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The Text and the Coming of Age of
the Avant-Garde in Germany

Timothy O. Benson

The radical change in the appearance of the text which oc-
curred in German artists’ publications during the teens
demonstrates a coming of age of the avant-garde, a transfor-
mation in the way the avant-garde viewed itself and its role
within the broader culture. Traditionally, the instrumental
purpose of the text had been to interpret an “aesthetic” ac-
tivity and convey the historical intentions and meaning as-
sociated with that activity. The prerogative of artists as
well as critics, apologists and historians, the text attempted
to reach an observer believed to be “situated” in a shared
web of events, thus enacting the historicist myth based on
the rationalist notion of causality which underlies the avant-
garde.

By the onset of the twentieth century, however, both
the rationalist basis and the utopian telos generally as-
sumed in the historicist myth were being increasingly chal-
lenged in the metaphors of a declining civilization, a dis-
solving self, and a disintegrating cosmos so much a part of
the cultural pessimism of the symbolist era of “deca-
dence.”! By the mid-teens, many of the Expressionists had
gone beyond the theme of an apocalypse to posit a catastro-
phe so deep as to void the whole notion of progressive so-
cial change.? The aesthetic realm, as an arena of pure form
and structure rather than material and temporal causality,
became more than a natural haven for those artists and
writers who persisted in yearning for such ideals as Total-
itdt; that sense of wholeness for the individual and human-
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66. George Grosz and Wieland Herzfelde
Die Kunst ist in Gefahr
.Berlin, Der Malik-Verlag, 1925
Book, 18 x 12 cm., 45 pp.; Cover by George Grosz.
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ity, with roots running back to German Idealism, so often
extolled in Expressionism. While serving the Expression-
ists’ need for something identifiable as “absolute,” the aes-
thetic realm also offered strategies for restructuring the
text and other cultural artifacts whose historical purpose-
fulness was increasingly in doubt. This prospect was espe-
cially important to the German Dadaists who, while overtly
disgusted with the absolutist claims for art made by the
Expressionist “swindlers,” always maintained a covert re-
spect for art.

When social conditions forced artists and intellectu-
als from all over Europe into exile in Zurich, an unprece-
dented situation came into existence. The participants in
what came to be known as Zurich Dada virtually construct-
ed a generic art movement in isolation from both the na-
tional bourgeois cultures which had begrudgingly support-
ed avant-garde circles and from the political turmoil which
was now threatening their existence. Under the unusually
hermetic conditions prevailing in the Cabaret Voltaire cir-
cle, the text was largely appropriated by artists and poets.
Decisions regarding structure and assumptions pertaining
to context — and with them the interpretation and expect-
ed reception of the text — were now more than ever merg-
ed into the structuring and forming enterprises of aesthet-
ic activity.

In Berlin the German Dadaists responded to the im-
mediacy of the political and cultural crisis by holding all of
culture accountable, including the avant-garde. Their paro-
dies of Expressionism, Futurism, and Cubism produced a
sign-system for situating a “movement” — in the generic
sense of the term being increasingly recognized in critical
discourse® — within the broader setting of the surrounding
culture. Their self-referential approach allowed the Ger-
man Dadaists to attempt a broad restructuring of the elitist
“institution of art,” or social “subsystem” attendant on the
aesthetic ritual of avant-garde movements including exhibi-
tions, publications, the art market, criticism, etc.* The re-
sult can be called an “anti-ism” intended as social criticism.
This rejection of the bourgeois setting for art also had its
idealist aspect, as the participants considered their alterna-
tive a potential embodiment of such convictions as Total-
itdt presented in an array of vehicles suited to the widest
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62. Richard Huelsenbeck, Phantastische Gebete
Berlin, Der Malik-Verlag/Abteilung Dada, 1920
Book, 26 x 18 cm., 31 pp.

Covers, front, and back by George Grosz.

*63. Wieland Herzfelde, Tragigrotesken der Nacht: Trdume
Berlin, Der Malik-Verlag, 1920
Book, 23.5 x 16 cm., 89 pp.
Cover, twenty drawings and

one photomontage by George Grosz.

*64. George Grosz, Ecce Homo
Berlin, Der Malik-Verlag, 1923
Folio of lithographs, deluxe edition,
in cloth-covered slipcase, 35.5 x 27 cm.
Vol. |, 176 pp.
with 84 black and white lithographs;

64. Wieland Herzfelde, editor of Malik-Verlag publishing house, would regularly assist George
Grosz in the organization and preparation of his prints for folio editions, often providing timely
political captions for the satirical works. Composed of a series of lithographs completed by
Grosz over a period of five to six years prior to its release, Ecce Homo was produced in both
regular and deluxe editions, the latter prepared for publication in order to accrue funds for other
Malik-Verlag publication ventures.

Vol I, 16 color lithographs.
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possible audience. While the Berlin Dadaists were as
deeply ambivalent of a future utopia as they were skeptical
of the means of its attainment recommended in either po-
litical or aesthetic radicalism, they were able to envision
what the “Dadasoph” Raoul Hausmann called an Uber-
gangsform [form of transition] in the immediate present.
‘While ultimately no less “fictional” than the historicist
myth it sought to replace, this concept accepted the mate-
rial conditions in which meaning occurs and thus con-
ferred an unprecedented degree of objecthood on the text.
This attitude briefly opened aesthetic activity, and in par-
ticular treatment of the text, to a host of hitherto excluded
influences from the broader culture. The Dada text as-
sumed guises ranging from the vernacular to the fashion-
able, from the found object to the commercial product, il-
lustrated journal, and American film. This paper is con-
cerned primarily with the formal transformation of the text
as artists took advantage of this opportunity.

In the early modernist era prior to the twentieth century,
it had generally been the content rather
than the appearance of a given text
which conveyed the revolutionary objec-
tives of radical artists and writers. There
existed, however, a long tradition of de-
clarative devices alluding to the text.
The red masthead of Hans Leybold’s

Huflage 3000 Zweiwochenlchrift Preis 10 Pfg.
Yabrgang el Verlag: Deinrich £ 5 Bachmair

Wuandien

Inhate

Richard Beewald: Revolution
s —

Figure 25

journal Revolution (figure 25, cat # 18)
continues this legacy while sharing with
Richard Seewald’s cover woodcut the
straightforward purpose of referring to
the image of revolution as “active, sing-
ular, sudden,” and “chaotic,” as Erich
Muhsam defined it when setting forth
the journal’s ideological framework in
its opening essay.® Developing a circul-
ation of 5,000 during just two months of
publication, Revolution was quickly ban-
ned by the censors.” Within the context
of other such journals, the visual format
for Revolution assumes additional impor-
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*60. Raoul Hausmann, editor;

60. Der Dada (no. 1) and Der Dada (no. 2) were offered as antidotes to the Malik- Der Dada (no. 2)

Verlag's point of view, with which both John Heartfield and George Grosz were as-

sociated. Issue number two offers an outstanding alternative to the Malik-Verlag Berlin, December 1919
perspective and was basically a direct collaboration between Hausmann and Baader. Little review, 29 x 23 cm.,
The periodical provides access to a point of view specific to Berlin Dada and is con-

sidered to be one of the most visually exciting of the publications generated by the 8 pp.

Berlin group. Cover by Raoul Hausmann.

61. Der Dada (no. 3) was published

under the Malik-Verlag imprint and rep-

resents the absorption of the periodi-

cal into a more broadly based perspec-

tive. Johannes Baader has been *61. George Grosz, Raoul Hausmann and John Heartfield, editors
dropped from the ro/e of s'ubétantial Der Dada (no. 3)
contributor and the issue is signed by
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“Georgemann” (George Grosz). Based ;g :f, Littl .

in part on its distance from the after- :: :E i i T L IHleIEVISW,

math of the First World War and on the “ & gxli*- i 23 x 15.5 cm., 16 pp.
preparation of the never published P N S T :
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tance as a further step among several attempts to estab-
lish an antibourgeois setting for the text. Its format was
directly indebted to the modernized appearance of Franz
Pfemfert’s activist journal, Die Aktion,® which in turn was
areaction to Herwarth Walden’s popular and more apoliti-
cal Der Sturm (cat.#s 11-13).° For its part, Der Sturm had
appeared in an expansive American format with tradition-
breaking antiqua type and large, forceful graphics at a time
when nearly all artistic and literary reviews were in small
formats set in German fraktur.!°

Der Sturm also gave voice to a development which
would challenge its own antimaterialist ideological founda-
tions. Filippo Marinetti’s Technical Manifesto of Futurist
Literature, published in Der Sturm in 1912,'! advocated the
liberation of the text from syntax and made it available for
formal approaches ranging from calligraphic arabesques
to the new “typographic revolution” employing multiple
colors of ink and numerous typefaces on the same page,
an approach described in his slightly laterLimmaginazi-
one senza fili e le parole in liberta [Imagination without
Strings and the Words in Freedom] (Milan, 1913, cat.#7).12
The Expressionists’ failure to respond to the Futurists’ vis-
ual liberation of the page and use of vernacular sources
was undoubtedly related to their abhorrence of the mate-
rial world.!®* While the Expressionist Wortkunst poets of
the Sturm circle shared with the Futurists a desire to be re-
leased from the literary conventions of syntax and narra-
tive development, they felt less affinity with the expansion-
ist aesthetic implied in the Futurists’ celebration of the
“bruitism” (noise aesthetic) and the material qualities of
art. Wassily Kandinsky’s antimaterialist paradigm for his-
torical change (based on the abstraction of a moving tri-
angle) as described in his influential Uber das Geistige in
der Kunst (cat.# 9), opposed the demands made by the
“practical-purposeful” world of matter.!* His influence help-
ed ensure that the visual appearance of the Expressionist
text remain generally exempted from decisions which
would make it suited to vernacular modes of communica-
tion.

Partly as a consequence of this pervasive antimateri-
alist approach, a rift was growing ever wider between po-
litical activism and the more esoteric aesthetic radicalism
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*56. Wieland Herzfelde, editor
Die Pleite (no. 4)
Berlin, Leipzig; Der Malik-Verlag, May 1, 1919
Little review, 40.2 x 26 cm., 4 pp.

Cover by George Grosz.

+57.Wieland Herzfelde, editor
Die Pleite (no. 7)
Berlin, July 1923
Little review, 46 x 29.5 cm., 24 pp.

Cover by George Grosz.

+ 58.Wieland Herzfelde
Die Pleite (no. 9)
Berlin, 1923
Little review, 41.3 x 29.5 cm., 9 pp.

*59. Raoul Hausmann, editor
59. The first official Berlin Dada little magazine, Der Dada (no. 1)

was self-published by Raoul Hausmann. The review clarified the dis- Der Dada (no. 1)

tinction between the two Berlin Dada camps; the first dominated Berlin, June 1919

by Hausmann and Johannes Baader, the second by George Grosz . .

and John Heartfield. Little review, 29 x 22 cm., 8 pp.

Cover by hausmann-baader.
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within the avant-garde. In Berlin, the Novembergruppe
and Arbeitsrat fiir Kunst (Workers Council for Art), mod-
eled after the soldiers’ and workers’ soviets, were among
the groups most affirmative of socialist ideology in their
rhetoric. Their exhibitions, however, were too diverse, dis-
united, and confusing to find a socially effective reception.
Attacks came from both the socialist and bourgeois press
as well as from the Dadaists who, in their “Open Letter to
the Novembergruppe,” accused the Novembergruppe of
snobbery and betrayal of the cause through a “purely aes-
thetic revolution.”® Naturally, there were exceptions.
Max Pechstein, for example, produced a rousing apocalyp-
tic cover image for the Novembergruppe’s banner publica-
tion, Az alle Kiinstler! His woodcut cover for the 1919 Ar-
beitsrat fiir Kunst pamphlet was equally effective,'® and his
posters for the new socialist government in 1919 were suc-
cessful in reaching a proletarian audience.!” In Dresden,
too, artists and intellectuals generally failed to fuse the po-
litical and aesthetic revolutions. As early as 1918, Men-
schen publisher Walter Rheiner altered the magazine’s dec-
laration of purpose under the masthead, advancing Expres-
sionism as a preserve of a “prinzipielle Idealismus” [funda-
mental idealism], a metaphysical “absolute” threatened by
the material world.!® A few of the younger generation in
Dresden were able to successfully continue the exuber-
ance of the hopes for change while also furthering the for-
mal revolution begun by Expressionism. Among them
was Conrad Felixmiiller who had honed his skills as a pro-
digious illustrator for Franz Pfemfert’s “Aktion” publica-
tions (e.g., his cover for Das Aktionsbuch). Exploiting the
arbitrary qualities letters share with the visual ambiguity
of the Expressionist woodcut aesthetic, he incorporated
text and image to achieve a direct yet lingering impact in
his cover for Sezession Gruppe (figure 26, cat. # 23). For
many artists of this era, however, the aesthetic revolution
was assumed as a fait accompli, its results needing only to
be offered in the service of the chosen ideologies.!® Conse-
quently, as the Expressionist movement became irreversi-
bly divided and embroiled in political and philosophical
disputes during the mid to late teens, the text retained its
vigor as the most reflexive and discursive component of
the avant-garde.
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+54. Wieland Herzfelde, editor

54. Die Pleite (Bankruptcy) was also Die Pleita ino. 1)

heavily political and its visual contents
dominated by Propagandada George Berlin, Leipzig; Der Malik-Verlag, 1919
Grosz's politically satirical drawings.
The third of such collaborations be-
tween Wieland Herzfelde, John Cover by George Grosz.
Heartfield, and Grosz, the periodical

was eventually incorporated into Der

Gegner (see catalogue #27).

Little review, 43 x 30 cm., 4 pp.

+ *55. Wieland Herzfelde, editor
Die Pleite (no. 3)

Berlin, Leipzig
Der Malik-Verlag, April 1919
Little review, 40 x 29 cm., 4 pp.

Cover by George Grosz.
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In Zurich, the text departed from the absolutist pur-
poses it had served in Expressionism to assume the object
qualities and promotional role which would ultimately
make it capable of attempting the restructuring of the “in-
stitution of art.” The very diversity of the international per-
sonnel in Zurich Dada made such a restructuring neces-
sary. Their movement evolved from simultaneous influ-
ences which included Expressionism, Cubism, and Futur-
ism. Jakob van Hoddis, August Stramm, Oskar Kokoschka,
and many other Sturm artists were represented in the jour-
nals, evenings, and exhibitions, some imported directly
from the Berlin Sturm Gallery (cat. #s 32-35). Picasso and
Delaunay were reproduced in Cabaret Voltaire (figure 7,
cat. # 31) and Dada, (figures 13, 19, and 22, cat. #s 40-43)
and Marinetti’s typographic revolution was continued in
Cabaret Voltaire, Dada, and Der Zeltweg (cat. # 45). These
trends were accommodated among the components which
were needed to “make” an international cabaret. As Hugo
Ball recounted in his opening proclamation in the periodi-
cal Cabaret Voltaire (figure 10, cat.# 31), he assembled what
he needed by type: some young people, a cabaret room, art
works to exhibit, notices to the press, songs, poems, dances
of various nationalities to be performed, and so on.2° Unlike
his Futurist and Expressionist predecessors, Ball’s desired
setting for these components was one isolated from the
specificity of war and fatherland. While the Dada celebra-
tion of simultaneity, nonsense, and chaos was partly an
ideological response to the war, the promotion of the ma-
ture products identified with several modernist movements
under the generic term “Dada” also shows how the Zurich
circle articulated itself as a paradigm of the modernist
movement.

While the text reflected these diverse tendencies, it al-
so unified them. Chaotic Futurist texts and emotionally-
charged Expressionist poems were presented on the page
with an elegance and restraint conceivable only beyond the
political turmoil in Germany. The text layout was discrete-
ly varied on the spacious pages of Cabaret Voltaire and of-
ten coaxed into horizontal and vertical structures in Dada.
In Dada 3 (December 1918, figure 20, cat. # 42), the diverse
typefaces suddenly attained a baroque decorative quality
not unlike the accompanying woodcuts by Marcel Janco.
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*51. Carl Einstein and George Grosz, editors
Der Blutige Ernst (no. 4)
Berlin, Trianon-Verlag,

November/December 1919
Little review, 40.6 x 28.7 cm., 8 pp.
Cover by George Grosz.

52. Carl Einstein and George Grosz, editors
Der Blutige Ernst (no. 5)
Berlin, Trianon-Verlag, 1920
Little review, 38.2 x 26.7 cm., 8 pp.

Arbeiten und nicht verzweifein!
SONDERNUMMER IV. DIE SCHIEBER.

Cover by George Grosz.

*53. Carl Einstein and George Grosz, editors
Der Blutige Ernst (no. 6)
Berlin, Trianon-Verlag, February 1920
Little review 30.5 x 22.5 cm., 12 pp.
Cover by George Grosz and John Heartfield.
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Texts presented unexpectedly askew, or in horizontal
streams between columns, invariably promoted other re-
views and editions: Sic and Nord Sud as well as editions
by Reverdy, Picabia, and Tzara. While the later Zurich
and Paris publications Dada 4-5 (May 1919, figures 21
and 22, cat. # 43) Bulletin Dada (February 1920, cat. # 70)
and Dadaphone (March 1920, cat. # 71) borrowed more
directly from modes of promotional communication in
the mass print media (e.g., the cover for the deluxe edi-
tion of Dada IV-V), the neatly organized layouts
of text usually took on qualities of balance and
symmetry. A poem by Pierre Albert-Birot, for ex-
ample, is carefully balanced against a Hausmann
woodcut (figure 27, cat. # 43). Scattered among
the poems and reproductions of art works are
Dada manifestos and promotions of Dada publica-
tions. Absent are the discursive analyses and ru-
minations on metaphysical absolutes common in
Expressionist periodicals and publications. No
where to be found are the contemporary references to
political activism having currency in the material world
beyond, so abundant in such periodicals as Franz
Pfemfert’s Der rote Hahn. Instead, meaning was now
largely restricted to a contextual existence “inside” the
social structure of the avant-garde.

The nonsense term “Dada” served as a label within
the generic movement, a device drawing attention to each
performance and publication as a component of the insti-
tutional setting. Yet despite its international sophistica-
tion, the entire Zurich enterprise was largely unavailable
to the observer situated beyond the conventional social
boundaries of the avant-garde. The Berlin Dadaists re-
dressed this concern by accepting the text as a primary
mediator between their institutional setting and the broad-
er culture. Their borrowing of text fragments and idioms
of text manipulation from vernacular sources contested
the atmosphere of aesthetic privilege sustained in most of
the early Expressionist publications and in the Zurich
Dada periodicals alike.

Even prior to the official founding of Berlin Dada
in 1918, a decisive advance was made in 1917 by John
Heartfield and George Grosz in the publications of the
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*48. Johannes Baader

48. During the Weimar National As: Griine Leiche

sembly, in July 1919, Berlin Oberdada,

Johannes Baader, showered the press Berlin, January 27, 1919
boxes with a broadside entitled, the
Griine Leiche (Green Cadavor). o
The tract proclaimed Baader as the Distributed on February 2, 1919.
“Prasident des Weitballs” (President Verso Dadaisten gegen Weimar.
of the Globe) and was printed on the
backside of Dadaisten gegen Weimar
(Dadaists against Weimar), a broad-
side attacking the Weimar govern-
ment signed by “The Central Dada .
Council of World Revolution”. Widely “Prospectus for Der Blutige Ernst”
reported the press, the incident pro- Berlin, October-November, 1919
vides an outstanding example of the
use of text as an instrument of avant-
garde intentions, that is to say, as
ameans by which to intercept cultural
and political events.

Broadside manifesto, 23.5 x 21 cm., recto and verso;

*49. Carl Einstein and George Grosz

Prospectus, 40 x 28 cm., recto and verso.

*50. Carl Einstein and George Grosz, editors

50. As its title implies Der Blutige Ernst Der Blutige Ernst (no. 3)

(In Bloody Ernest) was political in con- Berlin, Trianon -Verlag, November 1919
tent. The periodical was directed to-
ward a wide, varied audience and em-
phasized political satire. Several of Cover by George Grosz.
George Grosz's most biting satirical

drawings are reproduced in this issue.

Little review, 40.6 x 28.7 cm., 8 pp.
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Malik-Verlag that had been founded a
e e year earlier. As a tactic to gain a publica-
tion license, they had used the title of
Else Lasker-Schiiler’s novella,Der Malik.?!
3 When their periodical Neue Jugend was
B ST officially banned, they replaced the
o monthly format with that of the weekly
i 5 broadside (Wochenausgabe, June 1917).
erschienenl The second number shows their inno-
=5 vative use of different typefaces, sur-
prints, and color diversity to create an
engaging layout which anticipated both
& o £ the Dada photomontage and Constructiv-
: ist typography (figure 3, cat. # 20). Trade-
4 1 : marks of commerce including “Regie-
Originalit® n Rg Zigaretten” and “AEG” are directly incor-
0 e porated into the Futurist inspired poems,
“Kannst du radfahren?” [“Can ya’ bicycle/
Figure 28 brown-nose?”]. Grosz’s portfolio of lithographs, Kleine
Grosz Mappe, is advertised in a collage-like array of ge-
neric steel engravings that overlay the titles of the port-
folio images printed askew to appear like slogans:
“Mord,” “Hinrichtung,” “Goldgriber-Bar,” etc. (figure 28,
cat. # 20). This appropriation of vernacular ingredients
from the mass media shunned the celebration of indi-
viduality conveyed in the graphical codes of gesture and
spontaneity in the Revolution masthead (figure 25, cat.
# 18). The satirical content of Neue Jugend is conveyed
in mechanized typography and photographs borrowed
from the industrialized culture of the capitalist economy,
leaving far behind the aura of uniqueness in Seewald’s
“original woodcut” in Revolution. As an announcement
for Grosz’s portfolio, Neue Jugend acknowledged the inev-
itable consumer status of the audience and advanced the
mode of self-promotion based on advertising which
would become a central Dada tactic. The standardized
steel engraving illustrations and banner slogans used
here are continued in the Vorblatt of the portfolio itself,??
thus eroding the boundary between promotion and art
object.
Photographs also provided an effective “mechanical”
means of incorporating vernacular references while refer-

Dersaneorang cam $i63

Soeben

erschienenl

Soeben t

erschienen!
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Berlin Dada

*46. Raoul Hausmann, Richard Huelsenbeck, and Franz Jung, editors
46. The establishment of the Club

Dada in 1918 marked the formal birth
of Berlin Dada and the Club Dada Berlin, Verlag Freie Strasse, 1918
prospectus was the group’s first offi-
cial publication. The prospectus ap-
peared as a special issue of Die freie Cover by Raoul Hausmann.
Strasse, an expressionist periodical

which reflected a strong pro-Dada

voice despite the fact that it was not

a publishing organ specific to Dada.

Dadasoph, Raoul Hausmann, was

the featured contributor for Die freie

Strasse (no. 9) and Oberdada,

Johannes Baader, for issue number

10 of the journal (see catalogue #21

and 22).

Club Dada (special number, Die freie Strasse)

Little review, 26.5 x 18 cm., 16 pp.

*47. Raoul Hausmann
Material der Malerei, Plastik, Architektur 1918
Zurich, Club Dada, October 1918
Book, 32 x 17.5cm., 12 pp.
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ring to the public understanding of historical events,??
as Heartfield demonstrated in his cover for the Malik
“illustrated” Jedermann sein eigner Fussball (February
1919), which reached a distribution of 7,600 copies.?*
Exploiting the techniques of propaganda and advertising,
he used photographs to present six members of the
Ebert-Scheidemann government across a fan and Noske,
Ludendorff, and Erzberger, on the fan's handle, to ac-
company the slogan: “Preisausschreiben! Wer ist der
Schonste?” [Open Competition! Who is the Prettiest?].25
If Grosz and Heartfield’s borrowing of vernacular
sources contributed generally to the foundation of the
Berlin Dadaists’ materialist strategy for their assault on
Expressionism,?% their interpretation of photographs as
factual documents contributed directly to the best known
of the Berlin Dada means for manipulating the text, the
photocollage. Wieland Herzfelde’s well-known descrip-
tion of his brother’s approach, in the 1920 Dada-Messe
catalog, lays emphasis on the qualities photographs share
with objects:
The Dadaists say...we need only take scissors and cut
out the paintings, photographic reproductions of all of
these things we need, and as far as something smaller
in size is concerned, we don’t need representation at
all but take the things themselves...merely things.?’

This remarkably pure approach (which avoided even
a hint of drawing or the woodcut) was seen in yet another
protest paper, Der blutige Ernst (cat. #s 50-53). In both the
cover of issue number six of the periodical and in George
Grosz’s collage, “Schulzens Seele” (figure 29, cat. # 53), ac-
tual text fragments and reproductions are accepted as raw
material for the structuring of what Grosz called “materiali-
zations.”?® Grosz’s “Schulzens Seele” presents contempo-
rary reality as mediated by the press while criticizing the
entire German society in its full breadth as vernacular and
high culture. References include the German Minister of
the Interior (Gustav Noske), Tolstoy, mass murder, popu-
lar slogans, public monuments, Gothic architecture, adver-
tisements, and the outspoken proclamation of rejection in
Richard Huelsenbeck’s 1918 Dada manifesto: “Nein! Nein!
Nein!” The diversity of these references suggests a popu-
list alternative to the ideological hierarchies of historical
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*44. Marcel Janco
Mouvement Dada, Zur Meise
Zurich, Thursday, July 23, 1918
Poster, colored lithograph,
46.8 x 32.2 cm.
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45. The review is the last magazine
published by the Zurich Dadaists
and, in contrast to Dada 4-5 (see
catalogue #43), entirely German in
content. Named after Zeltweg 83, Der Zeltweg

the street address of Mouvement Zurich, Verlag Mouvement Dada, November 1919
Dada, Der Zeltweg is closer in for-
mat to its precursor, Cabaret
Voltaire, than to the last Zurich- Cover by Hans (Jean) Arp.
based issue of the periodical Dada.

45. Otto Flake, Walter Serner, and Tristan Tzara, editors

Little review, 31 x 22 cm., 32 pp.
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meaning usually assumed as the framework for the text.
As an objectification of the expectation horizon of the
“situated” observer, they provided a more immediate and
concrete setting.?® The subversive potential of this kind

of approach was recognized by Hausmann in his tract on
Dada strategies. “Dadaism,” he insisted, “applies itself tac-
tically against the Christian-bourgeois world and uncovers
pitilessly the absurdity and senselessness of its spiritual
and social mechanism.”®° In “Schulzens Seele,” fragments
of an official history such as the “Alte Helden” [Old He-
roes] are unmasked as merely sensationalist headlines on
an equal status with “Germania ohne Hemd” [Germania
shirtless] or “Ein Triumph der Wissenschaft!” [A Triumph
of Science]. The entire setting of the historical epoch, as it
would be perceived in the popular public imagery of great
men, monuments, and heroes, is reconstructed in a vast
array of contradictions. Yet precisely because their reso-
lution tends to occur in a timeless aesthetic realm rather
than according to an external ideological system, this ap-
proach risked inaccessibility. In contrast with the politi-
cally-directed journal, Die Pleite (cat. #s 54-58), with its ar-
tistically more conventional but scathing satirical drawings
by George Grosz, Der blutige Ernst was less intelligible to
the mass audience.

On the other hand, while releasing the text from its
traditional roles of explanation and interpretation, Grosz
and Heartfield allowed it to reflect the structure, appear-
ance, and information value of the surrounding context in
which it was transacted. The content of the photocollages
Sonniges Land (used as a cover for Huelsenbeck’s Dada
Siegt!)3! and Leben und Treiben in Universal City um 12
Uhr 5 Mittags (used for the cover for the 1920 “Dada Fair”
catalog) served the artists’ consensus on how their move-
ment ought to be positioned historically and socially. As
an “empty” term, “Dada” gradually accrued meaning by
virtue of being situated in such collages. The text thus be-
came part of the articulation of the institutional setting de-
sired for Dadaism. Assuming the pose of “monteurs” (me-
chanics or fitters who assemble a product), Grosz and
Heartfield used clippings from Dada periodicals and film
advertisements along with photographs from the arenas of
popular culture, politics, and industry to suggest an omni-
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*42. Tristan Tzara, editor; Dada 3
Zurich, Julius Heuberger, December 1918
Little review, 33.5 x 24.5 cm., 16 pp.; Cover by Marcel Janco.

*43. Tristan Tzara, editor; Dada 4-5 (Anthologie Dada)
Zurich, Julius Heuberger, May 1919

Little review, 28 x 19 cm., 32 pp. st o ﬁsa;
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Covers by Hans (Jean) Arp and Francis Picabia. e |nib)
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43. The periodical carries double covers. The first is a biomorphic image by Arp, the second a
mechanomorphic drawing by Picabia. The visually innovative journal was a direct collaboration be-
tween Picabia and Tristan Tzara which served as a bridge between Zurich and Paris Dada and in-

cluded contributions by the Paris moderns. Picabia would later be partially responsible for the
French avant-garde’s sympathetic reception of Tzara upon his arrival in Paris in early 1920. rancs rame
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presence of Dada in precisely those realms excluded in
the elite institutional setting of art being perpetuated at
the time; for example, in such late Expressionist periodi-
cals as Genius which proposed in its subtitle to align “nas-
cent” with “old” art.

Despite their pose as “outsiders” to the institution
of art, the significance of the Berlin Dadaists rests on the
artistic decisions they made. Heartfield and especially
Grosz had developed a proto-Dada collage style using a
compo-sitional armature derived from Cubist and Futurist
canons. Indeed, both artists shared a special admiration
for Carlo Carra whose Funerali dell’ anarchio Galli (1911)
was “treasured” by Heartfield and was a likely inspiration
for Grosz’ painting, Widmung an Oskar Panizza (1917-
1918).32 Even when Grosz fought against “Futuristic ro-
mantic dynamism” by “suppressing color” and using line
“in an impersonal and photographic way” in such works as
his Der Mensch ist gut (illustrated in Ecce Homo, cat. # 64),
his model was the clarity and simplicity he perceived in
Carra.®®

If the restructuring of the “institution of art” con-
ducted “from the inside” by artists required a blending of
aesthetic and instrumentalist strategies, then the historic-
al situation in which the Dadaists found themselves could
result only in a profound ambivalence. In opposition to the
expressionists’ anti-materialist imperative of using pure
aesthetic forms to convey meaning, the Dadaists desired a
disruption of the aesthetic ritual in order to convey mean-
ing situationally through concrete objects and texts bor-
rowing object qualities perceived in the surrounding cul-
ture as useful tools of communication. Yet, while incorpo-
rating found forms, the Berlin Dadaists also made formal
decisions which would render these chosen implements
suitable for the aesthetic ritual without totally sacrificing
the communicative function needed to disrupt and redefine
the institutional realm in which the aesthetic ritual had tra-
ditionally taken place. The condition of aesthetic contem-
plation permitted the suspension of conventional significa-
tion and allowed the recontextualization of meaning by us-
ing the associational logic of play celebrated in Dada ideol-
ogy. By accepting the object quality the text shares with
other cultural artifacts, they approached culture as a mate-
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*39. Richard Huelsenbeck, Phantastische Gebete
39. Arp’s style integrates severe hierarchic totemic forms with

the random configurations evident within the grain of the wood-
block itself and constitutes an example of one of his early experi-  Book, 23 x 14.5 cm., 15 pp.
ments with chance procedure.

Zurich: Collection Dada, September 1916

Seven woodcuts by Hans (Jean) Arp. B antististhe Clobete

&

*40. Tristan Tzara, editor; Dada 1
40. The relatively conservative magazine
followed Cabaret Voltaire and was the
first number of a series of Zurich/Paris Little review, 23 x 20 cm., 16 pp.
periodicals that appeared under the title
Dada.

Zurich, Julius Heuberger, July 1917

*41. Tristan Tzara, editor; Dada 2
Zurich, Julius Heuberger, December 1917

Little review, 23 x 20 cm., 22 pp.
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rial field which could be articulated aesthetically yet also
hold the potential for contexturalizing new meanings.
Considered from the perspective of intentionality,
it was monism — and especially Ernst Haeckel’s version
thereof championed by Hausmann and Johannes Baader
— which made the Dadaist strategy of adopting a materi-
alist position possible.?* The Dada attack on Expression-
ist dualist metaphysics was launched during the first offi-
cial Dada soirée in April 1918 with the reading of manifest-
os by Huelsenbeck and Hausmann extolling new materi-
als in art.?®> Over the course of the following two years,
the restructuring and recontexturalization of text and im-
age advanced to the presentation of a text incorporating
images as an object in the general field of culture. Appear-
ing in a variety of situations approximating given cultural
artifacts, the text developed a mobile and flexible array of
fragments which were constantly interchanged and reused
on the pages of little reviews, in mass-distributed broad-
sides, and in poster-collages. In so broad a setting, the text
developed a standardized vocabulary capable of function-
ing in its various roles as “document,” “relic,” “product,”
“sculpture,” “corrected masterpiece,” and “propaganda.”
For Hausmann, who was deeply influenced by the defi-
nition of culture in Salomo Friedldnder’s theory of creative
indifference,® the linguistic component of all culture con-
sisted in arbitrary visual and auditory forms which attained
their meaning situationally. The transient and arbitrary as-
pects of meaning were reflected in Hausmann’s earliest
writings which expounded on the “

” «

'world’ as a fiction.”?”
His use of automatist procedures and coincidence in his
Dada textual manipulations, rendered provisional struc-
tures—working myths having currency in the immediacy
of the present. Baader also viewed Dada as revelatory of
man’s provisional systems imposed on an unfathomable
reality, insisting in his “Erkldrung des Club Dada” that
“Dada is the chaos from which thousands of systems arise
and are tangled again in Dada chaos.”*® With the Dada
“movement” as their focus, Hausmann and Baader manipu-
lated the text to unmask what they regarded as a flawed
revolution and the failure of modernist movements (specifi-
cally Expressionism), while mounting provisional alterna-
tive structures in periodicals, posters, broadsides, collages,
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37. Mouvement Dada, Abonnemont-Liste No.
Zurich, 1916
Printed sheet, 27.8 x 21.4 cm., (1 leaf).

*38. Tristan Tzara, La Premiéere aventure céléste de Mr. Antipyrine
Zurich: Collection Dada, July 28, 1916
Book, 23.5 x 16.5 cm., 16 pp.

Seven woodcuts LA?REM\EY\E
by Marcel Janco. AV ENWRE’CE”
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38. The first of a long series of collaborations between the Dada painters and —
poets published under the Collection Dada imprint. The text for the book con-

sists of Tzara's poetic rendering of what can perhaps best be described as a

score for a manifesto that was originally composed for public recitation.
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and assemblages.

The periodical issues produced by Hausmann and
Baader were initially more conservative visually than
Grosz and Heartfield’s revolutionary Neue Jugend. How-
ever, Hausmann’s visual contributions to Club Dada (Die
freie Strasse 7/8, cat. # 46), his book Material der Malerei
Plastik Architektur (cat. # 47), and Der Dada 1 (cat. # 59)
all responded to Neue Jugend with a qualitative departure
in the development of a standardized visual vocabulary
which was flexible enough to be applied in diverse Dada
artifacts. In Club Dada, the influence of the unconven-
tional setting of Neue Jugend is reflected in large red an-
nouncements displayed over conventionally printed texts
by Huelsenbeck. Hausmann made a new departure in ty-
pography by turning letters ninety degrees off axis and
placing them slightly out of alignment to heighten the ab-
stract and arbitrary quality standardized type shares with
abstract forms. This technique was undoubtedly devel-
oped in collaboration with Baader, as is evident in Baader’s
handbill, Dadaisten gegen Weimar (cat. # 48, verso), and
in the Club Dada stationery and postcards both artists
made at this time. But Hausmann’s title page of Material
der Malerei Plastik Architektur (figure 30, cat. #47) also
shows his own construction of a composition for which the
letters and abstract forms are equally essential. While the
words remain legible, the recognition process is drawn
out, causing the composition to become an embodiment
of the central theme expressed in Hausmann’s brief semi-
automatic text for the book: art as pure perception, “a for-
mation organic in analogy of the observed moments nei-
ther intuitive nor descriptive.” The text also shares in the
structural sophistication seen in the woodcuts in the book,
one of which reappears as the “Portrit des Oberdada” on
the back cover of Der Dada 1.

Hausmann’s strategy for combining text and image,
as recounted in 1932, was a “doubling of a text through op-
tical illustration...not...simple juxtaposition, but rather...an
optical construction referring back to linguistic-conceptual
foundations.”? His works range from conceptual to visual
signification, and often incorporate prelogical and aural as-
sociations as well. The cover for Club Dada (figure 31,
cat.# 46) presents an explosion of fragmented shapes de-
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33. Sturm-Ausstellung, Galerie Dada, | Serie
Zurich, Galerie Dada, March 17 - April 7, 1917

Announcement/Program, 27 X 21 cm., (1 leaf).

34. Sturm-Ausstellung, Galerie Dada, Il Serie
Zurich, Galerie Dada, April 7, 1917
Announcement/Program, 28 x 21.3 cm., (1 leaf).

35. Sturm-Ausstellung: | Serie, 17. Marz - 7. April: Il Terie (sic) 9. April - 30. April
Zurich, Galerie Dada, 1917
Exhibition catalogue, 15.5 x 12 cm., 16 pp.
Cover by Oskar Kokoschka.

36. Mouvement Dada
Zurich, n.d.
Stationery, 13.9 x 21.7 cm.
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rived directly from the striated forms and architectonic vo-
cabulary of his earlier woodcuts now combined with the
letters of the words “Club Dada”. Multiple phonetic codes
begin to appear in this jumble of shapes appearing like
eggs in a Dada nest: “uab”, “Dab”, “Du ”. The arbitrary
forms of the letters also find visual echoes in the abstract
shapes which surround them.

The cover for Der Dada 1 (figure 32, cat. #59) is proba-
bly a “hausmann-baader” collaberation and presents a vis-
ually abstract structure of standardized mechanical typo-
graphy, mathematical abstractions, Hebrew letters, gen-
eric steel engraving vignettes, and the letters “Ad1” (refer-
ring to the mock resurrection of the Oberdada) - all lend-
ing an air of mystery to the signifiers “Dadadegie”, “Dada”,
and “IOADGDATTTSAE”. Paging through the periodical,
one finds Hausmann’s phonetic poem, “kp’erium”, several
of his abstract woodcuts, and various vertical and horizon-
tal slogans and mock headlines which allude to the belief
systems of government, religion, and econom-
ics: “The Virgin Mary called to the Defense of
Germany — the raising of the immaculate con-
ception to state religion imminent,” “invest your
money in Dada,” and “make Dada advertise-
ments!” The text is also used to situate Dada

Lz artifacts fictionally in social institutions of au-

thority. “Whoever wants to be informed about
Dada” an article entitled “Erklidrung Dada” ex-
plains, “must be shown the documents” availa-
ble in the State Chancery and Office of the Pres-
R ident of the Republic. The subversive logic of

Die neue Zest beginnt
mit dem Todesjahr
des Oberdada

| [

Figure 32

the Der Dada enterprise is thus established: the
Dada text, and with it the institutional setting

of the “Zentralamt des Dadaismus” [Dada Cen-
tral Office], attains signification not in isolation
but increasingly in terms dictated by the belief
systems, communication modes, and social in-

stitutions of the surrounding cuture.

The separate numbers of Die freie Strasse which
Hausmann and Baader produced in late 1918, show their
differing approaches to virtually identical working mat-
erials. Hausmann’s careful asymmetrical balance of bold
geometrically articulated text blocks for the title page of

391
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*31. Hugo Ball, editor

31. The periodical shared its name with the cabaret around .
Cabaret Voltaire

which Dada was birthed as a movement. Although conser-
vative in format, the heavily illustrated journal included contri- Zurich, Meierei Spiegelgasse 1, May 15, 1916
butions by the Futurists and Cubists as well as by the Da-

daists and reflects early Zurich Dada’s catholic embrace of
European modernism. Cover by Hans (Jean) Arp.

Little review, 27 x 22 cm., 32 pp.

*32. Sturm-Ausstellung, Il Serie
Zurich, Galerie Dada,
April 1917
Exhibition catalogue,
11 x7cm., 4 pp.
(1 folded sheet).
Cover by Marcel Janco.
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Die freie Strasse no. 9 (cat. # 21) conveys the proto- con-
structivist attitude already seen in his Material der Malerei
Plastik Architektur. Baader, on the other hand, was trained
as an architect specializing in cemetery monuments and
was generally unaware of vanguard artistic styles. His idio-
syncratic, yet monumental exclamation point dominates
the title page of Die freie Strasse no. 10 (cat. # 22), which
otherwise remains within the vernacular conventions of ty-
pography he had used in his 1914 tract, Vierzehn Briefe
Christi. Unlike Grosz and Heartfield who brought vernacu-
lar convention into the vanguard artistic styles of Cubism
and Futurism to affirm a political ideology (the Communist
line taken in Die Pleite), Baader simply moved the accrued
components (documents, events, publications) of his con-

: ceptual project, based around the
monumental figure of the messianic
Oberdada, through various settings.
Hausmann had moved the journal
toward aesthetic purity; Baader had
then drawn it back towards the ver-
nacular.

The half-tone technology ad-
ded in Der Dada 2 (cat. # 60) facili-
tated further inroads into the mass
media, as is seen in Hausmann and
Baader’s “Klebebilder” (“glued pic-
tures,” known later as photocol-
lages). While still influenced by the
abstraction of Otto van Rees and
Hans Arp he had absorbed from re-
productions in Dada, Hausmann in-
corporated clippings from earlier
Dada documents in his cover col-
lage (figure 33, cat. # 60) to accom-

. J pany the proclamations “Dada con-

quers!” and “Join up with Dada.”

His “Gurk” (appearing on the back cover) presents a por-
trait of the poet Paul Gurk made up of clippings from
Hausmann’s own woodcuts (e.g., that used inClub Dada,
p. 11) as well as appropriations clipped from woodcuts
by Arthur Segal and Hans Richter which he had admired
when they appeared in Dada 3 (pp. 9 and 10, cat. # 42).
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*29. Ernst Schneller, content editor; Der Knippel (Jahrgang V, no. 4)
Berlin, Verlag Vereinigung Internationaler Verlagsanstalten G.m.b.h.,
September 1927; Little review, 32.5 x 24 cm., 12 pp.

Cover by John Heartfield.

SONDERNUMMER: DER KLEMPNERLADEN
L Srmiscre

*30. Julian Gumperz, editor; Platz! dem Arbeiter
Berlin, Der Malik-Verlag, n.d. [1923-24]
Book, 23 x 15 cm., 238 pp.

30. One of the many journals published
by the politically radical Malik -Verlag pub-
lishing house. The magazine successfully
integrates photomontage and journalism.
Its political concerns deliberately eclipse
its aesthetic intentions.
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Phonetic fragments of Pierre Albert-Birot’s poem Crayon
Bleu (Dada 3, p. 8) are mixed with advertising passages
and headline clippings from the conventional press. Thus
transported, these text fragments convey multiple mean-
ings in forms suitable to be transacted across the interna-
tional Dada movement and into the surrounding culture.
In Baader’s photocollage, Das ist die Erscheinung des Ober-
dada in den Wolken des Himmels, a quasi-occultist array

of letters and numbers transcends the earthly sphere and
conveys his cosmological program based around the fic-
tional persona of the Oberdada. His accompanying text,
“Reklame fiir mich” [Advertisement for Me], anchors that
identity in the vast array of contemporary political events.
Baader had actually participated in at least one of the e-
vents he mentions when, after gaining access to the found-
ing celebration of the new German Republic in Weimar,
he showered the press box with a mock political pamph-
let entitled Griine Leiche [Green Corpse] (figure 4, cat.

# 48) declaring himself President of the World, thus man-
ipulating the coverage of an event in the conventional press
and thereby appropriating it as a Dada event. As a politi-
cal tract which at the same time carries aesthetic value,
Baader’s flier was exemplary of the Dada text which at-
tained currency while simultaneously challenging and al-
tering the structures in which it was situated. The process
of mapping and labelling the surrounding context is appar-
ent also in Hausmann’s mock advertisement “Was ist
Dada?”, a series of questions each set in a different type-
face and printed at a ninety -degree angle to the rest of the
page layout: “What is Dada? An Art? A Philosophy? A Poli-
tics? A fire insurance? or: State religion? Is Dada really en-
ergy? or is it nothing, i.e. everything?” By simultaneously
announcing and questioning the meaning of the term
“Dada,” the Dadaists disrupted the orienting framework,
im-plicating and rendering visible the process by which
meaning is received.

Similarly, Der Dada 2 (cat. # 60) simultaneously ad-
vances and subverts the institutional claims of Dada. In the
text parody, “Tretet dada bei,” the Club Dada is presented
as a mock bureaucracy with a Dada Graphological Institute,
Dada Health Department, Dada Advertising Department,
and Central Office for Private Male and Female Welfare. A
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27. lllustrates the ties between radical politics,
Expressionism, and Dada during Germany’s post

World War | period.

28.

Rudolf A. Dietrich, editor

Der Komet (no. 4)

Dresden, 1919

Little review, 22 x 17 cm., 4 pp. (1 folded sheet).

Johannes Baader issue.

Paul Steegemann, editor
Der Marstall (no. 1-2)
Hannover, Leipzig, Vienna, Zurich; Paul Steegemann Verlag, 1920

Little review, 22 x 14.5 cm., 58 pp.

27. Wieland Herzfelde, Julian Gumperz, and Karl Otten, editors
Der Gegner (no. 3, Blétter zur Kritik der Zeit)
Halle, Leipzig, Berlin; 1920/21
Little review, 23 x 15.5 cm., 88 pp.

H. Remmele, content editor

Der Knlippel (Jahrgang Ill, no. 10)

Berlin, Verlag Vereinigung Internationaler Verlagsanstalten G.m.b.h.,
September 15, 1925

Little review, 38.5 x 28 cm., 8 pp.; Cover drawing by Rudolf Schlichter.
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massive Dadaco hand atlas to be produced by the “Central
Office of the Dada Movement in Germany” is advertised
in a bold full-page spread of varied typography (Der Dada
2, p. 3). But Hausmann’s text,“Der deutsche Spiesser
drgert sich” [The German Bourgeois takes Offense] pro-
claims “We...laugh the irony: Dada! Because we are Anti-
dadaists! . . .And we are Antidadaists, because for us Dada
still has too much feeling and aesthetics.”

In Der Dada 3, (figure 34, cat. # 61) and in the various
artifacts on display at the International Dada Fair, the “Da-
da Advertising Campaign” attained its widest diversity in a
general promotion of the mass imagery of politics, sports
sports, fashion, film, and the machine. Taken over
by Herzfelde’s Malik Verlag, Der Dada 3 was pro-
duced through the combined efforts of its “direct-
eurs: groszfield, hearthaus, and georgemann.” Us-
ing overlapping typography in red and black, car-
toons, photocollages, and photographs, Dada 3 in-
corporated references to Dada in Zurich, Paris,
and Cologne. Yet it was the very dominance of the
Dada allusions and the consolidation of Dada as an
international avant-garde movement which brought
to an end the potential restructuring of the “institu-
tion of art” in terms of the surrounding vernacular
institutions. Despite the unprecedented complex-
ity of the Dada texts and objects it illustrates, the
periodical takes on the characters of an anthology,
reverting back to the booklet format to become a
visual pendant to Huelsenbeck’s Dada Almanach.
o As was also the case with the technically sophisti-

cated and facile, but ill-fated Dadaco project, the innovative
text existed again in a conventional vehicle of the modern-
ist movement and was thereby beginning to lose its instru-
mental capacity in the transactional arena beyond.
Precisely the same fate was suffered by the text in
the International Dada Fair where, via the text as object,
Berlin Dada exhibited itself as a movement. Appearing in
political posters by Heartfield, advertising poster-collages
by Hausmann, Dada “relics” by Baader, and “corrected
masterpieces” by Grosz and Heartfield, the text was pre-
sented in an encyclopedic display of new idioms of its ma-
nipulation. The limits of its materialization were tested in
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Dresden, Verlag Emil Richter, 1919
Book 28.5 x 22 cm., 36 pp.

Cover by Conrad Felixmdiller.

*24. Rudolf A. Dietrich, editor
Der Komet (no. 2); Dresden, January 1919
Little review, 22 x 17 cm., 4 pp. (1 folded sheet).
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Hausmann'’s use of wooden display letters in a relief he
later called his first “Konkretisation-Skulptur-Assem-
blage.”*! The text was the raw material for Baader’s five-
story architectural model of German culture reconstructed
around Dadaism and the Oberdada, an assemblage of
newspapers, Dada propaganda, and other objects ironical-
ly entitled The Great Plasto-Dio-Dada-Drama: Germany’s
Rise and Fall. Such modes of communication were inher-
ently idiomatic in nature; that is, their meaning was highly
situational and intentionally related to the transitory con-
text of an avant-garde institution and its relationship to the
broader culture. Presenting itself as an alternative, Berlin
Dada attacked the military, the government, the ruling
class, and, above all, Expressionism. The Dadaists implic-
itly challenged the modernist historical myth of the “move-
ment” and posed an ahistorical alternative based on other
“fictions”: ironical personas (Dadasoph, Monteurdada, and
Marschall announced on the Dada-Messe cover) perform-
ing as Dada “managers” and “directors” of a bureaucratic
“Dada Central Office” and “Advertising Bureau.” As boldly
proclaimed across the cover of the broadside catalog, the
“Dada Movement” would lead “to the suspension of art
dealing,” offering instead “Dadaist products” for sale. But
as the Weimar era of relative social stability dawned, the
instrumental potential of the Dada text as subversive, and
with it the promise of Dada as an alternative institution for
art, was losing its potency beyond the context of Otto
Burchard’s art gallery.

The transient balance attained in Berlin Dada between
the aesthetic and instrumental potentials of the text was
rarely regained in subsequent developments of the text in
Germany during the 1920s. Greatly simplified, the innova-
tive text served either a commitment to political ideology
or the formal revolutions of Constructivism. By 1922, the
art of both Grosz and Heartfield had taken to the streets in
Agitprop and in 1926, Grosz and Herzfelde were practicing
the conventions of political persuasion (which Berlin Dada
had parodied) in their Malik Verlag booklet, Die Kunst ist
in Gefahr (cat. # 66). Heartfield, in collaboration with col-
league-satirist, Kurt Tucholsky, achieved a relationship
of irony between text and image in the 1929 book, Deutsch-
land, Deutschland vber alles. His contributions to Der
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21. Franz Jung, editor
Die freie Strasse (no. 9)
Berlin, November 1918
Little review, 41.5 x 27 cm., 4 pp.

Raoul Hausmann, featured contributor.

*22. Franz Jung, editor

Die freie Strasse (no. 10); Berlin, December 1918
Little review, 42 x 29 cm., 4 pp.

Johannes Baader, featured contributor.
Die freie Strasse
Pragident Baader
e TR e ;

The Avant-Garde and the Text Exhibition Catalogue



401

BENSON

Kniippel (cat. # 29), Die rote Fahne (which editorially dis-
tanced him from the bourgeois “Romanticism” of the Dada
“engineers”),*? and the Arbeiter-lllustrierte-Zeitung reached
an incomparably greater audience than had the Dadaists,
even in the heyday of the Dada Tournée and its mass ap-
peal. While Heartfield’s photomontage technique insured
a continual appropriation of topical and vernacular sources,
the pursuit of a restructured society was again being per-
ceived in an historicist framework for which a largely po-
liticized institutional setting for art was the most logical
objective.

The consolidation of modernist “-isms” continued dur-
ing the 1920s in the new associations of artists variously
aligned with Constructivism. Something of the self-reflect-
ive attitude of Dadaism persisted in Kurt Schwitters’ “Merz”
activities. These included Anti-Dada-Merz evenings in col-
laboration with Hausmann beginning in 1921 (e.g., Merz-
Matinéen in Revon, cat. # 89). While Schwitters had been
excluded from the Berlin circle by Huelsenbeck’s decree,
he had situated his Merz activities in relation to Dadaism
almost from the beginning. In 1920, he displayed the phrase
“Vorsicht: Anti-Dada” [Caution: Anti-Dada] on the cover of
his book of lithographs, Die Kathedrale (cat. # 86).** By
1923, he was proclaiming in Merz 1 that “Wir leben im Da-
dazeitalter” [We live in the Dada Era]** and using Dada as
a mainstay among framing references for Merz which in-
cluded also El Lissitzky’s “Proun” and Theo van Doesburg’s
“Stijl” activities. An admirer of the “Stillosigkeit” [absence
of style] of Dada, his essential activity was one of a contin-
ual restructuring (using sources ranging from Der Sturm
to G) of a movement that aimed for universal validity. Merz
4 (cat. # 91) even carries a price in 16 currencies on the
back cover adjacent to a listing of ten vanguard periodicals
from various countries. In its reconstructive effort, Merz
draws upon many of the conventions of modernist move-
ments including Dada. While more serious in tone, the
“Manifest Proletkunst” in Merz 2 uses arguments against
the idea of proletarian art very similar to those in
Hausmann’s tracts against a specifically proletarian art.*®
Not surprisingly, given Schwitters’ Dadaist affinities, the
appearance of the text in Merz moves from appropriations
from the vernacular in the Merz-Reklame [Merz Advertise-
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) ) ) *18 Hugo Ball and Hans Leybold, editors Revolution (no.1)
18. Hugo Ball and Hans Leybold’s Munich based little review was par-

ticularly noteworthy for the radicalism of its political and critical inten- Munich, Verlag Heinrich F.S. Bachmair, October 1913
tions. The review, which integrated expressionist poetry with extreme Little review, 30.5 x 22.5 cm., 8 pp.

criticism of contemporary culture, was overtly opposed to political
neutrality. Revolution provided Ball with the background out of which his
concept of Dada emerged and was later also to influence the Berlin Da- nos. 1, 2, 3 and 4 are rebound under one cover,
daists of the late teens and early twenties. October 15 - December 1, 1913.

Revolution (no. 1), cover woodcut by Richard Seewald,

19. John Heartfield, editor
19. Neue Jugend provided a breeding ground for Berlin Dada. For ex- Neue Jugend (no. 13)
ample, Richard Huelsenbeck, who imported the movement from Zurich
to the German capital, published “Der neue Mensch,” his proto-Dadaist Berlin, Der Malik-Verlag, May 1917
manifestos, in Neue Jugend (no. 13), the first of the two large format Little review, 64 x 51.5 cm., 4 pp.
issues of the journal. These issues were patterned after the New York
dailies and appeared under the newly established Malik Verlag imprint
which, during its long life, would become one of the most radical of the
Berlin based publishing houses.

*20. John Heartfield, editor

20. The second and last of the large format issues of the journal, Neue
7 ! Neue Jugend (no. 14)

Jugend (no. 14), which was expensively produced, made use of multi-
colored printing and unconventional layout, and is considered to be one Berlin, Der Malik-Verlag, June 1917
of the most handsome and formally innovative avant-garde experiments

. Little review, 64 x 51.5 cm., 4 pp.
with the text.
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ments] to the collage-like lithographs in Merz 3, while the
use of diverse typefaces and steel engraving vignettes in
Merz 4 and Merz 6 yields to the stunning formal clarity

of the Lissitzky collaboration Merz 8/9 (cat. # 92) and the
in-ventive and imaginative Die Scheuche (cat. # 94) pro-
duced in collaboration with Kate Steinitz and van Doesburg
Doesburg. Schwitters’ bold Typo-Reklame in Merz 11 (cat.
#93), printed in a run of 5,000, perhaps comes closest to
the image of an alternative to the institution of art that the
Dadaists had hoped for. Its innovative full-page layouts suc-
ceed as aggressive advertising. The slogans in Merz 20
convey a strong echo of the Dada Advertising Company
while its visual sophistication provides the periodical with

a greater chance of succeeding as a means of transacting
aesthetic objects across mass culture: “Entwiirfe jeder Art
fiir Propagandazwecke” [designs of every kind for propa-
ganda purposes]. Lacking, however, is the critical dimen-
sion, the sharp sting of the Dadaists’ subversive message
and of Heartfield’s contemporary photomontages employ-
ing vernacular imagery.

If the text had largely lost its potential for effecting
social criticism as mediation between the modernist move-
ment and the surrounding culture, it remained an integral
part of the new structures of modernism. The developments
in the periodical Merz illustrate that articulating the text
could still imply a restructuring of a movement. Hans Arp
and Lissitzky’s 1925 book Kunstismen (cat. # 113) illustrates
the unprecedented degree of sophistication the avant-garde
had attained in articulating its identity via the text. Yet,
without a reciprocal exchange with the surrounding social
forces and vernacular patterns of culture, artists found it
increasingly difficult to extricate the modernist “movement
from its historical dilemma. The text had only briefly en-
abled artists to articulate meaning independent of the insti-
tutional constraints of the avant-garde.

9
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14. Herwarth Walden, Die neue Malerei
Berlin, Verlag Der Sturm, 1919; Book, 24.5 x 16.4 cm., 30 pp.

15. Rudolf Blimner, editor

15. A spin-off of the Sturm circle which illustrates the ) )
Die Quirlsanze: Fir Ball, Sidiographie und Politik; Berlin, 1921

points of congruence between Expressionism and Dada.
Little review, 28.5 x 22 cm., 12 pp.

16. Oskar Kokoschka, Zwanzig Zeichnungen
Berlin, Verlag Der Sturm, n.d.; Portfolio of 20 drawings, 42.5 x 31.5 cm.

*17. Herwarth Walden, Die Judentochter
Berlin, Verlag Der Sturm, n.d.
Musical score, DIE JQ%E?}EIB&HTBR
41 x29.5cm., 8 pp.

Cover by Oskar Kokoschka.

VERLAG DER STURM , BERLIN Wo
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NOTES

1. On this background, see Donald E. Gordon, Expressionism: Art
and Idea (New Haven, 1987), pp. 1-25.

2. See, for example, the discussion of Georg Heym and Jakob van
Hoddis in Rainer Rumold, “Crisis as Event: The Avant-Garde,
Revolution, and Catastrophe as Metaphors” in: “Event” Arts and
Art Events, Stephen C. Foster, ed. (Ann Arbor, 1988), pp. 11-28.

3. This recognition was evident, for example, in the reception of
the first Berlin Dada soirée at the Berliner Sezession in April
1918. Willi Wolfradt could not accept the Dadaists seriously in
part because he believed they had taken over the “pose” of a
movement without any motivating beliefs: “Aber alle Definitions-
versuche geben eine viel zu ernsthafte Vorstellung von dieser
peinlichsten Flegelei, die je startete, nicht ohne zuerst einmal
jede Beziehung zu den veralteten Erscheinungen des Futuris-
mus, Kubismus, Aktivismus, etc. lirmend abzuschworen. Und
mit Recht”: denn jene jiingsten Bewegungen entstiegen in alle
ihren Krassheiten und Verzerrungen einem heiligen, fanatischen
Glauben, wihrend hier tatsdchlich, wie ja auch die Manager des
Dadaismus mit Stolz sagen, eine 'Erfindung’ (ohne Treu und
Glauben) vorliegt.” Willi Wolfradt, “Der Dadaismus,” Der Friede
1, 18 (May 24, 1918): 434-435, rpt. in Karl Riha, Da Dada da war
ist Dada da: Aufsdtze und Dokumente (Munich, 1980), pp. 283-
284, n. 3.

4. Peter Biirger, Theory of the Avant-Garde, trans. Michael Shaw,
(Minneapolis: University of Minnesota Press, 1984), p. 33.

5. Raoul Hausmann, “Objektive Betrachtung der Rolle des Da-
daismus,” Der Kunsttopf 4 (October 1920): 62-68, rpt. in Raoul
Hausmann, Texte bis 1933, Michael Erlhoff, ed. 2 vols. (Munich,
1982), 1:112.

6. Erich Muhsam, “Revolution” in Revolution 1, no. 1 (October 15,
1913), p. 2.

7. Fritz Schlawe, Literarische Zeitschriften: 1910-1933, Second
Edition (Stuttgart, 1973), p. 15. The first number was confiscated
due to Hugo Ball’s poem “Der Gehenkte” according to Paul
Raabe, Die Zeitschriften und Sammlungen des Literarischen Ex-
pressionismus (Stuttgart, 1964), p. 50.
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11. Herwarth Walden, editor
Der Sturm (vol. 3, no. 130) Berlin, Verlag Der Sturm, October 1912
Periodical, 41.5 x 31 cm., 8 pp. Cover by Wassily Kandinsky.

*12. Herwarth Walden, editor.

12. Der Sturm was the first of the Expressionist journals and Der Sturm (vol. 3, no. 132)
set the tone for many of its successors in both content and
format. The periodical was active for an extended period of
time, its first issue appearing in 1910, and its last in 1932. October 1912

The widely circulated journal was the publication organ of the Periodical, 41.5 x 31 cm.,
group of artists who exhibited at Herwarth Walden's influen- 8 pp.

tial gallery of the same name and its editorial offices provided

one of the major centers of ferment and artistic thinking of Cover by Arthur Segal.
the period. Walden'’s Der Sturm gallery exhibited works by

artists from throughout Europe and served as a training

ground for members of a variety of subsequent movements,

groups as diverse as Dada, International Constructivism and

the Budapest/Vienna based MA circle.

Berlin, Verlag Der Sturm,

R

13.Herwarth Walden, editor
Der Sturm (vol. 7, no. 12)
Berlin, Verlag Der Sturm, March 1917
Periodical, 41.5 x 31 cm., 8 pp.
Cover by Paul Klee.
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8. The appearance of Die Aktion began to be refined within a year
of its first issue when it gradually became more streamlined, drop-
ping its gothic script and employing bold graphic art on its first
page. For a detailed account, see Paul Raabe, “Die Aktion: Ges-
chichte einer Zeitschrift” in Die Aktion, reprint edition, Paul Raabe,
ed. (Munich, 1961) 1: 11ff.

9. The circulation of Der Sturm in 1912 was 10,000 while that of Die
Aktion in 1913 was 5,000-8,0000. Schlawe, Literarische Zeitschriften,
pp. 39 and 86.

10. Raabe, Zeitschriften, p. 7.

11. F.T. Marinetti, “Die futuristische Literatur. Technisches
Manifest,” Der Sturm 3, 133 (1912), pp. 194-195.

12. Trans. in Umbro Apollonio, Futurist Manifestos (New York,
1973), pp. 95-106.

13. For an overview of the complexities of the mixed reception of
Futurism in Germany, see Johanna Eltz, Der Italienische Futuris-

maus in Deutschland 1912-1922: Ein Beitrag zur Analyse seiner Re-
zeptionsgeschichte (Bamberg, 1986).

14. cf. Kandinsky’s discussion of “praktisch-zweckméssigg” in
“Uber die Fromage” in Der Blaue Reiter (Munich, 1912), pp. 84 ff.

15. “Offener Brief an die Novembergruppe,” Der Gegner 2, 89
(1920-1921): 297-301, rpt. in Helga Kliemann, Die Novembergruppe
(Berlin, 1969), pp. 61-64.

16. The entire pamphlet is illustrated in Eberhard Steneberg, Arbe-
itstrat fiir Kunst Berlin 1918-1921 (Diisseldorf, 1987), pp. 2-9.

17. For further discussion of the posters and other public art of
the Novembergruppe and Arbeitsrat fiir Kunst, see Ida Katherine
Rigby, An alle Kiinstler! War-Revolution-Weimar (Exh. cat., San
Diego: University Gallery, 1983), pp. 33-39 and 69-91.

18. [Walter Rheiner], “Die Zeitschrift MENSCHEN"" in Menschen
2. 1(1919).

19. This conclusion is largely borne out in Joan Weinstein’s recent
study, A7t and the November Revolution in Germany 1918-1919,
PhD. dissertation, University of California, Los Angeles, 1986.

20. Hugo Ball, “Als ich das Cabaret Voltaire griindete...” in Cabaret
Voltaire (1916): 5.
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*9. Wassily Kandinsky, Uber das Geistige in der Kunst

9. An influential statement of Expressionist artistic theory, Munich, R. Piper, 1912
centered on Kandinsky's concept of “internal necessity.” For Book, 21 x 18 cm.,

Kandinsky the individual’s experience of the environment pro-

duced an inner necessity, subsequently formulated into val- 106 pp .

ues which found their objectification in works of art. The Cover by Wassily Kandinsky.

principles of this theory operated independently of specific ar-
tistic genre and informed totalistic concepts of art in France,
Switzerland, and Russia, as well as Germany. Kandinsky’s
theories deeply influenced Hugo Ball, the founder of Dada in
Zurich.

f UBER
AS GEISTIGE
N DER KUNST

*10. Wassily Kandinsky and Franz Marc, editors

r Bl Reiter
10. The Blue Rider Almanach represents a stage of Expres- erSiausnans

sionism subsequent to the Dresden Bridge Group, founded in Munich,

1905. The publication brought together a group of artists and R. Piper, 1912
writers who were never, strictly speaking, composed into a

movement. The Almanach was a heavily illustrated collection Book, 29 x 21 cm.,
of writings about art and literature which focused on the ori- 140 pp.

gin and process of art as such could be identified in the pro-
duction of folk artists (the Bavarian glass painters) and the
“modern primitives” (Rousseau). The collection also repro-
duces a number of Kandinsky’s “Improvisations,” paintings
typically interpreted as the first sustained manifestations of
abstraction.

Rebound in cloth.
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21. Wieland Herzfelde, ed., Der Malik-Verlag: 1916-1947 (Exh. cat.,
Berlin: Deutsche Akademie der Kiinste zu Berlin, 1967), p. 21. At
the time, Lasker-Schiiler’s Der Malik was being published in in-
stallments in Der Brenner, Die Aktion, and Neue Jugend.

22. lllustration in Wieland Herzfelde, John Heartfield: Leben und
Werk (Dresden, 1971), plates 2-5.

23. For a discussion of the relationship of photographs and the
popular conception of history, see Estera Milman, “Photomontage,
the Event, and Historism” in: “Event” Arts, Stephen Foster, ed., pp.
203-238.

24. Although typically unsigned, Heartfield is given credit for the
cover in Herzfelde, Heartfield, p. 21.

25. Wieland Herzfelde, “George Grosz, John Heartfield,
Erwin Piscator, Dada und die Folgen — oder Die Macht der
Freundschaft”, Sinn und Form, 23, 6 (1971): 1224-51, rpt. in
John Heartfield, Der Schnitt entlang der Zeit: Selbstzeugnisse,
Erinnerungen, Interpretationen (Dresden, 1981), p. 88.

26. Timothy O. Benson, Raoul Hausmann and Berlin Dada (Ann
Arbor, 1987), pp. 79ff.

27. Wieland Herzfelde, “Zur Einfiihrung,” Katalog der Erste Inter-
nationale Dada-Messe (Exh. cat., Berlin: Kunsthandlung Dr. Otto
Burchard, 1920), rpt. in Heartfield, Schnitt entlang der Zeit, p. 41.

28. George Grosz, Mit Pensel und Schere: Sieben Materialisationen,
book of monochrome reproductions after watercolor collages em-
ploying photographic fragments (Berlin, 1922).

29. For a discussion of the concept of “horizon of expectations,” see
Hans Robert Jauss, Toward an Aesthetic of Reception (Minneapolis,
1982), pp. 23-24.

30. Hausmann, “Objektive Betrachtung,” rpt. in Hausmann, Texte 1:
112.

31. Richard Huelsenbeck, Dada Siegt! Eine Bilanz des Dadaismus
(Berlin, 1920).

32. “Aus einem Interview mit Heartfield” in Heartfield, Schnitt
entlang der Zeit, p. 464.

33. George Grosz, “Zu meinen neuen Bildern.” Das Kunstblatt 5, 1
(1921): 10-16, trans. in Victor Miesel, ed.,Voices of German Expres-
sionism (Englewood Cliffs, 1970), p. 187.

34. See Timothy O. Benson, “Mysticism, Materialism, and the Ma-
chine in Berlin Dada,” A7t Journal 46, 1 (Spring 1987): 46-55.
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*8. Filippo Tommaso Marinetti, Les mots en liberté futuristes
Venice, Milan,
Edizioni Futuriste di “Poesia,” 1919 Book, 19 x 12.6 cm.,

8. The book, composed primarily of 112 pp., {4 fold outs).

Marinetti’s theoretical writings, includes

four fold outs which illustrate the typo-

graphical and pictorial potential of lan-

guage freed from the constraint of con- F.T.
ventions. It was an attempt to allow lan-

guage to speak in an idiom unencum-
bered by its cultural usage. A vivid illus- ‘““\S
tration of the Futurists’ image of them- \_es

selves as the “primitives of a new age.” e“ \-\“e“'e
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35. Richard Huelsenbeck, “Der Dadaismus im Leben und in der
Kunst” published as “Dadaistisches Manifest” in Dada Almanach,
Richard Huelsenbeck, ed., (Berlin, 1920), pp. 36-41; Raoul
Hausmann, “Das Neue Material in der Malerei,” published as
“Synthetisches Cino der Malerei” in Hausmann, Texte 1: 14-16.

36. Hausmann and Baader both were closely associated with
Friedldnder in 1915, by which time his theory was codified. See
Salomo Friedldnder, Schopferische Indifferenz (Munich, 1918),
PD. Xxi-Xxiil.

37. Raoul Hausmann, “Notiz,” Die Aktion 7, 31/32 (August 11, 1917),
cols. 421-422, rpt. in Hausmann, Texte 1: 12.

38. Johannes Baader, “Erklirung des Club Dada” in Huelsenbeck,
ed., Dada Almanach, p. 132.

39. “eine Gestaltung organische in Analogie der gesehenen Mom-
ente weder nachamend noch beschreibend.” Hausmann, Material
der Malerei Plastik Architektur (Berlin, 1918), rpt. in Hausmann,
Texte 1: 19.

40. Hausmann, “Typografie,” Qualitdt 10 (1932): 16-17, rpt. in
Hausmann, Texte 2: 183.

41. Raoul Hausmann, Am Anfang war Dada, Karl Riha and Giinter
Kiampf, eds. (Giessen, second edition, 1980), p. 122; illus. in Benson,
Hausmann, p. 155.

42. Duras [Alfred Kemeny] “Photomontage und Buchgraphik. Zur 3.
Ausstellung des Bundes revolutionirer Kiinstler,” Die rote Fahne
15, 17 (1932), rpt. in Heartfield, Schnitt entlang der Zeit, pp. 178- 179

43. Kurt Schwitters, Die Kathedrale (Hanover, 1920).
44. Merz 1 (Holland Dada) (January 1923), p. 5.

45. The “Manifest Proletkunst” was signed by Theo van Doesburg,
Kurt Schwitters, Hans Arp, Tristan Tzara, and Christof Spengemann
in Merz 2 (“4”) (April 1923): 24-25. Cf. e.g., Raoul Hausmann, “Der
Proletarier und die Kunst,” Das Kunstblatt 2, 12 (December 1918):
388-89, rpt. in Hausmann, Texte 1: 24-26.
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4. Umberto Boccioni and Arnoldo Bonzagni
La pittura futurista: Manifesto tecnico
Milan, April 11, 1910
Manifesto, 29 x 23 cm., 4 pp. (1 folded sheet).

5. Umberto Boccioni, Carlo Carra, Carlo Dalmazzo
Manifesto dei pittori futuristi: Agli artisti giovani d'ltalia!
Milan, 1910
Manifesto, 29 x 23 cm., 4 pp. (1 folded sheet).

6. Umberto Boccioni
Manifesto tecnico della scultura futurista
Milan, April 11, 1912
Manifesto, 29 x 23 cm., 4 pp. (1 folded sheet).

7. Filippo Tommaso Marinetti
L'immaginazione senza fili e le parole in libertd: Manifesto Futurista
Milan, May 11, 1913
Manifesto, 29 x 23 cm., 4 pp. (1 folded sheet).
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