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One of the predominant features of everyday life during the

Weimar era was the experience of modernization, Almost no

chronicle of the period failed to note or recall the sensations
of life being speeded up and profoundly transformed. Every-
where one experienced new technologies, whether riding a trol-
ley car on the street or watching the latest Charlie Chaplin
movie in a film palace or working in a newly rationalized fac-

ory. In Ge Gem;am in the the 1920, modernity meant experiences

z;iwgggg’i hnology, consumerism, economic flux, fragmenta-

tion, urbanism, industrialization, and ra jonalization, The com-

bination of the new modes of existence and the new form of
government, combined with periods of extreme economic fluc-
tuation, gave those who described the times feelings of insta-
bility, excitement,.and fear.

Mass media both participated in and responded to the pro-
cess of modernization. Film, photography, and photomontage represented the most
up-to-date media available to depict new experiences and perceptions. As an orga-
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nizing structure, montage was thought | a £ o ta e
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Montage in particular — whether in film, Hlustrierte lavout, or photomontage — was

A

ga*zs%éat*eu a sksg%égé refieag}g} wi the urban scene and the new means of transporia-

nf};z Ih& ét@;gﬁer Max Burchartz, for example, chose to use photomontage in his
zz&ass-pmﬁuc% prospectus for the city of Dortmund to combine scenes of the inter-
section of the railroad with the urban landscape. His expectations for the ability

of montage to encapsulate modern, kaleidoscopic experience were ambitious, as he




described his rattroad montage: “The eve does not control perspecii al directions,

cather receives only impressions of near, of far, of Brightiess, of dark. over and under,
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movement and quiet, diversity or simplicity

brated photography’s ability 1o 1o grab a moment of sull

The Hlustrierte cele

from the modern rush and also its.potential, throy
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photography, to give the reader 2 mul fnplicity of impr

distracted experience of zzzod{:i’n life. The photoweekly \};"sfz“z\:’m 3’5;’5‘ ran a '\p

montage page in 1929 entitled ... And this all happened in Ve of a scu)zadf

“ Fram one long shot of a aty mtersvc%émn 4 montage of fve enlargements of details
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was offered to the reader. In one one-hundredth of a sec ond, the time 1t suppose

took to stap the photo, people alighted from a trolley car, a bicychist overturned in

SOMEOE Ml ACTOSS ?LL street., Ji}iu WO Women

the gutter, a policemnan gave advic
stopped to talk in the middle of f tratfic. The marvel was not only that so much could

j*s;zpncn so fast on t%w city street, but that photo Ty ¢ ’}x{l‘;&;h}&wifﬁ ST

duoeakb-beabsorbed

¢ contributed to the images of modernization propagated by mass
media. The disorienting viewpoints of New Vision pi\.ot{aarsphv( for instance, trans
formed the appearance of photojournalisn 1 and, in the increasingly popular photo-
weeklies, had tremendous znﬁ,uenge in attracting readers and selling products. As

1

free-lancers, Bavhaus instructor o Moholy-Nagy and the French artist Man Ray

were among the p%omcmpiiux empl mcd by Ullstein Verlag, and Bertolt Brecht was
among the writers.

Therefore, one can argue that, in Weimar at least, the m

sreater pfmm Literary critic
s swﬁgmx that we should consider different types of cultural pi‘o&ugtiém — 8aY,

avant-garde gﬂmmmwzwwiazw an illustrated newspaper photograph — as dif-

ferent aspects of a common culture joined by conumon quf\ jons.” Both the mediu

organs and the ava mw:,:m%a were |

its pressures Av& its pleasures.

. o : .
So how can x%;c ms sodernism. mass media, and arani-garde be constituted

to represent the historical sitpation in the twenties

and attow for an

understanding of the relationship among them? ‘i%az:;iw theoretical clariheanon s par-

ticularly necessary to determine the negotiat

cubture. In fact, hiee theorist Andreas Huysse

e
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deri and avant-gardis pfs:ésciy L&‘gstmiéz%g; to the rels
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Jhip of each group

o mass culture. Hoyssen defines “modernists”™ as those ik

v} who wished o keep art pure from” hments of
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Although Huyssen’s categories are useful to distinguish these radically different

types of artists working in the frst decades of the century, I want to complicare

how we use the term modernist. Most commonly, modernist is used as a narrow

description of small groups of artists focused on formal concerns specific to various

artistic media such as painting and sculpture. | would broaden the term to reconnect

modern artists with the experience of modernity itself. For it was exactly the idea of

linking mo dern art preduetion.io the

5 and effect of madern life that

was 80 SMPOWEring o artists in the twenties.
In the Weimar vears, the term moderne, meaning that which is modern, dontem-

porary, and fashionable, was associated with the conditions of mass comrmunication

and the sociology of urbanism. In cultural crificism, in particular, the word mo-

derne alluded to that which was absolutely of the moment. Thus, in his famous 1927

essay on photography in the Frankfurter Zeitung, Siegfried Kracauer used moderne

to signal the superficial and fragmentary aspects of contemporary life: “Photogra-

phy’s boundedness by time expresses precisely that of fashion. Since it has no other

meaning than that of the contemporary human mask, what is modern [moderne] is
transparent and what is old is left behind.” Elsewhere in this essay it is clear that for

K racauer moderne also connoted an assault on memory and history, typified by the

leveling of “high” and “low” cultures in illustrated newspapers: “If {images in illus-

trated newspapers] offer themselves as support for the memory, then the memory

must determine their selection. But the current flood of photographs sweeps away its
barriers. So powerful is the assault of collections of images, that it perhaps threatens

with destruction decisive traits of present consciousness. Works of art also meet with

this fate through their reproduction.””

Modernism, the cultural representation of modernity ignified the collectivel \}
pues A g R NN £

social resp Lo culinre created by capitalism after the Industrial Revolution.

1t must be emphasized, however, that each industrialized country’s pace and experi-
ence of modernization was quite different, so that, as a cultural response, modernism
developed rather unevenly throughout Europe. In Weimar Germany, the process of
modernization was greatly intensified by the penetration of American finance into

the German economy. This had the immediate effect of stimulating the growth of

consumerism and monopoly capitalism, but it also resulted in such unpredictable

alterations in the way of life as the common use of electricity. Unlike elsewhere in

Europe, businesses were larger and the state’s role more pervasive when rational-

ization took place. Yet, while modern industrialization was gccurring on a massive

scale, many people lived in marginal economic situations — that of the small busi-

nessman or even the peasant farmer.

Citing Bloch’s concept of nonsynchronicity

(ungleichzeitigkeit) 1o describe the coexistence of different modes of production in

modern Germany, historian Jeffrey Herf reminds us of W@iﬁz&&r’@:g“* crive embrace

of modegnity.}°

in the cultural world too, the relationship to modernization was not a uniform

i

one. “Selective embrace” is a key phrase in describing the relationship between the

-t

international avani-garde centered in

Germany and modern culture. While liberal




chge;:g}fmrm for the Gez‘maﬁ avarit- ggrés was no’ ;g};zgﬁr 10 %g}amva art from art
institutions. Instead, the ava rzf»ggms began to ask how it might intersect with and
participate in the institutions and forms of mass culture. A principle topic of de-

E‘;zzeamﬁng these aftists was how to respond to commerce, politics, and new forms

‘{}f mass Q@znzzmmmt;fyx me:i with Wizzds aﬁp?i}?fia{"g\’ ﬁ3§é§f ﬁyles i?s}s Biirger

d the avantg
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tensions surrounding the acceptance of modernist culture glosses over the prevailing,
historically specific circumstances.

Biirger’s definition of artistic modernism conforms to a 19608 model of the avant-
garde and tends to obstruct our understanding of the complexity and variety of
responses to modernization in the twenties. In Weimar, the notion of modernity was
ried less to the latest advances in studio painting than to factories, speed, movies,
newspapers, cars, urbanism, and internationalism, in short, the representation and

experience of modernization. Such images of of modern life were to be found more _

often in mass culture than in high art. The burning issue for the German avant- Baiﬁu

from 1922 until Hitler’s seizure of power in 1933 was not a a rebellion against art insti-

tutions at all, but rather a serious and prolonged negotiation with mass calture, an
et s S it e T 1

engagement ex e imarily by the practices of the much-admired Russian
i

Constructivises.. Instead of regarding the avant-garde as Biirger does, as a collec-

tion of artists committed primarily to “the dismantling of the false autonomy of the

institution of art,” we rnust see the 19208 avant- arde more broadly as an mtsrm“’i \if

tional group centered jn Germany involved with a “selective embrace” of modernity.f
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in_yarious ways tf iwe_than critical.’’ While this makes it less easy tof

transform avant-garde artists into revolutionary heroes, this approach redefines Lhﬁ !

mamﬂgarde as a bourgeois snbe £ ling to explain their own engaged bugﬁ
(atitsHarde a- ; O expialn tneir OWn CNgager DL

ambivalent experience of mod industrialized capizalis

Above all, the relationship bemsm modernism and the avant-garde was medi-
ated by the institutions of the mass media. The magazine and newspaper publishers,
radio stations, film studios, and book companies that proliferated during the Weimar
era signaled a wmp!etew new formation of production and spectatorship. In the

area of illustrated newspapers alone, there was an explosion of new and popular

ions. Following the success of the prototype BIZ (its circulation was already
one million by 1914}, Miinchner Hlustrierte Presse was founded in 123 and Kdl-
nische Hlustrierte Zeitung in 1926, among many others. Afrer the German economy
stabilized in 1924, domination by and experimentation with photography character-
ized all the leading newsweeklies. There was a mass media ‘)Elgw‘é(fﬂmar and a
cultural history of its images and their reception rg@;;:;; understanding of the
institutions that produced them.

Thc’i most emblematic institution of modern German print media was the massive
Berlin publishing conglomerate Ulistein Verlag. By the time of the Weirnar Republic,
E}ilstezn was the largest publishing empire in Germany, with a mass-market book
division, nineteen newspapers and magazines, a large a dvertising department, and a
profitable sewing pattern business. Ullstein Verlag was by far the most popular —and
the self-described most modern — press in Weimar Germany, and its best-selling Ber-

liner Hlustrirte Zeitung had a circulation of approximately 1.85 million in 1930, at

3 P

Jeast twice the circulation of its nearest competitor, Minchner Hlustrierte Presse. =
As such, Ulstein clearly emerges as a key institution within the public ‘s*‘:htfﬁ
Significantly, Ullstein Verlag’s institutional identification, which can he found
?3 K

throughout its many publications as well as in its promotional and advernsing

oA Lan »{{w&ﬁ
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' sﬁi patti tza’:g;?@ supp £ specific of the Ullstein family,

their self- ds%m{mﬁ and gizz:ma o m@{mﬁr:ﬁsizz éfméd from their strong allegiance

0. ?f‘?gi’%ﬁcbi?“‘ modernista and to the reformist potential of outsiders now invited.
z;&zéa For gmtgmeg a%»sﬁ Ullstein Ve rlag acquired Vessisc be Zeitung, the oldest

and’ mmi grssizgs{}zg a;ezmzaa nfwsgagﬁgr Herman ié Hstein recalled, “We Ullsteins,

heral ééé by our :epatzgzsm for modernism, were welcomed as liberators.”

: Liiﬁ» the New Women of the ‘*& Jeimar era, Jewish'! liberals tied their self-identity

to & utopia of a s;@g%‘;n{;ﬁé}giwé; superior, rationalized, capitalist, consumerist, and

moss media, modernism, and fHe evant- garde
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self-identiry

wnerist, and

more equitable society.”’ Both women and Jews had previously been barred from
the privileges of a bourgeois identity to greater or lesser degrees. But during Weimar
they could suddenly imagine occupying positions within bourgeois society — and
sometimes actually achieve them. Because of the relative newness of this possibility
and the fact thar it occurred during the twenties, at the same time as intensified mod-
ernization, both groups chose to identify with modern elements of German society.
Propagating modernity, even representing it, provided the opportunity to negate of
repress the sometimes painful contradictions of assimilation into a still inequitable
society.”

During Weimar, Ullstein published a wide range of newspapers and periodicals.
Most were daily newspapers; the others included: Berliner Hiustrirte Zeitung, a
photoweekly; Die Dame, an “ultramodern social magazine of women’s fashions,”
as Herman Ullstein described it;2 Blatt der Hausfrau, a housewives’ magazine; Die
Griine Post, a petit bourgeois Sunday photoweekly; Koralle, a magazine covering
science, technology, and nature; Ubu, an urbane culture and humor magazine; and
Querschnitt, an intellectual culrure magazine originally published by Alfred Flecht-
heim. Kurt Szafranski was the manager of the magazine department, and the various
editors under Szafranski also served as picture editors of their respective publica-
tions, Along with the artistic directors { Liinstlerische Beiratsy, the editors did layout
as well. Kurt Korff, the top-ranking editor (Chefredakteur} of BIZ and Die Dame,
and his artistic director Karl Schnabel were perhaps the most influential editor/art
director ream at Ullstein during Weimar.

In her autobiography, novelist Vicki Baum, who worked as an ediror at Ullstein
from 1926 t0 1931, describes the idealism, energy, and optimism of the Verlag®® But
more important, she insists that these qualities influenced the content of the periodi-
cals and the photo selection. Both she and Eva Noack-Mosse, an editorial staffer on

Ubu, recall with some irony Herman Ullstein’s insistence that all photos represent

Lebensfreude {joy of life; And for Baum, as for many others who wrote memoirs
of Weimar and possibly for many readers of Ullstein publications as well, Lebens-
freude truly did seem to reflect the exhilaration of living in twenties Berlin — in spite
of material hardships and severe economic fluctuations. As Baum writes abourt the
Verlag and Berlin: “Somehow the demand for Lebensfreude and optimism gave the

Ulistein house its good atmosphere, releasing in each person an inner momentum . . .
Berlin was so marvelously lively, so charged with a strange electricity. . . . For us
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though it was exactly the freedom that we wanted amfé n@ﬁdsé
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‘“'ma ily representing the new with the most up-to-date techniques and styles of pho-
tography. Accordingly, photographs commissioned and selected for the Hlustrierte
and magazines were to represent the best in modern photography. As a mode of

representation, photojournalism — particularly that in the [ustrierte — was virtually
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synonymous with modernity. Although photojournalism had been common as ea

as the 1890s, it was the founding of the trade union Verband Deutscher Blustrations-

photographer in 1908 and 1rs institution of minimum fees for photographs that estab-

lished photojournalism as a force in the moders news business, In the gx roWar years

b

MCTUre AGEHCICs Were also founded, beginning with Zander and Lal
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Howeve i

can “)ii‘;tjtffui(h‘i Ent(} &:h snomy, that photo)

when | z’:h; G

At zhe same fime., the Weimar Hustrierte achieved their standard format,
with the successful BI1Z as the acknowledged prototype. Fustablished practice for the
i i

Mlustrated weeklies was to use free-lance photographers and to commission then

either directly or through g@?zmu-)xf>sf§zc';e:<; such as Dephot (Deutsche Photodienst,
founded in 1928} or Wide World {the Berlin office of the New ‘s’s)rif Times photo
service). Ullstein had some in-house photographers and a studio, used ;ﬁzﬂmmr?zv

. but more often, and particularly for feature

for advertising produced by the \f‘eri

photography, the house repeated employed certain free-lancers.”

The free-lance structure of § photojournalists’ profession discouraged exphic-
itly political content; photographs or photo-stories were often shot without the as-
surance of a commission, and apolitical material could be sold e ither to the liberal

or to the more conservative ones {such

magazines (such as those of the Ullstein press;

as those of Alfred Hugenberg's right-wing Scher} House). The communist-athliated

Arbeiter Hiustrierte Zoitung was notso adapiable: in AIZ there was a direct relation-

ship between imnage, form, and text.”
Technical developments in cameras and film in the twenrties enabled photogra-
phers to take pictures in low-light conditions {

8 h

in 1924, allowed Erich Salomon to take ¢z andid photographs of diplomaric and st

a, invented

e small Ermanos

sich used 3smm film, was produced a8

occasions: and in serial format {the Leica, w

was in widespread use only af frer 1930}, Most photogr &pht’f‘s‘ how-

early as 1625 b
ever, still worked with large-format cameras on tripods, so the Leica alone cannot

he credited with the development of the picture story. as often is stated in photog-

ditor Kurt Korff relates the rise of the picture-story

mg)%y i‘xéé&i’{}{itﬁ& instead, BIZ
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the existence of a large female readership for Ullstem pablications from the reg
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and Miriam Hansen have illustrated that before World War I film spectatorship was
primarily a proletarian activity, whereas after the war it spread through all classes.”

Middle-class acceptance can be documented, for example, by the new cinema archi-
tecture, the “palace” structures imitating deluxe stage thearers. We can speculate,
then, that the readership for mainstream Ilustrierte was also multiclass. In the case
of BIZ, the readership was so large that it could not have been confined w0 one
class: In January 1931 Berlin’s inhabitants berween the ages of twenty and sixty-five
numbered 2,775,296; BIZ’s circulation that month was 1,753,580.%

For the most part, market surveys identifying different categories of newspaper
readers did not vet exist in the 1920s. Only AIZ polled its readers — and the results
are hardly the conclusions of a disinterested survey. In 1929, when its weekly circu-
A3

lation was 350,000, AIZ found that 42 percent of its readers were skilled workers, 3
percent unskilled workers, 1o percent white-collar workers, § percent youths, 3.5 per-
cent housewives, 3 percent self-employed, 2 percent independent, and 1 percent civil
servants.”® This does not mean, however, that workers did not read such mainstream
press as BIZ and Miinchner llustrierie Presse. Prices were low due to competition,
despite the tendency towards monopolistic concentration in the newspaper industry
during Weimar.™
Although the Ullstein Verlag has been described as a bourgeois press, it is diffi-
cult to define with any precision the class of its readership based on the content of
its publications. The fact that BIZ showed innumerable images of foreign countries
does not mean that its readers were only those who could afford to visit them. By
the same token, though Die Dame frequently illustrated upscale fashion, it was not
read by only bourgeois women. Such a reductive treatment of what were, after all,
vehicles of fantasy and entertainment would be useless. Again [ wou Id draw a paral-.
iel bet&ﬁ@;% stsicrte lmages = vhlm i msof the muluclass
qum hnical lnoovanons {such as serial phomgmph, ), novel points of view,
access to o_unfamiliar worlds ( (aerial shots, glimpses of exotic lands, enlargements

f%magh a microscope), dazzling montage layouts, and the general sensuous appeal

of the images. In the case of the THlustrierte, the/seductive nature of the photographs
was meant not only to entertain readers but to sell newspapers and the products they
advertised) Photohistorian Herbert Molderings has argued that, particularly in the
context of the ongoing msm}p{}iizatieﬁ of industry accelerated during Weimar, “the
constant renewal of things from within is a structural principle of advertising as it
is of . . . [New Vision] photography.”*' So at the time of monopolization there was
érzi:reaseé pressure on advertising to achieve instant recognition for brand names by
constantly striving to renew its enchantment of the (primarily female) consumer.*
Photography contributed new subjects, new angles, and new layouts to this shifting
appeal.

In 1926, Ullstein Verlag began fo publish its circulation figures for its advertisers;
this publication, called Ullstein Berichte, was an 1 early example of self-promotion
through reporting of notarized circulation E%&zda in a full-page ad for Die Dame

n September 6, 1926, the Berichte emphasized the importance of fernale readers as
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> Weimar period there was an increase, though not a precisely

linear one, in the influence of consumerism on the representation of women in the

Ullstein press. In Die Dame, for example, early photographs of expressive dancers

were replaced around 1924 (the beginning of economic stabilization} by images of

women with their cars. Throughout the twenties, there

was a L{}f}iiﬁut‘d preoeca-

pation with female film stars, themselves figures of conformity, but in late Weimar,

around 1930, in Die Dame 4 Libs

as-manneguin images, inflected by a homogeneity measured by
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liferation of woman-

2 particular fad for

“looking Greek” (fig. 31).° A similar trajectory can be traced in BIZ, which provided a

much wider range f}i images. For instance, mid-twenties phatmg,ggpim in BIZ showed |
2 Afrer 1928, the
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celebration of technology and modernism intensified; n 1928 and 1929, BIZ seemed
uhudsbubiiniesiedel

a noticeable preoccupation with androgyny and mass ornament.’

to have a virtual editorial mandate that there be a picture of a zeppelinin every issue,

It is no accident that so many images in Hoch’s photomontages were taken from

Ullstein press periodicals, partica%az‘iy Berliner Hlustrirte Zeitung,
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Dame. Ullstein Verlag (and the assimilated Jewish family who owned and managed
it} promoted 2 modernism typical of Weimar not only through the content of its
periodicals but also in its business practices, particularly in its devotion to high-
quality technical production and innovative sales and subscription methods. Indeed,
this identification with modernity may have been responsible for Ullstein’s success.

As an institution, Ullstein best exerplifies how the mass media of the period repre-

/OIme 4 porashs.of lew W I~
sented women, how phato New Woman participated in allegories o

modernity, and.h h oories WELE CO ed bv women who read the

Hlustrierte, Hoch was associated with Ullstein in several ways: from 1916-26 she
LW

was employed there as a handicrafr designer. But as a reader, Hoch was also part of

the large urban constituency served by the press, sharing to some extent Ullstein’s

attitudes characterized by its promotion of technology, modernism, and uropianism

Despite her work for Ullstein, Hoch’s participation in mass culture was less direct
and active than that of many of her male colleagues who worked as designers, iHus-
trators, and commercial photographers (although she did design a few book jackets
in the early thirties). In fact, her experience ar Ullstein was somewhat mundane.
Hoch started in 1916, working three days a week while she was enroiled in Emil
Orlik’s graphics classes at the Kunstgewerbemuseumn. She was a pattern designer for
handicrafts such as embroidered tablecloths and children’s stuffed animals, These
were sold through Ullstein’s Schnittmuster outlets in department stores and separate
Ullstein pattern shops. Until 1920, prototypes of some of the patterns were made,
photographed, and displayed in two-page spreads in the glossy Die Dame, a maga-
zine that catered not only to wealthy bourgeois women bur also to many others who
identified with modernity. Typically, the July 1929 cover of the magazine boasted a
setf-portrait by the Art Deco painter Tamara de Lempicka (a frequent Die Dame
contriburor}, showing her flambovantly posed at the wheel of her spores car, sleek in
her aviator’s racing cap and leather gloves.”

Despite the magazine’s highly selective appeal 1o New Women, traditional handi-
crafts were also presented, yet another example of the coexistence of different modes
of production in Weimar and the ease with which these were incorporated into even
Die Dame’s highly tailored definition of the New Woman, Hoch enjoved handicrafes
herself. She did needlework and designed patterns throughout her life, and she saved
many of the parterns she created for Ullstein. Unfortunately most were not credited
in the magazine, so one can only guess which patrerns in her collection were designed
by her. Going by the few that are identified as hers in Die Dame, her patterns are
sometimes recognizable by the presence of abstract folk mortifs.” In turn, Héch used
materials from the Ullstein handicraft designs in several early montages in which she
dealt with the abstract qualities of the parterns themselves,

Aore important, perhaps, in terms of Hoch's artitude rowards the mass media, is
an early Hoch work published by Ullstein, an Aprilscherze or April Fool’s joke from
BIZ, April 1, 1921 (fgs. 34, 35). Such Aprilscherze jokes were a tradition at Ullstein
and the BIZ versions always turned on the credibility of the photograph. Hoch's

example is photographs of two plamts made of cloth and other materials. One is

o
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sitting down to dinner at a table with a plate of food and a saltshaker; the other is
just resting decoratively on a surface. The caption describes the first as a flesh-eating
plant from Java, “carnivora maxima smithsonii,” and the other as female, “a vac-
uum plant from Burma that collects the pollen of nearby flowers.” In addition to this
pseudoscientific take on romance, Hach is also parodying one type of photographs
that appeared in BIZ, the positive, encyclopedic survey of wonders found in zo0s,
parks, and foreign lands, since her caption begins in typical BIZ style: “Interessante
Neuerwerbungen des Botanischen Gartens in Dahlem bei Berlin™ (interesting new
acquisitions of the Botanical Garden in Dahlem near Berlin).” The image so pleased
Haoch’s close friend Kurt Schwitters that he reproduced it as a postcard.”

And this Aprilscherze is illustrative both of the lack of mystique newspaper
photographs had for Hoch and the ease with which she and her avant-garde circles
of the mid-twenties traveled between the arenas of the art world and those of mass
culture. Clearly Hoch felt no awe for photographs in the mass media even though
she was enraptured by many individual images. In the letters she kept from friends
and in her own calendars and notebooks, material now in the Hoch Nachlass at
the Berlinische Galerie, there are remarkably few references to Ullstein, She later
referred to her job at Ullstein as Broterwerb (a way to earn a living}, and it is clear
that she kept the job primarily out of financial necessity.”” She was one of some ten
thousand Ullstein employees, and she never had much power in the elaborately hier-
archical and male-dominated institution. (She did not even eat lunch in the same
place as the magazine editors}. Yet it is most likely that because of her proximity to
the entire process of publishing, she felt free to cut out, manipulate, and re-present
photographic images in her photomontages — all in a day’s work, so to speak. Not
only her Dada critical faculties exercised in her Dada views of the world but also her

quotidian commercial work made this possible.”

While still working at Ullstein (bur after the breakup of Berlin Dada and her split
with Hausmann}, Héch became a key figure in the European avant-garde network

loosely called Internation ractivisny, In fact, if Hoch were to be identified

primarily with one segment of the avant-garde, this is perhaps more appropriate a
designation than Berlin Dada (where she remained on the periphery}. As she later
recalled, it was not until after 1922 when she was on her own that she established
lasting bonds or strengthened existing ones, both personally and professionally, with
such artists as Kurt Schwitters, Theo and Nelly van Doesburg, Laszlo Moholy-Nagy,
and Hans and Sophie Tduber Arp.

In the 1920s, avant-garde institutions in Germany attracted an international
community of artists, among them the Hungarian Moholy-Nagy, the Russian El
Lissitzky, and the Dutch Theo van Doesburg; there they collaborated with such
German artists as Walter Gropius at the Bauhaus, Kurt Schwitters, who created his

Merz productions in Hannover, and Hans Richter, who published the periodical G.
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ional Construgtivism included a wide variety of artists who worked with? !
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salesmen; and, with a somewhat more dramatic flair, publicity material for himself,
his Merz Werbezentrale, and his publishing house Aposs Verlag (fig. 36).%
Schwitters was no Heartfield and no Kollwitz. If they turned mass-produced

means to send an explicitly political message to a broader audience, Schwitters was

MOTe anced s sder th ans.of com scation irself, the ability ¢

ns : : 3

to g;efsaaée re hers of people wi at speed. Even Ei Lissirzky and fanj
B bl 5 d

Techichold, two of Schwitters’s design colleagues publicly identified with commu- "~ ©
nist politics, expressed enthusiasm not sbout the context of graphic messages but - °

s £ . vy e ¢ o ¥
about the formal possibilities £ 5 iz hatogranhy film and of an
expanded press.”' The avant-garde’s writings on advertising in the twenties make sur-
prising reading in their almost complete refusal to question the capitalist ends their

work was serving. Manifestos published in such magazines as G, ABC {(Zurichy,

Merz, and Typographische Mitteilungen were concerned less with what advertising
sold than how — with the persuasiveness and popularization of modern form in and
e i ,

of itself. Schwitters’s manifestos on typography put forth clarity and persuasion as
his goals.”
Jolk ot
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very much in the context of an international

community. In 1927,
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duced her to the writer Til Brugman, architects J. L P. Oud and Gerrit Rietveld, and
other artises.™ From 1926 to 1935 Hoch lived with Brugman, who was also asso-
ciated with International Constructivism. Brugman’s carlicss published wrinings,
and Merz (October

sound poetry, appeared in the journals De St (May—junc 192
9235 The De Stijl poem, entitled "R, was presented in a complex Constructivist
grid format.””

During her vears in Holland, r926-29, Hach's international visibility as an artist
increased. She had her first one-person exhibition in 1929 and others thereafter (see

chronology}. In late Weimar, she was also included in several major international

oroun shows, This intensified exhibiting can be attrt ibuted in part 1o need; she and
bl e L]

Brugman were always short of money, and, after moving to Holland, Hochno %()E‘:?,i:‘;“

had the security of her Ullstein job. So Héigh actively pursued gatlery cxézé%kéémns
and sales in the Netherlands, showing waterc paintings, and phe ytomontages.
<hi-

In general, photomwnmgg was widely sgpfummd in the major 1 i stography
bitions of the late 19208, and Hoch was often included as a pz;mzp:i innovator in
this genre.

Héch’s work was well represented in the Werkbund’s Film und Foto exhibition
of 192931 and in the 1931 Berlin Fotomontage show, as well as in important pho-
and Philadelphia

tography cxhébété@ns outside Germany — Brussels in 1932 and 1933 a

in 1932. Photomontage no ¢ nger con moted revolutionary politics but had beconw
bbb bl

an ’%g&ﬁ“fif‘s advertising design tool equated with ¢ sumerism and modernity. The

medium of photomontage was specifically adapmb eto thc single-impact de mands of
poster and advertising design. Such con nmercial photomontages were produced both

vant-garde, such as Herbert

by those who self-consciously defined themselves as
Baver or Laszlo Moholy-Nagy, a and by those who identified exclusively with advertis-

;ii'igﬁid{? 5 3%101’{) ediror at I

ing, publi E‘em%k and industry, such as Vilma F

Griine Post.”
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Photography and design exhibitions of the period reflected an easy mix of fi

art and mass culture, celebrating the formal Qg‘i,‘.?i%it s of the commercial desigis us

well as the affnities of fine art with mass-produced design. Film unc i Foto, a major
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sgraphy, fine art photomontages

POSLY i

international exhébi‘{io;} that traveled for two vears [1929—31h

advertising, scientific photography, abstract pho

(including seventeen montages by Haéch), portraits, fashion ;@Eﬁz\w;r zp‘*}

some locations, n?;z;t{ j(‘mrzmiész}m M

frequently) 15 jahsz rEvg;‘z?%sié"% photor

tages for the Arbeiter Hiustrierte Zerffz‘z{zsz.

he group

During mid- and lare

of International Construcu 3 % er corre sgm;gdu‘w shows that she was 7¢

[YRT SN
arures, Hich even provided 38

invited to contribite o Various group swzgiﬁiisim}a 3

sal Storv™ i the N




wveld, and
also asso-
1 writings,
2 {Ocrober

ASTructivist

as an artist
reafter (see
sternational
ed; she and
ch no longer
exhibitions
ymontages.
sraphy exhi-

innovator in

o exhibition
portant pho-
Phitadelphia

had become
e
odernity. The
-t demands of
roduced both
-h as Herbert
with advertis-
3¢ ar Ullstein’s

sy mix of fine
cial designs as
Foto, a major
senited posters,
shotomontages
sraphy, and, at
ar f&iiﬁ@i}éﬁ%}(ﬂ@

et format that

b typified mor-
. as {though less

id’s photomon-

oup periodicals
1e was regularly
7en provided an

based Little Re-

her collage Astronomie in Merz 7
of her oils in their 1924 book, Die I

193031, Berlin 1930, and Merz 21, a
Foto and Fotomontage exhibitions.
planned to open at the De

Stijl group, whose members were al
She painted in a studio in
niture by Gerrit
van Loghem and Ditte van der Vies,
Vies’s avant-garde galler

Kunstzaal d’Audretsch were more fav
Loghem in the avant-garde architectura

disturbing and “spiritua

general tend to refute claims that
try. This supposed polarity is clearly a

national Constructivist col
These strategies coexisted, however, with *h;gﬁpmﬂlmm&giﬂjﬁmﬁmﬁg@gﬁ
celebration of Wﬁé a reworking of its terms.
One of Hoch’s m
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reproduced in Moholy-Nagy

National-Socialist pressure.

graphic self-portrait and one photomontage, Hochfinanz
as Der Milliardir,

Héch was included in Franz Roh’s Foto-Auge of 1929, the Photofreund Jahrbuch

piew in 1926. Schwitters published one of her drawings in Merz 1 (January 1923} and

(January 1924). Lissitzky and Arp included one
smen, and Moholy-Nagy reproduced a photo-
(mistitled by Moholy-INagy
in his r9z5 Bauhaus book, Malerei Fotographie Film.” Later,

s well as important catalogs for the Film und
A one-person exhibition of Hach’s work was
ssau-Bauhaus in 1932, but it was cancelled due to local

In the Netherlands, Hoch received collegial support from the design-oriented de
so associated with International Constructivism.
Brugman’s apartment designed by Vilmos Hulzar with fur-
Rietveld (fig. 39). The modernist architect Jan Buijs, along with J. B.
arranged Hoch's first solo exhibition, at van der

y, De Bron, in The Hague in1929. The exhibition traveled o

Rotterdam and Amsterdam but received poor reviews:

“These Fotoschnipsels have
nothing to do with art,” snapped one Rotterdam newspaper critic.”*

Nevertheless, Fléch's associates in Holland — architects, designers, and artists
— continued to support her work. Her one-person exhibitions in 1934 and 1935 at
orably reviewed, including an article by van

| periodical De 8 en Opbouw. In praising the

I” qualities of Hoch’s montages, van Loghem noted, “While

together in such a way that suddenly a new

she discovers the limitations of photography,

she has cut up and put the images

image and 2 whole new world appears.””
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Hach’s post-Dada work and the efforts of the International Constructivists in
the avant-garde was resistant to the culture indus-
nachronistic to the situation of the European
international avanWé with design, advertising, and the mass media of

:phy and film. Their strategies, i

2 5

rere more often

additive and reformist — specifically, bas
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utopian messages. In her p

remained closer to the overtly political

through an urban landscape; arching over
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referred to the exploitative behavior of financiers during
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esigns as car-

hotomontages of the mid-rg20s Hoch acrually
strategies of Berlin Dada than did her Inter-
leagues such as van Doesburg, Schwitters, and Lissitzky.

ost explicit societal critiques, Hochfinanz (fig. 40}, subtitled
sided face of those in power), was
's Bauhaus book.”® Hochfinanz was created in 1923 and
the war and the subsequent
1at peaked in that year. In this photomontage, two giant financiers stroll

their heads are parts of two huge cocked
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