Making use of pictures and headlines from newspapers, books, magazine, etc., the aim is to demonstrate in a critical manner the different ways by which Spartacus and the slave revolt was instrumentalised since the 19th century by politicians and modern storytellers.

‘[Stories of Spartacus] are united in their assimilation of an underdog who, although ultimately crushed by his opressors, rose up and challenged an incredibly powerful institution, shaking it’s very foundations.’
								Hunnings, 2007, 1

Hunnings looks at how the story of Spartacus was instrumentalised in nineteenth century England and states that there were three main themes- proletarian, Pole and Christ. She also touches on the homo-eroticism of Spartacus as far back as 1822, which may come from her desire to replicate themes found in Ancient Greek literature (Hunnings, 2007, 16). These themes can be considered as: Spartacus as a symbol for Communism, a symbol for nationalism, Spartacus as a Christian sympbol and the ironic gay icon that Spartacus has become. 
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‘Sporticus’ (the children’s cartoon inspired by Spartacus) at a Pride March.

[bookmark: _GoBack]Communism adopted Spartacus from the beginning as “an important symbol of a mass political movement that shaped the course of the twentieth century” (Shaw, 2001, 16). In 1865, Marx told his daughter that one of his two heroes was Spartacus, “a great general.. a noble character, a genuine representative of the ancient proletariat.” (Shaw, 2001, 14-5). Lenin described him as “one of the most outstanding heroes of one of the very greatest insurrections” (Lenin, The State and Revolution, 1917).
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Khachaturian’s 1954 ballet, Spartacus, appears on an album alongside his Ode in memory of Lenin.
Stalin also appropriated Spartacus, Rubinsohn describes the early 1920’s in Russia as ‘vulgar Marxism’, a period when “every Soviet historian had to interpret the slave-uprisings with reference to Stalinist theory” and which only got more intense after 1927. (1983, 4) 
The All-Soviet Games were named the Spartaciads in order to show that they were something “specifically proletarian” (Rubinsohn, 1983, 1). Soviet policy encouraged/enforced physical discipline so Spartacus was used to promote physical fitness, as he was in the 2004 children’s cartoon.
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Advertisment for the Spartakiada in 1928. 

At the same time as Spartacus was being used by Soviet Communists, he was also being used ina similar way by the Spartacus League in Germany to rally support for a violent, but unsuccesful revolution. 
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American literature dealt with the co-option of the Spartacus story in different ways.
 [image: ]

Koestler wrote The Gladiators (1939), which described the revolt as beginning with high ideals which then “degenerated into tyranny and opression” (Shaw, 2001, 18), which fitted nicely with the Anti-Communism in America at the time, whereas Fast, who was in prison after having been convicted of Un-American Activities, unsurprisingly focussed more on the legitimacy of the slave revolt and it’s links with Communism, even echoing the Communist Manifesto’s “The proletarians have nothing to lose but their chains” (Engels, Marx, 1888, 70) with “To the slaves of the world: Rise up and cast off your chains” (Fast, 1951). Rome was depicted as a greedy and debauched capitalist society. Solomon describes the 1960 film, Spartacus, based on Fast’s book, as “neo-Marxist” (2001, 51). Kirk Douglas describes his identification with the slaves as a Jew and his desire to depict Spartacus’s revolution as a “disruption of evil institutions” (Futrell, 2001, 97). He also made a conscious choice to film Fast’s book (controversial in itself) and to engage a blacklisted screenwriter. Futrell describes the adaptions made to the book as being to avoid it seeming too communist as including the domestication of Spartacus, a tradition which included Strickland’s 1822 book. With the decrease of interest in Communism, Spartacus appears less often in material related to it.
The second theme Hunnings mentions is the ‘Poles’, discussed in Jacob Jones’s book published in the mid 1830s (2007, 13). As well as a symbol for opressed Poland, Spartacus is also used as a nationalist symbol in Spartaco by Giovagnoli (1874), in which he demonstrates “ideals of independence movement” (Shaw, 2001). 
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Even the use of mainly American actors as slaves while the Romans are British can be seen as a nationalistic act (the brave Americans rebelling against the opressing British). 
The third theme discussed by Hunnings is Christianity. She describes potential tensions between the ‘pagan’ topic of Spartacus and “Christian morality”, specifically Strickland linking Spartacus with “love thy neighbour”, “Good Samaritan” and the repeated forgiving of his (Judas-like) betrayer. Strickland’s Spartacus also has a Christlike ability to control the weather. (Hunnings, 2007, 14). The 1960’s film also uses Christian imagery, including Spartacus as martyr for the good of someone else and Spartacus crucified. The beginning of the film makes it clear that the film is set before Christianity, carefully implying that Christianity will change things for the better. 
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The final theme that Hunnings mentions is homo-eroticism (again found in Strickland’s Spartacus). While it seems more likely that this is because she was aiming to write in a Homeric style than because she was implying that Spartacus wanted to have sex with other men, it is a theme that Shaw suggests has become “Spartacus’ main iconic importance now” (2005, 23). Wyke suggests that this was because “ancient Rome was deployed to imagine and to legitimate male homosexuality” (2001, 8-9). The Spartacus gay travel guide has been published since 1970. 
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There is enough of an assumption of familiarity with this homo-erotic Spartacus to mean it is included in the 1995 film Clueless as a hint that Cher’s love interest is gay (Azeredo, G, 2006).
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The most modernized version of Spartacus, Blood and Sand, continues to link Spartacus with homo-eroticism, demonstrating “a different sort of freedom” (Shaw, 2005, 23). 
Tracing the development of Hunning’s themes of Spartacus in England in the nineteenth century to consider how they have changed in the twentieth and early twenty-first centuries has meant leaving out a lot of other interesting uses of Spartacus. However, it shows that in many ways our use of Spartacus has continued in a tradition of being based in a very varied, sometimes contradictory way based almost entirely on what we would like to use him for. Stalin’s use of Spartacus (while threatening dissenting historians) is particularly ironic. Spartacus’s lack of identification with any modern religion or modern state has freed Christianity and various nationalities to claim him as their own.
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