Chapter Six

a key issue which became prominent in the displays in Czechoslovak national
pavilions, as I will mention a bit later.*

However, I also need to point out that eugenics was not accepted in Czecho-
slovakia unilaterally and it found many critics. G. K. Chesterton’s critique Eugen-
ics and Other Evils on the dangers of eugenic theories from 1922 was translated
into Czech in 1928.9 Already in 1918, the philosopher and biologist Emanuel
RA4dI (1873-1942) wrote Rassové theorie a ndrod (Racial Theories and the Nation) as
awarning against racial politics in Germany and its relationship to modern-day
German nationalism.** In the mid-1930s, many others disassociated themselves
from ecugenics interpreted as racial hygiene and from focusing on the superi-
ority of specific ethnic groups based on biological differences. The psycholo-
gist and biologist Josef Meisner, for instance, published the book Rasismus hrozi
kulture (Racism Threatens Culture) in 1934, in which he advised against the mis-
application of eugenics. The scepticism, however, was not a rejection of eugen-
ics. Rather, it was a turn away from the German understanding of eugenics as
supremacy of one race over others to a more careful attention to the selective-
ness of desired traits and to a focus on hereditary qualities which had the po-
tential to improve the nation.

Race and ethnicity displays

Visualization of the ideas that first took place at international congresses and
smaller exhibitions, limited primarily to specialists, quickly transferred to the
widely accessible world’s fairs. I will leave aside the context of colonial exhibi-
tions like the British Empire Exhibition in London in 1924-25 or the Colonial
Exhibition in Paris in 1931 because Czechoslovakia did not take an official part
in them. It did participate in The Century of Progress in 1933, though, where
eugenic ideas infiltrated many instances of the fair. A keen proclamation of the
organizers’ belief in the ability of science to enable progress, to offer a better
future and to overcome global depression, meant the fair was to “demonstrate
the indebtedness of industry to pure science, the beneficent results of invention
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and applied science and the depen-
dence of society upon all of these.”ss
For example, the organizers of the
third eugenics Congress in New
York attempted to sell their exhi-

bition of 267 items to the world’s

fair in Chicago, although only a ol ‘ MR R
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The Eugenics Exhibit in Chi-
cago was placed in the Hall of Sci-
ence, the largest pavilion of the

fair and fit with the general tone
of the depiction of progress at
the exhibition. The Exhibit con-

sisted of four large wall panels
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eugenics for the “average intelli-
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8 Fig. 55. "The Relation of Eugenics to Other Sciences” from

panel showed a graphic rendition gecage of progress in Eugenics. Scientific papers of the Third
of a tree of eugenics with roots in International Congress of Eugenics.

disciplines like genetics, environ-
ment, or anthropology [fig. 55]. The accompanying description outlined the role
of eugenics “in improvement in the breed of man.” Panel 2 included a chart ex-
plaining changes in “families, communities, races and nations” through gener-
ations caused by migration or birth rate.®® The remaining two panels displayed
family trees of two strikingly different groups: the “old, extensive and degener-
ate Ishmael tribe” from Indiana was contrasted with “a superior family” of the
Roosevelts. They were to show the importance of hereditary qualities of the dif-
ferent family stocks as well as of the environment, meaning the physical, social,
economic, educational and spiritual surroundings.

Although the Eugenics Exhibit was not extensive, by using infographics and
charts, the displayed information was made official and legitimized as science.
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Since world’s fairs had already become known as the world’s universities and ef-
fective educational venues, this kind of information could be taken at face value
by visitors.®? The way the data was presented to visitors was also crucial and in
this sense typography and graphic design played a crucial role in successfully
conveying the intended message.

In the context of world’s fairs, communication of complex information by
graphics has had a long history. One of the earliest examples of the use of graphic
design to visualize ethnic issues was produced by W.E.B. DuBois in his exhibit
for the Parisian Exposition Universelle in 1900. DuBois (1868-1963) was an Af-
rican American historian and activist who was tasked to come up with a tan-
gible, contextualized method of showing why the African diaspora in America
had been held back.”® “The Exhibit of American Negros” consisted of photo-
graphs from the life of the community in the USA, accompanied by visualized
sociological data in graphs and diagrams with vibrant colors, which turned com-
plex information into visually appealing and comprehensive data sets. In the
history of world’s fairs, DuBois’s images of the emancipation of the American
blacks are, however, exceptions. In the USA as well as in Europe, world’s fairs
were very much initiated, constructed and populated by white Europeans and
the Anglo-Americans who put themselves in the position of driving the prog-
ress, industrialization and modernity on display.”*

Thirty years later, white supremacy in many respects still ruled world’s fairs
and its surroundings. In Chicago, the large Field Museum, for instance, located
at the northern end of the grounds and focused on natural history, opened a
new exhibit in 1933 entitled The Races of Mankind. It consisted of a series of 104
bronze sculptures of different “racial types” from around the world were cre-
ated by the sculptress Malvina Hoffman (1885-1966), who was commissioned
by Stanley Field (1875-1964), a Chicago businessman and banker, and the pres-
ident of the Field Museum at the time.”>
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The title could be seen as a
nod to the 1915 exhibit, the Sci-
ence of Man, at San Diego world’s
fair where Hrdli¢ka’s chart “The
Races of Man” was included. In
1933, Hoffman contributed 106 fa-
cial casts of people’s types to the
San Diego exhibit.”3 Her sculp-
tures of full-size bodies and busts
made very clear divisions of ra-
cial categories split into three
main groups: the white, the negro
and the mongoloid “racial stock.”
They included examples of a Na-
tive American, Japanese man, Su-
danese or Inuit woman as well as

the so-called Nordic type. The lat-

ter was an example of a “man of
the white stock,” using the termi- Fig.56. Malvina Hoffman, Tony Sansone, A Man from New York
nology of the time. The model for (The Nordic Type).

the Nordic type as ideal represen-

tative of the white race was an Italian professional bodybuilder and dancer liv-
ing in Brooklyn.” [fig. 56] Based on a classical statue, the young, muscular man
was naked with his arms raised in a gesture that would be replicated in many
different body representations around the fair that I will discuss shortly.

As it formed a part of the visualization of races at the Century of Progress,
the sculptural group requires a bit more consideration. The original aim of “The
Races of Mankind” was to show human progress with the white race as the pin-
nacle, supplemented by the wish to capture the “primitive man,” disappearing
due to progress, in a permanent medium of bronze sculpture.”s Hoffman cre-
ated the sculptures based on her research in the field and collaboration with an-
thropologists. This included taking anthropomorphic measurements of differ-
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ent physical features of her models, like height or skull size and occasionally,
she used photographs as her inspiration or additional source. Photography was
significant for anthropology, ethnography and fine art as it was crucial for the
eugenics movement. As the means of depicting human physiognomy and illus-
trating differences between various types, it could serve as proof of superiority
or inferiority and manipulated accordingly.”® The medium was also more effi-
cient than sculpture in many respects. It was believed as more accurate, objec-
tive, methodologically linked to scientific naturalism, and transportable. More-
over, the images could function as or be mistaken for the reality itself.”?
Hoffman is thus a fitting example of the way racism appeared in the work
of some artists in the name of science, such as anthropology or eugenics. Her
rendition of the various types sometimes showed them with iconic attributes
that may be seen as typical of them—the individuals would hold tools, wear jew-
elry or have culture-specific hairstyles. As such, they used both anthropologi-
cal and ethnographic approaches to visualizing racial types in a combination of
the physical features with often stereotyped cultural and social manifestations.

Visualizing race and humanity

Payment of attention to the human body, its features, traits and functions was
another common denominator of the Century of Progress fair, albeit not pub-
licly advertised. It deserves further attention because anthropology, social sci-
ences, medicine and genetics exhibits visualized race and racial differences in
the name of science, while the visual arts contributed to such practice by figu-
rative depictions around the grounds. It was especially sculptures that depicted
the idealized human body in its classical form; they appeared on pylons of the
Hall of Social Science, the courts of the Hall of Science, and as reliefs on build-
ings like the Radio and Communications or Electrical Buildings. The naked
figures here were stylized to recall Art Deco’s interest in historic artistic prec-
edents and their whiteness was detectable not only in the material but also in
their physical features; they represented the ideal people.

More futuristic was alarge sculptural group in white bronze at the entrance to
the Hall of Science by another sculptress Louise Lentz Woodruff (1893-1966). De-
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