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FOREWORD

The 25th anniversary of the inauguration of the International Olympic
Academy in July 1961 was officially celebrated this summer in the presence of
Greek Government officials and the members of the International Olympic
Committee.
The anniversary celebration was attended by the President of the I.O.C,
H. E. Mr. Juan Antonio Samaranch, who emphasized once again in his
speech the importance of the I.O.A.'s role in promoting Olympism and
training qualified officials in the service of the Olympic ideals and the
Olympic Games.
On behalf of the I.O.C., H. E. Mr. Juan Antonio Samaranch presented
the silver medal of the Olympic Order to Mr. George Vichos, Secretary
General of the Hellenic Olympic Committee, Dr. Otto Szymiczek, Dean of
the I.O. A. for twenty-five years, and Dr. Kleanthis Paleologos, former VicePresident of the I.O.A., both the latter already holders of the bronze
medal.
The festive opening of the 26th Session of the I.O.A. was held opposite
the Acropolis, on the hill of the Pnyx. The programme of the beautiful
ceremony was rich and varied, as can be seen from the pages which follow;
equally rich were the programmes of Sessions, meetings and visits which were
organized this year in the magnificent facilities of the I.O.A. in Ancient
Olympia.
During the beautiful ceremony of the Pnyx, the first address was delivered
by Professor Nikolaos Nissiotis, President of the I.O. A. and I.O.C. member,
followed by an inspired speech by I. O. C. President H. E. Mr. Juan Antonio
Samaranch and an address by the Under-Secretary for Sports, Mr. Sifis
Valyrakis, who told participants that the Government is following with considerable interest the many-faceted work of the I.O.A. and is resolved to
support the Hellenic Olympic Committee's efforts to obtain the Olympic
Games for Athens, to celebrate their centenary in 1996.
The other speakers were Dr. Norbert Müller, Professor at the University
of Mainz, Federal Republic of Germany, and an I.O. A. alumnus, the Dean of
the I.O.A., Dr. Otto Szymiczek, the President of the Hellenic Olympic Committee, Mr. Lambis Nicolaou, and finally Under-Secretary Sifis Valyrakis,
who declared open the 26th Session of the I.O.A..
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At the I.O.A. in Ancient Olympia, the proceedings of the 26th Session
began with an inspired lecture by the President of the I.O.A., Professor
Nikolaos Nissiotis. It was followed by an address by the 1st Vice-President of
the Hellenic Olympic Committee, Mr. Ioannis Papadogiannakis, who also
opened the Session. In accordance with the annual tradition, participants,
lecturers and guests were introduced by the Dean, a group photo was taken
and the assembly then proceeded to the monument containing the heart of the
reviver of the Olympic Games, Pierre de Coubertin, and to the stele commemorating the founders of the I.O.A., John Ketseas and Carl Diem, for a
wreath-laying ceremony.
This year's activities at the I.O.A. opened up new, wide horizons in its
work, covering new, important fields which until now had remained outside
Olympic education. We aim at increasing the number of those who are
educated in the Olympic ideas in every country, for this is the only way to
disseminate Olympic education, thus ensuring cooperation and peace among
all people.
To expand Olympic education and draw more and more representatives
of science and the arts towards Olympism has always been our wish and
aspiration, for we are convinced that, through cooperation among people
from all scientific and social fields, we shall be able to spread and consolidate
our Olympic ideals.
During H. E. President J. A. Samaranch's stay in Athens, the I.O.C.
Commission for the I.O.A. met in the offices of the Hellenic Olympic Committee. The meeting was chaired by H. E. Mr. J. A. Samaranch because the
chairman of the Commission, Mr. Mohamed Mzali, former Prime Minister
of Tunisia, was unable to attend. Among its decisions, the Commission
selected the topic to be considered at the I. O. A.'s 27th Session, which will be
"Youth and the future of Olympism".
A series of events were organized this year at the I.O.A.
We held for the first time a special session for sports journalists and
editors, on an experimental basis.
The success of this session was limited because of the small number of
participants, but it gave us an opportunity to study this question and we
believe than in future we can develop a fruitful cooperation with the mass
media.
The special International Session for Directors and Administrators of
Higher Physical Education Institutions, on the other hand, was a great success. Its aim was to investigate the best ways to introduce Olympism as an
independent course in the curricula of such institutions. The general view
which prevailed at the discussions was that it is indeed advisable to include
Olympic studies on the programme of higher physical education institutions,
since their graduates will be in direct contact with sports and competition.
The session was attended by ten lecturers and forty delegates from thirty-one
countries.
That session was followed by the 7th International Session for Educationists. It was very successful, not only because it was attended by seventysix representatives from thirty-three countries, but also because it produced
interesting debates and conclusions. Fifteen officials of National Olympic
Academies from several countries also attended the session together with the
10

educationists. This joint meeting was held for the first time and proved useful
because it provided an opportunity to discuss questions relating to the planning, creation and operation of NOAs, as well as to the organization of
sessions, the selection of lecturers, discussion topics, relations and contacts
with the I.O.A., the NOCs, etc.
There were two more special sessions: the First Special International
Session for Track and Field Coaches and the special session for members and
staff of Greek sports federations. It should be noted that the I. O. C., the IAAF
and the International Track and Field Coaches' Association worked very
effectively for the success of this session, which was one of the largest as it was
attended by sixty-three coaches from twenty-eight different countries and
thirteen lecturers.
Of course, as always, the major event in the I. O. A.'s activities in 1986 was
the organization of the main annual Session. We could say immediately that
this was one of the few Sessions to show such close and constructive cooperation among the young participants. They spent thirteen days in truly
idyllic surroundings and since the young can speak any language, as they
communicate with their eyes and their heart, the participants found it easy to
make new friends, acquire new knowledge and experience, dance, sing, talk,
have fun, with an open heart, without any misgivings, prejudices or fears, free
to go where they pleased, whilst keeping to the printed programme of the
Session.
One hundred and eighty-four participants from fifty National Olympic
Committees, including twenty-two lecturers, worked with concentration and
dedication, together with our guests, and appeared to be truly inspired by the
magnificent celebration of the 25th anniversary.
The working programme included, as usual, lectures on the history and
philosophy of Olympism, on the organization of modern sport, the Olympic
Movement and the Olympic Games, as well as on the general theme which is
chosen for each Session for examination and discussion by the working
groups. The main theme this year was "Olympism and Art".
Greek art, sculpture in particular, was born in the gymnasia and palaestras
and developed in these ancient sports institutions. Art began in Olympia, and
two centuries passed before it could ascend to the pediments of ancient
temples and the Parthenon in a glorious culmination, a source of inspiration
to poets and philosophers.
That was the subject which the participants were asked to consider at the
26th Session of the I.O.A.: "Olympism and Art". The lecturers in their
papers and the participants in seven discussion groups carefully studied the
subject in all its aspects, considering the competitive content of the arts, the
relation between art and the Olympic Movement and the sports programme
of the modern Olympic Games. The conclusions of the groups were very
detailed and well documented and they will be transmitted to the I. O. C. and
published in the I. O. A.'s annual report. It should be noted that most lecturers
came from the world of the arts and could therefore make a substantial
contribution to the discussion of the subject and the drafting of conclusions
by the groups.
The discussion groups were coordinated by two long-standing and dedicated collaborators of the I. O. A. from Canada, Professor Fernand Landry
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and Dr. John Powell. They attended all group discussion sessions, ready with
advice, instructions and information, and at the end, after two long days and
nights, prepared the consolidated report of the Session which will be submitted to the I.O.C.. They deserve all our thanks and appreciation.
As part of the Session's general programme, there were special groups
devoted to fine arts, painting, dancing and theatre, under the direction of
lecturers, Kevin Whitney (GBR) and Elisabeth Hanley (USA). A beautiful
exhibition of paintings was organized, as well as an evening with dances by a
specially trained group and an evening of poetry and drama. This was a new
form of activity which proved highly successful. The man behind it was Don
Masterson, an old associate of the I.O.A.. We feel that it would be worthwhile to
have it on the programme of future Sessions on a systematic basis.
The artists who painted the water colours in the exhibition were Kevin
Whitney (GBR), Ralf Stratman (FRG) and Helmut Kuehnle (FRG).
The programme of the 26th Session also included, as every year, visits and
guided tours to archaeological sites and museums, a visit to the Museum of
the Modern Olympic Games, sports, social evenings and two excursions to
the Western coast of the Péloponnèse, where the participants could swim in
the sea and enjoy our bright sun and lovely beaches. Finally, on many evenings, after dinner, there was a showing of films on the Olympic Games from
the I.O.A.'s rich film library.
Roneotyped copies of the lectures were always available in the three
official languages of the I.O.A., Greek, French and English, while throughout
the Session there was simultaneous interpretation in the three official languages by a group of highly qualified interpreters.
This year, four Olympic medallists attended the Session as representatives of their NOCs, together with many Olympic competitors. They all spoke
to the participants briefly about their feelings, impressions and experiences in
relation to their participation in the Olympic Games. These presentations
were very much appreciated by all the participants in the Session.
We would like at this point to underline the I.O.C.'s interest in the
Sessions and state that the financial support given by Olympic Solidarity to
many NOCs for the participation of their representatives is most valuable
and necessary.
On the whole, we wish to express our satisfaction for the fact that the NOC
representatives this year were all well prepared and of a high standard and
could thus contribute significantly to the success of the 26th Session of the
I.O.A..
Dr. Otto Szymiczek
Dean of the I.O.A.
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General view of the opening ceremony of the 26th Session of the I.O.A. on the hill of the Pnyx.
(JMG)

The official personalities. From left to right, Mrs. Liselott Diem (FRG), Mrs. Dora Ketseas
(GRE), representing the Archbishop of Athens, M. Nikolaos Nissiotis (GRE), President of the
I.O.A., H. E. Mr. Juan Antonio Samaranch (ESP), President of the I. O. C., Mr. Lambis Nicolaou
(GRE), President of the Hellenic Olympic Committee, Mr. Syfis Valyrakis (GRE), Under-Secretary of State for Sports, Mr. Nikos Filaretos (GRE), I. O. C. Member in Greece, and Mr. Dimitris
Sarris (GRE), General Secretary for Sports. (VP)
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Among the guests at the opening ceremony can be recognized, in the first row, from left to right,
Messrs. Roberto G. Peper, Giorgio de Stefani, Mohamed Zerguini,, members of the Commission
for the I.O.A., Messrs. Otto Szymiczek, Kleanthis Paleologos, 2nd row, on the left, Mr. Francesco
Gnecchi-Ruscone, Member of the Commission for the I.O.A. and President of the FITA.
(JMG)

Members of the Greek Olympic Committee at the opening ceremony. (VP)
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The President of the I. O.A., Mr. Nikolaos Nissiotis (GRE), welcomes participants. (VF)

The President of the I.O.C., H. E. Mr. Juan Antonio Samaranch, during his speech. (JMG)
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Professor Norbert Müller (FRG) addresses participants on behalf of the lecturers. (VP)

The Under-Secretary of State for Sports in Greece, Mr. Syfis Valyrakis (GRE) addresses
participants on behalf of the Greek Government. (VP)
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OPENING CEREMONY
OF THE 26th SESSION
AND CELEBRATION
OF THE 25th ANNIVERSARY OF THE I.O.A.
ON THE HILL OF THE PNYX
4th JULY 1986

Address
by Professor Nikolaos Nissiotis (GRE)
President of the International Olympic Academy

On behalf of the Ephoria of the I.O.A., I have the honour to convey to you
a most cordial welcome at this opening ceremony of the 26th Session of the
I.O.A.. Furthermore, we are all very happy about the fact that this meeting
coincides with the 25th anniversary of the foundation of the I.O.A. in July
1961.
For this reason the presence of foreign participants at this commemorative session on the historic hill of Pnyx is greater than ever before. I am
obliged, therefore, also to present, together with the political authorities of
our country which honour this ceremony with their presence, our foreign
guests invited to honour this anniversary, as well as the speakers and participants of the 26th Session.
My cordial thanks, therefore, first and foremost, to the President of the
I.O.C, H. E. Juan Antonio Samaranch, who has kindly accepted, as in all
previous years, to honour, this year too, this commemorative session with his
presence and address it. I am seizing this opportunity to thank him for the
great interest he has always shown in the work of the I.O.A. as well as his
personal contribution to its progress.
May I welcome the Minister of Culture and Science, Mrs. Melina Mercouri, who is representing the Greek Government on this occasion, as well as
the other personalities of the political world present here. I also welcome the
Ambassadors of the countries who have sent participants to the 26th Session.
I further welcome those members of the I.O.C. Commission for the I.O.A.
who are accompanying the President of the I. O. C. in their official capacities
or are speakers at the I. O. A. during the 26th Session. I also welcome here the
President of the HOC, Mr. Lambis Nicolaou, and its members, the speakers
of the 26th Session, the participants of the 7th International Session of Educationists which ended in Ancient Olympia yesterday, the Directors of
National Olympic Academies cooperating with the I.O.A. and, last but not
least, the 135 participants of the 26th Session from 53 countries.
The 25th anniversary of the foundation of the I.O.A. gives us the opportunity to call to mind the persons who conceived and realized the creation of
the Academy in Ancient Olympia. First and foremost the reviver of the
Olympic Games, Baron Pierre de Coubertin, who had conceived this idea in
the 1930s and Carl Diem and John Ketseas who turned this idea into reality
with the full support and consent of the I.O.C. in 1961. We are happy to see
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here among us tonight the widows of the two founders of the Academy, Frau
Professor Liselott Diem and the venerable Mrs. Dora Ketseas, who also
honour this 25th anniversary. I must also mention the presence among us of
the two pillars of the I.O.A. who have uninterruptedly served in these
25 years, Messrs Kleanthis Paleologos and Otto Szymiczek.
With the warm support of the Greek Government, the I. O. A. has worked,
under the auspices of the I.O.C., as the only recognized Olympic Academy ; it
has operated increasingly during these 25 years under the supervision of the
HOC for the promotion of the Olympic education. Without wishing to dwell
on the past, I would still like to emphasize some of the major features of its
educational activity.
a) It has promoted, with dedication and consistency, the Olympic principles
in the Olympic Movement of today and has given it the necessary spir
itual support for the celebration of the Olympic Games as an event of
universal dimension, at the service of the humanitarian ideals that are
accepted by all civilizations in all times and all places.
b) Its contribution to the propagation of Olympism as a higher philosophy of
life in our modern era has led in the last decade to the creation, by former
lecturers and alumni, of a relatively large number of National Olympic
Academies for the better dissemination of the principles of Olympism.
c) It has made Olympic education an integral and essential part of the
Olympic Movement as the necessary answer to the need for moral equip
ment to face the threats resulting from its remarkable growth.
d) It has promoted Olympic education as the necessary complement to any
other intellectual and scientific activity in all the branches of education,
beyond the limits of physical culture.
This year's programme provides an authentic image of its beneficial
educational action. A first international session for sports journalists, to bring
them information on Olympic education and the propagation of its principles
among the masses. A first session for Directors and Deans of university
schools of physical education to discuss ways to integrate Olympism in their
curricula. The 7th International Session for Educationists from different
scientific disciplines on the contribution of Olympism to their educational
work. Basketball coaches and referees, track and field coaches, two international cultural groups that wish to join Olympism and finally the
26th Session on the theme "Olympism and Art", which indicates the variety
of subjects selected for the deeper and more extensive study of the Olympic
philosophy.
The ascending course of the I. O. A. gives me the right to reflect on the next
25 years. The President of the I.O.C., the moment he came into office in
1980, declared that the I.O.A. is the spiritual centre of the Olympic Movement. This should remain a constant encouragement for the future. Through
the Academy, Olympia should become a permanent centre of Olympism, in
cooperation with the I.O.C. and under its supervision and that of the HOC.
The I. O. A. must widen its research work in parallel to its educational activities with the participation of scientists from all disciplines. At the same time,
we must hope that the existing Museum of the Modern Olympic Games could
also become a museum of the ancient games and collect in Olympia all the
findings that will show their continuity and internal cohesion. And finally, to
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attempt the partial restoration of the ancient temples in the sacred Altis only
with the findings from the excavations. Thus, Olympia will become really the
cultural centre of the modern Olympic Movement.
With these thoughts, I thank you again for your presence and wish that
this festive meeting may become a source of inspiration for the further
improvement of the I.O.A.'s work in the future.
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Address
by H. E. Mr. Juan Antonio Samaranch (ESP)
President of the International Olympic Committee

Allow me to see in this happy day, which marks in a most brilliant way the
25th anniversary of the founding of the International Olympic Academy, a
symbol of unity and friendship between continents and men, created by the
founders of the International Olympic Academy, and which we still endeavour to strengthen and broaden.
For such is the real aim of the Academy of which you will follow the
teachings during the next few days in that very cradle which saw the glory of
the Olympic Games of Antiquity and where our founder wished his heart to
lay at rest. The Academy must in fact remain the privileged link uniting the
past and the present, tradition and modernization, Ancient Greece and our
twentieth century.
The particular topic which you will explore during this Session seems to
me to be another demonstration of this continuity in the history of Olympism. How, in fact, in dealing with the relationship between Art and Sport,
can we refrain from thinking immediately of what is perhaps the most perfect
form of this symbiosis which mankind has known : the classical Greek era and
the architectural, sculptural and literary wonders which it created and of
which so few remain.
On this ageless Hill, before these moving remnants of human genius of
more than two thousand years of age, how can one fail to comprehend that
artistic perfection is purely a facet of human perfection.
It would be impossible not to derive that it is entwined with and is
strengthened by all other aspects of perfection, amongst others by physical
and sports perfection.
Is the emotion created by a work of art different in essence to the emotion
created by a perfect sculpture of a body, by the harmony of a gesture or an
action ? I do not believe so; on the contrary, I am convinced that each of them
would gain from becoming more involved than they they are at present.
This is why you will certainly not be surprised to learn or to rediscover the
actions begun here and there by the International Olympic Committee and
the Olympic Movement in general in this domain. I hope most sincerely that
you will be able to give your personal contribution to this effort of rehabilitation and that when returning to your native countries, you will be in a
position to play an active role in favour of the development of Olympism in
general and particularly in the promotion of Art and Sport.
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Address
by Mr. Sifis Valyrakis (GRE)
Under-Secretary of State for Sport

As representative of the Greek Government, I extend warm and friendly
greetings to the participants in the opening ceremony of the International
Olympic Academy's 26th Session.
I am also happy to convey to you the greetings of the Greek Prime
Minister, Mr. Andreas Papandreou, who always follows world sports activities with special interest. The site of this gathering is significant of many
points of view.
It is a manifest proof of our faith in the link between sports and civilization and tries to revive ancient memories by bringing to mind the grandiose
moments of this association as it was recorded and promoted at the time of
the ancient Olympic Games in Greece.
Here, on the hill of the Pnyx, democracy has proved that it can come close
to the most perfect form of government, and Saint Paul revealed the unknown
God to the Greeks. In our times, you, the representatives of the International
Olympic Academy, express and proclaim your unshakable faith in all-human
value, sport. Your annual meeting allows us to retrace the progress of sport
through time and become imbued with the principles of Olympism, which we
all have a duty to preserve through our combined action and efforts.
In our times, when the questioning of values is a routine situation, when
violence is becoming established as a means of solving disputes, when the
young are submerged under harmful influences, there is a proposal which acts
as an obstacle and a catalyst against disorientation and decline.
The proposal is not new. It is as old as the first Olympic Games, as old as
the sporting idea.
It is sport which strives for personal fulfilment, which eliminates contradictions, brings peoples and men together and gives tangible proof that we can
fight peacefully for the success of a cause and an aim, with the same rules and
the same measures, free of any rivalry.
We must all share in the responsibility to draw sport away from its critical
condition of commercialization, doping and polarization that is spreading to
international sports meetings. Greece, as the trustee of the Olympic ideal, will
be at the forefront of the fight to save the meaning of sport and the prestige of
the Olympic Games. Her efforts will culminate in the world sports festival,
the Olympic Games of 1996, which she feels she has the irrevocable right to
stage, since these Games will mark the celebration of the first centenary since
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their revival by Coubertin. There is no doubt that world public opinion is
especially sensitive to the fervent wish of all Greeks as expressed by the Prime
Minister, who is at the head of all action in this connection.
With these few words, I am happy to declare open the 26th Session of the
I.O.A., and wish you all every success in your endeavours.
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Address
on behalf of the lecturers
by Dr. Norbert Müller (FRG)
Professor at the Mainz University
It is a great honour for me to be addressing you today, at the celebration of
the I.O.A.'s 25th anniversary.
I feel that I am here in a triple capacity. First of all, I am speaking to you as
a participant. In 1968, I was 21 years old and a student. I had been sent to
Olympia by my National Olympic Committee for the 8th Session of the
I.O.A.. At the time I was a young athlete and wanted to widen my knowledge
of the intellectual foundations of modern sport. This stay in Olympia, in the
summer of 1968, had a decisive influence on my career, as was the case I
should add for all other participants. I had the chance of meeting very wellknown professors from famous universities. Encouraged by their lectures and
the discussions that followed, I oriented my research in the next few years on
the "Ideas of Coubertin" and devoted myself completely to the idea of the
I.O.A.
"The enchantment of Olympia" is the link which has bound, for one
quarter of a century, more than 5000 students who belong to more than
100 National Olympic Committees from all over the world. A survey, carried
out between 1970 and 1980, among Austrian, Swiss and German participants
who had stayed in Olympia from the creation of the I.O.A. and who now
occupy important posts in schools, universities or sports associations,
showed that most of them feel that participation in the I.O.A.'s Sessions had
marked, in a significant way, their professional activity.
A stay in Olympia, away from our turbulent times, gives the young an
ideal conception of the Olympic idea in our times, both in theory and practice.
Let us wish that, under the sign of the five Olympic rings high above the
ancient stadium of Olympia, the friendly cohabitation of races and nations,
the committed and open discussions on the future of the Olympic Movement
and world sports may contribute to the establishment of an Olympic
truce.
The time has come to convey the good wishes expressed by more than
400 professors from about 50 countries. It is they who have built the
I.O.A.
In 1975, I obtained my state doctorate on the subject of the International
Olympic Academy, a historical analysis of its idea in Coubertin and Diem.
Since then I am happy, not to say proud, to belong to the circle of the I. O. A.'s
permanent contributors.
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The numbers of participants in the annual Sessions become more and
more international and numerous professors have joined the circle. They
have carried out studies on the fundamental knowledge of Olympism and
their research has covered some important and topical issues, considered
from all scientific aspects: philosophy, pedagogy, history, social and political
sciences, medicine and of course all the aspects of sports science.
The variety of the subjects covered by the 500 lectures which have been
delivered at the main Sessions since 1961 clearly shows, on the one hand, the
complexity of Olympic education and, on the other, the necessary differentiation in scientific debate. We would not forget what Carl Diem told I.O.A.
participants in his opening speech in 1961, i.e. that critical discussion and
belief should draw to our cause "the young apostles of the Olympic spirit".
The professors who teach at the I.O.A. have accepted the challenge and try to
find scientific solutions.
The encounter between the teacher and his student, which is very intense
at this level, is favoured in Olympia. This is one of the features of the I.O.A.
Many are those who have not only brought their knowledge to the Sessions
but have also carried back with them, to their universities, new knowledge
and experience. It is here and in this spirit that we should thank the university
professors.
And now, as President of the NOA of the Federal Republic of Germany, I
wish to express the combined good wishes of the 28 National Olympic
Academies.
A little after the foundation of the I.O.A., very active former participants
worked hard in order to spread their experience of Olympia in their respective countries, since each NOC could not send more than a few participants to
the I.O.A.
Since 1973, we have been witnessing the creation of National Olympic
Academies. Their numbers steadily grow. This has allowed the National
Olympic Committees to develop their action for the promotion of the Olympic idea as the basis of performance sport. Of course there have been some
difficult times, violence on the field for example, but they do not shake the
spirit of this endeavour: quite the contrary, they are a challenge to the I. O. A.
and the NOAs.
The individual, the sportsman wishes to be able to work for an ideal. The
Olympic idea offers a sporting ideal which should not be rejected simply
because it appears inaccessible. The I.O.A., since its foundation 25 years ago,
has contributed to the promotion of a certain image of the Olympic Movement at international level.
Two names that should be remembered: those of its founders, Carl Diem
and his Greek friend John Ketseas. They were able to seize the opportunity,
but are no longer here to witness the realization of their ideas. Like many
others, they would have been proud of the results achieved and it is in their
name that I have had the honour of addressing you today.
It is in this spirit that we should extend our very warm thanks to the
I.O.A. Ephoria, the Hellenic Olympic Committee, the Greek Government
and people, and finally the International Olympic Committee.
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Address
by Dr Otto Szymiczek (GRE)
Dean of the International Olympic Academy

Twenty-five years of lively and effective operation constitutes an important point in the history of an organization or institute, and it is the anniversary of the first 25 years of the IOA's activity that we celebrate today. The
IOA, during its intense activity, has proved to be the unique world centre of
Olympism, justifying its moral and humanistic principles and ideals.
Olympism, as we Greeks believe, aims at cultivating and promoting the
principles of democracy, justice, equality, universality and freedom; and as a
continuous search for reason, dignity, mutual respect and understanding, it
becomes a moral force, making a considerable contribution to the formation
and education of mankind.
I feel moved and proud at the honour of speaking about the IOA for the
celebration of its 25 years of activity. I have experienced the International
Olympic Academy since its birth and I consider it my duty to tell you in brief
about the first steps of this wonderful institution, the difficulties we faced in
its foundation and everything we have achieved so far.
We must go back to the not so distant past, which reveals the willpower,
love and burning enthusiasm of the first workers whose great devotion helped
them to surpass many contrarities and obstacles during the long and creative
path of the International Olympic Academy, before reaching today's development and expansion.
The final decision of the IOC, assigning Greece to organize the International Olympic Academy, was taken in 1949. The first invitation which the
IOA sent immediately to all the National Olympic Committees had no response, perhaps because the NOCs had turned their attention towards the
practical side of Olympic preparation and were not prepared to recognize the
power of the Olympic ideal and the Olympic spirit.
Some years passed until the HOC undertook the organization of the IOC
Session in Athens.
The members of the IOC would visit Ancient Olympia and the German
Archaeological School would hand over the ancient stadium of Olympia to
the Greek Government at an official ceremony. The stadium had been
restored to its original state at the expense of the German Olympic Society.
Carl Diem regarded this as a unique occasion for the organization of the
first Session of the International Olympic Academy and, with the assistance
of Paleologos and myself, he embarked on the necessary arrangements.
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Until 1966, the annual Sessions of the IOA were organized with increasingly large numbers of participants, who were accommodated in tents. Lectures by distinguished Greek and foreign speakers were given at the foot of the
Mount Kronion, in the shade of the ancient pinetrees, and without simultaneous translation.
In 1967, for the first time the IOA was held in the first part of its permanent installations, which year by year have been increased.
Today, the installations have been completed and satisfy all modern
requirements for the organization and operation of international sessions,
congresses, seminars and meetings. I should point out, with certain national
pride, that the big contract works effected so far to honour this really beautiful
spiritual centre of Olympism have been financed by the HOC, which obtains
its resources mainly from the General Secretariat for Sports of our
country.
The IOA operates under the aegis of the International Olympic Committee and with the support of the HOC, and collaborates in perfect harmony
with all the national authorities and public services. During the last few years,
the moral support of the International Olympic Committee has been
extended to material support to the National Olympic Committees from the
"Olympic Solidarity" funds, for sending participants to the IOA Sessions.
This measure contributes significantly to securing a large number of
participants, mainly those from National Olympic Committees which have
insufficient resources.
In the beginning, there was only one IOA Session each year, with the
participation of young delegates from the National Olympic Committees.
Progressively, the HOC has expanded the activities of the IOA and now
participation is not limited only to those from the sports world, but to special
sessions are invited educationists, specialists in physical education, representatives of sports federations, journalists, scientists connected with sport, etc.
The activity of the IOA was further expanded when it undertook
the organization of special sessions for Greek lower and middle school
teachers.
Our objective is to produce a uniform interpretation of the moral and
spiritual principles of Olympism, so that all those dealing with Olympism, in
whatever form, follow the correct meaning of the Olympic ideal and therefore
positively contribute to the realization of the IOA's task. In addition, the
expansion of the IOA's activities towards teaching staff aims at the cooperation of education and its intellectuals with Olympism, which undoubtedly
plays an important role in the education and formation of man. The teachings
of the IOA are continuously being spread to larger and larger scientific,
educational, sports and other spheres so that to date thousands of people from
all over the world have been initiated to the Olympic ideal.
This is not the time to support my words with statistical data, but I will
mention to you only two figures. During the past 25 years, 70 different
sessions have been held and about 25,000 men and women have passed
through the IOA installations.
The IOA's great effort for the spread of Olympism and the philosophic
analysis of the Olympic spirit has not been restricted only to the organization
of sessions. Years ago, it suggested and has helped to be established National
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Olympic Academies in all nations. The aim of the National Olympic Academies is the Olympic education of those who deal with sport and Olympic
affairs in their countries, always in association with the National Olympic
Committees.
This immense, extended task of the International Olympic Academy is
improved every year through the publication of an annual journal containing
all the speeches, discussions, suggestions and in general all the works of each
Session.
The reports are published in 10,000 copies in the three official IOA
languages : Greek, English and French, and are sent to all National Olympic
Committees, universities and various international and Greek organizations.
A major point of progress for the IOA's work is the session for the
Directors of University Schools of Physical Education, organized this year for
the first time. The main purpose of this meeting was to examine the introduction to the teaching programme of University Schools of Physical Education of "Olympism" as an independent, integrated subject. The session
was very successful and we believe that the physical education specialists will
adopt our Olympic ideals and join the loyal workers of Olympism.
For the first time also, delegates of the National Olympic Academies
gathered in Olympia and worked with the educationists. In this way they were
given the chance to study the basic aspects of Olympism and ways of spreading efficiently the teaching of the International Olympic Academy.
We had the 7th Session of International Educationists and we want to
confirm before everyone our faith in their cause. We absolutely believe that
educationists are the most suitable to work together with us in order to draw
the feelings of the young close to the wisdom of the Olympic ideals.
I greet with special joy and satisfaction the directors of the highest institutes of physical education, educationists, the delegates from the National
Olympic Academies, the participants of the 26th IOA Session and the friends
and associate speakers of all sessions, who with sincere devotion serve
Olympic education and the Olympic ideal.
Since the IOA's inception, Greece has opened wide the doors of Ancient
Olympia and called the young from all over the world to the cradle of
Olympism, to study the education which created an exceptional civilization.
The International Olympic Academy does not wish to restore ancient
customs in a modern world, but becomes the bridge that transfers to our
world everything that still constitutes the indispensable principles of
progress.
I regard it as my sacred duty to thank God who gave me the energy to
serve the International Olympic Academy for 25 years without interruption,
the HOC which offered me its trust and granted me the responsible position
of Dean, the distinguished scientists who have contributed as speakers with
their valuable studies to the successfulness of the sessions, and especially my
dear friend Kleanthis Paleologos, with whom I have been connected in
friendship for 56 years and in brotherly cooperation within the IOA for
25 years.
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I wish that all you participants in the sessions of the IOA become true
apostles of Olympism, confident that you serve a humanistic idea which
contributes to friendship, cooperation and understanding among peoples.
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Address
by Mr. Lambis W. Nikolaou (GRE)
President of the Hellenic Olympic Committee

At a time when political, social, ideological, radical, and even religious
upheavals threaten in all corners of the world and the people, with justified
anxiety, witness the acts of violence which multiply, noble representatives
from all the countries of the world are gathered here, on the sacred hill of the
Pnyx, under the Acropolis, this model of measure, wisdom and beauty,
unique in the world, to celebrate the 25th anniversary of the remarkable
institution of the International Olympic Academy.
As you know, the Hellenic Olympic Committee has been promoting
Olympism since the very beginning of the revival of the modern Olympic
Games, exactly 90 years ago, and supporting the action of the International
Olympic Committee for the consolidation and protection of the Olympic
ideals, as they were transferred to our modern era from the glorious heritage
of Greek antiquity by the visionary of Olympism, Pierre de Coubertin.
The Hellenic Olympic Committee provides tangible evidence of its dedication to Coubertin's Olympic ideas, through the foundation of the International Olympic Academy which has been operating under the auspices of
the I.O.C. since 1961.
The work of the 26th Session of the I.O.A. will take place in our lovely
facilities close to the ancient stadium of Olympia, under the shadow of Mount
Kronion.
The young representatives of the world's nations will find there, in
immortal Olympia, the spiritual serenity they need to elevate their thoughts
and feelings above all the contradictions of our times and proclaim to all the
world their unshakable faith in the Olympic ideals which alone can bring
understanding, solidarity, camaradeship and friendship to all the people of
the earth.
With feelings of deep satisfaction and emotion, I greet your presence here
at this ancient site for the celebration of the 25th anniversary of the foundation of the International Olympic Academy, and I wish for inspiration and
strength for all those who work for the propagation and consolidation of the
humanitarian Olympic ideals.
I hope that you may spend peaceful days of reflection and contemplation
in the serene environment of the International Olympic Academy and work
with inspired concentration on the subjects of the 26th Session so that when
you return to your countries you may pursue your action, with all your heart,
for the transmission and protection of the ideas which we all share.
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Let us not forget that Olympic education is the fundamental prerequisite
for the Olympic Movement. Thus, the Academy in Olympia will be able to
grow to its true dimensions as the institution which promotes the development of Olympism among all people.
I wish you fruitful days of work at the 26th Session of which I am pleased
to declare the opening.
On this occasion, I would like to thank all our regular and occasional
collaborators who, with their constructive lectures at the Session, of the
I.O.A., for 25 long years have taught, like time apostles of Olympism, the new
disciples who will join forces with us for the promotion of the Olympic
idea.
Above all, our thanks are due to the President of the I.O.C., Juan Antonio
Samaranch, and the International Olympic Committee for their enthusiastic
support of the I.O.A. and their financial contribution to many NOCs so
that they may send their representatives to the International Olympic
Academy.
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Special postal cancellation
Every year on the occasion of international Sessions of the International
Olympic Academy, the Hellenic Post issues a special cancellation for use by
the post office of Ancient Olympia on the day of the beginning of the proceedings at Ancient Olympia.
From 1961 to 1966, the special seal was commemorative.
From 1967 onwards, it was an official cancellation of the day.
In 1967 for the duration of the 7th International Session of the I.O.A., the
postal cancellation bore the same design with the date of the relevant day.
The whole set of commemorative seals and cancellations are shown
below.
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List of commemorative seals and cancellations
1.
2.
3.
4.
5.
6.
7.
8.
9.
10.
11.
12.
13.
14.
15.
16.
17.
18.
19.
20.
21.
22.
23.
24.
25.
26.
27.
28.
29.
30.
31.
32.
33.
34.
35.
36.
37.
38.
39.
40.
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Olympic Academy 22/6/61
Olympic Academy 9—21/7/62
Olympic Academy 7—24/7/63
4th Session International Olympic Academy — Ancient Olympia — 8—23/8/64
5th Session International Olympic Academy — Ancient Olympia — 8—24/8/65
6th Session International Olympic Academy — Ancient Olympia — 30/7—16/8/66
7th Session International Olympic Academy — Ancient Olympia — 1/8/67
8th Session International Olympic Academy — Ancient Olympia — 12/8/68
9th Session International Olympic Academy — Ancient Olympia — 1 — 13/9/69
10th Session International Olympic Academy — Ancient Olympia — 3/8/70
11th Session International Olympic Academy — Ancient Olympia — 19/7/71
12th Session International Olympic Academy — Ancient Olympia — 15/7/72
13th Session International Olympic Academy — Ancient Olympia — 16/7/73
14th Session International Olympic Academy — Ancient Olympia — 22/7/74
15th Session International Olympic Academy — Ancient Olympia — 14/7/75
First Seminar of the CDS of the Council of Europe for television experts — Ancient Olympia
- 22/10/75
16th Session International Olympic Academy — Ancient Olympia — 2/7/76
17th Session International Olympic Academy — Ancient Olympia — 11/7/77
First Special Session for members and staff of National Olympic Committees — Ancient
Olympia - 3/7/78
18th Session International Olympic Academy — Ancient Olympia — 9/7/78
3rd International Session for Educationists — Ancient Olympia — 3/7/79
19th Session International Olympic Academy — Ancient Olympia — 9/7/79
2nd Special Session for members and staff of National Olympic Committees — Ancient
Olympia - 24/7/79
20th Session International Olympic Academy — Ancient Olympia — 18/6/80
4th International Session for Educationists — Ancient Olympia — 4/7/80
Session of the International Sports Writers' Association — Ancient Olympia — 8/10/80
3rd Special Session for members and staff of NOCs — Ancient Olympia — 23/6/81
21st Session International Olympic Academy — Ancient Olympia — 8/7/81
22nd Session International Olympic Academy — Ancient Olympia — 14/7/82
5th International Session for Educationists — Ancient Olympia — 7/7/82
23rd Session International Olympic Academy — Ancient Olympia — 9/7/83
4th Special Session for members and staff of NOCs and International Federations — Ancient
Olympia - 25/6/83
24th Session International Olympic Academy — Ancient Olympia — 7/7/84
6th International Session for Educationists — Ancient Olympia — 27/6/84
25th Session International Olympic Academy — Ancient Olympia — 7/7/85
5th Session for members and staff of NOCs and IFs — Ancient Olympia — 27/6/85
26th Session International Olympic Academy — Ancient Olympia — 6/7/86
7th International Session for Educationists — Ancient Olympia — 30/6/86
International Symposium — Olympic Spirit and Rotary — Ancient Olympia — 27/9/86
Special International Session for Track and Field Coaches — Ancient Olympia —
22/7/86

PROCEEDINGS OF THE
26th SESSION AT
ANCIENT OLYMPIA

The opinions of the lecturers do not necessarily reflect those of the International Olympic Academy.
Authorization is given to reproduce articles published.
We would appreciate it if the source of such articles were mentioned.
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Address
by Professor Nikolaos Nissiotis (GRE)
President of the International Olympic Academy

On behalf of the Board and Trustees (Ephoria), I have the honour and the
pleasure of welcoming you to the premises of the IOA after bidding a welcome to those present the day before yesterday on the hill of the Pnyx in
Athens. The IOA is now opening its doors to receive the participants in the
26th Session in its own establishment, here in Ancient Olympia.
The IOA's premises will become for two weeks the home of a hundred
and fifty people from almost fifty countries. In this way, it fulfils the purpose
of its existence, that is to become a home for everybody from all parts of the
world, for those who are united by their common interest to follow a short but
compact course of study on the principles of Olympism as a philosophy of
life, serving man beyond all kinds of differences or contrasts of a national,
cultural or religious nature.
This spiritual unity based on an ancient and common heritage gives us the
joy of being together at this small opening ceremony of a new Session. It is a
great thing, indeed, to be gathered together in the same place with the same
heart and mind, united by the same noble values which constitute the essence
of human beings in all places and at all times.
There is no greater achievement in this life than this: to be together with
fellow representatives of other nations, cultures, religions and political ideologies, which are perhaps—some of them—in opposition to one another, and
to succeed in creating a family for a certain period of time. The IOA, through
its sessions, and particularly the annual one for young people which has taken
place every year since its foundation in 1961, tries to become a home for all of
those who want to achieve this primary aim of the Olympic Movement by
studying the theoretical background of the Olympic Games and living
together as one inseparable and united family.
This takes on a special significance if and when this pan-human reunification, of which we want to form a microcosm, is happening close to the
sacred Altis and the stadium where the Olympic Games were born to serve
this very purpose. I am sure that we shall all once more be strengthened
and inspired by Olympia in our attempt to become this microcosm of the
reuniting of the whole world.
The special subject of the 26th Session this year, "Olympism and Art", is
one of those subjects belonging to the essence and the centre of the Olympic
idea and spirit and its effects on all realms of cultural life shared in common
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by all peoples on this earth. It is a very difficult topic and we have to struggle
in order to be able to approach it. It is an enormous subject, requiring
specialized knowledge and skill as well as talent in order to penetrate it. I hope
that, with the help of able lecturers from sixteen different countries, whom I
thank wholeheartedly and in advance for their precious contributions, as well
as a few specialized workshop leaders, trying to implement the relationship
between sport and art in the Olympic spirit, we can succeed at least in making
a simple first contact with this enormous subject of our Session, so that we
may be urged to continue our study of it afterwards or to appreciate its great
importance for today's world culture, as we try to find common spiritual
values for the reuniting of the whole world in one family.
It is with and in this spirit that I once more warmly welcome you all to this
opening meeting of the 26th Session, here in the IOA, wishing the participants
especially a happy and fruitful stay, both for themselves and for their studies,
as well as for the whole of the Olympic Movement.
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Address
by Mr. Ioannis Papadogiannakis (GRE)
First Vice-President of the Hellenic Olympic Committee

On behalf of the Hellenic Olympic Committee, I wish to welcome you to
the land where the Olympic idea was born.
This Session coincides with the celebration of the I.O.A.'s 25th anniversary and it would be an omission on my part, on this festive occasion, if I
failed to recall the two founding fathers of the International Olympic Academy, John Ketseas and Carl Diem.
It would also be an omission not to remember the 25,000 or so adepts of
sport who have come to this institution to lecture, to listen, to discuss, to
reflect and to spread the values of Olympism, or all those who have held the
offices of President, Dean and member of the Ephoria, and the small staff of
the I.O.A., those silent heroes, who work so efficiently, with consistency and
dedication.
Finally, please allow me, for I feel it is a must on this day, to refer in
particular to two people who have devoted a large share of their lives to the
development and the consolidation of the Academy.
I refer to the President in office of the Academy, Professor Nikolaos
Nissiotis, the sportsman, the scientist, the teacher, the philosopher, the man.
He is the one who daily embodies the Olympic idea in action, teaching his
students at the University the meaning of "kalos kagathos".
The other is the Dean of the Academy, Dr. Otto Szymiczek, the man who
has been with the I.O.A. since its foundation, walking alongside it for
25 years.
He is the man who has put Olympism into practice and who for more than
30 years, as head coach of the national track and field team, has taught
generations of Greek athletes that what is important in sport is participation
and effort. For him, victory and a good performance are the result of sound
preparation and effort. I was lucky enough to have him as my coach. We, the
athletes of the sixties, owe him a lot, because he was the first to teach us that
sport is a "way of life".
On the occasion of this anniversary, I wish them both health and strength
for the good of the Academy and Olympism.
I am not the person who will assess the I.O.A.'s remarkable work.
Objectively speaking, however, we must say that, over the last twenty-five
years, the Academy has achieved its goals and, through its twenty-five pre45

vious Sessions, has been able not only to participate actively in the spreading
of the Olympic ideas, but above all to teach the role that sport and Olympism
play in the creation of fulfilled men.
Year by year it has become stronger and stronger, for those who attend its
Sessions become the heralds of the Olympic principles and philosophy.
Thus today, after twenty-five years, the I.O.A., through its work, has
become accepted and recognized internationally as the "Supreme Cultural
Centre of Sport".
The 26th Session which begins today represents, in my opinion, a milestone in the history of the I.O.A., not only because the I.O.A. has just
completed a quarter century of creative work, but mainly because we are
going through a period where the principles and values of Olympism are
being seriously tested.
I believe that a new, more difficult period is now beginning for the
Academy, which must become not only a teaching place, but also a decisionmaking centre which can find solutions to the real problems that are threatening the Olympic idea, such as:
— the commercialization of sport;
— the falsification of sports performance by means of anabolic drugs;
— violence in sports venues;
— the use of sport as an instrument of cold war and so many others.
The I. O. A. should therefore become a beacon of hope for our modern
world which is torn by hatred, conflicts and division.
Greece is fully aware of her responsibility as the trustee of the Olympic
idea and, in spite of difficult situations, she will continue her peaceful struggle
on the international level. For this reason, the Hellenic Olympic Committee
and the Greek Government grant the I.O.A. their full support.
Dear friends from abroad, when you go back to your countries, we want
you to convey to your countrymen your experience of this Session.
Please do not forget to tell them that in Greece one can still find the place
where, 2,500 years ago, the institution of the TRUCE was promoted together
with the ideals of peace, friendship, understanding and fraternity among
peoples.
Please become the heralds of those principles, which were and remain the
quintessence of the Olympic idea and Olympism.
I wish you a nice stay and fruitful days of work.
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OLYMPIA OF MYTH AND
HISTORY
By Dr. Kleanthis Paleologos (GRE)
1st Vice-President of the I.O.A.
Honorary Director of the National
Academy of Physical Education
Silver Medal of the Olympic Order

When the first traveller and writer of history, Pausanias, journeyed to Elis
around 170 A.D. he was filled with religious awe upon arriving at the Altis of
Olympia and seeing the wealth of the monuments around him. The incomparable grandeur of the temples, altars, treasuries, buildings, porticoes, hostels, statues of gods, heroes and Olympic victors and the numerous votive
steles and offerings was so overwhelming that he was unable to control his
admiration and
he describes Olympia "as the place of which God takes
special care"1.
Olympia, at the time when it was described by Pausanias, was an incredibly large museum where works of art representing the artistic achievements
and the magnificent evolution of Greek creativity in art were stored.
In the green and peaceful environment of Olympia, in this idyllic valley,
formed by two rivers, wide-mouthed Alpheus, king of the rivers of the
Péloponnèse, and the playful little Kladeos and a hill, the Kronion, a centre of
civilization grew from the beginning of historic times, and it was there that
the most remarkable adventure of the human spirit slowly unfolded through
almost 15 centuries. We can say that Olympia traced, through its rich and
glorious contribution, the course of the Hellenic spirit in the history of Greek
civilization.
Olympia fulfilled its magnificent moral task with the mystic influence of
religion, the cultural and spiritual influence of art and the incomparable
organization of athletic competition, culminating in the Olympic Games.
Thus, the area became the great and almost unique centre of Greek civilization, which means, I think, world civilization.
It is in Olympia, which had become a neutral religious centre, that Hellenism, without being yet aware of its Hellenic character, made the first
attempts towards a universal unity, based on religious, political, cultural and
artistic ideals... Olympia was the most appropriate site fot this aesthetic, but
mainly political experiment. In this idyllic place which has handed down to
us the ancient name for grove (alsos), Altis, one found all the necessary
material for setting up the scene of primitive rural cult: the mountain (the
Kronion), water (the Alpheus and Kladeos), the tree (the grove).
1

(Paus. 10,1).
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From very ancient times, the worship of the Great Mother, Rhea (Earth)
was practised in the area. There was an altar made of ashes and an oracle of
the goddess2. Olympia, as a neutral religious centre, unviolated by military
forces, because of the institution of the truce3 which protected it from the
political strifes of Greek cities, welcomed representatives and visitors from
all corners of Greece. They arrived in Olympia after long and tiring journeys
by land or stormy seas in order to bring their gifts and offer their sacrifice in
holy pilgrimage and take part in the pacific competitions of athletic, equestrian and hippodrome events.
The religious origin of the Games is mentioned by all modern and ancient
writers. The young men of the area, on the day of the festival, stood at a
distance of one stadium from the sacrificial altar, the Gaeos. When the signal
was given, they raced and the first who reached the altar received a burning
torch from the hands of the priest and lit the wood for the sacrifice. He was
named king of vegetation for that year. They say that virgins also raced4 and
the winner was crowned queen for that same year. There followed a "symbolic holy marriage", a ritual for a rich crop. This is the primeval origin of the
Olympic Games.
It should be noted that with the development of religious ceremonies,
with the building of temples and monuments in the area and the improved
organization of the games, the cult of Zeus became predominant, the worship
of Rhea receded and the last remnants of the matriarchal cult disappeared.
Rhea came from the East and the cult in her country of origin was orgiastic
and masochistic in nature. Here in Greece, unrestrained meetings and bloody
contests became the organized competitions of Greek cities in the pure athletic arena. Wild banquets became gifts and offerings to the gods. Honey,
flour and fruit were offered and they are at the origin, we might say, of the
traditional custom of Greek hospitality. The wild olive branch, with which
Olympic victors were crowned, replaced the initial prize with its quantitative
value and became a moral reward, devoid of any material value.
The glorious history of Olympia and the Games was enhanced by numerous myths and legends. The ancients used to put the stamp of divine approval
on important events so that they could be engraved on the conscience of the
people with the respected participation of the gods and the multi-coloured
flowers of the rich imagination of myth-makers. There are many who are
reported as the founders of the Olympic Games and ceremonies. It was here,
they say, that Zeus fought against Cronus, his son-eating father, and won

2
(Paus.
3

1, 5, 5).
884 B.C. must be considered as the historical date when the truce treaty was signed, this
institution of truly divine inspiration according to which hostilities stopped during, and also for
some time before and after, the Olympic Games. The treaty was signed by King Iphitus for Elis,
the legislator Lycurgus for Sparta and ruler Cleosthenes of Pisa. The treaty was engraved on a
bronze disc and is mentioned by Pausanias who saw the disc (E, 20, 1) and Plutarch (Life of
Lycurgus,
1, par. 23).
4
Games called "Heraia" are said to have been held in Olympia every four years. 16 women
took part, one from each Elian city, those who had woven the veil of the goddess Hera. They were
virgins and competed only in racing over a distance covering % of the stadium. These games do
not appear to have been maintained for very long.
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the throne
from him. Here too, Apollo beat Hermes in racing and Ares in
boxing5.
Many are mentioned as the founders of the Olympic Games: the Idaean
Dactyls, the five brothers who raised Jupiter on mount Ida6, Clymenus, son
of Cadmus, after the flood of Deucalion, Aethlius, the first king of Elis, who
gave his name to the competitors "athletes" and the prizes "athla". His son
Endymion held a 7racing contest among his three sons, offering his kingdom as
the winning prize .
The names of Eleius, who gave his name to the area, the demi-god
Heracles who dethroned Augeias, Peisus, grandson of Aeolus, Amythaon,
Pelias, Neleus, Oxylus, son of King Aetolus, Oenomaus, King of Pisa, Pelops
and others are also mentioned.
The descent of the Dorians is associated with Oxylus' myth. It was he who
led this dynamic tribe down to the Spartan plain8. The legend of Pelops is
prevalent because it relates an event of major importance and this is the
reason why it was depicted on the eastern pediment of the colossal temple of
Zeus in the Altis.
Pelops brought with him, from his oriental background, a totemic cult
and tradition. His father, the wealthy King of Phrygia, Tantalus, the friend
and drinking companion of the Olympian gods, slaughtered his son and
served his flesh to the gods. He wished to test their omniscience. The refusal
of the gods to take part in this savage act of cannibalism symbolizes the end of
animal worship and totemism. Pelops, purified and restored to life, comes to
Olympia and his victory against Oenomaus in the legendary chariot race
indicates the moral superiority and influence of free competition; it symbolizes pacific games without bloodshed, athletic contests based on no material
or other interest, bringing no monetary gain or other personal rewards,
nothing but a branch of the olive tree, which in Olympia had come to mean
more than all the gold in the world.
Historical data on the great festival of Olympia first appear at the end of
the 9th century B.C. with King Iphitus who, with the help of the oracle of
Delphi, revived the Games, turning them into a pan-Peloponnesian event.

5
. (Paus. 7, 10).
6

Idaean Dactyls or Curetés. Heracles (not the son of Alcmene), Paeonius, Epimedes, Iasius
and Acesidas.
When Zeus grew up they brought him to Olympia.
7
Endymion. Son of Aethlius, King of Elis. He had three sons: Paeon, Epeius and Aetolus. He
held a contest among them setting his kingdom as the winning prize. They raced, Epeius won the
kingdom and the inhabitants of the area took on the name of Epeians. Paeon settled near the river
Axios and the country was called Paeonia, while Aetolus settled near the Achelous river and the
country
was called Aetolia.
8
Dorians. One of the four tribes of the Greek nation. They came from the north, stopped for
a while in Thessaly and Doris where they united with the Herakleides. Their name is associated
with the event which modified the outer aspect and inner structure of the Péloponnèse, i.e. the
"descent of the Heraclides or Dorians" believed to have taken place round 1104 B.C. They
crossed to the Péloponnèse where they conquered a large portion of the land and finally settled in
the plain of Sparta. The movements of this tribe forced the Achaeans of the Northern Pélopon
nèse to drive the Ionians out of the Athens area and back to the coasts of Asia Minor. The Dorians
had reached Megara but they were driven out by the Athenians (Codrus). All these changes did
not take place, of course, after one battle but through many centuries.
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Later, at the end of the 7th century, the Games became truly pan-Hellenic
when athletes from Megara, Athens, Crotón, etc. began competing in
them.
The Games for many years since their second revival in 776 B.C. included
only one event, the "stadium" sprint race. In 724 B.C. the "diaulus" was
added, covering a distance equal to two stadia, in 720 the "dolichus" over
24 stadia (about 4.5 km); in 708 wrestling and the pentathlon, in 688 boxing;
chariot races began in 680 and in 648 the "pankration", a combination of
wrestling and boxing, was added. The athletes had to come to Olympia one
month before the Games and train under the supervision of the Elian Judges.
As the days of the ceremonies neared, the green valley, the slopes, the forestcovered hill-tops, the naked fields and the plane trees around the Kladeos,
resounded with the noise of the vast crowds who had come from all the
corners of the Greek world, from far-away Pontus to the colonies of Cyrene
and Libya, from the East and Egypt, Italy and Thrace up to the Danube.
The ceremonies and Games lasted for five days. On the first, a sacrifice
was held, a huge hecatomb to Zeus and many sacrifices to the patron gods of
cities. Then followed the registration, the taking of the oath by gymnasts,
judges and athletes, the reading out of events and competing athletes. Events
for boys were held on the second day, men's events, equestrian events and
chariot races were held on the third and fourth day and on the fifth day
thanksgiving sacrifices and the official awarding of prizes took place.
The first to number the Olympiads was the historian Hippias from Elis.
His work was completed by Aristotle. The historical
revival from 776 B.C.
and this is why that Olympiad is known as the first9. Several historians used
the Olympiads to date wars or political events: Timaeus from Sicily, Diodorus from Sicily, Dionysius from Halicarnassus, Thucydides, Pausanias,
Aelian, Dion Chrysostome and others.
Olympia's glory was extraordinary. Large crowds used to come every four
years to worship at the sanctuaries, admire the great works of art, listen to
historians, poets and rhapsodists and watch the statuesque men, well-built
boys and wing-footed horses competing in fascinating contests. The talented
poet Pindar wrote: "The Olympic Games will cover with their glory all the
Greek land, just as the sun covers, during the day, all the stars of heaven."10
For many centuries, Olympia had become a pan-Hellenic centre, the only one
that expressed the public opinion of the Greeks. Artists came to Olympia to
present their works, poets to recite their poems, historians to read their
writings. In Olympia the great Themistocles was acclaimed, Herodotus read a
part of his history, Plato spoke and Demosthenes, Hippias, Prodicus, Anaximenes, Pindar, Simonides, Thucydides, Polus, Gorgias, Anaxagoras, Diogenes the Cynic, Lucian came as spectators. In Olympia, Thaïes of Miletus,
the philosopher, and Chilon of Lacadaemon died at a very old age, the latter
when he embraced his son who had won an Olympic victory in wrestling.
With his celebrated appearance at Olympia as the chief of the theoria (delegation), the great Alcibiades conquered Athens and King Philip of Macedón
was disavowed because he tried to subjugate Greece. Here also the delegation
of Dionysius, the tyrant of Syracuse, was driven out by the crowd when it
9
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(O1. 1,5-7).

became known that he was negotiating with the Persians for the invasion of
Greece.
The spectacle provided by the Games of Olympia was truly grandiose, for
the athletes of that time were indeed insuperable. Hermes and Heracles were
the ideal models of statue-makers and their well-proportioned bodies
inspired the statues of athletes that decorated the Altis. Could all these statues
have been created only by the imagination of artists, without the help of living
models? Pausanias writes about the statue of athlete Polydamas, erected in
the Altis: "He who stands on the pedestral is the work of the great Lysippe;
it is the famous Polydamas the Nicon, most famous among us, the hero
set apart." (VI, 5.1)
And he was not the only one. The names and exploits of many more
athletes like Polydamas are found in history. Orsippus, Iatrocles, Leonidas of
Rhodes, Hermogenes of Xanthus, Polites of Caria, Phanas of Pellene, Chionis of Sparta, Crison of Himera, Milo of Croton, Hipposthenes, Ladas, Titormus, Timasitheus, Amesinas, Keras, Moschus, Diagoras, Lygdamis, Promachus, Cleitomachus, Theogenes of Thasos, each of those names represents a
series of glorious victories, of remarkable feats.
Then, gradually, with the passing of centuries, with the evolution of
societies and a change in the concept of "kalos kagathos", with the progress of
arts and letters and the influence of the belligerent spirit of the Macedonians
and the mysticism of the East, with the conquest of the country by the
Romans and finally with the consolidation of the Christian religion, there
came the decline and fall, leading to the final abolition of the games by a
decree of Theodosius the Great in 394 A.D. The historian Polybius explains
this inevitable course when he writes (Hist. VI, 51,4): "There exists naturally
a stage of growth for each body, state and act, followed by blossoming and
then decline."
Philosophy and rhetoric slowly became the ideal of youth and athleticism
lost ground. This is the accusation voiced against Socrates, that he attracted
the young away from sport, turning them into babblers. In the Taureus
palaestra, he discoursed with Harmides "and all the people who were present
in the palaestra formed a circle around them".
This marked the beginning of the decline of youth's ideal. With the
Romans the Games lost their lofty content and became bloody fights among
slaves, gladiators and wild beasts. They were transferred to the East where
they became spectacles for the masses. Decline turned into debasement. The
barbarian professional athletes sold their muscular strength, the incompetent
rich bought victories which thus lost their prestige as the athletes lost their
dignity. Mud and discredit, contempt and disgust were added to the
decline.
Political reasons and conflicts within the army between pagans and
Christians forced Theodosius, who was an enemy of Hellenism, to issue a
decree abolishing the Olympic Games, for he decided that Olympia was a
centre of pagan rites.
The heart of Greece abruptly stopped beating. Olympia had given three
hundred and twenty hearbeats since the time of Iphitus and the last one died
out in 393 A.D. From 394 A.D. onward the Games of Olympia were no
more.
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And Olympia?
The first ravages were caused by the Goths in 393 and the Christians who
wanted to destroy the idols. A few years earlier, the magnificent chryselephantine statue of Zeus had been transported from the temple of Olympia to
Constantinople, where it was destroyed in the great fire that broke out in the
city in 475. After the Goths, destruction after destruction followed. A large
fire, in 426, destroyed the templs of Zeus and other buildings. Then came the
earthquakes, one in 522, another in 551 and the stronger in 580, destroying
everything that had remained standing. Christians used the marble to build a
church and the Byzantines completed the damage by erecting a wall. Then
followed the great flood of the Kladeos river which covered everything under
five metres of water. On the other side the Alpheus covered the hippodrome
and the stadium. The two rivers closed their arms and enveloped the grandeur of twelve centuries, returning it to the protection of the great Mother
Earth.
Now Olympia is nothing but ruins. However, nothing has been lost of its
divine contribution. Serenity reigns here, absolute, permanent serenity. The
Altis is dead, but the shadows of competitors, beautiful boys, and ephebes,
statuesque men and glorious Olympic victors, linger among its ruins. The
Altis may be dead but Olympia is alive, it was never lost. Its divine idea has
conquered our modern world and those who remain true to ist philosophical
heritage are striving for the realization of its ideals: cooperation, understanding, love and peace. These are the ideals which have elevated it to the
greater spiritual heights and made it the heart of the whole world.
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THE SCULPTURE OF THE TEMPLE
OF ZEUS AT OLYMPIA
by Mr. Nikolaos Yalouris (GRE)
Member of the I.O.A. Ephoria
Honorary Inspector General of Archaeology

Staggering changes appear in Greece at the turn of the 6th century B.C.
and reach their highest expression in the period after the Persian wars, the
richest, most heroic and happiest era of Greek history. This is a landmark for
during this period occur the most profound changes in the life of the Greeks:
in religion, the revision of the old concepts of the gods and the heroes, their
purification and spiritualization; in politics, the establishment of democracy
in Athens; in philosophy, the shift of interest from the outside world, which
had been dominant until then, to the study of man and the fathomless depths
of his soul; in literature, the birth and flowering of tragedy and prose; finally,
in art, it is at this time that the carefree Archaic smile was finally wiped off the
faces of statues, to be replaced by the austere and meditative expression
suggesting the moral virtues and moderation by which this generation, ripening into maturity, would try to live.
All these changes are mirrored in the most eloquent way in the sculptures
of the temple of Zeus at Olympia which represent the most mature and
exciting period of Greek artistic creation.
But there is also another reason to pay particular attention to the sculptures on the temple of Zeus amongst the works of this period. Very few
examples of monumental sculpture survive from the artistic gallery of the
period; these include the Poseidon of Artemisian, the Charioteer of Delphi
and a few other statues. And then, all at once, the multi-figured composition
at Olympia, consisting of forty-two figures on two pediments, twelve metopes
and the lion-head waterspouts, fill the gap with the most eloquent expression
of the severe style, as the art of the first half of the 5th century B. C. is rightly
called, more precisely the period from 480-450 B. C.
The construction of the temple of Zeus began about 470 B. C. and must
have been completed at the latest by 456 B. C. when, according to the surviving inscription, the Lacedemonians erected a golden shield on the gable of
the eastern pediment as a votive offering for their victory against the Argives,
Athenians and Ionians at the battle of Tanagra. For this we have the testimony of Pausanias (5.10.4.).
The eastern pediment of the temple depicted the chariot race of Pelops
and Oenomaos, the western the struggle of the Lapiths and Centaurs. The
gigantic figures of Parian marble filled the huge triangular space of each
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pediment (26.39 m. long and 3.47 m. high). The facades of the pronaos and
opisthodomos were decorated with the twelve labours of Heracles, in six
metopes alternating with triglyphs. After thirty years' study of material in the
Museum storerooms, in the sanctuary and in the basements of the Louvre in
Paris, about three hundred more fragments have been added to the sculptures; so that now, noticeably more complete, they provide a much more
accurate picture of their original stance and position.
This new reconstruction of the pediments and metopes lacks the shining
weapons borne by the heroes and the chariots drawn by a four-horse team
with the accoutrements which completed the compositions and indeed
brought them to life. It is also void of any but the merest traces of the bright
red and blue paint which picked out in particular the eyes and hair of the
figures of this decorative sculpture.
On the eastern pediment Zeus, the guardian of the temple, occupied the
centre of the composition; his original height was 3.15 m., but only 2.91 m.
remain. In his left hand he held a thunderbolt, which has not been preserved,
but the mortice where the thunderbolt was fixed is still in place. On either side
of Zeus stood the two heroes of the myth: on the left, Oenomaos, King of Pisa
(about 2.86 m. high) and on the right, Pelops (height 2.77 m.). The latter,
legitimate son of Tantalus, came from distant Lydia to challenge Oenomaos
for the possession of his daughter, Hippodameia. It was a fight to the death
since Oenomaos, informed by an oracle that he would be killed by his
daughter's husband, would give her in marriage only to the man who, given a
start, succeeded in outriding his own unbeaten horses, the gift of his father
Ares. Thirteen brave youths had already lost their lives before Pelops took up
the challenge with the divine horses offered by his natural father, Poseidon.
Oenomaos was defeated; Pelops married Hippodameia and established the
Pelopid dynasty from which the entire peninsula, until then called Apia (pear
country), took the name Péloponnèse, the isle of Pelops.
The young Hippodameia, full of vigour, stands at Pelop's side, wearing an
austere Doric wedding veil; her left arm, rising to lifth the veil, is the same
gesture of "unveiling" in marriage scenes.
To balance this, Sterope, wife of Oenomaos, stands by his side, the veil
loosely draped about her and hands crossed on her breast, the left perhaps
straying towards her chin, betraying her anxiety. Next to the heroines are the
four-horse chariots of the two rivals with their servants and the soothsayers,
possibly Iamos and Amythaon (some say Klytios), the mythical ancestors of
the families who generation after generation gave two priests to Olympia.
Finally, the semi-recumbent figures in the wings of the pediment are,
according to Pausanias (5. 10. 6. etc.), the two rivers which watered the plain
where the sanctuary stood, the Alpheus and the Kladeos. Following the
practice of the time, they were shown in human form, since man and nature
were still regarded as an integral whole.
The disposition of the figures on the pediment has been the subject of
much long drawn-out discussion amongst many scholars. Here, the conclusions have been determined by the place where each of the large fragments
was found. It is probable that in the earthquake which destroyed the temple in
the 6th century A.D. the massive, heavy figures would have fallen more or
less directly to the ground below their original position on the pediment.
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Furthermore, some of the sculptures whose height, movement and other
traits alone determine their original position in the pediment were indeed
found on the ground beneath the place they stood: Zeus, the river gods and
the four-horse chariots (for certain).
Controversy centres only on the positioning of the heroic couples to the
right and left of Zeus, and on the proper identification of the two women, so
that Hippodameia may correctly take her place by her fiancé and Sterope by
her husband. Doubt was provoked by an obscurity noticed by scholars in the
remarks of Pausanias (5. 10. 6) who says that Oenomaos was "on the right of
Zeus" without indicating whether "right" is in relation to the spectator or to
the god. But Pausanias certainly meant the latter, since he goes on to tell us
that Oenomaos' rival, Pelops, was to the left of Zeus.
Another totally different interpretation of Pausanias' remarks cannot be
upheld, namely that the god's head was inclined to the right, that is to the hero
he favoured, in this case Pelops. This would mean that the loser in the contest,
Oenomaos, could not possibly have occupied a position on the right. But the
tiny part of the god's neck to have survived gives no certain indication as to
how he held his head.
As this reconstruction places them, the spears of the two heroes (on either
side of the god) accentuate Zeus' dominant position in the composition and
stress his unseen presence. If, on the other hand, their positions were to be
reversed, not only would the spears extend beyond the border of the pediment, but they would also isolate the heroes from the figures with which they
were associated.
The placing of the couple Pelops and Hippodameia to the left of Zeus also
justifies the presence of the female attendant below the chariot near Hippodameia. According to the conditions of the chariot race, Pelops was to have
no charioteer other than Hippodameia, whose beauty was to distract him at
the vital moment. Oenomaos, on the other hand, retained the accustomed
services of Myrtilus who may perhaps be the kneeling figure beside the lefthand chariot, while the other man behind the horses may have been one of
Oenomaos' servants.
One further difference of opinion concerns the naming of the two rivers in
the corners of the pediment. In his description, Pausanias named Kladeos as
the occupant of the corner to the right of Zeus while Alpheus was to the left.
The latter figure, more robust and youthful, resembles the tireless river lover
who, as myth recounts, chased the nymph Arethusa to lie finally with her in
the spring which bears her name at Syracuse.
Lastly, the youth to the right, seated between the soothsayer and the river
god, brings to mind the hero Areas as he is represented on Arcadian coins. If
this is really the case, then the young man's position next to Alpheus is
justified, since the river's source lies in Arcadia, his homeland.
The western pediment shows the drunken Centaurs during the wedding of
Peirithous, King of the Lapiths, violating the sacred law of hospitality by
attempting to abduct the beautiful Lapith women. In the ensuing clash the
contestants are shown in groups of twos and threes. In the centre of the
composition, Apollo (3.09 m. high), god of reason and order in the world,
intervenes to punish the offenders, his bow in his left hand (only the sockets
which held it survive). To the right of the god, Peirithous falls on Eurytion,
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King of the Centaurs, who has grabbed the young nymph Deidameia by her
hands and feet; to the left Theseus (2.51 m. high), a friend of Peirithous, is
about to inflict a mortal wound on another Centaur to free a Lapith woman
from his violent embrace.
Similarly dramatic clashes occupy the whole pediment; two Lapith
women in each corner, reclining on the ground, follow the struggle anxiously.
Of these four figures, only the first from the right is contemporary with the
other sculptures of the pediment, though her right arm, originally of Parian
marble, has been replaced in Pentelic, possibly after earthquake damage. The
three other figures are also in Pentelic marble; the first on the left must have
been sculpted in the 4th century B.C. while the other two show stylistic traits
of the 1st century B.C. They replaced the originals obviously damaged by one
of the earthquakes confirmed in documentary sources and in the evidence of
excavations.
The outcome of the battle between Lapiths and Centaurs has been settled
since Apollo's hand rests protectively on Peirithous' shoulder. This is "protective Apollo"—the god who puts out his protective right hand as the
ancients dubbed him, seeing him as a benevolent deity who intervened on the
side of the innocent.
The difference in the concept underlying the two pediments is worth
comment. On the eastern side the figures, whether standing, kneeling or
recumbent, are not connected with each other; motionless, each is shut
within himself, autonomous. Their contours are dominated by the straight
line; the vertical for the figures in the centre, the horizontal for those at the
sides. In their tragic immobility and isolation, the figures all seem to anticipate the dramatic end, like the charged silence before a storm breaks.
This expression of the tragic which we meet here in monumental sculpture for the first time and which lurks behind the ill-omened immobility of
the heroic figures reaches its peak in the seated figure of the aged soothsayer
behind the chariot on the right. In his face, where years of experience have left
their wrinkles and especially in his eyes sunk deep in thought, one reads right
to its tragic close the drama which rent the house of Oenomaos.
By contrast, in the west pediment, the battle is raging, indeed it is close to
its climax. The shapes of the rivals locked in turbulent struggle cross and
re-cross in an unending pattern of oblique and wavy lines which start from
one corner of the pediment, reach a peak in the centre and fade out in the
opposite corner, from which they sweep back in a ceaseless tide. The huge
powerful contenders echo the epic struggle of man, represented by the
Lapiths, against the unreasoning, chaotic and untameable forces of nature,
represented in the ancient myth by the Centaurs.
This titanic vision of the separate worlds of Man and the Centaurs
accuires a new dimension. The idealistic faces of the Lapiths, both men and
women, expressing spiritual beauty, contrast strongly with the repulsive
misshapen faces of the Centaurs with their bestial expression, lascivious eyes,
narrow forehead and thick sensual lips, all conveying unbridled lust. This is
one further depiction of the deep changes occurring at this time in the life of
the Greeks; a myth, from being a simple narrative, has been elevated into a
symbol of the new Greek ideal of morals, virtue and moderation. This ideal,
systematically nurtured by the Games sponsored by the sanctuaries, and
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especially at Olympia, was not limited to the training of the body, but was
diffused through all human effort, intellectual and artistic.
Here, Zeus and Apollo, as the principal adjudicators of the Games and
first hellanodikai, watch over the Games, which do not aim simply to award
prizes to the winners but also at the cultivation of a competitive spirit in every
sphere of higher ambition and creativity. No more fitting nor more remarkable setting than the majestic temple of Zeus could have been chosen by the
priests of Olympia from which to proclaim the deeper meaning of the Games
which for generations moved the people of the ancient world.
The metopes

Heracles is of as much importance at Olympia as Pelops. While the latter
is shown as the founder of the Pelopid dynasty and represents the Mycenaen
phase of the history of the sanctuary, Heracles is the mythical founder of the
athletic contests in the Altis and is associated with other cults which represent
its Doric phase. It was therefore natural that the Labours of Heracles, which
stirred every Greek, should form one of the temple's decorative themes.
They, together with the chariot race of Pelops and Oenomaos and the battle
against the Centaures, made up an expressive trilogy, an inspiration to those
training at the sacred site of Olympia.
The display of the metopes on the narrow walls of the Hall of the Pediments in the Museum corresponds to the order described by Pausanias. On
the eastern side is the Nemean Lion, the Lernaean Hydra, the Stymphalian
Birds, the Cretan Bull, the Ceryneian Hind and the Girdle of the Amazons ; on
the western the Erymanthian Boar, the Mares of Diomedes, the Cattle of
Geryon Atlas, Cerberus and the Cleansing of the Augeian Stables. Some of the
scenes follow the ancient iconographie tradition, whereas most of the others,
bursting with a freshly-found strength, blaze new trails bearing the new
messages of the generation born after the Persian wars.
In the first scene Heracles, as a young man, is not shown struggling with
the lion in the older tradition, but with the beast already dead. Exhausted, the
first wrinkle creasing his brow, his head rests thoughtfully on his crooked
right arm. Next to him, soft-eyed Athena and behind him Hermes (who is
badly preserved) keep him company in the long and difficult task he has yet to
accomplish.
Such a depiction of the tired hero is unexpected, especially in this period
overflowing with energy and with an unquenchable thirst for action. Its
creator was far ahead of his time, for the underlying concept, full of tragic
pathos, was a precursor of much that was to come; the theme of the tired hero
is not found again for a hundred years, in the early Hellenistic period when the
Greek world was indeed exhausted by the tribulations which beset it.
Whereas the composition of the next metope, the slaying of the Lernaean
Hydra, does not depart from the older models, a new spirit permeates the
depiction of the Stymphalian Birds. Here, Athena, barefoot and without her
weapons, is seated with youthful grace on a rock, as though expecting flowers
from her lover and not the dead birds. This idyllic presentation supplants the
older heroic content of the myth; a lyric quality has replaced the epic. Here,
and in the metope depicting the slaying of the Nemean Lion, the dominance
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of the vertical and horizontal lines and the total absence of motion recalls the
composition of the eastern pediment.
The same refreshing strength triumphs in the next of the Labours, the
struggle of Heracles with the Cretan Bull. But the oblique counter-balance of
the powerful beast with the hero recalls the strongly dramatic figures locked in
combat on the western pediment. In contrast the Ceryneian Hind and the
Amazons, the two last metopes on the eastern side, remain faithful to the
older iconographical models.
The same general characteristics can be seen in the metopes on the western side. Some are faithful copies of older models (the Erymanthian Boar,
Geryon). Others are tinged with the awakening of the spirit of things yet to
come, some akin to the characteristics of the eastern pediment, others with
affinity to the western. Although very fragmentary, the harmony and balance
between vertical and horizontal lines of horse and hero are clear in the metope
depicting Heracles and the Mares of Diomedes, just as it is in the figures of the
eastern pediment. The same is true of the willowy figures in the metope of
Atlas. Here Heracles, even though he is the greatest of the heroes, is only just
able to support the weight of the sky, while the goddess has only to raise her
left hand to relieve his burden. The difference between divinity and mortal is
expressed simply, without rhetorical flourishes.
But another aspect of the presentation of the myth is worth observing.
While in older versions Atlas cast about for some ruse to leave Heracles
supporting the weight of the sky forever, here he willingly offers him the
apples. The attempt to rid the tale of any trace of trickery is obvious, a pure
characteristic of the age.
Finally, in the two metopes depicting the bringing of Cerberus from the
underworld and the cleansing of the Augeian Stables, Heracles springs boldly
to the left in strong contrast to the immobility and upright stance of Hermes
in the first metope (though only the merest trace of his figure survives) and of
Athena in the second. The spirit of the composition of the western pediment
is all-pervasive.
The lion-head waterspouts

The sculptured decoration of the temple was completed by the lion-head
waterspouts carved in Parian marble. In their monumental character, quality
of workmanship and expressive strength they equal the other temple sculptures. Since they were positioned at the ends of the long sides, they bore the
brunt of the earthquake shocks the temple sustained throughout antiquity.
Each time one fell, it was replaced in Pentelic and not Parian marble, and on
every occasion in the prevailing style of the period, just as happened with the
corner figures of the western pediment.
Stylistic groupings suggest that the waterspouts were replaced on nine
separate occasions, over the long span of years from the erection of the temple
in 456 B.C. until the cessation of the Games in 393 A.D. and later, until the
6th century A.D. when the temple was destroyed by an earthquake which
affected the whole of the north-west Péloponnèse. Many of the large number
of waterspouts survive almost intact, but only four are on display, one on
either end of the pediments. Amongst the other artistic treasures of the
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Museum, the lion-head spouts themselves offer a full and vivid picture of the
development of Greek sculpture from the period of the austere style, to which
the first belong, to the late Roman period.
The artist

Pausanias' statement (5.10.8 ff) that Paeonius of Mende in Chalkidike
created the eastern pediment and Alcamenes of Athens the western has
always seemed doubtful. Today, scholars are unanimous in agreeing that the
information given to travellers by the guides at Olympia was erroneous. The
style of Paeonius (known from the marble Nike in the Museum) and of
Alcamenes, pupil of Phidias, who employed fluid lines and softly yielding
masses, is a totally different mode of artistic expression from the severe,
stalwart, almost square figures of the pediments.
At this point, however, the unanimity of scholars ceases. Simply because
these works bear all the characteristics of the great artistic schools of the age,
they are attributed in turn to one and then to another craftsman, and the
dissension continues. The debate is likely to remain unresolved, since these
sculptures, though bearing the stamp of the shattering changes which swept
this generation after the Persian wars, do not allow us to trace either the
forerunners or the successors in any school, and remain isolated amongst the
artistic currents of the 5th century B.C.
The artist who designed and partly sculpted the figures, and there is no
doubt that only one person is involved, was quite obviously influenced by the
spirit of Attic tragedy and of large-scale painting which flowered in his time.
In the most eloquent fashion he knew how to convey not just dramatic
isolation and the tension in immobility before a struggle (eastern pediment),
but also the uproar as war breaks out and rages amongst the rivals of longgone centuries, of reason and untamed nature (western pediment).
Having assimilated the artistic trends of his time, the artist proceeded one
stage further, opening up avenues which later generations would explore. The
massive, sturdily built figures no longer stood head on and parallel to the
depth of the pediment, but sideways to it achieving three-dimensional space
for the first time in large sculpture : e.g. on the western pediment Deidameia
makes a spiral-like turn on her axis which is an unprecedented movement in
counterpoise and Theseus in presented at an angle to the depth of the pediment. On the eastern pediment the hindquarters of the horses of the two
chariots spread sideways like a fan between the static figures of the rest of the
composition which, in this position, also avoid an austere frontangle. Sculptor and painter in one, the creator did not hesitate to make use of means that
are directly derived from painting wherever he needed them, in order to fit
the mythical events into the limited space of the triangular pediment and at
the same time relieve the weight of the gigantic figures on the base of the
pediment. He lightened the parts of the figures which were against the tympanum and which were thus unseen and even, wherever he could, hollowed
out the rear of the heaviest statues removing the backs of the Centaurs when
these were screened by other figures. He worked on his creations, correcting
and altering right up to the last possible moment before they were hoisted into
place.
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Of course he will have needed assistants to help the execution of such
immense and multi-figured compositions. Indeed, the hands of other craftsmen are obvious in the figures of the western pediment. Amongst the clearly
austere style figures are some which show the characteristics of an older style :
the conventional archaic expression of a Lapith, the stylized faces of the
Centaurs who resemble stereotyped masks, the arbitrary elongation of limbs
of the body, etc. By contrast, the soothsayer on the eastern pediment is a very
daring work and the most representative of the new avenues which the
sculptor of the temple opened up. The clouded eyes of the seer, his wrinkled
face, his body flabby with age and his shrivelled chest are elements seen for
the first time in the sculpture of the age.
Similar differences between the metopes of the temple are also to be
noted, stamped nevertheless by the same talent and multiform character of
the artist who created the pediments.
In the overall design of the sculptured decoration of the temple, the
master craftsmen's assistants contributed each according to his ability; but,
even taking into account the differences in execution, a unity of design is
clear, just as it is obvious that one brain directed the work.
Who this brain was is still unknown. He is, however, the most genuine and
the most brilliant representative of this staggering period of Greek art.
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The Dean of the I.O.A., Mr. Otto Szymiczek (GRE), during his speech. (VP)

At the foot of the Acropolis, from left to right: M. Nikos Filaretos, H. E. Mr. Juan Antonio
Samaranch, Messrs. Lambis Nicolaou and Nikolaos Nissiotis. (VP)
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H. E. Mr. Juan Antonio Samaranch, President of the I. O. C., with the recipients of the
Olympic order in silver, from left to right, Messrs. Otto Szymiczek, Dean of the I.O.A., Kleanthis
Paleologos, honorary vice-president of the I. O.A., and George Vichos, Secretary General of the
COH. (VP)

Reception at the Glyfada Golf Club, after the opening ceremony. (VP)
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The COH issued a medal to commemorate the 25th anniversary of the I. O. A. ; 100 medals
were struck in silver and 660 in bronze. The obverse side bears the profile of Zeus, his head crowned
with wild olive. The reverse side bears the I.O.A. emblem, the Olympic torch with the following
inscription, INTERNATIONAL OLYMPIC ACADEMY 1961-1985.
The medals, engraved by CH. N. Gyras S.A., were offered to various personalities who have
contributed to the work of the I. O. A. At this formal ceremony the President of the I. O. C., H. E.
Mr. Juan Antonio Samaranch, said:
"Allow me to see in this happy day which marks in a most brilliant way the 25th anniversary of
the founding of the I.O.A., a symbol of unity and friendship between continents and men, created
by the founders of the International Olympic Academy, and which we still endeavour to strengthen
and broaden. "
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Commemorative medal issued by the Greek Olympic Committee on the occasion of the 90th
anniversary of the Olympic Games.
To commemorate the 90th anniversary of the 1st Olympic Games held in Athens in 1896 the
Greek Olympic Committee issued a medal, 300 were struck in silver and 1000 in bronze. The
victory of Nicephore Lytias is shown on the obverse side; this was copied from the special medal
issued on the occasion of the 1st Olympic Games. The Panathenian Stadium, the new Olympic
Stadium in Athens is represented on the reverse side, together with the following inscription:
GREEK OLYMPIC COMMITTEE, 90 YEARS SINCE THE RENOVATION OF THE OLYMPICGAMES. On 15th April 1986, during a formal ceremony organized in the hall of the Ancient
Parliament, these medals, which were cut by CH. N. Gyras S.A., were presented to the personalities
and artisans responsible for the promotion of the Olympic idea and of sport.
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SPORTS POETRY IN ANTIQUITY
PINDAR'S FIRST OLYMPIAN ODE
by Professor Bernard Jeu (FRA)
University of Lille

Let us imagine, in context, in the first quarter of the 5th century, the victor
of a horse or chariot race, races which had become star events. The victor is
often a tyrant from Sicily or Southern Italy. What is more, it is his jockey or
driver who has won. Such a victory is a sign of wealth and brings prestige. A
stable of race-horses, adequate personnel, flat-bottomed boats to transport
the horses and chariot to Greece are required. But the poet who writes the
triumphal ode which consacrâtes the victory and the sculptor who sculpts the
statue of the victor must also be paid. And there is more. Technology provides the means for escalation. This is the period of the Eginete bronzes. Gelo
had himself represented with his chariot by Glaukias, life size.
What I merely wish to underline is that art cannot be separated from the
context of its time, its economy, technology and politics.
But the subject of the relationships between art and sport is inexhaustible.
It must be restricted. I wish to restrict it to lyricism, to that triumphal ode to
the victors. In the year 500, Simonides was 42 years old and Pindar twentyone. Greek lyricism was at its height. Lyric poetry is a total art. It has words,
song, music, choirs. It is a structured art. One of Pindar's odes usually
includes an address to the victor, a mythological story and moral advice. Here
again, all this represents too vast a subject. I would like to restrict it further
and speak of Pindar's First Olympian Ode.
I am tempted, initially, to relate the First Olympian Ode in the form of a
story or even a riddle. My first is a young girl of marriageable age. Her name is
Hippodameia. My second is a harsh father. His name is Oenomaos. My third
is a suitor who has had an unhappy adolescence. His name is Pelops. His
name has passed into geography. Here we are in the Péloponnèse, the Island
of Pelops! My fourth is a god of the sea and of horses. His name is Poseidon.
There is even a fifth character, Myrtilus, Oenomaos' driver. My whole is a
chariot race where the suitor must beat his father-in-law. The morality of this
affair, as we understand it today, is rather dubious. Nonetheless, it is linked to
the fundamental legends of Olympism.
If you were to look now at Pindar's text, you might find it frustrating.
Many others before you have found it so. Boileau saw in it a beautiful disorder
which is sometimes, he says, an artistic effect. Voltaire, who is more severe,
calls Pindar the unintelligible and turgid Theban.
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But there exists a reading code. Pindar must be read with the grid of
anthropology. His poetry relies on mythical thought for its material. This
mythical thought has its laws. I will try to demonstrate this. But I must add
straightaway that the political context is also important. We can see, through
the story of Pindar's First Olympian Ode, the subtle recuperation of an old
tribal myth for the benefit of the political prestige of the tyrants of Greater
Greece.
The first dimension of mythical thought is the participation of the archetypal hero in the exploits of the primitive hero. The First Olympian Ode
celebrates the victory of Hieron, tyrant of Syracuse. The central myth of the
poem refers to Pelops' victorious race. This is not a simple literary parallel,
nor clever flattery. What is being stressed is the sacred nature of a type of
behaviour. We are plunged in a vision of the world where time is perceived to
be cyclical, an eternal recurrence of things and events. The event and the
exploit do not really have an original and personal significance. On the
contrary, it is the archetypal gesture, the primordial ritual model which
confers a consecratory nature, through participation in a rite, to he who
imitates, reproducing the actions of the primitive hero. An initial tragic
situation is evoked, or invoked. We relive it. This race by Pelops is not an
ordinary race. As victor, he marries Hippodameia. It is a sacred marriage: he
marries land, power. Time must also submit to him: he will have his own line,
children. But beaten, he will be put to death, a sacrificial victim. Thirteen
suitors have already died. Oenomaos desired a temple with the skulls of the
sacrificed suitors.
But the call of the myth operates a subtle slide towards an apology for the
aristocracy. Hieron of Syracuse is playing a dangerous game, the game of
politics. Linked to Pelops, he finds himself, thanks to the rite of the sporting
victory, and thanks also to the creative genius of the poet, justified in his
political power and in his wealth.
A second dimension of the mythical thought also exists: belief in action
through sympathetic magic. It is assumed that all aspects of reality, all objects
and their symbols are drawn together and respond to each other. By virtue of
sympathetic magic, the great power of ideas is supposed to exercise itself
within the framework of a universal interaction of things.
The first word of the text, and the best, gives us straightaway the tonality
of the development. Sports competition demands the emergence of the best.
It is Hieron who has won. And to win signifies that one is the holder of a
virtue, power, that one possesses almost cosmic strength.
Now, in the cosmic order, it is water which represents the primordial
element, the power of origins and the origin of power. The first verse, then,
will set itself up logically as a sort of cosmological premise upon which the
whole of the poem will depend: that which is best, that is water.
From then on everything becomes clear and is held within the economy of
the poem. The image of water announces the intervention of Poseidon as well
as the chariot race. It is to Poseidon, god of horses, that Pelops will address
himself to obtain the divine horses equal to those of Oenomaos. Here it is
useful to recall that it was towards the beginning of the 2nd millennium that
the Indo-Europeans brought with them to Greece the horse to which they
attributed a triple power over springs, subterranean forces and fecundity.
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We see that the initial reference to water, far from being a literary departure or poetic digression, is required by the need for the play of images.
The entire system of analogies now unfolds in a perfectly coherent manner. The best, the elite, is represented by water, which is power. Here now
comes the richness. Gold which shines like fire is, in the field of human
conventions, that which is best. Closer and closer, from assimilation to
assimilation, there is nonetheless something which has no need to be said in
Greek, because it is implicit within the words. Since the best is expressed in
Greek as aristón, this may, this must be understood again as a tacit approbation of a political power to those whom heaven itself designates as being the
best, the aristocracy.
Once again, we glide surreptitiously from a logic of images, issued from
traditional mythological thought, towards an indirect apology for tyranny.
The third dimension of mythical thought is totemism. Here-everything
happens under the sign of the horse. Hippodameia, the stakes for the race, is,
if one breaks down her name, either the tamer of horses, or, in the inverse
order of words, she who is submitted to the horse. The Greek verb has two
meanings: to marry, to tame. Now Hippodameia is under submission to her
father whose winged horses are an obstacle to her marriage. She will marry
Pelops who himself also possesses magic horses. In the background, Poseidon, the totem god, is clearly outlined.
There is also an allusion in the poem to a totemic festival. Pelops the
adolescent was served as food for the gods by his father Tantalus. Obviously,
the legend bears an ancient initiation rite. Even more obviously, Pindar does
not seize further on these first significances of the myth. Far from suspecting
the presence of a rite, he becomes indignant about what one may call the
cannibalistic gods.
What conclusions may we draw?
The first is that the poetry of Pindar is backed up by mythological
material which has its own coherence, but which also has a significance which
goes back beyond Pindar's time. The second is that Pindar conceived his task
as very close to that of the original poets. The poet is an inspired bard, able to
speak great truths—of the world, the genealogy of the gods, the tribal myths—
and of man—his courage and his weaknesses. Thence we see that the poet is
necessary to the champion. It is he who proclaims the exploit, who gives it a
religious and cosmic dimension by inserting it in the network of mythological
meanings.
Clearly this confers rights and duties on the poet. His words are the
depositories of a certain wisdom. He may also, must also, give advice. Pindar
makes no bones about it. He reminds the powerful Hieron that fortune is
changeable, and that he must learn to preserve modesty.
THE OLYMPIAN ODES
I. For Hieron of Syracuse
Winner in the horse race, 476 B.C.
Even as water is most excellent, while gold, like fire flaming at night,
gleameth more brightly than all other lordly wealth; even so, fond heart, if
thou art fain to tell of prizes won in the games, look not by day for any star in
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the lonely sky, that shineth with warmth more genial than the sun, nor let us
think to praise a place of festival more glorious than Olympia.
Thence cometh the famous song of praise that enfoldeth the thoughts of
poets wise, so that they loudly sing the son of Cronus, when they arrive at the
rich and happy hearth of Hieron; Hieron, who wieldeth the sceptre of law in
fruitful Sicily, culling the prime of all virtues, while he rejoiceth in the full
bloom of song, even in such merry strains as we men full often raise around
the friendly board.
Now, take the Dorian lyre down from its resting-place, if in sooth the
grateful thought of Pisa and of Pherenicus laid upon thy heart the spell of
sweetest musings, what time, beside the Alpheus, that steed rushed by, lending those limbs that in the race needed not the lash, and thus brought power
unto his master, the lord of Syracuse, that warlike horseman for whom glory
shineth in the new home of heroes erst founded by the Lydian Pelops ; Pelops,
of whom Poseidon, the mighty shaker of the earth, was once enamoured,
when Clotho lifted him out of the purifying waters of the caldron with his
shoulder gleaming with ivory. Wonders are rife indeed; and, as for the tale
that is told among mortals, transgressing the language of truth, it may haply
be that stories deftly decked with glittering lies lead them astray. But the
Grace of song, that maketh for man all things that soothe him, by adding her
spell, full often causeth even what is past belief to be indeed believed; but the
days that are still to come are the wisest witnesses.
In truth it is seemly for man to say of the gods nothing ignoble; for so he
giveth less cause for blame. Son of Tantalus! I will tell of thee a tale far other
than that of earlier bards:—what time thy father, in return for the banquets he
had enjoyed, bade the gods come to his own dear Sipylus, and share his
duly-ordered festal board, then it was that the god of the gleaming trident,
with his heart enthralled with love, seized thee and carried thee away on his
golden chariot to the highest home of Zeus, who is honoured far and wide, —
that home to which, in after-time, Ganymede was also brought for the selfsame service ; and when thou wast seen no more, and, in spite of many a quest,
men brought thee not to thy mother, anon some envious neighbours secretly
devised the story that with a knife they clave thy limbs asunder, and plunged
them into water which fire had caused to boil, and at the tables, during the
latest course, divided the morsels of thy flesh and feasted.
Far be it from me to call any one of the blessed gods a cannibal! I stand
aloof. Full oft hath little gain fallen to the lot of evil-speakers. But, if indeed
there was any mortal man who was honoured by the guardian-gods of Olympus, that man was Tantalus ; but, alas ! he could not brook his great prosperity,
and, owing to his surfeit of good things, he gat himself an overpowering curse,
which the Father hung over him in the semblance of a monstrous stone,
which he is ever eager to thrust away from his head, thus wandering from the
ways of joy. And thereby hath he a helpless life of never-ending labour, with
three besides and his own toil the fourth, because he stole from the gods the
nectar and ambrosia, with which they had made him immortal, and gave
them to the partners of his feast. But, if any man hopeth, in aught he doeth, to
escape the eye of God, he is grievously wrong. Therefore it was that the
immortals once more thrust forth the son of Tantalus amid the short-lived
race of men. But when, about the time of youthful bloom, the down began to
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mantle his cheek with dusky hue, he turned his thoughts to a marriage that
was a prize open to all, even to the winning of the glorious Hippodameia from
the hand of her father, the lord of Pisa.
He drew near unto the foaming sea, and, alone in the darkness, called
aloud on the loudly roaring god of the fair trident ; who appeared to him, even
close beside him, at his very feet; and to the god he said:—
"If the kindly gifts of Cypris count in any wise in one's favour, then stay
thou, Poseidon, the brazen spear of Oenomaos, and speed me in the swiftest
of all chariots to Elis, and cause me to draw nigh unto power. Thirteen suitors
hath he slain, thus deferring his daughter's marriage. But high emprise brooketh no coward wight. Yet, as all men must needs die, why should one, sitting
idly in the darkness, nurse without aim an inglorious eld, reft of all share of
blessings? As for me, on this contest shall I take my stand; and do thou grant a
welcome consummation."
Even thus he spake, nor did he light upon language that came to naught.
The god honoured him with the gift of a golden chariot and of steeds
unwearied of wing; and he overcame the might of Oenomaos, and won the
maiden as his bride, and she bare him six sons, who were eager in deeds of
valour. And now hath he a share in the splendid funeral-sacrifices, while he
resteth beside the ford of the Alpheus, having his oft-frequented tomb hard by
the altar that is thronged by many a visitant; and the fame of the Olympic
festivals shineth from afar amid the race-courses of Pelops, where strife is
waged in swiftness of foot and in doughty deeds of strength; but he that
overcometh hath, on either hand, for the rest of his life, the sweetest calm, so
far as crowns in the games can give it. Yet for every one of all mortal men the
brightest boon is the blessing that ever cometh day by day.
I must crown the victor with the horseman's song, even with the Aeolian
strains, and I am persuaded that there is no host of the present time, whom I
shall glorify with sounding bouts of song, as one who is at once more familiar
with things noble, or is more sovereign in power. A god who hath this care,
Hieron, watcheth and broodeth over thy desires; but, if he doth not desert
thee too soon, I trust I shall celebrate a still sweeter victory, even with the
swift chariot, having found a path that prompteth praises, when I have
reached the sunny hill of Cronus.
Howsoever, for myself, the Muse is keeping a shaft most mighty in
strength. Some men are great in one thing; others in another: but the crowning summit is for kings. Refrain from peering too far! Heaven grant that thou
mayest plant thy feet on high, so long as thou livest, and that I may consort
with victors for all my days, and be foremost in the lore of song among
Hellenes in every land.
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THE ESTHETIC DIMENSION
OF OLYMPISM
by H. E. Mr. Mohamed Mzali (TUN)
Prime Minister of Tunisia
Member of the I.O.C.
President of the I.O.C. Commission for the
I.O.A.

Some will find it strange that the International Olympic Academy has
chosen as its theme for this Session the relationships between Olympism and
art. Indeed, we may ask ourselves if this theme does not in fact represent two
radically distinct preoccupations, two domains foreign to each other. However, if the field of Olympism encompasses the various forms of physical
activity where bodily strength plays the most important role, the field of art
limits itself to the domain of intellectual creation where sensitivity and taste
play a decisive role. In the first case, it is a matter of competition and victories
won at the price of repetitive, intensive and sustained effort; in the other case,
it is a matter of sensitivity and delicate emotion, unique to its kind. On one
side, the public is as wide as possible: the masses, the noisy crowd of supporters of the athlete or player. On the other side, the public is a chosen one,
limited in number: an elite, a small group of admirers, a few people who grasp
in silence, deep within themselves, the sense and impact of a work. This work
is itself created in the silence of a workshop. It bursts forth in the intimacy of a
being who expresses himself for his own sake first and through a symbolic
system which is not always within the grasp of the common man.
One may multiply at will the examples in order to develop the antithetical
natures of Olympism and art. However, in this field, it is worthwhile not to
limit oneself to appearances but to get to the bottom of things. One very
quickly detects not only the zones of interference, but in reality, a profound
unity between these two universes.
Certainly sport, with its diverse variants, has always constituted a source
of inspiration for the artist. Sculpture, painting and music (not forgetting lyric
poetry) have, from time immemorial, taken some kind of sporting activity as
their theme. There is hardly a museum in the world where sport is not present
through the medium of works of art which, through different forms of
expression, have celebrated, magnified and "fixed" for eternity this or that
athlete, victory or performance. As we are at Olympia, let us recall that the
Greek Games incorporated the fine arts at various stages of the competitions.
For the rest, I have, for my own part, often stressed — even here — the total
character of the Hellenic Olympiads. The universal glory attached to the
Olympic Games attracted all those who dreamed of fame and renown:
sculptors, painters, bards and musicians. It is natural, therefore, that the
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theme of their creations should have been largely inspired by the Games. By
their very nature and unfolding, the Games constituted so many situations
where artistic creation could find a powerful impetus.
The glory of the victors at the Games was so great that statues were raised
to them, and victory songs sung in their honour. Hence the mass of "commissions" for artists from all parts of the Greek world. Thus Simonides and
Pindar won fame for themselves by making the victors famous. This climate
was propitious for literature in general ; it was thus that the works unrelated to
the Games, properly speaking, found an occasion for presentation and wide
distribution, on the fringe of these grandiose events. Hippias and Gorgias
gave lectures with great success, Lysias and Isocrates made moving speeches
on all sorts of subjects. Herodotus himself swayed the crowds with enthusiasm by reciting chosen morsels from his "History".
Permit me, at this point, to admit the admiration which I feel personally
for that sculptor of genius, Polyclitus, with whom the model athlete and the
"proportions" of the Dorian school achieved perfection. The statues of
Diadumenos and Doryphoros (which may be admired in the National
Museum in Athens) are beautifully proportioned bodies; their finely
rhythmed movement confers on them a serene, pacifying and almost bodiless
beauty. While considerably different, the technique used in the statues of
Pythagoras, and especially Myron, demonstrates even further the links
between Olympism and art. For they brought their works to life. They
brought forth movement from the marble and the statues become with them
a form of action; one might even say that a tremor of violence runs through
them. The physical vigour ceases then to be, as in the athletes of Polyclitus,
secret or merely suggested. On the contrary, it unfurls in an intense and
dramatic effort which stretches and swells the muscles, and even seems to
raise the body with majesty and determination (as is the case for the magnificent Discobolus of Myron). One cannot help but be reminded of Praxiteles' sublime, Olympian Hermes.
To confine ourselves to Greek statuary alone, it seems clear that Olympism has constituted an inexhaustible source of themes for art. But there are
many illustrations of this link to be found in other epochs and in various
disciplines. The examples are so numerous I shall only recall the scenes of
bullfighting in the murals of the Palace of Knossos in Crete; the beach sports
and the various competitions reproduced on the extraordinary mosaic in the
Roman Villa del Cásale, in Sicily; the horse-races, polo games and shooting
competitions which proliferated in Persian miniatures. Closer in time, many
masterpieces of modern and contemporary painting come into this field:
Gericault, Ulrich, Picasso and so on... The list of works of art where sport was
the material for creative genius is in fact very long.
Under these conditions, one might say that the choice of theme for our
current Session has turned out to be a pertinent one. However, it would be
wrong to limit oneself to an external approach, for it seems to me that the
sports act is not, in its very essence, different from the artistic act, either at the
level of the creation of the work and its capture by the spectator or for the
multiple meanings which clothe an Olympic or sports event.
Without doubt, the words "production" and "setting in motion" have
never been heavier in significance than in the unfolding of a sporting act.
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My intention is to try to show that the significance of the sporting act and
that of the esthetic act overlap widely. If it is true, in fact, that the esthetic
determines itself according to the idea of beauty, then it must be recognized
that beauty may appear in nature as well as resulting from man's activity. A
human act is beautiful or ugly, according to its significance and the manner in
which it is appreciated. The two components of the esthetic are situated,
consequently, at the level of the creative act and its admiration. And it is
precisely the coincidence of these two factors which makes the unity of
meaning for a beautiful work. It is therefore a question of appreciating a
creative act "at its proper value" and fully grasping its sense. Now the
admiration which is at the basis of the delectation is never passive; quite the
contrary, it is in essence active. It is both the apprehension and the appropriation of the message which it reads. By understanding a work of art, one
authenticates it and makes it "exist". The communion around the work of art
is the direct result of this process of identification with the sense which the
work bears, a sense which animates it and gives birth to the coincidence in the
surpassing of oneself, both creator and admirer. However, the work is the
protector of the sense. By it, man contrives a place for himself in nature and in
the world, by bringing to light, on the one hand the senses issuing from
himself, but which surpass him, and on the other hand, the sense coming from
the world, but which sketch a veritable "beyond". This oft described metamorphosis is at the same time naturalism, humanism and "superhumanism". It was Malraux who said that humanism does not consist in
saying, "that which I have done, no animal could have done in my place" but
in saying, "I have managed to kill within me the beast and have become a
man, without the help of the gods". For him, the "metamorphosis" of art
transfigures nature, by restoring to it the sense of the man who, by his creative
act, relayed by the judgement of the spectator, inscribed a group of meanings
in the world.
Let us listen once again to Malraux : "The world is at the same time both
profusion of forms and of meanings; but it signifies nothing because it signifies everything. Life is stronger than man in that it is multiple, autonomous
and charged with that which for us is chaos and destiny ; but each of the forms
of life is weaker than man, because no living form in itself signifies life.
In whatever way an art represents men, it expresses a civilization as it conceives itself; it founds in it a significance which is stronger than the multiplicity of life" ( Xtract from "Psychologie de l'art" ; la création artistique,
p. 128).
Thus if art is the world of significances, it is the field par excellence where,
by means of surpassing and transfiguring, man engages himself in a world
which at first was foreign to him.
Following the philosopher Kant, the double nature of beauty has often
been stressed. The "pleasure without concept" and the "finality without end"
show that the sense of a work does not suffice in itself and that it refers neither
to reason nor to interest nor even to the affectivity in the psychological sense
of the term. This purity of meaning is assumed at the beginning by the
inspiration which poses and, at the end, the admiration which seizes. Hence
this communal dimension of beauty which implies education, effort, but also
dialogue with the other; in such a way that the genesis of the work (whether
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produced in the solitude of the study or workshop) is never in the last analysis
"solitary".
Thus the beautiful cannot be isolated from esthetic experience. The latter,
total and complex, sets in motion multiple levels and numerous partners. It is
a "grace" in the triple sense of the word: a gift freely given, support from an
invisible beyond, and finally, an infinite happiness, upheld by effort,
recreated and picked up by the spectator by reason of its being open and
available.
Such are the rough outlines of the essential characteristics of a work of art
and the key values to which it refers. Without entering into details which go
beyond the scope of our remarks, it seems to me that we have sufficient
elements to be able to state that "sports exercise is in itself an esthetic
experience". Many of the features mentioned here to define art are to be
found in physical education and sport. Esthetic education and physical education are far from being strangers to each other and one may quite correctly
speak of an esthetic dimension of Olympism.
As we all know, sport is an exercise which itself has its own objective.
Victory is a gratuituous act, and it is the "finality without end" which we need
to speak of here again. I am aware, certainly, that we are drifting from this
ideal and that money holds an increasingly important place in sport. But the
situation for artistic activity is not much different. The existence of a "market" in art and the development of "show business" in the sports world
change nothing of the profound "nature" of the esthetic emotion, or of the
intrinsic "value" of a work of art.
Finality without end, then, but also absence of concept. The understanding is just as strange to the work of art as it is to athletics. No rationality
can ever really "take account" of the pleasurable experience at the sight of a
"beautiful" competition or a "beautiful" match any more than it can "explain" a Beethoven symphony or a Corot landscape. For their part, sports
regulations are "arbitrary" in the sense that they change and evolve unceasingly. They follow on from conventions, a series of norms and basic references which serve as a framework for the deployment of the players' strength
during performances. As for the rest, it is a matter of structure by open
definition, which allows the player to prove his dynamism, presence of mind
and inventive genius. It is "play" in the English sense of the word: that is to
say, a combination, in conformity, naturally, with the rules of the game, of
mind and modalities, but which might have been different and opened onto
another outlet.
The training (of an athlete or a team) is not intended to make the result of
the competition inescapable. It can only aim, in the best instances, at the
improvement of basic conditions, at the "multiplication" as they say, of the
"opportunities" which one has at the start. But, in the final analysis, the
player has at his disposal, right to the end of the competition, a real opportunity to change the situation, to accelerate the rhythm of the match, to quash
the effect of a sudden spurt. Lovers of team sports speak of improvement, in
this case, just as, at a concert, one sees the orchestra conducted by a prestigious conductor "improvise" and create from a single score. Execution,
which is in essence free, here and there increases the intensity of emotion and
may carry it to its climax. The creativity of a volley-ball player or a tennis
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player is hardly less than that of a ballet dancer with, in addition, improvisation and a sense of the situation, which must each time be seized, transformed, returned or exploited. Besides, two sporting encounters are never
really the same. The same match is never played twice, as, in the words of the
philosopher Heraclitis, one never bathes twice in the same river...
In this way one may establish a parallel between a match and a ballet.
Sport and dance come from the same source: a vision of the human body, a
body in movement and never fixed in a hieratical position of a beautiful
decor, as in the paintings of the Renaissance and Greek bas-reliefs.
The poet Mallarmé remarked on it. For him, "a dancer is not a dancing
woman. She is not a woman and she does not dance". And Valéry commented, "not women, but beings of an incomparable substance, translucid
and sensitive, flesh become madly irritable, dames of floating silk, transparent crowns, long living thongs filled with rapid waves, fringes and flounces
which they pleat and unpleat while they turn about, twist, fly away as fluidly
as the massive fluid which presses upon them, embraces them, upholds them
throughout, moulds them to the least inflexion and replaces them in their
form" (extract from "Degas, danse, dessins", p. 27). Transfiguring and surpassing, to the point where the body loses almost all its erotic dimension.
Beauty in movement wipes out the obscene and effaces opprobrium. This
vision of movement draws the figure of dance so well that the latter absorbs
all other dimensions of the painting, while the ordering of the movement, its
structures, is, in a way, more or less foreseeable, as may be seen in freestyle ice
skating. The progress remains open, just as in a match, for the figure is never
given in advance.
In both cases, the spell is sited equally at the level of public participation.
Many people are amazed that a spectator,comfortably seated in the theatre or
installed on the terraces of the stadium, may in this position of rest take part
so fully in an act of motion. In reality, the eye which admires is itself led by
movement and participates in the exercise through the forms and forces
which reconstitute the work itself. The spectator is far from being a passive
"voyeur" as it often, and mistakenly, held.
In this respect, it does not seem in the least incongruous to me to take up
here, once again, the theory of "Einfühlung" so dear to Theodor Lipps. We
know that this (almost intranslatable) German concept means communication with the object, according to a feeling which penetrates both the subject
which admires and the object admired, to the point of full identification of the
two. We may, with Victor Bash, speak of "symbolist sympathy" or "sympathetic symbolism" to recall in particular that it operates, in this case, a
symbolic participation. In any case, the delicate emotion which one experiences "following" as they say, a match, is completely experienced. One
identifies with the player and the emotion becomes an active and even
reactivating passion. One understands the sport from the position in which
one finds oneself. Each in turn and in his own way, both immobile and in
movement, plays at the very same moment that the players are fully engaged
in the competition. This complementarity between creation and perception
ought not to astound; all the same, one must keep in mind that an encounter
(or any form of competition) is an open structure which has a sense, or rather
which comprises a series of codes to be interpreted in the double sense where
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one interprets a musical score and at the same time grasps a symbolic
datum.
Sport, like art, fulfills itself in the relationship between creation and
admiration. Which is to say that a match held behind closed doors is devoid
of sense. The object of the mediation destroys the sense of the work. The
absence of the spectator removes the significance of the spectacle, by supressing all communion possible. Sport, like art, brings into play social significances, themselves already predetermined by the structure and the functioning of the socio-cultural environment. In short, in its own way, sport is a true
language.
Evidently, each language gives rise to discrepancies. If art may give rise to
crude hoaxes which distort its sense, sport in its turn may give rise to worse
distortions. This is the case with catch wrestling, for example, to which
Roland Barthes has devoted some very fine pages (see "Mythologies: le
monde ou l'on catche", p. 11). Catch wrestling is an "excessive spectacle". It
is to sport what the Roman Games were to the Greek Olympiads.
It is flaunted cynicism, brutal force and even sadistic pleasure. The catch
wrestler, stresses Roland Barthes, is a "perfect swine". He is "essentially an
unstable person who admits the rules only when they are useful to him and
transgresses the formal continuity of attitudes. He is an unpredictable man,
and therefore asocial. He hides behind the law, when he judges it timely to do
so, and betrays it when it suits him...".
Under these conditions, catch wrestling constitutes the perfect caricature
of sport. Above all if one notes that cheating is so easy that, too often, the
outcome is known in advance by a few initiates. In truth, as Bernard Gillet
notes quite correctly, "the sport spectacle is often a tragedy, but it is never a
comedy" ; while catch wrestling is ridicule itself. It is, in any case, the perfect
illustration of what may happen to sport if we do not take sufficient care
against the many degradations which threaten it. These perils, looked at from
a strictly esthetic point of view, foresee nothing of what might threaten sport
in matters of culture, ethics and education.
Now it is precisely because of the fact that Olympism may cure sport of
the excesses to which it has given rise that it enables sport to recapture its
esthetic dimension. The calm, the serenity, the harmony of effort mastered:
this is the essential benefit of Olympism which thus renews the esthetic
categories, properly speaking. Everything in Olympism draws sport towards
art and reinforces in it its tendency towards the beautiful.
Its range lies, in particular, on the ideals proper to the Greek genius and
those which Pierre de Coubertin restored in an essentially universal context;
just as on the meeting of young people and their communion about performances which are, in themselves, their own end (ever "citius, altius, fortius" !). The magical character of the Games and this total vision reach
summits in the "festivals" of opening and closing. Modern light and sound
techniques, making an artistic contribution, give them an esthetic dimension
never attained before. It is thus that the magistral direction of the Games at
Los Angeles enables David Wolper to draw the greatest effect from the
extraordinary resources of a network of lasers and the most up-to-date electronics. Thanks to appropriate music and well-organized rhythmic movements, the entrance of the messenger bearing the torch, who advanced with a
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light, easy step to relight the Olympic flame, constituted a work of art in
movement. In the same way, the Olympic festival, which has now become a
universal rendezvous for sport, also constitutes the most grandiose of artistic
demonstrations. The whole of humanity, all barriers dropped and all
distances abolished (thanks to television) participates, in the strongest sense
of the word, in the finest gathering of men. A dazzling, magical spectacle
where sport and art hold together, interact and stem from the most beautiful
of fusions. If the esthetic dimension of Olympism appears as a reality, it is
because sport is not only a theme for art, but, purified by Olympism, it has
become an esthetic undertaking.
I hope that these modest analyses may contribute to the nourishment of
reflexion and I thank you for your kind attention.
I would like to end by offering my warmest congratulations to all those
who have contributed to the success of our current Session, in particular
Mr. Lambis W. Nikolaou, President of the Hellenic Olympic Committee, and
Professor Nikolaos A. Nissiotis, President of the International Olympic
Academy. For many years they have worked together in concert with an
ardour and competence worthy of admiration, to give our Academy the
impetus which makes it both worthy of a glorious past and fit to represent
with dignity the Greece of today.
I hope that this Session of the Academy takes place under the best conditions and that its work contributes, as in the past, to the spread of the values
of Olympism.
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OLYMPISM AND ART
by Mr. Lambis W. Nikolaou (GRE)
President of the Hellenic Olympic Committee

The relation of Olympism with art, and with sport in general for that
matter, has been presented on several occasions, and particularly here at the
International Olympic Academy, by distinguished speakers*. So we could
say that our knowledge is essentially complete about the role of art in ancient
Olympia as part of the Games, and about the philosophical and practical
conception ot the reviver of the Olympic Games, Baron Pierre de Coubertin,
as well as the attempts to introduce art competitions to the programme of the
Olympiads, and finally the artistic events that were associated with them after
1948.
At the same time, theoretical questions have also been considered, like
the role of emulation in sport and in the arts, human attitudes towards these
two disciplines, their possible connections, sport as art or as a source of
inspiration to artists and many others.
We could therefore say that this subject has been sufficiently covered and
needs no further clarification. However, the texts themselves reveal many
views which, although not conflicting, are at least different and divergent,
especially with regard to the philosophical and ideological aspects of the
relation between Olympism and art.
On the other hand, we should not forget that the practical consideration of
this relation changes with time and from one Olympiad to the next.
For these reasons therefore a short review appears to be in order. Let us
attempt it.
Art in ancient Olympia

As Dr. Yalouris wrote in 1961, "the whole of ancient Hellenic history,
with its multiple artistic facets and cultural life, is concentrated in Olympia".
This results from the analysis of the most significant archaeological findings
in the region and from the texts of ancient authors, in particular Pausanias'
descriptions (books V and VI which describe Elis).
It was not just architecture and sculpture which flourished in ancient
Olympia, but also music, poetry, theatre, philosophy, through the voice of
Sophocles, Euripides, Socrates, Pindar, Chrysostomus, Lysias, Isocrates.
* See bibliography.
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At this juncture, we should however clarify certain points, which might
lead to inaccurate comparisons with the realities of our modern times.
The ancient Greeks had developed an integral civilization. Esthetics were
deeply rooted in everyday life and were a part of every human activity. There
were no "fine" arts, noble achievements of some isolated elite, in contrast
to the common objects of daily use, or the occasions for popular entertainment.
In this way, the forms of art had gained general social acceptance and were
therefore an essential part of public life in ancient Greece.
Sport too, as it was organized at that time, with nude bodies competing
under the Greek sun, had a manifest esthetic dimension for the spectators
since the human body, at rest or in motion, was a primary source of beauty for
them.
So these are the two factors, i.e. the unreserved social acceptance of art
and the esthetic dimension of the body in exercise, which represented the
fundamental prerequisites for the harmonious association of art and sport in
ancient Olympia. An association which brought forth the masterpieces of
Ageladas, Pythagoras, Phidias, Myron and Polyclitus.
Coubertin's conception of art

It has been shown that Coubertin, over and above his vast humanitarian
philosophy and deep respect for the ancient Greek civilization, was very
sensitive to art. Let us not forget that he lived in an artistic environment (his
father was a well-known painter at the time of Napoleon III*).
It was therefore natural that he wanted to complete the pursuit of the
ancient ideal of "a healthy mind in a healthy body", by integrating artistic
events in the programme of the revived Olympic Games. His philosophy is
clearly presented in an article published in 1909, where he writes**:
"The time has come to move to the next stage and revive the Olympiad by
bringing back its ancient beauty. At the time of Olympia's splendour—
and even later when Nero, the conqueror of Greece, dreamed of reaping
the laurels he always coveted from the banks of the Alpheus—the letters
and the arts, harmoniously combined with sport, ensured the grandeur of
the Olympic Games. The same should also occur in the future. Far be it
from us, today as yesterday, to think that we can achieve perfect imitation; this would be a childish act and at the same time sacrilege of a
glorious past. But if our century requires that the modern Olympiads, to
be alive and durable, should comply with the pattern laid down by the
laws, nothing stops us from preserving from the past all the human elements it contained, i.e. those elements which remain unchanged through
time. The national signifiance of sport, its international mission, the risk
of corruption by the "bait" of gain, the need of a close connection between

* Charles Frédy, baron de Coubertin (1822-1908).
** Free translation from the Greek.
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it and other forms of activity, all these are certainties which have survived the
destruction of Olympia and the temporary disappearance of the noble ideal
on which this magnificent city had been erected. At the outset we wanted to
achieve the revival of this ideal under a modern angle and the conditions
which are suited to the needs of the moment. Before that, however, we had
to find the necessary elements in a revived and viable sport, organize
regular meetings between peoples, have the route we wished to follow
marked by a series of new Olympiads. After this it would be possible and
desirable to unite muscle and thought in future festivals, as in the festivals
of the past... Some have observed, it seems, that although in ancient
Olympia poets came to read their new works and painters to present their
recent paintings this publicity does not present any interest today, neither
for the former, nor for the latter. In any case this is not publicity, but
simply the moderation of the specialized and technical character of
modern sport, to allow it to regain its organic position in life. And it may
well be that the writers and authors whom we ask to help us will be grateful
one day because besides their sharp talents we will have revived forgotten
sources of nobility and beauty." It is clear that, in conjuction with our
remarks on the relation between art and sport in ancient Greece,
Coubertin's vision, grandiose in conception, aimed at creating a new
integrated, all-human and peaceful civilization. Was this vision achievable,
however, at the beginning of the century and is it still today?

The art competitions of 1912-1948

In an attempt to implement Coubertin's ideas which of course had taken
shape long before the publication quoted, an "advisory conference on the
arts, letters and sports" was convened in Paris on 23rd May 1906. In spite of
the limited attendance (mostly French and English delegates, with a few
Italians and Swiss) the level of discussion was high and the conclusions
(which were drawn up by Coubertin himself) vital.
The Paris conference was the starting point for the "Olympic Art Competitions" which began in 1912 in Stockholm and continued after World War
I in Antwerp (1920), Paris (1924) and then on through successive Olympiads
until the Games in London (1948) when they ceased.
The features of these art competitions were as follows:
1. Strong criticism on the part of certain artistic circles which felt that art
cannot become a field of competition and comparison (something with
which their ancient Greek colleagues would disagree, since competitions
in sculpture, poetry and drama were established in their time).
2. Limited participation of artists, especially from Europe, and almost total
absence of «recognized» artists.
3. Serious problems with juries since criteria were subjective and a common
language and philosophy were missing.
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4. The result was that prizes were awarded to mediocre works by unknown
artists, or not at all in 25% of the cases. Consequently, this institution
never gained recognition and failed to move public opinion, naturally
leading to its abolishment which was confirmed in Helsinki in 1952.
Modern Olympism and art

After 1948, a more flexible solution was chosen: the organization of an
artistic programme during each Olympiad under the responsibility of the
national committee of the host country. In this way, reactions were restricted
and some remarkable results obtained, as for example the beautiful exhibition on «Sport in history and art» in Rome (1960), the exhibition of ancient
and contemporary art in Tokyo (1964), the street sculptures in Grenoble
(1968), the walls with children's paintings and the festive character of the
events in Mexico City (1968), the posters by world artists in Munich (1972),
the manifold and much discussed programme in Montreal (1976).
However, as was shown by the last Games in Los Angeles (1984), the
artistic events which are organized tend to become part of a wider entertainment and tourist programme, with strong profit-making elements. We are
thus moving away from the noble visions of Coubertin and his efforts to
associate Olympism and art in an integrated cultural whole.
But is the association of sport and art possible in today's world? And
under what conditions?
The answer to these questions could only come out of a comparative
analysis of today's world with that of ancient Greece. Here are some brief
observations, which I believe are self-evident and contain the answer you can
readily guess:
As already indicated, in ancient Olympia, the athlete, with the beauty of
his movements and the grandeur of his mental effort, was in himself a work of
art. He offered to spectators sensations comparable to the enjoyment of an
ancient tragedy.
Today, the technical aspect of sport is becoming more and more important, often reducing the esthetic dimension which is literally disrupted by the
trend towards commercialization of the Games. We should therefore reconsider the celebration of the Games in order to humanize them.
In antiquity there was emulation not competition, both in sport and in art.
Emulation which materialized in well defined and accepted terms—the
ancients called them laws—and according to criteria respected by all. Emulation which contained its own justification and did not is any way underestimate the vanquished. (Let us not forget the simple but very deep truth that
to have winners there must also be losers.)
Today, in the world of sport harsh national competition seems to be
prevailing. The "pursuit of medals" is cultivated by the great powers, but also
by international blocks, for the purpose of promotion and as a result, emulation becomes hard competition and failure has repercussions that extend
far beyond the personal bitterness of the athlete.
In art, on the other hand, success is determined by intangible criteria
which unfortunately are influenced by commercial artistic circuits. Thus, real
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recognition often occurs "posthumously" at the end of several decades or
even centuries.
Furthermore, modern "fine" arts have to a large extent become dissociated from social life and are now a field of creation and interest open only to
a small number of initiates. So how could they be associated with sport which,
happily, is an activity with a strongly popular character or even with the
Olympic Games with their considerable international impact?
In antiquity of course, such a problem did not exist since the crowds
which followed with enthusiasm the finish of runners in Olympia were the
same people who would be listening, a while later, with the same interest, to
the inspired words of Euripides or Sophocles.
The conclusion that can be derived from all this is that today Coubertin's
vision concerning the association of Olympism and art cannot be achieved,
for our civilization does not allow it. It will, however, remain a noble goal for
the future; for the future of the Olympic Games, but also for the future of our
own civilization.
Meanwhile we should not remain inactive, for there are many things
which can and should be done. Let me emphasize those I feel to be of greatest
importance :
— Coordinated efforts to spread the Olympic ideals in the field of the arts
and encouragement for the effective participation of talented artists in all
the Olympic events. Of course, to avoid working in vain, we should at the
same time abandon any idea of the thematic association of art and
sport.
— Foundation of a higher Olympic Arts Committee, composed of recog
nized artists, which will act as an advisory body to the IOC on all related
subjects.
— Development of the awareness of sports officials, at all levels, on ques
tions relating to art, past and present, by means of seminars, exhibitions,
publications.
— Encouragement to participate in Olympism and its manifestations, not
only of the "fine" arts, but also of applied arts in all their forms, including
"popular" arts, like the cinema, popular music, folk dances, as well as
television.
These are just a few of the many proposals which I am sure will be made
by those who were and are in contact with the reality of the modern Olympic
Movement; they involve practical and achievable measures that can contribute to the gradual integration of the Olympic ideal, thus promoting, in a
decisive way, the creation of a more humane, more ethical, essentially democratic and peaceful civilization for the benefit of all mankind.
I know that this is a huge and very difficult task, for we will be moving
against the tide. But we do not lack faith and enthusiasm and for this reason,
guided by an unbeatable driving force, let us start right away to widen the
circle of our friends and supporters. Let this be our first step; the next will
come by themselves.
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OLYMPISM, SPORT
AND AESTHETICS
WITH REFERENCE TO THE WORK
OF PIERRE DE COUBERTIN
by Professor Nikolaos Nissiotis (GRE)
Member of the I.O.C.
President of the I.O.A.
Professor at the University of Athens

The study of the history of sport is vitally dependent upon artifacts from
antiquity: illustrations of agonistic contest on coins, shields, ornaments,
vases, sculptures and bas-reliefs" (Benjamin Lowe. The Beauty of Sport.
Prentice Hall. 1977, p. 28).
From ancient times, sport in its most competitive form—that of the
Olympic Games—has been regarded and practised as a kind of art and has
affected art in a special way. Sport, as noble emulation, stimulating continuous improvement of oneself and aiming at the best performance of the
competing athlete beyond his limits, had inevitably an artistic aspect and
inspired both the plastic arts, sculpture and painting as well as poetry, music
and literature, which is artistic in itself.
This aspect of sport is inevitable when practised in the Olympic spirit,
which does not concern only bodily movement and perfection but also and
principally the whole of the human being as a psychosomatic unit.
Olympism, i. e. the philosophy of sport in its athletic form of high competition as a theory of life endowed with humanistic principles and ideals,
points to the cultural nature of sport including art as its fundamental characteristic and expression. Olympism and art coincide within the framework
of a universally accepted culture which expresses the creativity and freedom
of man transcending his boundaries through his own achievement. The
Olympic athlete, as a performing being, is bound to lead a productive existence in the realm of culture, including one of its most eminent expressions,
i. e. art in all its forms.
Pierre de Coubertin, who renovated the Games of the modern era, on the
subject of this aspect of sport in the ancient Olympic tradition as one of the
main creative and expressive forms of human culture, writes : "It was no mere
matter of chance that in ancient times writers and artists gathered together at
Olympia to celebrate the Games, thus creating the inestimable prestige the
Games have enjoyed for so long."
Coubertin's hope was that Olympism, as an element of authentic education in modern times, would inevitably include artistic effort and creativity in
all forms and expressions, enriching at the same time our concept and practise
of sport by accepting its artistic nature as performing art and achievement. In
his opinion, the Games in modern times should be an exemplary realization
of the inseparable inner connection between competitive sport ("athletics")
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and art; he always insisted that their organizers show particular concern to
this end by enriching the Games with opening and closing ceremonies, by a
protocol for awarding prizes and by other events which do justice to this
intrinsic nature of sport as art, at the same time including artistic as well as
athletic competitions.
This clear attitude of the renovator of the Games and his writings urge us
to pay special attention to the matter and study it in the context of art
philosophy today by examining sport within the field of aesthetics and by
questioning and interpreting the notion and reality of "Beauty" in sport as
conceived and practised in Olympic dimensions.
1. Aesthetics and sport

The field of aesthetics in philosophy is most important as it involves
immediate sensual knowledge from our contact with objects, creates in us
sentiments of delight, pleasure and admiration centered around the sense and
feeling of "Beauty" as its dominant element of reference, while calling upon
us to share it. It is this branch of philosophy which provides a theory of the
beautiful and therefore of the fine arts, while at the same time it is also a
branch of metaphysics concerned with the laws of perception.
Aesthetics in this way is the result of a multiform relationship between
high perceptive knowledge and sensuously perceived and shared beauty pertaining to the criterion of taste. It creates the sense of the beautiful in accordance with accepted notions of good taste acquired by experience of the
object and leads to subjective judgement and feeling resulting from an awareness of the matter.
In this sense, aesthetics is the sphere of existence, a permanent challenge
to the individual confronted by a higher level of being, while at the same time
it can keep man within the limits of simple sensual delight of the beautiful as
profitable and useful for him. Aesthetics is always a dilemma. Beauty is
something objectively real and recognizable but subjectively diversified by
the sharing capacity of the individual, always as far as possible for his own
benefit and pleasure. Aesthetics can become a source of freedom, creativity
and spiritual growth, but can also easily deteriorate into aestheticism serving
the opposite movement.
The artist, through his art, expresses this riddle by his creativity. He
serves beauty in this ambivalent form. He expresses admiration for beauty
either directly in concrete form or by giving shape to his inner passion
struggling to achieve this beauty and create the conditions of its existential
impact on himself and the spectators. While there is a sure experimental
approach to beauty which can be referred to as an ideal state of the beautiful,
beauty also remains an open question in aesthetics depending upon existential choice and coherent praxis.
a) Aesthetics and sport as art. If sport is an art and inspires creative
artistic works, we need to know how it deals with the question of beauty in
aesthetics and what kind of beauty it represents. It is clear that the artistic
nature of sport is based on the bodily movement as regards the maximum
achievement of results in competitive sport as against others. Sport, there84

fore, like art, relates more directly to natural prototypes and values than
creative artistic works do. It expresses natural beauty by representative acts
and forms of an artistic nature.
The beauty of nature, as a cross-cultural en vent, is essential for all artistic
works. The body of the human being, concerned with movement, which is the
primary characteristic of nature, belongs as such to natural beauty through its
expression. The body is the bearer of beauty in its primary natural form,
creating the basic aesthetic appreciation and subjective enjoyment when it
exhibits in the best possible way its capacity to incarnate values like symmetry, harmony, eurhythmy, resulting in achievements always beyond its
limits.
Competitive sport thus combines natural beauty with skilled performance. It combines natural talent with the creative ability of the body to
become a source for incarnating the highest values which connect nature and
man, matter and mind, static and harmonious movement. The body thus
appears to be endowed to a maximum with qualifications of authentic existence. We have here the transcending "supernatural" element as immediately
given and achieved naturally.
b) The athlete as an artist. Consequently, an athlete is a performing artist
and inspires artistic works by the genuine use of natural potential in the form
of concerted acts bearing the mark of his personal effort to transcend himself
towards the infinite. The strength of the natural being is expressed by qualities
of beauty like symmetry, harmony, balance, control, grace, rhythm. In the
light of the permanent achievement of the plastic arts (painting-sculpture)
and the temporary achievement of short duration identical with the performance itself like dance, sport combines both as the basis of exemplary artistic
expression and inspiration. Proportion, sequence and consistency are naturally embodied as qualities of physical excellence exhibited in multiple artistic ways. The genuine and valid artistic experience is immediately given by
the competitive athlete as a challenge for appreciating beauty in nature and
motion guided by aesthetic principles and qualities.
Aesthetic movements in the Games and sports competition are continuously asociated with a deep consciousness of beauty as derived from natural
impetus and prototypes. They are pleasurable to the athlete himself, as they
realize hidden qualities of the body but also with the consent of all of his
conscious faculties of intellectual, sentimental and volitional tendencies. It is
the beauty in art which combines the basis of cultural events, movement
being in nature, with the requirements of conscious life to be continuously
perfected by aesthetic values like eurhythmy, harmony and symmetry.
The athlete as artist exhibits and experiences in himself the essential
elements of the aesthetic sphere of existence. He shares and expresses himself
in a natural dynamic rhythm, which is the essence of all disciplined movement as we see in dancing. A time-related event enables him to communicate
his achievement and satisfy the spectator who also has a similar need to
satisfy his inner stimuli and search for qualities like rhythm and harmony,
because these qualities are related to the consciousness of all human beings.
Thus movement, colours, cadence, form compose a whole of grace which is a
revelation of the path to perfect beauty. Grace in this sense is not sensual, but
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a communication of the value of beauty as a link in the relation between the
athlete-artist and the spectator. They take advantage of the basic result of
artistic performance through an athletic achievement, whose expression,
movement towards perfection, results from physical behaviour controlled by
a creative artistic performance.
c) The athlete: a subjective and objective artistic case. Sport as art surpasses the limits of insight and expectancy and reveals new human possibilities characterized by an interplay between natural forces inherent in the
human body (strength-movement) and the maximum of aesthetic values
inherent in conscious life and expectation (rhythm-grace-harmony-whole).
In sport as art, therefore, we have the relationship of artist-spectator/artistic performance as an inseparable occurrence. The athlete is a "subjective"
centre of performance in the first instance, but he becomes by his achievement an objective reality also for his viewer. There is an intellectual (cognitive) self-awareness and enjoyment of the athlete in his artistic performance,
but there is also an appreciative, receptive act of an artistic nature on the part
of the spectator. There is a cognitive-emotional-psychological interplay
between the two poles of artistic performance as in all other artistic achievements. In the case of the athlete, this is again more natural and immediate.
The feeling of the dynamic effects of a disciplined rhythmic and harmonious movement concerns and fills with joy the athlete himself as an artist.
There is a joy in the effect of limits exceeded in competitive sport in the
Olympic sense which is created in the athlete by the combination of muscular
strength with self-control as well as consistent inner approval and satisfaction
as a being. An athlete competes as an actor and artist performing unconsciously for self-expression, self-enjoyment, self-expansion. Here, in the subjective pole, the beauty of sport as art in the aesthetic sphere is directed
towards the performing subject, causing him supreme delight. There is a
primary introspective movement in the athlete as in the artist who enjoys his
artistic achievement beyond and before all other effects of his art on his
spectators. Sport as a "kinesthetic" art (aesthetics being based on consistent
movement towards achieving a better performance) unites action and beauty
in the consciousness of the competing subject-athlete.
Competing top athletes witness this enjoyment of their effort guided
unconsciously by artistic impulse. Bill Russell, the well-known basketball
star, once remarked: "A hook-shot is a flowing action, almost everything in
basketball is an art form.If you were to take slow-motion pictures of some of
the shots of these great players—everything seems to flow. A shot is released
from the toes, ends up at the fingertips and just ripples through the body."
The joy of conscious effort in rhythm and sequence in sport is almost a
mystical experience in the consciousness of a sportsman in keen competition.
Sport embodies an aesthetic meaning for the athlete. The athlete experiences the same kind of satisfaction by his performing act as an artist, a
thinker, since sport follows the same process of artistic creativity of profound
impulses uniting cognitive, psychological and volitional tendencies, as is the
case for artists and other creative actions by individuals. It is understood that
the athlete passes subjectively through a first-class experience of himself,
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enjoying the outcome of his intense and tiring effort to a maximum, as does a
dancer. Natural effort, concerted movement, expressed by beautiful sequence
and form, creates a perpetual joy. There is rhythm in a game—and perhaps
even more acutely experienced and expressed by the athlete—as in artistic
works associated with the beauty of colours and forms in a flow and poise that
other arts cannot fully practise and express.
The athlete, on the other hand, is, as an artist with all these experience
qualifications, open to visual observation creating objectively aesthetic
values, by "his observed, pleasing and admired performance" (B. Lowe. ibid.
p. 53). Striving for perfection, the competitive athlete transforms qualities of
artistic creativity into universal values. Conscious striving for perfection
enables sport, like art, to communicate principles of artistic creativity and
become a symbol of creativity, fullness and unity. Unity, cooperation, strategy and effect in sport compose its own essence coinciding with artistic
creativity. Jonathan Baumbich writes: "Basketball is a game of ballet and
teams often inspire their opponents as if they were playing in a concert" (The
Aesthetics of Basketball. Esquire No. 1, Jan. 1970, p. 143).
Thus subjective and objective aesthetics are correlated. Roger Ramster
says : "The sportsman is consciously or unconsciously seeking the deep satisfaction, the sense of personal dignity, which comes when body and mind are
fully coordinated and have achieved mastery over themselves." The athlete
inevitably becomes then a symbol of the deepest artistic values objectively,
embracing the individual with the social dimension of his artistic performance. Subjective artistic performance and experience, as well as social
impact, belong together. B. Lowe writes : "In his own achievement, the athlete
experiences "kinesthetic" excellence, the joy of effort, and in social recognition he is perceived by others to have aesthetic qualities in the movements of
his sport" (ibid. p. 228). Self-transformation by artistic sports performance
acquires pedagogical value and has a direct impact on social life.
2. Olympism and sport as art

We can now appreciate why Olympism as a philosophy of competitive
sport is directly linked with artistic performance in sport and gives it a deeper
meaning. In the ancient Olympic Games, both subjective and objective aesthetics in sport are harmoniously combined. The great artists observe the
great athletes and their achievements and are inspired by them to represent
perfection by deifying the human body in symbolic forms of beauty.
a) Excellence and beauty. The fundamental principle of Olympism is
excellence, i. e. the athlete has to excel over others and over his own capacities
as realized to date. This basic principle thoroughly affects the concept of
beauty as being the essential element in aesthetics. Artistic qualities are
permeated by a dynamic moral principle qualifying the authenticity of aesthetics in sport as in art. The athlete viewed as an artist is not simply a
"kinesthetic" object, but a bearer of artistic values with moral implications.
What is more important here is the fact that excellence is the vehicle,
power and aim of the artistic performance of the athlete. Excellence is a
category qualifying strength and eminence both in the realm of achieving
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sports performance and also in character, conscious will and consistent praxis. The wider cultural and educational embodiment of sport as art within the
philosophy of Olympism makes beauty dependent on value principles
expressed by bodily artistic performance combined with intellectual and
moral conformity. Competition being the substance of sport like athletics
requires excellence in all spheres of existence: aesthetic, moral and intellectual.
The ancient Greeks had no term directly expressing the "beautiful" as
such. The word "kalos" used in this instance signifies beauty with goodness, a
handsome and virtuous person. This is why it is used together with "agathos"
in order to denote the perfect human being as a whole, a balanced fullness
uniting within himself both aesthetics and existential and bodily excellence.
Olympism obliges us to adopt a paradoxical attitude in understanding
aesthetics as a process of life transcending the simple sensual experience of
the beautiful as objectively presented and realized by the Olympic athlete.
Beauty means more a struggle for self-improvement and an effort to conform
to aesthetic values which are revealing events of deeper impact serving moral
growth. Olympism will not take part in the philosophical debate as to whether
there is an ideal objective prototype of beauty or a direct experimental beauty
of the subject. If there is an absolute model of beauty or if it is an occasional
subjective judgment of it, Olympism does not share exclusively one theory as
against another. It unites them a total vision of beauty.
Because excellence signifies understanding of all notions and experiences
of beauty by an active sharing in the categories of aesthetics which enable the
subject to excel over himself and others by a permanent process of selftransformation, sport therefore is an essential means to achieve this end and
thus Olympism considers aesthetics as an existential approach to artistic
performance, enriching, enlarging and deepening beauty by other categories
uniting the cognitive, moral and aesthetic elements in the pursuit of a higher
purpose. Beauty as an end in itself leads to aestheticism or sensuality, i. e. it
can imprison the subject and deprive it of its higher qualities to excel itself by
free choice and creativity in all realms of conscious life and moral developement.
b) Joy and drama in artistic sports performance. Following this understanding of excellence as the basic aspect of Olympism, one should not
sentimentalize the components of artistic sports performance. Certainly, joy,
enjoyment, admiration, harmony and rhythm are amongst the basic elements
of the aesthetic validity of sport. But one should not understand them as
simply aesthetic components without their parameters and their existential
realization by the subject as a process of struggle and effort. Beauty in sport
incorporates risk, struggle and pain. It is a passionate process of continuous
tension between oneself and one's inner abilities and needs.
Beauty, in the artistic performance of the Olympic athlete and within his
viewers, goes beyond sentimental, sensual satisfaction or self-appreciation in
an artistic way. Beauty in sport is linked with the dramatic premisses of sport
rather than with the simple categories of aesthetics. The aesthetic sensitivity
of the athlete is principally of a dramatic nature, enjoyment in the full and
realistic sense included. All of the great moments in top competitive sport are
88

the result of risk taken by the athlete who thus experiences the dramatic
element of his sports performance at the highest level. There is no beauty
without passion, passionate effort being in relation with the dialectic nature
of power.
This becomes evident when we are called to decide on what makes a sport
beautiful aesthetically. Certainly, absolute qualifications or even comparison
between sports on the basis of beauty is a nonsense. If sport includes a value
system like excellence and self-transformation and if its aesthetic validity
relies on agonistic and artistic performance, preference for the most beautiful
sport is subject to critical evaluation of our choice while it is made according
to our experience and association with it. A bleeding boxer can be more
beautiful than a glorious gymnast for some "viewers" or, better still, for the
participants, of beauty involving drama, risk and strength as categories of the
aesthetic sphere of life.
c) Beauty in sport as relational. Therefore, the heart of aesthetics in
artistic sports performance according to Olympic philosophy is not totally
objective in the static appearance of rhythm, harmony and eurhythmy which
make beauty an ideal model which is to be admired. It could be that these
elements are there and enjoy immediate presence, but for Olympism this is a
challenge to be taken up by human beings, as they are the result of a dramatic
process of acquiring such qualities of objective beauty. Natural beauty is an
exemplary model for self-transformation by relating ourselves with it in an
existential way.
There is always real objective beauty. No one should ever deny it, because
then natural, immediately given beauty would be denied, confusing the whole
issue of aesthetic appreciation of what is beautiful or not. But this is a firsthand principle inviting a relationship in dynamic terms. That is why everything beautiful is not automatically pleasing or satisfying in the same way for
all subjects. There are choices of the beautiful according to the measure
established by personal relationships, existential choice and degree of personal transformation at the basis of this relationship.
Beauty is relational existential, not static individual. It is thus accorded as
a gift for stirring up in the subjects the movement towards new creativity
beyond the limits of existence and possibilities towards renewal of life, unification of all faculties towards new achievements on the road perfection. It is
in this sense that Dostoievsky expresses the paradox that "beauty shall save
the world" (pronounced by Miskin in the "Idiot").
Pierre de Coubertin defends this kind of beauty when dealing with sport
as an art and highly qualified artistic performance. The simple request made
by him that the Olympic Games be organized with artistic taste by including
special ceremonies denotes that he accepts beauty in the objective aesthetic
appearance. For him, however, this is not the real aesthetic dimension of
beauty. He renovated the Games with a deep sense of appreciation of the term
"kalos" in Greek philosophy and culture as embodied by ancient classical art
and materialized by the ancient Olympic Games.
As in the case of sport in general, he understands its value not in exercise
or occupation during man's free time, but in the sense of athletics as "agon",
struggle, with the aim of acquiring the "athlos" as a result of the athlete having
excelled over the others, in the same way that he does not accept that sport is
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beautiful by its simple practise. He goes further by defending the thesis that
the "athlete is never beautiful" because of his strenuous effort to win. "To
become beautiful he should justify his movements and control his attitude"
(La Préface aux Jeux Olympiques. Cosmopolis, April 1896, p. 191).
On this basis he gives instructions in the realm of pedagogy that the first
thing is to give a sense of beauty to young pupils by awakening in their souls
this sense of improving their looks and their social life (Notes sur l'Education
publique. Paris 1901, p. 297). He preaches that the artistic premisses are
mysteriously full of caprices and peculiarities; there are sudden explosions
and long eclipses, etc. (ibid. p. 301). However, art remains for him a fundamental principle of culture and the ancient Greeks are known mainly for their
sacred monuments, sculptures and theatre rather than by any other political
institution or organization (ibid. p. 303). But he does not speak of an art
"which illuminates intelligence, captures imagination, incites ambition...
without the benefit of ethical life... while the Good, the Beautiful and the
True should form an inseparable trinity... ; the Beautiful, since man creates it
and contemplates it, is neither always good nor true" (ibid, p. 307). "Art does
not moralize ipso facto... The educator should not accept this formula" (ibid.
p. 308).
We see here the request of the enlarged Olympic notion of beauty as being
the background of a whole life process towards bodily and moral excellence.
Beauty in sport does not depend on objective beautiful models of aesthetic
order alone. Without denying them, he goes deeper into the problem of the
aesthetic element in sport and requests conformity to categories embracing
the totality of human existence including ethical-existential and experimental
notions at the service of self-development and transformation. He writes:
"Athletic effort counteracts the human face and renders it ugly... but this
ugliness is not such that one avoids its interpretation because it is full of
strength", but as such "sport must be envisaged as a producer of art and as an
occasion of art. It produces beauty, since it gives birth to the athlete (i.e. it
regenerates the athlete) who is the living sculpture" (L'Art et le Sport. Pédagogie sportive. Lausanne 1922, p. 146).
It becomes evident that Coubertin, without denying aesthetic values as
such, wants to draw our attention to the complexity of the aesthetic sphere
and the need to understand beauty in existential, ethical and relational terms,
if it is seen in sport as an artistic performance. "Aesthetics as a complex joy
moves from the sensual in order to be elevated to the spiritual and is concerned with the whole human being" (Robert Decker. L'Esthétique dans le
Sport. Sport et Beauté. In Sport, p. 19).
It is in this deeper aesthetic understanding of the relationship between
sport and art that Coubertin dares to give the ontological statement of sport as
beauty in the first verse of his "Olympic Ode" for which he won under a
pseudonym a first prize for literature related to the Olympic Games: "Oh
Sport, you are Beauty."
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The Vice President of the COH, Mr. Ioannis Papadoyiannakis (GRE), places a wreath at the
base of the stele which contains the heart of the Renovator of the Olympic Games, Pierre de
Coubertin. (VP)

Mr. Francesco Gnecchi-Ruscone (ITA], Mr. Athanassios Tzartzanos (GRE) and Mrs. Dora
Ketseas (GRE) place a wreath at the base of the stele of the founders of the I.O.A., John Ketseas and
Carl Diem. (VP)
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The President of the COH, Mr. Lambis Nicolaou, presents a commemorative medal of the
25th anniversary of the I.O.A. to Mrs. Helen Athanassiades. In the foreground, from left to right :
Mrs. Liselott Diem and Mrs. Dora Ketseas. (VP)

The I.O.A. welcomes representatives from all countries. (VP)
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PIERRE DE COUBERTIN,
THE MODERN OLYMPIC GAMES
AND THE ARTS
by Professor Fernand Landry (CAN)
Physical Activity Sciences Laboratory
Laval University Quebec;
Member of the Canadian
Olympic Association

PREAMBLE

I wish to draw a parallel between the 25th anniversary of the I. O. A., which
we have the honour of attending in this beautiful valley of Olympia, and the
25th anniversary of the Olympic Games which was celebrated in Lausanne, in
April 1919.
Coubertin of course addressed the audience at the commemorative celebration. In his speech (note 4) we will find what is, in my opinion, the most
concrete description he ever gave of "Olympism", which underlines, by a
happy coincidence, the topicality of the theme Olympism and the arts which
has been selected for this anniversary Session of the I.O.A.
Coubertin chose to show in what Olympism differs from sports "which it
encompasses but exceeds", by stressing the pleasure which the athlete derives
from effort and insisting on the importance of bringing this form of sports
utilitarianism—of communion with the environment—closer to the other
prestigious forms of human achievement:
"... (the athlete) loves the constraint which he imposes on his muscles and
nerves, through which he threatens victory, even though he may not grasp
it. This pleasure remains an internal, and in a way a selfish kind of
enjoyment. Suppose it being exteriorized, mingling with the joy of nature
and the outbursts of art. Imagine it bathed in sun, exalted by music,
contained in the architecture of the porticos. It was thus that on the banks
of the Alpheus the sparkling dream of ancient Olympism was born, whose
vision dominated ancient society for so many centuries" (note 4,
p. 73).
Coubertin devoted his life precisely to this new (and unexpected) synthesis at the turn of the last century. And it is within this vision that the
essence of the Olympic idea lies, which he caused to flower again, so to
speak.
It is a fact that the modern Olympic Games have known resounding
success, in spite of serious difficulties and deep problems.
For the top sportsmen of the world, whose restricted numbers are alone
directly involved, this is of course a source of joy. But in Coubertin's mind,
the achievement of this goal would not have been anything more than the
laying of the first stone, a first step towards the full development of the idea,
for
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"The crowds must be moved (...), the muscular pleasure which is a source
of joy, vigour, calm and purity must be made available (to all), in the wide
range of forms which the development of modern industry has given it"
(note 4, p. 74).
This is the task, i.e. the promotion of integral and democratic Olympism
(according to Coubertin), for which the I.O.A. has been working since 1961,
thanks to the initiative of John Ketseas and Carl Diem, thanks to the successive leaders and members of the Ephoria and thanks finally to the legendary generosity of the Greek people. The institution of the I.O.A. is "strengthened today by the success of a quarter of a century" and I wish to pay
personal tribute to it. I also express the wish that the study of "revived"
Olympism, which is the reason for the I.O.A.'s existence and indeed the
object of our meetings, lectures and discussions, may continue here for always
surrounded, to borrow another image from Coubertin, by the prestige and the
influence brought by "history, civism, nature, youth and art".

MUSCLE AND MIND: A DIFFICULT MARRIAGE

This is again an expression of Coubertin and God knows he was right!
Starting from 1906, the year the I.O.C. had convened an advisory conference
on arts, letters and sports, Coubertin increased his efforts in order to associate
the arts and letters not only with the celebration of the modern Olympiads but
also, in a general way, with the practice of sports "to profit from them and
enhance them". Before that, by his own admission, any attempt would have
been premature.
The sequence of the regular celebration of the Olympiads (Athens, Paris,
St. Louis) had just been established, not without difficulty, for the athletic
part. But Coubertin felt that the time had come to "restore the Olympiad to its
initial beauty", that is the beauty of Ancient Olympia where we have the
pleasure of meeting and which was once "a city of athletics, art and prayer".
In his opening speech before the advisory conference of Paris, he directly
proposed as first item on the programme
(...) "the establishment of five contests in architecture, sculpture, painting,
music and literature, to award prizes every four years to original works
inspired by the sports idea" (note 5, p. 167). It is certain that many would
have felt tempted at the time to describe Coubertin as an "idealist with his
head in the clouds". But he was the first not to have any illusions:
(...) "The purpose is to reunite in holy matrimony two former divorces,
muscle and mind. (...) The objective is twofold: on the one hand, to
organize a spectacular cooperation of the Arts and Letters at the revived
Olympic Games and on the other, to promote their daily, modest and
limited participation in local sports events. Do not doubt, Gentlemen,
that we will succeed, but do not also doubt that it will take a lot of time and
patience" (note 5, p. 167).
About the place of art and sport in the process of life improvement and
personal development, he added:
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"The next generation will know intellectuals who will be sportsmen at the
same time... for eurhythmy has been unlearned. The crowds today are
unable to combine the enjoyment of different forms of art. They are used
to fragment, serialize, specialize such enjoyment" (note 3, p. 7).
This kind of challenge which Coubertin threw at the rising generation of
1906 recalls another addressed in a way to private enterprise, fifteen years
before, in 1891:
(...) "To come out as the winner of a 14 km. race and of a literary contest is
a glory not to be disregarded and if there are some among us with enough
blood in their veins and ideal in their soul to attempt this battle, our
warmest wishes go with them" (note 3, p. 6).
In this way, the advisory conference of Paris marked the beginning of a
reconciliation, if not a better understanding, between athletes, artists and
spectators.
THE NEW ALLIANCE: A MODEST START

Little by little, the period of preparation for the staging of the Games on
the territory of a given country would be considered as most appropriate for
increasingly important and better coordinated programmes aimed at promoting the sports and technical aspect of course, but also the socio-cultural
aspect of revived Olympism.
London, 1908

The Official Report of the Games of the IVth Olympiad is definitely in
favour of including competitions in sculpture, painting, poetry and music in
the official programme of the Games. But it is also stated that unfortunately
these competitions
had to be postponed because there was not sufficient time
to organize them1.
Stockholm, 1912

We can say that it was at the Games of the Vth Olympiad that competitions in art made their unofficial appearance on the Olympic programme.
Formal recommendations for the official inclusion of art contests (in architecture, sculpture, painting, music and literature) had in fact been approved at
the I.O.C. Sessions in Berlin, 1909 and Luxembourg, 1910. But as Swedish
artistic circles appeared to be opposed to this kind of initiative, the Organizing Committee was compelled to decide, on 6th February 1912, not to
include the art competitions in the official programme of the Games. In spite
of this, the Organizing Committee put a sum of 5000 francs at the disposal of
the I. O. C. (and therefore of its President Coubertin who decided to organize
the competition himself) (note 8, p. 808).
1

(...) "The suggestion that the Olympic programme for 1908 should include competions in
sculpture, painting, poetry and music was inevitably left behind because of the short time (...);
but it is hoped that the regulations drawn up (...) may prove of value to future organizers, who
will be well advised to announce the holding of these competitions at least three years before the
opening of the Games at which the results will be exhibited" (note 7, p. 383).

95

In all, six prizes were awarded (five gold medals and one silver) to artists
from five countries2: one for literature, two for sculpture, one for painting,
one for architecture and one for music. There are two interesting stories about
this. The gold medal for literature, awarded to Ode to Sport, was won by no
other than Coubertin himself, under a pseudonym. In the official report of the
1912 Games, we can read (note 8, p. 809) that a cast of the medallion by the
famous Canadian sculptor, Robert Tait McKenzie, was made "at the
expense" of the sculptor and hung on the wall of the Stockholm stadium, at
Coubertin's request, to complete the plaque bearing the inscription:
"In this Stadium, the Vth Olympiad of the modern era was gloriously
celebrated by all the peoples of the universe (sic) during the reign of
H. M. Gustav V - July 1912."
Apparently, once again thanks to the persistence and astuteness of Coubertin, a prominent,
not to say "Olympic" and permanent place was given to
an artistic work3 (that of sculptor McKenzie, a foreigner), although the discipline and event he represented were not included on the official programme of
the Games, on the recommendation of the majority of local artists.
A RAPID AND TURBULENT EVOLUTION
Antwerp, 1920
Art competitions continued at the Games of the VIth Olympiad and
appear to have been an integral (and therefore official) part of the programme.
Although the Official Report is not very explicit on this question, we can
conclude that Antwerp competing artists shared eleven medals four gold, four
silver and three bronze) for literature, sculpture, painting, architecture and
music. An interesting fact is that the official report also indicates (note 9,
p. 80) that "the names of the winners will be inscribed on the walls of the
stadium".
Paris, 1924
Probably thanks to the efforts and influence of Coubertin (he was the
President of the I.O.C. at the time), the movement was significantly promoted during these Games held in France. The Official Report mentions the
fact that at the Olympic Games in Paris there were 189 entries and contestants
from 23 countries.
Twelve medals were finally awarded to nationals from ten different
countries: three gold, four silver and five bronze medals for literature, sculpture, painting and architecture. An interesting fact to note is that the entrants
for the music contest (seven from five countries) were not considered of
sufficiently high quality to be awarded a medal. A "season" of lyric art and
theatre, together with other art exhibitions, were also linked to the official
programme of the Games in Paris (note 10).
2
The first six competing artists who won "medals" at the Olympic Games were nationals of
the following countries: Germany (Pierre de Coubertin), United States, France, Italy (2) and
Switzerland.
3
The Joy of Effort. The stylized image on the medallion represents two runners as they jump
over a hurdle; the medallion later became the official logo of the Canadian Association for
Health, Physical Education and Recreation, founded in 1931. An even more stylized represen
tation of the same medallion was later used as the background for the logo of the Canadian
Association of Sports Sciences founded in 1967.
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In spite of evident progress since the advisory conference of Paris and the
first art competitions at the 1912 Games, Coubertin did not appear to be
satisfied, or rather he appeared concerned about the future of the Arts-Games
association. Here again he was right. The sports programme of the Games was
going to grow tremendously, while on the contrary the programme of art
contests would meet with serious difficulties at the level of organization and
judging; in spite of this, however, they would know success and exert a certain
influence, as a result of the efforts repeated at each Olympiad, including the
1948 Games in London.
Amsterdam, 1928

The Official Report of the Games of the IXth Olympiad mentions that
there were about 1,150 objects at the arts exhibition, including 450 models,
drawings and photographs associated with architecture, 255 sculptures,
including 80 medals and bas-reliefs, and 460 paintings, drawings and graphic
designs, from eighteen different countries. At these Games, the traditional
"medals" were replaced by "prizes" for the 1st, 2nd and 3rd place. In all, 29
prizes were awarded (nine for 1st place, ten for 2nd and ten for 3rd) to entrants
from eleven countries, for literature, sculpture, painting and architecture
(note 11).
Los Angeles, 1932
Here we have another important moment. The exhibition of sport and art
was held in the Los Angeles Museum of History, Science and Art; it filled no
less than fifteen galleries. There were in all 1,100 works of art which were
exhibited, coming from 31 nations. In the competitions there were 540 entries
from 24 countries. A total of 23 "prizes and diplomas" were awarded (eight
for 1st place, nine for 2nd and six for 3rd) to nationals from twelve different
countries (note 12).
Berlin, 1936

The exhibition of artistic works related to sport included at least
740 pieces from 22 countries. The Official Report of the Games of the
XIth Olympiad contains the list of 32 prizes (nine for 1st place, twelve for 2nd
and eleven for 3rd) which were awarded for the five usual categories: literature, sculpture, painting, architecture and music (note 13).
London, 1948

These were the last art competitions as such. Twenty-seven countries
participated in the competition and the exhibition. The latter was organized
in the Victoria and Albert Museum and occupied seven galleries. A total of
30 prizes (eight for 1st place, ten for 2nd and two for 3d) were awarded to
artists from fourteen different countries. The Official Report of the Games in
London also indicates that 196 "commemorative medals and diplomas"
were sent to foreign and overseas exhibitors (note 14).
Helsinki, 1952
After the Games in London, the I.O.C. decided to abolish the art contests.
The trend now appears to be to replace definitively the "contests" in the
traditional sense of the word by the "exhibition" formula. At Helsinki, then,
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181 works were presented by artists from 23 countries. The Official Report
mentions that each artist received the "diploma" of the official exhibition,
together with a "memento" (note 15).
Melbourne, 1956

Another change of course begins. The Melbourne Olympiad marks the
passage from "art contests" to an "arts festival". We can read in the Official
Report of the Games of the XVIth Olympiad that the arts programme was
presented in the form of a "Festival of Arts" of a national rather than international character and that the general opinion was that "the change from a
competition to a festival was widely welcome". There was a section on
"visual arts and literature" (architecture, sculpture, painting, drawings,
graphic designs and illustrations) and a section on "music and theatre"
(theatre, orchestra and chamber music). We should also note that there is no
mention in the Report of medals, or of prizes or diplomas awarded to any of
the participating artists (note 16).
A NEW AND SATISFYING ASSOCIATION

The 60s were the beginning of a new association between art and sport,
between muscle and mind, at the Olympic Games. Although Coubertin did
not exactly predict what was about to happen after Melbourne, he had at least
expressed the wish back in 1924 that the artistic and cultural content of the
Games should expand well beyond the art "competitions" which, as he
had pertinently remarked, were hampered with growing management
problems.
We could say that the celebration of the Olympic Games in Rome, in
1960, introduced a more d.ynamic relation between the sports and cultural
dimension of the great Olympic festival. From now on this second dimension
would become much more apparent and prominent. Coubertin would certainly have been delighted. Had he not expressed a deep concern about this at
the end of the Games of the VIIIth Olympiad (Paris, 1924)?
"After the Games of the VIIth Olympiad (Antwerp, 1920), I remember
that I expressed a wish for an even more complete and absolute universalism. After the Games of the VIIIth Olympiad, my concern is now for
"intellectualism".
The last Games, in spite of the worthy efforts to infuse them with an and
thought, have remained too much a "world championship". Of course
they should be that too. The athletes, who have come from all corners of
the earth, have the right to expect the best possible organization. But
something else is also needed: the presence of national geniuses, the
cooperation of the muses, the cult of beauty, all the structure... which is
needed for the strong symbolism which the Olympic Games incarnated in
the past and which they should continue to represent today. Those who
follow will have to look for the appropriate formulas. Our task has been to
show them the way.
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Thus the Olympic Games will be what they should be and nothing more:
the four-yearly festival of human spring, but an organized and structured
spring whose vigour will remain at the service of the Spirit. "
(Extract from the preface of the Official Report of the Games of the VIIIth
Olympiad, Paris, 1924, p. 4. The underlining was done by the author.) So,
in the chapter on the "new era" of cultural and educational events on the
occasion of the Olympic Games after Melbourne, we could include:
Rome, 1960 (note 17)
— The five major historical and cultural spectacles of sport which attracted
more than 120,000 visitors from Italy and the rest of the world.
— The large exhibition in Rome on Sport in art and history from antiquity to
the end of the 19th century.
— The artistic event organized by the Italian Ministry of Education on the
subject of the Olympic Games with the participation of primary school
children from 80 countries.
Tokyo, 1964 (note 18)
— The large Art Exhibition in Tokyo. It was not limited to sport, but
included the highest art forms of Japan: an exhibition of ancient and
classic art, an extensive programme of theatre performance, music and
folk art. The exhibition of ancient art treasures alone was visited by more
than 400,000 people during the 41 days it was open to the public.
Mexico, 1968 (note 19)
An unprecedented summit (which has not been surpassed to this day) for
the association of the fine arts and a large variety
of cultural, artistic and
educational events with the Olympic Movement1. Among others:
— The great Reception offered to the youth of the whole world by more than
18,000 young Mexican men and women, on Mexico's Plaza Mayor.
— The International Film Festival during which more than 1,000 films from
thirteen countries emphasized the value of cinema as one of the most
characteristic art forms of our times.
— The Youth
Camp which was attended by 865 boys and girls from twenty
countries2.
— The Exhibition of selected works of world art in which collections from
41 nations were presented.
— The International Arts Festival during which there were performances by
seven drama companies, 27 classical, modern and folklore dance groups,
fourteen choirs and symphony or chamber orchestras and finally, a great
number of soloists and pop groups of world fame.
— The International Meeting of Sculptors and the International Meeting of
Poets. In the former, nineteen monumental sculptures were created by
4
An integral part of the Official Report of the Games of the XlXth Olympiad, Volume 4
alone5 contains 765 pages describing and illustrating the "cultural Olympiad" of Mexico.
The first was organized on the occasion of the Games of the Vth Olympiad in Stockholm,
1912.
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as many foreign sculptors and erected along a 17 km. section of the ring
road around Mexico which has since been renamed the "Road of
Friendship".
— The Festival of Children's Paintings on the theme "A world of friend
ship"; 1,200 paintings were drawn by children from 60 countries and
presented at an exhibition which lasted three weeks in Mexico's National
Auditorium.
— The Festival of Wall Painting attended by 160 children from 47 countries,
accompanied by their teachers or parents.
— The Folklore Festival with the participation of 54 groups and companies
from 25 countries; in all, 2,458 artists took part in 287 performances at
eleven different sites.
— The International Crafts Exhibition which presented the artistic sensi
tivity and national characteristics of traditional art from some 45 differ
ent countries.
Munich, 1972 (note 20)
— A vasts programme of music, theatre, dance, international and Bavarian
folklore performances, films and several thematic exhibitions. An initial
budget of DM 15 million was included in the general funding of the
Games. The different cultural events were attended by 650,000 visitors,
while 1.2 million people visited Spectacle Boulevard in the Olympic
Park.
— An international painting contest was organized by the city of Kiel, on the
subject Sport in my country. It was open to young people from all over the
world, aged from ten to 21 years; 100,000 invitations were sent in four
languages around the world. A total of 18,000 works were received from
67 countries. About 700 works were presented at an exhibition in Kiel
Library and in the main lecture hall of Albrecht University (note 2).
Montreal, 1976 (note 21)

— An initial budget of around 8 million dollars allowed the OCOG to offer
athletes, visitors and the people of Canada an authentic Festival of Culture
which honorably continued the tradition that had been solidly established
in the previous Olympiads. The programme included: major art exhibi
tions, poetry, literature, cinema and video, theatre and the performing
arts, concerts and recitals, opera and musical comedy, dance, jazz and
variety shows, folklore and musical revues, popular shows. In 31 days,
3,500 artists from all the regions of Canada contributed their talent and
skills to more than 1,500 cultural events in front of almost one million
spectators.
— In addition, the OCOG published a volume entitled "Arts and Culture"
which emphasized the importance of cultural activities in Quebec and
Canada, by highlighting the most significant aspects and presenting the
variety and quality of the cultural events during the Games in Montreal
(note 1).
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— The Promotion of Olympism in the schools of Quebec was a new initiative
in the history of the Olympic Games. It was organized during the years
73—74, 74—75, 75—76 among the youth of Quebec. This programme
aimed at presenting to young children not only the sports dimension, but
also all the socio-cultural and aesthetic aspects of the Olympic Games
(note 6).
Moscow, 1980 (note 22)
— The presentation of the multinational art of the peoples of the USSR held
an important place during the Games in Moscow. The Official Report
indicates that the cultural programme, including fine arts, exhibitions,
popular shows, in Moscow alone, extended over 5,500 different events,
with the participation of 41,000 artists and members of cultural institu
tions. More than 9.5 milion people are said to have attended. In addition,
there were 1,200 cultural events at Tallinn, Leningrad, Kiev and Minsk
which attracted 2.4 million spectators.
Los Angeles, 1984 (note 23)
— A truly international arts festival of a "standard equal to the performance
of the best Olympic athletes", according to the organizers, was held for ten
weeks in Los Angeles, from June to the middle of August 1984. About
1,500 artists from at least eighteen countries gave more than 400 perfor
mances of theatre, music, dance, plastic arts and expression. In addition,
there were great world premières with artists from France, Great Britain,
Australia, Mexico, Canada and West Germany, to mention only these. A
total budget of 11 million dollars was allocated to the cultural festival.
In the Official Report of the Games in Los Angeles one can read that the
cultural programme wanted to reflect "the traditions of the world's aesthetic
culture in a very wide range of artistic expressions (...) with the participation
of young talents and famous artists, true to the ideal of Olympism".
BY WAY OF CONCLUSION
It is now clear that sport and art at the Olympic Games are coexisting
better than ever, in spite of strong competition from the sports events.
Under the Olympic Charter (Rule 39), the Organizing Committees have
to arrange demonstrations of the host country's art (architecture, music,
literature, painting, sculpture, sports philately and photography). The same
article also adds that the programme may include "ballet, theatrical, opera
performances or symphony concerts".
Let us hope that, as in the Games of the XXIIIrd Olympiad at Los
Angeles, we will find a way in the future to have sports events preceded by a
large scale arts festival that will frame them in an elegant and harmonious
way, and to "celebrate the international fraternity of artists, just as the Games
celebrate the international fraternity of athletes".
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I think that Coubertin expected as much, both for the periodical celebration of the Olympic Games and the role of art in the education of men, where
the sense of beauty, according to him, can "make individual life more beautiful and improve social life".
This is also true for the idea of eurhythmy about which Coubertin said
that it is "charm in measure and proportion"; in this sense, what could be
better justified than increased efforts on our part to create it and integrate it in
physical education and sport at all levels:
"The alliance of the arts, letters and sports is gloriously enhanced in the
official celebration of the Olympiads but, in order to be able to feel its
beneficial effects, the idea of eurhythmy should be infused at the more
modest level of local and popular meetings."
P. de Coubertin, 1911 (note 3, p. 11).
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THE MODERN OLYMPIC GAMES
AND THE ARTS
by Professor D. W. Masterson (GBR)
Physical Educationist
Senior Lecturer at Salford University

"The Modern Olympic Games and the Arts" is a subject by no means new
to this Academy and I commend to you those reports of the proceedings of
previous years* when my associates Paul Vialar, Henri Pouret and Jean
Durry addressed themselves to this topic. Indeed, the ground has been so well
covered by these experts that I find myself having to repeat some things they
have already said, but, as this Session is specially devoted to the cultural
events of the Games, perhaps some repetition will not go amiss, especially if
I can add a little more information, show you some examples of Olympic art
and touch upon problems that relate to art, Olympism and the Games.
Pierre de Coubertin's views on art in the Olympic Movement
From their inception, the Modern Olympic Games had an attraction for
the arts. Indeed, the International Congress for the Reestablishment of the
Olympic Games, convened at the Sorbonne in Paris in 1894, may have
prompted those drawings of the Ancient Games produced by Castaigne in
1895 and, although poetry was not part of the first Olympiad in 1896, it
provided the first gold medal won by an Englishman. George Roberston, an
Oxford don who won 'blues' for throwing the hammer in 1892-1895, travelled to Athens hoping to compete in the event. Unfortunately, the hammer
was not included in the programm, so he entered the shot and discus, finishing fourth and sixth respectively. He was, therefore, not amongst the
medallists but, undeterred, he composed the following ode in Greek, which
he recited at the Games, so impressing George I of the Hellenes that the King
awarded him a gold medal, together with a chaplet of oak leaves (McWhirter,
1972).
That Coubertin believed the arts to be an essential aspect of the Olympic
Movement may be confirmed not only by his address to the Advisory Conference of 1906 in Paris, which Jean Durry has described at length, but also by
his other statements, publications and views confirmed by Carl Diem (1970).
He was convinced sport and the arts could be mutually stimulating. Not only
would sport be ennobled by artistic values and its cultural status be enhanced,
but artistic sensibility would also be awakened to the beauty of movement.
From this interaction a new splendour would be imparted to the Games and
the arts would be enriched. Thus the Olympic Movement would be streng* International Olympic Academy Reports for the years 1964, 1965, 1968, 1969, 1970,
1972, 1973, 1979 and 1981.
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thened as an educational force and thereby contribute to the physical and
spiritual well-being of humanity. He therefore proposed, in 1906, that contests in the arts should be added to the programme of the Games and, because
there was insufficient time to include them in the 1908 Games in London,
they were scheduled for the 1912 Games in Stockholm.
Contests in the arts

As reservations were held by the Swedish Royal Academy, the Society for
the Arts and the Artists' Association about the suitability of competitions in
the arts, the Swedish Olympic Committee, at a meeting held on 6th February
1912, resolved not to include them. But Coubertin's enthusiasm, supported
by a grant of 5,000 francs from the NOC, overcame this opposition and the
International Olympic Commitee launched the first art competition at the
Vth Olympiad (Swedish Olympic Committee, 1912). To support the events,
the founder of the modern Games entered the literary competition and, under
the pseudonyms Georges Hohrod and M. Eschbach, submitted a poem "Ode
to Sport" in German. It won the gold medal. The second stanza leaves us in no
doubt about Coubertin's view of the sports aesthetic:
O Sport, du bist die Schönheit!
Du formst den Körper zu edler Gestalt
Haltst fern von ihm zerstörende Leidenschaft
Und stahlst ihn durch dauernde Übung.
Gibst schöne Harmonie seinen Gliedern
Und gefalligen Rythmus seinen Bewegungen.
Translation by E. D. A. Morshead and T. A. Cook, 1908:
Oh Sport, you are Beauty. You form a human body that can become
abject or sublime according to vile passion or cultivated effort.
No beauty exists without balance and proportion and you are the master
of both as you give harmony and rhythm to motion, make strength
gracious and give power to the supple.
For those who consider that which produces beauty to be art, then that
sport which does so is a form of art. Coubertin never claimed sport to be art
but in this verse points to their relationship.
Only five countries officially entered the art events in Stockholm, but the
competitions were subsequently considered to have been successful and were
incorporated into the programme for each of the succeeding Olympiads until
they were abandoned after 1948. Indeed, between the years the five original
categories, i e., architecture, sculpture, painting, music and literature, were
sub-divided to provide different sections and by 1948 there were 14 separate
areas of art grouped under the five headings. "Architecture" was expanded to
include town planning and architectural design. "Painting" was divided into
three sections to accommodate oil and watercolour, engraving and etching
and applied art and craft. "Sculpture" was similarly divided into in the round,
in relief and medals and plaques. "Literature" was separated into lyric, dramatic and epic works and "Music" into vocal, instrumental and chamber,
and orchestral compositions. The number of competing nations grew from
five in Stockholm to 18 in Antwerp, 23 in Paris, 18 in Amsterdam, 24 in Los
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Angeles (where, incidentally, Avery Brundage, former President of the IOC,
won an "Honourable Mention" in the literary events for an essay on "The
Significance of Amateur Sport"), 23 in Berlin and 25 in London. In 1936,
667 exhibits were displayed in an exhibition that attracted 70,000 people over
a period of four weeks and 73 literary and musical pieces were presented.
Although they were held only three years after the war, the art competitions at
the Games in London opened to critical acclaim, occupying seven galleries of
the Victoria and Albert Museum. The Official Reports of the host countries
supply details, but examples of some of the submissions in painting and
sculpture give some indication of the events. Three examples of prize-winning poetry are given in the appendix to this paper.
Despite this growth and seemingly apparent success, the art contests were
abandoned after the 1948 Games in London. Various reasons have been
proffered for their demise, viz
(i)
The quality of submissions was considered to be so poor in some
sections that medals were not awarded. No medals were given
for music in 1924 and at other times awards were withheld. Of the
198 different contests in seven Olympiads, 21 gold, 13 silver and 21
bronze medals—a total of 54 awards or over 27 %—were not allocated.
(Mezo, 1958)
(ii) According to the Olympic Charter, all contestants had to be
amateur, so the professional status of the most celebrated artists of
the period debarred them from competing. Diem (1970) considered
this to be "a glaring logical error" in the regulations and maintained
than Coubertin never raised the question of professionalism in the
arts, probably because he regarded it as self-evident.
(iii) As no international organization operates to stimulate participation
in the various art events that are held around the world, each
organization has to rely on the publicity it alone generates. But some
NOCs neither publicized details of the art competitions widely in
their country, nor gave them the recognition they required for a
response of high standard. Thus many prospective entrants were
ignorant of them. Sam Rabin, who won a bronze medal for wrestling in
1928, is a notable English painter who has won prizes in the Sports Art
Biennial in Spain, but at his recent exhibition of boxing pictures in the
Dulwich Gallery in London, he told me that he had never heard of
the Olympic art contests. The media tended to ignore them and of the
numerous books written about the Olympic Games, few make
reference to them. Even official NOC reports, with the exception of
those produced by host countries, gave them scant attention. It is,
therefore, not surprising that some countries did not always compete.
In 1948, for example, the United States, Australia, New Zealand and
no countries from South America participated in the art contests.
(iv) Few of the entrants in the art competitions attended their event.
Some winners were not even informed of their success until after the
awards were made. (Mezo, 1958)
(v) The logistic and costly procedures involved made the contests
difficult to arrange. Transportation of massive sculpture and the
assembly of large orchestras provided problems for the organizers.
106

(vi)

Submitted works were required to have some direct connection with
sport and some considered this too confining a demand. The Swedish
Society for the Arts, for example, maintained that the only indispensable condition must be that the principal motive of the competitions
was, purely and simply, the production of art. In many instances some
submissions had only a tenuous relationship with sport and these
seemed to be at variance with those depicting it.
(vii) Classification in order of merit proved to be particularly difficult. As
Durry asked at this Academy in 1981 :
"On the basis of which criteria and which artistic ideals can this be
done?" I should like to address myself to this problem again later.
(viii) The competitive aspect of the events was held to be against the
nature of artistic creativity and it has been said that this deterred
participation. However, the competitive element does not appear to
apply to the annual summer exhibition of the Royal Academy in
London, nor to the Sports Art Biennial held in Spain, both of which
attract thousands of entries.
(ix) A problem arose with regard to those submissions that were
awarded medals. It was believed that the value of these works would
automatically be enhanced and that this was out of keeping with the
intention of the competition. Such a view was not confirmed by the
sale of the painting "The London Amateur Championships" which
won a gold medal in 1948. It was bought for 10 guineas, about 16
dollars, at the auction of the Hutchinson Collection in 1951.
The art exhibitions

For whichever of the above reasons, the art contests were replaced after
1948 by exhibitions. Some of these events have been spectacular. In Mexico,
for example, a year was devoted to an International Cultural Festival which
involved such renowned individual artists as Arthur Miller, novelist and
playwright, Alexander Calder, sculptor, Dave Brubeck, musician, Maurice
Chevalier, entertainer, and John Cage, composer. There were performances
from soloists of the Bolshoi Ballet, the Martha Graham Company, the Merce
Cunningham Group, the Netherlands Dance Theatre, the National Ballet of
Cuba, the Prague Ballet Company and Woody Herman's Orchestra. The
Avery Brundage Art Collection and paintings by Kline, Lichtenstein and
Jackson Pollock were displayed. An International Conference for Sculptors
was arranged and the Children's Painting Competition was inaugurated. Of
course, there were numerous contributions by individuals, theatrical and
dance companies from Mexico. In Los Angeles a similar programme was
arranged in 1984. It included the Royal Shakespeare Company and the Royal
Opera from England, the Théâtre du Soleil from France, the Piccolo Teatro di
Milano, the Chengdu Troupe from the People's Republic of China, the Korean National Dance Company, the London Contemporary Dance Theatre,
the Wuppertal Dance Company, the Buguku Chengdu Shrine from Japan and
other groups. There was an exhibition of impressionist painting assembled
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from French national galleries and numerous other events were staged by
American artists and performers, including Stevie Wonder.
It would be difficult to imagine more prestigious demonstrations of the
art of mankind than those festivals. But neither of them conformed with Rule
39 of the Olympic Charter, which replaced that regulation governing the art
contests, viz
39 Art exhibitions
The OCOG (Organizing Committee of the Olympic Games) shall
arrange, subject to the approval of the IOC, exhibitions and demonstrations of the host country's art (architecture, literature, music, painting,
sculpture, photography and sports philately) and fix the dates during
which these exhibitions and demonstrations shall take place. The programme may also include theatrical, ballet, opera performances, or symphony concerts.
This section of the programme shall be of an equal standard and held
concurrently and in the same vicinity as the sports events. It shall receive
full recognition in the publicity released by the OCOG.
The international character of the Mexico and Los Angeles festivals
clearly went beyond "the host country's art", unlike the cultural events presented in Montreal and Moscow, where, with the exception of the now regular
International Children's Painting Competition, the art was confined to that of
Canada and the Soviet Union respectively. Whether the limitations of Rule
39 should be enforced or the festivals of 1968 and 1984 be emulated, is a
matter for consideration by the IOC.
There have been suggestions that the contests be revived. Since 1984 the
Olympic Movement has taken on a greater world significance and some of the
reasons for the termination of these competitions may now no longer apply
or, at least, be avoided. But others would prevail, the most important of
which is the major difference between the aesthetic and art theories of the
East and the West.
Sport, art theory and aesthetics
Since the advent of impressionism in the mid-nineteenth century, Western art has undergone a series of dramatic changes and evolved into a variety
of forms. Malraux described this "modern art" as a "new star in the heavens"
for it rejected previous theories about the nature of art and introduced concepts that had hitherto been alien to European aesthetics. For example, the
post-impressionists were influenced by Japanese prints and the cubists, particularly Braque and Picasso, incorporated elements of Oceanic and African
art into their early works in this style. These developments were followed by
others and the first half of the new century was witness to futurism, dada,
surrealism, expressionism and abstraction. After the war, the centre of Western art moved from Paris to New York and the last thirty years have seen
such forms as taschism, abstract-expressionism, pop art, kinetic art, photorealism, environment and land art, conceptual, action and performance art
and others—all genetically known as new or post-modernism. All these forms
have been influenced by theories which are largely the legacy of the "formal108

ist" and 'art for art's sake' movements of earlier years and therefore hold the
creation of art to be autonomous and self-rewarding. Unencumbered by
moral, political or social obligations, artistic creativity is free to explore
widely divergent ideas about the nature of art. A statement by Barry Cooke,
an artist whose work has been bought by the English Arts Council, sums up
this view:
I have no belief in an art which is based on a known set of values because
this would be denying myself the pleasure of constantly framing fresh
concepts of what art can be about.
(Cooke, B., 1975)
This approach makes the subject of the art work subordinate to treatment.
For example, the picture of Footballers by Nicolas de Staël (1952) illustrated
on the cover of the programme of a recent exhibition in the Olympic Museum
in Lausanne was not intended primarily to depict the players nor the game.
Rather than this, the painting is an aesthetic object which relies for its quality
as a work of art upon the artist's idea, the colours he has used, the texture he
has made in paint, the composition and the style. This was confirmed by
P. Granville (1972), Curator of the Modern and Contemporary Art Section of
the Musée des Beaux-Arts in Dijon, who, not being fully conversant with my
reasons, replied to my request for a copy of this picture as follows:
I understand that you would like to use this material because of the
subject, whereas for me the subject is secondary and I fear that the
painting will become an "illustration", therefore losing its primary raison
d'être.
The official art of Eastern Europe and the Soviet Union conforms to an
aesthetic doctrine radically different from that of the West. This MarxistLeninist concept was defined by Zhdanov (1934) in the Statute of the Union
of Soviet Writers as follows:
Socialist realism is the fundamental method of Soviet literature and criticism : it demands of the artist a true, historically concrete representation
of reality in its revolutionary development. Further, it ought to contribute
to the ideological transformation and education of the workers in the
spirit of socialism.
Socialist realist art relates to a pragmatic philosophy that seeks not only to
understand the world but, in association with ethical purposes, to change it. It
is proposed as a critical theory for interpreting and judging art and also as a
guide for artistic practices that inspire the highest social response—unlike
that art of the West which leaves the spectating public bewildered. It rejects
the "formalist" and "art for art's sake" theories and places moral, social and
political obligations on the artist whose aim becomes the edification of
society. In consequence, this style differs profoundly from those of the Western avant-garde in that subject takes precedence over treatment and artistic
themes focus on life issues. For example, although participation in sport has
been shown to enhance national physical well-being, Western art has largely
ignored it, but in Eastern Europe and the USSR, art is used as a means of
promoting it. Exhibitions of sports art are held in conjunction with major
sports events and painting and sculpture of sport are frequently the subjects of
articles in sports magazines. Sport is associated with beauty. Dieneka, Pre109

sident of the Academy of Fine Art in the USSR and winner of the Lenin Prize,
is a prolific painter of sport. He extols its beauty thus:
I love sport. I can spend hours watching runners, swimmers, skiers. It
seems to me that sport, like everything beautiful, ennobles man.
Dobrov, A. (1966)
To encourage sport-art relationships, Witt (1965) has described how, as
early as 1961, sportsmen and women were brought together with artists in the
GDR, and how both amateur and professional artists have been encouraged
to compete for the German Gymnastic and Sports Union prizes. This
approach meets Coubertin's desire to associate art and sport. Moreover,
realism conforms with his artistic preference.
Olympic art

We know from his various publications and statements the form of art
that Coubertin wished to be associated with the Games. Professor Hohne of
the DDR (1969/70) has described it at length and Diem (1973) has indicated
those sources that influenced it. The former author contends that Olympism
is rooted in humanism and respect for the dignity of man. Its fundamental
principles are democracy, internationalism, equal rights and education in
mutual international regard, despite racial, religious and political differences.
To contribute to this Olympic idea, the art of the Games must therefore serve
these principles. As a means of developing social consciousness, it must relate
more to ideals and objectives than to mere declarations of a love of sport.
Furthermore, by asserting that Coubertin believed that Olympic literature
and art should present objective reality and be linked with the people, this
author presents a strong case for the official art of the Games to be of a social
realist nature.
The problem lies in the irreconcilable differences between West and East
European art. If the Olympic Movement were to support one officially, it
would lose the participation of the other. At present, Rule 39 avoids this
difficulty by leaving host countries to determine freely the style of its programme of art. However, if the Movement wished to establish "Olympic art"
and give it a role as important as the sports, it would need to set up an Arts
Commission to resolve artistic controversies.
On the one hand, it could be argued that all Coubertin's views, including
those on art described above, should be implemented. But if such a policy
were de rigueur, the Games would not have benefited, for example, from the
role of women in them today. On the other hand, arguments for a realist
aesthetic could be countered by those who would say that Coubertin's description of athletes as 'living sculpture' (Coubertin, 1922) relates to Western
contemporary theories of art and is in line with that conception of the
Olympic festival as a total art work of our time (Umminger, 1972).
For the sake of peaceful co-existence of opposing artistic orientations, the
solution might be a compromise which establishes the themes of Olympic art
along the lines described by Hohne (l970), but allows them to be depicted or
expressed by a variety of artistic approaches. To avoid conflict, art events
should not be described as contests, although honours could be given in ways
similar to those adopted at various international art exhibitions, whilst works
could be purchased by the IOC to form an Olympic Collection.
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There is no doubt that art will continue to be associated with Olympic
festivals. It will appear in the architecture, the posters, the stamps, the children's painting, the decorations and the entertainment, but as an official
event it demands very careful consideration of its role.
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Athens
Up, my song!
An alien crowd, we come
To this Athenian home—
Yet not like Persian plunderers of old,
But in frank love and generous friendship bold!

I too, who sing hereof,
I too, in strenuous sport, with sons of Hellas strove.
"AU hail!" we cry, "All hail!"
Fair mother of the Arts! O violet-crowned,
Home of Athena! Glory's sacred ground!
Onward, in love of thee, we spread our eager sail!
Up, comrades! let your voices raise
The flower of song, the blossom of her praise—
And, as we fleet across a halcyon sea,
May the god gently waft pur song to thee!
Love-smitten for the Maid, the loveliest birth
That Heaven e'er gave to earth,
We come, her grace to gainPloughing with pinnace fair the bright auspicious main!
111

Participants at the 26th Session of the International Olympic Academy : First row, from left u
right, Messrs. Kleanthis Paleologos, Athanassios Tzartzanos, a member of the academy, Messrs
George Vichos, Syfis Valyrakis, Nikolaos Nissiotis, Otto Szymiczek, Francesco Gnecchi-Ruscone

n Whitney. Second row, from left to right, Messrs. Russell Sturzebecker, Georges Sala, BerJeu, Jean-François Pahud, Jim Parry, Mrs. Valyrakis, Mr. Fernand Landry, Mrs. Elena
tsova, Mrs. Elisabeth Hanley, Mr. John T. Powell. (VP)

O mother Athens! ever from old time
The homeless wanderer found a home with thee—
Bear witness Agamemnon's son, thy guest,
Whom awful Furies drove o'er land and sea
In stern requital of his glorious crime,
Till Athens gave him rest!
Now unto us, O Land of fame divine,
Stretch forth thy hand in welcome! from afar
Let glory of the strife that is not war
Commend us to thy shrine!
Lo, from the wide world manifold we come—
From England's hearths and homes draw hither some,
Children of sires who, in the days gone by,
Warred for thy liberty,
Warred by the poet's side,
The Muses' child, who in Aetolia died!
And other some from gallant France draw nigh,
Lords of the peaceful strife, with thee to vie;
And some from German forests, strong and bold,
Or where Hungarias cornlands wave their gold!
And some thro' Western ocean cleave their way—
And fleet of foot are they!
Once, long ago—when Peleus to his side
Drew Thetis as a bride—
Came gods and heroes to the palace-hall,
For that high festival.
To-day, O happy Hellas, see him stand,
Thy king, the nursing father of thy land,
Brother of one right dear to England's heart and mine!
See from the North draw nigh
A star of Muscovy!
See how, once more, from hills afar,
Not now with arms and war,
An Alexander comes, of royal line—
Quitting his land for thine!
Athens, all hail! Hail, O rejoicing throng!
And from our lips receive the tributary song.
George Stuart Robertson
(translated by
E. D. A. Morshead)
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Pole Vault

Kazimierz Wierzynsky The Discus

Just took off, now floats.
Divinely balanced
Unfolds on the pole and blows
in the wind, a banner
Reaches the cross-bar and with
a sudden flutter
Vaults over, as if both bird
and cat.
Hold him in flight, let him
stay up high
Let him push back the pole,
unnecessary prop.
Let him be, let him hang,
wrapped in cloud
Like a mist in the air, light
as down.
He will not lose his powers,
weaken his drive
But will rise still higher,
beyond all risks and doubts
Answer us from above, shouts
through an echo
That he flies to the skies, he
is our breath.
(Gold medal 1928)

H. H. Stoiber

The quick disc flew from my
hand—
How it took the fast route to
the sun,
How in its dying flight it
turned to earth
And landed lightly to furrow the sand!
I retrieved it and considered it afresh
How on the shining ring
little particles adhered,
As if a thousand forms of
life were living there!
I stand and stand and wonder
overcame me.
How everything that strives
and comes from Heaven,
Yet how the follies of the
earth attach themselves,
And dust and ashes cling to
everything!
I wipe this iron ring
And clean the dirt off with a
hand,
That softly and gently
trembles within me.
(Bronze medal 1936)
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SYMBOLISM IN OLYMPISMSYMBOLISM IN ART
by Mr. Luc Silance (BEL)
Lecturer at the University of Brussels
President of the Belgian Royal
Athletics League

1. The word "symbol" (in French, symbole) is Greek in origin.
The sumbolon is an object broken in two, constituting a token of recognition between the bearers of each half, which might be re-constituted as a
whole (assemble, put together sumballein).
By piecing together two previously broken fragments of pottery, wood,
metal, etc., the two persons who had each retained one half might later
recognize one another. Thus two guests, two pilgrims, two beings who had to
part for a long time, perhaps even a creditor and his debtor, could later
recognize their bonds of hospitality, friendship or even their respective claim
and debt.
The two parts of the symbol were also the tokens of recognition which
enabled parents to recover abandoned children.
In classical Latin, the word became symbolus, or sign of recognition.
Amongst Christian authors, the symbolun is a symbol of faith. The word was
used in French (symbole) for the first time in 1488, borrowed from the Latin
by Christian writers.
2. For the Ancient Greeks, the words and signs by which those initiated
into the mysteries of Ceres, Cybele or Mithras recognized each other were also
known as "symbols".
From there the word passed first into the religious language of the
Catholic religion, for example where it is said, "the formulae by which the
Church gathers its faith, which are as passwords by which true believers
recognize each other".
3. In the French language, different dictionaries offer different interpre
tations:
symbol:
"figure or image which serves to designate a thing, usually abstract: the
dog is the symbol of loyalty. The flag is the symbol of the homeland. The
symbol of glory is the laurel."
(Dictionnaire de l'Académie française, 1935)
symbol:
"a figure or image used as the sign of a thing."
(Littré, Dictionnaire de la langue française)
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For Robert, (Dictionnaire alphabétique et analogique de la langue française):
"In Rabelais, a comparison, rapprochement, rapport, that which represents another thing by virtue of analogy." (Lalande, Vocabulaire
technique et critique de la philosophie): "Natural object of act, rich in
imagery, which by its form or nature evokes an association of "natural"
ideas (in a given social group) with something of the abstract or absent
about it.
In particular, an object or an image with an evocative, magical, mystical
nature.
In literature, and especially in poetry: a descriptive or narrative element
or statement open to a dual interpretation, both in terms of reality and of
ideas."
Mallarmé wrote (Proses diverses, Réponses d'enquêtes): "It is the
perfect use of this mystery which constitutes the symbol; to evoke an
object, little by little, to reveal a state of mind or, inversely, to chose an
object in order to expose a state of mind, by a series of deciphers."
4. For Littré, symbolism is, in origin, merely a philosophical term, a state
of thought and of tongue, in which dogmas are only expressed by symbols; a
mania for explaining everything by symbols.
For the Dictionnaire de l'Académie française, in 1935, symbolism is
representation through symbols, interpretation through symbols. For the first
time allusion is made to a poetic movement of the end of the 19th century in
reaction against the Parnassian and Naturalist schools.

For Robert (Dictionnaire alphabétique et analogique de la langue française), three meanings may be distinguished:

1. the use of symbols; representation through symbols; a system of sym
bols;
2. the theory of symbols, method of historical explication which rediscovers
symbols at the basis of beliefs;
3. literary history around 1880: the literary movement (originally and essen
tially poetic) represented mainly by Verlaine, Rimbaud and Mallarmé,
which, in reaction against naturalism and Parnassus, strove to found art
on a symbolic and spiritual vision of the world, by means of new modes of
expression (suggestion, "evocative sorcery", etc.).
5. For certain philosophers (Raoul Berteau*, La voie symbolique, sym
boles, symbolisme, Lauzeray International, Paris, 1978), a symbol may not be
defined, words alone cannot express all that a symbol contains, any more than
they can express the totality of pictorial art or of music. To define a symbol is
to limit it, to give it a particular meaning, that is, to destroy it. Each symbol
has a meaning peculiar to the person who conceives it.
Thus Jung described the symbol as "an expression", the best one possible,
of something unknowable, or which cannot yet be known" (C. G. Jung,
Réponse à Job, Buchet Chastel, p. 179). He also wrote "the symbol is an object
of the known world which suggests something of the unknown; its content
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expresses life and the inexpressible... it is the area between day and night, just
at the border where reason sheds its light and beyond which begins delirium
or inspiration" (L'Homme et ses symboles, p. 264).
6. The definitions quoted, especially the last, have in common a concept
of the limit or frontier between the knowable and the unknowable, between
the expressible and the inexpressible, between the conceivable and the incon
ceivable.
We have already seen that for the Greeks, and in the definitions deduced
from the Greek sumbolon, it separates and brings together again ; it re-unites.
It bears the idea both of separation and re-union, it evokes a divided
community, which may come together again. It bears part of the broken
token.
The meaning of the symbol may be discovered in that which is at once a
fracture and a link, at the same time both separated and re-united.
7. In the history of the symbol, it can be noted that any object may, at any
time, take on a symbolic significance for some. A natural object : stone, metal,
tree, flower, fruit, animal, spring, river or ocean, mountain or valley, planet,
fire, crowd, etc. An abstract object: a geometric shape, number, rhythm, idea,
etc.
Every language has its share, large or small, of symbols. Many forms of
writing are also symbolic : Chinese characters, hieroglyphics are almost exclusively formed of symbols. Recently a mode of expression representing ideas
by ideograms has been found, known as semiology.
Symbolism is a system of symbols, expressing beliefs and thoughts; it is a
system of written signs, the ordering of which responds to rules which translate, visually, the formalization of reasoned thought.
If the symbol is the being or the object which represents an abstract thing,
which is the image of a thing, then symbolism is the systematic use of symbols
in the field of esthetics or ideas, to give birth to a sensation.
8. In many areas, Coubertin was in the vanguard of ideas about educa
tion. He was, in addition, a visionary, a creator, in many fields. Not only did
he pick up the idea, then in the air, perhaps, to take up once again the cycle of
the Olympic Games in the modern era, he also wanted to give them, in many
respects, an historical, pedagogical, esthetic and even symbolic character.
The Olympic symbol, the five rings of different colours, represented for
Coubertin the five continents united in sport.
9. The ring, on its own, has a symbolic meaning. In China, it was the
symbol of the unending cycle of continuity ; it is the circle, closed, as opposed
to the spiral. It corresponds to the trigram Li, that of the sun and of fire, which
were discovered next. The cental hole of the ring is, for the Chinese, the
receptacle, the passageway of celestial influence; furthermore, it is the void of
the hub which makes the wheel turn; it symbolizes and contributes to the
realization of the vacuity at the centre of being, the place into which celestial
influx must descend.
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In Irish and Breton folk tales, the ring serves as a means of recognition.
Here once again we come upon the Greek sumbolon.
In Christianity, the ring symbolizes faithful attachment, freely accepted.
It is linked to time and the cosmos.
It is the belt, protecting premises, guarding a treasure or a secret.
According to Jewish and Biblical legend, it was to a ring that Solomon
owed his wisdom. The ring of Solomon was the symbol of knowledge and
power which Solomon had over other beings. It was as a seal from heaven
which marked his spiritual and material domination.
The Greeks also had the symbol of the ring. Prometheus, freed by Hercules, had to agree to wear a ring of iron on his finger, in which was set a
splinter of stone as a souvenir of the rock and the manacles of Caucasus where
he had been chained, and above all as a mark of submission to Zeus.
The ring of Polycratus is an indissoluble link. The ring of Gyges gave him
invisibility.
The power of the bipolar symbol may lead to mystical conquests, but may
also by its magical perversion lead to criminal victories, to tyrannical dominion.
Rings, symbols of loyalty and obedience when they are united as in the
Olympic symbol, show the union of all peoples and understanding amongst
peoples, the essential objective pursued by Olympism.
It was in 1896 that Coubertin invented tile symbol of the Games. For him,
the five intertwined rings of blue, yellow, black, green and red represented the
five parts of the world: Europe, Asia, Africa, Australia and America respectively, which he wished to reunite and conciliate through sport.
Each colour, like the ring, has its own symbolic meaning.
Even if the colours have their own general symbolic significance, Coubertin wished simply to give the five rings the colour of a continent, nothing
more.
10. Even at the first celebration of Olympism renewed, at the first Olympiad of modern times, in Athens in 1896, Baron Pierre de Coubertin struggled
to ensure that the Games preserved an essentially "festive" aspect.
"A festival of passionate effort, multiple ambitions and all forms of
youthful activity of each new generation as it appears on the threshold of life."
(Coubertin, Olympic Memoirs)
From the start, he paid particular attention to the staging of the ceremonies which envelop the Games. It is these ceremonies, rituals and symbols
which distinguish the Olympic Games from mere world championships
(Conrado Durantez, "Le Flambeau, grand symbole Olympique", Revue
Olympique, 1985, p. 620).
The Olympic Games should not be considered as merely a gathering of
sports contests and demonstrations intended to express the physical limits of
human capabilities; on the contrary, the Games are concerned above all with
the development of the aesthetic dimension and of the beauty which are
revealed at these festivals (Carl Diem, 1961).
The Olympic symbols have therefore an objective, beyond their own
significance, to create direct understanding amongst peoples and to make the
Olympic Games a privileged moment of universal culture.
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For Coubertin, the Olympic ceremonies had to possess a many-sided
symbolic value, including four fundamental aspects:
— historical meaning
— pedagogical content
— aesthetic aspects
— religious meaning
11. The ñame is the sacred fire. It recalls the myth of Prometheus, the
Greek demi-god who stole the sacred thunderbolt to give to mortels and thus
enable them to vanquish cold, prepare food and become almost the equal of
the gods.
In a literary and symbolic study ("Symbolism of the Olympic Flame",
International Olympic Academy, 1968, p. 144), Henri Pouret studied certain
aspects of this ñame,
"One of the essential symbols of the ñame lies in its verticality; it stands
up straight as a youthful thought. It represents for the whole world a
dynamic element of an upright life. Sometimes the wind may bend it. It
hides itself then for a brief moment, before standing up again. The flame
expresses thus all the struggles which are necessary to maintain unity.
Defying the unleashed elements, it struggles to dispense warmth and light
and to find once more in peace its destiny of elevation." It was only at
the Olympic Games in Berlin in 1936, that is to say the
XIth Olympiad, that the flame was used for the first time.
On 21st July 1936, the flame burst forth for the first time in a ceremony
devised by John Ketseas and Carl Diem.
On the sacred site at Olympia, beside the ancient stadium, the flame was
lit by the first rays of the sun.
Transported by this symbol, Coubertin, speaking at the closing of the
Olympiad at Berlin, expressed himself in the following terms:
"And you, the athletes, remember the fire which, lit by the ardour of the
sun, came to you from Olympia to bring light and warmth to your time.
Guard it jealously in the heart of your being so that it may reappear alive
at the other end of the world when in four years' time you will celebrate
the XIIth Olympiad on the distant shores of the great Pacific Ocean."
12. Lit during the opening ceremony, the Olympic flame burns day and
night in the Olympic stadium throughput the duration of the Games.
It is only when the Olympic flag is lowered at the end of the closing
ceremony that the flame is extinguished.
The fire, hidden from the sky, stolen from the gods, is the symbol of man's
hope, of the strength of humanity; the symbol of man in his finest expression.
John Ketseas always recalled that even in the Ancient Games the éternel
fire burned on the altar of Hestia. The winner of the race had the privilege of
reviving it.
On 10th July 1934, the IOC, meeting in Athens, adopted Carl Diem's
proposal, seconded by John Ketseas, IOC member in Greece.
Henri Pouret, in his study of the symbolism of the flame, recalled how
disturbing it is to be witness to a birth, be it by the euphoric observation that
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something has come into the world, which takes on a being, develops and
desires to set off on a long road.
Thus he brings together the birth of the genesis and athletic effort, when
the athlete appears at the starting line, when the shot putter concentrates
before the throw.
It is the exultant observation of a beginning, the dawn of a day, like sunrise
over Mount Kronion. The myth of Prometheus recalls that man alone can
make use of that natural element which is fire, guide it, moderate it, bring it
back to life; animals cannot make use of fire, they can only burn themselves
when they come in contact with it. The dominion which man imposes on fire,
the most dangerous of the four elements, has made him king of nature. By
giving fire to mortels, Prometheus enabled the latter to stand up to the gods,
to ensure their own destinies without invoking the divinities. To be able to
manipulate fire is man's privilege. The flame is, for him, an aerial rather than
a terrestrial nourishment. It signifies for each the dynamic element of an
upright life; it rises up and runs straight as a youthful thought. If the wind
blows it down, it rises up again immediately.
The flame represents all the struggles which must be suffered to maintain
unity, to give warmth and light, to rediscover its destiny of ascension in
peace.
13. The flame is not alone in Olympic symbolism. Besides, it is mobile, at
least before the Games, for it is borne by relays of young athletes, carrying the
torches. If fire was already considered in Antiquity as the best means of
purification, the torch was placed beside the new-born from the moment of
birth. At marriages, the task of bearing the torches was entrusted to the
mothers of the young couple. For funerals, the torches served to accompany
the funeral procession, for the purification of the air and, possibly, to light the
pyre.
This funereal significance of the flame, which is already found among the
Greeks, is also found amongst the Romans. They also held torch competitions, running races where the torch was not static, but carried from man to
man. The flame was transported from a sacred fire, ceremonially lit, at the
same site as another ceremony. Apart from the purifying aspect of fire, it must
be recognized that this relay had another meaning: he who held the torch is
the weary runner who passes the relay to a fresh runner, as in life, the older
generations pass the torch to the young.
In collective religious ceremonies, nocturnal processions and the mysteries enshrining initiating rites, which called for particular lighting, torches
were generally employed. Even in the days of Troy, the Greeks used torches
(see the texts of Aeschylus). In Athens, relay races with torches were organized and the passage of the torch to one or other runner was carried out in a
manner not only practical but symbolic. The runner receiving the torch was
clearly always fresher and thus symbolized the passage of one generation to
another. It is thought, besides, that the first Olympic Games of Antiquity
resulted from the ritual of liturgical fires which constituted the foundation of
torch races.
In the modem Games, the flame lit by a "priestess" passes first in front of
the stele raised to the memory of Coubertin and which contains his heart. It is
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then transmitted by a relay system of torches with celebrations and vigils up
to the point where it has to be handed over in a great ceremony on the day of
the opening of the Games to light the Olympic flame in the great bowl. This
bowl must be situated within the great Olympic stadium and must remain
alight throughout the Games, that is to say for the fifteen days of the Olympic
Games and the ten days of the Winter Games. It has a pedagogical content, an
aesthetic content, a symbolic content, from the lighting of the flame by use of
a parabolic mirror capturing the original fire of the sun, by transportation of
the flame in relays, by the maintenance of the flame during the Games, up
until the extinction of the flame at the end of the Games.
The whole has a philosophical and symbolic meaning. The Olympic torch
is a symbol of peace. It speaks equally to believers of all religions, and to
unbelievers, even in our own era of materialism and high technology. The
peacemaking human fire has taken on sublime form.
It was in 1936 that the flame was lit for the first time in a symbolic
manner. Lit at Olympia on 21st July 1936, following a ceremonial devised by
John Ketseas and Carl Diem, it passed in relay first from the Olympic stadium in Athens, then to Delphi, Thessalonika, across Bulgaria (Sofia) Yugoslavia, Hungary (Budapest), Austria (Vienna), Czechoslovakia (Prague), to
arrive in Germany where on 1st August it was received with ceremony at
Berlin. Unhappily the war interrupted the hopes of all young people and the
Olympic flame was not seen again until 1948.
14. In 1920, for the first time, the Olympic flag, bearing the symbol
invented by Coubertin in 1896, was presented to the athletes assembled in the
Olympic stadium at Antwerp; for the first time also an athlete, Victor Boin,
took the Olympic oath. He was later to become President of the Belgian
Olympic Committee. Coubertin had, however, devised this oath much earlier. He speaks of it in the "letters" published in the Olympic Review of July
1906.
In Pierre de Coubertin's message to all athletes taking part in the Games
of the IXth Olympiad, he asked for "the conservation and upholding of the
flame of renewed Olympism and the maintenance of the principles and
institutions which are necessary to it":
— equality in the great categories of individual sports
— art competitions which link works of the mind, inspired by the idea of
sport, with fine muscular activity
— the athletes' oath which, founded on a sentiment of honour, encloses the
kernel of the only efficient solution of the problem of amateurism
— use of the Olympic flag which assembles the colours of all nations and
symbolizes the five parts of the world united by sport
— the ceremonial and formulae of opening and closing of the Games with
the final salute to Olympism from which they issue
— authority of the IOC to which independent recruitment guarantees the
maintenance of traditions.
The Olympic oath recalls, in a few sentences, the promise by all athletes to
compete loyally to the best of their abilities. The officials take a similar oath.
These oaths recall too the motto chosen by Pierre de Coubertin for the IOC:
"citius, altius, fortius" faster, higher, stronger (or more courageously).
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To the five rings, the Olympic flame, the Olympic torch and the Olympic
oath, Carl Diem added, in 1936, an Olympic bell which appears to have been
dropped from use since Berlin. Even unconsciously, all those who are
involved, from far or near, with the Olympic Movement, those who organize
the Games, who watch them, are impregnated with this symbolism. Even
unconsciously, they receive and decode the message.
The Olympic anthem, created in 1928, the gold, silver and bronze Olympic medals, and the commemorative medal of the Games, all contribute to
the same symbolic work. The opening ceremony of the Games and the closing
ceremony orchestrate the great spectacle of symbolism which envelops the
quadrennial festival of sport and youth.
15. While Chinese and Egyptian writing are composed of signs the origin
of which is largely symbolic, symbolism has also been present in art since
prehistoric times.
Traditional Chinese thought is known to us through texts written for the
most part in what is called the Philosophers' era, that is to say the 5th, 4th and
3rd centuries before Christ. Certain concepts go back even further to a yet
more ancient epoch.
The principle of order which governs the totality of the cosmos, for
Chinese philosophers, is the Dao (Taoism is the school of Dao), the universal
principle, which manifests itself in the world through two antithetical and
complementary aspects, the Ying and the Yang.
Beneath these two sub-principles, one finds the five elements, symbolized
by directions in space and in colours : to the east, wood, associated with green ;
to the south, fire, associated with red; to the west, metal, associated with
white; to the north, water, associated with black; to the centre, the earth,
associated with yellow.
To each cardinal point, that is at each of the elements orientated, is
associated a season. A short period of summer corresponds to the centre.
Wood and fire, spring and summer are Yang.
Metal and water, autumn and winter are Ying.
The earth is neutral, participating in the other elements and containing
them all.
Time and space are not considered separately, but are indissolubly linked.
Time appears in the round. Space is square, as is the earth, the sky being
considered as round.
In any cosmic organization, one finds a symbolic presentation, the whole
necessarily leading to peace and harmony and Great Justice (Taiping).
This philosophical symbolism is found only partially in the Chinese art of
the Middle Empire where writing, that is, calligraphy, an excellent véhicule
for thought, takes first place, shared with painting, architecture and sculpture
which are considered as the works of artisans just like ceramics, bronzes,
laquer and goldsmithing.
The Chinese symbolism of the "round" and the colours associated with
the elements are of particular interest.
16. In the Indian tradition, artistic creation participates, as in all human
activities, in universal harmony. Apart from having to accompany each of its
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phases with ritual acts, artistic creation whatever its ends be they cultural or
secular, must strive towards the realization of a coherent whole, summing up,
through subtle equivalences, the substance and ordering of the world. Thus
the efficiency of any object conceived and fashioned by man must be guaranteed by the strict observance of tested rules, transmitted from generation
to generation.
Amongst Hindu architects and embellishers alike the desire to innovate
and the search for personal expression are unknown. For them, all that counts
is the symbolic value of material and form. The site where the monument is to
be raised is the object of meticulous choice. It must comprise the elements
which make it be regarded as a veritable microcosm. The natural setting and
structure of the edifice, and its decorative covering, together suggest the
whole of the entire universe in the centre of which resides the supreme
divinity.
While cosmic symbolism has, from the beginning, conferred specific
features on Indian architecture, it is to the respect for traditional formulae
that it owes the remarkable continuity of its evolution. But these laws are not
only applicable to monuments erected on Indian soil; they also extend to all
those in continental and South-Eastern Asia which date from the time when
many states benefited by the influence of Indian culture.
Besides, to real constructions correspond esoteric diagrams (yantra).
These "instruments of thought", prefigured by the Vedic altar, sum up cosmic forces in geometric plans and translate in graphic terms the syllables of
sacred formulae (mantra). These are, at the same time, "immediate projections" of the image of the divinity and diagrams identical to the typical
temple plan.
By conjugating the principle of the figurations of the microcosm (mándala) and bringing the "body" of Buddha into conformity with the universe,
tantric theories presided over the realization of architectural complexes,
some of which are also situated outside India (Barabudur, Java, etc.).
It should be noted, in clarification, that the first principles, from which
issued the architectural concepts, are inferred from allusions encountered in
certain passages of Vedic literature dealing with ritual and it is from the fourth
century A.D. that classical works devote developments to the plastic arts.
17. In the Middle East, symbolism has had considerable importance
both in religion and art, not the least in Japan, and all the Far East.
However, if we are to restrict ourselves to the symbolism in art referred to
in the title of this paper, we must somehow limit it to a literary and artistic
movement of the end of the 19th century.
In poetry, following Baudelaire, this movement made the symbol or
metaphor its own privileged means of expression. Amongst its first great
representatives were Mallarmé, Rimbaud and Verlaine. A second generation
of symbolist poets appeared with Jules Laforgue, Saint-Pol-Roux, etc.
In painting, at the same time, and under the same influences, we find
Gustave Moreau, Odilon Redon, etc.
But it was not just French poets and painters who were involved in this
movement; representatives appeared throughout Europe and the two
Americas.
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18. In 1918, the English writer Coleridge wrote, in his "Essays on Fine
Arts",
"The artist must imitate that which is in the interior of the object, that
which exercises its action through the intermediary of the form and the
figure and addresses itself to us by means of symbols: the spirit of
nature."
At the end of the 19th century, during the years 1860-1870, in the midst of
the naturalist fervour, and despite the influence of the positivists, Auguste
Comte and Hippolyte Taine, a sort of reaction set in amongst the disappointed young against a conformism which the majority deemed to be the
done thing.
Literature played a predominant role in the origins and development of
the symbolist movement.
Joris-Karl Huysmans revealed the painters Gustave Moreau and Odilon
Redon as masters of the new avant-garde in his book "A rebours" (1884).
Charles Morice and Albert Aurier made Gauguin "the prey of literary
hacks".
The years 1885—1895 are generally agreed to have been the great epoch of
symbolism, whose principal figures had doubtlessly illustrious antecedents
and also more or less glorious successors, but whose decisive and conscious
role was only to be played during this period of ten years.
It was, besides, in 1890 and 1891 that the young writer Albert Aurier, then
aged 25, attempted, in the newly founded "Mercure de France" to lay down
the principles of symbolist painting. The generous passages of his study on
Symbolism in painting devoted to Paul Gauguin are quoted as the most
systematic formulation of symbolist doctrine:
"The work of art must be:
1. ideative, since its unique ideal is the expression of the idea
2. symbolist, since it expresses this idea in forms
3. synthetic, since it writes these forms, these signs, according to a mode
of general comprehension
4. subjective, since the object is never considered as an object as such but
as the sign of an idea received by the subject
5. (as a consequence) decorative, for decorative painting, properly speak
ing, such as that conceived by the Egyptians, and very probably the
Greeks and the primitives, is nothing more than a manifestation of art
at once subjective, synthetic, symbolist and ideative."
He adds further that all this is nothing if the artist is not equipped with
"that transcendental emotivity, so great and so precious, which makes the
soul shiver before the undulating drama of distractions".
Rémy de Gourmont expresses similar ideas in different words:
"If one wishes to know in what way symbolism is a theory of freedom,
how this word, which appears strict and precise implies, on the contrary,
an absolute licence for ideas and forms, I would invoke previous definitions of the idealism of which symbolism is, after all, merely a substitute. Symbolism may (and indeed, must) be considered by us as the free
and personal development of the aesthetic individual in the aesthetic
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series and the symbols which it imagines or which it explains will be
imagined or explained according to the special conception of the world
morphologically possible for each symbolizing brain."
Symbolism wished, in fact, to break away from realism, of which it was in
fact the extreme consequence. The "law" of painting, as decreed by Courbet,
was that:
"Painting is an entirely physical language which is made up of all visible
objects".
The corollary to this law was that:
"An abstract invisible object does not come within the domain of
painting."
The impressionists, who although painters were also instinctive philosophers, remained enclosed within the formulae elaborated by Taine in his first
ideas:
"To manifest the causes, in a sensitive fashion, addressing oneself to the
heart and the senses of the most ordinary man."
But in the last years of the 19th century, one may even say the last forty
years, other painters who were sometimes, like Van Gogh or Gauguin, mistakenly linked with the impressionists, had philosophical, scientific and
literary preoccupations very different from those of their predecessors.
19. Symbolism, then, had literary origins but chiefly concerned painters.
It was a result of these philosophical, scientific and literary preoccupations,
but it was in the symbolist spirit that the cabinet-makers, ceramists, glassworkers (Gallé, Majorelle, Daum), a floral school at Nancy, were to proceed
to the "Modern" style.
In all the arts, symbolism was to be characterized by the systematic use of
symbols in aesthetic matters. Symbolism was to be the state where sensation
dissolved in emotion, where the artist clothed things in his own emotional
colour.
One cannot really call it a "school" for while all Europe, including Russia
and the two Americas, had become, symbolist by the end of the 19th century,
it was in fact a question of personal reactions, a renewal which took up once
more a manifestation which had been known in remote ages. But each reaction was individual, based on the personal thoughts of the artist himself,
expressing his own sensations in his art.
The conscious or more often unconscious aim of the symbolist artist is to
suggest, that is to say to provoke emotion amongst others. To see symbolism
only as the use of symbols would, however, be to belittle it, to reduce it to the
accomplishment of a series of formulae. Rimbaud's drunken boat, Mallarmé's windows and signs, Verlaine's kaleidoscope, Henri de Regnier's little
reed, are not always very far from the motifs or themes of other poets.
But through these symbols, magnified into myth by their imagination, is
the mystery which these writers wished to restore to poetry.
Baudelaire, in an article which appeared after his death and relative to
"philosophical art", formulated as follows the peculiar feature of "pure
art":
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"to create a suggestive magic, containing both the object and the subject,
the artist's external world and the artist himself." It was to this that the
painters were also to reach out.
20. Everything is or may be symbolist and symbolism is to be found in
different expressions of art and different modes of human expression:
— language (prose and poetry, theatre)
— philosophical speculations
— painting
— sculpture
— graphic professions
— decorative professions
— typographers
— furniture
— architecture
— music
21. Symbolism is in fact a rupture in the history of art. Each of the
creators of this epoch took part in its composition, but was and remains an
original personality.
Baudelaire had great influence on his time and on the period which
followed, but he remains an isolated phenomenon. The same may be said of
Rimbaud. Gauguin too was always an outsider and never attached himself to
a particular school. Toulouse Lautrec, like all the others, is a figure of rupture,
an unforeseeable, absurd, dazzling rupture. Mallarmé in poetry, Debussy and
Wagner in music; Maeterlinck, the Belgian symbolist poet writing in French ;
Ibsen, the Scandinavian playwright; the sculptor Rodin; all exercised their
influence on Europe, but all marked a break with the previous period. The
same goes for the painters: James Ensor in Belgium, Odilon Redon, Gustave
Moreau, Puvis de Chavannes in France, Eduard Munch in Norway.
Everywhere the dream brought deeper penetration in the world of the
invisible, in the search for true reality.
22. The symbolist movement which began around 1870—1880 with the
beginning of the literary phenomenon results from a moral as much as on
intellectual upheaval. In fact, it was only in order to establish themselves and
prove themselves that poets and painters who were to be entitled "symbol
ists" grouped together, uniting the different artistic forces by which they
expressed their thoughts.
Jean Moreas, like Albert Aurier, tried to express the principles of symbolism in his "Manifesto" which appeared in "Le Figaro" in 1885. But all
these sentences, all these attempts at definition, were in vain. The written
lines, even those by Odilon Redon which might have drawn merit from the
manifesto, are in fact rejections—rejections of academism, of the official
salon, rejection of the contemporary world, opposition to the schools. The
symbolist movement is one of high culture. It is a group of rejections supported by cultural references. Its aim is to rehabilitate in the face of naturalism and its consequences, in the face of positivism, the sovereign idea.
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It asserts itself as spiritualist, without however disclaiming nature.
According to the symbolist concept, the real is not limited to the material, but
spreads itself out towards feeling.
Interior contemplation raises feeling to the path of transcendental understanding where everything liberates its sublime significance, its spiritual
intentions, underlying appearances.
For artists, symbolism is therefore a means of communication with the
mystery of things, with their secret, magic, religious reality. If the impressionists wished to represent nature, real objects, the symbolists did not base
themselves on an uniquely visual field; they wished to find the light of
spirituality.
Two formulae are retained:
— "Nothing is made in art by will alone. Everything is made by docile
submission to the coming of the unconscious."
— "Beauty can only be attained through the prestige of thought."
Besides, for Carrière, "the eye is dependent upon the mind".
Gauguin, who has sometimes been linked with the impressionist school,
had however distanced himself clearly from the analytical spirit of impressionism. He characterized his art rather as "synthetism". On the other hand
he tolerated being linked with the symbolists for he gave great value to the
spiritual content of his works; he attributed a symbolic significance to
colours, in the exact and precise sense of the term. He defined his intentions in
the following manner:
"To clothe the idea with a perceptible form";
or again;
"What beautiful thoughts may be evoked by form and colours."
Besides, he left a lithograph entitled, "You will be symbolist".
23. How can the ideas of symbolism, that is to say of art, be united with
sport or Olympism?
The rapprochment seems evident once one reflects a little and brings
together certain dates. We have seen that symbolism is a characteristic of art
at the end of the 19th century. The reaction of poets and painters, a group of
rejections supported by cultural references, the whole siting itself in the
course of the 1880's up until the end of the century, with a high point at the
beginning of the 1890's, between 1885 and 1895.
It was exactly at this moment that the young Pierre de Coubertin struggled
with increasing force, breaking with the ideas of his time, to try to impose the
idea of sport, especially international sport. He fought in favour of the rebirth
of Olympism in the same manner and at the same moment as the poets,
painters and other artists struggled to bring victory to the ideas of symbolism
in their art.
At the end of the 19th century and at the beginning of the 20th century the
world found itself in an historical conjunction favourable to the expansion of
a doctrine.
Some authors felt that the doctrine of this artistic symbolism "produces
nothing good in the country of origin", that is to say France. In the same way,
Coubertin's ideas found no favour in France when he spoke of Olympism,
and tried to have his theories on international sport accepted.
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On the other hand, symbolism in art and Olympism were excellent export
products. To all peoples, dissatisfied for various reasons in Europe, Asia or
North America, Latin America, symbolism spoke, even in a vague manner,
but spoke in any case of the ideal, of idealism and of liberty.
The idealism of symbolists derives sometimes from the idea, in the philosophical sense, sometimes from the ideal, in the moral sense.
At the same time, during the last ten years of the 19th century, Pierre de
Coubertin's ideas about Olympism proceeded from the same hope. They too
are an ideal in the moral sense.
It is therefore not surprising that, in order to highlight his ideas, to make
them more easily accessible to sportsmen and the public, Coubertin should
have sprinkled his work with symbolism.
Olympism proceeded from the same hope, the same idealism as symbolism. Symbolism, as a result, brought to Olympism an additional element,
which Pierre de Coubertin had felt and foreseen. The symbolism in Olympism adds to sport the feelings and ideas which make this doctrine and
movement something other than a technique in the artistic field. In the same
way, they make of Olympism something other than sport seen from the
strictly technical point of view. The idealism of the symbolists is rediscovered
in Olympism.
It is symbolism which has made Olympism what it has become; and in
this way, Olympism is a remanence of artistic symbolism.
While artistic symbolism may have fallen out of fashion a long time ago,
symbolism in Olympism is more alive than ever. It is the symbolism in
Olympism which expresses best the ideas which lie at its heart and translates
best its ideals.

129

Participants during the work of the Session. (VP)

The President of the I.O.A., Mr. Nikolaos Nissiotis, accompanied by participants on the way
to the stele of Pierre de Coubertin. (VP)
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Vice-President of the COH, Mr. Ioannis Papadoyannakis, addressing participants at the
opening ceremony of the Session in Ancient Olympia. (VP)

Members of the Committee of the Olympic Games in Greece and of the Ephoria of the
International Olympic Academy. From left to right: Mr. Ioannis Papadoyannakis, 1st VicePresident of the COH, Mr. George Vichos, Secretary General of the I.O.A., Messrs. Nicolaos
Yalouris and Athanassios Tzartzanos, members of the Ephoria of the International Olympic
Academy, and Mr. Kleanthis Paleologos, Honorary Vice-President of the I. O.A.. (VP)
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At the lecturers' table. 1st row, from left to right: Messrs. George Sala (FRA), Bernard Jeu
(FRA), Fernand Landry (CAN), John T. Powell (CAN), Mrs. Elisabeth Hanley (USA), Mr. Victor
Banciulescu (ROM). 2nd row: Mr. Russell Sturzebecker (USA). (JMG)

Korean and Canadian participants exchanging souvenirs. (JMG)
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Observations, concentration, daydreams. ..It's the first day of the Session. (JMG)
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AESTHETICS, ART AND
MOVEMENT

by Dr. John Powell (CAN)
Professor at the University of Guelph
Member of the Canadian Olympic
Association

The spectator will always understand more than
the artist intended and the artist will always have
intended more than any single spectator understands.
David Best
(Expression in Movement and
the Arts, 1974, p. 152)

Introduction

Aesthetics has had a history long before its name was conceived.
Aesthetics lay dormant within man's potential where it gradually developed
and was changed by man's use of time. Through the acquisition of leisure and
the opportunity for contemplation, the creation and fashioning of objects, as
well as the different patterns for man's movement, were devised. It no longer
became necessary for objects to be only utilitarian nor for man's actions to be
exclusively used for protection, gathering or hunting.
Because man is the one recalcitrant creature who strives to force forward
from the tangible to the intangible, from the known to the unknown realms in
search of knowledge and truth through reason, he or she is not content just to
eat, to be warm, to sleep — man moves. Just as civilization is not composed
solely of work, shelter, clothing, food, companionship and comfort — but of
the striving of the human spirit. It is through the combination of movement
and the intellect that aesthetics was conceived.
Aesthetics

What is meant by aesthetics? Is it the sustained and self-critical enquiry
into the meaning and value of our experiences of what we identify to be
beautiful, both created and observed?
But why should "aistheticos" — perceptible by the senses — have had its
origin in Greece?
The Greeks originated philosophy; the thinkers gave great philosophical
speculation to the nature of reality, high premium to physical beauty and all
forms of games and activities, to the advanced understanding of geometric
form and the origin of mathematics, the creating of art forms in temples, and
to statuary, painting, oratory, lyric and epic poetry. They eulogized the moving body, and made their gods in the likeness of men and their goddesses in
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the form of women. As we know the light of Greece is so clear, it floods the
rather stark countryside revealing everything as it is — this gave yet another
dimension to the clarity of observation of the early Greek thinkers. But what
kind of knowledge can be obtained by watching people and other animals
move? What knowledge may be gained by regarding the forms of art; what is
the function of art in all its varieties? These were the types of questions which
turned philosophers into rigorous thinkers and lively antagonists in an
attempt to find the truth and, in attempting to answer, they developed aesthetics.
In its original form a sharp distinction was made between thought and
feeling; that is, things material (pertaining to things perceptible through the
senses) as opposed to things thinkable or immaterial.
The source of aesthetic theory is contained in certain dialogues of the
greatest of philosophers — Plato, for whom the essence of the beautiful lies in
appropriateness and symmetry resulting from the relation of the concept to
the plurality of phenomena.
Beauty

It is not known whether Socrates lived; nothing of this philosopher is
recorded except that of which Plato and others have given account.
General Xenophon, an admirer of Socrates, in his Memorabilia wrote
that Socrates taught there is no such thing as absolute beauty. As goodness, so
beauty is to be defined with reference to the end a thing serves and the purpose
it fulfills. He wrote that something is properly called beautiful and good, ugly
or bad to the extent to which it performs or fails to perform the function for
which it was designed. He gave the example of a dung basket, saying it should
be called beautiful if it is well adapted to be useful. He wrote that a golden
shield is ugly if poorly designed to serve its purpose. Xenophon tells us that
Socrates was convinced that fundamentally the beautiful is the useful. However Plato's account of Socrates' opinions about beauty present quite a different picture. Perhaps the more intellectual interpretation of Plato is
responsible for the contrast with the soldier Xenophon's understanding.
In the Hippias Major of Plato the searching manner of Socrates is
revealed; in the Symposium, whilst the central issue is love, the dialogue
concludes with Socrates' presentation of a soothsayer's views on the relation
between love and beauty with beauty being either transcendental or rational.
In another Platonic dialogue — Republic, Socrates returns to the problem of
defining beauty. Here he considers the aesthetic environment which will
nurture good men; essential components of this environment are, he wrote,
music, literature, visual arts and physical activity.
Aesthetics, as a critical enquiry (delving into beauty and all forms of art),
was born in Greece and nurtured in Germany as it was Alexander Baumgarten (1714—1762) who coined the word "aesthetic", giving the new name
to an old subject in his book Meditationes in 1735. Baumgarten believed in
the primacy of reason; through this, clear and distinct ideas could be attained
and rigorous logical deductions made. He said that to make beauty intelligible, what was needed was a science of the things we perceive, to go along
with and supplement the science of things we know. Thus aesthetics became
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his science of perception as well as his science of logic. Aesthetics to him was
"perfection of sensuous knowledge as such" and where there is a defect in
sensuous knowledge, when it is imperfect, the result is ugliness; but what is
ugly for one is not ugly for another.
Baumgarten had a "major problem": he was passionately fond of poetry
(as was Plato). He considered poetry a "perfectly sensuous language" yet his
science demanded he be perfectly factual, and whilst poetry expresses clear
ideas it does so without being distinct. He eventually presented his conclusions in 1750 in his book Aesthetica, resolving his concern. He wished aesthetics to be not only a science useful to explain the nature of artistic discovery, but to be a science concerned with the means by which artistic values are
presented and communicated. Thus, through Baumgarten, aestheticism
came to stand for a way of looking at life, a way of viewing art, literature and
forms of movement.
Experience

All learning for man is experience. Because we are conscious and sentient,
responsive and vital, moving and expressive, we experience. Experience is
the general condition of our daily living. We are all different and we look at
people, things and situations in different ways. There are those amongst us
who are mystic, others scientist; some rationalist, others are sensualist,
introspectionist; businessman or businesswoman; the scholar, the worshipper, the artist, the teacher, the sportswoman or sportsman : each devoting him
or herself to different spheres within this broad spectrum of experience
through the characteristic activities we pursue. But the word "aesthetics" will,
for many, conjure up a vague rather insubstantial world bearing no obvious
relation to experience. What is the relationship between aesthetics and
movement?
Human movement is man's most characteristic attribute, life is identified
through movement; human movement is unique and, to give but one example, our hands enable us to do what our brain suggests we should do. The
purpose movement serves will affect the observer and/or the performer's
judgement of it. Movement which serves functional objectives is essential for
every human; the more movement serves our function the better it is for us.
Perhaps one then agrees with Xenophon's interpretation of Socrates' opinion
that something is aesthetic if useful? When needs are met with skill this is
especially satisfying.
Anyone who moves, and feels that a certain movement or sequence of
movements satisfies the purpose for which it was created, enjoys an exhilaration. Looking at others move with poise, grace, assurance, range and coordination gives positive, associative feelings to the observer. Some sports,
games and related activities exist primarily as contests, yet even when points
or goals scored are not to one's liking, the efficiency of the player's actions, the
flow of movement gives pleasure. In some other activities, such as synchronized swimming, the various forms of rhythmic or Olympic gymnastics,
skiing, speed skating, pair skating, surf-boarding, windsurfing and diving, it is
not only the competitive result of the act which is important but "the way it is
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done", the "spirit" of the performance, the quality and the factors injected
through interpretation and one's own style which count.
Concepts of acceptable and unacceptable patterns of human movement
come from social, racial and even national bases, through customs, physical
structure, individual and group expectations.
Some enjoy slow, smooth, balletic, wide, sweeping movements. Others
enjoy moving fixations, accented, noisy, violent, jabbing, striking, jerky,
some like to glide across a floor, others to stretch and reach high. Some need
personal space, others like communal movement, some to touch, others to be
free or to expand in breadth through open, strikingly statuesque movement.
Attitudes vary to movement because each of us has preference as well as
limitations of experience, ability, opportunity or of concept.
The extent to which our movement habits and our preference for certain
movement themes vary is related to our personality, and to our values which,
unlike facts, are usually private, sometimes unusual, often imaginary.
Every movement we make, every movement we observe has many meanings and differs in different situations and with different people. The same
movement may mean different things to different people at different times of
the day, month or year. Movements, so thoughtlessly or thoughtfully performed or seen, have very many different connotations — these are characteristics of the genus, Man. Symbolism (the identification and significance of
signs and the relating of them to our experience) has its part in making each of
us what we are.

Aesthetics of movement

Aesthetics of movement is concerned with the investigation and study of
human response to environmental, visual, aural, tactile, oral and olfactory
phenomena or stimuli. This statement does not imply limit of response only
to those stimuli which cause feelings of "beauty" and which heighten experience and transcend the norm of "pleasure". It is equally concerned with what
some consider to be "ugly", plus the whole range of stimuli between the
extremes "beautiful" and "ugly". In fact the aesthetics of movement deals
with the complete spectrum of biological response.

Beauty and art

Beauty and art are not synonymous. The purpose of art is not necessarily
the portrayal of beauty. There are so many experiences and things to which we
apply the word "beautiful" which have nothing to do with art, as such. Is
physical activity beautiful? Are sports, games, dance and exercice art forms?
Is it "beautiful" to take part in activity, or is it only pleasurable, or not even
that, especially when one is inadequate for the activity? Is it beautiful to
watch an athletic spectacle... in the rain, without a coat, from a wet seat,
however fine the athletic action?
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Seeing and doing

Is this evanescent "something" called "aesthetic" possessed by something, or is it a quality conferred upon someone or an object by a perceiver? In
aesthetics nothing works on principle; there are no rules. The crux of the
aesthetic field is transactional experience which involves a perceiver and an
object; it is not the event but the product of one's own effort to know, to
understand and to appreciate that matters. Beauty does not exist intrinsically
in an object; it exists in the mind because of the stimuli which the objects
emits. The object remains the same but even the perception of it will change
because the reference of experience changes, grows or diminishes. A statue is
beautiful because of reference within oneself. A viewer brings certain stable
features into a situation through biological, social and psychological similarities to other humans, yet each person introduces a wide degree of variability
to situations which may happen at a particular time and in a specific situation. Also, differences in performers introduce further factors into the aesthetic field; these different variables account for differences in aesthetic response and judgement.
Is a performer an artist? If so, is she, or he, initating things which have
happened previously, or creating an original work. The imitative arts, according to Plato, give copies of copies and the practitioner of these art forms does
not know the difference between knowledge and ignorance; otherwise, says
Plato, the artist would seek to make actual things rather than fabricate
copies.
"Imitation is only a kind of play or sport..."
(Republic, Book X, p. 602).
Performers and spectators

In attempting to evaluate human movement from either the performer's
or the spectator's view the concept of aesthetic perception must be central.
Only when the immediate "world" before us is seen in terms of the particular
performer and his or her interest and ability, can we succeed in reaching an
understanding of the performance. This is difficult to do; for example, to
dance, to release emotions and express oneself may well be an aesthetic
"experience" not only for the dancer enjoying the movement for its own sake,
but also for the onlooker. The sheer beauty of physical movement is aesthetically appreciated in many athletic endeavours, but is it art?
A work of art is the presentation of, or the embodiment of, something
formed from diverse but compatible elements as an entity. It is created by a
"composer" with the intent to communicate an idea and to achieve a reaction. In dance this expressed emotion is fashioned into a unit portraying these
ideas; but, however magnificently interpreted, the dancer cannot "feel" what
the dance reflects. Only the individual in the audience receives the interpretation built through the dance's elements, each in themselves carefully selected, choreographed and executed. The dance is an abstraction from actual
happenings or feelings which suggest meanings, and these are significant.
What is portrayed conveys the form of the whole, and it is this form which
is aesthetically evaluated by the viewer who does not see every element but
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gains an impression through this integration. The whole becomes greater than
the sum of its parts and the unifying process, by which form is attained, is
composition. So, is all aesthetic response a response to form, and if so, is that
a fundamental emotion of Homo sapiens and is this the way in which we
watch all forms of physical expression? Are we always looking at form, how
something has been achieved as in springboard diving, in a quarterback's
throw, a goal-keeper's save, a volleyball player's "spike"? The essential
feature of aesthetics is "significant form", so, unless one makes a judgement
that something has, or lacks significant form, it is not an aesthetic judgement
at all.
Doing
In engineering and in architecture "aesthetic factors" have become the
province of the industrial designer who aims to create a pleasant and functional environment in which people can work and/or live. In human medicine one of the topics of psychology lies in the assessment of satisfaction
gained through the "how" something is done. For the human movement
practitioner gratification is gained through making it possible for people to do
things to their optimal level.
In prosthetics much has been achieved to design limbs to be as attractive
as possible to the user, but will a copy ever be satisfactory aesthetically?
Would not efficiency allow for greater well-being? Man invented machines
which flew only when he stopped attempting to imitate birds' flight.
Seeing
How does one see ice dancing — innovative, creative, beautiful? If so,
what is it that makes it so? Is it the great expanse of cold white or blue ice,
blended costumes, blended movements, happy young faces, glorious bodies,
the colours, the music, the synchronization of movement patterns, the flow
and melding of coordinated actions all in rhythm or, in fact, is the performance a piece of art? Transient, yes, reproducible on film or video, possibly,
yet next time there is a performance there could be human error, the spectators may be different, the site, ice surface, the judges, the time of day — in
fact, to some degree, everything will be different because there is no possibility of performers producing the "now". But what was seen, and to some
extent recalled, is the overall form.
How does one watch dance, in the same way as one watches football, or
will it be even the same people who will watch both these physical expressions? Will judgements differ?
Is football only structured play because there are rules that must be known
to those who control the game and those who participate in it? Does this
structure inhibit creativity; if so, can there be any aesthetic experience gained
through taking part, or is the emotion only pleasure and that solely for the
winning coach and partisan spectators?
Is any play self-rewarding, does one play for the sake of playing rather
than for an extrinsic reward? Whilst there are aspects of play in every game,
sport and activity, is true play only possible when it is dissociated from
survival, and are football or other games activities of survival?
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Aesthetic experience

What is an aesthetic experience? Is it hedonistic, satisfying; does it
require conscious ; is it intuitive, is it a state of awareness, an integration and a
being "one" with the experience that "does something" to us?
Is it possible to dissect, to agree on some essentials? Can it be similar for
all people regardless of time, place or space and are aesthetic concepts of
people in cities those of the Bushmen of the Kalahari Desert? Were ancient
Greek values different to our own? Concepts of the aesthetic change, according to time, place and all the things man has done and all the things that have
happened to man. But are there values which continue for ever; are there
immutable standards?
Biological change, technological discovery, social change, changes in
values, prejudices, a change in the traditional acceptance of what is excellence
are all being reflected in the whole range of "artistic" interpretations. Often
the performer, the spectator and the artist have, seemingly, forsaken traditional patterns. As people and times change so do tastes and standards;
however, to sift aesthetic criteria appears to be impossible for it is the whole
person who reacts, bringing to any experience habitual responses, past
influences, biases and inter-related values.
Each of us has perception and values for judging these perceptions, yet
there appear to be very few identifiable and unchanging things about which
all of us agree to be common to the aesthetic experience. What each of us
considers to be "aesthetic" is affected by emotional state, imagination, physical condition, freedom, one's own idea of beauty, what is meant by "deformed", truth, pleasure, perceptual acuity, breadth and depth of appreciation, as well as one's own idea of reality and experience.
Aesthetics offers no objective formulae, no proofs because it deals with
the value part within perception. Aesthetics thus assesses values and these
depend upon intangible standards. An aesthetic experience cannot be replicated; it cannot be re-lived; it is unique. Even the anticipation of hearing a
passage in a well-loved piece of music, the sitting back, the waiting, knowing
how pleasurable the experience has been and the expectancy of the joy it will
give on hearing it again, cannot be classed as aesthetic, because although the
circumstances have changed it is the same music. An aesthetic experience
belongs to oneself exclusively. The majority of people have never had an
aesthetic experience. Most people have fond memories, have enjoyed fleeting
moments of exquisite joy, have been pleased, have shared delightful episodes,
exulted in victory for oneself or for others and even when one's experience
have been recorded in sound and on film have re-lived, in part, those times.
But the aesthetic experience has passed and can never even be described. Our
levels of appreciation, because of our human circumstances of satisfaction
and expectancy, are all different in degree through physique, injury, deformation, deprivation, level of nutrition, apprehension, genuine or imagined
fears, repressions, opportunity or encouragement, in fact, through experience.
No one is able to create for another an aesthetic experience. But the anticipation of receiving an aesthetic "message" can become of the greatest importance for a particular individual who, through intellect, can be more sensitive
to the aesthetic potential within oneself.
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Conclusion

The aesthetic field is a perceptual one invoking the full range of sensory
responses of which the human organism is capable. Each human is the result
of a unique combination of genes; acting together they form a whole personality. It is this whole personality, the whole person, which reacts mentally/physically to stimuli.
When we encounter physical response through our own movement or
observe it in others, or encounter art in any of its interpretations, we do so
biologically.
A. E. Houseman put this succinctly in his book The Name and Nature of
Poetry:
Poetry indeed seems to me more physical than intellectual... I could no
more define poetry than a terrier can define a rat... we both recognize the
object by the symptoms which it provokes in us.
However, the delight which the beautiful gives directly is not perceptible
pleasure, the senses are conveyors only, being allowed to be so through the
action of the intellect. The senses do not perceive beauty or experience the
aesthetic. The essence of beauty involves order, proportion, symmetry and
harmony which are essentially relations which sense is unable to identify.
It is the intellect, not sense, which apprehends the beautiful and which
experiences the aesthetic, and the joy the aesthetic gives is Olympic in magnitude.
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SPORTS, OLYMPISM AND
THE FINE ARTS
by Mr. Jean Durry (FRA)
Director of the French Sports Museum

What is Time, what is the reign of Girónos, so dear to sportsmen? As
seasons, years, centuries, millennia go by, the map of the sky and constellations changes. Heraclitus of Ephesus, the philosopher of oppositions, said in
the 6th century B.C. : "you never bathe twice in the same river".
However, on this earth where we stand today and which moves through
space at a speed of which we are unaware, there are perhaps certain strong
points of contact, some privileged places where we reach the essential, where
we touch a spark of eternity. If this is so, Olympia is one of those places.
Olympia, the city dedicated to Zeus, Olympia under the shadow of Mount
Kronion, the Olympia of Pelops, of Hercules, whose 600 feet placed one in
front of the other set the standard for the first "stadium", the Olympia of
Iphitus, Olympia where Coroebus in 776 B.C. was the first recognized Olympic winner, Olympia on which all Greeks converged with fervour, the Olympia of great athletes, but also of Phidias and Praxiteles, Olympia which
Theodosius sent to sleep in 393 A.D. but which would be drawn out of its
lethargy fifteen centuries later by a young man with a straight moustache and
a lively eye, a man called Pierre de Coubertin.
The sweet air of Olympia; the perfume of pine, laurel and thyme; the
moonlight bathing the vines and poplars in the softest of lights; silence, peace
and beauty; this great joy is yours today as it was mine in 1965 when I
discovered the Academy. These moments that I have never forgotten have
marked my short adult life.
Olympia: a place for self-pursuit, for discovery, for learning.
So all of you who are drawn and interested by sport, amused or carried
away by it, have you ever wondered whether sports events had a real connection with the arts? It may very well be that since the game is enough in
itself, you have never felt the need to ask yourselves that question. However,
in a short but remarkable book (which came out in 1968), Pierre Frayssinet, a
modest, but forsighted and objective investigator, writes: "Sport in its most
successful forms is a source of improvement, enhancement and enrichment,
one of the festivals of mankind commonly known as the fine arts." Is this not
a question worthy of consideration?
In its work which has been steadily growing since 1961, this is the
course of action followed by the International Olympic Academy. At the
different Sessions, Henri Pouret, Don Masterson, for example (or Jean
Durry in 1975)
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have presented lectures on this subject. This year, moving a step further, the
IOA has selected it as the main theme for its 1986 Session.
This is why I have been asked to speak to you about it, in order hopefully,
to make more clear and familiar to you, the links that exist between: Sport,
Olympism and the fine arts.
So let us start on this short review, this exercise of "intellectual aviation"
to use the expression coined by Coubertin, during which we will examine
successively:
I. Sport and the plastic arts
II. The Olympic movement and the fine arts
III. Perennity and hope
I. Sport and the plastic arts

When in March 1984, the beautiful exhibition on "Art and Sport" opened
at the Musée des Beaux Arts of Mons, Belgium, it received world press
coverage. For, they said, it was the first time that such a collection had been
presented: the plastic arts as such, posters, motorized sports, photographs
and video games. We had had to wait until the last two decades of the 20th
century for the time to be ripe and justified for such an event.
A. A long-time chance meeting
Six years before, in March 1978 to be precise, in a lecture on the subject:
"Sport and the plastic arts : a failure or a hope?" 1 I had based my analysis on
that same consideration.
Could the official and classical speech on Antiquity, which takes for
granted that sport is a source of inspiration to artists, really withstand the test
of reality? No, because it makes us aware of a disproportion between the
attraction which men seem to feel for the agonistic game of the body and the
mind offered by sport and the rarity of top quality works inspired by it. Few
recognized schools have given proper attention to this phenomenon which
appeared in its present form at the end of the 19th century. And the isolated
artists who have dealt with it in a manner appropriate to its strength and
dynamism are not so many, as you can judge for yourselves.
If I take the example of France and artists with enough reputation to be
known by those even slightly interested in art outside our borders, we have in
sculpture the "Athlete" by Rodin, "Wrestling Girls" and "Cyclist" (resting)
by Maillol, "Hercules as an archer" by Bourdelle, or "Girls playing ball" by
Zadkine. Do we really feel that sport is at the centre of these works? It is only
present in an imprecise and diluted way. And although the feeling is different
in the case of Germaine Richier's lean and sorrowful "Runner", close in spirit
to Giacometti, the fact remains that there are very few artists who have
succeeded in solving the major problems: avoiding the "anecdote", bringing
the statue to life with the internal dynamism which corresponds to the
intensity of the sports act.
What about painting? With the impressionists, thanks to whom light and
movement were revived, and the simultaneous emergence of sporting activ1

H. I. S .P. A. Congress, 1968 (INSEP, Paris).
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ities in the life of the people and the customs of society, straw hats and regattas
become part of the landscape: Manet, Monet, Renoir, Seurat. But for these
artists they are just one component of their work; only Sisley's "Moseley
Regatta" (1874) could perhaps be considered as fully and directly influenced
by competition sport.
As far as mechanical sports are concerned, apart from Toulouse-Lautrec,
this small genius of a man who found inspiration for paintings and prints in
everything that moved, especially in cycling (posters for "la Chaîne Simpson", lithograph "Zimmerman and his machine") and the automobile (his
cousin Gabriel Tapie de Celeyran, attired in cap, goggles and all), there is
nothing that can compare to the work of the Italian futurists, always on the
watch for fashion and speed.
We have to wait for cubists to see sport itself, "its impetus, drama and
courage", finally enter the field of modern painting. The bucolic "Football
players" (1908) by Douanier Rousseau (Guggenheim Museum, New York)
were an entertainment. "The conquest of the air" or the "Rower" by Roger de
la Fresnaye, "the Cardiff team" (around 1912, the airplane and a rugby touch,
or "the Runners" (especially the 1924 version) by Robert Delaunay have
become established; Albert Gleizes and André Lhote followed the same
direction, continued by Jacques Villon's "Wrestlers" (between 1939 and
1957).
Otherwise, who else could we mention, apart from the engravings of
André Dunoyer de Segonzac in the 20's and the magnificent "Football
players" series (circa 1952), for which Nicolas de Staël found his inspiration
in the France-Sweden match which was played at night?
You will agree that this list was drawn up rapidly.
B. A certain evolution
In the last two decades, however, things have really begun to change. We
witness more genuine and more frequent links between artists and the subject
of sport.
Why? Because sport has become an integral part of our lives. So artists
who are now aware of it, who assimilate, understand and integrate it in their
vision of the world, cannot remain indifferent to sport. And so we witness the
emergence and proliferation of works whose numbers bear no relation to the
few samples of the past.
I could mention Jean Messagier and his "Ni-chih-chin", on the borderline between figurative and non-figurative art; beautiful drawing by Cueco of
the cyclist Raymond Poulidor, whose machine is invisible but ever-present;
the "Argentina 78" series by Bernard Rancillac where the faces of the football
players are as many sorrowful skulls, a reflection of the dilemmas of our
times; the boxing posters by Castigogni; those of Gilles Aillaud for the
International Tennis Championships at Roland-Garros or the "Euro 84"
series for the European Football Championships; or "the Race" and "the
Pole Vault" by sculptor Maurice Guillaume.
The increase in the number of exhibitions is also impressive—Lille,
Montceau-les-Mines, Echirolles, Palaiseau, Noisy-le-Grand, Rennes, are
examples of successful achievements which we owe to the action of municipalities, different organizations and now private galleries.
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Times have indeed changed.
Can we say that a similar marked change has taken place in the modern
Olympic Games?
II. The Olympic movement and the fine arts

A.Pierre de Coubertin and aesthetics
When Pierre de Coubertin described Olympia, in the very first lines of the
text of 1910 aimed at informing the entrants for the "International Architecture Competition" organized in Paris on the subject of "Modern Olympia", he used the following words: "Ancient Olympia was a city of sport, art
and prayer". When in 1935, at the end of his life, he recorded his message on
"the philosophical foundations of modern Olympism" in the Lausanne Radio
studio he emphasized over and over again the need for "beauty through the
participation of art and thought in the Games. How can we celebrate the
festival of human spring without inviting the spirit to it?"
All this was perfectly studied and considered. Aesthetics was one of the
elements of his personal culture, whether in relation to his natural gifts
(drawing, piano) or his interests, knowledge, writings — we have to recognize
the place which art holds in his "Histoire universelle" of 1926 or read the
brochures published in 1916, as part of the collection "Pour mieux comprendre la France" (to understand France better) devoted to the "Great
periods of French art—I. From its origins to the end of the 16th century. II.
From the 17th century to our days"—and conceptions.
He devotes the last chapter of his "Pédagogie sportive", which came out
in Switzerland in 1919, to the subject "Art and Sport" where he clearly states
that: "Sport should be considered as a producer of art and as an occasion of art.
It produces beauty since it creates the athlete who is live sculpture. It is an
occasion of beauty through the buildings which are made for it, the shows, the
festivals it causes to be staged. "
This environment and this interaction were things with which he was
involved throughout his Olympic career: in the way in which he organized
the celebration of the great events of Olympism (the examples are far too
many); in the organization of the art (and literature) competitions as part of
the programme of the Olympic Games which were decided during the Advisory Conference on Arts, Letters and Sports which was convened at the
Comédie Française in Paris, on 23rd May 1906. But would this project be
really successful?
B. The Olympic art competitions
Coubertin paid special attention to their preparation. For him, "it was no
mere matter of chance that in ancient times writers and artists gathered
together at Olympia to celebrate the Games, thus creating the inestimable
prestige the Games have enjoyed for so long". After the successful revival of
the Games, following the small phrase spoken on 25th November 1892, the
decisive Congress of 1894 and the Athenian success of 1896, the time was now
ripe he felt for the next essential phase.
The purpose of the conference was twofold : on the one hand, "to organize
the resounding cooperation of the arts and the letters in the revived Olympic
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Games"; on the other, "to promote their daily, modest and limited participation in local sports events".
The establishment of five contests in architecture, sculpture, painting,
music and literature, at which gold, silver and bronze medals could be won,
like in the various sports events, was accepted. It was too late for London
(1908) and so the contests were held for the first time in Stockholm (1912), not
without some difficulty. In Antwerp (1920), nothing significant to report. The
"art contests" would however continue until the Games of the XVIth Olympiad in London, 1948. Although they gave some positive results, although the
composition of some of their juries was remarkable—music in Paris 1924:
Bartok, Gustave Charpentier, Paul Dukas, Enesco, Manuel de Falla, Gabriel
Faure, Honneger, Vincent d'Indy, Malipiero, Ravel, Albert Roussel, Florent
Schmidt, Stravinski!—the overall result was a failure, the low standard contrasting1 strongly with the elogious descriptions of the successive official
reports .
In addition to material difficulties, what was the deeper cause? Without
any doubt the greatest artists (and writers) generally refuse the principle of
competition, on a given subject, and judgement — by whom, on the basis of
what criteria? As a result, there were a large majority of static, conformist
works, by second-rate artists, those who just "follow" the true creators.
After 1948, everything was over. Did this mean, however, that the Olympic Movement would accept defeat?
C. Olympism and the arts
At its 49th Session held in Athens, in 1954, the IOC decided to start on a
new footing ; it chose its new course, that of article 31, which is now Rule 39 of
the Olympic Charter, which stipulates that the "Organizing committee shall
arrange exhibitions and demonstrations of the host country's art" (adding to
the five initial categories, sports philately and photography). "The programme may also include theatrical, ballet, opera peformances or symphony
concerts. This section of the programme shall be of an equal standard and
held concurrently and in the same vicinity as the sports events."
This means that each Organizing committee is being offered multiple
possibilities and is now free to choose its course of action in the artistic field.
From Melbourne to Los Angeles and soon Seoul, without counting the
Winter Games, demonstrations of an often remarkable variety and scope
have been organized ; let us think for example of Rome (1960), Tokyo (1964),
Mexico (1968) or Munich (1972). In most cases these events went beyond a
purely national framework, thus promoting Coubertin's fundamental internationalism. Some candidate cities for the 1992 Games have even made this
cultural dimension one of the strong points of their bid.
This brings us back to the prophetic lines written by Coubertin, during a
difficult period, in the newspaper "L'Excelsior", in 1915: "Yes, the magnificent factory of eurhythmy (an expression which was very dear to him and
meant equilibrium and harmony) which operated once under the pure sky of
1

Cf. J. Durry: "The Fine Arts at the Olympic Games" (IOA, 1975 Session). 146

Hellas, can be reconstructed in new forms and there is no doubt that this will be
the case one day. If I am not there to see it, I will at least know the satisfaction of
having worked for thirty years to make it possible. "
"New forms"? It is for example certain that Munich's decision to ask
some of the most representative artists of our time to design the four series of
seven posters, even though not immediately successful has had a more longterm impact. The series for the World Football Cup organized in Spain, in
1982, those of Los Angeles in 1984, would most probably never have been
created without this precedent which marked a real rapprochement between
artists and the sports subject.
"New forms"? The more or less direct support given to various undertakings like the "Bienal internacional del deporte en las bellas artes", alternately held in Madrid or Barcelona.
"New forms"? The wish of Mr. Juan Antonio Samaranch, President of
the International Olympic Committee, is that the arts again become part of
the competition programme of the Games. The formula has still to be found
and should in any case avoid the difficulties of the past... "New forms" ?
They must respond to the present while at the same time being oriented
towards the future.
III. Perennity and hope

The sports event, which is now a recognized and undisputed phenomenon
— although this does not mean that it is appreciated by everybody in the same
way — has now developed its own institutions. Thus, in November 1985, in
Lausanne, with the direct support of the IOC, the first international meeting
was held for the directors of a type of institution about which I will now say a
few words:
A. The sports museums
Their creation and development is a relatively recent phenomenon since
practically all of them were born after World War II. It is clear that they
respond to a need and progressively offer an organization which can adjust to
multiple conditions. Whereas some of them are limited to sports objects and
equipment, others consider that the links between sport and the arts are an
integral part of their activity.
This is the case of the French Sports Museum, an organization under the
State Secretariat of the Prime Minister, in charge of Youth and Sport; since
the beginning it has collected pictorial material on the theme of sport. Its
example clearly shows the triple role which a museum can play here.
A role of "collector". A patient and systematic research has made it
possible to collect, gradually, works of a very different type, which had
remained until then either virtually unknown or scattered. Paintings, sculptures, tapestries — a field in which the Muzeum Sport I Turystyki of Warsaw
is a pioneer. But also medals, engravings, original drawings, as well as postcards, stamps, vases, plates and of course posters. For its part, the Deutsches
Sport Museum, during its preparation phase, has undertaken a highly interesting activity :the identification and computer registration of all works scat147

tered across the FRG, whether they belong to public or private collections.
A role of "exhibitor" — by means of permanent or roving exhibitions,
temporary or permanent, general or specialized. As our funds increase these
exhibitions multiply, with various sizes and titles: "Art and sport", "Sport in
posters", "Four painters and a sculptor", "Sport at the top", etc. etc. This
material in our opinion is always doubly interesting: from an artistic point of
view of course, but also from a documentary one, for it provides visitors in
this respect with abundant information about clothing, implements, techniques used during each period. This aspect is reinforced by the layout of the
museum which combines objects, programmes, clothing, documents, to present the exhibits in their more genuine environment. Whether we are talking
about a specialized exhibition on a given topic — one artist, one technique —
or about integration within a whole, it is important to enhance the aesthetic
quality and initiate to the work of art a usually novice public to whom,
through their interest in sport, we can reveal the different stages of an
engraving or poster, the evolution of a painter, his regrets, the maturation of
his work, which are comparable to the progressive stages of an athlete's
training, with its doubts and moments of sheer happiness.
Finally a role of "instigator". There is no doubt that as a result of the
appearance of museums or organizations and also of collectors, who try to
bring together works of art on this subject, and as a result of the proliferation
of exhibition sites and exhibitions, the artists who were interested in the
subject but had to abandon it because there appeared to be no outlets for their
work, now feel that they are coming out of the desert. As for the visitors, the
beauty and power of the works of art they discover, in conjunction with
descriptions and catalogues aimed at helping them by providing information
they want open up new vistas for them and promote a better understanding of
the force and dynamism of the sporting act, the voluntary dizziness of speed,
the beauty of effort which is by itself already a victory.
A sports museum, as we see, ensures the perennity of the ties between
sport and the fine arts, between Olympism and the fine arts. It is therefore a
very strong support for:
B. The hope of the future
The future? This involves the organization of comparisons, confrontations with corresponding institutions. Take the example of boxing: what a
long way we have come from the engravings of Rowlandson at the end of the
18th century, to the hyper-realistic and surrealistic posters of Luigi Castiglioni, from the painting of George Bellows ("Stag at Sharkeys", 1909) to those
of Sam Rabin, Olympic medallist in wrestling at the 1928 Games in Amsterdam who has been painting scenes from the ring since the sixties ! Without the
efforts of sports museums, these works would have disappeared or forever
remained separated from one another. Now, however, it is possible to bring
them together, be it for a short while, in a striking assembly.
The future? It will wear other clothes, with the development of new forms
of artistic expression: photography of course, film, video, light effects. Without forgetting to associate the dimension of sound, which is the revelation of
our times, with the visual image.
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The future? The day will come, very soon we hope, when "aesthetes" or
those who think they are — the "intelligentsia" — or those who think they are
its representatives, who have remained often intentionally hostile to this
mass phenomenon which has the major drawback of shocking their "elitist"
conceptions — will admit that sport, without needing any intermediaries, will
take its place among the fine arts. That day they
will have understood the
undisputable demonstration of Pierre Frayssinet1 who, taking the categories
which had been defined by Etienne Souriau, professor of aesthetics, was able
to show in what way sport met the four criteria of the work of art's existence.
Material existence first, because "the athlete is a human work" and not an
unfinished product. Sensitive existence next, because this work is perceived,
it is contemplated. An "ontal" existence because the world of the stadium
in itself is a microcosm: the impact of a 100 m. sprint has no relation to a
5000 m. or a pole vault. A "transcendental" existence finally, because the
athletic work includes a beyond, a mystery, waves, unique vibrations which
are those of a masterpiece: think of the entrance of the Olympic marathon
winner in the stadium, a ball kicked into the top corner of the goal, the runner
who has left the other competitors behind and gathers momentum... As the
bar trembles but does not fall, we feel a shudder and a scream escapes from
our lips...
We are coming to the end of our route.
Sport and the plastic arts; Olympism and the fine arts; perennity and
hope: these have been the stages of an itinerary which was, I believe, an
initiation for many of you. I hope that you did not find the going too
hard.
Let us return for a moment to this "daily, modest and limited participation in local sports events" which Coubertin had hoped could have been
launched by the Conference of 1906. At this stage, we are still far from our
goal. Artists on the one hand and athletes and officials on the other still live
too far apart. A long education process is needed here, but in this direction to
date there have only been some much too timid attempts.
It is now up to you, after this wonderful stop in Olympia when you return
to your respective countries, to start on this new adventure.
Art and sport have this in common: they are two rare languages that can
be understood by all the men and the women of our planet.
With a saddle and a bicycle handle, Pablo Ruiz Picasso created a bull
while playing. Art is a transmutation of life. The Olympic athlete also plays.
But in this play does he not commit, just like any artist on the road to creation,
the best of his existence?

1

Pierre Frayssinet — Le Sport parmi les Beaux-Arts (128 p.) (Dargaud, 1968).
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"Cool, pure air, fragrant with the scent of the fields, wafted from the banks of the Alphaeus.
Pierre de Coubertin (VP)

The participants at the Session visit Olympia where "no building or pan of a building has
remained standing, but the foundations are sufficiently intact for the tourist to be able to visualise
very accurately, with the help of a guide book, the ground plan and external appearance of each
one". Pierre de Coubertin (VP)
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General view of the participants' swimming competitions at the I. O.A. swimming pool.
(VP)

Sporting activities are on the Session programme. (VP)
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SPORT, ART AND THE AESTHETIC
by Mr. Jim Parry (GBR)
Department of Physical Education,
University of Leeds

In Britain the study of sport has until quite recently been largely the
preserve of physical educationists. This close link between sport and education is neither necessary nor uncontroversial: it is simply a fact of British
educational history, describing a situation which is increasingly under challenge from within both sport and education, from those who would argue
that
(a) sport can and should be studied in its own right as well as within and by
representatives of the (physical) education system, or
(b) sport (especially team games) is an anti-educational activity and should
not find a place on the school curriculum.
Nevertheless, attempts to argue in favour of physical education and sport
on the school curriculum have sometimes claimed that physical education
activities are best seen as aesthetic activities, and it is through this route that
arguments about the relationship between sport and art have developed in
Britain over the past twenty years.
Perhaps the best way for me to begin is simply to put forward and illustrate ten propositions which either suggest important distinctions or attempt
definitions of central ideas. They are drawn from the work of Louis Arnaud
Reid (1970) and David Best (1975, 1978) and I think that they will give some
flavour of the kind of developments we have seen in the recent past. They lead
to the conclusion that sport is not art.
In the second part of the paper I shall consider five possible objections to
the position I have outlined and shall try to show how they all fail, leaving me
with no good reason to doubt that sport is not art.
PART ONE
A. The aesthetic
(i) The aesthetic is a way of perceiving an object or an activity, a kind of
interest that we take in it, a kind of attitude that we take towards it. Sometimes people talk as if the aesthetic refers to an object (or part of an object)
itself, as if we could talk about "an aesthetic object" or "an aesthetic element"
of an object. This is misleading, since it suggests that the aesthetic is (part of)
the content of an object, which could be a smaller or greater part, or which
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could be added to or subtracted from an object. The aesthetic does not refer to
the object, but to the kind of "attitude" that we take towards objects.
(ii) This aesthetic attitude is value-neutral, since it may be taken towards
objects which are both valuable and non-valuable in aesthetic terms. Sometimes people talk of "an aesthetic object" when what they mean is that it is
aesthetically "pleasing" or aesthetically "valuable", but the usage I am suggesting here is preferable, since it leaves open the question of evaluation. On
my account, we may both agree in taking up the aesthetic attitude towards an
object, whilst leaving open the possibility that we might disagree in our
evaluations of it. Our aesthetic appraisals may lead us to judgements which
assess the object as beautiful or ugly; graceful or clumsy; unitary or fragmentary; profound or superficial.
(iii) The aesthetic attitude requires us to consider intrinsic features of the
object—to be interested in the object for its own sake, rather than for the
practical purposes it may serve. It is possible to treat a sculpture as an
investment, but an interest in such an extrinsic economic function is not an
"aesthetic" interest, which is non-purposive (or non-functional).
(iv) The aesthetic attitude can be taken towards any object whatsoever. If
we look upon the aesthetic as content, as in (i), or as evaluative, as in (ii), then
the range of application is limited. If only certain (parts of) objects are to be
picked out as aesthetic objects, or if only those objects which are regarded as
pleasing or valuable are to be considered, then aesthetic appraisals will be
seen as inappropriate over large areas of our perception and experience. On
my account there is no such limitation: we are at liberty to take up an
aesthetic attitude towards any object of perception or experience.
To summarize: the aesthetic attitude is a way of perceiving an object
which is value-neutral, non-purposive, and can be taken towards any object
whatsoever.
B. Art

(v) Art is defined in terms of the aesthetic, since art is that which has been
created for the purpose of aesthetic appraisal. Works of art are (a) artifacts—
i.e. objects purposefully created by human beings, (b) aesthetic artifacts—i.e.
objects created with reference to their intrinsic features, which require us to
take up an aesthetic attitude towards them. However, not all aesthetic artifacts are art objects, since...
(vi) art is also defined in terms of embodied meanings. A distinctive
feature of an art form is that it enables the possibility of the expression of
moral, social, political and emotional meanings. In fact, the meanings
become embodied within the art form, such that the precise meanings as
expressed are inseparable from the artistic "form" of expression. So, although
art is defined in terms of the aesthetic...
(vii) the aesthetic and the artistic are to be distinguished.
Remember : anything can be perceived aesthetically, but only some things
are art. For example:
(a) Nature is not art. A sunset may be aesthetically pleasing, but it is not art,
since it is not an artifact, i.e. it is not made by a human being.
(b) Mere decoration is not art. A pattern in a carpet may well be very skillfully
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crafted and aesthetically pleasing, and a carpet may be an aesthetic artifact, but if it only has a decorative pattern and does not embody meanings
then it is not art.
(c) Mere beauty is not art. Obviously, beauty is aesthetically pleasing—but a
beautiful woman is not a work of art.
To summarize: the aesthetic refers to an attitude which can be taken
towards any object, whereas the artistic refers to a limited class of objects, i.e.
aesthetic artifacts which embody meanings.
C. Sport

(viii) We must now distinguish between purposive sports and aesthetic
sports. Purposive sports are those whose purpose or function can be specified
independently of the manner of achieving them. For example, in football,
what I do can be explained without reference to "how" I do it—a goal is
scored when the whole of the ball crosses the whole of the line between the
posts and under the bar; and I can explain this without reference to whether
you must kick it, or head it, or "how" you must kick it or head it. "How" you
do it is irrelevant (providing that it is within the rules, of course), so long as
you "do" it.
Aesthetic sports are those whose purpose cannot be specified independently of the manner of achieving it. In order to explain "what" a Tsukahara
is, or a barani, or a triple salto, or a piked somersault, I would need to explain
"how" to do it. In football I can distinguish the means of scoring a goal from
the end, but in gymnastics the means are "part of the end.
(ix) Purposive sports are not art. The majority of Olympic events are
purposive sports, such as throwing, running, combat or team contests. In
these events, the winner will be the one who achieves some end specified by
rules, regardless of the manner of the achievement. It does not matter "how"
you run, so long as you come first, and it follows from this that an aesthetic
interest is incidental. Of course it is "possible" to consider purposive sports
from the aesthetic point of view (photographers, film producers, painters and
sculptors often do so, taking sports as their subject matter), but since it is also
possible to consider anything at all from the aesthetic point of view, this
proves nothing. The fact that both sport and art can be perceived aesthetically
is not significant—it does not make sport a kind of art. If it did, it would make
"everything" art, since everything can be perceived aesthetically. And if
everything were art, then nothing would be art—the word "art" would have
lost its meaning. (If everything in the world were blue, we would not need to
use any colour-words at all. We would not even have the word "blue", since it
gains its meaning in contrast to colours which are "not" blue). Purposive
sports are not art since, although it is possible to take an aesthetic interest in
them, they are not aesthetic artifacts.
(x) Aesthetic sports are not art. Unlike purposive sports, they "are" aesthetic artifacts, since they are produced for aesthetic appraisal. Gymnastics,
diving, trampolining, synchronized swimming and ice dancing, insofar as
they are judged according to intrinsic criteria, are events where the winner
performs (perhaps the same, or a similar, routine) in the best manner. "What"
is performed cannot be judged apart from "how" it is performed, and it
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follows from this that an aesthetic interest is central to the activity. However,
although all art objects are aesthetic artifacts, not all aesthetic artifacts are
objects (just as, although all dogs are animals, not all animals are dogs).
Aesthetic sports are not art because they do not enable the possibility of the
expression of moral, social, political and emotional meanings. By contrast,
forms of balletic dance (sometimes referred to as "the art of movement") are
characterized by just such a possibility. The difference between dance and
trampolining is that dance enables meanings to be embodied and expressed in
physical movements regardless of required routines or level of difficulty of
movement elements, whereas trampolining (while requiring the production
of an aesthetic artifact) does not allow for the expression of a view of life
issues.
To summarize: balletic dance is an art form, but aesthetic sports and
purposive sports are not.
This conclusion brings us back to education, where we started. The argument has shown that sport cannot be justified on the school curriculum
because of its special relationship to art, since such a relationship does not
exist. One logically consistent move for physical educators would be to support the exclusion of sport and to argue for the inclusion of dance, which "is"
an art form. (In British schools this case has frequently been made, and with
some success.) Of course, another move might be to ask why it is thought to be
an advantage to be able to show that an activity is an art form, as if this
bestows a certain respectability or value upon it that it otherwise would not
have. Instead of trying to show that sport is art (which it is not), we should
perhaps be trying to show what (if anything) is of value in sport.
PART TWO

I would like to introduce this section by discussing how we might go about
classifying animals, so as to illustrate some arguments about sport and art. Let
us say that varieties of animals include mammals, birds and fish, and that (to
begin with "very" crude criteria) mammals live on land, birds fly in the air
and fish swim in the sea. So far so good. But there will be difficult cases (and
there may "always" be difficult cases, no matter how much we refine our
criteria). A whale is a mammal that lives in the sea. An ostrich is a bird that
does not fly. A bat is a mammal that flies.
These difficult cases are a general problem: they show us that our classification system will not cover all cases satisfactorily, and we may learn from
this to alter or extend our system so that it becomes more coherent or more
comprehensive. For example, we may come across a case such as the pterodactyl (an extinct flying reptile) which might persuade us that (a) we need to
extend our classification of animals to cover reptiles, (b) that simple flight is
not an adequate criterion for being a bird. However, since the evolutionary
record seems to show that "all" animal life evolved from marine creatures
(and, of course, is still evolving) we should expect that any classification
system, which attempts to impose some abstract conceptual order upon a
welter of individual examples, will encounter cases which are problematic.
I want to use this illustration to point out the dangers involved in certain
forms of argument:
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(i) The argument from difficult cases. In trying to construct a classification, difficult cases may well be instructive. If my definition of birds is in
terms of flight, what do I say about what seems to be a flightless bird? One
answer is to refine my classification: although ostriches cannot fly, they "do"
have feathers (which, of course, in general, facilitate flight). My new definition of birds might now be "feathered bipeds", or something similar. In this
way, as I say, difficult cases may be helpful. But it is a mistake to "build one's
account" around difficult cases. What we are interested in is a classification
which applies in general to the vast mass of examples, even though it may
throw up some cases which remain genuinely problematic. For example, a
moa (an extinct animal from New Zealand) was a bird without feathers, and
this remains a problem for my new definition. Perhaps I should continue
work on my definition, or perhaps I must learn to recognize, accept and live
with the inevitability of some such problem. The main points, however, are
these : firstly, we must not allow these problems to persuade us that there is no
possibility of classifying animals at all (for, regardless of our problems, we still
know a bird from a fish); secondly, we must not allow difficult cases to
dominate our view, otherwise their influence may distort the general picture.
Applying this to sport, art and the aesthetic, we can at once see that there
are difficult cases to deal with on the borderlines of the categories. For
instance, ski jumping is judged partly by distance (a purposive criterion) and
partly by style (an aesthetic criterion). It seems to be neither a fully purposive
nor a fully aesthetic sport, but a mixture of the two. Also, ice skating seems to
be partly purposive (describing precise figures), partly aesthetic (performing
skill sequences) and partly artistic (expressing meanings by "dancing" on ice).
These cases suggest that it may not be possible to classify all physical activities neatly into one of our three categories, but this should not cause us to
abandon the attempt, for we can only settle difficult cases (if at all) with some
good account of our categories. For example, under what conditions might we
agree that ice dancing is an art form? We can only begin to answer this
question with reference to what we already think about what constitutes an
aesthetic sport and an art form. Without categorical thinking there is no way
of making progress.
We must always remember, however, that it may be unreasonable to hope
to progress towards hard and fast answers in every case. For example, the
question of whether photography is an art form has been debated for about
one hundred years now, and much still depends on differences between
theorists as to which categories should be applied. This very difficult question
may contribute to our general understanding by encouraging us to re-examine
our categories, to think again about what criteria are applicable to art. In any
case, our conceptions change over time, and become revised to meet new
social developments. There is a reciprocal relationship here: difficult cases
(perhaps arising from social change) force us to reconsider our concepts, but
our concepts may influence the development of social practices (photography, beginning perhaps as a simple documentary device, develops an aspiration to create artistically).
(ii) The argument from common origin. Let us suppose that the fossil
record actually demonstrates that all animal life evolved from marine life.
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Now, the fact of common origin might be interesting, but it proves nothing
about how we should conceptualize matters today. Just because birds and
reptiles evolved from fish this does not make a bird a kind of fish. There are
two forms of this argument as applied to sport and art. Firstly, there is the
argument from common "historical" origin: Masterson (1979, pp. 177, 181,
189) has argued that if he can show that both sport and art evolved from the
same prehistorical source, this will show that art can be produced in sport.
Secondly, there is the argument from common "logical" origin: Hyland
(1984, pp. 17—18) has argued that sport and art share a logical "kinship"
which runs deeper than shared aesthetic appraisals and deeper than the
differences between them—they share a stance of "responsive openness" to
the world.
Now, my reply here is not to query the alleged common origin in each case
(although this could be done), but rather to ask what significance it has for our
purposes today. To demonstrate an origin is one thing, but to demonstrate the
"significance" of origin is quite another. For this we would need a separate
argument, in the absence of which we might legitimately conclude that the
common historical origins of sport and art are quite irrelevant to contemporary descriptions of them, or that the common logical origins (lying so
deep) are merely submerged trivia. Since our concepts, just like animals, are
continuously evolving, we cannot be certain in advance of argument that
concepts that shared a particular relationship at one stage of their evolution
(or which share a similarity at one logical level) will continue to share a
"significant" feature in other contexts.
(iii) The argument from common features. The last sentence raises
another question: let us suppose that sport and art do share significant
features (e.g. elements of drama, tragedy, beauty, skill, expression, etc.). Now,
it has been supposed that to show that sport and art share common features
demonstrates that sport is a kind of art, but this is not so, for two
reasons:
(a) Drama or tragedy occur in everyday life, in art and in sport. But tragedy in
everyday life is not "artistic" tragedy, and a sporting tragedy (my losing a
game of squash) is not necessarily a "life" tragedy. In order for the com
mon feature "tragedy" to form a "link" between sport and art it is not
sufficient to point to examples of sporting tragedy and examples of artistic
tragedy. What would need to be demonstrated is that sporting tragedy
"is" artistic tragedy. Some people want to show that sport is art, and so
they introduce the notion of tragedy, thinking that it will link them. But it
will not, since we "still" need to show the link between sporting tragedy
and artistic tragedy—the introduction of the notion of tragedy has not
succeeded in advancing the argument, because it simply "assumes" that
"tragedy" means the same thing in these different contexts, which is
precisely the point in question.
(b) Even if it could be shown that sport and art genuinely do share common
features (as opposed to superficially similar concepts), it still does not
necessarily follow that sport is art—only that sport is "similar" to art in
certain respects. Raisin cake and raisin biscuits both contain raisins but
that does not make a cake a kind of biscuit. Birds and fish (and one
mammal) lay eggs, but that does not make a bird a fish.
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(iv) The argument from individuals to classes. Mammals may be defined
in terms of their possession of "mammae" which secrete milk for the feeding
of their young. But this is a characteristic of the "class" of mammals, and not
all "individual" mammals. For example, only females have mammae, and
only some females are capable of secreting milk, and then only at certain
periods during their lives. The point is that the defining characteristic of the
class of mammals is not possessed by all mammals, so that it would be unfair
to argue from individual characteristics to class membership. I cannot secrete
milk but I am nevertheless a mammal.
Now, Reid and Best have both argued that a defining characteristic of art
is the possibility of the expression of a point of view on moral, social, political
and emotional issues. Against this it might be pointed out that many works of
art do not seem to make this kind of comment. Wertz (1984, p. 106) asks us to
consider the case of abstract painting, arguing that there is no subject matter
here (no comment upon life issues). If so, it would follow either that abstract
art is not really art, or that comment upon life issues is not a genuine characteristic of art. (Wertz wants to accept the latter option, since he thinks it
would permit sport to be seen as art, too.) There are two problems with
this:
(a) It is too readily assumed that abstract art "is" meaningless. I would want
to resist this suggestion and argue that an adequate understanding of good
abstract art requires us to appreciate what is represented and expressed in
it, and that this involves us in debate about life issues.
(b) More importantly (and to return to our analogy), even if it could be shown
that some "individual" works of art failed to comment on life issues it
would not advance the argument, for the characteristic refers to the art
"form" (the class to which individual works of art belong). What makes
painting an art form is that it is possible to express a conception of life
issues in that form. It would be unreasonable to expect every individual
painting to have this class characteristic, and a painting's lack of it does
not necessarily mean that it is not a work of art. (What ensures that sport is
not art is that the form of sport does not enable the expression of a point of
view on life issues.)
(v) The argument from analogy with craft. In trying to build a case for
sport as art, authors often refer to the possibility of describing players as
artists (as does Ruth Saw, quoted by Best, 1980, p. 79) and games as forms of
art (as does Herbert Read, quoted by Wertz, 1977, p. 105). Now, of course
such descriptions are possible, but we must ask ourselves what they really
mean, since the words "art" and "artistic" are being used in extended and
analogous senses here. For example, sometimes we may refer to bricklaying
or cooking as an art, but that does not mean that a wall or a hot dog is a work of
art. Here the "art" of cookery means roughly the "craft" of cookery, so that a
cook cannot really be compared (as an artist) to a painter. A cook is more like
a housepainter than an oilpainter. The possibility of confusion arises because
the same words ("art" and "artist") can be applied in different senses to the
fine arts and to crafts. Only if we forget this shall we run together the two
meanings and refer to crafts "as if they were arts". Now, the arts have intrinsic
aims and are non-purposive, but crafts as well as sports" are tied to the
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"external purposes which describe them. Football is about scoring
goals, and gymnastics is about vaulting, floor routines, and so on.
These are much more akin to crafts than arts, but the ambiguity
arising from the use of "art" as craft is the source of the misconception
that sport could or should be ranked with the fine arts.
Conclusion: In this section I have discussed what seems to me to
be the best arguments that have so far been offered against the position I outlined in the first section. Since none of them succeeds as an
objection I am left with no good reason to doubt my original position.
Sport is not art.
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ART AND THE OLYMPIC GAMES
AN ARTIST'S EYE
by Mr. Kevin Whitney (GBR)
Official Artist of the British
Olympic Association—1984

Art like sport should be the pursuit and practice of excellence.
A number of copies of a book of my paintings entitled "Olympic Challenge" have been handed out. Please pass them around amongst yourselves as
much as possible as there are a limited number. This book is the result of one
year's work with the British teams, training prior to the Games in Los
Angeles.
I spent the year travelling to paint at training grounds around England, or
being visited by individual athletes, to pose for me, in my London studio.
The paintings are oil on canvas, watercolour on paper and chalk drawings.
Some of them are straightforward portraits: Steve Ovett (p. 13), Sebastian
Coe (p. 21) and Alan Wells (p. 35). Some are the athletes performing their
particular sports: Judy Livermore (p. 47), and Tornvill and Dean (p. 107).
Others are symbolic pictures : Daly Thompson on page 43, I have painted in a
heroic way. As he has been described as a modern Prometheus, I have posed
him in the style of the bronze statue of Poseidon at the National Museum in
Athens: Thompson throwing the javelin in an aggressive mode of defiance.
When I was fortunate enough to have the athletes to pose for a long period
of time, for example Beryl Mitchell (p. 75) and Niel Adams (p. 65), a more
in-depth painting was produced. I tried to capture the character build-up of
each person and what their auras provoked in my imagination. The long
periods of their valuable time which they gave me enabled me to realize this.
So Neil appeared to me to have the presence of an Aztec warrior, with an
ancient, slightly "other world" charisma. Whereas Beryl appeared to me as
the leading boy in the pantomime (in England, in the pantomime or operetta,
all the leading males, e.g. Peter Pan, Prince Charming, Aladdin, etc. are
traditionally played by girls), which interpretation had a twist. Having completed the painting and explained this to Beryl, she promptly told me that this
had been her life story and at the all-girls school she had attended she ballroom-danced the waltz and foxtrotted perfectly... from the man's side, and
always got the male lead in the pantomime.
Other paintings (pages 67, 77 and 105) are what I refer to as "related"
works, that is they are the inspiration of images I saw when I was operating in
the confines of the Olympic arenas. They are images of discovery in an
Olympic situation. This is an important aspect of finding art within the arena
of sport.
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So, to the artist's eye it is not only what the athlete is performing that is of
inspiration, but the whole wonderful scenario surrounding the Olympic
Games.

The lecture is accompanied by a slide-show on two screens of photographs taken at the 1984 Games in Los Angeles, when I was there as England's
official artist.
Not so much a record, the photographs are my particular interpretations
of the Games, the environment, the atmosphere and the time, and of course
the athletes.
I have tried to avoid the classic "shot" of an athlete bursting through the
winning tape, as I think that this is generally all that is seen in sport. The
preparation and practice of sport interests me much more than just the
moments of triumph. As with painting and sculpture, the execution of the
work is far more exciting than the completion.
When athletes congregate, as in an Olympic situation, a natural "life
drawing room" is automatically created. The many varied movements of the
human form involved in the various sports activities and the sheer volume of
variety of poses presented make the environment a unique one for an artist. A
mine of inspiration. The environment also assists the creation of art. The
enclosures and arenas create the "frame" of the pictures, and serve as backgrounds of colour and interest. In this particular situation (Los Angeles), the
sunlight also created an important addition in providing a brilliant chiaroscuro* on all surfaces.
I. The first and last sections of the slide-show deal with the opening and
closing ceremonies respectively. They are in themselves unique events in a
unique situation, all of which are different depending on the location of the
host nation. Not only do they herald the start of the Games, they also serve as
an introduction to the style and culture of the particular country.
II. In the middle section of the slide-show a series of photographs of
high-divers in action is projected in rapid succession as they perform various
types of dive. Individually, a dive is one exercice completed within a strict
structure of rules. Collectively they present themselves, and appear to me, as a
form of dance in mid-air, defying the presence of the water and, it seems,
gravity and become aerodynamically fix-framed. The speed of projection
highlights this phenomena.
In the rest of the photographs I have tried to capture, in my own way, how
I saw the Games and I have tried to use the camera in the same way I use my
paint-brushes. Trying to avoid the "press photo" and going instead for the
beautiful and inspiring image. It seems, at the time, that I was living in my
paintings. I hope you enjoy my vision.
* Play of light.
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Biography of Kevin Whitney
1948
1965 - 67
1967
1967 - 70
1972
1973
1973
1973
1974
1975
1975
1975
1976
1976
1976 - 77
1977 - 78
1978
1979
1979
1979 - 80
1980
1980
1980
1981
1981
1981
1981
1981
1981
1982
1982
1982
1983
1984
1985
1985
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Born Buckinghamshire
Art School, Ipswich
Exhibited Tate Gallery "Young Contemporaries Exhibition"
Chelsea Art School, London
1st One Man Show, "DM Gallery", London
Travelled in Italy
Exhibited "International Kunstmesse l", Dusseldorf, FRG
Exhibited "Nicholas Treadwell Gallery", London
2nd One Man Show "Gallerie d'Arte Modern" La Parisina, Turin, Italy
Travelled extensively in Greece
Exhibited "Internationaler Kunstmarket", Cologne, FRG
Exhibited Fine Arts Building, New York, "New London in New York"
Exhibited "DM Gallery", London
Exhibited "Fischer Fine Art", London — "The Figurative Approach"
Lecturer, Chelsea School of Art
Master of Arts, Chelsea School of Art
Exhibited Grand Hall, Olympia, London
Travelled Extensively in USA
Lecturer, University of Southern California, USA
Lecturer, Froebel Institute, London
Exhibited Annexe Gallery, London
Contemporary Art, Bonhams, London
Travelled extensively in Italy
Exhibited "Annexe Gallery", London
Exhibited "W8 Gallery", London
Exhibited Midland Group, Nottingham
Exhibited Wraxhal Gallery, London
3rd One Man Show, W8 Gallery, London
Costumes for "Morte de Socrates" by Satie French Institute, London
Exhibited Patrick Seale Gallery, "The Naked and the Nude", London
Sets for "Die Kluge" by Carl Orff, Cockpit Theatre Kensington &
Chelsea Festival, London
4th One Man Show "Galerie Siau", Amsterdam, Holland
Appointed official artist of the British Olympic Association
1st Book of Paintings "Olympic Challenge" published by Muller, Blond
& White
5th One Man Show, Garfield Gallery, Los Angeles, California & Ucla
attended by HRH the Princess Anne
6th One Man Show, Herrenhausen Museum, Hanover, FRG

SPORT AND CONSCIOUSNESS
OF MODERN CULTURE
by Mr. Otl Aicher (FRG)
Artist
Chief designer of the Olympic Games
in Munich

Is there an interrelation between sport and culture? Does sport have
something to do with culture?
One is at first inclined to doubt this possibility. Sport is a physically
oriented activity. Sports officials rarely give much consideration to anything
beyond the limits of their specific sphere of interest; sport is pursued primarily at the age of learning. Anyone wanting to get ahead does so at the
expense of his or her education. Sport is sometimes merely brute force,
crippling intellectual talents. Sport appeals to emotions at the simplest structural level and is an enemy of sublimation and differentiation.
On the other hand, nothing involves force in music, in painting, in literature. Aggressive competition is too uncouth to serve as its inspiration.
Indeed, culture is constantly questioning itself, which would lead to selfresignation in the case of sport. Culture weighs up, observes, makes detours,
aims at discovery. For this it needs a trained eye, intellect and subtle
feeling.
It would thus appear that sport and culture act to their mutual exclusion,
rather than their mutual stimulation. Sport is also a young sphere, no older
than the industrial age. Culture is a manifestation of the human being, it has
always existed. Entire eras have managed without sport.
However, is our culture really so old? At any rate what we mean today by
culture has not always existed in this form. The museum, the theatre and the
concert hall are institutions above all of bourgeois culture, which suffers from
the burden of dividing life between the noble, beautiful and sublime of the
world of the spirit and the commonplace, profane and dirty of the world of
work and day-to-day living. This awareness of culture is a product of the
Renaissance and gives rise to a type of human being of a special kind, the
artist as something more highly developed.
Sport does indeed have very little in common with culture in this sense. A
symphony orchestra does not go with a stadium. But Bob Dylan can most
certainly give a concert in a stadium. He in turn does not fit in with a concert
hall. Films have also not yet succeeded in being accepted by the time-honoured arts. It is easier to find a film screen in an arena than in a theatre.
It is quite simply the case that the expression 'culture' is somewhat of a
hindrance in considering the question of whether there is any interrelation
between sport and culture. This makes it necessary to get away from the term
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'culture' as understood by our forefathers. If this chain can be shaken off, an
interesting fact becomes apparent. There is in fact an interweaving, in the
sense that sport gives rise to cultural initiatives and culture receives fertilizing
impulses from sport-and this not in the sense of an adaption, but in the sense
of a fundamental motivation.
Modern architecture would not be what it is if it had not occupied itself
with sports halls and arenas, with one-sided, widely projecting, terrace seating
constructions and with halls in thin-walled shells. Kenzo Tange, Pier Luigi
Nervi and Günther Behnisch have achieved their distinctive images through
their sports construction buildings in Tokyo, Rome and Munich.
The visual culture of today, the way in which we handle colours and signs,
signals, emblems and pictogram, all would be unthinkable without the signlanguage of sport.
The form and manner in which a racing cycle is built has given rise to an
extremely specific form of apparatus culture; in complete contrast to the form
and manner in which American road cruisers were once built, the racing cycle
optimizes minimization. The most brilliant of technique is sought in order to
achieve the maximum with a minimum of expenditure. Sport design has
become a design sport, in which the art lies in what can be left out and in
simplification.
The gym vest, today's T-shirt, training suits, gym shorts, the anorak, ski
trousers fastened at the foot, the gym-shoe, these items have all brought about
a revolution in clothing, without which we should perhaps today all still be
wearing corsets. Being able to move freely in one's clothing is an achievement
of sport, leading at the same time to a greater awareness of freedom and
freedom of movement.
The social and cultural significance of sport is only now beginning to be
understood. Huizinga interpreted sport as play, and saw play as a legitimate
human compensation for work. The ethologists have pointed out, on the
other hand, that sport is capable of diverting into play the behavioral constant
of agression and of eliminating the emergency reaction of destruction.
Although it is true that our ideological, national and racial behavioral pattern
is to this day subject to the driving force of destruction, individual behaviour
has undergone a cultivating influence which has made an exception of the
elimination of the other.
The role of sport in this connection cannot be assessed highly enough, not
only as sublimation and diversion, but also as a training for a competitively
adequate behavioral norm. Competition is neutral in its moral value and
without limits.
It is a cultural achievement of a special kind if competition is pursued
under the banner of fairness and a sporting attitude, and when the personal
limits and restrictions are accepted and a referee is admitted with the authority of the highest point of reference. It is obvious that what is involved here is
a subtle and highly fragile moral, which makes it all the more striking that it
has been able to find a firm footing to this extent.
The ethologists attribute cultural importance to sport from another point
of view. Play is not only a compensation, recreation, diversion from the
burdens of day-to-day life, play is also a decisive learning process, in fact the
most comprehensive in the case of animals. Learning in the course of play is a
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more effective form of education and mediating experience than learning by
force. Play opens up willingness to learn, force locks it up. Only learning in
one's own interests can be compared in its effectiveness to learning through
play: the fairness of being able to respect the virtues of the loser is an essential
part of our culture. We learn this in play. Mere instruction would not achieve
this.
Every form of sport is a construction of rules. They have the character of
axioms, that is to say principles which do not have to be founded on necessity
or functionally substantiated. Football could also be played with twelve
players. This fact, namely that humans construct sets of rules, aroused the
considerable interest of Ludwig Wittgenstein, perhaps the most important
philosopher of our century, because he pursued the question of how culture
came about at all, how language came, for example, how the state developed
with all its institutions, whether perhaps language was not also a work of rules.
A construction of changing rules of the game?
Sport, not only as a declaimer of culture, but indeed as a model for the
creation of culture? Sport — a metaculture?
Sport still exists in a ghetto, as far as its understanding of itself and its
self-confidence are concerned. It is itself scarcely aware of its own cultural
significance. A certain concept of culture, perhaps the prevailing view, would
also dispute that it is of any cultural standing. There are in the meantime a
sufficient number of indications that we can also understand sport in a
different way. Walter Jens is not alone in seeing a football game as something
approaching a work of art.
Opinions such as these make it worthwhile going precisely into the question: does sport have something to do with culture?
There is no small temptation to perceive in a sports implement something
like an ultimate form, to regard it as an object for which a definitive form has
been found. It is certainly true that the discus, the shot, numerous types of ball
and the baseball bat cannot be expected to undergo much further modification. But what of the bow and arrow? The bow is a classical implement dating
back to pre-history whose development might have been expected not to
undergo further significant modifications. When the problem is to find a way
of improving the score from 596 to 597 or even 598 points out of a possible
600, rifle designers do not remain idle. If it promises the possibility of
higher scores, even the most minute modification will be of extreme importance. Nowhere is the demand for improvement more permanent than in
sport. Nor is it confined to a limited market — it applies to all organized
sports in general. Unlike in commerce and industry, the objective is not to
cut costs or to realize a more attractive design, but it is always to increase
technical efficiency in the interest of more prodigious human performance.
Due to the circumstance that human achievement in sport is measured
against some standard, the designing of sports implements has grown into a
highly sophisticated profession. Its further development and the direction
that this may take is still unforeseeable.
Form is open-ended. All that counts is the individual who achieves a
better performance than other competitors. The aesthetics of sports implements is an open-ended system. Such implements do not have a given form,
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but rather a form has to be found for each. Thus the function of the designer is
essentially to find an optimum form for a given object.
This may be seen as an exemplary creative process from which the principle of style and the conceptualization of ideal forms are excluded. The
designer differs from the artist in the conventional connotation of the term
'artist' in rejecting all prescribed stylistic criteria. The function of the creative
designer is not to reproduce a given form but to discover a new form. Occasionally the result is rather a shock. Is the modern bow or the modern range
rifle an object of beauty? Nevertheless, this new aesthetics is marked by such
cogency and obvious validity that it usually finds wide acceptance. A form
discovered in this way possesses a high degree of objectivity even though it is
always possible that it may later have to give way to something new.
Many designers who have tried their hand at designing sports implements
have failed. All are bound to fail who cling to a fixed style. There are, for
instance, designers who feel compelled to give everything round, oval or
angular contours. These are bound to fail because the need to discover the
correct design for a given object excludes rigid adherence to a particular style.
The heuristic process of finding the correct design nowadays involves the
designer, the manufacturer and the user to such an intimate extent that it is
hardly any longer possible to attribute the final result to any one individual.
A distinction shoud be noted here between designers and stylists. The one
is a finder of form, the other a giver of form. The special status of sports
implement design and the uniqueness of its methodology is reminiscent of
the status of modern philosophy, which is likewise open-ended in the sense
that it is not in a position to define the future.
Socrates has been rediscovered. Because he knew nothing, his philosophy
was a constant questioning.
For Plato, on the other hand, beauty, goodness and truth had to be
objectified and also applied. For Aristotle, too, the creative process began
with the conceptualization of form, the desired form. This form was not the
result of a creative process but stood at the beginning of that process as a
model.
The designer's method of first finding a form instead of using a given form
could be construed to be a modern application of the Socratic method. Seen in
this light the designing of sports implements is more than the manufacture of
optimum implements because it relies on a unique kind of creative process
that reflects the state of our civilization in general.
In designing sports implements the most progressive and rigorous design
doctrine is currently being practised, a doctrine that even the designer is not
fully able to comprehend in its farthest consequences.
Sport is always an event of communication. It is a play without words. Its
victories and defeats, its teams, its strategies and tactics reveal themselves in
signs.
Such signs are the gestures of the body's language, the colours of the
clothes, signs of the clubs, starting numbers, emblems and pictograms, the
lines of the playing fields and cinder tracks, the numbers on the devices for the
announcements, aiming points like goals or baskets, boundaries like nets or
beams. After all, the ball is also a sign. In itself it has not yet achieved all that
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high a value, material value. It gets its meaning only by a semantic boost. It is
a nothing around which everything revolves.
At the end of a game there are no devastated fields, no conquered castles,
no dead bodies as on the stage. The battle ends with a communicative short
phrase, with proportionate numbers that indicate goals, points, times or
distances.
The influence which the language of sport has on our colloquial speech is
well-known. We play in everyday life as well, fair on foul, we shoot own goals,
are in poor form or are fit. We reach the winning post, show yellow cards or
surpass ourselves.
Less clear for us is the great influence which has emanated from the
symbol, sign and colour language of sport. Until almost the middle of our
century clothes were in the style of the subdued world of colour belonging to
the 19th century. The signal world of sport, like for winter sport, then
extended so strongly to leisure clothes and finally to everyday clothes that
even the tailors of the haute couture, like Courrèges, can afford to create
clothes in pure red, yellow or light blue. Everything does not have to be dark
blue, grey or olive anymore; sport has helped to give us a new colour consciousness. And even in the universities there are the colourful T-shirts of the
playing field and its vivid gym-shoes.
Victory—or defeat—is expressed in a number. At the end of the game, at
the end of the competition there is a number. The sport culminates in a
number. This can be an ordinal number, can define the winner, the runner-up
and the third position. It can be a proportional number, if Czechoslovakia is
playing ice hockey against the Soviet Union. It can also be a cardinal number
which represents a value: a long jump by Bob Beamon in Mexico—
8.90 m.
A number is not simply a number. It can be written, printed or shown on
the screen illuminated by electric bulbs. It can be attached on backs as prosaic
starting numbers or be printed in an artistic manner on sports clothing in ice
hockey.
Numbers can have a lineal structure. There are dark numbers, there are
square numbers. Stencilled numbers come from the United States. During
the 1968 Olympic Games in Mexico City the three-lined numbers emerged.
From Longines and Omega there come the electronic screen numbers.
A world in which the number dominates and man becomes a number is
eerie. On the other hand, a world in which nothing is measured, surveyed and
compared in numbers is just as inhuman. Our self-consciousness, which
characterizes us as human beings, is the self-consciousness of a situation. In
contrast to animals, we can know where we stand. We stand in relationships,
relations, have rapports, think in coordinates, experience ourselves as the
point of intersection of lines.
Thus dimensions and values are indeed a measure of our position. And
many of them can be illustrated in numbers. Of course, many patterns of
behaviour concerning sport cannot be illustrated in numbers. Anger about
defeat, comradeship, human gestures, fairness, charm of suffering cannot be
measured.
As if this shortcoming were to be compensated, there has recently been a
culture of the number in sport, an aesthetics of the number. The number in
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mathematics, in physics, in the economy or in statisitcs is without any aesthetical ambition. In sport there is also this number, like in the prosaic
starting number. However, what is striking is a special treatment of the
number, as soon as it becomes a fixed part of the sports clothing. It is brought
into harmony with its surrounding area, as far as colour is concerned, and is
formally fixed into position. Size and position are no longer accidental. The
number becomes a signal and, as such, a fixed part of the ritual of the game.
The number is not autonomous as in the case of mathematical calculations. It
does not stand for itself but for something. It is the bearer of value. The
number nine of a team thus not only represents a number but a certain person
with specific talents. The number in sport is the means of transport of value,
of a quality. Thus it can happen that an entire stadium breaks out in cheers
when a number appears on the score-board.
Whatever we cannot give a name to, remains strange to us. The unknown
can even become uncanny, only because we have not adopted it in words or
pictures.
A society, whose classes, political parties, ranks, stands, groups and institutions we do not know, becomes impenetrable for us. We withdraw into
ourselves, creep into the surrounding area of our own communication, of our
own field of knowledge.
As opposed to this, sport has a transparent effect. There is hardly any
sportsman who would not wear a sign as opposed to our civilian culture.
Sport is full of colours and emblems; nobody meets us in the street who wants
to give us a signal with a sign of his clothing, with the exception of the
policeman or the postman. The sportsman shows to which club he belongs, to
which nation, even the part and position in a football team can be guessed
from his person.
Of course, even civilians want to show—consciously or unconsciously—
who they are. Our society has developed various techniques and pointers to
break through the obscurity. The student or labourer is recognizable from his
shirt, his trousers or his hair and shoes. Everywhere the barriers of silence are
being broken. Loyalty to signs is declared.
Sport has a high transparency, its signs and features make it transparent
and visible at a glance. In addition it has developed a visual language of signs,
symbols and signals, which are easy to learn and to communicate. It possesses
a high degree of visual culture and is hardly surpassed by any institution in
this respect.
When a collection of different products of the 1950s is compared with the
same kind of products of the 1970s, the difference in design is quite striking—
not only in the sense of a change in style, in the sense of a continuously
changing mode, but also in essentials.
If, for instance, the last Mercedes racing car models driven by Juan
Manuel Fangio are compared with a Formula I car of the 1970s, it will be
noted that even the wheels are different: the Formula I has a different diameter at the front than at the back, and its backwheel tyres are broader than its
front-wheel tyres. Whereas the Mercedes still retains its traditional Silver
Arrow shape, the Formula I is an assembly of autonomous elements such as
the spoiler, cockpit, engine and tanks. The Mercedes has a homogeneous
body, while that of the Formula I has the appearance of a building block
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system. The Mercedes is governed by its form, the Formula I by its
design.
It is true that the design of the new racing cars came at first as something of
a shock. Our aesthetic code had been so accustomed to the organic shapes of
the era of streamlining that the acceptance of new aesthetics proved very
difficult.
However, the new design concept was cogent: the new generation of
Formula I cars were simply faster. Mario Andretti, driving his wedge-shaped
Formula I, outstripped the then world champion Niki Lauda, driving his
conventional racing car, so impressively that at the end of the race Lauda
decided to give up racing altogether. The Formula I travels, as the result of its
shape, at a higher speed and, due to its better wheel grip, is also faster around
bends. It is not so much the power of its engine as the shape of its body that
accounts for its superior speed.
The Mercedes remained a kind of ideal object for an entire era, an era of
streamlined organic forms, kidney-shaped tables and even streamlined baby
carriages. Enclosures and churches were given double-pitch roofing; doorhandles and wash basins were given the curved contours of organic objects.
Whatever proved itself capable of high performance under the most rigorous
conditions found cultural acceptance as a standard form. Because an object
was designed in line with the laws of aerodynamics it was considered to
possess harmony of form. A world without tension and conflict was the
prevailing ideal. The topmost profession was that of the bespoke tailor of
racing car bodies in Turin.
A relation is here seen to exist between culture and sport, if sport is not
indeed one of its initiators.
Many years have passed since Andretti was driving his Lotus. The initial
shock has subsided and we are able to perceive new relations if, for instance,
we imagine a Formula I on display at the Pompidou Centre in Paris. Here
again we sould be struck by the relation between architecture and product.
This Centre is a system into which individual sub-systems have been
inserted. It is an open system in which everything, even including the supply
pipes and air-conditioning ducts that were earlier concealed within the architecture, is now exposed to the eye.
The engine of Andretti's car is also fully exposed to view and no longer
covered by the car body. Even the frame on which it is mounted is visible.
The spirit of the age is no longer one of harmony, but of a balance between
a variety of different interests. It accepts conflict because the differences are
too evident to be covered over. It accepts plurality because society is not
homogeneous but, at best, an open system. The age of streamlining has come
to an end. Paolo Nervi built sports enclosures in Rome using reinforced
concrete structures resembling plants and flowers. The mesh and supporting
column design of the Olympic structures at Munich no longer had this kind of
closed form. What Behnisch designed was not a building but a system. This
too was an open structure, a system linking autonomous elements together
but without subordinating them.
Can sport in this way produce the ideal figure of an era? Space engineering
with its space-lattice geometry would certainly come to mind if we were asked
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to name the highlights of our visual culture. The flying saucers of earlier years
were streamlined bodies of rotation, although such streamlining could have
had no purpose because cosmic space, being devoid of air, also has no air
resistance that a flying saucer would need to overcome. The lunar ferry of
Apollo II was designed in line with the principle of Platonic bodies with
tetrahedral and pyramidal tubular structures. The appearance of geometrical
structures on our cultural horizon is doubtlessly related to this situation. The
lunar module was originally conceived as a kind of hut on stilts. In order to
minimize its weight it was ultimately reduced to a skeleton. Here again we
note the same process of optimization that was applied to the Formula I,
whose success in a race often depended on a hundredth part of a second.
It is invariably, it would seem, the peak developments of an era that
increase its inventory of forms. Sport is a vigorous attempt to step up performance. Insistence on the improvement of materials, technologies and
methods is the best way of winning new territory, thereby broadening the
cultural repertoire of the era. Sport is also an innovative factor with regard to
cultural change. Many significant design criteria have come into being due to
the results of sports competitions. At least as far as design is concerned, sport
even has a pilot function to perform. The transition of the design of car bodies
from the organic to the geometrical was primarily initiated in this way. Sport
has influenced design far more than designers have influenced sport. The
influence of sport on culture is therefore seen to be of the first order.

170

General view of the I.O.A. swimming pool. (VP)

Professor Jim Parry and his working group under the shade of the eucalyptus. (VP)
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Mr. Russell Sturzebecker, Mr. Otl Aicher and Professor Fernand Landry with some of the
participants. (JMG)

Mrs. Elisabeth Hanley's group chose a more closed-in setting. (VP)
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The artist examines his work. (JMG)

On the right, Kevin Whitney, organizer of the painters' studio, with Ralf Siratman (FRG) and
Helmut Kuehnle (FRG). (VP)
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The I. O.A. library is open to all participants. (JMG)
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SPORT AND THE FINE ARTS,
DIALOGUES OR MONOLOGUES
by Mr. Georges Sala (FRA)
Representative of UNESCO

The Magdalanian artist of the caves of Europe or his "colleague"in the
rocky shelters of the Sahara and the Libyan desert traced the image of the
animals which they hunted, which they feared, which they dreamed of subjugating. The struggle for life was then a daily one, and each individual, even a
Chaman as the prehistoric artist probably was, took part in hunting, in war, in
the physical activities of his clan. The Chaman artist had in addition to
submit to an initiation which, if one may judge by the tests imposed on the
priests of ancient Egypt in particular, or nowadays on postulants in animist
tribes, called for exceptional physical qualities. It was perhaps of him that the
painter Klee was thinking when he wrote, "the artist is a man, he is himself
nature, a piece of nature in Nature's zone".
It is doubtless thanks to this convergence of art and physical activity, to
their intense communion with nature during the prehistoric epoch, that man
used, for the first time, a tool destined not for immediate utilitarian ends, for
subsistence emergencies but to paint or to play. This manifestation of reason,
clearly differentiated from the behaviour of animals, was the first artistic and
sporting act of man.
In this moment outside history where natural man gave witness by his
works of a high spirituality, thousand-year-old philosophies and religions
had not yet opposed the mind and the body by establishing a hierarchy
between the two elements of the human being. The body was not yet the
wicked enemy of the mind, as it was to become for generations of intellectuals, especially after the Renaissance. A few well-read, open minds preached
in the desert, hoping for a common education of body and mind, and who
wrote, like Jean-Jacques Rousseau, "the weaker the body, the more it commands, the stronger it is, the more it obeys".
Evidently the men of the Middle Ages, the Renaissance and modern times
did not have the opportunity of knowing these rock paintings, since the first
painted caves were only explored at the end of the last century. What teachings might they have drawn from them? The men of the industrial age, the
heirs of the century of the Enlightenment, denied for more than fifty years
that uncivilized beings, primitives as they imagined them to be, could have
created such masterpieces.
But while we cannot reproach our ancestors in the Christian era for having
benn unaware of the lessons of the cave painter, ought we not chide them for
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One of the magnificent views of the I.O.A.. (JMG)

having wiped out from their memories for many centuries the Greek model of
the Olympic Games? I shall not enlarge upon this particularly glorious and
exemplary period of art and sport since it constitutes one of the fundamental
subject matters of this Session. At Delphi, at Corinth, and especially here at
Olympia, the body and the mind were reunited in the same culture. For Greek
educators, a well-made soul, a cultivated mind, and a strong character cannot
be disassociated from a harmoniously constituted body. Greek statues,
painted vases, frescoes such as the astonishing diver of Paestum never fail to
fill me with wonder, translating better than any text the ideal of a people who
honoured an Olympic champion with as much fervour as an author of tragedies, victor in the Dionysia.
The Olympic Games, which at first expressed religious, ethical and aesthetic ideals, declined, corrupted by the chauvanism of cities, greed, and a
professionalism too often stripped of moral sense. They ended by transforming themselves into a Roman circus, and the athletes gave way to gladiators.
This degradation of the physical act had much to do with the revulsion which
it was to inspire in clerics and later in all literate persons. The term "culture"
did not then designate more than arts and letters; the "nature" of culture was
only explored through treatises on pedagogy and art. Only the "art" counted
for the perfection of the being and mutual love, while for nobles the hunt,
tournaments, wars, important physical exercices were better training for a
young squire.
It was in the middle of the feudal period of the 12th century that the word
"sport" emerged from the Old French word "desport". It then meant all ways
in which to pass time agreeably — conversation, entertainment, bantering
and especially games ("desporter "in Rabelais means "amuse oneself). In the
14th century, this word passed to England while retaining the same meaning,
but giving rise to a more British terminology — "to sport", "disporter",
"disporteress". The first "sporters" were the aristocrats; sport was then a
privileged way of life. With the transformations of British society, the rise in
the popular classes encouraged the integration of the people's games with
sport without altering its chivalric and unselfish spirit. This amalgam of
popular traditions and the refinements of a dominant class is also to be found
in the arts. In France, Molière's comedies, the most polished in this genre,
result from a brilliant combination of the learned comedies of the Renaissance scholars and the licentious farces of the Middle Ages.
At this historic period, when the word "desport" crossed the Channel, art
escaped more and more from religious dominion and the artist's conditions
changed. He had belonged to the class of artisans placed very low on the social
scale, or was a monk considered as no more than a lay brother. With the
refinement of morals and pleasures, the aesthetic renaissance and the enrichment of the aristocrats and the bourgeois due to the growth in commerce and
discoveries in the Americas, the former artisan became an artist independent
of any corporation. He received commissions; patrons pampered him in
order to attach him to themselves; he became, by his canvasses, his statues,
the monuments which he created, the intercessor between the donor and
God, the magician who illuminated churches, palaces, sumptuous dwellings,
the arranger of festivals. These artists were not pale, suffering intellectuals
locked in their workshops. They lived life intensely, they wore themselves out
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in virile games. The life of painters like Caravvagio or Salvator Rosa were
very edifying in this regard. Their successors were dull, involved with academies; fame and fortune depended on their perfect assimilation with the
ever-growing bourgeois class. Even those who did not succeed or who had
different feelings about success did not differ in their opinions, in ideas
resolutely hostile to physical effort and to sport in society.
It was certainly not by chance that the development of modern sport
coincided with an aesthetic revolution, with a new conception of artists
breaking with the conservative concepts of academic art. With the advent of
impressionism, sport entered the field of vision of artists; races, boxing,
rugby, hunting, regattas, competitions inspired the best artists. The impressionists could satisfy their appetite for light, for the open air, and the momentary gesture. Afterwards, the cubists found in sport their need to break
down movement; the futurists experienced the pleasure of communicating
the violent impression of this movement by evoking figures in action.
All these artistic schools were not imposed without a struggle, without
bitter disappointments, as in sport; humanity clung tenaciously to the bad
habits of old because of a lack of inventive spirit and the bad grace to adapt to
new ideas. To obtain recognition of an innovation, each pioneer had to hurl
himself against solidly maintained prejudices, mean and reactionary
minds.
Pierre de Coubertin was not spared by the mockers when he undertook to
restore the Olympic Games. "The great joke amongst "cultivated" people,
"he wrote," was to enquire whether women would be admitted as spectators
to the new Games and if, as in certain periods of antiquity, general nudity
would be imposed in order to forbid access by the weaker sex to the
arena."
No doubt they were the same "cultivated" people who denied any artistic
value to impressionism and cubism. Their descendants now pay enormous
prices for the works which they rejected, and even any work given good
publicity in order not to miss a future Van Gogh.
This excessive commercialization of art calls to mind the financial exploitation of contemporary sport. Ought we to see here the revenge of two former
rejects of society or a perversion of those two essential elements of modern
culture? The formidable success of art dealers began in earnest at the end of
the 19th century and strengthened between the two World Wars to become
even greater after the Second World War. Certainly art dealers did exist in
preceding centuries, one of whom, Gersaint, was immortalized by Watteau in
a painting representing his shop sign. But they were few in number and the
rich generally went directly to reputable painters.
The commercialization of sport did not entirely begin either in the 20th
century. At the beginning of the second half of the 19th century, champions in
one discipline invited other athletes to confront them for large sums of
money. When they did not have the means to engage these sums and pay their
travel costs, they appealed to rich protectors. The considerable development
of means of transportation and communication, the importance of the mass
media, the infatuation of the public, were to accentuate this movement.
Thus the famous artist and sportsman were remunerated, the one by a
painting gallery, the other by a sports impressario. Contracts provided for the
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former, a high purchase price for his work, or a regular monthly payment for a
minimum number of canvasses or statues to be furnished every month, and
for the latter, fees and prizes. The two were also to become objects of publicity; the artist generally by means of a graphic work serving as support for
the promotion of an industrial product; some, like Dali, did not turn up their
noses at becoming actors in television clips to praise a particular brand. The
sportsman rents out his fame, he appears most frequently on the advertising
pages of popular newspapers, in television films. Whereas the first great art
dealers and sports impressarios were well-to-do and enterprising, they have
been increasingly supplanted by financial and industrial groups. In all cases,
neither the sportsmen nor the artists are masters of the means of production
or diffusion.
Only for the stars have the respective statutes of the artist and the sportsman been appreciably modified by this commercialization. All the same, an
objective study would show here a difference between artists and sportsmen.
The sportsmen promoted to the rank of star are for the most part the best in
their speciality, as shown by their successes in competition and records
broken. There are no comparable measures to determine the value of artists
and the most famous, thanks often to the skill of their dealers, are sometimes
contested by their colleagues, by the public. Most artists have a second
profession or live in financial insecurity. As for the sportsmen who aim for
fame, they are in general and on average younger than artists and are therefore
involved in studies or are entering an active life. They have a greater need for
scholarships, financial aid, in order to progress, to reach summits. Their
careers are generally shorter than those of artists. An artist's glory may survive an athlete's, thanks to his works; the performances of an athlete being
wiped away by the records of another athlete, the names of few athletes stand
the test of time.
Besides these affirmed specialists, an infinite number of people practise
an art or a sport for pleasure or personal enrichment. But the art of the
professional differs from the art of the amateur; "sport for all" cannot be
compared to competitive sport. All compete undeniably for the opening out
of the human person, but they distinguish themselves from each other by the
means brought into play, the objectives in mind.
The training of the professional artist and the competitive athlete are
equally rigorous. The former must train his hand to be docile, the latter must
master his body. The perfect mastery of self and the greatest serenity are
indispensible to the artist who strives to reproduce in his contours and his
volumes what he sees in the world. This same mastery, this same serenity is
also essential to the sportsman. This can be learnt, but talent, and genius do
the rest. Apprenticeship is carried out particularly in contact with masters of
the subject, in studios or in stadia; imitation is not plagiarism here, but the
desire to assimilate, to surpass one's initiator.
A permanent anxiety for technical perfection amongst both groups pushes
them to imagine new means: the invention of oil painting, unheard of
colourings, the tools of the sculptor or the painter. At each Olympiad we see
new techniques appear with the new records (the "Fosbury flop" in 1968 in
the high jump) or a better adapted material. Art shools are set up on the
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initiative of an innovator, schools of sport see the light of day thanks to the
talent of a trainer who is himself a former sportsman.
Training, the study of techniques, creation and effort procure for the artist
and sportsman alike similar sensations, both painful because of the intellectual or physical fatigue which many painters and especially sculptors also
experience, and pleasant because of the aesthetic pleasure, the enrichment of
the senses and motor activity. The public success which materializes independently or in complement to the financial income obtained from prizes in
exhibitions, places on the podium at a sports event and decorations, all add to
the pleasure an intoxication, an unhealthy superiority complex, if not tempered by humour, by the feeling that sport and art are also games.
Play — the key word on which all who deal with human activities merge
together. Play is in everything, everything is in play. The ludic transverses all
human culture. Man plays, has his role played by the products of his culture,
and he also plays the role of his products. Thus the work of an artist is a game
of the mind which he offers to his public and in which he has often put his
entire self. Play, even in the enfeebled form in which it presents itself nowadays in western countries, was in origin magical and religious. The profane and
the sacred unite once more in play in the East, in Africa, in a certain number
of societies where sacred dancing and games form part of the religious rites, as
does art, be it plastic or scenic.
Arts and modern sports owe a great debt to those traditional games which
frequently gave birth to them. They remain part of the heritage of humanity,
even if their fame rarely goes beyond the frontiers of regions or countries
where they are practised. UNESCO's Intergovernmental Committee for Physical Education and Sport, aware of their wealth of expression, has sought to
protect, revive and spread them. Thus within the framework of UNESCO's
International Fund for the Development of Physical Education, the possibility is being discussed of an international festival of these games, dances and
traditional sports which would be held simultaneously in several States
linked by satellite, with art exhibitions.
For those countries which have only emerged from colonialism since the
last war, it has of course been essential to endow themselves with a lifestyle
and identity distinct from those of colonial cultures. The fields of art and
sport have afforded them the greatest opportunities to affirm both their
differences from and their links with the world community. If their success in
these two domains of art and modern sport flatter their own pride, they may
boast further of original activities which highlight their own qualities as
artists and sportsmen which may serve as leaven to new arts and sports.
All States would gain by making a list of those games, arts and sports
attached to their traditions, by developing them, spreading them in accordance with the arts and modern sports. They are not competitive but complementary, they can but lead to mutual enrichment and thus add new
treasures to the living heritage of a country, of humanity.
These conjunctions will increase by a greater cultivation, of the public
who follow the artistic and sports events, especially since the advent of the
mass media, and first and foremost television, has made them events of high
standing. It is enough to persuade oneself of this passion to see long queues for
certain temporary exhibitions at the Grand Palais in Paris (that of the
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impressionists amongst others) or the jostling at the entrances to certain
stadia. But too often the major part of this public influenced by the press and
television allows itself to be guided by the choice of journalists, interviewed
personalities, the questions which are put to them, towards certain types of
events in art or sport while neglecting others, whatever their value may be.
This is certainly an impoverishment, for the delegation of choice by the
greatest number of faculties is also accompanied by the abandonment of
intellectual and bodily activities.
Some differentiate with a note of distain, depending on whether they
belong to the one or the other, between the public at art events and the public
at sports competitions. This distinction is a relative one, and is backed up too
much by impressions. While I may have practised some game of sport as part
of my childish pastimes and while I am still keen on sports competitions, my
training has been a literary one, and I write. Recently, I represented my
Ministry of Youth and Sports at an exhibition where many pastime activities
of an artistic and cultural nature were mixed with sporting activities. Young
inspectors, specialized in sports matters served as my guide. One evening,
apparently rather embarrassed, they told me they were obliged to leave me
temporarily. I found out that they had been invited to a football match, and
they thought that an intellectual like me, entrusted with cultural problems at
the ministry, could not possibly be interested in sport. I surprised them by
displaying my passion for football ; they were very happy. I believe that a new
friendship was born that evening.
The phenomenon of catharsis acts on the two publics in the same fashion,
for their emotions are related, be it during a match, or a theatrical or choreographic event; even at an exhibition the public is moved. It passes through
intoxication, ecstasy and sometimes temporary violence to return once more
to calm. The work of art, like a sporting event, may be purgation in the sense
which Aristotle understood it.
The misunderstandings between "supporters" of art and sport are certainly less inveterate, thanks to encounters in a stadium or in artistic events. If
at the beginning of the century Maurice Barres wrote, "sport makes ignoramuses and heart cases, the lame and the brutal", following the 1914—18 War
Paul Vialar replied to him: "I was not alone in beginning to understand the
usefulness of sport, that also of the indispensable culture of a perishable body
which, even if it might escape death now that peace has returned, ought to
reach its full flowering if it wished truly to be the support of a mind capable of
having of the things of beauty, of art even, a true vision, healthy and solid."
This awareness led him to bring together in a stadium in Paris a pleiad of
artists: musicians (Igor Stravinsky and Honegger), painters (Goerg, Brayer),
and later writers such as Jean Giraudoux, Tristan Bernard and Montherland.
But these initiatives, important though they were, were not enough to
change mentalities totally. It is at school that everything is played.
I was one of the promotors of initiation to theatre, then of art at school, by
artists of all disciplines, at the Academy of Paris. Naturally, there were
already drawing teachers, but their instruction was not compulsory and not
much followed. They themselves having been cut off from the profession of
an artist had too often become ossified. It was a question, in this experiement,
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of extending to secondary schools the apprenticeship of drawing for all
already practised in France in the kindergarten schools and in some primary
schools.
The idea of making all these children into artists was far from our
thoughts; we wanted above all to awaken their artistic sensibilities. I would
add that the practitioners of art have in general collaborated with other
teachers and even with scientists. Processes also reunited them with teachers
of physical education. The teaching of physical education, while it is in
principle obligatory, suffers from a high level of abstention. The collaboration between the gym instructor and champions, like that between drawing
masters and artists, ought to improve teaching in one case and make the
exigences of pedagogy better understood for the others. As Far as those being
taught are concerned, I would quote the words of José Maria Cagigal:
"Learning a purified technique in a few sessions from a model by alternating visual assimilation and personal execution spares many setbacks
and gratifies by the rapid acquisition of that execution. Man is the only
being capable of transmitting innovation and perfection by means of
cultural models. Learning an art from the best masters is a fundamental
progress achieved by humanity."
This co-operation between practitioners and pedagogues, apparently so
fruitful for all, has not always been well received by the latter, who are
sometimes failed practitioners themselves who cannot forgive settled artists
or sportsmen for having succeeded. Nonetheless, it is certainly this pooling of
professions and brains which can do most to encourage the creativity of a
child, promoted notably by the permanent education movement patronized
by UNESCO. From these collaborations, which bring together, as at the
Academy of Paris, artists, sportsmen and teachers of both disciplines, may be
born a healthier, truer conception amongst the young of the relationships
between art and sport, enabling the eclosión of future generations of artists
and sportsmen.
It is with this in mind that Olympism, as presented by Pierre de Coubertin, will be best understood and assimilated; the Olympism which he
wrote, "recommends a generalized sports education, accessible to all, veiled
by manly valour and a spirit of chivalry, mingled with aesthetic and literary
events, serving as a motor for national life and as a home to civic life. This
would be an ideal programme."
Since the time when Pierre de Coubertin created his "Pentathlon of the
Muses", this artistic and literary competition of the Olympiads which was to
know both glory and vicissitude before disappearing after the 1948 Games in
London, artists, writers have represented even more than their predecessors
the act of sport as such. I specify the sports act as such, for a list of themes of all
artists since the Renaissance would show a certain attraction for physical
actions of all sorts. I would quote at random Brueghel's games and fairs,
Goya's bullfights, Callot's scenes from the Commedia dell'Arte where the
protagonists are seized by the painters, the engraver in full flow.
The lively interest in sport taken by reputable artists has made itself
known in different individual or group exhibitions. The biggest was certainly
the Salon of painters witnesses to their times in 1957 at the Palais Galliéra in
Paris. A hundred painters and sculptors, most of whom were already, or
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about to be, famous, presented works inspired by almost all the modern
sports. Amongst these artists, twenty-five had, according to the notes, practised a sport, while some others had taken part in competitions. Jean Cassou,
Chairman of this Salon, wrote in the preface to the catalogue :
"Sport is play, art is play and it is therefore in satisfying one of man's
primordial needs that they meet together in these works which the painters, as witnesses to their time, will bring together. Every school, every
style, every aesthetic intention may make the most of this capital and
essential subject — sport — the most complete and most lively of realities,
the most total of spectacles and the speculation of the artist could have no
better point of departure."
In such salons, separated from a sports event, without any real link with
sport which they wish to magnify, almost all the works, despite their plastic
beauty, their expressiveness, often seem to me like dances without music.
Naturally, closer relationships between artists and sportsmen are needed, as
Pierre de Coubertin wrote:
"But now that we have the stadia, it would appear to be easy to invite
artists in. No doubt they will not be slow in discovering the path. It would
however be opportune to call them and above all to facilitate their studies,
and encourage them. Why should exhibitions of sports art not accompany
muscular events and for which athletes in training could serve as models?"
I would add, why not also during the competitions when the artists could
live in the same villages as the sportsmen, sharing their hopes, their joys or
their disappointments? If one looks back to the astonishing photographs
taken at these privileged moments, what paintings, what sculptures, or what
texts of genius could not burst forth from this interrelationship? While we
may have to wait for the outcome of a big research programme launched by
the German Sports Museum to make a constructive criticism of Pierre de
Coubertin's initiative, I wager that the artists who took part in the "Pentathlon of the Muses" were not installed in the Olympic villages; otherwise, the
creator of the modern Olympic Games would not have been able to win
medals under a pseudonym, without having been identified by the jury.
I fear that these competitions, where each sector of art was received as a
sports discipline, were not, despite the themes imposed, more than theoretical works, taking sport as their subject, just as they might any other. At first
sight it does not seem that any important artists or any who were to become so
later, took part in these competitions with a few exceptions: Geo Charles in
literature or Arno Breker in sculpture, while the latter was better known for
his adherence to an ideology which Olympism condemns than for any real
talent. The non-distribution of medals at different Olympiads between the
two Wars because of the mediocrity of the entries, confirms the disaffectation
of true artists for these events. Perhaps some were not sufficiently sounded
out, while others were unprepared or disinclined for this type of exercise.
Artists are fanatical individualists and if they have for a long time scorned
or simply ignored sport, they had and continue to have negative attitudes
towards any art other than their own. "Painting is a minor art and painters are
rarely intelligent" a famous sculptor, whose name I shall not mention, told
me one day. Nonetheless, I have tried to bring together in a single salon
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plasticians and musicians, dancers and actors, for a correspondence of the
arts illustrating Baudelaire's famous poem, "the perfumes, the colours and
the sounds fit exactly together". My aim has been to have poems played,
danced, sung, recited before painters and their works exhibited in the prestigious setting of the Sorbonne Chapel to encourage all these people to get to
know each other better and to create together. Doubtless it was the example of
Antique Greek theatre which inspired me, a total theatre where all arts come
together closely linked on the same stage. Circumstances have prevented me
from fulfilling these projects. But is it utopia to imagine that one day an
architect, a painter, a musician, a sculptor, a poet might create a work in
common with sportsmen under the direction of a producer, choreographer,
trainers, a work which could be entered as a sports event in the same way as a
pentathlon?
Everything must be done, while remaining true to the Olympic spirit
restored by Coubertin, to realize the objectives of UNESCO's International
Charter for Physical Education and Sport, which gives priority to the harmonious development of the human being and his full integration in a society
both material and spiritual.
I am a great traveller who travels most often within himself through
objects, works of art acquired in flea markets or antique shops. Through them
I enter into communication with the craftsman or artist who created them,
with the man, his soul. I try to image the gesture of hand, the movement of
body, the total participation of being in the work. It would never have seen
the light of day without the intimate communion between the mind which
conceived it and the body which produced it. Every work of art, every creation, every invention, is the result of a perfect mastery of body and mind.
Sport, by its rules, its fertile constraints, its powers of training, of liberation of
organic energies, will be one of the essential motor elements of human progress if properly inserted in the culture of a people and in particular in their
artist culture, and if it escapes the traps of commercialization and outrageous
mediatization.
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INTRODUCTION TO
THE PHOTO ATLAS
OF ATHLETIC-CULTURAL,
ARCHAEOLOGICAL SITES
IN THE GRECO-ROMAN WORLD
by Dr. Russell L. Sturzebecker (USA)
Publisher, Author, Professor
at Chester University

Citizens of all countries have come to accept the Olympic Games as a
singular title covering a unique form of competition in sports, dramatics,
dance, music and arts, whose history goes back to ancient Greece. Popularization of the term "Olympics" has overshadowed the existence of similar
athletic-cultural competition in many other ancient cities in widely diverse
areas of the classical world. Writings of a number of scholars who specialize in
this field provide an extensive catalogue of cities, wherein games, festivals
and spectacles were held.
Research conducted in the period 1967— 1983 has resulted in a collection
of over 10,000 colored slides and 8,000 black and white photographs taken by
the author at over 500 classical sites in twenty-five countries. Included among
these are a considerable number of photographs taken in over 200 on-site or
nearby museums, containing artifacts directly related to or associated with
each ancient city.
Field research was supported by in-depth reviews of on-site investigations made during the 18th and 19th centuries by geographers, military and
naval observers, architects and travelers. Such reports included geographic
locations, maps, local landmarks, latitude, longitude and altitude figures,
identification of nearby villages or towns and descriptions of existing structures accompanied by dimensions or distances, sometimes in widely diverse
units of measurement. Travel guides in successive editions such as Baedeker,
Hachette, Benn and others were used to fix points in time when certain
"ruins" were still observable. These same travel books furnished maps of
sufficient reliability to locate many of the sites.
A review of the work of 20th century archaeologists, dedicated frequently
to a lifetime of research on a single site, furnished exact locations as well as
data for interpreting the nature, extent and use of the many structures in each
area.
Correspondence with archaeological societies of several countries provided sources in the form of suggestions, guide books, site manuals, maps and
direct references to professional personnel in the field. The official tourist
bureau of each country must be credited with furnishing maps and fairly
accurate assessment of contemporary conditions in areas under their jurisdiction.
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The pride of the local mayor and the citizens living in proximity to
ancient sites materially assisted in the actual finding or visitation of certain
remote areas. It must be stated that in certain instances the reverse was
true when the local inhabitants were unaware of the rich heritage in their
vicinity.
Not all efforts were crowned with success. Notwithstanding exact classical
references to locations, the architectural grandeur of the past had literally
vanished. Natural forces—winds, rain, floods, earthquakes—have taken their
toll but the greatest depredations have been caused by man. The devastating
effects of war need no elaboration. The present century has been the awesome
power of man not only to decimate his own kind but also to reduce the glory of
the past to dust and rubble.
Ancient ruins became attractive, convenient, ready-made quarries. Finished cut stone was ready for some newer, less glorious purpose—homes and
fences as well as fires of the lime-burners. The latter group set up shop in the
ruins themselves, lit their fires and irreversibly transmuted beautiful marble
statuary and stone to lime dust for cement. Later, "progress" with its huge
earthmoving equipment buried the past, frequently creating grotesque modern apartment houses where once existed palestrae, theaters and temples. In
rural areas, farmers and herders over the centuries gradually covered and
leveled sites with successive layers of dirt to provide a base for crops and
herbage.
In view of the past loss as well as the potential disappearance of these
landmarks, it seemed appropriate to capture what was left of the rich athleticcultural heritage of the classical world. By use of the camera's impersonal eye
it would be possible to arrest in time sheer evidence of this greatness before
some new war or force of nature, abetted by man's feverish quest for progress,
obliterated all.
The typical Greek city had a stadium, a hippodrome, at least one theater
and several gymnasiums and/or palestrae with associated loutra or bath if no
natural body of water were available.
In classical times large cities had separate facilities for each type of
sporting interest. Rome, in its classical lifetime, had eight circuses, two stadiums, seven amphitheaters, five theaters, four gladiator schools, eleven
public thermae (with numerous swimming pools, ball courts, palestrae, etc.),
two naumachia (with the possibility of converting several of the amphitheaters to this purpose). This accounting does not include the private facilities
maintained by wealthy Romans.
Smaller cities which could not afford separate, huge facilities converted
existing ones such as theaters to multi-purpose use. Thus, the blocking off of
several lower tiers of seats created a protective wall for spectators. The space
below accommodated many activities such as drama, dances, poetic recitals,
music events, bear-baiting, gladiatorial shows, boxing contests and, if properly waterproofed, even a miniature naumachia for water shows.
This research effort represents a definitive illustrated review of man's rich
heritage when, in the beginning, athletics, dramatics, poetry, music, dance,
architecture, sculpture and painting combined to form the basic ingredients
of the Greco-Roman festivals—games and spectacles.
In the collective view the word "Olympics" creates a single idea—the
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pinnacle in sportsmanship and competition. This is the zenith wherein the
highest ideals will be displayed (hopefully).
Our contemporary world surrounds us—annual world championships,
Asian Games, African Games, European championships, Pan-American
Games, world dance and dramatic festivals—but what of the past? We cannot
bring the events themselves back to life. Yet through observation and study of
the architectural evidence, the preserved writings of ancient scholars,
the artifacts, it is possible to visualize the unfolding of an athletic-cultural
drama.
Let us turn the clock back to the beginnings of recorded competition and
cultural events. Let us examine some of the architectural evidence of the
richness of our aesthetic heritage in the performing arts of sports, drama,
dance, music, poetry, with its rich illustrations in sculpture and painting. The
journey will cover classical sites in Europe, North Africa and the Middle East,
designated by both ancient and modern names wherever possible. The time
period involved will include the span of athletic-cultural festivals from
776 B.C. to 392 A.D., that is over 1100 years.
A significant factor emerges as the basic concept in the analysis of both the
physical site and the architectural remains. The initial use, as well as the first
structures, are frequently of ancient Hellenic origin. A considerable number
of substantiating references support this thesis.
It must be observed that, as in all things, the pure form of pan-Hellenic
festivals will change in time to the Roman spectacle—panem et circenses.
The architectural evidence bears witness to the spread of the disease "spectatoritis". The amateur athlete, sportsman, musician, poet, dancer and actor
will have no place on the playing field or stage. The crowd in the spectator
seats will demand only the highly trained specialist. After all they paid for the
show and want the best. The best then will mean only those specialists who
can train exclusively throughout the year. Their life must be subsidized. They
will have no time to work like ordinary men and women.
Successful spectacles will produce more spectators who in turn require
more seats. Events that do not pander to the lowest level of the crowds'
interest will disappear from the programs.
During this 20th century many of the sites are currently in use. Dramatic
festivals are held annually in Greece at Athens, Dodona, Epidauros and
Delphi. In Italy the same thing occurs at Rome, Verona and Syracuse. One
can sit in the ancient amphitheater at Pula, Yugoslavia, while opera or concerts are presented. At Aries and Nîmes in France, bullfights and other
sporting events are common—a direct link to the Roman arena. In Bostra,
Syria, and in Amman, Jordan, as well as in Salamis, Cyprus, ancient restored
facilities provide the atmosphere of the past in conjunction with athleticcultural programs.
The activities of the palestrae are revived in Budapest when the schoolboys enter the ancient military amphitheater for their required gym classes.
In the center of Paris, the amphitheater of ancient Roman Lutetia serves as a
soccer field with the former "death gate", Porta Libitinaria, guarded by a
young boy goalkeeper.
A number of ancient Greek loutra and Roman thermae have been in
perpetual use. Modern travelers assume the roles of their ancestors when they
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take the aquatic medical, restorative treatments in Bath, England; Nerisles-Bains, France; Mons Agrotorum, Italy; Thermae Himera, Sicily; Alange,
Spain; Djebel Dust, Tunisia; and Pamukkale, Turkey.
Shakespeare's plays are performed at Birten, the ancient theater of
Roman Castra Vetera, in present day West Germany. In Turkey, there is great
pride during festival time at the great theater of Aspendos. Perhaps the most
pleasant and amusing sight to see are Swiss families on Sunday taking large
baskets of lunch and huge bottles of wine and beer to the ancient theater at
Aventicum, modern Avenches. Playing cards appear on a folding table and
nearby a plump chicken is being turned on a portable spit over glowing
charcoals.
The utter loneliness of the theater-stadium at Aezani, modern Cavdarhisar in central Turkey, in the late afternoon as the sun's rays break through
the storm clouds throwing a glow over the few stone seats presents a most
sobering critical question. These people believed in the eternal, aesthetic
values of athletics, music, dance and creative arts. They translated these
beliefs into solid stone—something that would be forever. Today it is a
desolate ruin. Why did their ideals turn to broken rubble?
And what of our ideals? What will future generations find in the places
where we have erected our stadiums, gymnasiums, palestrae, theaters,
pools—and health spas?
PHOTO ATLAS OF ATHLETIC-CULTURAL
ARCHAEOLOGICAL SITES IN THE GRECO-ROMAN WORLD

L.C.-8491312
15BN-O-9600466-2-3
Publisher—Author, Dr. Russell L. Sturzebecker

c 1985

Contents: 528 pages 9" x 12" (oversize), 412 ancient sites in 25 countries,
3 oversize maps locating each, 2096 titled black and white photos, 161 titled
color photos, catalogue of over 100 festival areas, 347 bibliographical references.
Scope: 17 years research covering existing Greco-Roman athletic-cultural
facilities including amphitheaters, theaters, odeions, theater-amphitheaters,
stadiums, gymnasiums, palestrae, circuses, hippodromes, thermae, loutrapools, naumachia, aesclepia, etc.
Dates of construction, exact locations, sizes, modifications, spectator
capacities, service areas, specific listings of local festivals—games, ludi, dramatics, music, dance, aquatics, races, classes of participants—athletes, gladiators, bestiarii, venetors, names of Christians and others sacrificed in the
several facilities.
List of countries—Number of ancient cities and photos

Albania
Algeria
Australia

4- 10
8- 38
3- 24

Italy (Sicily)
Jordan
Lebanon

12- 70
5- 34
6- 37
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Bulgaria
Cyprus
Egypt
England
France
Germany
Greece
Hungary
Israel
Italy (Mainland)
Italy (Sardinia)

2— 9
5—27
1— 8
10—38
45—179

4— 16
68—408

4—23
3—11
90—444

Libya
Morocco
Portugal
Romania
Spain
Switzerland
Syria
Tunisia
Turkey
Yugoslavia

4— 27
4— 27
3—24
3— 15
31—170

6— 17
8—45
15—98
57—342

6— 43

2—11
Critical factor

In a number of countries it is no longer possible to visit or photograph
existing sites by reason of critical political/military interdictions (Libya,
Israel, Lebanon, Algeria, Bulgaria, Syria, Jordan, Greek-Turkish Borders).
Earthquakes/subsidence have partially destroyed certain sites as well as
created off-limits zones to all visitors (Italy, Turkey, Greece).
Ancient sites in Greece

Abdera/Avdira
Amphiareion
Amphipolis
Argive Heraion
Argos*
Athens*
Bassai
Chaironeia*
Corinth*
Délos*
Delphi*
Demetrias
Dion/Malathria
Dodona
Eleusis*
Elis
Epidauros*
Paleo Epidauros
Eretria
Gytheion
Halieis/Portokheli
Homolion
Ikaria
* On-site museum.
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Isthmia*
Kabeirion*
Kassope*
Kephalos/Astypalaia
Kos/Cos*
Lindos/Rhodes*
Lykaion
Lykosura*
Mantinea
Marathon
Megalopolis
Messene/Mavromati
Milos
Mycenae/Mikinai*
Mytilene/Mitilini
Nea Pleuron
Nemea/Heraklion*
Nicopolis*
Oiniadai
Olympia*
Orchomenos
Patras
Peiraeus/Piraeus*

Philippi/Krenides*
Phlious
Phthiotic Thebes
Platea
Rhamnous
Rhodes*
Sikyon*
Sounion
Sparta
Stratos
Thasos/Limen*
Thera/Santorini*
Thermopylae*
Thessalonica*
Tholos/Rhodes
Thorikos
Tiryns*
Aptera/Crete
Chersonesos/Crete
Gortyn*/Crete
Knossos*/Crete
Phaistos*/Crete

Partial catalogue of sacred local games and festivals

Action-Nicopolis
Alcathaean-Megara
Aleaia-Tegea
Alexandrian-Alexandria
Androgeus-Crete
Antenor-Patavium
Apatura-Ionia (Turkey)
Aphrodite Palaia-Paphos
Apollo-Daphne/Antioch
Apollon Tempeites-Tempe
Artemis Caryatis-Caryae
Artemis Laphria-Patras
Artemisia-Ephesus, Perge
Asclepia-Epidauros
Asiatic League-Smyrna
Augustan-Naples
Augustea-Pergamum
Balbilleia-Ephesus
Caesarian-Kibyra Maior
Capitoline-Rome
Carthago Nova-Cartagena
Charities and
Graces-Orchomenos
Chrysanthina-Sardis
Cyane-Syracuse
Cyrtones-Lake Copáis
Decennial-Rome
Delian-Delos
Didymeia-Didyma
Dioclea-Megara
Dionysia-Athens
Dionysios-Ermioni
Dionysios-Lebedus
Dorian Hexopolis-Kos, Halikarnassus, Knidos, Lindos, Kameiros, lalysos
Eioseolastikon-Sidon, Thyateira
Eleusinian-Eleusis/Platea
Euraclea-Sparta
Eusebia-Puteoli
Feronia-Lucus Feroniae
Geronthrae-Groves of Ares
Gordianea-Aphrodisias
Great Halieia-Rhodes
Gymnastic-Arelate, Beneventum,
Carthage, Ceos, Chios,
Nemausus, Pompeii, Vienne

Gymnopedia-Sparta, Thera
Hadriana-Athens, Ephesus
Hadriana Olympia-Smyrna, Tarus
Halea-Rhodes
Heraean-Argive Heraion, Argos,
Olympia
Heracleia-Marathon, Eryx
Heracleian Victory-Italy
Herodian-Jerusalem
Hyancinthian-Troezen
Ionian-Ionia (Turkey)
Isoactian-Beroea
Isthmian-Isthmia (Corinth)
Italic Roman Augustan Sebasteia
Isolympian-Naples
Karneia-Thera
Koriasia-Kleitor
Lenaea-Athens
Leonidaea-Sparta
Ludi-Apollinaris-Rome (9 Days)
Ludi Cerialia-Rome (8 Days)
Ludi Equirria-Rome
Ludi Floralia-Rome (6 Days)
Ludi Martiales-Rome
Ludi Megalensia-Rome (7 Days)
Ludi-Romani-Rome (16 Days)
Ludi Phebii-Rome (14 Days)
Ludi Salii-Rome
Ludi Saeculares-Rome
Ludi Tauri-Rome
Ludi Victoria Caesaris-Rome
(11 Days)
Lycaean-Mt. Lykaion
Lykaia-Arcadia
Milesian-Miletus
Neapolitan-Naples
Nemean-Nemea (Heraklion)
Nicephoria-Pergamum
Olympic-Aegae, Antioch, Athens,
Dion, Olympia, Smyrna
Panathenaea-Athens
Panionium-Twelve Cities
Pellene-Lycophora
Peltae-Phrygia (Turkey)
Pentaeteric-Aphrodisias
Perinthus-Perinthus
Ptoan Apollo-Boiotia
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Pythian Apollo-Delphi, Megara,
Carthage
Rhodian-Rhodes
Samos-Samos
Sikyonian-Sikyon
Teos-Teos
Theoxinia-Pellene
Thesean-Athens
Thesmophoriae-Athens
Thesian Moussean-Mt. Helikon
Trallean-Tralles
Zeus Dodoni-Dodona
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SPORT AND ARCHITECTURE
by Mr. Francesco Gnecchi-Ruscone (ITA)
President of the «Fédération Internationale
de Tir à l'Arc»
Member of the IOC Commission for the IOA
Member of the Study and Evaluation IOC
Commission for the Preparation
of the Olympic Games

I will speak to you today of the relationship existing between sport and
architecture.
Most of you will make a career in the administration and management of
sport in your own countries ; in the course of that career you will have to make
decisions, to take responsibilities concerning stadia, sports fields, swimming
pools and so on, concerning their nature, their size, their location.
Those responsibilities you will share with local governments or other
authorities and with the architects who will design them. Nevertheless it is to
you, as representatives of the sports world, that will fall the task of representing the ultimate users of those installations : the athletes. For this reason it
will be from you that must come the guidance, the instructions that will make
that stadium, that swimming pool, that sports installation not only adequate
but also meaningful, not only practical to build, maintain and manage but
also a useful instrument for the practice and the development of sport in your
country.
I will thus not speak to you of the size of fields for this or that sport, of the
width of lanes for this or that track or pool, in short I will not speak of
technical requirements.
Your architects will have all that information—hopefully—and in any
case it is in the manuals. Your responsibilities will include controlling that
those sizes are correct for each sport, but you will not be determining these
technical requirements.
I will speak of the relationships between sport and architecture in much
broader terms. I will try—if you prefer—to outline a philosophy of how sport,
manifestation and expression of a culture, that of your country and of your
time, interacts with architecture, manifestation and expression of that same
culture.
My thesis is that what sport is in a society, in a community, so the
stadium, the sports-hall, the playfield is in the fabric, in the texture of the
town, of the built environment where that community lives.
As a consequence, we have the reciprocal effect that the image a sports
installation projects on those who see it will become an essential part of the
image those people will have of sport as a whole.
Architecture is a language and it carries a message: if you are going to
determine the architectural form of sports installations, it is vital that you
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know what message you want to convey and how you can do it in the language
of architecture.
First of all then, let us try to get to the root of the concept of sport. It would
certainly be very limiting, very restrictive to think of sport only in the form of
those competitions in the modern disciplines, codified in the rules of International Federations, that attract crowds of weekend spectators and that are
reported by the media.
We must include in our vision of sport all those feats of strength, courage
and physical skill that are performed in ritualized play, in competition or in
training, that are understood as such by the community in which the athlete
performs. If we accept this definition we shall see that sport is not a phenomenon belonging to a few cultures, the games of ancient Greece, the
industrial societies and so on, but an essential component of the way of life of
all human communities throughout the ages, the latitudes, the continents.
And, as you will hear, possibly of pre-human communities as well.
The American ethologist H. F. Harlow says: "Play, be it simple or complex, be it between monkeys or between people, is always the secret of successful social development."
Konrad Lorenz, Nobel Prize in 1973 for his ethological studies, writes:
"The play function, i.e. to produce movements learned in order to obtain a
maximum effect with a minimum expenditure of energy, oddly leads to
patterns of motion whose harmony corresponds to our sense of beauty. The
magnificent play-flights of crows, the elegant figures of dolphins and seals
riding waves, insistently recall the primitive form of all human art,
dance."
And Johan Huizinga, the Dutch historian and philosopher: "... culture
rises as play, culture at first is played. Even activities aimed at satisfying vital
needs, such as hunting, take preferably the form of play. In games and through
games social life takes a supra-biological form that gives it greater value. With
games a collectivity expresses its interpretation of life and the world."
This then does not mean that play changes into or becomes culture but
rather that culture in its original stage has the character of play, is represented
in forms and moods belonging to play. In such "duality-unity" of culture and
play the primary, objective, perceivable, concretely determined fact is play,
while culture is only the definition we apply to the case in question in our
historical judgement."
Here play is clearly intended to include contest, competition in a sense
that is quite close to our current concept of sport or that at least certainly
encompasses it.
"It is obvious that the relationship between culture and play is to be found
specially in the higher forms of social play, where it consists in the orderly
action of a group or a society or of two groups in opposition to each other.
Solitary play is fertile for culture only in a limited measure."
The Spanish philosopher José Ortega y Gasset goes even further and
assumes sport as the matrix of organized society : "This will lead us to reverse
the traditional hierarchy, to consider sport activity as primary and creative,
as the highest, most serious and important of life and work activity as derived
from it, as a mere decanted and precipitated form of it."
194

And further: "It is curious to notice that the historians of Greece and
Rome do not know how to cope with the deepest, most archaic layer of the
institutions they find in Hellenic and Latin cities. In Greece these institutions
are called "file", "fratría", "etaria". Hellenists understand the meaning of
these words, but until recently did not understand what these words indicated. "File" means tribe, not so much as a unity of consanguinity but rather
as an organized body of warriors. "Fratria" means brotherhood and "etaria"
company. Before the "polis", the city, with its institutions, existed, Greek
society was structured in these other forms."
This concept may well appear far fetched, but it is corroborated by the
thesis of the French sinologist Marcel Granet, stressing the connection
between the rising of state structures in ancient China and the celebration of
competitive tribal games held on the occasion of seasonal festivities.
We may find it exaggerated to establish organized games as the seed, the
source of all organized society and state.
We can however assume very safely, without having to decide if the hen or
the egg came first, that there is a close correlation between society and sport,
just as we know that games and competitions have long been essential elements of many cults, organized social expressions of religion.
I will quote, in support of this, only two examples, very remote one from
the other: the corroborée of the Australian aborigine and Homer's Iliad where
the funeral of Patrocles is organized by Achilles.
I have chosen these two examples first of all because their very distance in
space, in time, in refinement of expression corroborates my thesis of the
universality of this connection between sport and the beliefs of societies, but
also because in both we have a basic, elementary indication of a space specially set apart for the ceremony or game, the fundamental connection
between sport and architecture.
In the Australian bush—and I quote from two anthropologists, Abil and
Isaacs:
"Such special ceremonies are sometimes held on a particularly sacred
piece of ground, called a "bora"; this title may also be applied to the ceremony itself. The bora ground is usually defined by a circular earthen bank or
by a ring of large stones."
"After some days the Wireenun told the men they were going to hold a
bora but, as the women must not know, they must really go out each day as if
to hunt and then prepare the bora ground in secret. Out went the men each
day. They cleared a very large circle, then built an earth dam around this circle
and cleared a pathway leading into the thick bush, with a bank on either side
of the pathway."
And from Homer:
"When the troops had built the monument they made as if to go. But
Achilles stopped them and told them all to sit down in a wide ring where the
sports were to be held."
"Archery came next, and for this Achilles offered prizes of violetcoloured iron in the form of ten double-headed and ten single-headed axes.
He set up the mast of a blue-prowed ship a long way off the sands; and for a
target he had a fluttering pigeon tied to it by a foot with a light cord."
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The circle then is the first, the original arena, the perfect, the magic
geometric figure, as in Stonehenge, asserting itself before the practical, the
technical requirements. The corroborée has no spectators: the men will all
take part in it and the women "must not know". On the beaches of Troy many
events will take place outside the circle of Greek soldiers, commanded by
Achilles, the master of the games in honour of his dead friend. But the circle
remains to mark a space.
We are now a long way from those circles.
Our notions of magic are different, our architectural forms much more
complex, our games have more sophisticated technical necessities, building
techniques and building materials allow us an infinitely wider choice of
forms.
We do not play our games in a circle or watch them from around it, nor is
our declared purpose the celebration of a rite. However, if we want sport to
carry social significance, the space for it must be designed in full awareness of
this requirement: its forms must be significant, not just utilitarian. Every
stadium or swimming pool or playground must be designed as a symbol of the
presence of sport in our collective lives so that every event in it becomes in the
eyes of participants and spectators a conscious moment of celebration, the
rite of identity of a community.
This community viewing a game, a competition, may sometimes be the
whole of mankind watching the images of an Olympic event. Other times
it may be just a class of schoolchildren, seeing themselves in their sports
period.
But both events, however different in size, importance or resonance, have
in common the offer of an image to their viewers, in which the action and the
space where the action takes place are inseparable.
So it is not only in the practice of sport by the athlete that we can realize
Coubertin's ideals of balance, of eurhythmy.
Through architecture, through a correct understanding of the Olympic
spirit, we can transfer these ideals from the individual athlete to the group
that performs or just watches sport and from this community of people to its
neighbourhood, to its city. This may seem an ambitious claim by an architect
struggling to bring his discipline to the limelight, but it has happened.
You are here in Olympia and you have seen, you can see every day the
spectacular integration of site and artifacts, the harmony of scale and proportion.
You can imagine it before it fell into ruin, alive with athletes and spectators, celebrating Olympiad after Olympiad this unique festival of the Hellenic world.
When you leave the Academy you will be going, I believe, to Delphi where
another complex system of temples, stadium, theatre and city apparently
different in form—because a steep, dramatic site called for different architectural solutions—show the same harmony, balanced unity of all its elements and again—this is more important—the unity between the built environment and the life of the people to which it was destined.
It is easy to bring to mind pictures of other cities of classical antiquity, of
Rome itself, and see the number and importance in those cities and therefore
for those people of circuses, arenas, gymnasia, baths.
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It is a very sobering exercise for us who like to think of our century as a
golden era of sport.
However, I would not have you believe that only classical Antiquity
provided the correct setting for the practice of sport.
I will now show you a few slides collected for the purpose of demonstrating how all peoples at all times have succeeded in providing the right spaces
for games and competitions that were part of their lives.
Sometimes by building special temporary or permanent structures, sometimes by using natural features and climate, sometimes by setting apart some
special days in which normal urban spaces were dedicated to popular celebration of games.
I could repeat this lecture a hundred times with different pictures every
time. The whole world has recorded scenes like this because the whole world
has sport, games as an occasion for transcending the individual into a collective celebration, because every community has found, arranged, created
the spaces for it. And if today it is very improbable to be given the choice of
sites of such powerful character, the need remains, perhaps all the greater, to
find a balance, a mutual integration of new, modern sports installations with
their environment. In practice it is the park that today frequently becomes the
natural setting for stadia, pools or playgrounds, but curiously enough the
attention given to their interrelation seems scarce and casual. Even progressive sociologists and planners, authors of comprehensive analyses of the
modern city seem to treat parks and sports facilities in parks with a few casual,
obvious remarks, if at all.
The American sociologist Lewis Mumford deals with parks in chapters on
the "role of hygiene" and "the prolongation of youth" : "From the standpoint
of hygiene, parks and gardens are not luxuries for the fortunate minority : they
are essential if the city is to become a permanent habitat for man. The city
that adequately commands the resources of modern civilization is not the city
of stretched wharves and ships bringing goods from the end of the earth, it is
not the city of skyscraping towers that darken and congest the streets, it is not
the city of the widest concrete roadways, the longest double-decked automobile drives and the most overcrowded subways—it is the city in which every
quarter is ribbed with gardens and parks... What the baroque planner gave to
the palace and the upper-class residential quarter alone, we now conceive as
essential for every part of the city."
And only further: "The cult of sport and the more suave care of the
physical body proceeded from the country house and the English public
school, set near a playing field. Only belatedly did they make their way into
the heart of the city. In America the first public playgrounds date back to
1871. No less significant than the provision of special urban places for children's play is the provision of special recreation grounds serving equally the
adult: the public tennis court, the golf course, to say nothing of the general
dedication of beaches to the more ancient pastime of bathing."
Le Corbusier's Utopian Ville Radieuse, based on high density buildings
liberating the ground for collective use as parkland, only mentions almost in
passing among the other building types the "maison des sports" (sports hall)
together with the youth club, the kindergarten, etc.
197

And his sketches only show perfunctory soccer fields in a parkland that is
more the negative space between the built volumes than an entity in itself.
This is all the more surprising—and disappointing—since in fact a tradition
of public park combined with sports facility was well established, admittedly
in insufficient quantities, in most of the great cities of the industrial world
with which these authors were concerned.
If the first examples of the baroque period, such as Piazza di Siena in the
Villa Borghese in Rome, mark an uncertain transition between private and
public use at the time of their construction, only confirmed in later periods by
the gradual estblishment of specific sports events, the race-courses of Longchamp and Auteuil, the Rotten Row in Hyde Park and the riding avenues in
the Bois de Boulogne—just to mention some well-known instances—were
clearly the opening of urban parks to sports events and to the practice of
sport.
And if practice or attendance at these events was limited to a minority of
the population it was because sport itself was only accessible to that privileged
minority, not because parks were not conceived or equipped to accommodate
it.
But already the advantages of using urban parks for sport were becoming
evident: sport was finding the spaces it needed while parks were given a
purpose and a vitality that justified their existence beyond being a mere
reservoir of oxygen and a reminder of the natural landscape that urban society
had lost. This is why it is surprising that sociologists and city planners have
been so slow in realizing the full implication of such a combination. Very few
are the parks that are designed as an integrated system of sports facilities and
open parkland, the Bos Park of Amsterdam being the model that immediately
comes to mind. In most cases stadia or playfields seem to intrude into parks
without really becoming an integral part of them; they have been placed there
because it was administratively simpler to use some immediately available
piece of already public land.
But parks are certainly not the only possible location for sports installations.
In our cities that have too frequently developed decayed neighbourhoods,
that have grown unplanned, unstructured, underserviced slums, where the
poverty or the absence of meeting places and of commercial motives breed all
sorts of social evils, the introduction of new sports installations, metropolitan
or just local in scale and destination, can become the seed and the focus of a
process of city rehabilitation.
In the design of cities the distribution of sports installations should tend to
form a pattern connected by more than the practical or economic necessities
of easy access by local inhabitants for daily practice or by larger masses of
spectators for special events.
If, for instance, adequate transport and parking facilities are a primary
requirement in the choice of a site, the awareness that sport and work or
business activity normally take place at alternate times will lead to combine
sport and business or sport and commerce in positions that will allow a joint,
more economical use of these facilities. But this is not enough: the sports
buildings or the playing fields in the park must be given the distinctive
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character that will make them the landmark in the complex, the element that
fixes the memory of the whole, that gives it its name.
In this manner the structure of the city itself becomes integrated with the
pattern of its sport activities, sport becomes integrated through its physical
spaces and buildings with the whole life of the city, neighbourhoods or suburbs can identify themselves in an arena, make it the significant presence in
the community's life, its symbol.
From the viewpoint of sport, to acquire such an identity produces a
double benefit. On the one hand it will be the mark, the proof that sport is a
central, not a marginal activity of the community, a focus, an occasion of
meeting and of acting together across the ties of class or function or professional interests, a woven new system of solidarities strengthening that community. On the other hand, to reaffirm the centralization of sport in social life
will oppose some negative, pathological developments that exist in the contemporary panorama of sport, that too frequently are identified with it: the
senseless mass hysteria of the "fan", the very opposite of the sportsmanship
of the athlete.
Sport ceases to be what the Olympic Movement was born to promote
when it becomes just a show, the modern version of gladiatorial games, when
spectators are excited to value success over performance and this in a dimension the media have amplified in these last few years beyond the wildest
imagination.
The financial resources this brings to sport are obviously the key of this
development but it is certainly a primary duty of the Olympic Movement, if it
is to remain faithful to the intentions of its founders and to use properly and
accordingly the vast prestige and influence it enjoys, to make sure that this
development does not become the degeneration of sport.
The Games, the championships, the great international events are here to
stay, but they are positive only as long as they do not become an end in
themselves, if they become consciously charged with the task of showing
discipline and techniques of sport by its best performers to be imitated, of
illustrating the moral values of sport, fair play, openness across national or
ideological barriers, of being a model and an invitation to join in sport. The
great stadia and sports places will then become instruments of this propaganda, not vain monuments.
But can architecture really modify the way of life of the society that
produces it or is it not rather just the expression, the product of that way of
life?
This question is central to the whole problem of design, of the responsibilities connected with it; it is the reason for the Utopian charge of the
"Modern Movement" as well as the reason for this present crisis of frustration and disenchantment.
There is a fundamental ethical drive connecting two centuries of architecture and city planning, swinging between romantic dreams of universal
renewal and painstaking scientific analysis of specific aspects.
Let us assume then that it is possible, by using the tool of design, to
contribute to promote a chosen way of life in its attitudes and patterns of
behaviour and that this can be done by comprehending first the complexity of
architecture, not only an adequate reply to functional requirements, not only
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a form consistent with some aesthetic canon, but a language carrying a message as well.
Even one of the most outspoken critics of the "Modern Movement", of its
determinism and historicism, David Watkin concurs that "... Architecture
is an art with its own traditions, and not a science, so that its concern
with image-making is at least no less vital than its solution of practical problems."
I believe that, forgetting all academic polemics and all Utopian dreaming,
to programme and to design remains at the core a matter of choosing between
possible imagined alternatives: that in programming and designing a sports
installation we are necessarily guided by our chosen concept, our vision of the
events that will give it life.
If the ideals the Olympic Movement was born to promote are to prevail
over the undeniable pressures towards the transformation of sports events
into impresarios business and mere support for commercial advertisements
or demonstrations of political and nationalistic power, the Olympic Movement must try to influence the design of sports installations at all levels, to
permeate them with its philosophy and its vision of the link between sport
and society, from the national stadium to the school playground.
It is a fascinating new task, a challenge we must face.
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OLYMPISM AND LITERATURE
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We know that the straight line is the shortest way. But what we do not
know is that it is not always the most obvious. This is why I will propose a
dreamlike experience to you. Let us imagine that night is falling and that we
are walking away from the banks of the Alpheus for a stroll in the surrounding
hills. Very probably we would meet a shepherd leading his flock to grazing
land. Now, if we half-close our eyes, we might hear, in muted tone, the song of
the shepherd with its secret, mysterious words. A journey back into time
might easily help us to imagine that this shepherd is, in fact, the primeval
shepherd and that he is singing the first song which disturbed the silence of the
cosmos, inventing beauty through words. And before we stop daydreaming,
we could imagine that we have withnessed the birth of oral poetry which is to
literature what cave drawings are to the fine arts: a ritual exercise of memorization (for eternal keeping), a chronicle of the senses, nostalgia, expectations
of man confronted with nature. It is quite possible that this exercise which
contains beauty but also a lesson is so much liked by its inventor that he may
wish to make it last, to repeat and continue it, so as not to lose or forget it. And
so, hidden in his domestic cave he draws a sketch of it on the walls or, out in
the fields, under the vast skies, he calls on literature, as an instrument of
perennity, using métaphores as a magic tool which transforms reality.
If we listen very carefully, we might discern in the primeval poem beautiful words, epea pteroenta (winged words) as Homer would say. These same
words which, much later, will give rise to the expressions we use today such as
the letters (and also men of letters) or Belletristik in German.
But words, however beautiful, fly (verba volant). What made the impact of
literature was one of man's most important inventions: letters. What a valuable gift indeed for man, in his struggle against oblivion, to be able to record
his inner thoughts by means of these written, visible, unperishable signs.
The bipolarity of our subject — Olympism and Literature — forces us to
define the terms. We will talk a lot about Olympism during this Session. That
is why we have decided to concentrate more on literature.
If we add previous considerations to our modern knowledge, we can
begin, hesitantly, to formulate a definition of literature. At first sight, it could
be defined as the sum of writings in an art field which is expressed through
language. Pretentious literary critics are opposed to the simplifiying definitions we find in dictionaries, arguing that not all written works of the human
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mind are necessarily literature. They profess that literature includes writings
which express intellectual and emotional thoughts whose purpose (or at any
rate whose result) is to project artistic feeling.
If we widen the scope of our investigations we will find out that for Emile
Zola literature was the new reflection of a society, a period, while according to
Paul Valéry it was the lofty exercise of the intellectual animal. For some it is a
dream, a poetic transposition, a fiction, for others the projection of man's real
activity on the imaginary level; whatever it is, literature will never cease to
surprise us. In the Middle Ages, Petrarch included it among the great pleasures of man and considered it to be honest, durable, delicate. Finally, to
conclude these considerations on literature, let us add that Oscar Wilde, in his
love for paradox, described it as "the perfect expression of life", while Marcel
Proust, just to oppose him, we would say, listed it as "the ultime expression of
life". Is that what it really is? I should like to believe that life is much richer in
values. But since we are at the heart of the realm of imagination, it is not our
task to put it in order...
The question which then arises is to know how subjects are selected in
literature. There is of course a spirit of the times during each period, which
was never failed to influence creators. In this way we obtain a quasi-statistical
relation between life and art. The creator is always situated at the conjunction
of tradition and his own personality. Creative acts, although they might
appear spontaneous, are in fact clearly influenced by past (and present)
experience and are produced better in a traditional environment. (If each
painter had to reinvent, on each occasion, perspective and oil, what a waste of
energy this would be...)
All known facts prove that the choice of subject in the literary creator is
determined by the elements which predominate in his environment. What
touches the artist's sensitivity — to use this popular expression — will dictate
his field of interest. The interpreters of literature still ask themselves the
question — even today — of why the subject of sport was so strongly present
in the great works of antiquity. And how do we explain the fact that prominent authors of the stature of a Homer, Pindar, Bacchylides, Simonides,
Epictetes, Plato, Xenophon, Eurypides, Plutarch, Theocritus, Heliodorus,
Virgil, Horace, Lucian, names which you will find in any modern encyclopaedia, how is it that so many illustrious men of letters, philosophers and
historians decided to write on sports subjects? The answer is very simple:
because they lived within an environment, within a society where physical
culture through exercise, or what we call sport today in general terms, was an
important, fundamental occupation. Physical education (with all its apparent
forms of "play") and Greek agonistics were part of the mentality of the time,
had their place in the spirituality of the ancient city, belonging to the intimate
structure of men. The reaction of a literary author thus became natural. Did
not Aristotle himself speak of mimesis, reproduction, the transfigured reproduction of reality? And does Pindar not do the same thing in his Epinicies
when, under the rich cover of mythology, he sings about the beauty of sports
competition taking place before his very eyes? Or, twenty centuries later, does
not Jean Giraudoux still do the same thing when, in his sports aphorisms, he
depicts live scenes from the 8th Olympiad in Paris?
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Since antiquity, much more than any consideration on the educational
value of physical exercise, it is the sports spectacle that attracted intellectuals,
who were able to discern in the mass of dynamic impressions the artistic
phenomena which would become aesthetic values through their work.
So it is not ridiculous if today sports journalists claim that Homer is the
patron of their profession, for he was the first reporter, the first "special
correspondent" to a great festival of the human body. The XXIII song of the
Iliad describes with artistic mastery sports competitions held at a time which
historians still find it difficult to reconstruct. Under the walls of Troy, which
were still burning, the hero Achilles organized funeral games in honour of his
dead friend Patroclus. These games were in fact magnificent sports competitions. Their description, forceful and colourful, filled with picturesque elements and inventiveness, numerous details on the technique of events, the
subtleties and ruses used, by far exceeds the best Olympic report presented by
our "special correspondents" today!
What was the programme of this improvised meeting by the sea, lasting
from sunrise to sundown, a precursor of the Olympic Games (unless it was an
imitation)? It began with a chariot race, a kind of Derby, with five drivers and
betters among the spectators. Then followed a boxing contest, during which
boxers dealt direct and heavy blows to one another, attacked with their whole
body and where the winner was decided by a knock-out (the first in the history
of boxing): Epeos, the builder of the legendary "Trojan horse". Then, there
was a wrestling match (which was not yet Greco-Roman but just Greek!); the
description of the various holds, phases, subtelties is remarkable in its precision, which shows that Homer was a real connaisseur. The narration of the
footrace is highly comical: Ajax slipped on a pile of dung and Ulysses won the
race after gaming his second wind. There was also fencing with sharp copper
blades. Discus and javelin throwing are part of the age-old heritage of athletics. The events closed with archery using a live target, a poor pigeon tied to a
mast.
Is the fact that a whole song (the XXIII) out of the 24 of the Iliad is
devoted to the description of sporting feats purely the result of chance? Or
does it indicate an important element in the life of the ancient Greeks, the
pattern of the Pan-Hellenic Games, the games of Olympia, Delphi, Corinth,
Nemea? Everything leads us to accept these assumptions. Above all, the fact
in another work attributed to Homer, the Odyssey, the hero, Ulysses, who was
endowed with remarkable properties, is described as swimming, throwing the
discus, boxing, shooting an arrow! References to sport are numerous in this
epic poem. In the country of the Phaeacians, Nausicaa plays a kind of handball and young boys compete against one another in footraces, wrestling,
jumps (one additional event compared to the Iliad!), boxing, discus throwing
(before that Laodamas spoke the aphorism which would be repeated in all
writings on sport:
"... the greatest honour for man in his life, is what his hands and feet can
do".)
At the end of Ulysses' tribulations, his return home also results in a
formidable boxing contest (with a knock-out in the first round) and an
archery match (this without contestants).
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The spectacular character of these true contests fed the inspiration of writers.
Homer was a watchful observer, who carefully reported on the reality he
observed. The reaction of the first great boards of the feats in the sporting
arena, Simonides, Bacchylides, Pindar, would be different. Moves by the
need to explain the sacred character of competitions (or perhaps by the desire
to see their character preserved through time), Pindar dresses the summary
description of the sports performance (which is revealed by the title Epinicies)
with a fastidious recital of his mythological sources and numerous ancestral
references. From his many odes we still have his fourteen Olympian, twelve
Pythian, eleven Nemean, eight Isthmian odes. Most are dedicated to the
winners of chariot races, the potentates of the time, for which Pindar was
suspected of being a "courtesan poet", a suspicion which is not shared by all
his interpreters. How often, alas, we have hungered to learn more through his
verse about the techniques or the atmosphere which prevailed at the athletic
contests. On the other hand, it is certain that the world will perhaps not
remember the victory of Megacles from Athens in the chariot race (mentioned by the poet in his 7th Pythian Ode), while Pindar will forever be named
in encyclopaedias. The poet himself had predicted: "Even the most brilliant
events will fall into complete oblivion" if they are not celebrated in hymns
(Nemean odes, VII, 11-12). This is a lesson which we should recall when we
come to the modern era.
Let us also remember from ancient bibliography the poem on the "beauty
of a discus" by Anacreon, Xenophon's treatise on the art of riding, as well as
the description by Apollonius of Rhodes of the first pentathlon competition
in the history of mankind, staged by the Argonauts on the island of Lemnos.
And now, let us stop for a moment on the Idylls of Theocritus, more particularly on the 12th Idyll, which describes, with remarkably realistic force, the
boxing contest between the hero Pollux and the barbarian king Amycus. In
this duel where finesse and subtlety compete against brutal and savage force,
the poet of course chooses art. And in spite of the strength of the barbarian
king, Pollux, near the end of the fight, feints with his head, hits a formidable
uppercut at his opponents's jaw, combined with a decisive hook to the face
and wins the match by an uncontested knock-out. (It is most probable that
Cassius Clay himself could not have resisted such treatment.)
If we add to the list, in the 1st century of our era, the famous dialogue
between Anacharsis and Solon on the virtues of physical education in ancient
Greece (beautifully imagined by Lucian), the dramatic legend of Icarus' flight
in the Metamorphoses of Ovid, as Helipdorus' novel Aethiopica, we will close
the cycle of antiquity which opened with Homer with his Latin counterpart,
Virgil. The fifth of the twelve books of the Aeneid is devoted to the funeral
games in honour of Anchises, father of Aeneas. The homeric precedent is
evident. We find here once again footraces, boxing (the movement of Dares'
feet is praised; Virgil says: "ille pedum melior motu"!). And there is also
shooting against live pigeons, etc. One has the impression that the Latin poet
is copying the Hellenic model. But he too will not escape from the influence of
the environment and will introduce typical Roman contests like the exciting
rowing race (which I once described as the Sicilian regatta) and equestrian
games whose origins are either Trojan or Etruscan.
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After this first phase, we can say that ancient literature reflected the
sporting reality of the period, conscious of accomplishing not only an aesthetic act but also perhaps a civic act, because it transferred an experience and
urged for the preservation of tradition!
There is a prejudice which still persists, according to which the Middle
Ages are for the history of sport a dark period, or rather an empty phase, a
blank page. It is true that in the eyes of the leaders of the time, physical
education appeared as a pagan activity, since the body was considered to be
nothing more than the tomb of the soul. The Greek heritage was not completely forgotten, however. First of all, the tournaments were simply the
transposition of certain rigid laws of behaviour to the level of physical competition. Secondly, the people themselves continued to participate in games
for fun (desportare), old as mankind, and which appears to the origin of the
word sport. Those who still believe in the evanescence of medieval sports
should read the numerous decrees and edicts that bishops and kings were
constantly issuing, without any result, in order to ban those "barbarian"
practices which were thus doomed to clandestinity.
In view of this situation, it was therefore normal that sport was a meagre
source of inspiration for medieval literature. Understandably so... In my
book "Sport et légende" ("Sport and Legend" - CNEFS Publications,
Bucharest, 1968), I have reviewed all the great epic works of the world and I
was pleasantly surprised to find out that there is practically none which does
not deal with physical confrontation of a more or less sporting nature. The
medieval works join this category. In the Anglo-Saxon poem Beowulf, the
events in the life of the hero often occur at sea, which presupposes that he
could swim and was at ease in underwater wrestling, a discipline long abandoned! The songs of the ancient Scandinavian poets from the 9th-12th centuries, collected in the Edda, reveal a wondrous world inhabited by heroes
like Tir, the patron of wrestlers and athletes, Vali, the skilful archer, Uller,
"whose skates slide on the ice with unbelievable speed", Thor, who threw the
hammer in the duels against his opponents, and Skade, a kind of Nordic
Diana who invented skis! The Chanson de Roland provides us with a convincing example of the elegance and gallantry of the legendary French
swordsman. Or how can we forget the English ballads which tell of the
wonderful things Robin Hood did with his bow? The heroic German saga,
Nibelungenlied, is full of sports scenes. Brunhilde, a herculean Walkyrie,
competes against the invisible Siegfried in javelin throwing, putting the shot,
long jumping, footracing, etc. Tournaments abound, at which the alert Danubian knights of Prince Ramunc distinguish themselves. Finally the Finnish
saga Kalevala, in its 13th rune, allows us to meet the talented skiers of the
North, such as Lemminkäinen, forefather of the remarkable long distance
runners from Finland of our century: from Nurmi the runner to Mäntyranta
the skier. And still we have not said any thing about popular songs which one
finds in every country and which often praise the physical virtues of heroes.
For exemple, in Romanian ballads, they are gifted with strength and courage,
but also with loyalty and respect for justice, very important qualities for
wrestling contests or equestrian competitions. The young maiden bravely
swims in the waters of the Danube and, like a new William Tell, she shoots
with a rifle at an egg placed on the head of a soldier!
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It is necessary to open a parenthesis at this juncture. For the past quarter
of a century we have spoken here about the relationship between sport and
literature. Especially in French. The result has been a somewhat restricted
approach, either exclusively European, or solely French. What we need,
however, from time to time, is a neutral voice coming from the smallest
corners of the Earth, in order to reach a wider vision (although it could never
be complete) of the literature which has and is still bringing its relevant
contribution to the beauty of sport. Here is a convincing example: two masterpieces of Persian literature, of the beginning of the 2nd millenium, praise
physical exercise. Chah-Name (book of kings) is the work of the man who was
called the Homer of Persia, Aboul Kassim Mansour, known as Ferdousi. His
description of polo games on horseback practised in Isfahan would have
made Rudyard Kipling envious! The other masterpiece, the Golestan, "the
obelisk of Persian literature" is the work of the poet Saadi; some of his verse is
devoted to the famous Persian wrestlers. It is indeed regrettable that we
cannot know better the stanzas on sport in the Far East (China and
Japan).
At the time of the Renaissance, Dante Alighieri did not hesitate to use, in
his Divine Comedy, metaphors from the game of chess, while Chaucer, in his
Canterbury Tales, speaks of a miller who won all the wrestling contests. In the
heart of the Renaissance, three great names of world literature are linked
with the history of physical education. Rabelais devotes three chapters (14th
to 16th) of Gargantua to the games of his time, from gymnastics to swimming
and from javelin throwing to weightlifting. Hans Sachs, one of the Titans in
the Meistersinger of Nuremberg, wrote lines in honour of the art of fencing.
However, the most striking case is that of William Shakespeare. We find
references to sport in 21 of his 34 plays and the list of physical disciplines is a
long and varied one: wrestling in As you like it, fencing in Hamlet, Romeo and
Juliet and Othello, tennis in Henry IV, V and VIII, swimming in Julius
Caesar, Macbeth, Coriolanus and The Tempest, football in King Lear and
The Comedy of Errors, bowling in The Taming of the Shrew, Richard III,
Cymbeline, etc. (One should, however, forgive the bard of Stratford-on-Avon
for some anachronism, for example Cleopatra playing billiards or Menenius
Agrippa learning to play golf!)
What do the 19th and 20th centuries bring? An even richer collection?
Yes, from a quantitative point of view perhaps, if one considers the extraordinary geograhic expansion of literature. But as far as quality goes the question remains open. Joseph Joubert was saying that the literature of nations
begins with legends and ends with novels. We find an underlying explanation
to these words: in between, the scope of observation has widened, information media have multiplied and the study of man and society has expanded considerably. Let us also add that today sport — which is our subject —
rather tends to become marginal because of the great variety of subjects
open to authors these days. In addition we have to admit that in modern
society, unlike what happened in the ancient world, physical education is no
longer a part of our environment, nor a primary preoccupation. In the form
of sport, or sports spectacle mostly, everything related to the development
of the body is an optional complement to the essence of life, something
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added onto the complexity of existence (not foreign, but not structural
either).
In spite of this, or rather because of this, our modern era gives us the first
works entirely devoted to sport, instead of the previous sports episodes. The
series of difficulties, passions, successes and failures associated with sport
also had to be recorded. Sport, thanks to its power of passionate contamination, can provide a subject matter for literary creation. So can we speak
about contemporary sports literature?
Well, those who accept the idea of art forms must also accept the idea that
they are of infinite variety. And why not accept it, since in this large family,
which includes so many forms and types, we distinguish between historical,
exotic, bucolic, pastoral, social, psychological, criminal literature, etc.? So
why not recognize sports literature as a subdivision of literature?
We could even recognize as a separate field or variety the literature which
deals with a special branch of sport. Henry de Montherlant (just like Albert
Camus, for that matter) must have loved football since he wrote "Les Olympiques" where "La leçon de football dans un parc" (The football lesson in a
park) and "Les onze devant la porte dorée" (The eleven before the golden
gate), reflect his pathetic preferences. The football novel (if we may call it that)
is something new in literature, but not totally new. At least from the point of
view of its presence, if we say nothing about quality. From the "Joueur de
balle" (Ball player) of Joseph Jolinon (1929) or "The 90th minute" of Franco
Ciampitti (1930) to this day, football literature has made a great step forward
in reality, comparable to the distance which separates tear-rending stories
from Truman Capote's novel "In cold blood". Some good European writers
have tested their skills in this field, with the same obsessive persistence which
makes Americans write about baseball, without harming their reputation.
Brian Glanville (famous sports writer for the London "Sunday Times") with
his "Gerry Logan's ascension" and the Romanian Eugen Barbu with his
novel "Eleven" are among the latest.
At the risk of shocking football fans, we have to admit that cycling was the
first modern sport to become a subject for literature, if we exclude blood
sports like hunting and fishing. Since the end of the last century (1894-1898),
when the revival of the Olympic Games was under way, the novels "La pédale
humanitaire" (The humanitarian pedal) by Jean Drault and "Le recordman"
by Rémy St. Maurice appeared. At the turn of the century, Maurice Leblanc,
the creator of Arsène Lupin and Simenon's predecessor, wrote his "Voici des
ailes" (Here are wings), while J.H. Rosny published "Roman d'un cycliste"
(Story of a cyclist). In 1907, the humorist Tristan Bernard signs texts on
cycling; in 1925 Paul Morand described the atmosphere at the six-day cycling
races in "Ouvert la nuit" (Open at night). The first novel on the Tour de
France, this deadly competition, came out in 1923 (Henri Aurenche "Mémoires d'une bicyclette" — Memories of a bicycle). Two known titles,
"325,000 francs" by Roger Vailland and "Les mauvaises routes" (Bad roads)
by Pierre Naudin close the list.
As we see, this subject appears to be dominated by French writers.
Nevertheless, the Italian Giovanni Testori and the German Uwe Johnson
also gave it a try. Even Hemingway himself introduced passages on cycling in
"The sun also rises" and "The snows of Kilimanjaro". However, he was
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forced to admit in "Paris is a holiday", which came out in 1964: "I started
writing many tales on cycling races, but I never wrote anything as interesting
as the races themselves... They have never been properly described in anything but French."
The Anglo-Saxon revenge came in the world of boxing and among top
writers we find Hemingway again. His marked preference in the novels "Fifty
grand", "The battler" or "The mother of a queen" do not only reflect the
author's passion for violent and decisive confrontation, but also an unvoluntary submission to the traditions of American literature.
According to Virginia Woolf, the sports field was for America, particularly in the first decades of the century, a gathering place for the representatives of all the social classes, a sort of modern "Vanity Fair". It is in this fair
that Jack London found his ring heroes: Felipe Rivera in "The Mexican"
(1911), Tom King in "A piece of beefsteak" (1909), Pat Glendon in "The
caveman" (1911) or Joe Fleming in "Ring game" (1905). It is here too that
Ring Lardner, a predecessor of Hemingway, found his Midge Kelly for
"Champion". With the only difference that if Lardner's heroes "vegetate in
total spiritual chaos", those of London or Hemingway struggle in order to
achieve a semblance at least of human dignity. The series of American novelists who found inspiration in the world of boxing closes with Budd Schulberg whose novel "The fall will be even harder" (1949) was based on the life of
the giant boxer Primo Camera.
And since we are talking about the Anglo-Saxons, we should not forget the
British who were also skilled pioneers in this field. Before inventing Sherlock
Holmes, at the time when he was a judge at the Olympic Games in London
(1908), Conan Doyle described the life of boxer Jim Harrison in "Rodney
Stone". George Bernard Shaw, the iconoclast, before writing about the profession of Mrs. Warren had written about the profession of Cashel Byron
(1882), the history of a professional boxer.
The only difference between the bards of boxing on the two sides of the
Atlantic is that the British handle the subject with typical English detachment, with a kind of distant compassion, with scepticism, while the Americans, in most cases, write about it with passion and warmth.
From the long list of sports we can also choose many other disciplines that
can boast of just as famous novelists. In "The loneliness of the long-distance
runner", Allan Sillitoe gives us a modern cynical retort to the woman longdistance runner of Montherlant's "Songe". Athletics on the other hand have
also inspired authors to such an extent that when Dominique Braga published
his novel "5000" in 1924, the thoughts of a long-distance runner covered no
less than 200 pages ! This field, however, seems to belong to the Germans. The
tragic struggle against oneself rather than against the opponent, in track and
field events, can be felt in the "Runner" and "Bread and games" by Siegfried
Lenz or in "The desperado" by Henry Jaeger. Even a French author selected
as his hero a young German, a war invalid, to depict the glorious progress of a
famous athlete (Yves Giveau in his novel "La ligne droite" — The straight
line). The English author Brian Glanville, who created a kind of middledistance Faust in his novel "The Olympian" sends his Cockney athlete for
training to a German coach !
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There are several anthologies of literary works on sport which help us
identify other branches of sport and other authors who have written about
physical exercise. Tolstoy wrote about horse riding (the famous fence jumping contest in "Anna Karenina"), as did Paul Vialar about flat racing ("La
cravache d'or" — The golden whip); Pierre Loti speaks of pelote basque in
"Ramuntcho" Irwin Shaw of tennis in his short story "Mixed doubles".
Pierre MacOrlan is the first author to write about French rugby, while the
difficult past and the present harshness of English rugby are beautifully described by Richard Llewellyn in his book "How green was my valley" and
David Storey in "This sporting life". Erich Maria Remarque described the
Targa Florio car race in one of his last novels "The sky has no preference" and
T. C. Worsley speaks of cricket in "Flanneled fool". Overseas, Bernard Malamud describes the saga of baseball in "The natural" and John Updike in
"Centaur" places his heroes in the basketball hall and the swimming pool.
In almost all the works of prose which have been mentioned, sport is used
as background material or subject for description. What about poems? There
are several, even though they come in homeopathic doses. Pindar's teachings
have not been forgotten. The Spaniard Rafael Alberti sings the feats of football players and women swimmers; the Pole Kazimierz Wierzynski praises
Nurmi; the Swiss Hermann Hesse dedicates his verse to ski and the German
Manfred Hausmann to archery. In the field of French sports poetry, following in the steps of Montherlant, there have been the poems of Geo Charles,
who won the gold medal at the Olympic arts contest in 1924, and Gilbert
Prouteau, long juniper and author of the poem "Le rythme du stade" (The
rythm of the stadium). In addition, there are poets whose work is closely
associated with Olympism. The Englishman Charles Hamilton Sorley wrote
his "Song of the beltless runners" before World War I, while the Austrian
Alexander Lernet-Holenia composed two Olympic anthems. The Romanian
poet, Tudor George, who took part in 1981 in the IOA's Session, has published a whole volume of verse entitled "Olympic hymns". The "Olympic
Review" of Lausanne has reproduced excerpts in French and English. And
still, we are not really certain that we have not omitted other important names
from world poetry...
Closer to our subject, much closer than poets, are the creators who, unable
to resist the fascination of Olympic antiquity, looked for artistic inspiration
in times past from which they have derived a useful lesson of sports ethics.
The first work of this category was published in Paris, in 1920, under the title
"Ménétès le Thébain" (Menetes the Theban), with a subtitle specifying that it
was a "novel about the ancient Olympiads". Its author, Maurice Huet, wrote
to the reviver of the Olympic Games, Pierre de Coubertin, the following
dedication : "In witness of my admiration for his great Olympic work." Four
years later, in 1924, we have "Euthymos, vainqueur olympique" (Euthymos,
Olympic winner) by Maurice Genevoix, later a member of the French Academy and holder of the Diploma of Olympic Merit, and in 1933 "The Olympic
discus" by Jan Parandowski (Poland), which received the bronze medal at the
Olympic art contests in 1936; in 1959 "Spielball der Götter" (The ball of the
gods) by Rudolf Hagelstange (FRG) and in 1972 "The legends of Olympia",
the work of this Academy's Nestor, our venerated teacher Mr. Kleanthis
Paleologos, Olympic Order.
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My chronological list stops in the middle of the period between the two
wars, which is significant. As the importance of sport as a social phenomenon
grows, the interest of writers appears to dwindle. Sport seems to wish to
organize itself, outside the realm of literature, giving the latter full freedom of
movement to choose other hot subjects. The sports spectacle becomes a
component of our daily life while involving at the same time such a high level
of specialization that men of letters are drawn away from it. In order to be
able to write about sport nowadays, one must know it from the inside; the
external participation of a writer simply is not enough. Very few practise sport
systematically or possess the required knowledge of it. Brian Glanville, at the
age of 55, still plays football, so we should not be surprised by the fact that his
description of the game is remarkable or that he has supposedly discovered in
sport an allegory of life.
The fact that the writer is often alienated to the realities of sport explains
the abundance of autobiographical books. Helped by editors, who remain
anonymous in most cases, the great athletes are able to describe in a more
plausible and realistic way their feelings, the reactions in the arena and their
reflections on life.
And there is something else. We have been noting finally that the taste of
the public is less and less for fiction, preferring to savour authentic athletic
feats. Of course, "to be or not to be, that is the question" (Hamlet, III, 1) will
forever remain stamped on the conscience of mankind. But today, no literary
work could bring more emotion, in the field of sport, than the miraculous long
jump, the "cosmic jump" of 8.90 m. by Bob Beamon in Mexico; no epic
creation could ever equal the tension of the magic moments in Montreal
when the world was watching Nadia Comaneci with bated breath at the beam
and the electronic scoring board could not show 10 because this number had
never been given in gymnastics! And, finally, the most inspired verse could
not move us the way we felt the palpable beauty of Ravel's Bolero danced on
the ice by the divine Jayne Torville and Christopher Dean.
This observation makes us believe that from now on encyclopaedias will
contain the names of the great Olympic champions rather than those of
second-rate writers. Today, sport is unfortunately almost never linked to the
great names in art.
But we should not despair. As the history of mankind has shown, what is
beautiful always manages to move the heart of men. And sport, whatever one
might say, is filled with beauty, grace, happiness, joy of living. So it is sure to
find those who will sing its praise. We simply have to be patient. In any event,
since ancient times until today, the Olympic arena remains the most appropriate crucible for creating sports literature.
The poet will be inspired again by the skill of the athlete. And the poet will
reward the athlete with his song. Thus spoke Pindar and we have every reason
to believe him!
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THE ROLE OF DANCE
IN THE ANCIENT
AND MODERN OLYMPICS
by Mrs. Elisabeth A. Hanley (USA)
The Pennsylvania State University

The spirit of the ancient Olympic Games can best be expressed by the
well-known phrase, "kalos k'agathos"—the beautiful and good—representing the harmonious development of body and mind for which men strived
during the peak centuries of the ancient Olympic Games. At an early age,
Greek boys attended schools, learned to read the epic poems of Homer,
recited passages from other poetic works, and were encouraged to think and
to use their minds creatively. These same youths were also taught to sing and
dance, to play the flute and lyre, and to draw and to paint. Instinctively the
Greeks realized that to appreciate beauty to its fullest, one had to participate
in the arts. From earliest times Greek literature was rich in references to
dancers and dancing. 1
Dance has existed from time immemorial. It has been an integral part of
celebrations and rituals, a means of communication with gods and among
humans, and a basic source of enjoyment and beauty. Sport, also, has existed
from ancient times. Dance and sport have been, at one time or another,
revered by most societies and banned by some, yet both have survived.
Dance was a part of Greek civilization and was incorporated into all phases of
Greek life. The founder of the modern Olympic Games, Baron Pierre de
Coubertin, desired that the arts become a part of the modern Games, in order
for both sport and art to co-exist as in ancient times. It is now appropriate to
account for the role of dance in both the ancient and modern Olympics.
Even before the Olympics, dancing was colorful, rich and spectacular
during the Minoan civilization on the island of Crete. Evidence from the
Minoan civilization, which existed from about 3000 B.C. to 1400 B.C., shows
that it influenced the dance of the Mycenaean Greeks and, therefore, continued to influence the dance of later Greeks. Many of the rhythmic activities
which we would probably not term dance today were considered as such by
peoples of the ancient world. One of the first links between dance and sport is
found in the Cretan "dance of the tumblers". Archaeological and literary
sources provide evidence that "the tumbling dancers were adept at front and
back somersaults, flying leaps resembling dives, and rapid kicks. They stood
on their heads, stood and walked on their hands and forearms, and bent
far backwards in the form of a wheel—all of this, of course, in time to
music".2
216

In Mycenaean and pre-classical Greece, references to dance and sport are
again evident. In the "Odyssey", after-dinner entertainment at the court of
King Alcinous is described in detail. Two exceptionally skilled young men are
chosen by Alcinous to perform a ball-playing dance, and Homer tells us:
After they had taken up in their hands the ball, a beautiful thing, red,
which Polybus the skillful craftsman had made them, one of them, bending
far back, would throw it up to the shadowy clouds, and the other, going high
off the ground, would easily catch it again, before his feet came back to the
ground. Then after they had played their game with the ball thrown upward,
these two performed a dance on the generous earth, with rapid interchange
of position, and the rest of the young men3 standing about the field stamped
out the time, and a great sound rose up. It is noted, also, that ladies of the
court participated in ball-playing dances and that, centuries later, the
renowned dramatist, Sophocles, danced the ball-dance with exceptional4
skill.
Many dances of the Greeks can be traced back to religious rituals, and,
therefore, were believed to have originated with the gods. Certain places were
recognized as possessing special sanctity as the home of a particular god, and
festivals would be celebrated, bringing together worshippers from the surrounding areas. The island of Délos, in the middle of the Aegean Sea, was the
religious center of the Ionians. Here men, women and children
gathered
together and delighted Apollo with boxing, dance and song.5 Delos was the
reputed birthplace of Apollo and his twin sister Artemis, and was noted, from
prehistoric times, for its splendid festivals. Dance was so important in the
worship of both these deities that the Greeks often spoke of the gods themselves as dancers. The famous temple of Apollo at Delphi was another
important site for festivals and dancing. The island of Cyprus, at the eastern
end of the Mediterranean Sea and traditional birthplace of the goddess Aphrodite, has provided some of the oldest and most interesting evidence regarding dance. Dance figures, portraying both men and women, are depicted in
extant artifacts from
Cyprus, in the Cesnola Collection of the Metropolitan
Museum of Art.6
All-night dance rituals have been recorded at various sites, one of the
most notable being at the Panathenaea, the great festival in honor of the
goddess Athena in Athens. Citizens of every level were arrayed in festal garb
and joined in the magnificent procession to the Acropolis. Second only to this
procession appears to have been the pyrrhic, or war-dance of the boys at the
Panathenaic Festival. The festival lasted for several days, and included
sacrifices to the gods, readings
of poetry and presentations of dramas, as well
as dance and athletics.7
The role of dance in education played a major part in early Greek society.
Dancing was universal throughout the Hellenic world and the two great
city-states of Sparta and Athens have provided us with a rich legacy of their
educational systems, primarily through literary, musical and archaeological
sources. In Sparta, after drill in boxing and wrestling, young boys received
formal instruction in dance.
"Attention was given to the warlike pyrrhic, as a
preparation for combat."8 The pyrrhic dance, which imitated actions of
battle, was part of the training of every Spartan boy from the early age of five,
and continued well into the Christian period. The pyrrhic dance was accom217

panied by flute music and much acting; acting was the
very essence of Hellenic dancing and the parent of the Attic Drama.9 This dance has been
described as "a pantomimic war-dance in
which young men wearing helmets
clashed swords and shields together".10 Dancing, held in high esteem in
Sparta, was a part of everyone's life, both young and old. "In that city the
agora, or marketplace (the center of civic life), was even called the Chorus." 11
At the Gymnopaedia, a festival of Apollo in Sparta, another type of dance,
similar to the pyrrhic, was performed. Under the name of anapale, "nude
boys, moving gracefully to the music of flute
or lyre, displayed postures and
movements used in wrestling and boxing".12
Spartan girls were also educated in dance, participating in processions at
festivals similar to the boys, and at certain festivals girls even danced and sang
in the presence of young men. A Spartan woman was strong; she attributed
this "to her gymnastics and vigorous dancing. The girls till they married wore
no veil, and mixed freely with the young men; in fact, there was one dance
where they met in modern fashion: first the youth danced some
military
steps, and then the maiden danced some of a suitable sort." 13 There is an
abundance of Greek art depicting choruses of maidens, dancing in honor of
deities or legendary heroes. According to Lawler, they were "modest and
beautiful young girls, dancing hand in hand or independently, sometimes
carrying light veils or scarves, often cloaked in flowing
garments whose folds
add to the charm of the choreographic pattern".14
In Athens, as in Sparta, young boys were trained in the pyrrhic dance as a
preparation for military service. Form and grace, however, seem to have been
stressed more in Athenian than in Spartan education. Most of the dance
instruction was private and not part of the regular curriculum in Athens,
although
boys received some dance training in the palaestra, or wrestling
school.15 There was a constant demand for boys to compete in war-dances
and dithyrambs (song and dance performances) at the great festivals,
and
dancing therefore must have been a common accomplishment.16 Sophocles,
the Athenian tragic poet, was one who was singled out and carefully trained in
music and dance from childhood. Dance was not considered to be an unmanly
activity in which to engage; many in fact, prided themselves upon being
able to pay homage to17the gods, through dance, for the strength, beauty and
grace given to them. Dance aided men in the accomplishment18of their
athletic feats, and was considered a demonstration of their virility.
Several Athenian philosophers expressed their views on dance: Plato
promoted the importance of dance in education, and desired all children,
boys and girls alike, to receive instruction in "noble" music and dance from
an early age. By "noble" dance, Plato referred to that type which imitated
what was seen as good and honorable, and was either classified as being
martial in purpose, imitating offensive and defensive movements, or peaceful in purpose, having postures and attitudes of a worthy man and good
citizen. Music and dancing were to be consecrated to the gods, inasmuch as
the gods themselves danced and created dances, and their favor could be won
by orchestral offerings. The comic and baser dances, Plato believed, should
be witnessed, but never danced by any self-respecting man or woman.19 He
noted the three
elements of a citizen's education: physical education, music
and dance.20 Plato's great teacher, Socrates, had also demonstrated interest in
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dance and held it in high esteem. He recommended that it be widely taught
and is quoted as saying that
"those who honor the gods most beautifully in
dances are best in war".21 Aristotle, the distinguished pupil of Plato, supported dance in education, but did not want formal dance instruction
required before the fourteenth year. Aristotle believed dance afforded a
high degree
of intellectual and aesthetic gratification, as well as moral
training.22
In general, the ancient Greeks participated in choral dancing as a part of
their daily lives, for dance was the ritual of religion, the accompaniment of a
festival and the best medium for physical exercise.Dance was considered "a
scientifically designed system23 of physical training, which exercised every part
of the body symmetrically". Dance contributed to the concept of arete, the
all-around excellence of the individual in Greek society, by helping to develop rhythm, beauty and style.
As dance was an important aspect of Greek society, it was not unexpected
that it should have its own niche at Olympia. The grounds of ancient Olympia, home of the ancient Games, embraced the temples of the god Zeus and
the mother goddess Hera. A ritual dance, probably in honor of Hera, is
depicted by a bronze sculpture from the 8th century B.C. The bronze grouping is comprised of seven nude female dancers in a closed circle, with arms on
one another's shoulders, not unlike many modern Greek dances. Circle
dances, particularly those with hands clasped, held a highly mystical significance among the ancients. These dances were often performed around an
altar, a tree, pillar or other sacred object, or around a musician. The enclosing
of a person or object in this "magical" circle was frequently done 24
for the
express purpose of keeping out evil influences and keeping in the good. In all
religious festivals and processions, whether on the islands or on the mainland,
Greek dancing was closely connected with religion.
During the ancient Olympic Games held at Olympia, parades, processions and sacrifices to the gods marked both the beginning and the end of each
festival. "Throughout the entire sacrifice," according to Poole and Poole,
"hymns of praise to Zeus, and other gods, were sung and recited by poets and
trained choirs. Strong men, singly or in groups, danced around the altar, much
as Greek men
today are inspired to dance on the spur of the moment in
'tavernas'..."25 The inclusion of the arts as part of the Olympic Games was
not in the form of competitions, but rather as an unofficial on-going accompaniment to the festivities. Athletic competition continued each day of the
Olympic Games, and although the Games were officially concluded on the
fifth day, "throughout the night, 26the green , luscious Valley of Olympia was
alive with singing and dancing".
Victorious athletes, returning home to their respective cities, towns and
villages, were honored in artistic ways: by statues carved by famous sculptors,
by performances of drama, music and dance
in the local amphitheater, or by
odes created by the finest of Greek poets.27 And this probably held true until
Emperor Theodosius in 393 A. D abolished the ancient Olympic Games.
Fifteen centuries marked the interim between the abolishing of the
ancient Games and the revival of the modern Olympic Games in 1896. The
city of Athens was chosen as the site for the first modern Games, and the
founders chose to emulate the ancient celebration as closely as possible by
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including the fine arts as an integral part of the Olympic Games. A variety of
cultural events, including dramas and concerts, accompanied the ten festive
days in Athens.28 Opening and closing ceremonies included music by bands
and choruses, but dance was not a part of the arts scene at this time.29 Dance
was also not included in the two succeeding Olympic Games, which were held
in conjunction with international exhibitions in the cities of Paris (1900) and
St. Louis (1904).30 The fourth Olympiad was hosted by London in 1908 and,
once again, dance was not a part of the program.31
The Olympic Games of 1912, held in Stockholm, denote the first time for
the inclusion of competitive fine arts as a part of the official program. Competitions were organized in the five areas of literature, music, painting,
sculpture and architecture.32 Opening and closing ceremonies included bands
and choruses,33 but dance had yet to be included as an art form.
For the next two decades, dance made little progress in the Olympic
Games. World War I interrupted the celebration of the Games in 1916,
causing the first cancellation in modern times. The city of Antwerp, in 1920,
hosted the Olympic Games shortly after the end of the war, and amidst the
ensuing housing difficulties, "the British representation... helped to create a
happy atmosphere with the Scottish pipe band it had brought, and with a
group that played dance music".34 Dance, however, was not an official part of
the program, neither in the opening or closing ceremonies nor in the art
competition.3S The same status of dance held true when the Olympics
returned to Paris in 1924 and, also, for the first Olympic Winter Games held
at Chamonix in the same year.36 The ninth Olympiad in Amsterdam followed suit with regard to dance, as did the Winter Games in St. Moritz. The
art competitions in Amsterdam, however, expanded to include not only the
five areas mentioned earlier, but also drama, drawings, reliefs and medals.37
In addition to the competitions, there was a special exhibition of painting,
sculpture and architecture, indicating a heightened interest in the arts.38
In 1932 there were elaborate opening and closing ceremonies at Los
Angeles and at Lake Placid, but again without the use of dance.39 In the Los
Angeles Museum, there were art competions and over 1, 100 art exhibits,40
and it was noted that "art has its place in the modern, as in the ancient,
festivals; and the forms of art, sculpture, literature and music which depict
sport are eligible for the Fine Arts Competitions at the Olympic Celebrations".41
As dance became more prominent in society, so, too, was this reflected in
the 1936 Olympic Games hosted by the city of Berlin. Although the elaborate
opening ceremonies did not feature dance, there were other festivities which
occurred in the stadium later in the day. At 9 o'clock that evening Dr. Carl
Diem, General Secretary of the German Organizing Committee, presented
his "Pageant of Youth" before a filled stadium. As Mandell stated:
Row after row of boy and girl gymnasts, planted on the brilliantly illuminated sward, swayed and stretched like animated tulips. The science
and precision of movements which, of course, owed a great deal to the
German experience with festivals of the 'Turnerschaften', were softened
by flowing draperies. Then the best ballet dancers in Germany executed
perfect maneuvers to German classical music.42
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The evening concluded with the choral movement of Beethoven's Ninth
Symphony. The general program, in addition to the sports competitions,
included many cultural activities, as well as special evenings of dance, and the
exhibition of entries
in the fine arts competitions drew an unprecedented
number of visitors.43 The organizers of the 1936 Olympic Games believed in
the bond, from antiquity, between sport and art. According to Dr. Ludwig
Gründel of Würzburg, the character and life of a nation are always reflected in
its art. Gründel also said:
... the secret of the distinctive charm of Greek art lies in the fact that it
was so closely connected with the athletic life of its time. The Greek artists
themselves had a deep and appreciative knowledge and understanding of
the human body through constant observation at the numerous athletic
events and through personal participation in sports. The sculptor infused
his own life and spirit into his statue, and, enthused by the feelings he
himself experienced, he moulded into it the divine grace of his ideal. The
model for the Greek artist was the graceful body of the athletic youth, and
the ideal of all youth was the perfect statue. Thus,
youth and art were
bound into a mutually stimulating competition.44
A work of art in its own right was that of Leni Riefenstahl. Her renowned
film of the Olympic Games in Berlin, "Olympia", featured dance, as well as
sport, in a harmonious blend of both physical skills. The Games, however,
were the high point for dance during the first half century of the modern
Olympics. For the next three decades, dance would have no official role in the
Olympic Games. The 1936 Olympic Winter Games were staged 45
at GarmischPartenkirchen, where dance was not a part
of
the
program
nor was it
included in any succeeding Winter Games.46 However, in 1968 the closing
ceremonies at Grenoble featured ice dancers as part of the program.47
World War II intervened shortly after the 1936 Olympic Games and the
two succeeding Olympiads were consequently not celebrated. Following the
end of the war, London played host to the 1948 Olympic Games. As in
previous Olympic Games, the opening 48and closing ceremonies included
massed bands and choirs, but no dance. The fine arts competitions were
held for the last time as a part of the 49
Olympic program, due to the mediocre
quality of the art and of the judging.
When the city of Helsinki hosted the Olympic Games in 1952, attention
was focused on the sporting events. Opening and closing ceremonies held
strictly to IOC protocol,
fine arts competitions were not included, and dance
was again absent.50 Similar
circumstances were prevalent in the 1956 Olympic
Games in Melbourne.51 The "Eternal City" of Rome celebrated the 1960
Olympic Games with an exhibition entitled
"Sport in History and Art" which
lasted for the duration of the Games.52 Art had returned to this great athletic
festival, although dance was not yet included. Rule 31 of the International
Olympic Committee in 1960 provided for the encouragement of the arts
(architecture, literature, music, painting and sculpture) and although this had
been one of Coubertin's guiding ideas, few efforts had been made in recent
Olympiads to bring
art and sport together in unity as they once had been in
ancient Greece.53 It was noted that the originators of the art competitions
should be praised for their work during earlier Olympic Games, and for
following Coubertin's desires, but since 1948, as one contemporary wrote:
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... the majority of the members of the International Olympic Committee
have succumbed to the spirit of the age... But the organizers find it too
much trouble to arrange art competitions, thus diminishing the meaning of
the Olympic Games. Only a few National Olympic Committees are
courageous enough to maintain this provision of the Olympic Charter. At
present the arranging of an exhibition is left to the organizing committee in
charge of each individual Games. The International Olympic Committee
has no permanent official responsible for such matters.54 Opening and
closing ceremonies in Rome were impressive as always, but dance was not a
part of the festivities.55
With the advent of the 1964 Olympic Games in Tokyo emerged the
inclusion of dance as an integral part of the program, thus linking the modern
Olympic Games with the ancient Olympic Games. According to Liselott
Diem, Director of the Sporthochschule in Cologne:
... the arrival of the last torch-bearer on the day before the beginning of
the Olympic Games (was honored), by arranging a performance of a
Gagaku-Suite, one of the traditional courtly temple dances... The dancers, with ceremonial steps, moved about, expressing
their thanks for the
heavenly grace and for the creative power.56
Although opening and closing ceremonies included no dance, there were
fine arts exhibitions as well as57special performances of Japanese Kabuki and
No theater during the Games.
Dance was reintroduced at Tokyo, but it was at Mexico City that a true
rebirth of dance took place at the 1968 Olympic Games. The Fiesta of the
New Fire, an ancient and inspiring ritual, announced the arrival of the
Olympic Games to Mexico City. The site was the ancient Pyramid of the
Moon at Teotihuacán just outside Mexico City. During their ancient ritual,
the Aztecs celebrated the resurgence of life and the triumph of light over
darkness by extinguishing fires in every hearth and then relighting
them from
the eternal flame at the sacred Pyramid of the Moon. 58 Fifteen hundred
dancers performed, in a mixture of ancient ritual and modern choreography,
on the night before the opening ceremony to celebrate the arrival of the
Olympic flame. A famous Náhuatl poem provided the inspiration for the
symbolic dance representing the birds, the jade and the flowers:
I love the song of the "zenzontl"
Bird of a thousand voices;
I love the color of jade
And the heady perfume of flowers,
But more than all these loves
I love my brother: Man.59
This ceremony set the stage for the Mexico City "Fiesta of the Whole
Man". Both poetry and dance had been an integral part of ancient Olympic
festivals, "but in the area of culture and arts, who is to say which country
excels above another, which painting or piece of sculpture or choreography or
poem is superior
to all others? So it was that Mexico decided on a Fiesta of
Culture".60 This Fiesta of Culture coincided with the Olympic Games, but
did not interfere with the competitions, and lasted for a full year. Visitors
were able to sample cultural events of the whole world, including ballet,
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modern dance, folklore or ethnic dance groups, music, theater companies,
painting, folk art, poetry and numerous other artistic works. One of the most
popular aspects of the cultural program was in the area of folk arts: folk dance,
folk music and crafts. The cultural program pervaded the city; performances
occurred in nearly
every available space, in addition to the formal theater
performances.61 The official inauguration of the cultural program was held in
the Palace of Fine Arts, where the Greek Ballet, the African Ballet and the
Aztec Ballet were presented. These three groups were chosen to open the
cultural program for specific reasons: the Greek Ballet because Greece was
the birthplace of the Olympic Games; the African Ballet because a group of
African nations had just recently joined the International Olympic Committee; and the Aztec Ballet62because Mexico was the host country for the Games
of the XlXth Olympiad.
It should be noted that the Greek Ballet consisted of eight parts, for the
purpose of portraying the continuation of Hellenic dance from ancient Hellas
to the present. It commenced with an extract from Pindar's Fourth Ode (lines
1-17):
Oh Zeus most high! whose chariot is the tireless footed thundercloud, on
thee I call; for it is thine hours that, in their circling dance to the varied
notes of the lyre's minstrels, sent me to bear witness to the most exalted of
all contests; and when friends are victorious, forthwith the heart of the
noble leapeth up with gladness at the sweet tidings; but, son of Cronus,
that holdest Etna, that breeze-swept height which entraps the mighty
hundred-headed Typhon! welcome the Olympian victor; welcome, for
the graces' sake,
this minstrel band, this long enduring light of widely
potent prowess!63
The Greek Ballet continued with performances of ancient dances, including the pyrrhic, and concluded with contemporary dances of Crete.64
Although neither opening nor closing ceremonies defined dance as part of
their program, it was evident that dance was a part of the Olympic spirit
throughout the Games. During the closing ceremonies, "the athletes... had
broken through the barriers restraining them and danced with each other,
needing neither65 common race nor common language to communicate with
each other ,.."
When the 1972 Olympic Games opened in Munich, it was another tribute
to the universality of dance. During the opening ceremonies, according to Jim
McKay : "After the entry of the teams, we saw a welcome to the athletes from
3,200 Munich schoolchildren. They had made horseshoes of flowers themselves. They danced with them
while singing an old English canon rota, then
gave them to the athletes."66 The transfer of the official Olympic flag, from
Mexico City to Munich, was accompanied by lively music and dancing: the
Ballet Folklórico Mexicano performed to Mariachi music and a "Schuhplattler" group from Bavaria danced in their traditional lederhosen.67 The
closing ceremonies had originally incorporated dance as part of the program,
but the festive air was filled with a melancholy distraction because of the
Israeli massacre. While the Games went on, the dance did not. "At the end of
the ceremony, the effect of six hundred young couples, who had waited
patiently in the encircling ditch, was diminished. They were not allowed to
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dance and therefore only showed68themselves and offered a silent salute to the
President's box and the public."
Cultural activities throughout the Olympic Games in Munich were varied
and ranged from exhibitions of objects from the excavations at Olympia to a
program of events entitled "World Civilizations and Contemporary Art",
which included concerts, a folklore
festival with folk dances and songs, and
theater and opera productions.69 The Winter Games at Sapporo included
several cultural events also : exhibitions, concerts, folklore festivals
and performances of the Japanese Kabuki, No and Kyogen 71
theaters.70 Opening and
closing ceremonies, however, did not include dance.
The city of Montreal, in 1976, incorporated dance in nearly every aspect
of the Olympic Games. During the transfer of the Olympic flag in the opening
ceremonies,"... a group of musicians from Munich provided the accompaniment to a specially choreographed Munich-Montreal ballet based on a Bavarian folk-tune [and] ... a Montreal troupe performed a dance based on
traditional
St. Lawrence Valley folk airs, accompanied by musicians and
singers".72 The ceremony continued and nearly 1,200 Canadian boys and
girls performed a series of seven separate and concurrent dances in a gymnastic ballet with hoops and ribbons. Closing ceremonies
included a candlelit
dance to the sound of traditional Indian chants73, a most fitting theme of the
Olympiad in Montreal.
Throughout the Olympic Games in Montreal, an arts and culture program was integrated into the daily lives of the athletes at the Olympic village,
the young men and women attending the Olympic Youth Camp and the
Olympic visitors attending the Games. The performing arts section included
ballet, contemporary and folk dancing, as well as numerous other art forms.74
During the 1976 Olympic Winter Games in Innsbruck, a touch of Tyrolean
folklore was evident in75the performance of a "hoop dance" which concluded
the opening ceremony.
The 1980 Olympic Games in Moscow were the site of unparalleled festivities with regard to the inclusion of dance in the program. The ceremonial
ritual for opening ceremonies has always been prescribed by the IOC, and
remains unchanged today. Each city, however, lends a specific coloring and
unique charm to its opening and closing ceremonies. This was undoubtedly
true in Moscow, for after the teams left the stadium at the official close of the
opening ceremony, more than 16,000 athletes, as well as amateur and professional dance ensembles, participated in colorful sport and dance performances. A dance suite, in which the fifteen union republics demonstrated
their art, costumes
and culture, was a spectacle long to be remembered by
those present.76
The arts program provided a synthesis of sport, art and entertainment for
both competitors and visitors. Dance, from ethnic to classical ballet, was a
focal point, together
with a myriad of other art forms throughout the duration
of the Games.77 But perhaps the most memorable display occurred when:
... the colorful closing festival of the Games began. Girl gymnasts performed a dance with hoops in their hands. Best Soviet acrobats—champions of the world, Europe and the USSR—demonstrated their skill in the
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center of the composition. One slight change in the formation and a
gigantic flower bloomed in the field.
Immense Matryoshka dolls rolled into the stadium on lorries. A
Russian festival—merry, lively and full of inventiveness—began. Young
lads playing Russian accordians pranced dashingly about the78 field, and
girls in folk costumes swirled about them in a round dance.
1980 had proved to be a special year for dance and other arts as well.
Opening ceremonies at the Olympic Winter Games 79
in Lake Placid included
ice skaters dancing to The Merry Widow overture, and an Olympic Arts
Festival was organized to include all aspects of dance throughout the Olympic
Games, since the arts had been ignored at the two Winter Games held in the
United States at Lake Placid in 1932 and at Squaw Valley in 1960. The growth
in popularity of dance, and modern dance in particular, provided exciting
performances. One specific group, Pilobolus, contributed, albeit unwittingly,
to the ancient ideal of kalós k'agathós. "Pilobolus, an innovative group that
incorporates acrobatics into its dance routines, emphasized the link between
art and athletics that was an underlying theme of the arts festival."80
The Olympic village was also the scene of dance, and the athletes were
treated to a preview of the 1984 Winter Games' site by a performance of the
George Tomov Yugoslav Folk Dance Ensemble from New York City.81The
Tomov Ensemble was also invited to participate in closing ceremonies. As
the ceremony concluded, children skated onto the ice and presented flowers
to the athletes, who tossed blossoms into the cheering crowd. Folk dancers in
19th century costumes joined dancers in traditional Yugoslav dress in a
symbolic representation
of the passing of the Winter Games from America to
Yugloslavia.82
In Sarajevo, site of the 1984 Olympic Winter Games, dance remained an
integral part of the celebration. The opening ceremonies were resplendent in
the colorful presentation of 1,200 folk dancers performing to Westernized
renditions of typical Yugoslav folk music. At the Olympic village athletes
were treated to an evening of music, song and dance performed by a local folk
ensemble. The troupe comprised young and old alike, and colorful costumes
depicting all regions of Yugoslavia enhanced the performance of talented
musicians, singers and dancers. Throughout the duration of the Winter
Games, the city of Sarajevo
scheduled dance concerts by the leading folk
ensembles in Yugoslavia.83 When the closing ceremonies were concluded,
once again dance was included as an integral part of the program.84
In the most recent Olympic Games, held in 1984 in the city of Los
Angeles, an impressive Olympic Arts Festival, beginning in June and ending
on the last day of Olympic competition, was condensed into ten weeks of
intense artistic performances. The first seven showcased international companies and art for a primarily local audience. The last three weeks focused on
American art for international visitors. The special inclusion of groups from
the People's Republic of China was an important part of the festival, since it
was the first Chinese Olympic appearance since 1952. Two companies, whose
art can be traced back over 2,000 years, performed as part of the festival: an
acrobatic troupe and a musical ensemble. Los Angeles hosted 427 performances, including 145 companies, presented in 12 languages. There were also
24 visual exhibitions and seven mini-festivals. Since dance was recognized as
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complementing the physical grace of athletics, the final two weeks, the period
of the Olympic Games, were devoted entirely to dance events.85
Opening ceremonies at Los Angeles provided over three hours of spectacular entertainment, with countless dancers woven into the heart of the
festivities to display the role of dance in America. Similar performances, once
again linking dance and sport in age-old tradition, were seen during closing
ceremonies when dozens of break-dancers put on displays of athletics.86
One must realize that dance and sport have co-existed from ancient times
to the present. This is clearly evident in both the ancient Olympic Games and
in the modern Olympic Games. Baron Pierre de Coubertin's desire for sport
and art to be included in the modern Olympic Games has been finally fulfilled. The popularity of dance, and its emergence as a viable art form, will
ensure its presence in future Olympic Games. One need only recall that dance
needs neither common race nor common language for communication ; it has
been a means of communication forever.
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THE CONTRIBUTION OF
SPORTS MUSEUMS
TO OLYMPISM
by Mr. Jean-François Pahud (SUI)
Director of the Olympic Museum
of the IOC

I should like to start my address today by thanking the organizers of this
26th Session of the Olympic Academy for having chosen "Olympism and
Art" as the special subject for discussions. Just at a time when the question of
reintroducing art competitions to the official Olympic events is being seriously considered by the Olympic Movement, one would be hard put to
imagine a better subject for reflection. So, in concrete terms, our work here
could result in precise proposals and conclusions being submitted to the
International Olympic Committee and especially to its President on this
subject which is again becoming so very topical.
I should also like to thank the organizers for having graciously included
me in these discussions which are for me, as Director of the Olympic Museum
of the International Olympic Committee, of very special interest.
Finally, although I have had many opportunities to stay and work at the
Olympic Academy, I have never—until today—had the pleasure of participating in a Session. So there is a personal ambition that has been
achieved.
In 1985, and more especially on 26th, 27th, 28th and 29th November, the
International Olympic Committee held the "first world meeting of directors
of sports museums" in Lausanne. To our great satisfaction, this important
event was attended, in the Olympic city, by 77 directors or curators of sports
museums from all five continents.
On that occasion—and as it was a first contact—no particular subject was
given priority. We thought that it would be better to allow all of these people
to come together, to exchange experiences, talk of their problems and consider different ways in which they could cooperate.
Many museum directors, availing themselves of our invitation, took the
floor to air their experiences or talk of their plans. These addresses showed
that many problems, regardless whence the speakers hailed, were shared.
Among those most frequently cited were lack of official recognition by
authorities, funding problems, recognition by and cooperation with other
more conventional establishments such as fine arts, historical, scientific and
other such museums.
The various discussions soon laid bare the differences existing between a
European-style sports museum and such attractions as the "Halls of fame"
found in the USA or Canada.
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The Halls of fame are basically a USA/Canadian phenomenon and fairly
recent at that, as the forerunner of all such halls seems to have been the
Olympic Foundation's Museum at Los Angeles which goes back to the 30s
when a large bakery firm—Helms—opened "Helms Hall", a sort of shrine to
the great names of all sports.
These halls are known particularly for the interest they show in great
individual sporting exploits. They help retell the legend of sport—professional
sport, mainly—and even write its history through the documents, photographs and paraphernalia of the champions that they have on display.
However, it would be wrong to believe that these halls have been created
simply to provide information on the super-stars of sport by holding them up
as super-beings beyond the human dimension. They are also supposed to be
educational. The personalities honoured by a place in such a hall of fame have
to be such as to serve as models, not just of sporting prowess but also of
every-day living. By selecting them in this way and publicizing their exploits,
these halls of fame can show the public the true values of sport and possibly
thus stir in certain young visitors a desire to follow in the footsteps of the
champions.
In this way they will help in promoting some of the basic principles of the
Olympic Charter:
— to promote the development of those physical and moral qualities which
are the basis of sport;
— to educate young people through sport in a spirit of better understanding
between each other of friendship, thereby helping to build a better and
more peaceful world.
By comparison, the European-style sports museum aims to be more
general in its approach. Even though it does devote much of its display to
sports stars, it tries more especially to give a complete panorama of sport or
sports disciplines by concentrating on the historical aspects, the development
of their techniques and regulations and the social phenomena directly related
to their practice. The link between sport and politics is, in some cases, also
mentioned. This sort of museum is more concerned with being educational
than sensational.
One of the main current concerns of the International Olympic Committee and of its President is to have each of the 161 National Olympic Committees set up a small sports museum in their countries.
Just now, as the International Olympic Committee is about to initiate the
construction of its museum in Lausanne and requests the support of all
National Olympic Committees, it may seem a strange moment to encourage
the building of other museums around the world which will, so to speak, be in
direct competition.
Actually, this is not quite the idea. Most countries have museums where
their cultural, historic or scientific wealth is preserved and where the people
may be made aware of their past, but nothing of this kind has ever been done
for sport. In making its request, the International Olympic Committee is
encouraging each country to create this sporting memento which should, in
the main, concentrate on typical national sports so that, as the years slip by,
all trace of such sports will not have disappeared from the earth and been
completely forgotten. To facilitate the initiation and implementation of such
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projects, the International Olympic Committee is, of course, prepared to help
any country that asks for its help. I have personally had the opportunity, along
with my colleagues, of being involved in such exploits. Each of these sports
museums should have a section or department devoted to the Olympic
Movement and offering a brief outline of its history and housing the original
documents setting up the National Olympic Committee in question and
those from the International Olympic Committee confirming its admission
as a National Olympic Committee. This general and official part could, of
course, be supplemented by various features relating to the participation of
national athletes in Winter and Summer Games and their exploits. Indeed,
some countries have already done this with success. One example among
many is the museum at the Helsinki Olympic Stadium in Finland and which
is a perfect example of what can be done at very little cost to save relics of
sport and its practice from annihilation. The point is to create a shrine to
sport that is pleasant and comfortable to visit and which could well become a
meeting point for sports-lovers. Many similar projects are currently in hand.
The President of the International Olympic Committee has just inaugurated
an especially attractive museum of this type in Puerto Rico. As consultant for
the cultural aspect, I had an opportunity to visit it during the building phase
and I should like to tell you a little about it.
This project goes much further than a mere sports museum.
It is an ambitious and generous venture being undertaken with great
pomp by the President of the Puerto Rican Olympic Committee.
A "Sports Culture Centre" is being built about 50 kilometres south of
Puerto Rico.
So far, it comprises:
— a cultural zone with three buildings. One of the buildings will be a sports
museum, the other two will house a library and an exhibition and con
ference hall. They line three of the four sides of "Pierre de Coubertin"
Square in the centre of which stands a statue of the reviver of the
Games
— a children's play area and a number of shops.
A number of sports facilities are being built on a nearby hillside. There is
an athletics stadium with an eight-lane track and full technical facilities for its
operation, an omnisports hall, an Olympic pool with diving board, a learners'
pool and finally accommodation for about 500 sports men and women. The
vast premises in the omnisports and swimming pool buildings should provide homes for a number of departments directly related with the practice
and development of sport.
Other buildings are currently on the drawing board, especially a natural
amphitheatre.
A large oil company is putting up virtually all of the funds.
As for museums devoted entirely to the Olympic Games, their history
and that of the Olympic Movement in general, there are, I believe, but
two—that at Olympia and the temporary premises in Lausanne. It is hardly
up to me to introduce the Modern Olympic Games Museum of Olympia for
Mr. Otto Szymiczek is far more qualified to do that. But as far as the temporary Olympic Museum of Lausanne is concerned, I can tell you that it was
inaugurated in 1982—on 23rd June, to be precise—on the anniversary of the
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International Olympic Committee. It was to have been a temporary solution,
to serve until it was possible to house under one roof both the administration
of the International Olympic Committee and its museum, library and study
centre. Unfortunately, for a number of reasons, this project never materialized. It was remodelled and divided into two buildings. One is an annex to the
Château de Vidy, the current headquarters of the International Olympic
Committee where the administrative services can, at last, work in decent
conditions, and the other being a building near Ouchy to house the museum,
library and study centre. Right now, the buildings to be used for the administrative centre are almost ready. We should be moving in some time in
August and they are to be inaugurated on 12th October as part of the 91st
Session of the International Olympic Committee. As for the museum, after
much discussion and negotiation, building work should start in the next few
weeks and be completed by spring 1989. The project is fairly ambitious but
perfectly realistic. The aim is to set up, on the lakeside, on the edge of an
Olympic Park which will afford access to the building, a modem four-storey
construction comprising the Olympic Museum and all its services, the Library and the Olympic Study Centre along with the administrative sector and a
cafeteria open to visitors.
The Olympic Park will be decorated by a series of sculptures to be presented to the International Olympic Committee by National Olympic Committees. Several of these works of art have already been received.
Historically speaking, I think moreover that one can claim that the Lausanne Olympic Museum is the oldest. Actually, when, in 1915, Baron Pierre
de Coubertin brought the International Committee to Lausanne and signed
the official agreements with the Syndic of the city, one of his first concerns
was to open a little Olympic museum, which he did at the Casino de Montbenon.
In 1922, Coubertin and the International Olympic Committee occupied
premises at the Ville de Mon Repos. A few years later, thanks to the municipal authorities, an entire extra floor was made available to the Committee
and here the secretariat offices, a big conference hall and Olympic Library
were housed. The archives and Olympic Museum remained on the third floor
of this dwelling where, let us recall, Pierre de Coubertin lived.
The Olympic Museum, of which the basic collection was constituted by
Baron Pierre de Coubertin, has grown from one Olympiad to the next, mainly
thanks to gifts from members of the International Olympic Committee and
the cities which have hosted the Games.
In 1969, when the International Olympic Committee offices moved to the
Château de Vidy, the Olympic Museum was closed down. A working party
was set up to study how it could be enlarged and rejuvenated.
The Museum was not to reopen in its present form until 23rd June 1982.
After a rather timid start, it has rapidly attained a very respectable cruising
speed.
To call it a museum might, for the time being, be a bit presumptuous. It is
rather a very well-documented exhibition which retraces the history of the
modern Summer and Winter Games from 1896 to the present day. The
information displayed on a number of richly illustrated panels is supplemented by a dozen display cases containing objects and documents concern232

ing the Olympic Movement and the Olympic Games. In a separate, small
projection room is a large-screen video projector where visitors may watch
films relating directly to the Olympic Games. The catalogue prepared by the
audio-visual department, and which is located in the basement of the house,
enables anyone to choose the tapes he or she is interested in viewing.
Five active sports personalities have been engaged to welcome visitors
and to supervise the Museum. There is a cross-country skier, a curling player
and three cyclists who share the duty of attendants during opening hours.
They have a very flexible timetable, drawn up each month to fit in with their
training and competition schedules.
During the off-season, that is to say from October to May, the Museum
tries to put on temporary exhibitions in an effort to encourage the local
inhabitants to pay another visit. These special shows usually run for four to
six weeks.
The Library and Olympic Study Centre on the first floor are open to
readers and researchers. The 7000 odd works and documents kept there are
available to the public. Although there is not yet a lending service, there are
photocopying facilities so that readers may take away with them whatever
they think they really need.
On the second floor, a meeting room to hold about 20 people and equipped with an overhead projector and a screen is made available free of charge
to any sports group or club that would like to use it for a committee meeting,
working session or small symposium. We would, moreover, like the Olympic
Museum Building to become a sort of meeting point where all the sports
enthusiasts of the region will feel at home.
Our documentation department has also just moved onto the second
floor. This is a public service which has to be able to meet any request whether
it come from the various departments of the International Olympic Committee or from outside.
The photo-library has also been attached to the Museum. Unfortunately,
it has not been possible to house it in the same building and so, until such time
as the new Museum is inaugurated, it will probably remain in an annex. In
fact, at the moment, all of the Olympic Museum premises are occupied to
bursting point and we are impatient to move into the new building which
should enable the International Olympic Committee to boast of having a real
museum of its own.
But, before we reach that point, there remains much work to be done in
supplementing our collections so that our future visitors will be able to
contemplate the full panorama of the Olympic Movement.
Indeed, Baron Pierre de Coubertin apart, no one in the International
Olympic Committee has ever made any effort systematically to constitute
collections of objects, documents, books and photographs which would make
the souvenir of the Olympic Movement that this Olympic Museum, Library
and Study Centre should be. And then those objects or documents that we do
have, have not always been properly conserved or presented so that many of
them have deteriorated. So, long and costly measures have now to be taken to
try to gather up all that has been scattered or which has just never been
collated. As far as this is concerned, any help and cooperation will be
welcome.
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The phenomenon that I have just referred to is not peculiar to the Lausanne Olympic Museum. Indeed, it would be hard to imagine my surprise
when, during my travels around the world, I noticed that in many cities that
had hosted Olympic Games—Berlin, Mexico, Munich, Tokyo—it was absolutely impossible to find even the tiniest exhibition hall recalling the event.
Apart from a few architectural reminders—stadiums, swimming pools,
cycling tracks or Olympic Villages—you will find nothing. Everything has
been scattered and so much research has to be done individually to contact
people who might be able to provide some information or documents. Very
often, the National Olympic Committees themselves are incapable of providing the information that you want.
Happily, it seems that the situation is improving as both Sarajevo and Los
Angeles have set up a museum commemorating the Olympic Games held in
their cities.
Unfortunately, with but few exceptions, sports museums are nearly all of
recent date. By the time they were created, the pioneers of sport and Olympism had already passed on and their equipment had been scattered far and
wide.
Under such conditions, it is, of course, difficult to ask them to help. I am
almost tempted to say—and on this, I shall close—that to start with, the
Olympic Movement should contribute to the sports museums by periodically
holding meetings such as that of which I spoke at the beginning of my address
and that it should, through specialists, study specific subjects and publish a
collection of advice for institutions that wish to create a sports museum and,
through consultants, offer to supervise the implementation of a project. Once
such a start has been made, it will be easier to ask the various sports museums
to contribute to propagating Olympism throughout the world.

234

CULTURAL EVENTS
IN THE PROGRAMME
OF THE 1980 OLYMPIC GAMES
IN MOSCOW
Mrs. Elena Streltsova (URS)
Journalist for the "Olympic Panorama"

The close union of art and sport, and their interrelations at the Olympic
Games have long-lasting traditions and are rooted in ancient times. As long
ago as at the Olympic Games in Ancient Greece poets would recite poems
dedicated to the Olympics and to their winners; singers would sing songs,
composed in their honour; orators would glorify them in their speeches. In
444 B.C. the competitions in art became part of the Olympic programme.
Among those who took part in them were Herodotus, the historian, Socrates,
the philosopher, Demosthenes, the orator, Lucianus, the writer and Pythagoras, the mathematician.
Pierre de Coubertin was an ardent champion of the union of culture and
sport. In 1906 a Consultative Conference took place in Paris in which over
60 representatives of the world of art and of sport took part.
In his address to the Conference, Coubertin said that it was essential to
determine in what form and to what extent art could be combined with the
Olympic programme, how art could be made useful for its development and
add noblesse and finesse to sport. The Conference unanimously approved the
proposal to organize during the Olympic Games competitions in architecture, sculpture, painting, literature and music—a sort of "pentathlon of the
Muses" as Coubertin called it. It was proposed to make art competitions part
and parcel of the principal programme of the Games like sports competitions;
and their winners were supposed to be awarded Olympic medals.
Starting with the Games of the Vth Olympiad in 1912, seven such "art
tournaments" were organized, till the last one in 1948. During that time
Olympic medals and diplomas had been awarded to over one hundred
and fifty architects, poets, musicians, artists and sculptors from different
countries.
But it was only in 1932 at the Games in Los Angeles that all the sets of
medals were disputed in the art competitions. So far as the other art competitions are concerned, the jury failed to distribute all the awards because of
an inadequate level of the works offered for competition. After long and
tiresome discussions at the IOC Session in Rome in 1949 it was decided to
limit the art programme to art exhibitions only. There were even those who
demanded that all cultural events whatever should be banned from the
Olympic programme. In 1950 the International Olympic Committee restored
the rule about the Olympic art competitions in view of the forthcoming
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Games in Helsinki. But there was too little time left and in spite of the
organizers efforts and their desire to hold art competitions, they did not take
place in Helsinki. As a result, in 1954 it was finally decided not to hold such
competitions.
Today, in compliance with the Olympic Charter, the Organizing Committees organize exhibitions and present a national cultural programme with
the approval of the IOC. The national cultural programme can also comprise
theatrical, ballet and opera performances as well as symphonic concerts. The
standard of all these cultural events must be very high and should take place
simultaneously with the sports competitions not far from their sites.
During the recent decades a lot of attention has been given to the cultural
programme. It lasts considerably longer than the Olympic competitions. For
instance, in Mexico it lasted 12 months, in Munich—10 months, in Moscow— 16 months, in Los Angeles — 10. Unfortunately in Montreal the cultural
programme was less prominent. The organizers of the Games in Los Angeles
decided to combine presentations of foreign companies with the national
programme. The international part of the programme lasted seven weeks
prior to the eve of the Games, and during three weeks the guests and the
participants of the Games could admire American art, visiting museums,
galleries and theatres of Los Angeles. There were also dance, musical, theatrical and circus companies from Canada, Mexico, Austria, Greece, Great
Britain, Italy, West Germany, Japan, France, China and other countries
taking part in the festival.
The 1980 edition was different from all previous Games. It was the first
time in history that the Olympic Games were held in a socialist country with a
planned economy. All preparations from the very first day were carried out in
conformity with the plan which had been worked out beforehand. In the
Organizing Committee, a special organization and planning department was
set up, a daily schedule worked out, and later a joint plan of the work of all
services and departments of the Organizing Committee established.
The Games in Moscow became a national festival. The Soviet people had
been looking forward to them, had been preparing for them. Everyone had
been willing to do his bit. The Organizing Committee in all its activities
enjoyed the support of the entire nation. Various ministries, state agencies,
public and sports organizations took part in the preparations for the Games.
Twenty permanent commissions were set up, incorporating the executives of
the Organizing Committee and heads of ministries (top level ministers and
deputy ministers), heads of state agencies and other organizations. They
submitted to the consideration of the Organizing Committee and of its bureau (presidium) various issues dealing with the construction, organization of
the competitions, reception and accommodation, problems of logistics and
quite naturally the cultural programme.
The fact that everything was being carried out in conformity with a plan
and in close cooperation with the Ministry of Culture made it possible to
make the cultural programme of the Games of the XXIInd Olympiad in
Moscow extremely diversified and concentrated. Summer is known to be the
season of tours and holidays, but the cultural programme had been planned in
advance in such a way that during the Games guests and participants could
enjoy the performances of the best companies and performers. In the summer
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of 1980 Moscow saw not only the stars of international sport but also the stars
of Soviet multinational art. It should be said that it was not too easy. Quite a
number of previous organizers of the Olympic Games had failed to persuade
leading theatres or popular actors to give up their summer tours. Owners and
managers would never refuse advantageous contracts. However, in a socialist
state it became possible to demonstrate all the best achievements of Soviet art
during the Olympic Games.
For the first time the cultural programme of the Games envisaged various
events for all groups of guests and participants. Special programmes had been
prepared for guests of honour, for athletes, judges, for the press and for those
who came to the international youth centre. In addition, the events of the
cultural programme were free for all except foreign tourists.
Another distinctive feature of the cultural programme of the 1980 Games
was the fact that there were several basic centres at the Games. As a rule, those
who come to the Games have problems with the choice of numerous concerts, exhibitions, tours, etc. For the Games in Moscow, a special booklet was
published which not only contained the total programme and schedule of the
Games, but also indicated the place and time of all the events of the cultural
programme. In addition to this a guide book entitled "The cultural programme of the Games of the XXIInd Olympiad" was published in five
languages. All the sports delegations, all officials and guests received these
booklets. They could reserve tickets to performances, shows, concerts or
tours they were interested in through service bureaux.
The preparation of the cultural programme was carried out along three
principal lines. First: the mass artistic and sports shows and festivals. Two
of the most spectacular and literally unforgettable events of the Games in
Moscow were the opening and closing ceremonies at the Central Lenin Stadium in Moscow. Over sixteen thousand persons took part in the opening
ceremony. The demonstrations of gymnasts featured not only sports stars but
also young gymnasts and acrobats. The best dancing companies of the
country presented a dance suite called "The friendship of peoples" which was
colourful and emotional. Not only the field of the stadium was used, but one
of the stands as well. Almost five thousand athletes in colourful uniform
composed a background picture which was flashing various pictures, emblems and slogans. The majority of the festival's participants were amateur
artists.
It should be noted that in the USSR there are thousands of amateur
artistic groups at plants, factories, enterprises and various institutions. The
trade unions contribute greatly to making it possible to organize this kind of
activity which is popular with each and everyone. Part of the unions' funds is
allocated to the financing of amateur artistic activities, construction of clubs,
cultural centres, acquisition of costumes and so on. Amateur actors travel a lot
across the country, very often giving performances to industrial enterprises at
construction sites, in the country. The artistic level of quite a number of such
companies is very high and some of them are awarded the high title of
"popular arts company". For instance, the popular dance group of the cultural centre of the Yaroslavl motorworks "Volzhanka" is very popular, just as
such companies as the Russian folk Choir of the trade unions of the city of
Penza, the folk dance and song group of the silk factory in Bendery "Priete237

nia". All of them took part in the cultural programme of the 1980
Games.
An "Olympiad '80" management group was set up under the Ail-Union
Trade Union Council which was responsible for the coordination of and
control over preparatory work for the Games carried out within the framework of the unions. The participation of the amateur groups in the cultural
programme of the Games was part of the responsibility of the management
group.
It was the first time in the history of the Games that athletes themselves
not only took part in the opening and closing ceremonies but could see the
ceremonies from the stands of the stadium. Before that they had to spend
hours in the centre of the field or near one of the gates of the stadium.
The second line was the programme for the members of the Olympic
family: IOC members, representatives of the International Federations and
National Olympic Committees, judges and referees, for the press, and naturally for the athletes. The cultural programme for the athletes started on
30th June, when the cultural centre of the Olympic village saw the inauguration concert which was entitled "Welcome to the Games". The cultural
centre also held concerts of folk music, of Russian and Soviet songs, dance
and friendship festivals. Athletes from different countries got to know the
younger generation of Muscovites, they visited various enterprises, saw how
Soviet people live. The participants chose concerts they were interested to
see; they had a chance to see variety stars and chamber music performances,
as well as circus artists who were very popular.
An interesting and comprehensive programme was offered to the press.
Every evening in the main press centre feature films and animated cartoons
were screened, and folk and rock groups as well as variety stars performed on
the stage of the press centre. Being a journalist I worked in the main press
centre during the Games. Of course our main job was at the sites of the
competitions. Journalists were working till the small hours, typing and
dictating, but every evening the concert hall of the press centre was packed.
We talked to a lot of our colleagues from different countries. Some of them
were the first to come up to us: they were all grateful to the organizers for the
unique possibility to have a good time and to come to know our country
better.
One of the main tasks of the organizers of the cultural programme was to
present the achievements of Soviet art to foreign tourists who came during the
Games to Moscow, Tallinn, Leningrad, Kiev and Minsk. After all, man does
not live by sport alone. A lot of them had come to our country for the first
time, and it was only natural that they wanted to know about it as much as
possible. The Intourist, the Sputnik youth travel bureau and the Trade
Union's Council for Tourism offered to foreign tourists special routes that
included not only Olympic cities and Olympic competitions but also tours of
the Soviet Union and a comprehensive cultural programme. The number of
tours exceeded one hundred. Tourists visited ancient Russian cities—Vladimir, Suzdal, Novgorod; they went to Siberia, Middle Asia, to the Caucases
and to the Far East.
There were eight cultural centres for the foreign tourists in Moscow during
the Games. They were housed in the best concert halls of Moscow: Tchai238

kovsky Concert Hall, the October cinema and concert hall, the Izmailovo
Hotel and at the Tourist Centre Hotel.
A special programme was prepared for the participants in the youth
camp.
The cultural programme of the Games of the XXIInd Olympiad demonstrated the achievements of our culture, it featured the inner world of the
Soviet people, it introduced our guests to our way of life. It reflected the ideas
of peace and friendship among nations in accordance with the Olympic
Movement. The leading arts companies and actors of Moscow, Leningrad,
Kiev, Minsk, Tallinn, Brest, Vladivostok, Yakutsk, Dushanbe, Tbilisi, Erevan, Tashkent, Riga, Alma-Ata and dozens of other cities of the Soviet Union
took part in this programme.
In Moscow itself six musical theatres, three ballet companies, twelve
drama companies, seven symphony orchestras, six choirs, fifteen chamber
orchestras demonstrated their art to the participants of the Games. The guests
were received in 40 museums and exhibition halls, in numerous cinema halls,
parks, cultural centres and libraries.
Two hundred thousand foreign and Soviet spectators watched 175 performances of the Bolshoi theatre, of Leningrad Kirov opera and ballet
theatre, of the opera theatre of Perm, of Estonia theatre, and others. They saw
the best plays which have become classics of world ballet: "Swan Lake",
"Romeo and Juliet", "Don Quixote" as well as ballets by Soviet choreographers: "Spartacus", "Carmen" and others. Opera fans enjoyed "Evgueni
Oneguin", "Khovanshtchina", "Boris Godunov", "Ivan Susanin", "Aida".
The leading parts in them were performed by Maia Plisetskaia, Ekaterina
Maksimova, Vladimir Vassiliev, Mikhail Lavrovski, Elena Obraztsova, Irina Arkhipova, Evgueny Nesterenko whose art is internationally recognized.
In the concert halls spectators enjoyed performances of symphony
orchestras directed by Evgueni Svetlanov, Evgueni Mravinski, with the wellknown performers Sviatoslav Richter, Viktor Tretiakov, Alexander Gavrilov and others.
Another distinguishing feature of the 1980 Games' cultural programme
was its multinational character. Artists from all the fifteen republics of the
Soviet Union demonstrated their art. Their performances at the Central
Concert Hall of Moscow became a true festival of Soviet art. The guests of the
Games saw the world famous Beriozka dance company, dances of the Zhok
dance company of Moldavia, of Bakhor dance company of Uzbekistan, of
Laine from Latvia, of companies from Armenia, Georgia, Kazakhstan and
other republics.
Art festivals also took place in Moscow during the Games. The day of
poetry was celebrated on 21st July in October Concert Hall, one of the largest
in Moscow. Festivals of poetry took place in parks and cultural centres.
Young poets met athletes at the Olympic village. Special exhibitions were
organized that day in all the literature museums of Moscow. The Central
Writers Club became one of the cultural centres of the Games. Dozens of
meetings of writers and poets with the participants of the Games and with
foreign guests took place in it. There were also days of music, of theatre, circus
and variety. One of these festivals was dedicated to the creative youth.
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A number of historic places in Moscow and its surroundings also became
centres of the cultural programme.
For the first time chamber and folk music concerts were held in ancient
manor houses and parks. For instance in Kuskovo Museum the Madrigal
ensemble performed, in Kolomenskoje—Moscow Academic Choir—and the
Boian Russian folk orchestra, in the Andrei Rublev Museum—the Baroko
Chamber Orchestra. This unusual combination of various arts—of architecture, painting and music—made it possible to convey the atmosphere of
different epochs, tracing the development of Russian and Soviet art in different periods of its history.
Another centre of the cultural programme of the Games in Moscow was
the "Sport—the envoy of peace" exhibition. All the best works of Soviet
artists, painters, sculptors created on the subject of sport during almost 60
years were gathered in the Central Exhibition Hall in Moscow. There were
over 2000 exhibits there, including pictures, sculptures, drawings, glass, wood
and bone carvings, and ceramics. Visitors to the exhibition hall could also see
collections of memorial medals, pins and badges, and posters dedicated to the
Games. It should be noted that such exhibitions dedicated to physical culture
and sport are organized in this country every four years during the USSR
People's Spartakiads. They have become traditional and enjoy great popularity. An exhibition organized a year before the Games during the 7th
Summer Spartakiad made it possible to select the best works for exhibition in
1980. During the year the organizers had a chance to replenish the Olympic
exhibition and to introduce the necessary changes. Judging by the numerous
remarks and notes in the guests' book the "Sport—the envoy of peace"
exhibition was a great success. About seventy thousand persons visited it
during the Games.
The museums also worked on the "Olympic schedule". Their working
day became several hours longer and they displayed the highlights of their
collections. Thousands of visitors came during the Games to the ancient
museums of the Kremlin and of the Pushkin Fine Arts Museum which is
known throughout the world for its collections of world paintings. In the
Tretiakov picture gallery guests had a chance to admire Russian and Soviet
paintings, works of Russian and Soviet graphic artists and sculptors. And in
the new building of the Artists' Union which had been inaugurated on the
Krymskaia embankment on the eve of the Games, participants and guests as
well as numerous tourists could see an exhibition of Russian applied arts
which featured the world famous Gzhel crockery, Vologda lacework and
miniature paintings of Zhostovo and Palekh.
A very significant part in the cultural programme of the Games of
the XXIInd Olympiad belongs to its many international competitions. The
first was the competition for the official emblem of the Games which was declared in 1975. Eight thousand five hundred professional and amateur artists
from Great Britain, Bulgaria, Hungary, GDR, India, Cuba, Mali, West
Germany, Poland, Tchecoslovakia, USSR and other countries sent their
designs and sketches. The jury considered twenty-six thousand proposals. An
emblem designed by Vladimir Arsentiev from the Latvian town of Rezekne
was recognized to be the best. Today it is known throughout the world.
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Children from 75 countries of the world sent 350 thousand works to the
4th international competition of children's pictures. In these pictures they
painted their countries, their native regions, their life, their hobbies; there
were pictures about the friendship of children from different countries and of
course pictures about sport and about Olympic Moscow. The jury selected
2000 of the best pictures which were exposed during the Games in the rooms
of the USSR Academy of Arts. "The world as I see it" exhibition received
about 50,000 athletes, newsmen, guests of the Games, heads of National
Olympic Committees and International Federations, tourists, children, artists, teachers.
In the spring of 1979 the results of the international "Poster of the 1980
Games" competition were evaluated. About 5000 works from 45 countries
arrived in Moscow. The best of them were exhibited at the international
"Sport—the envoy of peace" exhibition. A special calendar was published
which featured the posters which had won the competition. A lot of these
posters decorated the buildings and competition sites during the Games.
The other cities hosting the Games—Tallinn, Leningrad, Kiev and
Minsk—had prepared a cultural programme of their own which was no less
interesting than the main programme. I am not going to trespass upon your
time, I will only tell you that those who visited these cities during the Games
saw the best of the art of Leningrad, Bielorussia, Estonia and Ukraine.
Pierre de Coubertin said that the art competitions during the Olympic
Games would not only introduce to the general public the best works of
artists, architects, musicians, poets, would not only inspire them to create
new interesting works, but also—which is much more important—would
promote mutual understanding between peoples of different countries, would
help young people to come to know each other better. We think that the
principle which was laid in the foundation of the cultural programme of the
Games in Moscow was in accordance with the ideas of Coubertin and the
principles of the Olympic Charter. What gives us the right to say that? As a
rule the organizers prepare a single cultural programme and if, for instance,
tourists have a chance to go and see exhibitions and attend shows and concerts, athletes, coaches, judges, representatives of the press and participants
in the Games do not manage to see and visit all of them. During the 1980
Games everyone had an opportunity to come to know the achievements of
the multinational Soviet art. And for many guests it became one of the most
vivid impressions of the Games.
I can quote several remarks from the interviews taken by the "Olympic
Panaroma" reporters during the Olympic Games.
"Dmitri Pokrovski's folk music group was a magnificent continuation of
what we saw at the exhibition of applied arts. I am in Moscow for the first
time and I am happy that I had a chance to know the culture of the Soviet
people." This was the opinion of Eric Rändle from Australia who was officiating the equestrian competitions at the Games.
Florin Gomulia, the head of the Romanian youth delegation, spoke about
the cultural programme of the International Youth Camp: "We have the time
to visit competitions and to be introduced to the national culture of the
country", he said. "We visited Lenin's Museum in the village of Gorki near
Moscow, the State History Museum. We had a very high opinion of the ballet
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"Romeo and Juliet" at Perm opera and ballet theatre. Music plays, in the
youth camp all day long. Almost every day amateur music companies and
groups introduce us to the art of different countries. In the evening we have
discos. The camp is situated in a picturesque forest. One can hardly imagine a
place where one can have a better rest than here."
Among the guests of the Games of the XXIInd Olympiad in Moscow was
the head of the Munich graphic design group, the author of the Olympic
pictograms Otl Aicher. Quite naturally he was interested in art galleries and
fine arts museums: "There is no doubt that Moscow's collections of ancient
Russian paintings are the biggest and the most interesting in the world", he
said. "It was with great interest that I visited the icon exhibition in the
Tretiakov Gallery and in the Andrei Rublev Museum of ancien Russian art.
The organizers of the cultural programme of the Games in Moscow offered to
me as well as to other guests a lot of opportunities to see the art of the
country."
It is very difficult to imagine the Olympic Games today without the
festivals of art which not only decorate the Games but become a sort of
spiritual expression of them. And it is not that important whether the cultural
programme is of an international or of a national character. If the hosts of the
Games are sincere in their desire to organize a true festival of friendship,
youth and sport, the cultural programme will reflect the general atmosphere
at the Games. But if the dominant idea of the organizers is the affirmation of
supremacy of one nation over others, no international competitions will be
able to camouflage the true attitude of organizers of such Games.
We know that some time ago an idea was born to set up an international
"Art for Olympia" committee, the purpose of which is to revive the international art competitions as part and parcel of the Olympic Games. Of course
the issue is not so simple. On the one hand one should not forget that not all
countries can afford to organize an event on such a scale and level. On the
other hand the cultural programme would undoubtedly become much more
diversified and interesting.
There are a lot of men of art in this country and abroad who regret that
they do not have such an international festival—the Olympiad of arts. Of
course artists have international exhibitions, creative unions and organizations of different countries maintain relations and have close contacts, but
such a unique possibility to demonstrate one's achievements to the entire
world, to meet the youth of all continents and to come to know closer those to
whom they are dedicating their works can be given only by the Olympic
Games.
The problem itself is naturally much more complex. First, one ought not
to forget that besides Summer Games there are Winter Games too. The
Summer Games are usually held in large cities where there is a possibility of
organizing an arts festival. Big cities have theatres, picture galleries, exhibition halls, a sufficient numbers of stages and halls for performances of artists,
and an adequate number of hotels which can accommodate them all, while
the Winter Games are usually held in small resort towns. Sometimes several
resorts situated close to one another undertake the organization of the Winter
Games, and in this case the cultural programme should bear a more intimate
character. It should be calculated for small halls, for smaller stages. The
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Winter Games for instance make it impossible to engage large companies in
the cultural programme, besides in winter time all theatres and concert halls
are occupied. The peak of winter season at Alpine resorts is usually the most
difficult time for the national and local companies. That is why the cultural
programme of the Winter Games cannot be organized in the same way as the
programme of the Summer Games.
Besides, even the host cities of the Summer Games have different possibilities.
One thing is indisputable—the cultural programme is a natural supplement to the sports part of the Olympic Games. As long ago as in ancient times
the Games would demonstrate not only man's physical strength but his
spiritual strength, not only the beauty of the body but also the beauty and
noble character of man's spirit.
The harmony of the physical and of the spiritual, their inseparable unity
and a personal striving for perfection—are they not the essence of Olympism?
The mission of art is to educate such qualities in man as kindness, generosity,
honesty and dedication. These are also the objectives of sport.
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EDUCATIONAL PROGRAM
IN CONNECTION
WITH THE OLYMPIC WINTER
GAMES,
CALGARY 1988
by Mr. Peter Spear (CAN)

In the next few years, teachers across the province of Alberta will be using
the excitement of the Olympic Winter Games in Calgary for participation by
students in classroom and winter sport activities. These teachers will be
searching for information on the Olympics and on Olympic winter sports.
They will want to provide students with information about the ancient
Olympics, about the International Olympic Committee, about Canadian
athletes, and about what's happening in Calgary in February 1988.
OCO '88 established an Education Curriculum Committee (Chairman
Jeanette King) two years ago to find the ways and means of meeting the needs
of students and teachers in Alberta classrooms for information on the Olympics. This program would at the same time fulfill part of the mandate of Pierre
de Coubertin to promote the ideals of Olympism and to encourage the education system to emphasize a healthy body as well as a healthy intellect.
Olympic resource kits are being developed. Each kit includes a teachers'
guide with background information for teachers on a variety of topics, suggested activities for teachers to do with students, and student activity masters
which teachers can duplicate for students. To supplement this guide, the
elementary kit will include two filmstrips, posters, a video cassette and supplemental print materials. Different programs are being prepared to meet the
different needs of elementary, junior high and senior high school students.
The development of the program has been based on careful planning and with
maximum input from classroom teachers. These Olympic resource kits will
be distributed to every Alberta school free of charge in the fall of 1986.
It is a creative and exciting project, the focus of which is on student
involvement. The successful promotion of the ideals of the Olympic Movement depend on communicating them to the hearts and minds of our young
people. This program will be a major step to accomplishing this goal.
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REMARKS ON THE PREPARATION
FOR THE OLYMPIC GAMES,
SEOUL 1988
by Mr. Sung-Min Lee (KOR)

I feel deeply honoured to be here today and I bring you the best wishes of
President Seh-Jik Park, Secretary General Ha-Woo Lee and all other members of the Seoul Olympic Organizing Committee. It is my great pleasure to
give you, on behalf of the SLOOC, a brief explanation of the preparations for
the Games of the XXIVth Olympiad to be held in Seoul in 1988.
On the organizational side, the Korean Minister of Sports, Mr. Seh-Jik
Park, has recently been elected President of the SLOOC. And the SLOOC has
now entered the Venue Operation Phase for the 10th Asian Games, to be held
in September and October. It goes without saying that the Asian Games
provide us with a golden opportunity to test and refine the facilities and
systems that will be used in two years' time for the XXIVth Olympiad.
Last year the SLOOC gained further operational expertise by hosting
eighteen international sports events including the world judo, taekwondo,
archery, boxing and women's junior handball championships.
And as most of you know first hand, the 5th ANOC General Assembly
and the meetings of the IOC Executive Board with the NOCs were successfully held in Seoul last April.
At that time, the SLOOC gave a report which was uniformly well
received. Once again we were given the chance to test our systems for the
reception of guests, their accommodation and well-being. Valuable lessons
were learnt and the experience gained has been incorporated into our planning for 1988.
I would like to add that the entire Olympic family was delighted that 152
NOCs, the greatest number ever, attended the ANOC General Assembly in
Seoul last April. From these facts we derive our confidence that the Games of
the XXIVth Olympiad will be distinguished by the full participation of all
NOCs recognized by the IOC.
The SLOOC is aware that sports facilities are very important infrastructural factors of the Games. Consequently we are making every effort to
provide the best facilities possible for the athletes in accordance with the
requirements of the IFs. Most venues are complete and in operation while the
bulk of those under construction are nearing completion. We have also
secured 84 training facilities covering all Olympic sports; most of them are
situated near the appropriate competition venues.
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As for the sports themselves, during the Games the athletes will compete
in 23 different sports made up of 234 events. Thirteen new events and two
new sports, tennis and table tennis, have been added to those of the Games in
Los Angeles. The SLOOC expects the sports programme to be finalized soon
so that it may be submitted for the approval of the IOC at its 91st Session.
Please allow me to recapitulate these remarks by saying that our plans are
well-founded and are progressing smoothly. Allow me also to reaffirm that
the people and the Government of the Republic of Korea will do their utmost
to host an Olympiad worthy of its great name. We are very confident that with
your continued advice and counsel the Games of the XXIVth Olympiad will
prove to be a milestone in the advancement of the Olympic Movement.
In a moment, I should like to show you a short film we have produced
about the Games in Seoul. I hope you will feel free to ask whatever questions
you may have and let us hear your opinions on how to ensure the success of
the Games.
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Impressions and experiences
of participants
in the Olympic Games

Olympic medallists speak of their experiences

At this Session, participants took a particular interest in the section of the
programme devoted to the experiences of Olympic winners. In addition to
the interesting speeches by Evelin Herberg (GDR) (Olympic discus medallist,
1976 and 1980) and Elena Streltsova (URS), there were also contributions by
many others who had taken part in the Olympic Games in various capacities,
for instance as athletes, judges, delegation officials, coaches and journalists.
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YOUTH OLYMPIC DAYS 1986
by Miss Elize Van Heuveln (HOL)
Netherlands Olympic Committee

Introduction

In June 1985 I was employed by the Netherlands Olympic Committee for
a special project "Youth Olympic Days 1986". Understandably I am very
excited about this project as I believe that the way these Days have been
organized will stimulate youngsters to participate in sport.
Also, this great event will offer the opportunity to thousands of children to
take part in an Olympic event. In other words, the Olympic Movement will be
brought closer to a greater part of the population, especially the young.
To achieve its aim the organization planned a total of three events. The
first a purely theoretical event, was an Olympic sports quiz, the two others
consisted of provincial and national Youth Olympic Days which were connected with each other. Sixteen thousand children took part in the Provincial
Day and 2000 boys and girls, officials and coaches in the final National Day.
Over 50,000 spectators visited the Days and millions of people were aware of
the Day by watching television.
I do hope that the information I will give you will stimulate you and
others to organize similar events.
The reason for organizing the Youth Olympic Days

In 1980, the Director of the Netherlands Olympic Committee introduced
the idea for Youth Olympic Days. A lot of research led to the completion of
the first edition of the Days in 1984. The major goal of that project was to
bring forward the discussion about fair play in sport. An organizational
structure was set up and nine sports associations were invited to take part in
the Olympic Days with children in the 14 years age group.
To achieve the aim of this project the organization was supported by the
publication of a booklet which could be used to stimulate discussion about
fair play.
However, thanks to the NCRV, one of the Dutch broadcasting corporations, which risked a great deal by drawing attention to a relatively unknown
sporting event in several television broadcasts, success was assured. The
Youth Olympic Days became more generally known and proved to be a great
success.
This success was the motive for the Netherlands Olympic Committee to
organize the event every two years, Hence the edition held in 1986. And in
1987 the Netherlands NOC celebrates its 75th anniversary by organizing an
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International Youth Olympic Day. Austria, Italy, Belgium, West Germany,
Great Britain and the Netherlands are the countries which will participate.
The Youth Olympic Days 1986
When I started my job at the Netherlands Olympic Committee in 1985,
organization for the Days to be held in 1986 had already begun. The task
awaiting me was to coordinate the various commissions engaged in the
organization. Later on I became involved with the organization itself.
Before giving more details about the Days I shall explain the organization
structure of the project.
The organization structure
This structure has a four-level stratification.
At the first level is the Board of the Netherlands Olympic Committee. The
members of the Board only take final decisions like postponing or stopping
the project.
At the second level is the Central Organization Committee. This committee consists of the Chairmen of the commissions. The most important
discussions and decisions are made in this committee. The NCRV broadcasting corporation is also represented in it.
At the third level we find the executive commissions consisting of:
a. A sponsor commission, which is responsible for finding sponsors and
accompanying them for the duration of the project, like for publicity boards
around the fields.
b. A financial commission, of which the Treasurer, responsible for bal
ancing the budget of the project, is a member.
c. A public relations commission is responsible for presenting the project
and determining what is important for the spectators and what will attract
potential sponsors.
d. A contest commission, which takes all decisions regarding time-tables,
schedules of events and participation during the Provincial and National
Olympic Days. Each of the twelve participating sports associations are repre
sented in this commission by one member.
e. A commission in which the representatives of the provincial sports
councils come together. These provincial sports councils are responsible for
the organization of the Provincial Youth Olympic Day. They do so in coop
eration with twelve regional representatives of the sports associations.
The fourth and base level of the whole structure is composed of individuals and commissions who have to compile the data produced by the three
other levels and take care of the actual realization of the total programme of
events.
For the organization of the twelve Provincial Youth Olympic Days,
twelve provincial organization committees are responsible. The Central
Organization Committee is directly responsible for the total organization of
the National Youth Olympic Day.
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It goes without saying that reporting among the various tiers of the
organization was mandatory and on the whole well maintained during the
course of events.
The National Youth Olympic Day had particular commissions for protocol opening and closing ceremony, catering and organization.
Financial figures

In order to organize an event like this, one has to raise money. The search
for sponsors resulted in three main sponsors. To begin with there were four,
but in March 1986 one sponsor withdrew which resulted in a lot of problems
for the organization. The organization also obtained contributions from the
lottery, the City Council of Arnhem, where the National Youth Olympic Day
was held, the NOC and the IOC by whom the Youth Olympic Days were
adopted. From the IOC the organization obtained $10,000; with which certificates and medals were bought. The funds were gathered centrally by the
NOC and later on divided among the various participating associations,
provincial councils and commissions in order to keep a clear financial picture
of the whole event.

The aim
Fair play, the original aim, is essential to the successful conduct of sport
but it was felt that during the Youth Olympic Days of 1984 the organization
could not pay enough attention to this important issue, so it decided to set up
a special committee on this subject. Therefore the new aim chosen by the
organization was: "the promotion of pleasure involved in the practice of elite
sport and to emphasize the positive aspects of (youth)sport in general".
The sports

After the success of the first Olympic Days many Dutch sports associations wanted to participate in the Days. This forced the organizers to lay down
a few selection criteria:
— The association should be a member of the NOC
— The costs of organizing an event should be reasonable
— Accommodation should be available
— There should be enough participants in every province so that qualifica
tion games could be held.
The associations which finally took part were: athletics, handball, equestrian, field hockey, judo, table tennis, tennis, gymnastics, soccer, volleyball,
cycling and swimming.
Age

Due to the changed aim the ages of the participants changed as well.
Because elite sport was involved no particular age was chosen. The participants should not have taken part in international selections.
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The events

As I already said, to achieve its aim the organization planned a total of
three events.
After some qualification quizes, the Olympic Sports Quiz was broadcast
for two hours in the evening of 10th April. This event was organized by the
Netherlands Olympic Committee in cooperation with the NCRV and twelve
Olympic sports associations which also took part in the Olympic Days.
During the contest twelve teams, which consisted of four children each,
answered difficult questions about Olympic and non-Olympic sports and of
course the Olympic Games themselves.
The result of this competition had no influence on the results of the Youth
Olympic Days which were to take place later on. The purpose of the quiz was
mainly to draw attention to the project by means of television.
On 3rd May the Provincial Youth Olympic Day took place. As you
perhaps know the Netherlands consists of twelve provinces which are comparable with English counties or German "Bundesländer". In each province
qualification games were held in the twelve sports which I already mentioned.
In every province the winners of the twelve sports formed a team, a
provincial team, which met the other provincial teams during the National
Youth Olympic Day held on 7th June at the National Papendal Sports
Centre, where they competed for the Provincial Olympic Championship.
Public relations

To promote the Youth Olympic Days for spectators and sponsors the
Public Relations Commission had set up a strategy. A logo and a mascot, an
ant called "Nocky", were developed by a professional P. R. agency. A special
paper was printed and distributed among potential spectators. The logo was
used on stickers, T-shirts, medals and other memorabilia.
To lobby the press, one national press conference was organized to which
all regional and national papers were invited. Those who did not respond to
our invitation were sent a press sheet afterwards. Response in the regional
press was massive, though in the national press it was somewhat of a disappointment.
As a conclusion I would like to stress that this remarkable event led to a
cooperation between diverse sports federations, government agencies and
private enterprises hitherto unknown in the often divided sports world of the
Netherlands, which in itself will make the continuation of the event in future
extremely worthwhile. It is also worthy of note that the aims as stated were to
a large extent achieved.
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MY OLYMPIC EXPERIENCE
by Mrs. Gabrielle Andersen (SUI)

To be invited to spend some time at the International Olympic Academy
is a great honour for me and I should like to express my thanks to the Hellenic
Olympic Committee and the Greek Government for this occasion.
The opportunity to see Greece and Olympia has a double meaning for me.
Firstly, because as an athlete, who participated in the Olympic Games, it is
exciting to see the place where the Games originated more than 2500 years
ago. Secondly, because I studied classical Greek, Greek history and art for
several years and I therefore find great pleasure in seeing with my own eyes
the places and monuments I have heard and read so much about.
As to my contribution to this Session of the IOA it will be more of a
personal one than a research paper. Since I am firstly a runner and only very
secondly a speaker, I ask you to be forgiving and patient with my presentation.
Probably the major dream and ultimate goal of every serious athlete is to
be part of the Olympic Games, to have the opportunity to compete with and
against the best of the world. And that was not different for me.
I was born and raised in Switzerland and started running very late at the
age of 25, when most athletes think about retiring from competitive sport. At
that time, in 1970, there were not many opportunities for women to run long
distances, the only events in which I showed some promise. The longest we
could run was 1500 m and 3000 m.
A couple of years later I succeeded in being part of the Swiss national
team, but before having a chance to try for a place in the Olympic team
I moved to the United States. There I lost interest in competing, but not in
running itself which I kept up on a regular but recreational basis.
I never thought of the Olympic Games as an attainable goal again. This all
changed when the International Olympic Committee announced plans to
incorporate the marathon for women for the first time in the programme of
the 1984 Games in Los Angeles.
This evoked great excitement among women runners in the United
States. Many who had never thought about participation in the Games were
encouraged to train for the marathon by the US Athletic Federations decision
to let all American women who ran under 2 hours 51 minutes (which was a
rather low standard) to participate in the trials (all expenses paid), out of
which the first three would be chosen to represent the United States in Los
Angeles.
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Even though I was Swiss, all this excitement started me thinking about
competitive running again. After a very successful year in 1983, I set a new
Swiss record in the marathon at the end of that year and qualified for the
Swiss Olympic team. A dream came true I never thought possible just a year
previously. This showed me that I could achieve my goal if I believed in it.
I tried to use this experience later on in my life, not just in my athletic
career.
All this I achieved without the help of a coach or club or team, and there
were many times when I was not sure if I could succeed. But I had a great help
in my husband who fully supported me. He often trained with me, gave me
encouragement and cheered me on when I was down.
Having lived the last few years prior to the Games in Sun Valley, Idaho, a
ski resort in the West of the United States where the winters last five to six
months, it was not easy to get in some heat training. Therefore I was always
concerned about that aspect, knowing that we would have to run the marathon in warm and humid conditions. I went to the South several times before
the Olympic Marathon to run in some preparatory races.
Arriving in Los Angeles for the Games, you could instantly feel the
excitement with which the city was filled. Everywhere people were talking
about the Games and everybody tried to be helpful towards the athletes.
I stayed with the Swiss team in the Olympic village of UCLA, a beautiful
park-like campus which was colourfully decorated with flags, banners and
mazes which covered up most of the fences that totally enclosed the village for
security reasons. And then there were flowers everywhere, in beds, planters
and pots, like one gigantic garden. Security was very, very tight but nobody
minded: it was in our own interest. Upon entering the village we had to clear
security checkpoints twice, with X-rays, identity and body checks, similar to
the ones at airports. Then there was a third security check before entering
your dormitory. Throughout the village numerous security personnel were
stationed with communication radios and weapons, as they were in the
hallways of the dormitories and at sports facilities.
The opening ceremony was for me, next to the marathon, the highlight of
the Games. It was everything I had dreamed of, a fantasy of movement,
colours, music, and all that heightened by the excitement of the coming
competition, the feeling of being one big family, united by the struggle for
excellence. There was only one flaw. We athletes had to content ourselves
with watching the greater part of the opening ceremony on television later
on.
We had to line up at 13.00 hours by the village gate to board the official
buses which drove us under heavy police escort to the Coliseum. There we
were herded into the adjacent boxing arena and left for several hours until it
was time to march into the stadium. In the arena we were seated by countries,
but could move freely around to talk to the other athletes, trade pins, discuss
training and make new friends. There were several television monitors in the
arena to televise the ceremony, but after the first few minutes they went out so
we could not see anything.
It was quite exhilarating and emotional to walk into the coliseum with
your fellow competitors and be greeted by a roar of cheering voices. At the
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end of the ceremony all the athletes joined hands and started dancing, nobody
wanting to forget this special moment.
Then came the big day for me. The marathon started at the Santa Monica
Stadium, quite a way from the Coliseum, and proceeded from there to the
coast and then inland towards the Coliseum where it finished. Since it was the
first time that women could run the marathon distance in the Olympic
Games, there was a small special opening ceremony prior to the start. Each
competitor marched behind the flag of her country around the track to the
starting line. And what a feeling to share this historic moment with fifty other
women, all eager to prove to the world that women could do it.
My race went pretty much according to schedule; I ran comfortably,
trying not to push the pace early, since I knew the danger would come towards
the end when the sun would be at high point.
And then it came, quicker than I realized, it attacked me, just when I could
almost see the finish. My dehydrated and overheated body revolted against
any more pain but my mind, too disappointed about the weakness of my body
and too determined to finish this race, urged the muscles to keep going, no
matter what. After some agonizing minutes my feet finally stumbled over that
magic line and I could let go.
I knew I would not win a medal, but that did not hinder me trying to do
my best, to explore my potential in one small seemingly meaningless, but to
me meaningful, area of existence. I had stretched my personal limits. I think
the desire to do our personal best, to excel, to attain the highest standards of
performance, to be supreme in one's chosen field is a worthy human ambition
which has led and can continue to lead to increased standards and personal
growth.
The next hour after my collapse was filled with immense pain. I felt like
I was burning and my mind could only think of one thing ; never, never would
I want to go through another experience like that. But with proper medical
care my trained body recovered quickly and two hours later I walked out of
the hospital and returned to my quarters in the Olympic village. Already I
began to forget the pain I had just endured and thought about running again. I
could not see myself giving in to one bad experience. I wanted to prove I could
do better. So the next day saw me running again, and a few weeks later I
returned to competition. I have run several marathons since.
To me the experience I had in the Olympic Games was two-sided: bitter
and sweet. Bitter because I did not succeed in my athletic goal, which was to
do well and maybe set a personal record; sweet because I had the privilege to
explore my potential, my inner limits. Also I hope to be an inspiration not to
give up but to keep trying—for many who, in their search for excellence in
sport and life, seem to encounter insurmountable obstacles since surrender in
life spells death, spiritually and physically.
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MY OLYMPIC EXPERIENCES
by Miss Evelin Herberg (GDR)

Please permit me firstly to extend my thanks for being given the opportunity to attend this year's Session of the International Olympic Academy
and to convey the warm regards of the GDR NOC.
I am pleased to be here at this historical place. This stay here in Olympia
provides the occasion to remember my time in sport as a discus thrower.
I am 30 years old. I studied law and now I work as an official in a sports
club in my country. I have a little son who is two and a half years old.
I began regular training in 1969 at a sports school, at the age of 14. In
1975 I became a member of our national track and field team.
Before the Olympic Games in 1976 my trainer asked me: "Do you want to
gain a medal at the Olympic Games or a world record?"
At first I could not understand his meaning, but then I answered him:
"I want to have a medal. I can throw records in all national competitions
but I can win an Olympic medal only in the Games." And so we trained for a
medal and prepared the competition very conscientiously.
I won the gold medal in Montreal and I could not believe it. I came as an
unknown woman to the Games and went home as an Olympic champion.
During the next four years I was a favourite in all international competitions. That was a new situation for me. All friends and people in my country
expected success in the competitions, and I did too.
I came to Moscow to the Olympic Games with only one aim: to win a
second gold medal. It was more difficult to compete in the 1980 Games. I was
very nervous and other competitors from my team and my trainer came to
give me courage. They told me: "You are the best, you will win a second gold
medal." It was very important for me to feel the team spirit that all members
of my team were standing together. I was deeply impressed by it.
In both Olympic Games I did not win only medals. I met young people
from other countries and won their friendship. What is sport for me? It was
the opportunity to develop my talent to achieve outstanding results, help me
form my character and maintain fitness in body and mind. Sport gave me
team spirit, courage, fairness and honesty. And now it is the opportunity to
spend my spare time with my son, to meet friends, which gives me the
necessary balance in my life.
We are here to discuss the relation of sport and art. I should like to give
you my experience with a painter in my country. In 1982 an artist in my town
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painted my portrait in oils. During our meetings we talked a lot about our
work, thus getting a greater insight into the lives of one another. I was specially impressed by being given the opportunity to participate actively in the
creation; my opinion was asked for, my ideas were considered. By inviting
the artist to watch my training he obtained an idea of the physical training
I undertook every day. But nevertheless he managed to represent the woman,
quite well I may say, and that is very important to me.
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MY OLYMPIC EXPERIENCES
by Miss Sue Holloway (CAN)

When I was first told about this opportunity to speak to you I thought it
would be easy. But I was wrong! I prepared at least four different speeches.
You can see them in the garbage can in my room if you look. Part of my
problem is that I have been on four Olympic teams and I have only ten
minutes to describe my experiences. But when I look back, there are some
particular memories which stand out above the rest and feel as if they happened yesterday. As in life, not all of these memories are good ones.
My first Olympic Games were in 1976 in Innsbruck, Austria, where I was
a member of the Canadian cross-country ski team. I was twenty years old and
raced in the 10 km and the 4 x 5 km relay. Later that year I was a participant in
Montreal as a member of the Canadian canoe team. My most memorable
moment at those Games which I will always treasure was walking into the
stadium for the opening ceremony. I was lucky to be in the front row of our
team. As we came down the ramp leading to the stadium there were crowds of
people cheering and reaching out and wishing us well. They were so close and
so excited. You start to feel this incredible energy building up. Then we
entered the stadium. As we were the host nation we entered last and the
stadium was full. The people opposite the entrance saw us first and they stood
up, then the people beside them saw us and stood up, etc. The result was like a
wave around the stands and an incredible crescendo of cheering. It was
completely overwhelming, in fact I do not think there was a dry eye in the
team. What I did not expect was the surge of energy (or whatever you want to
call it) that seemed to come from the spectators. It felt as if they were sending
me this energy so that they could compete with or through me and could
support me. It was a warm and glorious feeling.
We often speak of the international understanding and friendship that is
in the Olympic Village. In Montreal I lived in the village for the complete two
weeks of the Games and had the time of my life. There was a disco, a movie
theatre, dance performances, rock concerts, shops and a 24-hour cafeteria.
I thought I had died and gone to heaven!
Unfortunately this carnival atmosphere is not conducive to supreme
athletic performances and although I did better than any Canadian woman
had done before, I was not very pleased with my performance.
After the Olympics I had to make a very difficult decision. My goal up
until 1976 had been to be the first woman to compete in two Olympics in the
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same year. When I achieved this I decided that I wanted to be excellent at one
sport. I chose canoeing. During the next four years I increased my training
intensity and went to university. I did not actually go to class very often but
I was enrolled! The most important thing in my life was preparing to win a
medal in Moscow in 1980. I had my best result in 1979 when I placed fifth in
the world in singles. I was confident that I could place in the top three in
Moscow.
In May 1980, I heard the news that Canada would not be attending the
Games. I remember the moment very clearly, my knees buckled and I just sat
down, numb. I could not accept it. I thought they were surely bluffing and that
we would still go. Then I became very angry and blamed everyone around me
for the boycott. For the next while I swung between anger and depression. I
felt that I had been used and after being in control of my life I felt that it was
out of control and I was totally powerless. It is a terrible feeling. I had trained
so hard, totally committed myself to my sport, and for what? Nothing! The
next two years were extremely difficult for me. I realized that I had to do
something more with my life, develop more aspects of my life. I kept training,
but worked harder at university and finally graduated. I also decided that I
would focus on performing at the 1984 Games, but also that they would be my
last.
I prepared extremely well for 1984. I travelled constantly to find the best
training conditions and best coaches. I also worked very closely with a sports
psychologist. This is a very interesting aspect of elite sport today. I would love
to discuss this area with those of you who are interested.
April 1984 was like "déjà-vu" when the Eastern Bloc announced its
non-participation. They say that lightening does not strike twice, but it felt as
if had been hit with a "double-whammy". But after discussing my feelings of
disappointment with my coach I got back on track.
There is an incredible amount of pressure on athletes competing at the
Olympic Games. It is like no other competition in the world, which makes it
special but it also makes it extremely stressful. I felt that I was living on a
ridge. As it got closer to my competition the ridge got narrower and narrower
until just before the Games I felt that I was only hanging on with my finger
tips. I felt that at any minute I would fall off. Even though I had the experience
of previous Games I still had to make a conscious effort to keep in
control.
The Canadian canoe team was prepared to win a large number of medals.
In fact we won six—two gold, two silver, two bronze. Not bad for only
fourteen athletes. But a large part of our success was due to planning. Canoeing is in the second half of the Olympic program so we did not come to Los
Angeles until just before our competition and of course were not part of the
opening ceremony. We did not stay in the village, but in a hotel which was out
of bounds to family and friends. It sounds cold and we probably missed out
on a lot of the "Olympic experience" but it was a matter of priorities. Were we
there to participate in the Olympics or win Olympic medals?
When I look back at the Games in Los Angeles one particular moment
stands out far above the rest. It was the moment we crossed the finish line in
kayak doubles. Going into the race we expected to place third. We were racing
on the outside lane but the other good crews were on the inside lanes. Con258

sequently we had no measure of how we were doing until the finish. We just
went as hard as we could. It was probably good that we did not know we were
in sixth place at the half way or that we were fourth coming into the last
100 m! It was that moment when we crossed the line and realized we had
surpassed our personal expectations that I remember the best. The warmth
and joy of the moment never ended. It continued as we received our medals
and of course when I saw my parents and my coach after the race. The feeling
remains with me today and I am happy to be able to share it with you. The
next day I competed in the kayak four and we won a bronze medal.
In retrospect I realize how very different these experiences are, but still
they are all Olympic experiences. So I was wondering if it is possible to have a
complete Olympic experience at one Games. Is it worth standing in the sun
for five hours to be part of the opening ceremony if it tires you out? Can you
afford to live in the village and enjoy all the activities and socializing if it is
distracting and hectic? In my mind you cannot. Of course it would be great if
you could, but the Olympic Games have become such a circus that you
almost have to separate yourself from them in order to perform in them.
I think that is very unfortunate but I am afraid I do not have a solution.
My Olympic experience did not end when I retired as an athlete. I now
work for the Canadian Olympic Association as the coordinator of the Olympic Athlete Career Centre. This program assists active and retired athletes
with finding jobs and planning for their lives after sport. We are very proud of
this program and I would be happy to discuss it with those of you who are
interested.
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MY OLYMPIC EXPERIENCES
by Mrs. Laurel Brassey-Kessel (USA)

My name is Laurel Brassey-Kessel, and I will begin my fourth year of
coaching this fall at the University of New Mexico.
First of all I should like to say that I am fulfilling a dream from childhood,
being here in Greece, and visiting the site of the ancient Olympic Games. I am
grateful for this opportunity to be here and address the members of the
Academy.
I was a member of the US women's national volleyball team for nine years
from 1972-1980. In April 1979 our team qualified to play at the XXIInd
Olympiad in Moscow. We trained in a small gym at the Olympic Training
Center in Colorado Springs, Colorado. We knew that at the Games we would
play China, Japan and Romania in the first round. So we began to prepare.
We painted the inside of our gymnasium with the flags of the countries whose
teams we would meet. We painted Misha the Russian Bear on the wall, and
each of us put up inspirational verses to keep us working towards our
goal.
My personal goal had been to qualify since I was a member of the team in
1976 and we failed to qualify, coming second in the last qualification tournament. But I realized when we did qualify, it was not enough for me.
I wanted to win the gold medal. We practiced at least six hours a day in the
gymnasium. We did this six days a week, 47 weeks a year, for three years. In
January 1980 the President of the United States announced that the US team
should not go to Moscow. We did not think it would ever become a reality.
We continued to practice. For our final push to the Games, we increased
practice time to eight hours but because our morale was so low with all the
talk of a boycott, we cut back to six hours again. In April 1980, one year after
we qualified, the dream was shattered, the boycott became reality. At the time
we were ranked in the top three in the world along with Cuba and China. I feel
that we would have won a medal, maybe not the gold but a medal; we were
relatively young and new at the top of the international scale.
When I look back, the greatest moment was the night that we qualified for
the Olympics. I will never forget that feeling, to know you have achieved
something tremendous, something you struggled so hard to obtain. Because
of our training we had to give up schools, jobs, boyfriends and family and
home. It was a big sacrifice, but we wanted it so much. After the boycott I was
very, very bitter for many years. I was 26 and had put over one-third of my life
into the pursuit of the final goal.
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However, I would do it again knowing it would turn out the same. The
lessons I learned were invaluable. We travelled the world, experienced many
cultures and participated in many tournaments and championships. I made
some wonderful friends all over the world, just as I am doing here at the
Academy. We learned cooperation, responsibility, discipline and understanding. We shared it all together. We were truly a family. We ran and lifted
weights together, sweated and hurt, beat balls at each other for endless hours,
cried and laughed and jumped for joy together. We also shared the bitter
disappointment that was our destiny. One of the most rewarding aspects of a
team sport is that you do share so much with your team-mates, you learn to
give and take and find the best that each person has to offer. And when it is
time for you to retire from international competition you leave your athletic
achievements behind, but you carry on with you the principles that helped
you reach those goals. There will be many great achievements in my life. I can
say that with conviction because of what I went through during my athletic
career, culminating with the boycott. I know that I can accomplish anything
I set my mind to.
There are no guarantees in life nor in sport. Had we gone to Moscow, there
is no guarantee we would have won any medal at all. And for this reason we
must keep the goal in perspective. By this I mean, you must be prepared for
any outcome. Because I did not work or study or save any money, when
I stopped competing my life was suspended in a kind of void. It took many
months to put my life back together again. You must live a well balanced life.
If one gives one's best performance one can never be disappointed in winning
or losing. To play well and lose is more rewarding than to play poorly and win.
Coubertin said: "The most important thing in the Olympic Games is not the
triumph but the struggle, not the winning but the taking part, just as the
essential thing in life is not to have conquered but to have fought well." This is
the spirit of the Olympic Movement to me.
Many of you may never experience an Olympic Games, or World Championships or even a major sporting event as a participant. In a way this has
been your Olympic experience. This may be the closest you get to it. The
Academy has international flavor and the subject is Olympism. You have to
use this chance to learn about each other, learn to live together accepting each
other for what you can offer, making the best of any situation, giving your best
regardless of the conditions. Enjoy the total experience ! When you look back
you will only remember the best things that happened here!
I will never truly be an Olympian because I did not compete. I was named
as a 1980 Olympian. It is only a title, but I will always be a champion in the
Olympic spirit.
The great Jesse Owens said that if each of you live by the spirit of
Olympism, if each one gives his very best, then each of you can be a champion
in his own life. Each of you here can be a champion too.
I was a member of our official delegation in 1984 in Los Angeles, so I did
get to experience the atmosphere of the Games, but I will never know what it
feels like actually to compete in them.
In summary, I would like to say that Olympism is alive and well and when
given the opportunity it really does work, and it is worth striving for.
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THE DEDICATION TO SACRIFICE FOR A DREAM
by Mrs. Mary Phyl Dwight (USA)
1984 Handball Olympian

An advertisement in the 1984 Olympic program read: Once in every four
years, a weary world looks away from familiar scenes of crisis and conflict.
For a few short weeks, our attention shifts to a single arena where young
athletes strive to find the best within them. And in doing so, encourage
everyone to look for the best within themselves. Every athlete that has
had the opportunity to compete in the Olympic Games comes to the
Games with an individual perspective. All the athletes have devoted much
time to perfecting their skill, enjoyed many good times but had the
dedication to endure hard times, and made the sacrifices necessary in order
to find their dream.
The 1984 Games for me were the climax of my handball experience.
However, it was not two weeks in July 1984 that made all the sacrifices and
hard work, both physically and emotionally, worthwhile. The Olympic
Games represented the life I had spent involved in sport. It had been my
dream as a child to be in the Olympics. I spent a lot of time as a young girl
watching boys my age compete and practice in organized sports. Girls were
not allowed to play in organized competition. High school sports were nonexistent for girls. In college I competed on the varsity teams in basketball,
volleyball, softball, track, and cross-country. Each one of those sports prepared me for team handball in some way.
To understand what competing in the Olympic Games meant to me you
must know some of the history of team handball for women in the USA. In
1976 Handball would be included for the first time for women at the Games
in Montreal. The US Olympic Committee made funds available in 1974 to
the United States Team Handball Federation to qualify a women's team for
the 1976 Games. The only problem was that no women played team handball
in the US or even knew what the game was about. The USTHF sent out letters
to college athletic directors asking women athletes who had competed in a
variety of sports to tryout for the yet to be created US national team. In
November 1974, I attended the tryout in a sport I knew nothing about
because it offered a chance to continue to compete and maybe a shot at the
Olympic Games.
Seventy women attended the tryout and 15 were chosen to be the first US
national team. In December we flew from ten different states and met in New
York to practice for a week. We then flew to Iceland and played our first game
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against the Iceland national team losing 22-4. Throughout the next years
we would get together in holidays and during the summers to practice
and occasionally compete in Europe. We did not have handball clubs to
play against while at home. We were the only women handball players
in the US.
Through a miracle we qualified in 1975 for the 'A' World Championship
as the North American representative. Our first game was against the USSR
and we were defeated 33-2. We did not qualify in 1976 but were more
determined to be competitive in 1980. The team decided to move to the
Olympic Training Center in Colorado Springs in May 1979. We would train
together full time for the 1980 Olympic qualification tournament. As we left
for Africa to qualify, the US announced we would not participate in the 1980
Games. We failed to qualify, despite being much improved since 1976. The
team renewed its dedication and decided to train full time together from 1981
to 1984. Players gave up school scholarships, delayed or interrupted careers
and moved away from their families in order to train for handball. We knew
as host country our team would be in the Games. We wanted to be competitive in the Games, we wanted to show Americans the game of team handball, and we wanted to feel proud to represent the USA.
There were times during my early handball career when I did not think I
deserved to be an Olympian. Being an Olympian had always represented
superior skills in your sport, sacrifice, many hours of hard work and the
mental toughness to endure many frustrations. I was not sure I had paid my
dues. However, when I walked into the Olympic Stadium on July 26, 1984,
I had no doubts I deserved to be there.
The Olympic Games were so special to me because I started at the very
beginning of women's team handball in the United States. At the age of 22, I
was a member of the first national team. I experienced ten years of highlights
and frustrations to become a member of the first United States women's team
to compete in team handball in the Olympic Games.
It was very special that the Games were in the US because I managed to
share my experiences with my family, as did my team-mates. They had gone
through the good times and bad with us and this moment was special for all of
them also. At California State-Fullerton we played before a home-town
packed house for the first time ever. Our goal as a team was to play the best we
could and let the results take care of themselves. We had gone through many
problems as a team the last year and a half before the Games. To say we
endured is an understatement. Our sports federation was not very positive
about our chances. We were rated sixth out of six teams at the Games.
As a team and as individuals we were able to put all problems behind us
and play the games with our hearts. We came from behind to win our first
game 27-24 over China. We lost 28-26 to Korea and a very close game to West
Germany. We beat Austria and lost to Yugoslavia. Our results put us in a tie
for fourth place, one point away from a medal. The 18-17 loss to West
Germany had determined the bronze medal.
When times were rough sometimes I would imagine myself walking into
the stadium during the opening ceremony. It was one of my motivations and
a positive attitude builder to help believe in myself. When I finally did enter
the Olympic Stadium I was somewhat numb. It was hard to believe I was
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really there. The lighting of the torch made me cry. While I joined hands with
athletes from Australia, the singing of the words. "Reach out and touch
somebody's hand, make this world a better place, if you can" touched my
heart. I had made many friends all over the world playing handball. Although
all of them were not at the Games, they were there with me in spirit.
I have a great appreciation for all the organizers of the Games in Los
Angeles. Their efforts certainly contributed to my pleasurable experience. I
was very proud to be a part of the 1984 Games and felt America was proud of
me.
It is a wonderful feeling to dream a dream and to have it come true. For
me the Olympic dream was a lifetime of preparation, as a child enjoying
sports, as a 22 year old competing for the first time in handball, and as a 32
year old Olympian. I learned to appreciate the process, to love what I was
doing. Roger Kahn described the 1984 Games in this way:
Some would not make it to the victory stand
Some would not make it to the Games
But as they worked to exhaustion in 1984
Each of these top athletes from around the world
had a chance for a medal
and the
dedication to sacrifice
for a dream.

SONG

Chorus:

Reach out
By Paul Engemann
Reach out, reach out for a medal
Reach out, reach out for the gold
Come play to win
Never give in
The time is right for you to come and make a stand
Reach out, reach out (Chorus)
You now hold the future in your hand
You have come from everywhere across the land
The stars are shining bright
Make it yours tonight
You know that every wish you have is at your command
Reach out, reach out (Chorus)
Now's the time to take hold of your dream
You are standing on the edge of history
So let the games begin
May the best (man or woman) win
Give your all for all the world to see
Reach out, reach out (Chorus)
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MY OLYMPIC EXPERIENCE
by Mrs. Rosario de Vivanco (PER)
President of the Peruvian Swimming Federation

When Mr. Otto Szymiczek asked competitors in the Olympic Games to
share their experiences at the Academy, I thought there were enough people
here who had a successful experience at the Games and perhaps I might not
have a chance to talk, so I did not worry too much in making this presentation. I was just an unknown competitor as a member of the Peruvian swimming team, at the 1964 Games in Tokyo and in 1968 in Mexico.
But then I asked myself, is just reaching the Olympic team not a great
honour, something to be proud of? You have been chosen among thousands
of people from your country to represent them at the greatest sports event,
and Coubertin's words came to mind, recalling that "the most important
thing in the Olympic Games is not winning but taking part...". Without
competitors there can be no winners. Just reaching the Olympics is a great
honour. You represent the elite athletes of your country and of the world.
People from all over the world will have their eyes on you, the competitors. It
is an honour to be there.
I was the first woman from Peru ever to participate in the Olympic
Games, and the only one from Peru in Tokyo. I went with the American
Olympic team since I was training in the United States with Peter Daland, the
head women's coach for the Olympics. As a swimmer I was the South
American champion in the 200 m freestyle and reached the finals at the 1967
Pan-American Games in Winnipeg, Canada.
I was selected to carry the Peruvian flag during the opening ceremony, but
then the Peruvian Olympic Committee thought I was too weak to carry it
(I was 14 years old), and that I might not be able to hold it up all the way because of its weight; so they designated a basketball player over 2.05 m tall
to bear it.
I can recall these Games as the most important and greatest experience of
my life. The opening and closing ceremonies leave in my heart such different
sensations. In the opening ceremony my feelings were of joy, emotion, you see
everything so magnificently: the parade, the glamour of the shows, everything. You feel very happy, proud and enormously satisfied at being one of
the competitors there. In the closing ceremony you feel happines and sadness
at the same time. You know that your dream of being at the Games has ended,
and many years of work have finished with a satisfactory or frustrating
participation, but with the accomplishment of a great friendship and experience.
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In a way, I wish I had known much more about Olympism and the history
of the Games, so I would have experienced much more of the essence of the
Games, but Olympism was in my heart as part of my spiritual formation as a
human being. I would have liked to know about the ceremony to light the
Olympic flame and the way it was carried all the way from Athens to the site
of the Games, etc. I think the moment the Olympic flame enters the stadium
is one of the most exciting of the Olympics; you really feel like crying.
By the way, it is my suggestion to all National Olympic Committees, if
they are not doing so already, to organize an introductory session about the
history of the Games and their ideology after they select the team for the
Games.
Life in the village was wonderful, I think it is the most tremendous forum
for friendship and fraternity. As the days go by you share the spirit of the
Games with all the participants and with the inhabitants of the city.
In Tokyo, they had hundreds of bicycles at the village, so you could take
any and go to the different places inside the Olympic village.
In Mexico a varied entertainment programme was scheduled at the Villa
Olimpica in the main auditorium of the International Club as well as in the
outdoor theatre. Rock groups, comedians, and popular singers as well as
classical ballet were presented. As we heard in different lectures, art was
present at the Games. Along the Route of Friendship, which is part of the
Periférico (main freeway in Mexico City) coming from the centre to join all
sports installations, were placed outsize sculptures, created by artists from
many countries (Australia, Belgium, Czecoslovakia, France, Israel, United
States, Uruguay, etc.). I have just found out at the library that the scale models
had previously been studied by a group of Mexican architects and that the
final selection was determined by juries on two levels, national as well as
international, which were made up of representatives of the Organizing
Committee, architects and critics. I do not know under what conditions, but
they remain in Mexico City as a living symbol of friendship and harmony
among nations. I remember the "Red Sun" sculpture of Alexander Calder as
one of the prettiest.
While in Tokyo I had two expressions of friendship from Japanese competitors at the Games and a Japanese family outside the village. One day I
walked into my room and found a big box containing a Japanese doll, a
"Geisha" with its "kimono". It was a present from the Japanese women who
lived next to my dormitory at the Olympic village with a card that read: "To
our lonely Peruvian friend, with love from Japan."
One day as I was walking in the city with my friend from Argentina,
Susana Peper, and her mother, who was a silver medallist at the 1936 Olympics in Berlin, we stopped at a little Japanese house whose door was open, and
tried to look inside to see how it was. The Japanese family noticed this and
came to the door and invited us in. So we took our shoes off and went inside.
There was a lot of conversation in Japanese going back and forth and finally
the "official speaker" came to us and invited us to come the next day for
dinner. These people were so nice that we accepted and on the next day took a
taxi there.
I wish you had seen what they had prepared for us: a banquet! All the
family was there, it was a big social event for them. They gave a little musical
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box to me, and to my friend Susana (she was a very tall, pretty blond woman
who had impressed them) a beautiful "Kimono" that had belonged to their
ancestors.
Well, I think I have just about finished. At the moment I am the President
of the Peruvian Swimming Federation and therefore helping and giving the
opportunity to Peruvian swimmers to reach the Olympics.
Before I go, I want to thank the IOC and the IOA for giving me this
opportunity to talk about my experiences in the Games, and to you "amigos",
many thanks for listening to me. To those here who have competed at the
Games, my pride and my deepest admiration.
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MY OLYMPIC EXPERIENCE
by Mr. Dan Thompson (CAN)

Unfortunately, I cannot describe the joyous feelings I experienced marching into Lenin Stadium for the opening of the 1980 Olympics in Moscow. The
simple reason... I was not there. While I did qualify, I and many more
athletes like me were the victims of the 1980 Olympic boycott.
My memories of that Olympiad come mainly from sporadic television
reports. You see, instead of attending alternative competitions designed to fill
the void, I elected to go fishing for most of that summer in the wilds of
beautiful Northern Ontario. I can remember watching the opening ceremonies on a small black and white television in our cottage, thinking somehow
that Canada would appear on the screen and that I would be there. Could it
possibly be a bad dream? No—it was real.
The 1980 boycott was definitely a character-building experience. Yet, in
the same breath, I hope that none of your countries need ever experience the
soul-searching it demands.
I have decided not to highlight many of the heart-wrenching aspects (good
and bad) which I experienced leading up to and after the boycott, instead
preferring to touch on one constructive observation.
Let me first tell you about my swimming career. Highlights include seven
years on Canada's national swim team, specializing in the 100 m butterfly.
During this time, I was a ten-time Canadian champion, and was a twice-time
Commonwealth champion in the 100m butterfly. The year prior to the
Games, I was ranked fourth in the world and, at the age of 24, was at the peak
of my career.
Some have suggested that the four years leading up to the 1980 Olympics
were, in a way, part of my Olympic experience. While I now concur, the
boycott and my extreme dedication to the four-year period leading up to the
Games have significantly altered my reality on the importance of the Olympic Movement.
The politics of the 1980 boycott are no longer important nor relevant to
me. I now place greater importance on learning from the trials and tribulations it produced. To that end, if I could leave you with one thought extending
from my boycott experience, it would be as follows: "While the Olympic
Movement is important and should be valued, it must be continually placed in
perspective as a component of one's life experiences. "
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Sport must NOT be considered in the same light as, for example, the birth
of one's own child or the death of a starving child in some far-off land. As
sportpersons, we must learn to keep the worship of the Olympic Movement in
perspective. To my way of thinking, sport is not art nor a philosophy of life.
Sport is one small component of one's life.
Quite simply, I, like many athletes, have spent much of my athletic career
so focused on "going for it" and being "as good as I can be" that the consideration of outside influences such as a boycott or life after sport were rarely
considered. This I believe is common in elite sport today.
In today's world, the pursuit of excellence CAN result in a compromising
of important life skills and experiences. Can one win or, better still, be as good
as one can be, and not compromise a balanced life?
After my 1980 boycott experience, I believe one must! In fact, if nothing
else, the disappointment of the boycott enabled me to learn that athletes are
very fortunate individuals in today's society. Not only do they learn valuable
skills such as fair play, sportsmanship, commitment, dedication and goalsetting—to mention a few—but they are often allowed to focus exclusively on
the development of one specific skill. Few individuals in our society can boast
this privilege.
With this gift should come a certain responsibility first to perform, but
also to keep one's life and future aspirations in balance. Too often, unfortunately, athletes are conditioned by the system to believe an esoteric philosophy of sport which is not practical in today's society. In fact, in some circles,
a less than fanatical commitment is seen as a "cop out" in the pursuit of
excellence. This, I believe, need not be the case!
In Canada, I am glad to say, thanks in part to the trials and tribulations
produced by the boycott, we have taken positive steps to develop a new
model for our Olympic athletes. In July 1985, the Canadian Olympic Association opened an Olympic Athlete Career Centre designed to assist athletes
with transitional issues (life after sport) and, probably more important, the
development of a healthy, balanced commitment to sport throughout their
athletic careers and beyond.
Currently, the centre is conducting educational seminars for every Olympic NSO stressing to athletes that they consider sport in a balanced context.
For more information on the Centre, please contact Sue Holloway of the
Canadian delegation.
My Olympic experience has pointed to the need for many athletes,
coaches and administrators to consider more carefully sport as a component
of one's life and not as an all-encompassing philosophy of life itself.
Sport for me has been a tremendously positive experience. Regardless of
the disappointments, I would not have traded my involvement for anything.
In writing this short paper, I was tempted, like many of the other Olympians,
to talk primarily about my positive experiences. Believe me, I had many,
including meeting new friends, learning about myself and travelling to many
new and interesting cultures.
Yet, I sincerely believe that you, the participants of the International
Olympic Academy, should consider a variety of views to enable the formation of your own balanced concept of Olympism which is pertinent to your
cultural situation.
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I think we all agree that the Olympic spirit can be a wonderful state of
consciousness. Still, as educators, I believe we must continually strive to
improve the Olympic Movement whenever possible.
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MY OLYMPIC EXPERIENCES
by Dr. Ottomar Sachse (GDR)

Please permit me to thank warmly the leaders of the International Olympic Academy and our Greek hosts for the invitation to come and visit this
venerable place.
Being a former Olympic competitor and delegate of the National Olympic
Committee of the GDR, I would like to speak about some personal sportspractical experience in the realization of the Olympic idea in our country.
The modern Olympic Movement, endeavouring to work for a peaceful
co-existence of peoples, crystallized as an integrant factor.
The Olympic idea and principles, having emerged from a long tradition,
are of universal value and world-wide importance for the permanently
increasing number of those practising sport on all continents and hence for
the growing interest in sport.
Like in all social spheres, everybody has equal chances in sport in our
country.
Let us take children and youngsters, for example, with more than 90% of
all young people actively practising sport, thus spending a large part of their
leisure time in sports activities under the guidance of trained coaches and
teachers.
Special promotion is granted to extraordinarily talented children and
youngsters without obstructing their educational or professionnal development.
Through the cooperation between coaches, parents and teachers at school
the search for record performances inherent in men and connected with the
strengthening of noble characteristic features, as required by fair competition,
is being promoted.
Thus for decades sportsmen and sportswomen in our country have been
growing into examples for the coming generation because they were able,
through persistant training, strong will and nerves, to gain Olympic and
World Championship successes, and because they stand the test whether in
their apprenticeship, during their studies or in professional life with the same
persistence, with the same endurance and ambition. Sport helps young people
particularly to find an active attitude towards life, to discover and explore
their potentials as well as to mature into strong personalities.
I myself can prove that by my own example: I was 12 years old when
I started actively to go in for sport. The quickly achieved first successes at a
regional level resulted in a strengthening of my self-confidence and my
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expectations with regard to top performances, which also found its expression
in an improvement of my results at school so that I was allowed as a boy of 14
to attend a special class for chemistry.
With the growing sports success I systematically increased the load of my
training and concentrated my attention on one sport, i.e. boxing.
As I further improved my results at school I was able, following graduation from secondary school, to fulfil a great wish, namely to study organic
chemistry.
Although I took part in two Olympic Games during my sporting career as
a boxer and won medals at four European and one World Championships,
I managed—exactly one year after I had won the silver medal at the European
Boxing Championships which were my last competition as an active athlete—to complete my studies as a qualified chemist with good results. I then
decided to enter a scientific career at a research institute. Between 1978 and
1984 I was a scientific assistant at a biochemical institute where I completed
specialized training. That period which is essential for a young scientist
I concluded by defending a doctoral thesis on questions of nucleic acid
metabolism. Since then I have been working at the Martin-Luther University
of my native town of Halle in the field of biotechnological basic research.
At the conclusion of my own Olympic participation I took further part in
sport.
At the 1978 Congress of the German Boxing Federation of the GDR I was
elected to its Presidium where I specially deal with questions of the development of young boxing talents. In this connection, the organizing and
holding of National Championships for young athletes, particularly the cooperation during the children and youth spartakiads in boxing, take a great part
of my leisure time. Some 500 or 600 young boxers participate every year in
the finals of these spartakiad competitions or the national championships in
the various age groups. In addition to the competitions these young peoples
are also offered a comprehensive cultural leisure time programme. Thus we
manage to interest many children and youngsters in training and competitions every year.
We have succeeded in the GDR for many years to keep the number of
nearly 9,000 registered boxers constant. This is the result of the measures
taken by our Boxing Federation which are aimed at the development and
promotion of good amateur sports.
However, such a comprehensive amount of work with the young athletes
would not be possible without the assistance of numerous trainers and helpers, most of whom work in an honorary capacity. In this connection we gain
good experience by including the parents of our sportsmen more fully in this
work, particularly since these parents often continue to cooperate after their
sons have long ceased their active sports careers.
Especially during the past few years this work has been crowned by good
results achieved by the sportsmen of our federation. In 1985 our boxers won
five titles at European Championships and scored two World Cup victories in
Seoul. They were all sportsmen who three years ago still belonged to the
up-and-coming athletes.
Dear friends, I do hope by my brief contribution to have given you a little
insight into the everyday life of our sports movement, and into the way in
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which the high ideals of Baron Pierre de Coubertin can be implemented by
involving former Olympic participants in the education of youth for
sport.
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MY OLYMPIC EXPERIENCE
by Mr. Sarinder Dillon (HKG)

Some of you may have wondered why I am representing Hong Kong at the
Session of the IOA, and not India since I am an Indian. The fact of the matter
is that I was born and raised in Hong Kong. My family has been in Hong Kong
for three generations. I live and work there. In short, Hong Kong is my
home.
I represented Hong Kong in field hockey at the 1964 Olympics in Tokyo.
Aged 17 at the time, I was the youngest member of the Hong Kong contingent
of about 60 officials and participants. Our hockey team was a truly international one : we had seven Portuguese, three Indians, three Malaysians, two
Pakistanis, an Englishman and an Irishman.
The Games in Tokyo was the only occasion that Hong Kong had fielded a
hockey team in Olympic competition. It was also the first time that we had
the opportunity of playing against some of the best teams from Europe—the
Netherlands, Germany and Spain. As expected, we did not do very well. But
there was one match which I shall always remember. After six successive
defeats, we played Germany. The Germans had boasted the day before that
they would thrash us. We were therefore very determined to play our hearts
out and make them eat their words. We played exceptionally well that day
and took a one goal lead at half-time. In the second half, the Germans
attacked more fervently but we held them. Unfortunately, they equalized in
the last minute of the match with a goal, which in the opinion of many who
saw the match should not have been allowed. We were therefore denied a
famous victory.
One of the things which impressed me most was the efficient organization
of the Japanese. The bus which took us to the matches and the training ground
was always on time. The accommodation and other facilities in the village
were excellent. As our friend from Peru already told you yesterday in her talk,
there were plenty of bicycles around in the village for us to use. I enjoyed
cycling around in the village. In my opinion, the Japanese deserved a gold
medal for sheer excellent organization and hospitality.
The opening ceremony was a memorable occasion. It was a great honour
marching into the stadium together with participants from other parts of the
world. Although we had to wait nearly two hours outside the stadium before
the march-in, we did not really mind as we took the opportunity to exchange
souvenir pins and took photographs with other participants. The closing
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ceremony was equally fantastic. I remember that I was very moved when the
well-known chorus "Auld Lang Syne" was played at the end of the ceremony.
I learned a great deal from watching and playing against the best teams in
the world. My hockey improved as a result and I continued to represent Hong
Kong regularly until 1979 when I retired from international hockey. I still
play in domestic league competitions, though. I now serve on the Hong Kong
Hockey Association as a Council Member and help to improve further the
game of hockey, especially amongst the local people.
I have taken part in four Asian Games and other regional tournaments,
but regard the Olympics as the best Games I have attended. I am proud and
honoured to have participated in at least one Olympics and believe you me, it
is a great experience.
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MY OLYMPIC EXPERIENCES
by Mr. Ronnie Man Chin Wong (HKG)

I am Ronnie Wong and I come from Hong Kong. I represented Hong
Kong in two Olympic Games: in 1968 at Mexico and in 1972, at Munich in
the sport of swimming.
Like other participants, I enjoyed the harmonious, exciting, friendly and
joyful experience I obtained from the Games. However, there were also
moments of sadness and sorrow.
In the 1972 Olympic Games at Munich, I experienced something which I
will never forget for the rest of my life: the experience of Israeli athletes being
taken hostage by terrorists at the Olympic village.
It was 7.15 hours. I was woken up by my room-mate saying that somebody had been killed downstairs in the Israeli's dormitory and that we should
stay in our room to wait for further instructions from the General Team
Manager. (At this point, I had better explain our situation. As dormitories
were arranged in alphabetical order, Hong Hong was housed in the same
building, right above the Israeli team. They occupied the ground floor and
basement whereas Hong Kong occupied the first, second and third floor. We
shared a common exit on the ground level.) So I got up, dressed quickly and
waited in my room.
At around 7.45 hours we heard from the back balcony the voice of our
other team-mate asking us to climb down to the General Manager's room
which was situated right below us on the first floor. After we got down there
we found out that our swimming and judo managers were missing. We sent
one member to look for them and found that they were still in their rooms.
They preferred to stay in their rooms rather than climbing up and down
which they thought was too dangerous and difficult.
Through the General Manager's telephone, we had constant contact with
Police Headquarters. They kept us informed of what was going on. We were
told to stay in our General Manager's room and wait there because negotiations were going on with the terrorists. We all waited and waited, until around
10.30 hours we received a call from the Police telling us to leave the building
as soon as possible using whatever means we could because a deadline had
been set at 12.00 hours by the terrorists, after which nobody could predict
what might happen. So we started to get nervous and wondered what to do
next. Finally the General Team Manager suggested that the best way to escape
was to climb up onto the roof. But on that same day at 14.00 hours a judo
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representative had to fly home, and it was impossible for him to climb with
his two big suitcases. So finally myself and another member volunteered to
stay behind to help him out.
After the other team members had left, we assessed the whole situation
and decided to ask for permission (from the terrorists) to leave. At around
11.15 hours I looked through the keyhole of the door and saw one of the
terrorists wearing a hat with a handkerchief wrapped around his face and
holding a machine gun. I stood away from the centre of the door, knocked on
it gently and said loudly in English that we were from Hong Kong, were
Chinese and wanted to get out. After hearing my voice, he went down the
staircase a few steps, had a short conversation with another man downstairs
and told us in very fluent English that we could open the door and come out.
We opened the door gently, identified ourselves and walked slowly down to
the exit. As we descended, we could clearly see the basement floor full of
blood. We did not see any sign of a dead body, only another terrorist holding a
machine gun and looking up at us.
The judo manager and the swimming manager were also let out around
14.00 hours. Afterwards our NOC President spoke to the terrorist face to face
in accordance with the arrangement made by the German authorities.
Everyone of us got out safely—but not the Israeli athletes. All eleven of
them were killed later that day—a tragedy.
I sincerely hope that this kind of thing will not happen again, and I think
every one of us here should use our best efforts to prevent such things from
reoccurring.
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MY OLYMPIC EXPERIENCES
by Mr. Victor Banciulescu (ROM)

However many times one attends the Olympic Games, it will always be as
a stranger in a strange land unless one has discovered beforehand the source
of these Games. It is as if one were to try to pass from childhood to maturity
without passing through adolescence.
Personally, I took the normal course. I was young, enthusiastic and happy
to be able to dip into the treasury of wisdom which is the legacy of antiquity
and which has marked my modern life. Then I grew older, without regrets,
because, thanks to each of the splendid examples of the human race I met,
mingled with, admired and annoyed with my questions at the Olympic
Games, I have myself remained young, and forever.
It is not a question of physical age, but rather a matter of spirit. If you go to
the Olympic Games only in order to see a rerun of the last world championships you witnessed, it is pointless to expect any changes in your spirit, in your
mentality. Everything will be jumbled up in your memory, without distinction between the 100 metres hurdles and a weightlifting event...
On the contrary, let yourself be overwhelmed by the incomparable atmo
sphere, by the mystique of the ceremonies, by the brotherhood which exists
among the athletes one day, which, the next, becomes the friendly rivalry of
competitors, by the ineffable and indescribable current which passes among
the masses in the stands; let yourself be overwhelmed by the unique experi
ence, the exciting adventure of immersion in the world of movement, which
has a name, a name indispensable to it because it is engraved in eternity,
I suppose you have guessed what I am talking about... Of course, the Olympic
Games!
.
I have neither a castle nor my own land nor shares in General Motors, and
yet I feel rich. Why? Because destiny granted me the opportunity, rarely given
to mortals, of drinking the blessed water of Alpheus and of collecting the
immortal images of the celebration of a number of Olympiads. I can say—
towards the end of a long career as a journalist—that I have not lived in vain! I
hope you will discover the same pleasures in your own horoscopes.
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MY OLYMPIC EXPERIENCES
by Miss Elena Frincu (ROM)
Vice world champion in handball

Here at the Academy during these days, watching the film of the Olympic
Games in Tokyo, I had tears in my eyes. Perhaps out of emotion, perhaps out
of regret.
At the risk of disappointing you, I have to tell you that I am not an
Olympic competitor. At the time when I was at the peak of my career,
women's handball was not yet on the Olympic programme. It was included
for the first time at the Games in Montreal in 1976.
Nevertheless, I have to say that, Olympic or not, handball has made its
mark on my life. I have experienced both the efforts involved in high-level
preparation and the satisfaction of victories at that level. If I were asked to
start over again, I would do so with pleasure.
Thirteen years ago in Belgrade, I had the great joy and the honour of
receiving, with the Romanian team, the title which is admittedly an invention
of the press, but which I feel is no less of an honour for that, namely that of
vice-world-champion. My team-mates and I obtained—after some tough
matches—the second place. To be second in the world—you can imagine how
much emotion that caused us.
I have never won an Olympic medal. That is why I am so delighted to be
here in Olympia among those who have had the great joy of Olympic laurels,
and to be so close to the "kathegetai" (masters) of the Academy who teach
us.
As a teacher of physical education in Romania, in Constanta near the
Black Sea, in this place which was known to the ancients as Tomes, I still have
the hope of being able to prepare new young Olympic candidates, young girls
who may be able to benefit from my experience as a sportswoman. In a sense,
that is my compensation.
I would like to thank all the friends, known and unknown, who, here in
Olympia, have helped me to widen my knowledge.
The athletes of Romania, whom I represent here today, offer them their
greetings.
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MY OLYMPIC EXPERIENCES
by Mr. Vassos Konstantinou (CYP)
Physical educator, journalist

When certain of the trip to the site of the Olympics, one feels happy and
privileged. And indeed I have been privileged not only once but three times as
a journalist for my country. In Munich (1972), Montreal (1976) and Los
Angeles (1984).
The preparations, the journey, arrival, reception, accommodation, information, accreditation and all other small and big things which you have to go
through before the start of the Games make you feel important as part of the
Olympic family.
Afterwards, the establishment of facilities for reporting and the way to
elicit statements from the organizers, athletes, coaches and others, gives you a
most pleasant experience.
As I have mentioned, I participated as a journalist but also as a television
commentator, and my access to the Olympic village, press centre and other
Olympic venues gave me the opportunity and the advantage of being close to
and sharing the emotions of the athletes, coaches and judges, and also living
the atmosphere and excitement of the competition for victory in the various
events. There is nothing more exciting, nothing more beautiful than being
there. There is nothing else that can produce such feelings of satisfaction and
fulfilment as those experienced at the Olympic Games.
I could speak for days about these feelings, but there are things which
impressed me and provided invaluable experience. For instance the willingness of 50,000 or more volunteers in Los Angeles and the way they helped us
all. I could speak of an old lady between 70 and 75 years old, wife of a
well-known scientist, who was the driver of the President of our Olympic
Committee. She worked all day driving his car and waiting in the hotel garage
with Jobian patience, no complaints and of course no money. Sometimes she
had to wait for hours before driving the President somewhere. When I asked
her why she was doing this job instead of watching the Games from inside the
venues or on the television at home, she said: "I am living some of the best
and most beautiful moments of my life and the assignment I have is something I could hardly have expected in my seventies. On the other hand, I am
helping my city and my country. Besides, when I am not driving I can relax
and read a book or learn and obtain information about all the countries which
have come here for the Olympics. I thank the USOC for this assignment." All
the volunteers worked with the spirit and desire to push forward this success
of the Games, something which produced remarkable results.
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In the Press Centre, the media gathered from all parts of the world and
between work, sandwiches and Coca-Cola, friendships were made, visiting
cards were exchanged and a true atmosphere in the Olympic spirit was created. It was a similar process to the one here in the IOA.
Words like Olympism, Olympic spirit, faith, trust, humanity, share,
peace, friendship, mutual understanding, cooperation, coexistence, etc. had
entered our souls and were mingled with others such as appearance, enthusiasm, competition, excellence and victory. In such circumstances anyone is
able to understand and realize the vitality and value of these words.
Everyone participating in different capacities in the events lives through a
period of excitement, emotion and mutual love. I would like to end my
experiences with the opening and closing ceremonies which are both as
important as each other, with deep emotions that are aroused by the thought
of coexistence and effort, which themselves forge a better and more pleasant
cooperation and moments of love in the spirit of sport. The sight of the
stadium full to bursting when the athletes come into the arena with their
national flags fills one with ethnic pride and satisfaction. At the closing
ceremony athletes enter the stadium hand in hand, mingling with one another
and sharing feelings of togetherness. No flags are carried, no signs of identification, no signs of individuality such as those shown in the opening ceremony are present. They are one group free of racial discrimination,
one family. The influence of countries and the involvement of NOCs play no
part here. These people are drafted to serve the cause of peace, brotherhood
and friendship. In such moments these words can be easily pronounced
while at other times, in other circumstances, they are not so easily
expressed.
In the opening ceremony the athletes starve for participation. This first
time is the moment of courage, the moment of vision, of victory. The second
is that of truth, the moment of Olympism and love. The moment of joy and
friendship has won over our hearts. This joy in the last moment of the Games
is the culmination of the efforts of the athletes from all over the world,
striving for the success of the Games for the understanding of mankind,
brotherhood, love and friendship.
The beauty of the moment lies in the opening of people's hearts which
occurs in the overwhelming atmosphere. Being there at such a moment
makes you part of a united world as it should be and not as it is now today,
torn in pieces by war and hatred. At such moments the pieces fall back into
place, in the hearts of the people at least, and make a "whole" united world for
some days. This is the essence of the last moments of the Games. At least that
is how I feel and how I shall continue to feel.
Trembling in the spectator stands along with everybody else, even the
thought fills me with emotion. Hearts open to accept the pan-human voice of
love—the voice of Olympism. In these moments our hearts are ready to
share—and human beings I am sure do have hearts.
I am a little emotional and excited remembering all those things and
especially the beautiful song in the Coliseum asking you and me and the
peoples of the world to "reach out" for a fellow's hand so that, together we will
be able to build a new world—an Olympic world a peaceful world, a happy
one. So do not hesitate, my friends—"reach out"!
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MY OLYMPIC EXPERIENCE
by Mrs. Amelia Ijeoma Okpalaoka (NGR)

Before I share with you some of my experiences at the Olympic Games in
Tokyo, I would like to thank all those who took care of me and felt concerned
when I was taken ill a few days ago. God in His infinite mercy has made it
possible for me to be with you all at this moment. My thanks also go to the
Dean who has given me this opportunity to speak to you.
After a nine-year athletic career, I was finally included in Nigeria's Olympic team to the XVIIIth Olympiad in Tokyo in 1964. I was one of the first to
be selected for the Games, so I was particularly happy.
Soon after the Nigerian team was announced, I received a letter from the
publishers of a newspaper in Japan requesting a photograph taken in my
training outfit. I felt very excited and quickly sent one off. By the time we left
for Tokyo I had forgotten about this incident.
On the arrival of our team in Tokyo, a special reception was given to me
and a team-mate of mine, David Ejoke, right at the Tokyo International
Airport. This reception, organized by the publishers of the newspaper that
had requested my photograph, came to us as a surprise. I was given a silver
teaspoon mounted with a single original pearl. This teaspoon remains the
only visible souvenir from those Games, as the rest disappeared in the Civil
War in my country three years later.
Such a reception, could have been given to any other athletes from other
countries, but as far as I was concerned I arrived at the Games as an honoured
athlete, even before arriving in the Olympic village. I was recognized and
called by my name by those Japanese who must have read the newspaper
where my photograph appeared. I felt good about it.
Like in the Ancient Games when the first and last days were set aside for
ceremonies, our first day in the Olympic village started with the simple but
touching ceremony of hoisting our national flag, one of the many symbols of
Olympism.
The other two ceremonies on the first and last days of the Games were also
marked by marching into the arena behind your national flag on the first day
and lowering the Olympic flag and extinguishing the Olympic flame on the last
day. While on the first day you entered the stadium as a member of your own
country, on the last day you left that same stadium as a member of one big
family-that of the Olympic family.
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I have not mentioned my competition in the high jump which was what
took me to Tokyo. This simply means that I did not even reach my personal
best. This was enough to make me sad, but the fact that I had taken part in the
Olympic Games mattered most to me.
Twenty-two years later, I have been given an opportunity to re-affirm my
membership of the Olympic family by attending this 26th Session of the
Olympic Academy.
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After the sports activities and the studying, music. Italians, Sudanese and Portuguese sing..
in English. (JMG)

Mr. Nikolaos Nissiotis, President of the I.O.A., presenting some participation diplomas.
(VP)
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One aspect of "art and sport ", the theme of the Session. (VP)

Professor John Powell and his working group present a repon on the general conclusions of the
discussions. (VP)
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Now it is the turn of Professor Fernand Landry and his students to present the second part of
the report. (JMG)

The Session is coming to an end, Mr. Ingolfor Hannesson (ISL) expresses thanks on behalf of
all the participants. (JMG)
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Mrs. Aleña Markojannakis, Prefect of Elia, during her speech at the closing ceremony of the
Session. (JMG)
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GROUP DISCUSSIONS

Once again this year, as at every Session, special attention was given to the
organization of the groups formed to discuss the topics of the Session, which
are selected with the approval of the IOC. Participants in the Session are
divided into language groups, so that they can express and discuss their views
and questions with ease. This year there were seven groups in all, five Englishand two French-speaking. Professors Fernand Landry (CAN) and John Powell (CAN), regular contributors to the IOA, supervised the work of the discussion groups and drew up the text of the general conclusions. The following
lecturers at the Session were in charge of the individual working groups:
Elizabeth Hanley (USA), James Parry (GBR), Elena Streltsova (URS), Kevin
Whitney (GBR), Russell Sturtzebecker (USA), Georges Sala (FRA) and Victor Banciulescu (ROM).
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CONCLUSIONS OF THE DISCUSSION GROUPS:
FIRST SUBJECT
OLYMPIC PRINCIPLES AS THEY
APPLY TODAY
by Dr. John T. Powell (CAN)

149 delegates representing 49 different countries took part in seven
groups, two of which were French-speaking, under the leadership of seven
lecturers.
Each group chose a Secretary who recorded the proceedings and who
presented that group's deliberations in open Session ; also a Chairman/Chairwoman was elected within each group. Lecturers acted as resource persons for
two, two-hour sessions.
The questions

1. What does Olympism represent to us in today's world? What does this
concept include?
Are there differences between sport and Olympism?
2. Is there, from your point of view, a philosophy of Olympism?
3. What are the influences of the various "power structures" upon Olym
pism, the Olympic Movement and the Olympic Games?
4. Do you have ideas about Pierre de Coubertin's concept of Olympism ? If
so, what do you believe he would say were he amongst us today?
Questions 1 and 2

Olympism, generally, is considered to be a philosophical doctrine representing positive values of honesty, fair play, equal opportunity, international
understanding, equality, educational features, amity, all of which apply within, and expand beyond, the narrow boundaries of sport.
Olympism is, for most, the way one's life is lived because it includes the
process by which the pursuit of excellence is strived for, on the way to the
achievement of a worthy goal. This "code of life" is common for most
cultures and nations and fits well with the spirit of youth today.
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Olympism is seen as the way principles are put into practice; a way of
promoting values and standards from which people may take example and
through which they set objectives ; form of being disinterested with respect to
financial gain from sport ; and as the spur for promotion between individuals,
nations and peoples of respect, cross-cultural tolerance, co-operation, friendship and peace.
The concensus of all groups is that the International Olympic Movement
is the strongest social force for good in today's world.
Olympism and sport

There are differences between sport and Olympism. Groups expressed
sadness that many elite athletes neither know of, nor practise Olympism in
the struggle to be first or to win.
Responsibility is cast upon teachers and coaches who often do not introduce the concept of Olympism early enough. However, others concur with
well-conducted sports contests as a positive way in which the values of
Olympism are spread. In fact, when sporting activities do not exhibit the
principles of Olympism, they are not truly sport.
The International Olympic Committee is encouraged to make clear the
meaning of "Olympism" and to inform National Olympic Committees of its
interpretation so that they might disseminate its essence through educational
programmes and other communication channels.
Question 3
Influences upon the Olympic Movement

The internal and external forces upon the spirit of Olympism, the Olympic Movement as a whole and upon the Olympic Games themselves are
immense. Because of the diverse nature of the combinations of individuals in
the groups, influences were identified as being of different intensities from
country to country.
There were noted to be both positive and negative features within influential structures.
It was the consensus that, overall, it is the athlete who suffers most as the
result of "forces" over which he/she has little control.
a) Negative features
Government to government relationships, and the way in which political
pressures are brought to bear on participation or non-participation, determine attitudes and affect the concept of Olympism. The use of the Olympic
Games as a stage for the expression of causes or of violent acts is deprecated,
as is the violence upon the human organism by the use of drugs taken to gain
unfair advantage. The incursion of professionalism, the inordinate power of
the influence of television and the press to "make" or "break", plus the
publicity gained by a sponsorship, often place the necessity of winning out of
proportion to its desirability, thereby affecting the behaviour and influence of
certain teams and/or individual athletes. Elite athletes serve as role models
influencing youth in particular by their example and Olympism by their life
actions.
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b) Positive factors

The legacy of sponsorship is better facilities so that by wise use the many
rather than the few might benefit. Television coverage of events that many
could not afford to attend inspires, encourages and educates, indicating the
value of striving for excellence, healthy competition, worthy pride in country,
internationalism and friendships made.
Television profits are used to support the expanding work of Olympic
Solidarity which aids less technically developed and less advanced countries,
and thus enabling attendance at the International Olympic Academy.
c) NOCs and the IOC
Whilst the National Olympic Committees have vital roles to play in the
encouragement of all matters Olympic, of selection of representatives, of
educational policies relating to the Movement, Olympism, the Olympic
Games, groups believe that the NOCs are given a minor role—in fact below
that of National and International Federations. However, the International
Olympic Committee has the major influence and impact on the whole of the
Olympic Movement.
The inequalities within the Movement itself need special attention by the
IOC. In this regard the lack of consistent policies by governments to support
NOCs economically and if support is given the conditions that will be exacted
cause further concern.
Racism within a country often excludes minority groups from national
participation or representation.
These matters should be known by the IOC. There was general agreement
that there is far too little influence by women in Olympic leadership at any
level. Very many delegates had no knowledge whatsoever about the role, or
even the composition of their own National Olympic Committees. It is also
believed that National and International Federations influence the understanding, or lack of understanding of the Olympic Movement by the way
emphasis, or lack of emphasis is accorded to the Olympic Games.

Question 4

Only three groups had time to devote to the last question, stressing that
Pierre de Coubertin looked at Olympism as a means by which all countries
could keep in touch with each other, live together in peace without political
interferences or distinctions being made between religions or races. This
concept included the spirit of unselfishness, honour, chivalry, goodwill and
peace. Today this philosophy is exactly the same but, as with all enduring
philosophies, its applications are changing. It is accepted that the Baron was
both idealist and realist and that were he alive today he would prosecute the
Games and would have adapted to the inevitable changes brought about by
the vast increase in numbers of events and contestants. It was suggested he
would not agree to our concept of "amateur" and would probably still oppose
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women's full participation. His elitism has also changed. "Upper class" now
means standards in participation, not rank.
Other considerations

Many other matters were raised, but by only one or two groups; they
are:
1. Concern about the stress placed on athletes by constant competition.
2. When countries elect not to take part in a Games athletes who have been
chosen by their NOCs to represent their country ought to be allowed to do
so under the Olympic flag.
3. The abuse of selecting very young children for elite sports, then disposing
of them in teams at an early age.
4. That profits from Games be given to famine relief or other disasters, to
members of the Olympic family.
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CONCLUSIONS OF THE DISCUSSION GROUPS:
SECOND SUBJECT
Sport—Art (competition) and Olympism
by Professor Fernand Landry (CAN)
This special subject had been selected by the Ephoria as the central theme
of the 26th Session of the IOA. It was proposed to the consideration of the
participants in the form of three sub-questions with the proviso that they
could be discussed in a different order, further developed or added to according to the wishes of the participants either before or in the course of their
deliberations:
1. Should art competitions be re-introduced into the official program of
the Olympic Games? If so, why and how?
2. High performance sport (athletics) and art, are there common
elements?
3. What is the relationship between esthetics and beauty?
Seven discussion groups were constituted, five using the English language
and two using French. All groups met on two separate days—for a grand total
of twenty-eight hours of formal exchanges. The reports stemming from the
seven discussion groups were read at a plenary session and were in addition
handed out in writing to all interested participants.
The following constitutes a consolidated report which summarizes
the substance of the debates and of the seven group reports submitted in
writing.
On the basis of the lectures presented during the 26th Session, consideration was given by all seven discussion groups to the historical background
and evolution of art competitions in the modern Olympic Games, as well as
to the reasons for the modifications which bore sequentially on the said
program before it was officially abandoned consecutive to the celebration of
the Games of the XlVth Olympiad held in London in 1948.
In essence, there was general agreement among the various discussion
groups that although "art" is not "sport", it could be argued that "sport" (i.e.
high performance sport) can well be viewed as a form of artistic achievement
or "art".
The groups also recognized that there were not only philosophical arguments, but indeed also a variety of cultural as well as ethical (i.e. moral)
dimensions to the relationship between "esthetics" (as a science or theory of
beauty) and "athletics" as a particular form of self-expression and achievement. Notwithstanding that difficulty, the groups identified a number of
elements which were recognized as indicators of commonality between art
and high performance sport (athletics):
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— both forms of human activity provide open-ended opportunities for
learning, performance and self-expression;
— both are characterized by specificity in the medium used and/or in the
type of opus produced;
— both have a tradition to go by, a history behind them, but yet also
marked differences in that athletics, as compared to art, has precise finalities
and is highly codified;
— in their quest for excellence, both the artist and the athlete rely heavily
on creativity, individual style and intent;
— both occur (i.e. the athletic or artistic performance) or are ultimately
presented (i.e. the work of art) in set locations and before formal audiences
that are generally knowledgeable about what to expect; such a situation is
recognized as conducive to potentially stimulating and/or rewarding inter
action between the athlete, the artist and their respective formal au
diences;
— in both cases, there is uncertainty of the end result until achievement is
reached;
— comparable states of elevated consciousness and spirit are often man
ifest when the artist and the athlete are able to transcend themselves, i.e. in the
creation of a great work of art or in the accomplishment of a great perfor
mance;
— in both forms of human activity, creation and communication are
essentially intertwined: creativity to attain a fixed objective (usually the
"unachieved"), and communication in the emotional-spiritual participation
of the spectators (as is the case with athletics) or of various types of public (as
people come into contact with the ways of art).
The matter of an eventual re-introduction of art competitions within the
official program of the Olympic Games provoked lengthy discussions and
animated debate in all seven discussion groups. Numerous opinions for and
against the idea were expressed, particularly on the basis of how the whole
matter is presently understood from the experience gained during the past
Olympic Games, that is in the course of the period 1912 (Stockholm) to 1948
(London).
As a background consideration, it was generally acknowledged in the
various discussion groups that play, sport and religious events have been
occasions for artistic creation and successful art competitions in past civilizations, in the ancient Olympic Games, indeed since time immemorial.
It was recognized, however, that because of the wide diversity of cultures
around the world, the many contemporary codes or rules of beauty and of
esthetic appreciation, and—above all—the constantly changing nature of
cultures and sub-cultures, it would be today highly complex to re-introduce
art competitions in the Olympic Games and to establish guide-lines and sets
of rules that could be systematically and uniformly applied throughout the
world in judging art work, including that which is inspired from sport.
Among the arguments in favour of art competitions at the Olympic
Games the following were most frequently expressed:
— many prestigious international competitions in various art forms are
already organized throughout the world and are judged successfully on the
basis of criteria which appear to be complied with, if not universally accepted
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in all details (the Nobel prize for literature was often cited as an obvious
example);
— the re-introduction of art competitions at the Olympic Games, pro
vided the inspiration for the art work be inquestionably derived from sport,
could serve as a significant motivational factor within the various artistic
communities of the world and would eventually result in supplementary
educational and cultural opportunities for spectators, visitors and athletes at
the time of the celebration of an Olympiad in a specific nation or culture.
There was however in the end a clear majority opinion against the idea of
the re-introduction of art competitions in the official program of the Olympic
Games. The arguments about which there was greater consensus counted
among the following:
— the very nature of art, as a means of expression taking place within or
through a given culture, was judged by many as antithetical to the idea of
international (i.e. trans-cultural) competition;
— the difficulty of deciding which, amid the many possible contempo
rary forms of art, or strands of artistic expertise, should be the subject of
competitions at the Olympic Games;
— the difficulties of establishing objective standards or criteria for judg
ing works of art accurately on a multi-cultural basis;
— the current Olympic sports program being already extremely heavy,
many NOCs (already experiencing insurmountable difficulties in participat
ing in the full sports program) would be subject to further burdens if art
competitions were included in the official program;
— as concerns the problem of subjective judging of performance already
present in some Olympic sports or disciplines (gymnastics, diving, figure
skating), it appeared to many that it would not be in the best interest of the
Olympic program to add yet more events involving subjective judgement;
— the difficulty of mustering the interest and eventual participation of
highly reputed or leading world artists who may fear for their reputation or
may not be easily convinced to enter a competition in which they might well
judge that they have more to lose than to gain;
— with reference to the present level of the athletic program in the
Olympic Games the danger would exist of staging art competition which by
comparison would rank inferior to the former both in quality and public
attractiveness;
— for all potential host cities (and thus nations) for the Olympic Games,
organizational, administrative, financial and other practical problems in
staging art competitions at the site and at the time of celebration of a given
Olympiad: national art competitions, artist materials and travel, art trans
portation, accommodation, security and insurance, judging and management
of offsetting revenues, amongst others.
In summary, the majority of participants at the 26th Session of the IOA
were not at this stage in favour of the re-introduction of art competitions as an
integral part of the official program of the Olympic Games. There was however a clear consensus to the fact that national art festivals and exhibitions as
well as other forms of cultural events should be continued, even yet further
developed and given greater visibility at the time of Olympiad celebrations.
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To that effect, closer cooperation between the OCOGs, the NOCs, the
IOC and the mass media was judged necessary. This development was seen as
a logical, practical and potentially significant step in bringing sport and art
closer together and thus in possibly enhancing not only the Olympic Games
per se, but the spirit of Olympism as well.
In the present conjuncture of the modern Olympic Movement, it was felt
within the various discussion groups that the matter of the re-introduction of
art competitions in the official program of the Olympic Games indeed calls
for a further, specific and thorough study and analysis of all aspects, dimensions, problems and implications of the question. It was strongly recommended that in the pursuit of that worthy objective, the IOC itself, or its
Cultural Commission, and if possible with the cooperation and assistance of a
representative (multi-cultural) committee of experts, should consult the
international community of artists with a view to finding the practical formulas which would bring Olympism periodically to the forefront of peoples'
preoccupations without adding undue burden or complications to the staging
of the traditional Olympic Games.
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PAINTING WORKSHOP
REPORT AND PROPOSALS
by Mr. Kevin Whitney (GBR)
The workshops started in the first week of the Session. I conducted the
painting class. A group of eleven people met every day after lunch and
initially experimented with the equipment kindly provided. Over the following period the students who were already committed to painting continued to
produce a large body of work. Others produced few works only because of the
lack of time dedicated to the workshops in the programme.
I was impressed with the enthusiasm of the dedicated students, who were
to be seen setting off in any spare moment down to the ruins of Olympia with
sketch-book and paints. Their pictorial interpretations were of an extremely
high standard as were other works related to sport and abstract work dealing
with the interpretation of Olympism and other subjects like the light in
Greece (see participant's report).
Work was also produced in conjunction with the dance workshop, and for
the dance production a floor design was executed. The participants of both
workshop groups became involved in this and produced a lovely backdrop
which enhanced an excellent dance routine.
The finished paintings were presented as an exhibition in the foyer of the
main building on Tuesday 16th July. The quality of this show confirmed my
ideas of art and Olympism and leads me to propose an idea to be presented to
the IOC as follows:
Proposal

In May 1983 I was appointed the official artist to the British Olympic
association. This was the first time in the history of the BOA that an artist had
been appointed and in the history of the Olympic Movement for any
country.
I subsequently spent one year working with the British team at training
grounds or in my studio, the results of which were printed in book form
(Olympic Challenge: paintings by Kevin Whitney. Frederick Muller, June
1984). I then attended the Games in Los Angeles and produced an inspired
body of work. This was a great experience. I have always been a firm believer
in the fact that there is art to be found in an Olympic situation.
As no other countries sent an artist to the Games in Los Angeles, would it
not be a good idea to suggest to the IOC that at forthcoming Games, all
countries send an artist to interpret in their own way what they experience in
the arenas of an Olympiad?
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The resulting works and exchanges of ideas of artists from all over the
world could be exhibited during the Games and then afterwards published as
a way of continuing the ideas of Olympism and promoting the maxim of art in
sport.
I felt very priviliged to be present in an official capacity at the XXIIIrd
Olympiad although I felt quite alone in this job. It would be very inspiring if
there were other artists present to exchange ideas and ideals with, at future
Olympic meetings.
Participants in the Art exhibition

Pascales Garçon (FRA), Roswitha Heid (FRG), Urban Höglund (SWE),
Helmut Kühnle (FRG), Ali Mhadi (SUD), Michel Speltz (LUX), Ralf Stratmann (FRG), Dan Thompson (CAN), Joan Zeltner (CAN).
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DANCE WORKSHOP
REPORT
by Mrs. Elisabeth A. Hanley (USA)

The theme of "Olympism and Art" for the 26th Session of the International Academy provided the stimulus for a "first" at the Academy:
practical workshops in the specific areas of dance and painting.
After a brief organizational meeting on Monday of the first week, those
participants who expressed an interest in the dance workshop met on Tuesday afternoon to combine their creative talents and interests within the realm
of modern dance and folkloric dance. It was especially pleasing to note the
attendance of those participants, both men and women, who had no previous
experience in dance, but who were willing to learn and to take part in an
informal art performance. This art performance was comprised of the following: poetry, reading in Greek, English, Romanian, French and German; a
musical selection in Greek and Turkish, painting; folkloric dances from
Greece, the United States and Sudan; and a special combination of modern
dance to an original poem "Olympia's Quietness", written by Dr. John
Powell. The dance workshop met on Tuesday, Wednesday and Thursday in
preparation for the performance on Friday evening. A brief rehearsal was
held on Friday immediately prior to the one-hour presentation which was
held on the front steps, under the serene setting of a star-studded Greek
sky...
Both spectators and participants obviously enjoyed and appreciated this
informal performance, and therefore the dance workshop continued throughout the next week. A total of 20—25 participants representing ten different
countries attended the dance workshops.
As leader of the workshops it was my pleasure to teach a variety of
folkloric dances (American, Israeli, German, Greek, etc.), as well as to learn
from other participants who graciously volunteered to teach their dances
(Portuguese, Sudanese, etc.).
It is my belief that both the dance and painting workshops added a special
dimension to the program of the Academy. Practical, as well as theoretical,
learning is essential in this idyllic setting, and it is my fervent desire for
workshops in both sport and art/dance to become an integral part of all future
Academy Sessions.
As a workshop leader, I was proud of how much was accomplished by
interested, talented and devoted students. My sincere thanks to those who
made it possible during this 26th Session: professor Nissiotis, Dean Szymiczek and Professor Paleologos.
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PAINTING WORKSHOP
PARTICIPANT'S REPORT
by Miss Roswitha Heid (FRG)

Should art be involved in the Academy? Yes, it should, even when the
subject of the Academy deals with art and sport.
How should art be involved? On the first day of the Academy, the proposal was made to set up workshops, to connect theory with the practice. The
participants agreed with this proposal and formed three workshops: dance,
theatre and painting.
I worked in the latter workshop involving painting and drawing, which
was a great pleasure under Kevin Whitney.
I myself tried to find out how I could show the connection between
ancient and modern, representing all of us, as people from the whole world,
and the archaeological site of Olympia in one painting. I decided that the only
way to produce this was in an abstract way, without connection with reality.
Paintings like mine reflect dreams, colours, movements. The light of Greece
inspired me, influencing my choice of colours.
The workshop was thus for me a good platform to express my feelings,
even I did not finish. It was simply a first step towards involving art in the
Academy. Activities like a workshop naturally need time and although I
worked hard in painting and drawing, it was not enough to achieve results.
But my aim was not to reach a high level in painting, but to take part. I
hope that future Sessions will continue the workshops, as they are a good
idea.
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CLOSING CEREMONY
OF THE 26th SESSION
AT ANCIENT OLYMPIA
16th JULY 1986

ADDRESS
by Professor Nikolaos Nissiotis (GRE)
President of the IOA

After twelve days of intense work we gather now in the lecture hall of the
IOA for the last meeting of this 26th Session. This Session, which has been
marked by the fact that it coincides with the 25th anniversary of the foundation of the Academy, has managed to create an Olympic family although its
membership is vastly multiracial and multinational.
Under the Olympic principles the differences of age, culture, nationality
and religion have become positive elements towards creating a community of
work, of study and life. These differences in the Olympic spirit constitute a
precious enrichment for the sake of a life in common which is intended to
become a very small miniature of the whole world on the way to its fraternization.
The wish, therefore, which I had expressed in my welcoming address to
you is realized in the best possible way. We have been able to taste the fruits of
an international reunion guided and supported by the Olympic spirit. This is
the primordial fact that I must underline with great pleasure, because it is
precisely this fact which has a particular importance in our world of today
that is seriously divided.
We have to thank one another for our mutual contribution in creating this
community of life which is the necessary presupposition for a community of
spirit, of study and of thought. This proved to be particularly necessary this
year for the 26th Session and its special subject "Olympism and Art",
because this subject for study, as I said at the opening ceremony, requires a
community spirit to achieve closer cooperation in the face of the need for
artistic creativity within an Olympic dimension.
This year's special subject proved to be a very interesting one in the
context of Olympic education with the intention to arrive not only at theoretical conclusions but also at appreciation of the results of Olympism as a
source for cultural values and achievements. The relation between sport and
art has been focused correctly in the particular perspective of Olympism and
art.
Olympism as a theory of life based on high competitive sport with all of its
humanistic values and principles uniting matter and spirit, body and conscience or soul has been brought into the relationship of sport and art in
general during our discussions, clarifying the way in which we should understand that while sport is not art the two are inseparably linked.
305

Olympism is the matrix in which sport and art in reciprocal interdependence can be conceived and grow into specific artistic expressions visibly
incarnating this relationship between sport and art. We have thus seen and
interpreted why the Olympic Games have inspired art right from their origins
in ancient times and made art become one of its most evident and eminent
expressions.
On this basis the 26th Session has attempted a practical application of the
theoretical part of the programme. This is one of its special characteristics if
compared with previous Sessions. I refer to the spontaneous creation of
workshops on the subject of Olympism and art in the areas of painting, dance
and poetry, with remarkable results. In this way I must praise specially those
fervent lecturers and participants who had the necessary preparation and
achieved a good and exemplary performance illustrating artistic creativity in
the best possible way amongst us.
That is why, and without any kind of triumphal self-satisfaction, we can
all agree that this Session has been on the whole a success, regardless of the
several missing elements or the limited means at our disposal for facing this
difficult topic. Some people have urged us to repeat the same study theme in
the next two or three years. After the experience of the 26th Session, I am
inclined to present this suggestion to the IOC Commission for the IOA at its
next meeting in Lausanne early in December this year.
I believe that, as we approach the end of this Session, I must say to you,
dear participants, that a far longer Session that the 26th will begin once it
ends: this will be the Session of your life at home and the follow-up of our
work here in your own home country. Today, more than ever before, the
Olympic Movement requires a younger generation which has gone through
Olympic education in an international setting like this to work further in the
service of this education within their environment.
A Session of the IOA is not an end in itself. On the contrary it is a new
beginning in our lives devoted to one of the highest and noblest philosophies
of life. And this is my hope as I bid you farewell during this closing ceremony.
I am sure that your stay and study in the installations of the IOA next to the
site of the ancient Olympic Games in Olympia will definitely mark your
future in a positive way. I am certain that you will now have more courage and
wisdom to carry with you the flame of the spirit of Olympia, keeping your
spirits alert in the service of everything noble that adorns a human personality. Olympism cannot be defined as an ideology because it is a new lifeprocess present all around us, reconciling and revolutionizing spirits and
peoples everywhere and at all times.
As Olympian graduates of this Academy, be courageous in all situations,
proclaim truth beyond all boundaries and all narrowmindedness, unite where
there is separation, create new forms of good, beautiful life like reborn artists
of Olympia and know that if your love is true you can dp everything with all
people of goodwill, also changing those who are not with you in this noble
fight.
It is with this appeal, but also with the firm conviction that from now on
you will be the voices of the IOA to the utmost corners of the earth,
that I thank the speakers and you for all contributions and cooperation during
the 26th Session, as well as all the members of the IOA staff. And it is with
this
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conviction, finally, that I also wish you, dear participants, a safe and pleasant
trip back to your home countries. Let Olympia fill your hearts and minds with
light, wisdom and love for ever!
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ADDRESS
ON BEHALF OF THE LECTURERS

by Mrs. Elizabeth A. Hanley (USA)
Pennsylvania State University

"So we to Olympia's vale have come
And in silent rapture we will go,
Quieter than when Alpheus river's flow
Meets the far deeps of the sea.
Both river, and ourselves,
Are held through some magic harmony."
John Powell

"Magic harmony" — what a wonderful way to describe our experiences
here in Olympia ! For me it is both an honor and a responsibility to represent
the lecturers, to speak as one for many... And I am especially pleased, because I
have experienced three very different roles at the Academy: as a participant, as
a staff "assistant", and now, for the first time, as a lecturer. I know the
feeling of a participant, like you, sometimes frustrated but always eager to
learn. I know the often frantic pace and never-ending duties of an "assistant",
and now I know the responsibility of a lecturer.
We, the lecturers, represent eleven different countries, and are a diverse
group from very different backgrounds, with different languages, ideas, customs and traditions. We learn from one another, but we also learn from you,
the participants. Your indulgence in listening to, and understanding, our
lectures has not gone unappreciated. Not every lecture will be meaningful to
everyone, but it is our hope that each of you will take home one new idea, an
appreciation for the interrelationship between art and sport, a better understanding of Olympism and the desire to continue your involvement in the
Olympic Movement. If we have accomplished this, we will have met our
challenge.
Our life together here at the Academy has been enhanced, not only by the
idyllic setting, but especially by our interaction with one another and with
you. New friendships and new understandings emerge in various ways:
through discussion groups, both formal and informal; by participation in the
painting and dance workshops; by sharing a cup of coffee during morning
breaks ; by enjoying "siesta" at the pool (but did anyone ever really "siesta" ?);
by long walks to Olympia and back, at all hours; by waking up with early
morning aerobics; and, of course, by the invigorating run to view the incomparable sunrise on Mt. Kronion.
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Our circle of friends has widened. Your circle of friends has widened. The
resulting common circle which we now share is reminiscent of the ancient
significance of the circle. Together we enclose the goodness of the Olympic
spirit and Olympism, while keeping out the negative external forces.
All of the good times and fond memories each of us will take home,
however, are not entirely of our own making. They are due, in large measure,
to the ever-present Greek hospitality. Our heartfelt thanks are expressed to all
of the staff at the Academy: the cooks, the groundskeepers, the secretaries, the
audio-visual technicians, the bus drivers, the maids, and all those "behind the
scenes" who create the smooth operation of daily life. We are also very
grateful to the interpreters and the staff "assistants". And, of course, none of
us would be here without the gracious invitation of the Hellenic Olympic
Committee and the Ephoria of the International Olympic Academy.
"So we to Olympia's vale have come
And in silent rapture we will go..."
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ADDRESS
ON BEHALF OF THE PARTICIPANTS
by Mr. Ingólfur Hannesson (ISL)

On behalf of the participants of the 26th Session of the International
Olympic Academy, we should like to thank you for gathering us here together
in this ancient and holy part of Greece. During the last two weeks, we have
gained new perspectives and widened our old ones.
We should also like to thank the staff of the Academy, the secretariat,
interpreters, kitchen staff and maintenance men, all of whom have provided
for the perfectly smooth running of lectures, meals and social events. We all
appreciate the vital part you have played.
The world of sport seems to be in fragments, which, sadly, is a reflection of
the real world in which the threat of total destruction hangs over us like the
Sword of Damocles. In this world, we need something to hold on to, something to believe in. For many people, sport is a means to keep a grip on reality.
But what is sporting reality? We have the joy of participation, the beliefs of
Olympism, tempered by such problems as professionalism, commercialism,
doping and boycotts. And that simply seems to be a reflection of the outer
world.
Sport must face up to these problems; it must not exist in a vacuum or
wrap itself in cotton wool and hope that these problems will just pass by.
If we can imagine sport as a tree rising up from the ground, we have the
vital sap, the enthusiasm, the joy. But as we climb higher we begin to find
rotten branches. If we are not careful, the rot will kill off all the goodness at the
roots. What must we do? Do we play the part of the lazy gardener and do
nothing, or do we set to work quickly and try to save the good branches?
Of course we set to work as soon as we can. And, even though at times it
may not seem so, there are very many dedicated gardeners tending the trees of
sport. One of these is the IOA. The beauty of the trees here surely extends our
metaphor for the goodness and potential that exists in sport. But it was not
always like this. As it says in the poem "Sybil's Prophecy", which was
composed in Iceland around the year 1000 AD:
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In the beginning of time
There was nothing,
Neither sand, nor sea,
Nor cooling surf;
There was no earth,
Nor upper heaven,
No blade of grass—
Only the Great Void.
Until the gods
Lifted up land,
Made Middle Earth
A matchless place.
Sun shone from the south
On a world of rock;
The ground grew
Fields of green.
The International Olympic Academy has now been operating for
25 years. Like our well-tended tree, it has been growing ever stronger as a vital
part of the Olympic Movement as a whole.
This Session of the Academy has been devoted to the subjects of Olympism, art and sport. We have found it fascinating to hear lectures, and meet in
discussion groups, to talk about connections between the themes which many
of us may not have considered before. The result is that our creative perceptions and abilities have been enhanced, as well as our sporting ones. We have
achieved this by trying to reach to the very roots of our subjects, by trying to
define our terms and draw them together. The visible results of our creative
energies have been observed and appreciated by many.
Just as vital, though, are the invisible results of our energy. We have come
together here, 150 of us from countries all over the world, to create a society
which has Olympism as its force. We have all practised Olympism in our own
way—by debating together, by discovering together, by competing together in
friendship and fair play. Here we have created unity, solidarity, fraternity and
peace. How different from the real sporting world... ? We have shown that it
is possible; now it is for others to follow our lead.
We can, in fact, see the spirit of Olympism in almost everything we do.
Eating together, walking to the village together, touching and embracing each
other. And, even though we may be embarrassed to admit it, this emotional
aspect of Olympism may be the one we will remember longest after we have
left this serene and tranquil place.
Now, I would like you to reach for your neighbour's hand, and make a
universal chain. We want to symbolize the solidarity of the Academy, the
solidarity of the sporting world, the solidarity of mankind. Close your eyes
and think of the past two weeks, in silence.
Maybe some of you have tears in your eyes. The tear that symbolizes the
greatest joy, and the deepest sorrow. The sorrow is at leaving this place, the
joy is for the experience that we have had, and that we will be giving to others
in the future.
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ADDRESS
by Mrs. Aleka Markoyannaki (GRE)
Prefect of Elis

It is a particular joy for me to be with you on the occasion of the
26th Session of the International Olympic Academy at this site of Ancient
Olympia, which symbolises peace, reconciliation and faith in the universal
human value of sport.
In our times, you, the representatives of the International Olympic Academy, express and demonstrate your recognition of the relationship which
exists between Greece, sport and peace, your recognition of Greece as the land
which originated the TRUCE and which passed on the principles of art and
human dignity, principles sacred to Olympism throughout the world.
Sport, which represents the liberation of man's natural forces, an act of
self-knowledge, a form of teamwork, disciplined strength, cooperation, solidarity and healthy competition, must be given its true place as a means of
communication between men, villages, cities, nations and peoples. It is a
source of brotherhood, cooperation and peace.
As guardian of the Olympic ideal, Greece is at the forefront of the struggle
to ensure that sport ceases to be considered as a theoretical right and that
it becomes a reality for every citizen, regardless of age, sex and social
position.
Thanks to the Government's current policy, we are determined to make a
decisive contribution to the awakening of interest in sport among young
people. It is our ambition to remould the relationship of young people to
sport, effort, art and the spectacle, which has gradually deteriorated.
It is important that sport, as a constituent part not only of life, but also of
civilization, should transform minds which are directed towards criticism
and opposition and reveal models of democracy and autonomous relations
based on participation, but without having negative effects on thinking,
values and research.
At the present time, when the world is going through a crisis of values and
violence is becoming regarded as the solution to our problems and differences, we in Greece, our Government and our Prime Minister himself would
like to extend an invitation, one which has its roots in the extremely ancient
Olympic ideal. It is an invitation which arises from the Olympic Games, with
the aim of mobilizing all mankind for sport, art and civilization, which will
contribute to world peace, reconciliation, the undisputable right of every
human being to participation and emulation, creation and democracy, that is
to say, the right to be part of a humane society.
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