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To visit the First International Dada-Messe (Dada-Fair) of 1920
was to step into the confrontational vet bitterly ironic world of
the Berlin Dadaists. The walls of Dr. Otto Burchard’s art gal-
lery, a converted three-room apartmenr at Liitzowufer 13, were
covered floor to ceiling with a disorienting display of photo-
montages, posters, Dada periodicals, paintings, drawings, and
assemblages by young, largely unknown artists. Here and there
on the walls were pasted large posters with slogans like “Dada
ist politisch” (Dada is political} and “Die Kunst ist tot/ Es lebe
die neue Maschinenkunst TATLINS” {Art is dead/ Long live
the new machine art of Tatlin). From the ceiling of the main
room, where one might have expected a chandetier, hung a uni-
formed dummy with a pig’s head, the so-called Preussischer
Erzengel (Prussian archangel) by Rudolf Schlichter and John
Heartfield,

In another room, Johannes Baader had erected an assemblage he titled Das grosse
Plasto-Dio-Dada-Drama. It looked like the afrermath of an accident berween a trol-
ley car and a newspaper kiosk. On top of a table covered with papers, posters,
and junk, and attended by a male mannequin, were Dada periodicals, mainstream
newspapers, and poster-size examples of nonsensical sound poetry.

There were oddly tidled works of art like George Grosz’s “Daum” marvies ber
pedantic automaton “George” in May 1920, Jobn Heartfield is very glad of it, a
combinarion of montage and watercolor, which parodied Grosz’s own marriage as
well as the stereotypes of the mechanized male and the prostituted female. The Berlin

Dadaists also exhibited collaborative periodicals published by Wieland Herzfelde's

13
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& Hannah Héch and Raoul Hausmann in front of their

works at the First International Dada-Fair, June 30, 1920
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Because Hoch’s links to the Dadaists were almost exclusively through Haus-

mann, and as she was the only woman in the group, she always held a marginal

position in the “Club.” Grosz and Heartfield initially opposed including her in the

Dada-Messe (probably because she was a woman — she was one of few to exhibir

in the show and the only one with adequate representation) — relenting only when

Hausmann threatened to withdraw his own works.” Yet Héch managed to partici-

pate in all the major Berlin Dada exhibitions,” and early reviews of Héch’s work

identify her as a Berlin Dadaist.” On the other hand, Hoch did not present her work "

through mass distribution channels, as did Grosz, Heartfield, Hausmann, and others

B St A A LA

associated with the Malik Verlag. She only had one abstract woodcur included in

iy

Der Dada z {which was edited by Hausmann and published by Malik}™ and two

photographs of her Dada puppets published in the avant-garde periodical Schail und

Rauch, one on the cover and one inside. V!

Hoch was also featured in one of the Dada performances, an evening of satires

read by Hoch, Hausmann, and Mynona at the Secession in 1921. Her reading of

“ralienreise” (Italian trip}, which parodied the Iwalians

scribed part of her journey to Rome, was praised by a

and the Germans and de-

reviewer and the text was

later published in the Novembergruppe periodical NG."> Hoch's greatest contri-

bution to the Dada movement was her sophisticated development of the technique

of photomontage. Hoch, together with Hausmann, s often credited wirth inventing

As culrural historian Sally

b

Stein has pointed out, photomontage had been common in

advertising since the nineteenth century.™ Hoch herself located the source of photo-

montage in popular culture (see appendix, “A Few Words on Photomontage™.
ontage m popuar { pp 3

5

When Hoch and Hausmann began to make photomontages in 1518, they were first

inspired, as she tells it, by montages of soldiers’s heads and officers’s uniforms that

they saw on postcards when they were vacationing at Gribow on the Ostsee.'® Several

years later, Héch collected French popular postcards montaged with photographs,

feathers, and other materials and noted them for herself as “Vorganger der Photo-
3 o

n

of abour 1922 (fig. 8). This photomontage combines images with Der

Hausmann as an advertisement for Dada: “Legen Sie Thr Geld in dada an!” {Invest

sontage und der Collage” (precursors of photomontage and collage’.”
to} 5 & % &

Héch and Hausmann collaborated on at least one occasion, the Dada-Cordial

Dada texts by

in Dada!} Three interconnected photomontages are arranged throughout the rext

and are laid our as illustrations. They mix images of tribesmen, modern machin-

€

ry, a kuropean woman with a veil, embroidery, insects, and some lettering (most

significantly the words “Malik Verlag” and “Welt Teppich” [World carpet]}. Insects

a

and with gender roles set her apart from the other Dadaists {fig. 9). For example,

her work stands in marked contrast o

¥
a

ppear throughout Hoch’s work as emblems of Dada.

Despite occasional collaboration, Hach's preoccupation with the N,

nd Hach in their representation of women. Gender issues were more centrs

7l

“

George Grosz’s misogynist depictions of

srostitures. As might be expected, there is 2 greater similarity berween Hausmann

Pand
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8 Hannah Héch and Raoul Hausmann, Dads Cordial,
C. 1919, 45 X §8am., g}?}»:}tamc;st’age, Berlinische Galérie,
Berlin. {Right side by Hannah Hoch, left side by Racul-
Héﬁzémaﬁﬁ}' P

9 Raoul Hausthann, Dade Cino, 1920, 12}

photomontage, Collection Dy, Philippe-Guy Woog g

Geneva




fully developed in Hoch’s work than in that of any other Dadaists, however, and

she was more interested in the development of modern identities and new freedoms
S

for women.”® {
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Though asezmngi}f as ch&ot;c as the Dada-Messe itself, Héch's Cut with the
Kitchen Knife is a remarkably concise and elegant work that functions as a Dadaist
manifesto on the politics of Weimar society. In keeping with its large theme Héch
gave this grandly-scaled photomontage an equally grand name: Schuitt mit dem
Kiichenmesser Dada durch die letzte weimarer Bierbauchkulturepoche Deutsch-
lands, (Cut with the Kitchen Knife Dada through the last Weimar Beer Belly Cultural
Epoch of Germany}, 1919—20 (114 X 90 cm.) This montage (fig. 10} combines photo-
graphs of political leaders with sports stars, Dada artists, and urban images. In this
allegory, Hoch assigns women a catalytic role in the opposition between a revo-
lutionary Dada world associated with Karl Marx and the anti-Dada world of the
politically compromised President Friedrich Ebert,

In Cut with the Kitchen Knife, images of Hoch’s fellow Dadaists (fig, 13), are
aligned with Marx, Lenin, and other revolutionary figures (lower right). But many
other images that populate Héch’s Dada world are photographs of women she ad-
mired, particularly dancers, actresses, and artists. In opposition, Hoch’s anti-Dada
world (fig. 12} is represented by images of the paunchy President Ebert and other
Weimar government leaders (upper right}, In Hoch’s decentered inversion of Weimar
society, the images of wornen are crucial. Famous and easily recognizable women
signify various metaphors of liberation: movement, technology, female pleasure,
innovation, Dada, and revelution.

Cur with the Kitchen Knife offers an entire social panorama of the Weimar Re-
public. The upper right “anti-dadaistische Bewegung” (anti-Dada movement), as it
is labeled, is dominated by a densely clustered composite montage-portrait of the
recently deposed Wilthelm 11, Two upturned wrestlers form his moustache. On his
right shmﬂd&r perches the body of the exotic modern dancer Sent M’ahesa whose
head has been replaced by that of General Field Marshal Friedrich von Hindenburg,
One of the dancer’s arms seems to tickle Wilhelm under the chin; the other rests on
the shoulder of General von Pflazer-Baltin. He in turn is standing on the heads of the
infamous Reichswehrminister Noske (known for his support of the Freikorps) and
another general. Over Wilhelm’s left shoulder is a scene of people wairing in line at
a Berlin employment office.

Another series of witty gestales, though, makes inroads on this pompous portrait.
Immediately below is the area labeled “Die grosse Welt dada/ Dadaisten™ (the great
Dada world/ Dadaists). At the time of the Dada-Messe — when the newly achieved
Soviet revolution still loomed large as a model for the German left — Héch labeled

3

this section “Weltrevolurion/ Dadaisten” (world revolution/ Dadaists), but these

words were later replaced with the more innocuous Dada slogan. At the center of the
Bada world is Raoul Hausmann in a diver’s suit, facing the viewer, mouth open in

ironic confrontation. Oue of his head grows a montage of technology. Karl Marx’s

e
&
o
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detail of the anti-Dada movemeng,

12 Hannah Hoch

Schrnitr mit dem Kiichenmesser Dada dwrch die letzte
wetmarer Bierbanchkulturepoche Deutschlands (Cut
with the Kitchen Knife Dada through the Last Weimar
Beer Belly Culrural Epoch of Germany), 191920,

114 X go cm., photomontage, Nationalgalerie Staatliche

cher Kulturbesizz Berlin

11 Hannah Héch, detail of the Dada world, Schuitr
mit dem Kiichenmesser Dada durch die letzte weimarer
Bierbauchkulturepoche Deutschlands (Cut with the
Kitchen Knife Dada through the Last Weimar Beer Belly
Cultural Epoch of Germany}, 191920, 114 X 906 cm.,
photomontage, Nationalgalerie Staattiche Museen
Preussischer Kulturbesitz Berlin
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orchestra. In the upper left there are more advertisements for Dada, several seeming
to spring from Albert Einstein’s head. Next to Einstein and leading in a clockwise
direction back toward the anti-Dada, militaristic world are two montage caricatures
of President Ebert.

Within the montage, five gigantic wheeis or roll {z* bearings echo the centrifugal

LR i .,
"“%bate to tsbhﬁo gy i paral cthe incor-
o aﬁﬁ 5 3 d I e .

agansiﬁe art hzstorzzn Jula E}eah %‘;ag painstakingly locared the Hlustrierte sources

motion of the u}mg}ag;tm& Thi

for the majority of the montage’s photographic fragments.” The mass media as form

and subject of the montage is a comment on the status of the media in {h€ postwar
Lo ok
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years; its ﬁewi‘; wmai phst& raphic face, marked | b’g a significant increase in the
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new cultural ozéei }

In Cut with the Kitchen Knife, the power of Dada is signified, on several levels, /
by movement; Dada is a destabilizing force. In addition to the formal echoing of
the wheels and roller bearings, the dynamic action of the compositional design is
paralleled iconographically by images indicating movement, either by machines or

female dancers or révgiuiomw scenes.” Art histariaﬁ Haa - Bergi ggg_gss{ed

is so, then the dynam;c Empexoveh} a Eema le dancer, is Offered as thﬁ amfthes;s of
male, militaristic culture, typified by Wilhelm Il and his generals. (Significantly, Koll-
witz’s head is presented in an unresolvable and ambiguous position. The separation
of a ferale head from the body, although here delicately, even wittily portrayed, has
underlying connotations of great violence, brought to the fore by the spear running
through Kollwitz’s head.) The key role of Dada dancer, symbolizing power, move-
ment, and the female, is one that Héch assumes for herself. Even the title of this
work, Cut with the Kitchen Knife, points to a female actor. It is the female gaze {ha{

cuts through the “Wei ; i fHess.thi iSLCross-section.

Women ogcupy 1 incipal revoluy v.roles in Cut with the Kitchen Knife”

Cuiiﬁn sagmﬁed by (irs\mazk or agsertive physical movement, such as dancing or i

skating. Formally, the instability of disjunctive montage fragments creates a kalei-
doscopic effect of movement which is embodied in the figures of the female dancers
and athletes. Dada as disseminated by voice and word is associated with men. {(For
example, the word “dada” emanates from Einstein’s brain in the upper left of the
montage). But it is Impekoven's body that, small as it is, literally has the pivotal
position in the work. Impekoven’s pirouerte and the movemnents of other dancers and
ice skaters can be read explicitly as physical ;reséem and i}aéa anti-repression. But,

rs 05 iema;g zzéeramm

and_anarcho-c unist-sevolution,. In Cur with the Kitchen K ?iffé’ he montages

more than this, the images of w w,%;;@ cal st

and representations of women function as utopian elements within the centrifugal
dissolution of Weimar hierarchies
In other words, these photog ga;}iﬁc fragmenis of women should not be regarded

eparately, with each having a discreet, fixed meaning. Rather, the meaning of each

the berlin doda photomontage:




?reué s fozméatmnthecgs of ksw pieasure faﬁptmns with other gssxchsanaigm pro-
cesses, In an’ egﬁ} essay from 1911, “Formulation of the Two ?’r;napgeg of Mental
Far}gtmmﬁ@ Freud iiesami}ﬁs ﬁhe way tha‘t psyci*zc pmcziss@ﬁ, 5tr;vmg to gam 91&:&“

%:%23{ i‘i’&%ﬁ ii‘ig ego come to terms with outside rmizzy Over tme, ? reird says, the

reality principle adjusts the ego to the external world, teaching it to delay gratifica-
tion in order 1o reach satisfaction eventually. But Freud cautions against treating the
pleasure principle and the reality principle as opposites. Instead, he implies an addi-
tive, ié§?§f§é; and contingent relationship: “Actually the substitution of the reality
principle for the pleasure principle implies no deposing of the pleasure principle,
but only a safegiarding of it.”% In everyday fanctioning, then, this relationship is

e berlin dody photomoniages
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there is also, of course, the possibility for tension between the search for pleasure
and the experience of reality. To use montage to represent pleasure can emphasize
the discordant nature of these broadly-based tensions. And to do so with specifi-
cally female pleasures (here of female athleticism, modernity, the body, dress) is to
underline these tensions in a highly gendered context. In some instances, the rension
between the two psychic principles Freud outlines can be seen as a distinction those
between fantasizing about the future and coping with present-day reality. In terms
of montage theory, this analogy is useful for examining the coexistence of utopian
traces with fragments connoting more repressive elements of everyday life. Freudian
theory suggests the strong linkage and interdependence between the two types of
representation.

To apply this reading to Hoch’s Dada montages and their allegorical represen-
tation of pleasure is not to say that Héch was interested in a direct transcription
of Freudian theory. On the contrary, Héch and Hausmann were involved in circles
influenced by Freud but often in disagreement with him. In a series of articles pub-
lished in 1939, Hausmann elaborated his views on psycheanalytic theory and gender
roles. Particulariy influential for Hausmann’s “leminist” theories were the writings
e contemporary psychoanalyst Otto Gross, a staunch anti-Freudian. Gross saw
gender difference as societally conditioned and considered such conditioning (pa
ticularly as it was practiced in his own culture) to be repressive and destructive,
Gross’s writings are inconsistent and utopian, but they insistently advocate the full

expression of male and female sexuality in communal Hving.

Following Gross’s theories, Hausmann attempted to formulate a “natural Jaw”/

of communism by locating communal instingts in the unc

sious. According to

Hausm{snn, both communal nstincts and fully der roles were repressed

e e s S

b‘f ga%:msz&giwwg;tggst society. To rectify this dysf

nction, Hausmann called fo
an ;deanstzg repatterning of sexuahtv and family structures to liberate a:@mm,maé s

® In his writings for the postwar culture journal Die Erde, Hausmann de-

veiopeif a model of communal living thar centered around matriarchy, in whicé he ”
combined prewar anarchist goals with postwar admiration for compunism.?
is significant for understanding Hoch’s intellectual context is that Hausmann’s con-

cept of political revolution depended on a new, liberated role for women in society.
In 2 1915 essay tited “Weltrevolution” (world revolution} — the rerm Héch used
st with the Kitchen Knife — Hausmann proclaimed his support for a
nist economic revolution, but argued that such a revolution would never be viable
unless accompanied by a sexual revolution. “The communist movement,”

lead 10 a complete breakdown of the male spint if it does not re-
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}%gch recalled their reiatzomhm as “a {%ifﬁwif and sad g;}prem;ces}%;p ” 3 Yet,
At aeems izkeh t%at Hoc?x Eﬁ?rﬁﬁ& mf:iz Haasmam cal for Ebesatigﬁ o§ woitern.

=y &lzﬁo gh bmaght up in a bourgeois f'gmiﬁ; and the éaaghter of an authoritarian
tati%er. she was ieaémgaﬁam@ﬁhodox and mdepfzﬁéem life. It seems probable that,
like Hausmann, Hoch ahgm:d sexual equality with cammamsm * Many leftist intel-

lectuals of the ‘Ifiezmas era sug;p&rtsd the communist ideals of the Bgﬁshem% reve-
lution. HQ{:?‘ 5 own sag}gasft Qf csmmwnsm i €§§{f€§{26€§ %y her nartsg;g;am}f} in

 their “"é?itgé&}ﬁ%
st ssé}e {}ieiahwgmgkﬁ? {gtzsggﬁmgm eqa;mzszéw “ Both Hoch and Hausmann
used psvf;&@f alyic Li'}»s'}rs to analyze themselves, edch other, and their relationship.
It one lewter, from. :{gi% Haizsmaaﬁ wriote accusingly to Héch, “And isn’t it true
that you're always rﬁaémg books — Mereschkowsky, Adler — just to gather material
to use against me?”* As any réader of these lettérs quickly becomes aware, Haus-

mann and Hoch were attempting live as 2 New Man and New Woman, that %sa
to live outside botirgeois conventions and to formulate social and sexual identitie
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in keeping with their anarcho-communist beliefs. The letters also reveal, however,

Hausmann’s attempt to justfy his psychological brutality and at dmes even physical
violence towards Hoch with psychoanalytic theory ™

The entire time that Hoch and Hausmann were involved, Hausmann remained
married to and living with his wife Elfriede Hausmann-Schaeffer (they had a daugh-
ter, Vera Hausmann, who was born in 1907). Hausmann’s position on his marriage
was contradictory; on March 15, 1918, for example, he wrote to Hoch: “! am not for
bigamy, and am no bigamist, since | am opposed to any type of marriage.” " Despite
his inability o dissolve this union, he repearedly wrote to Hach abour his desire
for her to bear his child and for them o live mgethezﬂ As early as 1915 he ralked
about having a son with Haoch: “How can [ say 1 love you and our son who | want
to have with you?”* The Héch—Hausmann relationship was a public one; he knew
her family well; they had friends in common and were regarded as a couple. Hich
apparently wanted Hausmann to end his marriage and, although she wanted o have
children with him, refused to do so under the circumstances. She had two abortions,
one in May 1916 and the other in January 19187

Not coincidentally, in the 1919 photomontage Biirgerliches Brautpaar — Streit
(Bourgeois Bridal Pair — Quarrel) (fig. 14}, Héch parodied conventional marriage. In
the background are colored illustrations of household items for cleaning and cook-
ing, and in the foreground are Hlustrierte photographs of a male figure and a female
figure in modern sports attire. Both athletes are infantilized — the woman bears the
head of a child with a distressed expression, and the man awkwardly carries an
enormous ribboned hat on his back and head. He is dwarfed and feminized by the
oversized hat. Hoch created other works during this time ridiculing marriage, such
as her watercolor Biirgerliches Brautpaar (Bourgeots Bridal Couple} 1620, where a
groom in formal clothes stands arm-in-arm with 2 headless mannequin wearing a
bridal veil.

Although Hoch’s photomontages do not simply reflect the tumult of her efforts
to sort out her own identity as a New Worman, details of her biography show how
deeply and directly questions about the New Woman affected her. One suspects that
in Hoch’s life ar this time, issues concerning new roles for women - new possibilities,
new pleasures, and new anxieties — were never distant,

For his part, Hausmann constructed two elaborate fantasies around Hoch: one
saw her as holy, as Eve or a virgin, with himself as Adan and their son-to-be com-
pleting the trinity; in the other, Hausmann émaginéé himself wresting Hoch from

the influence of her father and his bourgeois values™ When Hoch would periodi-

cally leave Hausmann, he would use these “arguments” to justify his behavior and
plead for her rerurn. Hausmann was violent; he hit Hoch on several occasions, and
this, along with his refusal to end his marriage, was most frequently her reason for
leaving him.

One of Hoch’s attempts to ¢

cape from Hausmann was in autumn 1920 when she,
her sister Grete, and the poet Regina Ullmann hiked across the Alps from Munich

1o Venice. Hich then continued ro Rome by herself, Hoch maintained nuch inde-
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pendence in'the relationship and should not be seen as a martyr or passive victim.
Her anger and resistance are indirectly evident in Hausmann’s letters. She also paro-
died Hausmann in her wonderfully funny and pointed short story “Der Maler” (The
Painter} in which she satirizes a painter’s male vanity and the glib appropriation of

one of his works (an abstract rendering of a chive} first as an al Hegory of Woman and
second as a representation of revolution (see appendix’.*! In 1922, Hoch broke com-
pletely with Hausmann, although they had some contact in later life. That same
vear (and the relationship berween these events is not clear), Hausmann became in-
volved with the artist Hedwig Mankiewitz. He obtained a divorce and subsequently
married Mankiewitz in 1923, ey
tﬁ«%@vﬁi%,«wi ;

As I suggested at the outset, there is a_ dzaiectic in H@ch s work bemf:e{z anger”

A
and pleasure and, for the viewer, an oscillation E}egweeﬂ ironic distance and intimate

identification. Using montage, Héch fragments photographs of female performers
and aﬁegﬁrizes these i 1:‘{1{5@&&;5 recomposing them in ope%»ﬂnéed narratives, eizcztmg

mriage @f Impekc}“en and Kollwitz at the center of Cus wffé’ the Kitchen Knife elicits
responses of alienation, exultation, and dislocation. Ambiguities result from viewing
the head separated from the female body and yet recognizing the dancer’s headless
body as a signifier of female pleasure, power, and movement. As such images be-
come allegories in the implied narrative of the larger composition — dismantling the
Weimar Republic — this pleasure is linked specifically SOW evolutionary change. )
Here theories of montage receprion from the twenties anci thirties, particularly

those of Ernst Bloch, illuminate the nascent utopianism of Hoch's montages. In
much of Bloch’s theoretical writing, he stresses the critical value of disjuncture and
fragmentation and the relationship of these formal procedures to the development of

%
what he termswmr aeﬁsmcusmsﬁ\jhe{{ is, the instances in evervday life of

desire for a better future. Rather than privileging a single technigue such as photo-

montage, Bie}ch celebrates any device or strategy that prompts the viewer to imagine
and desire 2 new utopian future. Bloch scrutinized both fine art and mass culture,

) g : ~
in search of what he called {utopian traces.Jthose elem n g representation that
glicit 2 desire for societal utopia. Bloch concentrated on the reception of various

styles rather than on prescribing one correct style. Above all, Bloch was interested in
the popular appeal of different representations and was an early observer of National
Socialist propaganda, warning of its ominous effectiveness.

In an important essay published from exile in Zurich in 1935, Bloch explored the

“nonsynchronism” (Ungleichzeitigkeit) in Nazi cultural appeal to different groups

in German sociery.” By ungleichzeitiy (nonsynchronous) he meant literally “not of
this time.” Pointing out that such segments of German society as youth, white-collar
workers, and farmers had become angry and dissatisfied, particularl y during the
economic depression, Bloch analyzed how these groups had turned to pleasures of
nostalgia, and how susceptible they were 1o Nazi seduction, to promises of a future
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the fact that at the age of fi

and ‘political activist, Hi

Zeitung for March 30, 1919, the very issue that announced Kollwitz’s appointment
15).Y The oval of the head is lefr iritact and icon-like, but an idédlized whole-

ness 1s made impossi y-its viokent disassocition from the body and its diagonal
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15 Kithe Kollwitz, die Malerin und Radierin, das erste
weibliche Mitglied der Akademie der Kinste (Kiithe
Kollwitz, the Painter and Etcher, First Female Member
of the Art Acaderny), Berliner Hlustrirte Zeitung 18,
1o, 13 (March 30, 1915), page 1o1. General Research

Division, New York Public Library, Astor, Lenox, and

Tilden Foundations

orientation. In Cut with the Kitchen Knife, the head is speared by an Indian man
standing in front of an elephant. Yet, whatever connotations of martyrdom might be
inferred are made merely ironic by the improbability of the implied narrative. The
spear disturbs neither Kollwitz’s head nor her contemplative expression.

Haéch’s use of Kollwitz's head is somewhat enigmatic. Although formally there
is a great contrast between Kollwitz’s own Expressionistic work, which integrated
stereotypes of working-class women, and Hoch’s fragmented photomontages of ec-
static dancers, politically Kollwirz was often aligned with the Dadaists. Somewhat
later, several tributes were paid Kollwitz in the communist press as well. So Kollwitz
did not simply personify the Expressionist enemy derided in Dada manifestos. Not,
as an activist artist, could she have represented a disengaged intellectual position.
Perhaps Hoch’s mixture of irony and accent here can be interpreted as an inter-
generational tribute, a sign of both admiration and difference. In all probability, like
most of the other women in Cut with the Kitchen Knife, Kollwitz, as a leftist artist,
was someone Hoch admired.

Nidda Impekoven was also highly celebrated, but in a different context. Having
made the transition from child star to adult celebrity, by 1919 "Niddy™ Impekoven

still conveyed a childlike persona in the popular press and in her dances. The particu-




w;saiﬁm @f ﬁae aiéér Kol iwstz
I ”Wh;msy - thf: heaé

1 mos bas&c a yzeienf; re?res‘ tamm af a femaie mmd»bsé} spirie ?ar'ﬁ:aiariy f@z
't i€ £§maiét viewer, the sev frmg of K{)ﬂwnz 5 heaé aﬂé Impskwsﬁ s body pmw&es a
moré urgent and pers&nai level of critique than the overarching condemnation of the
ﬁfﬁimg gsv&mmem and the mzhmry Anger surfaces, as does a sense of frustration
with the separa{mn of a life of the mind from the pe wer of the female body so clearly
cﬁiehratﬂd in ut with ff?é’ f@iich:rg% Knifé — adding a s%arpez‘ edge fo the liberating
tone of the mz)z}tage
Kollwitz’s head is pinned in- piau:a but impehmen s entire body suggests move

ment. Her kick sets in motion the circular swzep of the montage’s composition.
Here, the modern ﬁﬁniﬁi‘ représents the various pleasures associated with social free-
dotns available to Weimar women, particilarly those relating to their bodies. These
new cewepts about the’ ody often g{}mamsé expim*&y zéwiegmai issues of sex,
€‘§2‘1$$,} and the. role {}f technology.

Ef} many ngsg, the i image f::f thé ﬁ@ééfﬁ uanézsr in X‘V‘ﬂmar 5 a pasnz%‘@ sign

zmzzp?s S mé %:Ezﬁ mivth @‘5 a %}e:}i}emiaﬁ amgt, ﬁﬁiaszmg ourside 23355 bﬁm{izﬁgx This
combination adds up to'a representation of { unbounded, fully expressed female plea-
sure * Using Freud’s definition of pleasure, we are reminded of its roots in the body
and its drives, and the complex relationship of the pleasure principle to the principle
g{}%{@ﬁ;ﬁﬁg the interface with external reality. The reality ;}zig@?éé can repress the
pleasure principle, or it can guard it, protect it in terms of delayed gratification. Or
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16 Niddy Impekoven as Pritzel-pupper. Berliner
Histrirte Zeitung 28, no. 45 (Nov. 9, 1919} 460

17 “Harmonie der Linien im Tanz mit Bustenhalter
Forma,” (Linear harmony in dance with the Forma bra}

Berliner Hlusrrivte Zeitung 53, no. 5 (Jan. 29, 1922} 93




on ﬁseif mé st the same ﬁm& {{} express %%}s:f C%i:i&ifa %@f anew i}r{iea

Hoch’s strategies faise questions about gender and iéenggg p;‘iftmzig;}y the revo-
lutionary potential of representing female pleasure. Traditionally women have been
relegated to seemingly frivolous arenas of enjoyment like shopping, appreciation of
beauty, and spectatorship of media. Recently, feminist film theorists have argued
that because womén have no ?i}%i‘r}{}i} outside: g}ﬁi?iar&gg culpure from which to put
forward a eritique; the ferninine positions within thar culture — particularly those
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concerning pleasure — must therefore be examined for their power, ambiguities,
and contradictions. In Blochian terms, “utopian traces” p{@m;}éﬁng pleasure — espe-
cially those experienced dialectically with others prompting anger — could motivate
women to imagine a more egalitatian future. Thus certain representations of plea-
sure can be valued for their potential to motivate change through desire.” In this
sense, Hoch’s Cut with the Kitchen Knife serves as a model, combining the repre-
sentation of female pleasure with sharp societal critique to create a utopian allegory

of revolutionary change.

Hannah Hoch’s utopias and her rethinking of feminine identity are, above all,

historically specific. Hoch’s Dada works, in general, critique Wei bourgeais cul-
ture and tradis gen les 2 s seternit e

Sﬁﬁwﬁ?ﬂﬁl@: In Dada Rundschan (Dada Panorama), 1919, (fig. 18}, for example,
brown-tinted newspaper photographs appear with text and pasted papers, some
solid black, some watercolored with blues or reds, to create 2 series of smaller mon-
tages within the larger one. Vertical strips of paper imply a grid format, but this
is disrupted by multiple diagonals; the eye wanders within the composition. For
the Weimar-era viewer, perhaps the most eye-catching image would be flabby Presi-
dent Ebert and Reichswehrminister Noske in their bathing suits. The photographs
of the Weimar SPD (Sozialdemokratische Partei Deutschlands, Social Democratic
Party) leaders were taken from an infamous BIZ cover of 24 August 1919: “Ebert
und Noske in der Sommerfrische: Aufgenommen wihrend eines Besuchs des See-
bads Haffkrug bei Travemiinde” (Ebert and Noske in the summer air: taken during
a visit to the seaside resort Haffkrug near Travemiinde) in which the two stand in the
water looking slumped and ridiculous.’! The photograph of the two top government
officials wading at the beach was already a joke — this was hardly the image of Prus-
sian grandeur most Germans had come to associate with national office. But on top
of this derision inherent in the photograph, Hoch’s treatment is mocking. She has
added flowers to each bathing suit, ironically feminizing them. And she has placed
Ebert’s feet in handsome riding boots, perhaps spoofing the traditional militaristic
look of German officialdom. Juxtaposed with the boots is the pseudo-advertising
slogan “Gegen feuchte Fiisse” (Against damp feet) — another mockery, as if Ebert’s
image problem could be solved by the right consumer product.”

Hoch shared with most other members of the twenties avant-garde a tendency

to represent technology and modernism in a positive, even exultant light. A cloud
e syt

marked Dada seems about to swallow Noske and beneath the cloud 2 New Woman
gymnast dives gracefully into a pipe. If this melding of the New Woman and rech-
nology is implicitly utopian, the montage in the upper left of toga-clad, forward-
moving women is explicitly so. The toga figures are cut, significantly, from the same
issue of BIZ. Originally captioned “Tanz-Gruppe von einem Schweizer Sommer-
fest” (Dance group from a Swiss summer festival), this utopian image links modern
women, body culture, sun, dance, liberation, and Antiquity.” The headline, “Ger-

man Women in the National Assembly,” monraged with them in Dada Rundschau







refers to the fact that 1919 was the-hest year German wome

eld elected office.

othee.
The toga-draped bodies are modern dancers, but in the montage at least one of the
heads attached to them is that of Anna Von Giercke, a woman recently elected o the
Assembly.¥ Nearby, Woodrow Wilson’s head appears on a young female athlete’s
body that seems to salute the toga-wearers. In this photomontage, dislocations of
scale, identity, and context — the alienation effect of montage — createfthe distance
and recognition necessary for 3§ifgor§§ instead of simply portraving the women

new_to the National Assembly, Hoch creates an utopian allegory of freedom of

movement, internationalism, and modernity out of thls specific political victory

for women. In the lower right corner, as si : Taty

“Schrankenlose Freiheit fiir HH” ( {(Unbridled treedam for HH).

PSSO e —————

At times Hoch used images of women to embody and represent Dada. This

inscription of the female as the generative force, the center of Dada, was itself a fan-
tasy, especially given the peripheral status accorded to women in the group.” One
early photomontage from 1918 or 1919, titled Oz, der Tragdde (The Tragic Actor
Oz}, now missing (fig. 19}, functions loosely as a portrait of George Grosz’s Ant-
werp friend Otto Schmalthausen, who occasionally exhibited with the Dada group.
Schmalhausen’s nickname, “Qz,” appears in the background along with the sort of
insect illustrations that in Héch’s work often serve as a Dada signarure. The central
figure of the piece is androgynous — a dancing woman’s body wearing pearls with
Schmalhausen’s head. The dancing female legs also serve as an allegory for Dada as
in Dada-Tanz (Dada Dance}, roz2, (fig. 20). And in the undtled Neumann Collec-
tion photomontage (fig. 21}, in which a female dancer is also the primary focus, the
familiar Dada bug crawls across a man’s head seen from above. (in Weimar photo-
montages often images of aerial photography or related points of view read as a
tribute to technology and corresponding new ways of seeing).

Da-Dandy, 1919 (fig. 22), depicts a series of fragmented images of fashionable
women, almost like an overlapping film montage. These are different women but
dressed so much the same they look like one. This is the twenties version of a female
dandy, upscale and flamboyant, dressed in an elaborate hat, pearl earrings, a pearl
necklace, bracelets, and a velvet dress, with a beaded purse and heels. In each set of
eyes, one eye has been made stightly larger, as if to resemble an eye with a monocle.
(In later years, Hoch affectionately remembered the monocle as the sign for the
[male] Dada dandy; Hausmann, she quipped, probably came into the world wear-
ing a monocle}.” The montaged women are primarily in elegant shades of black
and white while the background of collaged papers is accented in reds, yellows, and
blues. Enigmatically, behind the dandy, 2 woman’s head with a soft hair style and
lowered eyes seems almost to kiss one of the necks of the composite dandy. Hoch
herself wore avant-garde clothes, plain and drop-waisted, possibly of her own de-
sign; she hardly appeared the dandy. Nor could she have afforded to costume herself
like the dandy in the montage. So if Da-Dandy is to be considered a self-portrait at

all it would be in the reaim of fantasy.
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23 Hannah Hach, Meine Hausspriiche (My House Sayings), 1922, 32 X 41.3 cm., collage, Galerie

Nierendorf, Berlin

Mein . G agdis Ly conside 2 s .
workya sign-off collection of sayings.” It combines a Constructivist grid compo-
sition with emblems of Dada and sayings from Dadaists and like-minded writers.
With this work, Dada, instead of being represented as the trigger of dynamic change,
has become the stuff of memory. The title, Meine Hausspriiche (My house sayings},

refers to the German tradition of having a guest book where visitors leave aphorisms

and good wishes upon departing. For Hoch, the year 1922 marked her break with “ N
; T : N s SN

H; ang h sorkd, a shift of interest from the anarcho-communism{eshi et

af much of to.thes S s.of Soviet Constructivism (figs.

2.4, 25, 261.° Already there is something nostalgic in some of the Dadaist statements
quoted in Meine Hausspriiche: “Der Tod ist eine durchaus dadaistische Angelegen-
heir, R. Hiilsenbeck” (Death is a thoroughly Dadaist affair. R, Hilsenbeck}; “Ohne
dieses Lesepult kann iiberhaupt keine Literatur verstanden werden! Baader” (With-
out this podium no literature can be understood! Baader); “Dada ist die Polizei
der Polizei! Hitlsenbeck” (Dada is the police of the police! Hiilsenbeck); “Und im-
mer mehr Zeir und doch keine Zeiger auf Zeit” (And abways more time and yet no

indication of time. Arp.}
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26 Hannah Héch
phowomontage, 24,7 X 20.5 ¢
Kanig-Hoch {top rights




But the utopianism Héch associates time and again with the representarion of
the New Woman remains alive in her work after the Dada years. And so in dosing
my consideration of those years, | want to explore further the construction of these
utopias through two examples. Die Madchen (The Girls}, 1921 (fig. 27), now missing,
consists of joyous figures of female swimmers, dancers, and a pilot, an energetic mix
of heads and bodies with the addition of one car signifying technology.” The whole
composition, with its familiar centrifugal movement and jazzy diagonals, reads like
an advertisement for corporeal pleasures of New Women-in-motion. At the center is
a swimmer about to dive; the smiling female pilot’s head is atop a gymnast’s body;
the three women in the lower right are clasping hands and dancing together. Every-
one is smiling; the car apparently flying in at the lower left is clean and shiny. This
utopianism reflects the representation of female dancers in the contemporary mass
media; the circle of dancers in the lower right of Die Mddchen derives from BIZ,
July ro, v9271 (fig. 28): “An der See: Ballett im Wasser: Eine Aufnahme ans Wester-
land™ (By the sea: baller in the water: a photograph from Westerland). If Hoch’s
irage celebrates the then-popular Girlkultur (which idolized the lithe, the athletic,
the young), it does so with an appropriately American accent in its r&s«;embiancs to a
Heollywood movie poster (then taking up ever more wall space in German ciries).®”

In contrast, Das schine Mdidchen {The Beautiful Girl), re19~20, (hig. 29), pre-
sents what appears to today’s viewer as a bizarre and even sinister eguation of
technology and the female: circular BMW insignias repeat throughout the image;
perched atop a girder, a female body in a modern bathing suit with a parasol has a
light bulb for a head.®! In the most simple interpretation, Das schéne Mddchen is a
portrait of a2 modern woman defined by signs of femininity, technology, media, and
advertising. Behind her, looming like a large shadow, is a red-tinted advertisement
topped by 2 woman’s bobbed and puffed hairdo; she is part human, part machine,
and part commodity, The background is apparently from a BMW advertisement
which repeats the circular red, white, green, and black insignia in erratic clusters
across the surface. The New Man makes his entrance in the fower left; a black boxer
appears through a tire. His face is cut out and his arms are held stiffly in front of him,
suggesting an automaton. There are also gears and a clock in the image. The whole
montage is given the ;@ei of an advertisement in contrast with the woman’s head
visible in the upper right. One of her eyes is replaced by a cat’s eve, but the other
peeks over 2 BMW logo to look directly ar the viewer. (The cat’s eye is larger than the
woman’s own eye, giving her the appearance of wearing a monocle; this was Hoch's
sign for a Dadaist, in this case possibly a reference to herself}, §§ > black-and-whire
tones of the observer’s face are those of a newspaper phorograph whereas the rest
of the image consists of the brown tints and painted colors of an advertising poster
— making the woman “behind the scenes” appear more realistic. The absurdity of
the scene provides an ironic distance that is doubled by the presence of a spectator
within the m{m%agv But the viewer outside the montage is in part implicated by the

aze of the female spectaror within the frame of representation. It is as if we, the

x«z wers, are aligned with the montage spectator in looking at this surreal advertising

'{; Gur 2aj

2y neet.

scene: she views from the back, we from the front, a
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