Over several years a fdrmer Bauhaus
student, the influential Austrian typographer and graphic designer Herbert Bayer
(1900-1985), held the artistic direction. Important artists were working for the
periodical such as Lészl6 Moholy-Nagy (1895-1946), who designed ten of the front
covers. On every single page the photography, typography and layout were
neusachlich in style and highly artistic. Even though there were articles praising the
new Reich’s architects such as Wilhelm Kreis, Ernst Sagebiel, Albert Speer, or Paul
Ludwig Troost, or the Fithrer’s favourite monumental artists (Arno Breker, Josef
Thorak et. al.) the magazine’s affiliations with a bauhaus design philosophy were
evident. Illustrations were cheerful but abstract. Suggesiing someone had an ‘inner
connection’ to it was close to calling him a cultural Bolshevist. Examples for the
artistic illustrations were several depictions of gardens to be found at the
Reichsgartenschau, designed by Mattern, Hammerbacher, Haag and Valentieﬁ,
printed in the March number of 1939, the same volume Scharoun’s design was
presented in as part of a series about country houses (Figures 174-178). The building
was shown in several photos and a ground plan, which Wiepking considered a
potentially ‘award-winning entry to an exhibition of degenerate art’.*”* He knew that
Mattern lived in a house designed by Scharoun and he told Seifert that he assumed

the two ‘maintain an artistic fellowship®.*’* In this case Seifert duly relented:

And, finally, concerning Mattern’s own house, we have called on him as plain as can be to
change it, as soon as he has money to do so. In this context I would like to point out that

the Fiihrer has trusted Professor Bonatz with the design of the new Munich main station,

973 Ibid. Strangely, Wiepking did not mention Rése’s garden illustrations.

974 Ibid.
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although Bonatz had once designed the Zeppelin building in Stuttgart. I'm not saying we

should trust people, who once stood quite far left, with the final political guidance.®”

Quite probably this, as in other cases, was sheer rhetoric. Mattern was never forced

to change the house he lived in. Wiepking’s reaction was again strident:

Your comparison with Herr Prof. Bonatz is inappropriate, as Herr Prof, Bonatz wouldn’t
dare in 1939, and on top of that for the Fiihrer, to make suggestions like those he made
10 years ago. Herr Mattern, though, still in 1939 tries to con us into accepting foreign
elements. I am astonished that you do not express any worry about our young

professional talent [...].%"¢

Maybe the fact that during the war Mattern appeared to retreat more and more into

his second Bavarian home, a farm house he had bought from an old couple in 1938,

silenced the most fierce criticism (Figures 179, 180).°”7 Working the land of a

century-old isolated Chiemgau farmstead was obviously more compliant with Blood-

and-Soil thinking, and the architecture here was naturally not in conflict with any

building regulation (apart from the extensions added by Mattern later on). Also, quite

surprisingly, the second edition of the criticised book was printed two years later

975

976

977

‘Was schlieflich Matterns eigenes Haus anlangl, so haben wir ihn unmifverstindlich aufgefordert
es umzubauen, sobald er das Geld dafiir hat. Ich mochte in diesem Zusammenhang aber darauf
hinweisen, daf} der Fiihrer Professor Bonatz mit dem Bau des neuen Miinchner Hauptbahnhofes
betraut hat, trotzdem Bonatz auch einmal den Zeppelinbau in Stutigart entworfen hat. Man muf ja
Leuten, die einmal politisch sehr links hingen, noch nicht die endgiiltige Fiihrung anvertrauen.’
Letter from Seifert to Wiepking, dep. 72b, no 17, 24/09/1939, p. 5, EHW,

*Ihr Vergleich mit Prof. Bonatz ist unangebracht, denn HerrProf. Bonatz wird sich schwer hilten, im
Jahre 1939 und noch dazu fiir den Fiihrer Vorschldge zu machen, wie er sie vor 10 Jahren gemacht
hat. Herr Mattern aber versucht, uns 1939 noch artfremde Elemente aufzuschwitzen. Ich wundere
mich nur dariiber, daf3 Sie hier keine Sorgen um unsern beruflichen Nachwuchs éduflern [...)." Letter

from Pertl to Seifert, dep. 72b, no. 17, 31/10/1939, p. 3, EHW,

V. Heinrich, Hermann Mattern (2013), p. 46.

1
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almost without any changes. The censors seemed to have been busy with more
important things, and it is not known whether Wiepking had restrained himself from
incriminating Mattern to some official entity. Actually, Seifert and others supporting
Mattern assumed on later occasions that Wiepking was continuing to denounce him.
All this talk was already enough to damage Mattern’s reputation, Which had just
recovered from the police investigation. But Wiepking, Pertl and Wilczek also
suggested informing a higher jury, namely Rosenberg, to decide whether Mattern
should be disciplined. It is hardly imaginable that he would have survived such a trial
without the imposition of a professional restriction. As might be expected, Hitbotter
tried to appease Wiepking, while Seifert did his best by suggesting a public exchange

of arguments, in the form of a series of texts to be published in Gartenkunst.

I consider it erroneous to appeal to the Rosenberg departmeﬁt or to the Reich Chamber of
Fine Art in such matters. Who in the Reich Chamber understands anything about garden art?
Only we ourselves do! [...] I take no stock in a battle of words. The disputation between Eck
and Luther also led to nothing. Dialectical agility easily decides. [...] Instead, I would think it
excellent if Mappes allocated one or even two numbers of ‘Gartenkunst’ to an entirely open
debate, in which Mattern should present his intentions firstly as well as have the final word,

after both friend and foe openly, but also soberingly, have expressed themselves.*”®

978 ‘lch halte es fiir durchaus abwegig in solchen Dingen sich auf das Amt Rosenberg zu berufen. Wer
versteht denn in der Reichskammer etwas von Gartengestaltung? Das sind doch nur wir selbst! [...]
Von einem Rede-Duell halte ich nichts. Auch bei der Disputation zwischen Eck und Luther ist nichts
herausgekommen. Es entscheidet dabei viel zu leicht die dialektische Gewandtheit. [...] Ich wiirde es
aber ausgezeichnet finden, wenn Mappes ein oder auch zwei Hefte der “Gartenkunst” einer ganz
offenen Auseinandersetzung zur Verfiigung stellt, bei der zuncichst Mattern seine Absichten darlegen
und auch das Schlufwort erhalten miifte, nachdem Freund und Feind sich offen, aber auch ganz
sachlich dazu gediufert haben.’ Letter from Seifert to Wiepking, dep. 72b, no. 17, 24/09/1939, p. 3-5,
EHW, Hilbotter, too, told Wiepking an appeal 1o Rosenberg or any other office would not do the
profession a good service, see: Letter from Hiibotter to Wiepking, dep. 72b, no. 17, 12/10/1939, ERw.
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Apart from the intention to give Mattern the final word, Seifert’s proposal appears to
have met with approval; in 1940 Gartenkunst published a series of five telling
articles under the common title ‘The Reichsgartenschau 1939 as focus of a
professional critical review’.””” The authors were first the Danish landscape architect
Gudmund Nyeland Brandt from Copenhagen, second Hiibotter from Hannover,
followed by Wilczek from Weihenstephan, and ﬁﬁally Seifert from Munich. In
Germany, Brandt in those years was probably Denmark’s best-known professional,
not least through his contribution to the d‘iscussion about a ‘future garden’
(‘kommender Garten’).*®® Depending on the reader’s perspective, the debate could be
understood as won or lost — it offered both praise and scathing criticism. However,
on balance the affirmative contributions held the upper hand, thanks to chief editor
Mappes withholding a fifth unsolicited contribution from the landscape architect

Alfred Last, who was strongly influenced by the architectonic tradition of his

979 Four separate contributions with a preface by the editorial board assembled under the common
headline ‘Reichsgartenschau 1939 im Mittlepunkt fachminnischer Kritik', Gartenkunst, 53, 02
(1940), 17-28 (G.N. Brandt: pp. 18-9; W. Hilbotter: pp. 20~2; C. Wilczek: pp. 22-5; A. Seifert: pp.
26-8). The published debate is also dealt with by Reitsam, who however does present it as Seifert’s
idea: Ch. Reitsam, Das Konzept der ‘bodenstindigen Gartenkunst’ Alwin Seiferts (2001), p. 166-70.

980 Lulu Salto Stephensen, Garden Design in Denmark, G.N. Brandt and the early decades of the
twentieth cenlury‘(Chichester: Packard Publishing Ltd., 2007), S. 121-32. Stephensen lists the
following German sources that illustrate Brandt's reception in German landscape architecture:
Gudmund Nyeland Brandt, ‘Vom kommenden Garten’, Gartenkunst, 14, 1927, 89--93; Gudmund
Nyeland Brandt, ‘Wasserlauf im Staudengarten’, Gartenschdnheit, 15, 1934, 201; Gudmund Nyeland
Brandt, ‘Der kommende Garten’, Wasmuth's Monatshefte fiir Baukunst und Stddtebau, 14, 1930, 161-
76; V. Zobel, ‘Zwei dinische Girten von G.N. Brandt’, Gartenkunst, 12, 1923, 133-8; E. Ziersch,
‘Vom dinischen Gartenschaffen’, Gartenkunst, 40, 1927, 8-13; K. Wagner, *Dinische Girten und
Schldsser’, Gartenkunst, 41, 1928, 99-100; Otto Valentien, Zeitgemdsse Wohn-Gdrten (Miinchen,
1932), pp. 47, 50, 63, 87, 89. Stephensen does not list or mention Brandt’s cited review of the
Reichsgartenschau 1939. For Brandt’s engagement in the discussion about a ‘coming garden’
(‘kommender Garten’) in Germany see: G. Groning and J. Wolschke-Bulmahn, DGGL (1987) pp. 41~
4; Gert Groning, ‘Ideological Aspects of Nature Garden Concepts in Late Twentieth-Century
Germany’, in Nature and Ideology Nz;tural Garden Design in the Twentieth Century, ed. by Joachim
Wolschke-Bulmahn, series Dumbarton Oaks Colloquium on the History of Landscape Architecture,
18 (Washington, D.C.: Dumbarton Oaks Reseagch Library and Collection, 1997), pp. 221-48 (223).
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teachers Alfred Lichtwark and Fritz Schumacher.”' Last was appalled by Mattern’s
‘wimpishness’, his ‘ragout of tectonic and organic intentions’, which he dismissed as
‘feminism’ and ‘misunderstood garden romanticism’.%? Last’s letter was so polemical
that Mappes decided to prune it in order to leave out the ‘most déring statements’. %
Mappes had a tense relationship with Seifert, as the older man had récéntly
humiliated the chief editor by publicly exposing mistakes in an article of his.*®* In the
end it was decided to completely omit Last’s contribution. Mappes left it to Seifert to
close the series of critiques and to try and incorporate a tamed version of Last’s
polemic, that nonetheless represented a widespread opinion.*®® Accordingly, Seifert’s
polemics must be seen in this light; surely he prepared Mattern for what he was
going to write. Hilbotter managed to find fault without challenging Mattern’s
integrity, while at the same time launching substantial commendation of his friend’s
achievements at Stuttgart. Brandt, by invoking cultural ﬁodemism, produced an
ambiguous article that may however be understood as praise, and indeed by a
reference in a letter his enthusiasm for Mattern’s achievement seems proven.®® This

is equally true of Seifert’s critique, which was more direct with criticism and free

981 Ch. Reitsam, Das Konzept der ‘bodenstindigen Gartenkunst’ Alwin Seiferts (2001), p. 168-9.
Grdning and Wolschke-Bulmahn, Griine Biographien, (1997) pp. 218-9.

982 Transcript of a letter by Last to the editorial office of Gartenkunst, F3a-189, 20/10/1939, EAS,
quoted in: Ch, Reitsam, Das Konzept der ‘bodenstindigen Gartenkunst’ Alwin Seiferts (2001), pp.

168-9.
983 Ch. Reitsam, Das Konzept der ‘bodenstindigen Gartenkunst’ Alwin Seiferts (2001), p. 168.

984 Letter from Pertl to Seifert, dep. 72b, no. 17, 31/10/1939, ERW. Compare also: Ch. Reitsam, Das
Konzept der ‘bodenstindigen Gartenkunst’Alwin Seiferts (2001), p. 167 (fn 884).

985 Ch. Reitsam, Das Konzept der ‘bodenstiindigen Gartenkunst’ Alwin Seiferts (2001), p. 168,

986 Hibotter reports to Wiepking how thrilled Brandt was on a site visit that the two had made together,
see: Letter from Hitbotter to Wiepking, dep. 72b, no. 17, p. 3, 28/07/1939, EHW. Reitsam considers
Brandt ‘one of the few’ to acknowledge Mattern’s design ‘almost unreservedly as a work of art’; Ch,

Reitsam, Das Konzept der ‘bodensidndigen Gartenkunst’ Alwin Seiferts (2001), p. 167.
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from between-the-lines equivocation. Wilczek’s contribution as expected amounted
to a clear-cut defamation.

Hiibotter’s strategy was to stress in the first lines that any criticism had to be seen
in context of the great achievements of Mattern and of the superiority of this garden
show compared to the other ones of recent years. In this vein Brandt, too, wrote that
any criticism felt out of place in view of the ‘largest and, regarding beauties, richest
garden exhibition, that I have yet seen’.*” Nonetheless he cited the unusual combination
of contrasting forms as risky. Brandt emphasised the example of the great basin with
the strictly aligned series of water jets, near the main entrance, that had caused much

indignation, Like his German colleagues, he had also photographed this element:

[...] but not as a negative example. I want to show this to my students as an example of
what a severe stroke against tradition can succeed, if it is executed by a superior artist. At
the same time I want to warn urgently of imitation. Many do not like it that Mattern has
consciously inverted common practice, that is: the free-flowing water used according to
architectonic laws, and the fixed frames of the basins designed in organic streamlines. This
is relatively understandable, but there are also others, who know how to appreciate the
artistic value of the ingenious contradiction of the nervous pulsation of the water rays and
the sublime tranquility of the ;éftly undulating green grassy embankments.

Hermann Mattern reminds us of certain composers who break with traditional
sequences of notes creating disharmonies, which shrill in the ears of the musical middle

class — but which still stand under full control of the composer.**

987 G.N. Brandt, ‘Uber die Stuttgarter Reichsgartenschau’ (contribution to ‘Reichsgartenschau 1939 im
Mittelpunkt fachménnischer Kritik’), Gartenkunst, 53, 02 (1940), 18-9 (18).

988 *‘[...] aber nicht als ein Gegenbeispiel. Ich will meinen Schiilern dies als Beispiel zeigen, welch
derber Schlag gegen die Tradition gelingen kann, wenn er von einem tiberlegenen Kiinstler gefiihrt
wird. Gleichzeitig will ich unbedingt vor Nachahmung warnen. Viele migen nicht, daf Mattern hier
die Behandlungsweise bewuft umgekehrt hat, das heift: das flieBende Wasser nach architektonischen
Gesetzen verwertet und den festen Ba&sinrahmen in naturalistischen Stromlinien gestaltet. Das ist
einigermafen verstéindlich, aber es gibt aushandele, die den kiinstlerischen Wert des geistvollen

Gegensatzes im nervésen Pulsen der schimmernden Wasserstrahlen und der erhabenen Ruhe der sich
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This implication of an avant-garde approach and elitism must have flattered Mattern.
To evoke, as in the last sentence, twelve-tone technique or atonality, was again far
from innocuous. While not officially ostracised by law, and despite Arnold
Schénberg being himself ideologically a reactionary, atonality was associated by
most NS functionaries with ‘Jewish intellectualism’ and ‘cultural Bolshevism’.%*
Implied in an affirmative sense as in Brandf’s critique, it could thus be read as veiled
criticism of a severe kind. The fact that Brandt closed his article by pointing at a
garden by Valentien, calling it ‘the most exemplary of its kind I have ever seen’*’,
could again be read as a rhetorical distancing from Mattern. At the same time
Brandt’.s'critique established the judgement met with through all of Mattern’s vita,
and which has become central in cementing his significance as an artist: his break
with tradition as sign of real artistry.

Wilczek’s contribution went far afield to make a swipe at internationalism and
Mattern’s ‘certain individualist self-indulgence’, which Wilczek saw as the great
flaw of most modern garden art generally: ‘The exhibition to me seems to be the
result of a not yet entirely overcome epoch, which saw in the human work m erely
the expression of the individual [...].”**! He quoted a German soul-centredness as
opposed to the intellectual focus of a symbolic form in Japanese culture, again

corresponding to the essential Blood-and-Soil motif of the emotive Nordic as

sanft wellenden griinen Uferwiesen einzuschdtzen wissen. Hermann Mattern erinnert an gewisse
Komponisten, die die traditionelle Tonfolge brechen durch eine Disharmonie, die in den Ohren des
musikalischen Mittelstandes grellt = aber unter voller Kontrolle des Komponisten steht.” G. N. Brandt,

‘Uber die Stuttgarter Reichsgartenschau’, Gartenkunst, 53, 02 (1940), 18-9 (19).

.989 Werner Schmidt-Faber, ‘Atonalitdt im Dritten Reich’, in Herausforderung Schénberg. Was die Musik
des Jahrhunderts verdnderte, ed. By Ulrich Dibelius (Minchen: Hanser, 1974), pp. 110-36.

990 G. N. Brandt, *Uber die Stuttgarter Reichsgartenschau’, Gartenkunst, 53, 02 (1940), 18-9 (19).

991 ‘Die Ausstellung scheint mir das Ergebnis einer noch nicht restlos iberwundenen Epoche, die im
menschlichen Werke lediglich den Ausdruck des Individuums sah [...]."” Carl Wilczek, ‘Uber
die Stuttgarter Reichsgartenschau’, Gartenkunst, 53, 02 (1940), 22-5 (22).
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~contrasted with the intellectualism of Jewish culture.?? Typical of right-wing cultural
conservatism, Wilczek’s stance bracketed together characteristic individualism and
characterless internationalism: both individual artistic expression and lack of
character he equally deplored. As a guarantee of character was presented (ethnic)
regionalism, and in fact character was only accepted if it was deduced from régional
or ethnic particularity. Writing his seething conclusion, emphasised by letterspacing,

Wilczek’s appeared to froth at the mouth:

The look at history shows, that the individual was only ever significant within the
delineations of fixed bonds,v which are defined by volkisch particularity, i.e. the true
artist has always been the instrument of the blood of his
people [Voik]. [...] [T]hus character of each cultural act can only exist as derived from

the character of the Volkstum and space. There is no international

“character”, an international face is characterless.®®?
For the affirmative use of the term *Weltgarten®’ — ‘world garden’ —, coined by
Foerster and also used by Mattern in connection to the Killesberg park, Wilczek had
no comprehension.*® To try and argue rationally with such an opponent was
obviously a hopeless case.

Haag’s garden was also severely criticised for taking up influences from Japanese

garden art, which in its shunning of ‘decisiveness, symmetry, repetition [...]

992 Cf.: Jost Hermand, Kultur in finsteren Zeiten: Nazifaschismus, Innere Emigration, Exil (Berlin et. al.;
Bohlau, 2010), pp. 15-25.

993 ‘Die Betrachtung der Geschichte zeigt, daB das Individuum immer nur Bedeutung hatte im Raume
festliegender Bindungen, die durch Volkstumseigenart bestimmt sind, d.h. Der echte
Kinstler war immer das Instrument des Blutes seines Volkes.[...] So
kann die Eigenart jeder kulturellen Tat nur leben aus der Eigenart des Volkstums und Raumes. Es
gibt keinen internationalen “Charakter”, internationales Gesicht
ist Charakterlosigkeit.’ C. Wilczek, ‘Uber die Stuttgarter Reichsgartenschau’,
Gartenkunst, 53, 02 (1940), 22-5 (22).

994 C. Wilczek, *Ober die Stuttgarter Reichsgartenschau’, Garfe-tkunst, 53, 02 (1940), 22-5 (24).
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descends into formlessness’ (Fig. 181).°* Its character was seen as diametrically
opposing Germanness in art defined by ‘vigorous accomplishment and reality’.m‘
Wilczek’s rejection of a naturalistic use of stone steps reflected the widespread
dogma that such building materials could not express the clear intention of the
designer by trying to adapt to natural forms. To Wilczek aligning érchitecture with
nature by mimicking natural random shaping was unacceptable, even impossible, as
it led to fussiness: ‘[...] instead of naturalness, this equals technical and artistic
neglect.’®” Stone steps were only 