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This essay examines one of the most significant of all contemporary architectural
monuments, Mies van der Rohe’s German Pavilion, built in Barcelona in 1929. The
political implications of this design are manifold. Originally, it was designed to
represent Germany in an international exhibition, a higly politicized commission to
any architect. When it was rebuilt in the 1980s, the decision to recuperate the lost
pavilion also followed a political agenda, having to do with Spain’s return to
democracy, and for the city of Barcelona recuperating its link to the pre-civil war
years. The “archival” life of the pavilion, as well as its living condition among printed
media was recently interpreted by the Barcelona-born artist Muntadas through an
installation that was situated in the Pavilion itself. This essay also refers to
Muntadas’ trajectory of investigating space, politics, and memory through artistic
practice.
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