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PIRECTOR'S FOREWORD

KATHY HALBREICH

WHILE HANNAH HOCH'S importance as a member of the
Berlin chapter of the international Dada movement has
been acknowledged widely, within the last fifteen years or
so a new generation of critics and historians, primarily
feminist in orientation, has begun to underscore her indi-
vidual achievements. Of particular importance in this re-
gard have been the writings of Jula Dech, Hanne Bergius,
and Ellen Maurer in Germany and Maud Lavin in the
United States. Their work has laid the foundation for ours.
This exhibition is the first comprehensive survey in the
United States of Hannah Hich's most influential body of
work, the photomontages. Hoch, whose life spanned from
1889 to 1978, is an historical figure with a particularly
contemporary voice. Her photomontages—composed of
images lifted from the mass media and incisive in their
detailing of the social construction of gender roles—
speak directly to the concerns of many artists and scholars
working today.

Professor Maria Makela, who approached us initially with the
concept for this exhibition, was joined in her efforts by Peter
Boswell, who, until his recent appointment as Andrew Heiskell
Arts Director at the American Academy in Rome, was the Walker’s
associate curator for the visual arts. Their collective research has
resulted in an exhibition and publication of unusual lucidity, ele-
gance, and penetrating intelligence. The curators were propelled
by two intertwining challenges: to trace the artist’s incorporation
of images from popular periodicals and to map the impact on her
career of the cataclysmic political events that shaped Germany
during the period 1918 to 1972. Marked by crushing defeats in two
world wars, Germany was compelled to seek a moral as well as eco-
nomic center after the Nazi period and the subsequent partition-
ing of the country during the cold-war era. Hioch’s career, unlike
that of many of her artistic contemporaries who fled their home-
land in the 1930s, was shaped by her decision to remain in Ger-
many; her emotional and intellectual odyssey can be traced in the
shifting images in, sources for, and methods of her photomontages.

In focusing on Hoch’s use of images appropriated from the mass
media, the curators have been extremely diligent in documenting,
often for the first time, the individual magazines, newspapers, and
patternbooks for handicraft designs from which these images were
taken. This approach yields new insights into Hoch’s own theoretical
and stylistic evolution. One sees graphically how she moved from a
specific political critique—in which the identity of individuals
depicted in the photomontages is critical to their interpretation—

to a more generalized sociological exploration, to an increasingly
formalized and fantasy-driven approach beginning in the mid-
1930s, when the transformation and, ultimately, obliteration of the
images all but denied the significance of the original sources. The
wealth of documentary materials preserved in the Hannah Hoch
Archive at the Berlinische Galerie—from daybooks and letters to
ticket stubs—allowed the curators to connect the public and pri-
vate events that shaped Hoch’s life and career.

In any such exhaustive enterprise, the product of several years’
work on the part of the curators, the contributions of many collabo-
rators must be acknowledged. First among these are the members
of the Héch family, whose support and generosity have been of
paramount importance: Hannah’s sisters, Grete Konig and Marianne
Carlberg, both of whom passed away during the organization of
this exhibition; her nephew Peter Carlberg, niece Karin Kdnig,
and niece Eva-Maria Rossner and husband, Heinrich—all of whom
have been exceptionally generous in their hospitality and in per-
mitting access to their artworks and related materials.

The exhibition would not have been possible without the par-
ticipation of a host of private and institutional lenders of Hoch’s
work. Special thanks must be extended to the Berlinische Galerie
and its director, Jorn Merkert, whose enthusiastic support for
this exhibition was critical. His colleagues Freya Miilhaupt and
Katherina Hoffmann of the Graphische Sammlung generously
shared both their time and their knowledge of Hoch’s work, while
Maiken Schmidt expedited photography and helped with questions
regarding the artist’s designs for domestic handiwork. The staff of
the Kiinstlerarchiv der Berlinischen Galerie could not have been
more accommodating, and we are deeply grateful to Wolfgang
Erler and Eva Ziichner for their help. Despite deadlines that
loomed as volume two of the invaluable documentation of the
artist’s life, Hannah Hiach: Eine Lebenscollage, went to press, Ralf
Burmeister and Eckhard Fiirlus, archivists of the Hannah Hich
Archive, patiently answered all questions regarding the Hich
materials at the Berlinische Galerie. Without their assistance, this
catalogue would have been greatly diminished.
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Erna Haist of the Institut fir Auslandsbeziehungen graciously
adjusted the travel schedule of the museum’s outstanding collec-
tion of Hoch works to allow them to be included in the exhibition’s
full tour. Alexander Diickers, director of the Kupferstichkabinett,
Staatliche Museen zu Berlin-PreuBicher Kulturbesitz, made avail-
able his museum’s full holdings of Héch photomontages; and
Rainer Schoch of the Graphische Sammlung, Germanisches
Nationalmuseum, Nuremberg, was kind enough to make available
works on loan to his museum. Claudia Marquart and Katja Holzer
at the Bankgesellschaft Berlin also have also been enormously
helpful. Liselotte and Armin Orgel-Kohne have been extremely
generous with materials generated through their close friendship
with Hannah Hoéch. The early support of Louise Noun and of
Gesche Poppe and her late husband, Siegfried, was as essential to
ensuring the viability of the exhibition as their enthusiasm, hospi-
tality, and intellectual curiosity were stimulating.

We are extremely delighted that our colleagues Glenn Lowry,
director of the Museum of Modern Art, New York, and Graham
Beal, director of the Los Angeles County Museum of Art, have
made it possible for this exhibition to be seen at their museums.
Carolyn Lanchner, curator of painting and sculpture at the
Museum of Modern Art, New York, has written eloquently on Hich
for this catalogue. Her advice, along with that, at the Los Angeles
County Museum of Art, of Stephanie Barron, curator of twentieth-
century art, and Timothy O. Benson, associate curator of the
Rifkind Center for German Expressionist Studies, was instrumen-
tal in helping us bring form to this exhibition and catalogue.

An exhibition and publication of this ambition requires the faith
of many funders. An early grant from the National Endowment for
the Arts permitted essential research at the conceptual stages of
this ambitious project. A keen commitment to scholarly pursuits,
coupled with an abiding interest in Hoch’s art, led Lucia Woods
Lindley to support this exhibition. Jo Carole and Ronald Lauder,
devoted patrons of many art forms and institutions, were charac-
teristically generous in helping us realize the catalogue in a man-
ner that matches Hoch’s achievements. The efforts on our behalf
of Nadine and Bill McGuire have been extraordinarily helpful;
Nadine’s tenure as a trustee of the Walker Art Center has been
marked by an unusual intellectual and financial commitment.

Goldman, Sachs and Company, Dayton’s Frango® Fund, Voyageur
Companies, and the American Express Minnesota Philanthropic
Program have all contributed essential financial support, for
which I am particularly appreciative. We also are extremely grate-
ful for the contributions made by Robert and Carrie Lehrman, and
by the law offices of Aaron M. Levine, Washington, D.C.; Sybil
Shainwald, New York; and Zimmerman and Reed, Minneapolis.
Oskar Friedl and Angela Greiner were helpful in securing support
from the German American Arts Foundation and the Goethe-Institut
Chicago, respectively. Dietrich Papenfufl and the Alexander von
Humboldt-Stiftung have helped defray the cost of photographic
materials from German museums, libraries, and archives. Apple
Computer, Inc., and the Agfa Division of Bayer Corporation have
provided financial and in-kind support. The Maryland Institute,
College of Art, also provided support through its faculty enrich-
ment program for Professor Makela’s research.

Peter Fritzsche, Atina Grossmann, Charles Haxthausen, Anton
Kaes, Frank Trommler, and Joan Weinstein, participants in an

advisory panel for the exhibition, provided incisive commentary
which was of invaluable help to the curators; Griselda Pollock also
was kind enough to contribute her insights. Jula Dech has offered
her considerable expertise and resources in creating didactic
materials relating to Hoch’s opus, Cut with the Kitchen Knife.

FOREWORD

Valentine Plisnier has been generous in sharing her research on
Hich’s sources for the Ethnographic Museum series, Portions of
the catalogue have benefited from the insights of Ralf Burmeister,
Lou Cabeen, and Nancy Owen. Maud Lavin also has been helpful in
providing advice regarding the exhibition and its related programs.

We have benefited as well from the assistance of the many
commercial galleries that have aided us in locating works and
resources. We would like to thank especially Inge and Florian
Karsch of the Galerie Nierendorf, Berlin; Peter Barth and Herbert
Remmert of Galerie Remmert und Barth, Diisseldorf; Viola Roehr-
von Alvensleben of Galerie Alvensleben, Munich; Hendrik Berinson
of Galerie Berinson, Berlin; Marcel Fleiss of Galerie 1500-2000,
Paris; and Annely Juda of Annely Juda Fine Arts, London. Assis-
tance in locating and supplying photographic sources for Hioch’s
photomontages has been provided by Gabriele Toepser-Ziegert at
the Institut fiir Zeitungsforschung, Bibliotheken der Stadt Dort-
mund; and William Hooper, archivist, Time, Inc., New York,

Rochelle Steiner, NEA curatorial/education intern for two
years, has juggled the organizational demands of this project with
grace, intelligence, and curiosity; her commitment to this often
daunting project was unflagging, and optimism in the face of thou-
sands of details, inspiring. We know she will be held in equally
high esteem by her colleagues at the Saint Louis Art Museum as
she assumes her new role as assistant curator of contemporary art
there. Kristin Makholm, in the final stages, and Toby Kamps early
on, have been instrumental in providing research support. Janet
Jenkins has done her usual superb job of editing the catalogue
with superhuman attention to both detail and style. Michelle
Piranio ably coordinated the publication of the catalogue, and
Laurie Haycock Makela and Santiago Piedrafita put in untold
hours honing the design to perfection. Matthew Siegal has handled
the complex task of coordinating loans and shipment of the art-
work. Rhonda Loverude and Henrietta Dwyer have supplied
essential secretarial assistance. The fundraising skills of Aaron
Mack and Kathie DeShaw have been vital to securing the support
necessary for the exhibition and catalogue to achieve their final
forms. David Galligan, Mary Polta, and Howard Oransky have pro-
vided administrative guidance and support. Bruce Jenkins, John
Killacky, and Karen Moss have contributed their efforts to related
programming for the exhibition.

Last but not least, the unstinting support of Neal Benezra and
Julie Yanson have allowed Maria Makela and Peter Boswell the
time and emotional resources necessary to see such a project to its
conclusion. In ways too countless to enumerate, they have been
essential to the making of this exhibition, and I am as grateful to
them as I am to their extraordinary spouses.

KATHY HALBREICH
DIRECTOR

WALKER ART CENTER
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HANNAH HOCH: THROUGH THE LOOKING GLASS

PETER BOSWELL

HANNAH HOCH's lifelong obsession with photomontage
has made her one of the most resilient and adventure-
some media artists of our time. She worked in the medium
for better than half a century—all the while using pho-
tographs cut from mass-media periodicals as the sources
for her constructed images. Over the course of this career
the work changed considerably, evolving from mordant
social commentary to surrealist fantasy to outright ab-
straction. Yet despite the range and innovation she dis-
played across a sustained practice in the medium, Hioch
remains known primarily for the work she produced dur-
ing a short span of time at the beginning of her artistic
life, when she was the only woman among that group of
artists who made up the legendary Dada circle in Berlin.!
As a result of her association with such incendiary tal-
ents of the movement as Johannes Baader, George Grosz,
Raoul Hausmann, John Heartfield, and Richard Huelsen-
beck, Hoch furthermore has been miscast as something
of a Dada mangué—"a quiet girl from the little town of
Gotha" whose “tiny voice would only have been drowned
by the roars of her masculine colleagues."?

While the Dada period was clearly a formative moment in her career,
Hiéich went an to chart a decidedly Independent course in her work—
one that eschewed the revolutionary bombast of her early contempo-

raries in favor of a more intimate exploration of the intersection between

social force and private persona, From the first, Hoch had been more
attuned to the inner voice than to public proclamation. Her works, even
when they deal with social issues, are endowed with an open-ended
ambiguity that hardly could be more at odds with the exhortatory

outrage of her fellow Dadaists in Berlin, In light of her subjec ty, her
¢ { | )

whimsy, her openness to fantasy, and her dedication to issues of artistic
form, it is perhaps more appropriate, in the end, to link her with those
colleagues with whom she herself expressed the greatest affinity—Kurt
Schwitters, Hans Arp, Max Ernst—than with the Berlin Dadaists who

actively marginalized her.®

History. for the most part, has followed the lead of Héch's Dada
contemporaries in minimizing her role within the movement and, until

rec

snitly, has given scant attention to her subsequent career. After years

of virtual anonymity beyond the confines of Berlin, she did attain some
commercial success in the 1960s; but it was only after a 1976 retro-
spective exhibition of her work in Paris and Berlin and her death in 1978

that she began to accorded serious critical attention.* Since that

time, a new generation of feminist critics and historians, first in Germany
and then elsewhere, has focused its attentions on her elegant dissec
tion of the representation of women in the mass media during the
Weimar era. But even today, Héch's post-Weimar work has received

only limited exposure and almost no critical scrutiny.

HOCH AND BERLIN DaADy

(1918-1922)

The near-exclusive association of Hoch with Berlin Dada is rooted in
two related causes: her early involvement with the development of
photomontage (a medium that for many is synonymous with the move

ment) and her creation of a single, tour-de-force work— Schnitt mit dem

Kiic

henmes

nes Jada durch die letzte weimarer Bierbauchkufturepoche

Deutschi t with the Kitchen Knife Daada through the Last
Weimar Beer-Belly Cultural Epoch of Germany, 1918-1920) (pl. 1)
which stands as a visual summa of Berlin Dada's exuberant condem
nation of contemporaneous German society and its wholehearted
immersion in the revolutionary chaos of post-Wilhelmine Germany.

Despite these notable contributions, it is clear that Hoch's *mascu

line colleagues” of the Berlin Dada movement were little inclined to
include her in their midst. Heartfield and Grosz are said to have vehe-
mently opposed her inclusion in the celebrated First International Dada
Fair of 1920 and yielded only when Hausmann, the indispensable
"broadsword of Dada," threatened to boycott the event. Later, in their

memoirs, Huelsenbeck, Grosz, and Hausmann mentioned her only in

passing or omitted reference altogether—a neglect that is particularly

onerous in Hausmann's case, given that he and HG6ch were lovers for



PETER BOSWELL

more than seven years and exerted a mutual influence on each other's
waork that is readily apparent. Walter Mehring, in his Berlin Dada (1959),
had the courtesy to include a passage by Héch that recalled her involve-
ment with the movement, but he had little to say about her himsalf.
Hans Richter, in his 1964 Dada: Art and Anti-Art, was more considerate
(he was the only one to note that Héch continued to work beyond the
Dada period) but still patronizing, characterizing her as “a good girl" with
“a slightly nun-like grace” and a "small, precise voice."s Although in a
later account he praised Hoch for her “conviction, talent, and courage,”
he hailed her above all for preserving the work of her Dada colleagues,
which he then chided her for hoarding.&

Perhaps Hoch's greatest sin in the eyes of her fellow Dadaists (and,
at least until recently, of history) was her continued respect for the notlon
of *Art" and her persistence in looking at the world from a woman's per-
spective. In contrast to the anti~fine art pretensions of her colleagues,
Hoch continued to attend the School of the State Museum of Applied
Arts throughout the critical Dada years (1918-1920) and to value tradi-
tion even as she participated in radical innovation—palnting still lifes and
landscapes as well as nonobjective abstractions, all of which were
anathema to her revolutionary compatriots. Even her photomontages
and collages consistently reveal her respect for purely formal concerns
such as composition, color, and craft. Devoted to the visual, she
showed little interest in proclaiming her revolutionary aspirations via
written manifestos, the Dadaists' preferred form of self-expression:
nor did she participate as more than an occasional supporting player in
their readings or perfarmances. In short, she was not “ane of the boys™
and on oceasion didn’t mind making that distinction clear, She lightly
mocked her fellow Dadaists' flamboyant bravura in Cut with the Kitchen
Knife by placing their heads on women's bodies and parodied their self-
satisfied narcissism in Da Dandy (1919) (pl. 6),

tic handicraft and fabric and fashion design. From 1916 to 1926 she
worked three days a week for Ulistein Verlag, the largest publighing
house in Berlin, producing handiwork patterns and writing articles on

with Hausmann in 1922—by which time the fragile Berlin Dada move-

ment had fallen victim to the vituperative bickering of its constituents—

Hoch had begun to meld the twin worlds of Dada and domesticity in
photomontages that examined the equivocal status of women in
post-World War | Germany. Her ambivalent response to the illustrated
print-media‘s representation of Germany's widely publicized New
Woman can be seen in such early photomontages as Das schéne Méa-
chen (The Beautiful Girl, 1919-1920) (pl. 8) and an untitied work from
1821 (pl. 11), and it even forms an important subtext to Cut with the
Kitchen Knife. Once liberated from the daily presence of the redoubtable
Hausmann, her photomontages from the 1920s focused almost exclu-
sively on issues relating to the construction of women's identity and
gender relationships, and did so with a detached irony that contrasts
sharply with Berlin Dada's exuberant egotism.

These lines of inquiry had little resonance among the male Dadaists.
After the dissolution of the movement, Héch had only intermittent con-
tact with many of her erstwhile confreres, and years later she testified
to their grudging demurral: “Thirty years ago, it was not very easy for a
woman to impose herself as a modern artist in Germany. . . . Most of our

male colleagues continued for a long time to look upon us as charming

and gifted amateurs, denying us implicitly any real professional status."’

Hoch was also devoted to such unrevolutionary pursuits as domes- |

crafts for domestically oriented publications. Even before her breakup |

Photomontage and “High” Art;
The Struggle Between Public and Private

(1922-1929)

Sexual bias and the internal jealousies of the Dada movement, however,
are not the only circumstances that have kept Hoéch's work from the
art-historical limelight. Several other factors, intrinsic to her production,
also have contributed significantly: her prodigious, variegated, and
sometimes disconcertingly uneven output in a variety of media, which
makes it difficult to present a concise view of her artistic personality: and
the complex interplay between public and private that permeates her
photomontages, which confounds our historical expectations of the
medium, shaped as they have been by the publicizing and proselytizing
approaches of Berlin Dada, Russian Constructivism, and commercial
advertising of the interwar period.

Although now best known for her photomontages, Héch also worked
extensively in oil painting, watercolor, and gouache for the full length of
her career. In all these media her boundless curiosity, enthusiasm, and
willingness to experiment led her to work in an astonishing diversity of
styles, often at the same time. During the years 1918-1922, for exam-
ple, precisely at the time of her Initial involvement with photomontage
and Dada, Hoch produced works that bear the imprint of a variety of
influences: Orphism, Constructivism, Futurism, Pittura Metafisica,
Expressionism, and Cubist papiers collés, as well as other branches of
Dada, such as Ernst's and Picabia's merging of man, machine, and

nature (see, for example, figs. 1-3 and pls. 12-15). This heterogeneity
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of style and medium, which persisted throughout her career, can make
it tempting to dismiss Hoch as a talented dilettante: an artistic butterfly
who flitted from style to style, seemingly without discipline or intent 2

Even in the field of photomontage, where Hoch's reputation pringi

pally and properly rests, the works are strikingly varied, During her fifty
years of production she engaged a bewildering array of styles and
subjects, ranging from her anarchically composed Dada creations of
1919-1922 to her intimate psychological portraits and gender exami

nations of the 1920s, the dark epic of her Ethnographic Museum series,
her anti-Nazi parodies of the early 1930s, her full-blown adoption of
Surrealism during the years of the Third Reich (which she maintained in
various forms throughout the rest of her career), her espousal of non-

objective abstraction in the 1940s and 1950s, and—ultimately— her

reengagement of the female image and the symbolic portrait-form in the
1960s. The protean character of Hich's achievement makes her work
resistant to categorization. But this versatility should not be read as

incenstancy. With respect to her work in photomeontage, in particular, it

becomes evident that it is rather the product of her obsession with the
medium and its manifold possibilities, For Hach, as we shall see, the
practice of pholomontage was a voyage of exploration, a continuing
journey into the new, the possible, the fantastic: a journey through the
looking glass.

Despite the persistence and intensity of her engagement with photo-
montage, however, it is apparent that Hoch nitially was ambivalent
about the medium’s place within her creative output,? After displaying
Cut with the Kitehen Knife and several other photomontages at the
anarchic First International Dada Fair in Berlin in 1920, she did not pub-
licly exhibit her photomontages again until aimost a decade later when,
presumably at the bidding of her friend Laszlo Mohaly-Nagy, seventeen
were shown in the landmark Filrm und Foto exhibition in Stuttgart in

1929. Throughout the 1920s, Hoch exhibited extensively in group

exhibitions throughout Germany, but she consistently represented
herself through paintings, whether olils, watercolors, or gouaches, It

g, that much of the work for which she is now best

appears, therefo

known was created without the overt intention—or at least without the

immediate intention—of being viewead publicly,
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HMéech's hesitance to exhibit her photomontages may have stemmed
from her strong desire for public acceptance as an artist. Although she
had painted watercolors since her youth, when she was finally permit
ted to leave her native Gotha to study art in Berlin, after years of tend-
ing to her younger siblings, she studied the applied rather than the fine
arts. Her early work consisted primarily of drawings, watercolors, and
linoleum prints; she did not produce her first oil painting until 1916, only
two years before her discovery of photomontage.'”

Painting had a legitimacy and an established iconography that the
new medium of photomontage lacked. Indeed, the mass-media peri-
odicals that Hoch used as sources for her photemontages were
sonsidered vulgar and superficial by many, particularly among the intel-
lectual and cultural elite. Accordingly, once Dada—with its clannish,
self-curated exhibitions—vaporized as a movement, painting became
her form of public expression. In keeping with its traditions, it became
the vehicle for her most intimate autobiographical concerns as well as
her most universal aspirations. Such paintings as Das Paar (Selbst mit

Raoul Hausmann) (The Couple [Self with Raoul Hausmann], ¢.1920),

Frau und Saturn (Woman and Saturn, 1922), and Imagindre Bricke

THROUGH THE LOOKING GLASS

(Imaginary Bridge, 1926) (fig. 4), for example, stem directly from her
relationship with Hausmann and their disagreements over having hil-
dren together.'" At the opposite end of the spectrum are such symbolic
paintings as Vita Immortalis (Immortal Life, 1924}, Die Treppe (The Stair-
case, 1926), Kubus (Cube, 1926), Der Weg (The Path, 1927) (fig. 3}, and
Der Zaun {The Fence, 1927-1928), which, while they may display auto-
biographical references, aspire to more universal concerns as they
engage such themes as the course of life, the interaction of male and
female, and the communion of humanity and nature. With their meta-
physical yearnings, these works fall fully within the German romantic tra-
dition, an inheritance that the critic Hans Hildebrandt, a close friend of
Hach's, acknowledged in his 1928 book Die Frau als Kunstierin (The
Woman as Artist); “The urge toward the mysterious, the dreamlike, the
magical, the ancient legacy of Germanic spirituality, is also found in the
strange, striking creations of Hannah Héch, whose forms continually
metamorphose before our very eyes."12

Photomontage, of course, had no such accepted tradition to rely
on for legitimization. Hoch consequently seems to have engaged in it
primarily as a private passion after the dissolution of Dada. The sharp
formal distinctions between her photomoentages of the Dada period and
those that followed—as well as distinctions in their subject matter—
make it clear that the earlier pieces had been made for a particular
audience, the Dada circle. She showed them publicly only in the First
International Dada Fair;'3 and—for the only time in her career as a
photomenteur—she supplemented many of the images, in proper Dada
fashion, with text. Such warks as Cut with the Kitchen Knife, Dada-
Rundschau (Dada Panorama, 1913) (pl. 2), and Dada-Tanz (Dada Ball,
1922) (pl. 8) contain repeated references to the movement, not only in
their titles but within the compaositions themselves, which include such
favored slogans as Dada Siegt! (Dada rules!) and Liegen Sie lhr Geld in
dada an! {Invest your money in Dadal), Hoch's montaged works from
this period typically feature centrifugal compositions and maintain the
distinctive Dada emphasis on fracture and disjunction. Machine parts,
particularly circular motifs such as gauges, gears, or automobile tires,
which were comman symbols of progress and medernity in Dada mon-
tages by Grosz, Hausmann, and Heartfield (figs. 6,7}, are also common
to Hoch's works of this period.

Haéch's photomontages from after 1922 differ significantly in charac-
ter from their Dada predecessors. They are smaller in size and simpler
in composition, abandoning the centrifugal composition bleeding out to
a blank ground that had typified such works as The Beautiful Girl and
Hochfinanz (High Finance, 1823) (pl. 10). The compaositions now have a
strong rectilinear quality, reflecting Constructivist influence, and often
feature sither single images centered on a ground—particularly in por-
tralts such as Kinder (Children) (pl. 32) or Der Melancholiker (The Mefan-
cholic) (pl. 33), both from 1925—or semi-narrative vigneties anchored
by strips of colored papers that parallel the edges of the frame, as in Die
Kokette | (The Coquette |, 1923-1925) (pl. 26) or Liebe (Love, c. 1926)
(pl. 55). Hoch used both colored paper and watercolor to enliven these

works visually, creating either minimal settings for her figures, as in
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6. John Heartfield, leben und Traiben in Universal 12 Uhr 5 mithags
[Life and Times in Universal Cily at 12:05 Noen|, 1919 o lomoniage
Collection Akaderiie der Kiinste, Berlin. 7. Raoul Hausmann, Elasticum

photomontage with gou . Courtesy Galerie Barinson, Berlin

Flucht (Flight, 1931) (pl. 63), or striking chromatic effects, as in Equilibre
(Balance, 1925) (pl. 34) or Die StiBe (The Sweet One, 1926) (pl. 50). She
also was adept at exploiting the varied ink tones of different periodi-
cals—sepia, blue, green, gray—for coloristic effect.

The most important change in these works of the 1920s, however,
oceurred in their subject matter, which became more focused as
Hoch's meditations on gender roles and the relationship between the
sexes came to dominate the compositions. The Liebe (Love) series,
which features such works as The Coquetts | and Die Kokette Il (The
Coguette Il, ¢, 1825) (pl. 27), cunningly mocks the mating rituals of
modern life. Other works, mostly from after 1926, when Héch began a
nine-year lesbian relationship with the Dutch poet Til Brugman, depict
same-sex or androgynous couples. The monumental Ethnographic
Museum series, made between 1924 and 1930, provides a profound
meditation on the alienation of the female, who is placed on a pedestal
and isolated from social intercourse, and whose demeanar is obscured

by a mask that both conceals her individual identity and reveals her

12

psychic unease.' A series of "portraits” features images of what may
be called psychological types—"the Melanchalic,” “the Victor” (pl. 41)
“the Half-Caste" (pl. 29), "Children.” Together, they take on a sort of
taxonomic quality that is reminiscent of August Sander's contempo-
raneous photographic compilation, The Face of Our Time, and recall
other scientific or pseudo-scientific type-catalogues so popular during
the period (and which the Nazis would take to extremes with their
grotesque manipulations of genetic anthropology).

In contrast to her paintings from this period, Héch's photomontages
eschew the universal and the timeless in favor of the immediate. Filled
with wit, frony, and critical awareness, they are certainly reflective of the
artist’s personal concerns; but it is difficult to read them as overtly auto-
biographical, not in the least because of the public nature of their
sources.' In these works, Hoch composed personalities by piecing
together bits of publicly shared material, mimicking the manner in which
private identity is composed from a variety of socializing forces. Making
exclusive use of images from popular periodicals, she tock the (printed)
stuff of everyday life as her source of inspiration in order to create highly
personal—or private—images, ones that speak more of inner being than
of public persona.

Predominantly psychological rather than narrative, these works are
highly subjective and are receptive, therefore, to the viewer's own read-
ing. To establish such an intimate rapport between the viewer and the
artwork, Hoch repeatedly utilized a few basic strategies (which she
would continue to use throughout her career in photomontage). Invar-
lably they feature one or two (or, very rarely, three} figures, usually
female or androgynous, with an emphasis placed on the head. Female
ayes and lips—the windows of the soul and the most sexual facial attri-
butes—are highlighted. The characters almost invariably gaze straight
out of the iImage, fixing the viewer with their unblinking regards, which
Haeh further accentuates by either enlarging the eye out of proportion
to the rest of the face (as in The Melanchalic or The Sweet One); by
endowing them with mismatched eyes (as in Balance or Deutsches
Madchen [German Girl, 1930] [pl. 64]) or two identical ones (Chifdren),
or by combining two faces that gaze out at the viewer together (as in
Flight or Die starken Méanner [The Strong Men, 1931] [pl. 62]).

During the mid-1920s, Hoch briefly attempted to bridge the gap
betwsen the allegoric impulse of her canvases and the psychological
thrust of her photomuontages in several paintings—Journalisten (Jour-
nalists, 1925) (fig. 8), Roma (Rome, 1925) (fig. 9), and Die Braut (The
Bride, 1927) (fig. 10})—all of which evoke the technigue of photomontage
through their mismatching of body parts, distortions of scale, and use
of positive and negative form. Journalists, for example, reveals the same
kinds of facial distortions, particularly the mismatched eyes, that typify
her photomontaged portraits from the period. The gender blending we
have seen in the photomontages is recreated in the painting’s right-

hand figure, which features a mustachioed head atop a female body.

1925

rnalisten | fournalists)

Canvas

darlin,
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Mixed in with such caricatures are darker, more brooding imagas

indicative of Héch's unease. The doll-like figure of Flight, half chim-
panzee and half woeman, is pursued by a man-faced bird whose wing
seems to rise in a Nazi salute. The looming silhouette of boxer Max
Schmeling, who had become a German idol by winning the world
heavyweight championship In 1930, presides over The Strong Men 21

During the early 1930s, then, as Héch's photomentages drew
increasing public exposure, they also took on a political tone that had
been missing since 1922, (This, of course, is not to say that her work
from 1922 to 1930 had net been socially engaged:; rather its social
dimension had been confined exclusively to the realm of gender issues.)
But this brief period of renewed political engagement came to an abrupt
halt in 1932-1933. A planned exhibition of her work in 1932 at tha
Dessau Bauhaus, which was to have included fifteen photomontages
and thirty-one watercolors, was canceled days before its scheduled
opening when the Nazi majarity in the newly elected local government
closed the Bauhaus down. From then until the fall of the Nazi regime in
1945, Hoch was unable to show her work in Germany altogether,#?

Shartly after Hitler's ascension to the chancellorship in 1933, the Nazis
established a Reichskulturkammer (State Culture Board) to which all
artists had to belong in order to ssll, exhibit, or even produce their work.
Jews, Communists, and artists with unacceptable styles were excluded
frorn membership and, as a result, most avant-garde artists left Germany
during the years 1933-1837. The few who stayed, Hoch among them,
lived in isolation and in constant fear of visits from the Gestapo. The
situation grew worse after 1937, when Nazi cultural policy crystallized.
Héch was among the group of artists vilified as "cultural Bolshevists” in
Wolfgang Willrich's Sduberung des Kunsttempels (The Cleansing of the
Temple of Art), which provided the framework for the notorious Entartete
Kunst (Degenerate Art) exhibition of that year. Although her painting
Journalists had been illustrated in Willrich's book, she was not included
inthe exhibition for the simple reason that it was limited to artists repre-
sented in public collections. (There were, in fact, only four women among
the more than one hundred artists held up for public ridicule, a telling
indication of the status of women artists at the time.)
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: ), 1924, watercolor

11. Ewiger Ko

Germanisches Mationalmus

collectian),

MNuremberg [on loan from priva

The mid-1930s were dark years for Hach for other reasons as well,
Her dear friend Theo van Doesburg died in 1931. In 1934 a hyperactive
thyroid brought her to the brink of death; even after a successful oper-
ation, she claimed for a year to be "nothing but a creature struggling for
life."2% The following year, Héch and Brugman parted ways. And with
the departure from Germany of Arp, Schwitters, Hausmann (with whom
she had resumed contact in 1931), and other friends from the avant-
garde, she lived in complete artistic isolation. Just before the outbreak
of the war in 1938, she retreated from Berlin to the rural suburb of
Heiligensee, a move precipitated by her growing sense of danger:
“Those of us who were still remembered as 'Cultural Bolshevists’ were
all blacklisted and watched by the Gestapo. Each of us avoided asso-
ciating even with his dearest and oldest friends and colleagues for fear
of involving them in further trouble."?4

In reaction to the personal and social crises of the times, Héch's
photomontage work took a marked turn after 1933. Like many con-
temporaneous artists and intellectuals who endured in private Isolation
during the Nazi period, she seems to have engaged in what has
become known as the innere Immigration as a means of coping with the
oppressive facts of everyday life.2s For Héch this meant a retreat into a
private realm of fantasy and imagination in which she used her scissors
to transform her photographic source material from fact into fiction,

There is little in Hoch's photomontage work from this period that

directly chronicles the convulsive events taking place in Germany at the

time. To be sure, works such as Siebenmeilenstiefe! (Seven League
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cawering in fright in a tree-lined lane—may be read as images of gen-

eral psychic turmoll, concelvably as much personal as social. But other

works are more explicitly reactions to the political and social realities

of the time. Wilder Aufbruct =T |
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THE POLITICS AND
PLEASURES OF ABSTRACTION

(1946-1963)
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are can be little o which side Hoch took in the debate.

Her postwar production in both painting and photomontage was
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THE DADA YEARS

SCHNITT MIT DEM KUCHENMESSER DADA DURCH DIE LETZTE WEIMARER BIERBAUCHKULTUREPOCHE DEUTSCHLANDS
(Cutwith the Kitchen Knife Dada through the Last Weimar Beer-Belly Cultural Epoch of Germany)  1919-1920
PHOTOMONTAGE
4 T X35 Vie INC (114 X 90 CM)

COLLECTION STAATLICHE MUSEEN ZU BERLIN—PREUBISCHER KULTURBESITZ NATIONALGALERIE
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DADA-RUNDSCHAU (Dada Panoramal 1919
PHOTOMONTAGE WITH GOUACHE AND WATERCOLOR ON ¢ ARDBOARD
17%im X 13 %0 INC (437 X 343 CM)
COLLECTION BERLINISCHE GALERIE. LANDESMUSEUM FUR MODERNI KUNST, PHOTOGRAPHIE UND ARCHITEKTUR, BERLIN
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HANNAH HOCH

STAATSHAUPTER (Heads of State) 1918 -1 g20
PHOTOMONTAGE
B X9 ¥ IN (162X 23.30CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART

For this work, Hoch used a well-known photagraph of German Reich President Friedrich Ebert and Defe
Gustay Noske, taken at a Baltic Sea resort ust two weeks after the Weimar constitution had bea 1ed Into law. Héoh—
at the time a Communist sympathizer—parodied thess Social Demosratic of state” by ¢ g their paunchy fig-
ures atop an lron-on embroldery pattern, associating them nol with the traditionally male realm of state formation but with
the female domain of leisured refaxation. Hoch used the same source image o and Noske in the related Dada
Panarama (pl. 2). — MM

BI7 28, no, 34 (24 August 1919), cover
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» BURGERLICHES  BRACTINAR 7 OSTRET) SaAnnAL @i 1918

RURGERLICHES BRAUTPAAR (STREIT) (Bourgeois Wedding Couple [Quarrell) 1919
PHOTOMONTAGE
15-X 12 Yan INL (38 X306 M)

PRIVATE COLLECTION
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DADA CORDIAL ¢. 1919 (with Raowl Hausmann)
PHOTOMONTAGE WITH COLLAGE
175X 22

in INL §45 X S8 CM)
COLLECTION BERLINISCHE GALERIE, LANDESMUSEUM FUR MODERNI KUNST, PHOTOGRAPHIE UND ARCHITEKTUR, BERLIN
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DA DANDY 1919
PHOTOMONTAGE
113 X 0 Ve INL (30 X 23°6M)

PRIVATE COLLECTHON

dandy, thus
jon. — MM




HANNAH HOCH

DADA-ERNST 1g20-1921
PHOTOMONTAGE
T % X6 % IN, (18,6 X 16.6 CM)
COLLECTION ARTURO SCHWARZ, MILAN

This title can be read literally, as *Dada-Serious,” or as a possible punning reference to Max Emst, the Cologne-based
Dadaist who, like Hoch, also worked extensively in collage and photomantage, — MM
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DADA-TANZ {Dada Ball) 1922
PHOTOMONTAGE WITH COLLAGE
124X 9 4 INL (32 X 23 CM)

COLLECTION ARTURO SCHWARZ. MILAN
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DASSCHONE MADCHEN ( The Beautiful Girl) 191y—1920
PHOTOMONTAGE
13 4 X 11 7 IN- (35 X 29 CM)
PRIVATE COLLECTION

P
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10

HOCHFINANZ (High Finance) 1923
PHOTOMONTAGE WITH COLLAGE
14 3n XA2%u (30 X 31 CM}
COURTESY GALERIE BERINSON, BERLIN

international ¢
The only m
a portrai
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HANNAH HOCH

OHNETITEL (Untitled) 1921
PHOTOMONTAGE
14 X 12 TNO (356 X 30.5 CM)
MORTON G. NEUMANN FAMILY COLLECTION
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WEIGE FORM ( White Form) 1919

COLLAGE
12 Al IN. (31 X 26 CM)

COLLECTION STAATLICHE MUSEEN ZU BERLIN, KUPFERSTICHKABINETT

Ullstein Handarbeits Biicher 17 {Berlin: Verlag der
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HANNAH HOCH

onEiner BLUME
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COLLECTION LOUISE
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AUF TULLGRUND (Ona Tulle Net Ground)

COLLAGE WITH PRINTED PAPERS

X2Z.8CM)

I (51

2 Bk

. MASSACHUSE

COURTESY BUSCH-REISINGER MUSEUM, HARVARD UNIVERSITY ART MUSEUMS. CAMBRIDGHE

I OF ROSE FRIED GALLERY

ilF

ENTWURF FUR DAS DENKMAL EINES BEDEUTENDEN SPITZENHEMDES ( Design for the Memaoria

gz

toan Important Lace Shirt)

]

COLLAGE

L HAMBURG

TION HAMBURGER KUNSTHALLT

COLLEC
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16

UND WENN DU DENKST, DER MOND GEHT UNTER (And When You Think the Moon is Setting) 1921
PHOTOMONTAGE WITH COLLAGE
BUaX 5 IN, (21 X 13.4 CM)
PRIVATE COLLECTION

the |ast verse of which suggested that, like
cal, soclal, and economic problems in the
y ohn D. Rocketelier and the
cal opportunist who had sald out.
d to eveke the moen, Hoch identi
& s0ng. The only medis urce located to

“When You Think the Moon is Setting”
100N, whict
var hyper
erstwhile rs

By shear
fiad the

s the title of & popular 1921 song
Germany (then suffering p

ng hig noy
entiment implicit to the lyrics of t
3 unidentified figure at left MM

Die Darne 47, no. 21 (mid-Aug g

20),p.14
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NEWYORK c. 1922
PHOTOMONTAGE
11 % X7 % 1N (29.5 X 18.5CM)

e |
COLLECTION STAATLICHE MUSEEN ZU BERLIN, KUPFERSTICHKABINET]
|
|
il
15 i
|

GELD (Money) ©. 1922

PHOTOMONTAGE I
300X 67 INL (10 X 17.5 €M) |I |
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART !| i.
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MEINE HAUSSPRUCHE (Proverbs to Live By) 1922
PHOTOMONTAGE WITH COLLAGE, INK, ZINC WHITE, CRAYON. GRAPHITE, COLORED PENCIL, AND ORIGINAL PHOTOGRAPHS ON CARDBOARD
2% X 16 Ve IN, (32 X 411 CM)
COLLECTION BERLINISCHE GALERIE, LANDESMUSEUM FUR MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR. BERLIN
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HANNAH HOCH

POESIE (Poem) 1922
COLLAGE WITH INK
e X 7 A IN. (255 X 19.50M)

PRIVATE COLLECTION
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COLLAGE(DADA) <. 1922
COLLAGE
944 X 13 IN. (24.8 X 33 OM)
COLLECTION MERRILL C. BERMAN
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DAS STERNFILET (The Lace Star) 14924
COLLAGE WITH FABRIC AND PAPER ON CARDBOARD
10 Wae X 7 % IN. (27.8 X 19.3 €M)
COLLECTION STAATLICHE MUSEEN ZU BERLIN, KUPFERSTICHKABINETT
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1925

OHNE TITEL (Untitled}
COLLAGE WITH PRINTED AND COLORED PAPERS

COLLECTION THE MUSEUM OF MODERN ART. NEW YORK
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25

DIE GYMNASTIKLEHRERIN { The Gymnastics Teacher] 1 923
PHOTOMONTAGE WITH COLLAGT
L1 X7 134 INL (279X 198 CM)
COURTESY REINHOLD BROWN GALLERY, NEW YORK




BY DESIGN: THE EARLY WORK OF HANNAH HOCH IN CONTEXT

MARIA MAKELA

IN THE SUMMER OF 1920, when residents of Berlin's
upscale Tiergarten district visited the gallery of the local
art dealer Dr. Otto Burchard, they saw not an exhibition
of the Chinese porcelain that was Burchard's specialty
but a group of 174 works by some twenty-seven German
and foreign artists affiliated with the so-called “Dada”
movement. Acknowledged since that time as a watershed
event in the history of modern art, the exhibition was
then known only as the First International Dada Fair,
a title chosen by its organizers—George Grosz, Raoul
Hausmann, and John Heartfield—for its implicit critique
of the conventional ways in which fine art was defined
and exhibited. Instead of oil paintings and carved or cast
sculpture, Burchard's gallery was filled with political
posters, cheap reproductions of artworks, advertisements,
collaged paintings. and photomontages. Alerted to the
anti-militarism of Grosz's print portfolio Gotf mit uns!
(God with Us!) and of Heartfield and Rudolf Schlichter’s
collaborative “sculpture” PreuBicher Erzengel (Prussian
Archangel), which was suspended from the ceiling and
portrayed an army officer in a pig’s mask, legal authori-
ties charged the exhibition’s participants with “insulting
the military” and brought several of them to court for vio-
lating the penal code. Burchard, Schlichter, and Johannes
Baader were ultimately exonerated, but Grosz and Wieland
Herzfelde were each punished with fines.!

Anna Therese Johanne Héch, known to her family and friends simply
as Hanpa or Hannah Héch,? was represented in this exhibition by a

poster, two handmade dolls, two "reliefs,” and four collaged works—

most notably the photomontage Schnitt mit dem Kichenmesser Dada

durch die letzte weimarer Bierbauchkulturepoche Deutschlands (Cut

with the Kitchen Knife Dada through the Last Weimar Beer-Belly
Cultural Epoch of Germany, 1919-1920) (pl. 1).2 Like most other works
n the Dada Fair, this photomontage—monumental in both its theme

and scale—implicitly critiqued currently received notions of art and its

49

purported

mission. Composed solely of photographs and pho

reproductions that Hoch had cut from widely accessible mass-media

perlodicals, the work was remarkably self-effacing in style—a testament
to Dada’s impatience with the Expressionist affirmation of individuality
and subjectivity. It shared the Fair's underlying theme of anti-militarism,
too, for it spoofed well-known male politicians and military figures by
endowing them with the body parts of women and animals. Even the
riotous tone of Hoch's densely packed composition echoed the cami
valesque atmosphere of the Dada Fair as a whole. Indeed, Cut with the
Kitchen Knife telescoped the methods and meanings of the First
International Dada Fair into a single, iconic Image.

It Is largely through the lens of this work, in particular, and of the Dada

Fair, in general, that Hoch's career has been viewed to date. Perennially

flashed on the screen in courses on modern art history, Cut w the

Kitchen Knife Is also presented in survey texts as the sine gua non of

ch's career. Yet, ironically, the piece is more the exception than the

rule in her work. Even during the years she was most closely affilia

with Dada, Héch preferred to work on a smaller, more intimate st
and to use a more quiet, subtle form of address. It is perhaps for this
reason that she has been disregarded not only by generations schooled

to equate Berlin Dad

with bombast but by the Berlin Dadaists them

a

selves. For her part, Hiich viewed the movement with a jaundiced eye,

despite her myriad personal and professional connections to it Her

sense of propriety was so deeply ingrained that she was often embar
rassed by the antics of her colleagues,* and she certainly did not whaolly
approve of their bohemian lifestyles.® Hoch's respect for artistic tradition
was egually strong and, unlike the other Berlin Dadaists, she never
abandoned, even temporarily, the “bourgeois” medium of painting. On

the contrary, between the Dada Fair of 1920 and the Film and Foto exhi-

bition in Stuttgart in 1929, Héch chose to represent herself to the pub
lic exclusively by means of her easel paintings, watercolors, drawings,
and—notably—her handiwork and applied art. Beginning in 18916, her
detailed designs for embroidery, lace, textiles, and wallpaper, togsther

with her many publications on these subjects, both earned her keep

and won her awards and critical acclaim

Recent feminist art history has argued that the activity taking place

ont o-called fringes of modernism defines the values of this tradition

as much as the acclaimed activity taking place at its center.® It |s in

this spirit that | want to disentangle Hoch from the knot of Dada and to




MARIA MAKELA

santhemean [Vase with ¢

hemums), 1909, watercolor, Private callection

elaborate some of the other contexts in which she lived and worked. |
will argue, for example, that Hoch's work in traditional women's crafts
and in commercial design was as significant to her and to the develop-
ment of her aesthetic as her involvernent with Dada and other modernist

art movements such as Expressionism and Constructivism.” And | will |

emphasize the importance for the artist of the newly lllustrated mass-
media periodicals produced by her employer, Ullstein Verlag, Germany's
largest publishing company.® By uncoupling (though not severing) the
narrative from Dada, | hope to show that the richness of Héch’s work
resides at least in part in the multiplicity of its myriad sources,

Early Training in
Design and Handicraft

Hoch was born in 1883 in the city of Gotha, a small town in Thuringia
where her father was an official of an insurance company and her
mother, an amateur painter, managed a large home and family of seven,
By her own account, Hoch's family life in Gotha was "bourgecis” and
"well-ordered,"? and it is likely that her early attempts at art were thus
encouraged as a suitable avocation for a young lady. A precocious
talent with an eye for observation, Hoch trained her artistic attention first
on family members and then on the countryside surrounding her home,
especially on the flowers that her father, an avid gardener who inspired
Hoch with a lifelong love of nature, cultivated in his spare time (fig. 1).
Aithough Héch's parents initially balked when their daughter declared
her desire to study art in Berlin,® they ultimately acquiesced. It was
probably at their wish that Hoch pursued the “applied" rather than the
“fine" arts; many parents of aspiring artists feit this to be a more secure
career path and one especially suited to wemen, Accordingly, in 1912,
Hoch enrolled at the Kunstgewerbeschule Charlottenburg (Charlotten
burg School of Applied Arts).

As part of her training there, Hoch studied calligraphy and later
recalled how much she enjoyed the painstaking exercises in lettering.™
Indeed, she became an accomplished calligrapher and was employed,
for one, by the city of Charlottenburg to design elaborately scripted and
decorated certificates of honor for its employees (fig. 2).'2 She also
attended classes under Harold Bengen, a specialist in glass design who
encouraged his students to work in a variety of media. Under Bengen's
tutelage Hoch began to focus on embroidery, winning recognition for at
least two designs thal were subsequently featured in the prestigious
needlework journal Sfickerel- und Spitzen-Rundschau (Embroidery and
Lace Review). One (now lost), a sketch of a couple in a stylized land-
scape (fig. 3), was part of a series of Jugendstil-inspired designs for
embroidered cloth panels that depict nude or classically draped figures
in luxuriant arcadian settings.'® Another, a dense floral arrangement
embroidered atop a boldly striped cloth backing, adorned a folding
screan (fig. 4).14

It was decorative designs like these that first won Hoéch accolades
and awards. 'S Yet she ultimately became dissatisfied with the training
provided by the Kunstgewerbeschule and, after a brief hiatus at the out

break of World War |, transferred in January 1915 to the Unterricht

sanstalt des kéniglichen Kunstgewerbemuseums (School of the Royal
Museum of Applied Arts). By her own account she was attracted to the
institution’s reputation for integrating the “fine” and the "applied” arts. 1
She was also, no doubt, impressed by its internationally recognized
teaching staff, directed by the designer, architect, and Simplicissimus
caricaturist Bruno Paul. Paul presided over a curriculum that then
included architecture and interior design, decorative sculpture, metal
design, sel design and scene painting, graphic and book art, decorative
painting and pattern design, and glass painting.'” With her background
In calligraphy, Hoch was aceepted into the graphic- and book-art
division headed by Emil Orlik, a consummate printmaker known for his
/aponiste woodcuts. She thrived here, too, winning numerous awards
and fellowships for work such as her striking design for the dust jacket

of a book (fig. 5), which documents her early interest in tribal culture. 18
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BY DESIGN

This interest in ethnography was very likely sparked by Hoch's dis-

covery of Exp

snism, whose main practitioners in both northern and

southern Germany were all enthusiasts of African and Oceanic cultures.

Héch could have first encountered Expressionism the very year she

came to Berlin, for it was In 1212 that Herwarth Walden opened the

gallery Der Sturm (The Storm), a clearinghouse for art of the international

avant-garde, especially Expre

ionism and Futurism. In that year alone

Walden mounted a one-man show of the work of Oskar Kokoschka

and group shows of artists affiliated with the Blaue Reiter (Blue Rider),

Italian Futurist

1ents.

and Berlin “Pathetiker” (Pathetic Ones) mov

Hoch may also have been

ding Walden's Der Sturm magazine, wh
featured, above all, Expressionist graphic art. But certainly by 1915

Hach was fully conversant wi

1 the Expressionist vocabulary, for it was

at this time that she became romantically involved with the writer

artist Raoul Hausmann, who was friendly with a number of the Brii
(Bridge) artists and tangentially affiliated with Der Sturm.™ Hoch later

recounted that she and Haust husiastic about almost

Ann were ef

rything Walden did at the time,?® and her estate |s indeed a rich

repository of Sturm magazines and exhibition catalogues.?
An undated linocut by Hoch from about 1916 (fig. 6) bears witness to

the arti

s encounter with Expressionism. The swinging curves of

Jugen are still very much present her

1 and in other contemporane

ous print e mad

but now they are of uneven width and ma

together in striated areas that seem to guiver with nervous tension,

Even the house far

de Is anim:

ated, swelling outward as if heav

J

pe, energized by a restless

some great architectural sigh. This city

life force very different from the one that pervades the calm arcadias of

her earlier embroidery designs, testifies to Hich's engagement with

Expressionism via Hausmann.

Hach soon adapted the Expressionist idiom to her “decorative” art,

=

ecially to her designs for printed fabrics. Although she had probably
begun to experiment with textile design as part of her studies with Orlik,

she evidently enjoyed the work, for she continued to make fabric pat-

riis well into the 1920s.22 Executed either in pencil, ink, or gouache

(fig. 7) or in black-and-white or hand-colored linocut (figs. 8, 9), this

work is distinguished above all by bold patterns, both abstract and

representational, that are tilted slightly off-center or organized on the

» intricate, asymmetrical rhythms of these dynamic com-

diagonal. T

sitions immediately distinguish them fr the more delicate and

static patterns favored by the Jugendstil textile designers, and they
r g g h

so impressed Germany's preeminent patron of the de ative arts,

Alexander Koch, that he tried to help Hoch market them to firms in

Berlin and Frankfurt.2® Koch also published at least three of her fabric

patterns in a 1920 Issue of Stickerei- und Spitzen-Rund

|, along

ized their contemporaneity 2 Declar-

with a glowing review that emp

ing Hoch “a new talent who deserves attention,” its author employed

of lines,

musical metaphars in an an the works' "melodies

s," and "complex rhythms. "2 One year

later, the critic A

jolf Behne similarly praised Hoch's textile designs for

tal qualities, and “thoroughly modern

v rhythms, orname

id form.” Behnewas also taken

ns, singling out those she made fora

n ded sd to the arts, and for

euer, a monthly public

the official publication of the November Group, a so

olltically oriented artis fig. 10).%
F Y ¢
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“Embroidery . . . isan art,” she wrote unequivocally at the end of 1918,

‘and it has the right to demand that it be treated as such." Yet most

needlework of the time was second-rate, according to Hoch, produced

by women who had no feel for color, compasition, or form and who
were still overly dependent on nature as a model. Just as painting had

receritly deve

ped an abstract language of form and color, so too,
Héch argued, should embroidery unfetter itself from illusionism, The

true artist should produce not the endless “flowers, baskets, birds, 2

spirals” that still dominated contemporary European embroidery ® but
rather “pure” needlework "from her innermast Intuition, "95

The protagonist of Hoch's short story “The Embroidering Woman”
F 4 )

(1919), also published in Stickerei- und Spitzen-Rundschau, was just

such an artist: a needleworker who looks inward rather than outward for

inspiration. Moved by the beauty of a vase of red roses, she gives her

“soul" free reign to play “with the most wonderful forms, letting the

that intertwined; one didn't know

grow into organic expanses [of color

If it was the night sky, a bit of meadow in May, or the infinitely

embraces and games of love." When her mate anters the room, she

hesitantly shows him her handiwork, by now cove

stitched, glowing red design of interlocking abstract forms. “Therein lies

the soul of the woman," he seoftly proclaims, to which Héch's ideal
needleworker responds, in the story’s final passage: “My soul wants to
compose poetry, but my words are too poor. My heart wants to sing,

but my voice does not move. Indeed, my eyes want to radiate averything

for the pleasure of humanity, for your pleasure—| can only embroider.

There is no record of the reception accorded Héch's story at the time
of its publication, but it is doubtful that any of her contemporaries read
it as we might today, as a celebration of traditional feminine work or of
conventional feminity and the roles associated with it, On the contrary,
at a time when most associated handiwork with craft, not art. and
regarded the female needleworker, however original or talented, not as
an artist but a craftsperson, the idea that embroidery, like painting or
sculpture; could express deeply felt emotion was subversive in the
extreme. Indeed, by locating the very “soul” of the needleworker in the
finished embroidery, Héch adopted the discourse of the "fine" arts—
specifically, of Expressionism, which held that the artwork was a cipher
of individual subjectivity. Yet however unconventional Hch's stance on
handiwork, it Is navertheless startling that she wrote the Stickerei- und
Spitzen-Rundschau essays and produced the majarity of her embroi-
dery and fabric designs during the very years she was most closely
affiliated with Berlin Dada. Hoch was, In fact, as much a part of the
world of women's “crafts” in the late 1910s and early 1920s as she was
of the rough-and-tumble “avant-garde” world of Dada, and for her there
was evidently no contradiction in this. It is perhaps not surprising that
this aspect of her life and artistic production has been downplayed or
ignored completely; but it is regrettable insofar as her early engagement
with neediewerk and fabric design provided an important thematic, for-
mal, and technical base for her collage aesthetic,
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COLLAGE AND THE BEGINNINGS
OF PHOTOMONTRAGE

Like many, Hoch experimented with collage while still a child, warking

with colored papers or cutting apart the many illustrated journal
which her family subseribed and then pasting the pictures into scrap-
books.37 Her first mature work in the medium was Nitte uniterm Baum
(Nitte under a Tree, 1907) (fig. 15), a cut-paper portrait of the youngest
member of the Héch family, Marianne, standing in a child’s pose beside
a tree. This was the only collage Héch would make for some time to
come, for in subsequent years she devoted herself primarily to handi-
work and design. She returned to the medium only in the late 1910s,
when she simultanecusly began to recycle the materials of her design
work in collages and to use photographic reproductions from the mass
media in photomontages,

Occasionally Héich cut up har own textiie designs, using brightly col-
ored bits of her hand-tinted linocuts to enliven abstract compositions
(pl-24). More often she recycled neadlework patterns. Diagrams of filet,
a kind of net made of knotted horizontal and vertical threads into which
a design |s darned, served as the background of many collages (pls. 13,

19-20, 24-25), as did patterns for hexagonal net (pl. 14). Hoch also cut
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up and reconfigured needle-lace patterns (pl. 12) and embroidery pat-
terns of abstract or stylized forms from nature (pl. 3). Although there is
no evidence that she made sewing patterns for her work at Ullstein,
Hoch had access to them through her colleagues, and in cut-up form
they, too, found their way into her collages. The scrap of paper with
numbered lines that vertically anchors Auf Ttifigrund (On a Tulle Net
Ground, 1821) (pl. 14) on the left is a fragment of a sewing pattern, as
are the solid and broken flowing lines in Entwurf fiir das Denkmal eines
bedeutenden Spitzenhemdes (Design for the Memorial to an Important
Lace Shirt, 1922) (pl. 15) and in WeiBe Form (White Form, 1818) (ph.12).

Atthe same time, Hoch was also producing collages made mostly or
entirely from photographic reproductions—photomontages, as she and
others of the period called them. Her first work in this medium dates to
1918, when she took a summer vacation with Hausmann on the Baltic
Sea and, while visiting the town of Heidebrink on the island of Usedom,
first becarne aware of the potential of the technique, There the couple
encountered in the homes and businesses of the residents a popular
type of engraving in which photographic portrait heads of local men
away at war had been collaged atop generic, uniformed torsos (fig.
16).%8 Hoch and Hausmann returned to Berlin and immediately began
to experiment with the medium by clipping photographic reproductions

from a wide variety of lllustrated sources and then mixing and matching

them to create startling, often unsettling new imagery. Hoch was espe-
cially well positioned to exploit this technique because of her employ-
ment with Ullstein, which had played an important role in developing
and popularizing the picture magazine in Germany.

During most of the nineteenth century, mass-circulation periodicals
had not contained photographic illlustrations. At best they used wood
engravings made from daguerreotypes or prints. The invention of the
halftone printing process, in about 1880, made it possible to illustrate
photographs along with type, since both could now be printed on
the same press. But it was not until 1902, when Ulistein developed
a process for printing on cylindrical, rotating presses, that photo-
llustrated periodicals could be produced quickly and cleanly, with none
of the ink-smudging commaon to the early picture papers that were
printed on flat presses. The war briefly interrupted the development of
the illustrated press, but the 1920s saw its efflorescence. Between 1918
and 1932 approximately thirty-two illustrated weeklies, bi-weeklies, or
half-weeklies were published in Germany, and there were dozens of

monthlies. Ullstein alone produced nine journals and nine newspapers
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cals targeted a slightly different audience, virtually all be

photography for more than simple lilustration or reportag

5. Particularly
(WIE

sspeciall

om ne

's Der

renowned for its innovative photographic s

Que

Shaitt

ss Section), a cosmopolitan monthiy re rimarily by

d

Berlin's artistic and liter

example, a photograph of a yawning tiger with a of an orchid

g called attention to the

blossom, one layout In the March
Y

startling simitarities between the feling's cavernous mouth, with its

fanged teeth and tongue, and the interior of a bud just about to bloom,

Another spread, in the June 1926

aired a photograg

of an airplane,

of traveling at 150 kil

meters daily with a pictu

described as one of the test in the American airforce. Only indirectly

re i to the subjects covered in that month's articles, such ensembles

suggested new we

1g the world and its natural, technc

and social structures

srschnitt were an important p

equivalent of photomontage, which similarly paired incongruous pho-

tographs or portions of photographs to suggest differant wa per-

ceving the world. Yet unlike the essentially uncritical photographic

the mainstream illust

spreac press, Hoch's photemontages of

the Weimar

sually challenged the political or social status qua in

some way. This is evident above all in her works that date to the years

immediately following the end of World War |, when Garmany was in
¥

]

shambiles and Hich was tangentially affillated with Berlin Dada.

EARLY PHOTOMONTAGE AND DApA

Hoch's first photomaontage has not been identif but she must have

made it sometime in the late summer or early fall of 191 following her

vacation with Hausmann on the Baltic coast, This was, of atime

course,

of tremendous

sial and political upheaval in Germany. In November

alone, the armistice that ended World War | was s Emperor Kaiser

Wilhelm Il abdicated his imperial throne, and a republic was proclain

by Social Democratic Party leader Philipp Scheidemann. Two months

later, in January, elections were held to s stitu-

tional convention, and the moderate coalition of representatives elected

from the Soclal Democratic Party, the Catholic Center Party, and the

Democratic Party went on to prepare a constitution that was formally

statl

for the

adopted in August 1219, This document provided legz

shift from autocracy to popular sovereig

y and included, among other

things, provisions for universal suffrage. For the first time, German

women could vote.

60

liamentary democr: as not, how

, &n contrary, it s marked

and

sy from the bec amation

lemann's November prc

iblic had be

3N made to forestall a similar declaration by the

maore radical Spartac ty, which maunt

ions. Despe
1 P

the January €

provisional government, led k

old Imperial Army to supr

ers Rosa Luxemburg and Karl Lieb hese were

for a new democracy, and Luxemburg and Liebkne 2 MOUE

COMpPromi
, Ebert's Qoy-

s the Ve

by many on the left as mar srnment that hac

. Inde

eral Staff, a

the Junker estates of eastern

ity had demanded, or to

nomic b

e of the Prussian milit

dilute the influence of big business in eithe 10Mic

many on the le political spectrum, the Weimar Republ

not all that different from Imperia
=

ny.

1's reaction to these tumultuous events was doubt

enced by the radical Hausmann and his colleagues in the Berlin Dada

movement. In almost every publis and unpublished account of the

ean when she left Gotha

period, Hoch emphasized how naive she h

o]

for Berlin and credited Hausmann with extricating her fr

bou existence and tea

ng her to think for herself.*2 At the begi

ning of their
unofficial sec

sexuality, and politice—that interested him.*

ilso somietimes ac

1,

ompanied him to meetings of the Club Dada;

attended, and occasionally participated in, Dada demonstrations

Communist

and theatrical events; and familiariz herself with th

artfield, and Herzfelde, as well as with the

thought of Dadaists Grosz,

recho-communism of Hausmann, Huelsenbeck, and Franz Jung.*
Although she never formally joined the Communist party, by her own

account, Hoch, too, belisved at the t

ne that of all the political factions

only the Communists could provide a more equitable and peaceful

future for Germany.+®

Of the many works by H that address the tumultuous politica

events discussed above, none is more unambiguous than Staats-

haupter (Heads of State) (pl. 3). Although often dated in the literature to

191814

), the work w Wy not miz

le before August 24, 1¢

On that day the Be ing (BIZ) published on its front

page the source of Hoch's piece, a photograph of Defense Min

Gustav Noske and Reich President Friedrich Ebert, who just tw

earlier had

ned the Weimar constitution into law.# In stark co

to the typical honorific portraits of such state officials in military uniform

or respectable dress suits, ed

the photograph showed the middle-ag

Ebert and Noske in swim trunks, wading in the waters of a Baltic Sea

resort. Hoch heightened the comical effect of the original photograph

by colls

1g the two men atop an iron-on embroidery pattern (which she

) at Ullst

may well have made herself at her

ain} aepicting a worman
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with a parasol reclining in a luxuriant landscape. By disassociating the

ndeavor of state

sians from the realm of masculinity and the nobie

formation and

settling them within the domain of femininity and
lsisured relaxation, she uriambiguously parodied the politicians and

their roles as the leaders of a newly democratized Germany.

Hach especially liked the photograph of Ebert and Noske and (

a duplicate of it in Dada-Rundschau (Dada Panorama, 1919) (pi 2).%51n

1 flower tucked into his

this densely configured work, Ebert—now wi

swimsuit—stands front and center, while just above and to the right 1
potbellied Noske emerges transcendent from a cloud of smoke This
placement and its attendant allusion was doubtless deliberate, for it was

Noske who had saved Ebert’s moderate government from sure demise

when he commandeered the brutal put-down of the § revolt in

January, referenced at the lower right of the work by a well-known pho-

tograph of government troops

hositioned atop the Brandenburg Gate

during the uprisings. By dressing Ebert in knee-high military boots,

Hoch emphasized the symbiotic relationship between the new govern-

ment of the Weimar Republic and the General Staff of the old Imperial

Army, Invoked at the lower left by the heads of Generals Ludendorff and

von Seeckt, The first and last in a group of four, they bob Ineffectually

above the bodies of uniformed soldiers standing stiffly at attention.

Héeh further spoofed the government-military alliance by linking Ebert

military dress boots to the phrase “Gegen feuchte F ' (against damp
feet), a slogan then used to advertise a popular antiperspirant for feet.®

It Heads of Stat

nd Dada Panorama commented on Germany’s
political and military establishment, Und wenn du denkst, der Maond geht

unter (And When You Think the Moon is Setting, 1921) (pl. 16) remarks

on one of ils great cultural icons, the writer Gerhart Hauptmann.

This former radical of the 18 he Weavers)

s, whose play Die Webe

shocked audiences throughout Germany at the turn of the century, had
become an imposing establishment figure long before Hoch pictured
him in her collage. Although Hauptmann had openly championed

the war effort, in 1918 he threw his uneguivocal support behind the Re-

public; by 1921, the year Héch made her photomontage, rumaors even

circulated that he would run as a candidate for the position of Relch
president, which the publicity-loving author doubtless enjoyed but

nevertheless denied.* Later, when Hitler consolidated his power, Haupt-

mann became one of his warmest admirers.*® By this time, the left had

long since written him off as a political opportunist who had sold out.

Hoch, too, apparently saw this erstwhile radical as a trenchant sym-

bol of Welmar Germany and its all-too-frequent accommaodation to con-
’ |

senvative political, military, and economic forces. “Wenn du denkst, der

first two verses

Mond geht unter” was a hit song in 1921, whos
end with a refrain about the moon: “Wenn du denkst, der Mond geht
unter, er geht nicht unter, das scheint blos so” (If you think the moon Is

setling, it's not really setting, it only seems so). It is the third and all-

important final verse that rais

s the subject of contemporary Germany,

which, like the moan, only appeared to have

t" {or, more literally,

“gone unde

. Garmans need only to believe in then the lyrics

tell us, and they, too, will soon rise up again.®® By shearing Hauptmann

BY DESIGN

of his trademark bu head, with its
high

writer with the sort of nationalistic

white hair and using his now-be

¥y

1, Hoch identi

forehead, to evoke a setting and rising ma

sentiment implicit in the so

Inscfar as both Hauptmann and the song were

in 1921. she also called attention here to the core of conserva

beneath Weimar Germany's liberal veneer

nanta

Prominent among the other thres figures in this photo

John D. Rocl ell known even in Germany as the financia

tycoon who founded Standard Oil Trust

tions at the time, it is not surprising that she sy d Rockefeller by

Héeh al

laging his head atop the body of a wo

1an in a bathing

aok an big business in Hochfinanz (Hig nance

{pl. 10}, but

here her tactic was rather different. The man at the right of the work

3 the nineteenth-century British chemist Sir John Herschel, wht

por-
| arti-

trait by the phot

grapher Julia Margaret Cameron Hoch foundin g

cle in Die Dame, But viewers would likely have forn

set of ¢

sociations for Herschel and his unider

sague in th

ture, largely be oss which tha two “finar

stride was a well-known icon in Germany: the Au.

Grounds) and Jahrhunderthalle (Centennial Hall) in Breslau.®

in.an aeral f

Hans Po

otograph, i nmplex built in 1913 by the architects

ation of the

Izig and Max Berg as a centennial commemaot

victory of the Germans over Napoleon in 1813. By the time Hoch made

High Finance in the

aarly Weimar era, it had cc

by many as a symbol of hope for a ne again had been

defeated and occupied by the French, Every German would also have

noted the conspicuous prese white-and-
black striped flag of the Empire (not of the Republic), one of which

3ems to en & from the mouth of the bearded man at left like a

comic-strip balloon. Having thus associated the men of High Finance
with the yservative ideologies of revanchism and monarchism, Hoch

further identified them as industrial producers of machinery or maching

parts: their economic \ s signified by the expensive hand-tooled,

double-barreled shotgun that frames the image on the right; th

W USe a

siston rod and a rocker arm like canes; and a large ball bearing at the
P &

lower left brakes a tire with a truck atop it.

Taken together, Heads of State, Dada Panorama, And W

Think the Moon is Setting, and High Finance bespeak Héch's dis-

comfort with the reigning political, cultural, and economic forces of the

early Weimar Republic, Yet here, as elsewhere, the tone is more lightly

ironic than heavily moralizing, the genre more spoof than satire. Hoch
had definite opinions, but already she expressed them with a tongue-
in-cheek humor wholly unlike the vitriolic rancor of a George Grosz of

John Heartfield. As a group, these early works also illustrate some key

features of Héch's montage technique. With easy access through her

iob at Ulistein to multiple copies of t ournals from which she took

18 espec

source photographs, she sometimes used images ially liked
in two or more photomontages (as she did with the BIZ snapshot of
Eb

graph into two or more s

rt and Noske). In a related practice, she often cut a single photo-

parate pleces for use in different montages




MARIA MAKELA

Or, by cutting a source image In two and using the pieces within the
o o

same montage, as with the Ebert-Noske photograph in Dada Panorama,
she could play with tonal and formal harrmonies—which she did with
Increasing complexity during the post-Weimar era

Hoch was, indeed, exceptionally sensitive to the wide range of
“color” in the black-and-white illustrated pericdicals of the time. These

were printed in inks that ranged in tone from gray and blue to gre

brown, and on paper that was white, ivory, or cream. Sir

best-guality newsprint yellows almost immediately on exposure to

Héeh also could introduce a range of golden tones into her work with
out hand tinting. To be sure, she often collaged bits of hand-colored
paper into her photomontages or used whole sheets of watercolored
paper as backing pages. She also used colored prints, like the red

roofed factory and the red-white-and-black flag scraps in High Finance.
But in the main, the color in Hoch's photomontages derives from the
mere juxtaposition of the untinted, yet richly modulated, black-and

white photographic reproductions of the illustrated press,

This group of early works also bears eloguent witness to Héch's
training In commercial art and, in particular, to her work with handicraft
and textile design. On the most basic level, she had developed through
her daily work at Ullstein an extraordinary manual dexterity with scis-
sors, paper patterns, and small-scale, precision design. She put this

skill to good use in her photomontages, clipping and recon

guring
media photographs with the same aplomb she applied to her handiwork
patterns. Indeed, of all the artists working with photomontage in the late
1910s and early 1920s, probably only Max Ernst came close to rivaling
Hoch's extracrdinary technical facility, and even his collage work from
this time is less multilayered and complex

Still more important than the technical is the conceptual debt Héch
owed to patternmaking. As Kay Kallos has noted, Hich's diagrams for
darned filet and needle lace (fig. 12) bear a marked similarity to the com-
positional structure of her neatly formatted collages and photomon-
tages, which are basically two-dimensional and usually arranged on a
vertical-horizontal grid.52 Put differently, Hoch’s collage wark is more
surface-oriented than that, for example, of Ernst, just as it is more
strongly patterned and rigorously structured than that of the Berlin
Dadaists, To be sure, the diagonals that crisscross Hich's works from
this time often animate them with a dizzying surface energy that uiti-
mately derives from the artist’s encounter with Expressionism. But they
rarely explode her compositions as do the word fragments in contem-
poraneous collages by Hausmann, Baader, Grosz, and Heartfield (sea
llustrations, page 12). Their works are invariably more visually disrup-
tive than Hoch's, which became even rmore ordered around 1922 and
1823 under the added influence of Constructivism. From the outset,
Hoch's photomontage aesthetic was deeply rooted in design traditions,
and it was perhaps this as much as anything that led many to discount
her work, The exception to the rule is Cut with the Kitchen Knife, the
only of her photomontages to have partaken of the visual chaos that

characterized Berlin Dada
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‘Cut with the Mirchen finife”
and Hender Relations

Héch made Cut with the Kitchen Knife, her largest and most celebrated
photomontage, around the same time as the works discussed above.=
Here, in this teeming, phantasmagoric zoo, crossbred men, women,
and animals twist and turn, leap and lunge, and animate the shallow
space they inhabit through the centrifugal force of their collective dance.
Héch once said that she wanted this cast of hundreds to represent a
cross section of the turbulent times in which she then lived,® and,

indeed, the collage is a virtual encyclopedia of every important political,

military, and cultural figure in early Weimar-era Germany. Predictably,
representatives of the recently defunct Empire, the military, and the
moderate government of the new Republic fill the "anti-Dada’ corner at
the upper right, while Viadimir Lenin, Karl Marx, Communist leader Karl
Radek, and other radicals consort with the Dadaists. This motley crew
has connoted different things to different people; | want to address here
only one of the most salient issues raised by this important work—the
role of wornen in post-Woarld War | Germany.

Let there be no mistake: it is the women of Cut with the Kitchen Knife

who anima e work both formally and conceptually. Although men are
in the majority, they are either stationary or merely lend their heads to
agile, active female bodies such as that of the ice skater beside the
automobile at the lower-left edge of the work. She had been featured
in BIZ together with her skating partner, who is also portrayed in the
photomontage behind the phrase Komm at top center. 55 The popular

contemporary dancer Sant M'hesa is

n behind the spoked wheel in
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qeois Weddin

nie], 1920, watercolor. Private collection

the upper-right quadrant of the picture. while at the bottom-center edge
the actress Pola Negri is represented in her film role in Ernst Lubitsch’s
Carmen, The only woman with a male body is the actress Asta Nielsen,
seen at the lower-right edge of the picture, just above the word Dada-
isten; significantly, Nielsen was renowned for playing the role of Hamlet,
for which she sported a bobbed coiffure that spawned the popular
women's hairstyle of the 1920s known as the Bubikopf. Even those
women who are motionless in Cut with the Kitchen Knife were celebra-
ted in the popular press of the period for their physical energy. The two
swimsuited figures to the left of the phrases Die grofie and dada in the
bottom-right guadrant of the picture, for example, were German divers
photographed after winning a competition, Indeed, the very center of the
photomontage is occupied by a double image of female and mechani-
cal movement: surrounded by an area of blank space that highlights her
figure, the child-dancer Niddi Impekoven (frequently featured in 812 and
other contemporary illustrated journals and newspapers of the day)
pirouettes gracefully as she playfully tosses above her the disembodied
head of the artist Kathe Kollwitz; at the same time, the petite Impekoven
seems to kick into motion the cversized ball bearing below her

Such images of energetic, active women were thoroughly familiar to
the viewing publicin early Weimar Germany. With health reformers plac-
ing a new emphasis on physical fitness in the postwar peried, women
of all classes became far more involved with athletics, and contempo-
rary magazines regularly featured active, sporty females like the divers
and ice skaters in Cut with the Kitchen Knife. Yet Hich's photomontage
does more than just paraphrase mainstream discourse about energetic
wormen; the newspaper fragment at the bottom-right corner of the work

(fig. 17) politicizes it. This scrap of paper—a map of Europe that Hoch

clipped from a November 1919 issue of BiZ—identifies those countries

in which women could already or would soon be able to vote, including
Germany, which granted women suffrage in the constitution that
became law in August 1919, By placing this clipping at the lower right,
where she normally signed her work, and including a small seif-portrait
head at the top-left corner of the map, Héch identified herself with the
political empowerment of women in postwar Germany. Because the ref-
erence o a kitchen knife in the title of the photomontage—Cut with the
Kitchen Knife Dada through the Last Weimar Beer-Belly Cuftural Epoch
of Germany—alludes to women's work, the image as a whole seems to
suggest, among other things, that the bourgeocis, patriarchal culture of
the Weimar era would soon come to an end precisely because women
could now participate in the political process, It is, after all, usually
middle-class men, in the common parlance, who have beer bellies 3¢
With different emphasis, Hoch restated her disdain for conventional,
middle-class mores in a number of works that unambiguously critique
the institution of marriage. Blrgerliches Brautpaar (Streit) (Bourgeois
Wedding Couple [Quarrel], 1919) (pl.4) shows a couple against a back-
ground of small kitchen utensils made by Alexanderwerk, then one of
Germany's largest producers of household appliances. The petulant
bride, with the body of an adult but the head of a child, at once attracts
and repels her groom, who strains under the weight of his "hat” and the
letter O that is precariously balanced on its brim. When combined with
the recumbent P below, it spells PO, German slang for a child’s fanny
and an allusion, no doubt, to the married couple's puerile behavior. The
similarly titled Blrgerliches Brautpaar (Bourgeois Wedding Couple) (fig.
18), a watercolor from the next year, shows the newlyweds just after the
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wedding ceremony, standing in a cubistic city ce of apartment-

house facades and ch

portals, Having lo zapacity for Inde

dent thought and action, the bride is now quite literally a dressmaker’s

“dumm

. apparently capable only of servicing the ¢ 3 grinder and

stove In the foreground. Die Braut (The Bride, 1927) (page 14)—one

of only four paintings that Héch made using the principle of collag

features a wide-eyed child looking for all the world like an innocent lamb
en route to the slaughter. Anxiously anticipating her new role as mate to
her wooden, unresponsive husband, she gazes with trepidation at the
symbols of maternity and fidelity that float around her.

Late in life, Hoch said that she considered the institution of marriage

a "good brake on wildness, "8 but her work suggests that in the imme-

diate postwar years she had serious reservations about matrimeny-and,

ve baen

especially, its impact on women. Here Hausmann may well h

instrumental, for his disdain for the conventions of bourgeois life, and, in

particular, for marriage, was pronounced. In both published essays and
n private letters to Hoch, he repeatedly argued that the Communist eco-
nomic revolution could not be viable without a corresponding sexual
revolution. Assailing the patriarchal crganization of the family, he even
went so far as to describe marriage as “the projection of rape into law
For Hausmann, the alternative was a matriarchy in which women could
t. This

would include the experience of motherhood. Only by bearing a child

experience a full range of sexuality outside the bonds of matrimor

with him, he argued, could Hoch reach her full potential as a woman. &0

Héch wanted children very much and gave visual ts

imony to her

preoccupation with motherhood in a remarkable series of watercolors

and paintings from the late 1910s and early 192 ironically,
Hausmann, who was already married and had a daughter, proved unwill-
ing (his rhetoric to the contrary) to separate legally or emotionally from
his wife during the seven years he was logether with Héch, Elfriede
Hausmann-Schaeffer did not, evidently, find this triangular relationship
as repugnant as did Hoch, who never condoned the arrangement .52 Her
repeated demands to Hausmann that he break with his wife, and his
tendency to respond by describing her emotional needs as “bourgeois”
and rooted in the pernicious teachings of her father, were the underlying
cause of numerous confrontations between the two, some of them vio-
lent, Not only did Hausmann strike Hoch, he even fantasized about Killing

her precisely so that she could no longer oppose him.2 |t is not surpris-

ing that Héch chose not to bear the two children she canceived with
Hausmann; she underwent abortions in May 1916 and in January 1918.

Hausmann's inability to practice what he preached was not atypical

of the men involved in Berlin Dada. Héch later remarked on the pro-

found contradictions in the behavior of Georg Schrimpf, Franz Jung,

and Johannes Baader as well—all of whom paid lip service to women's
emancipation but, in her view, mistreated their wives and girifriends ™

The same double standard applied in the professional realm, wh

women were by and large personae non grata in the circle of Berlin

Dada. George Grosz and John Heartfield opposed Hoch's participa-

tion in the Dada Fair,®® while Hans Richter remembered her primarily for

the "sandwiches, beer and coffee she managed somehow to conjure

up despite the shortage of money." This now infamous description of

64

girl” caused her much anguish when it was pub

1964 me

v Ne more than Haus

nioir, 8 but prot

et for her work, W

ile they were still to

out her more traditio

but unperceived slight, Hausmann once even asked |

y hirn financially on t

ounds that he—the artist—should nc

have to waste time on pecuniary affa she agreed, using her salary

from U and Hausmann during much of the time

they were together, &

Far the rernainder of her life, Héch would remember her r

jonship

with Hausmann and the Berlin Dac 5 only with considerable pain

Half & century later she still considered it "torture” to think about h

her high hopes for a fulfilled personal and prc snal life had been

dashed at that time: "l was so disappointec

, crush

d, destroyed, that

even today it is almost impossible for me to reflect on these ye

Yet however victimized Héch felt throughout much of her lite, she never

let her feelings get the better of her; early on she learned to parlay her

bitterness into a rich body of work that focuse nder relations

Al first Hoch targeted Hausmann and the Dadaists. As early as 1

him to do

front the woman with the truth that s

h demands always arise out of

the desire to dominate, no matter what other reasons t!

might be,"

Gotthold Heavenlykingdom (Hausmann's fictional counterpart) first

arous female soul that

theorizes and then se

out painting the trea

would thwart “the boundiess flight of his genius.” Although “in theary he

" in his "own hot itwasa

had to agree with the eguality of the sex

very different matter indeed.” Dadaist hypocrisy is also an implicit

theme of Da Dandy (1918} (pl. 6), a portrait of five fashionable women
who are depicted not as active, independent subjects but as frag-
mented objects of titillation for the man in whose head they exist. His

profile highlighted by a bit of red paper that circumscribes his silhouette,

this “Daldaist) Dandy" evidently supports the liberation of women from

male domination in theory only.

, others

If such works critigued gender relations within the Dada cir

more generally problematized popular media stereotypes of Weimar

Germany's so-called "New Woman."’2 Héch had already addressed

the phenomenon of the New Woman in Cut with the Kitchen Knife,

which, as we have seen, was in part a celebration of the energetic,

professional women who would invigorate postwar Germa ny. Yat even

as she was putting the finishing touches on this v

k, Hoch apparently
was beginning to gquestion whether the New Woman of the Weimar

Republic was really all that different from the “old” woman of the Empire.

To be sure, like Hoch, the New Woman was more likely to hold a job

e home and to spend at least some of her wages on leisure

activi She was also apt to be physically as well as sexually active

and to use contrac ves and have abortions. The New Woman

presented herself differently, too, bobbing her hair (again like HE
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a short, boyish style suited to her active life, smoking in public, shaving

her legs, and wearing makeup. Yet these "advances” were compro-
mised by some very real setbacks, discussed at the time in liberal and

left-wing women’s journals. Germany'’s demobilization policies shuttled

warking women into lower-paying, unskilled jobs or fired therm alto-
gether to make room for returning soldiers who, more often than not,

were unwilling to accept the hard-won independence of their mothe

wives, and sisters.® The political inroads made by women also proved

disappointing. With the exception of the Communists, all the major poli-

tical parties proved consistently reluctant to integrate women into the

inner circles of their organizations, tt by making it difficult for the few

women legislators who had been elected after 1919 to advocate legis-
lation that would significantly help their constituency. Although women
now had the vote, it did them little good. ™

Mone of Hoch's works better alludes to the underbelly of the New
Woman phenomenon than an untitled photomontage from around 1921
(pl. 11) that focuses centrally on the aitered figure of a Russian ballet
dancer, identified as Claudia Pawlowa in the source photograph that
Héch cut from a June 1921 Issue of Die Dame. The dancer, then on tour
in Germany, is seen in this original fan phote at the beach, relaxing from
her presumably demanding schedule. Glamorous, physically fit, and
apparently wholly satisfied with her career and personal life, she
appears here as the guintessential New Worman of the 1820s, an icon
of the new social and professional freedoms. By replacing the dancer's
smiling face with one that is pensive—even melancholic—and by
moving her from her glamorous and spacious beach setting to one

crowded solely with mundane mechanical and domestic objects, Héeh

plaintively calls into question the popular media stereotypes of her time.
Her pensive dancer is less the vital and energetic New Woman of the
saurce photograph than an immobilized mannequin who endures the
probing examination of the pipe-smoking male figure leaning inward
from the right edge of the montage.

If this photomontage testifies to Hoch's acute awareness of the
limited roles women could play in early Weimar-era Germany, later
works she made about gender relations bespeak changes in her own
personal and professional situation that may have led her to see things
differently. After attempting to leave Hausmann on several occasions,

in 1922 Hich severed all relationships with him and, more or less, with

Berlin Dada. The subsequent years were evidently very happy ones for

Héch, despite the financial problems that she and all other Germans

endured because of runaway inflation, referenced in Geld (Money,
¢.1922) (pl. 18).75 She had a flurry of activity at Ullstein, publishing at

least twelve handiwork designs in Die Dame alone between 1922 and

1925. She also became close to Kurt and Helrma Schwitters, whom ¢
had first met through Hausmann and who introduced her in turn to He

Arp and Sophie Tasuber-Arp and to Theo and Nelly van Do

burg. Maore

lighthearted and playful than the deadly serious Hausmann and his ©
leagues in Berlin Dada, these artists invited Hoch to accompany them
i

n

ed her in Berlin. She, in turn, fred

ations and regularly v

their homes and studios, where she was introduced to a wide array of
new professional contacts. On one memorable trip to Paris in 1924,

Héeh visited the van Doesburgs and through them met, amoeng others,

Piet Mondrian, Tristan Tzara, Jacques Lipschitz, Man Ray, Constantin

BY DESIGN

Brancusi, Ameé ifant, and Sonia D

shared textile designs.™ After she separ
9

also came into frequent contact with the Bauhal
cially Laszld Moholy-Nagy and his wife, Lucia Moholy, whom she

visited in Weimar on several cccasions. Collaborations ensued.

worked intensively with Schwitters on plans for an "anti-ca

ortunate and constructed not one but two

y, never realized,”

in his legendary Merzbau in Hanover, Indeed, H

particularly close to Schwitters, in part, perhaps, because she shared

formal and aesthetic issue: yainted nat-

ogether they

his respe

tic landscapes while Schwitters practiced his tone poems and

made assemblages from driftwood.™

an artist, not simply an append:

she had ample opportunity to obs

and professional relationships

Arp was particularly supportive of his wife's artl

Héich later said that he and Schwitters v

ew male

mong the very

and

artists she knew who could genuinely appreciate a woman's talent

treat her as a colleague.™

erhaps not surprising, then, that the to and style o
P F g

ound this time, Like Die

works about gender relations changed s

Kokstte | (The Cogue
more rectilinear, showing the formal influence not of Expre:
Dada but of international Constructivism. And although a critical sub
text is still present in them, they now take the woman's part less obvi-

ously. The New Women of The Coquette | and of Die Kokette Il (The

Coquette ll, c. 1925) (pl. 27) are indeed objectified by the bestial men
below them, but now their coguettish poses undeniably invite the gaze
Der Tra

fun at both the bride and the groom, wha, the title implies, deserve each

im seines Lebens (The Dream of His Life, 1825) (pl. 28) pokes

other. The humor is at the expense of everyone in these works, which

exude the good-natured, rollicking fun that Hoch shared with the

Schwitterses, the Arps, and the van Doesburgs in the

It was while visiti ;. in the Netherlands in 1926 that

Hoéch met Til Brugman, a gifted linguist and writer with whom she imme-

diately began a lesbian relationship that lasted nine years.® Both

ers and van C

Schwi yesburg had already published Brugman's tone

and De Stijl, in 18

and

poem “R" in their respective journals, Me

Mondrian had been friends with Brugman since childhood, so it is likely
that Hoch already knew of the writer prior to their introduction. Hach

n in the same breath, claim-

would later speak of Brugman and Hausn

ing that "dominant personalities have always been attracted to me

That was something of my misfortune."8 Yet, although she maintained

that her own energy had been sapped by Brugman's "strong personai-

ity and pronounced desire to dominate, "% extant letters from Brugman

ncerned indlvidual v

o Hoch portray an exceptionally caring and ¢

was very much in love with Hch and often doubted that her own

intense feelings were reciproc At least at the outset, there is no

doubt that they ware. Writing er Grete from The Hague soen

after she met Brugman, Héch spoke of how thoroughly disgusted she
!

5 women can form a single rich and balanced life To be closely

was ‘be a model of how

s with men, noting that she and Brugman wou

conn with another woman for me is something totally ne
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it means being taken by the spirit of my own spirit, confro d by a very
close relative.”® Within weeks of their first meeting, Hoch packed up
her Berlin residence and moved into Brugman's apartment in The

Hague, whose int

ior design by Vilmos Huszar and furniture by Gerrit
Rietveld defined its Constructivist look. In 1929 the couple returned to
Berlin, where they lived tagether until 1935.

Again, Hoch's gender-relation photomontages underwent a subtle

metamorphosis. Same-sex couples now made freguent appearances,

as in Auf dem Weg zum siebenden Himmel {On the Way to Seventh

Heaven, 1834) (pl. 70),% a reprise in phatomontage of Héch's Dada

11

dolls from 1916 (fig. 19). These adult female dolls—with their pinched

waists, pursed red lips, and pronounced breasts and nipples—have
been said to subvert the long-established function of baby dolls, which

is to inculcate young girls with conventional feminine values of nurtur-

ing.28 The saucy, irreverent dells are furthermore said to have turned

the tradition of handicraft against itself by sabotaging the sort of tradi-

tianal femininity that handicraft would normally seem to promulgate.
Yet Hoch's contemporaneous writings on handiwork, discussed above,
suggest that she likely meant the dolls not se much to subvert as to

extend handicraft traditions. It is, in fact, probable that Hiich called them
3l Dadla

“Dada" dolls only when some were shown at the First Interna
Fair in 1920; when she made them in 1916, she very likely had hoped to
publish them in one of Ullstein's women's magazines.® By the time she
made On the Way to Seventh Heaven In the early 1930s, however, she
doubtless intended the female dolls, here translated into photomon-
tage, transgressively. Like the similarly upbeat pair of Vagabunden
(Vagabends) (fig. 20) from around 1926, they are a testimony to the joys
that a lesbian relationship could bring.

Less celebratory is the photomontage Liebe (Love, 1931) (pl. 61),

which also features two women. The title of the work derives from the

Love series of which it was a part, which Héch began as early as 1923
and worked on intermittently through about 1931.88 Each of the six
or seven works in this serles, including the two Coguette images

discussed above, problematizes sexuality in some way, but Love is

unique in its portrayal of homosexual love. It is also unigue for the level
of anxiety it generates: only the most unusual viewer would feel no
discomfort at the sight of its drowsy female nude, reclining on “pillows"

at the bottom of the picture, who is either unaware of or undisturbed by

the bug-headed, winged pair of legs that hovers directly above her.

More subtly disquieting is the simple yel remarkable effect that is the

result of a cut-and-paste operation Hoch performed on the recumbent
woman. By snipping two arcs into the top of her lower leg and posi-
tioning their point of intersection precisely at the pubic region of the
torso to which they are attached, Hoch created the illusion that this
single leg Is really two; when we fook at the woman's feet, she appears
to be normally two-legged, but if we shift our gaze to the groin she

becomes disconcertingly three-legged.
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If same-sex couples now began to appear more frequently in Héch's

photomontages, so too did androgynous figures, although this was

probably

5 much a reflection of Hoch's evolving collage aesthetic

as it was of her relationship with Brugman. In her early work, Hoch fre-

quently crossbred men and women, Cut with the Kitchen Knife, fo

example, is filled with female torsos topped by male heads. Yet because
the differently gendered body parts are so obviously mismatched in
this and other of her Dada works, none of these hybrid figures seem
androgynous. By the mid-1920s, however, Héch had largely aban-

doned the irreverent mode of address that characterized her work from

the early Weimar period and had begun to develop instead a more
evocative aesthetic, influenced, perhaps, by her encouriter in Paris with

Surrealism. During the late Weimar era, Hoch almost always chose to

use similarly scaled photographic fragments of body parts in her col-

lages, as she did with the figural elements of Love, skillfully cutting and

fitting them together so that any discrepancies of proportion were min-

imized. In Dompteus amer, ©.1930) (pl. 60), for example, the female

mannequin’s head and neck seem to grow organically out of male

shoulders and arms, which, in turn, are crossed in front of a female torso

thatis precisely scaled to size. Although the figure can never be resolved
as a unity, neither can it be torn apart, and it is thus that it functions
androgynously. &

Androgyny, of course, was not merely a perst f Hoch's

| CONCam ¢

at this time."? Because the phenomenon of the New Woman blurred

what formerly had been clear-cut definitions of sexual identity and gen-

der roles. androgyny was a highly charged issue throughout Germany

inthe 1

The popular press addressed the

topic time and again,

occaslonally in articles with suc

titles as "The Supremacy of the

Glands" or "The Riddle of the Glands," which appeared, respectively, in

two of Hoch's favorite Ullstein magazines, Die Koralle (The Coral) and

Uhtt (Yoo-Hoo).®! Sober and matter-of-fact, the argued that

certain secretions of the glands could produce true hermaphrodites
who possess both male and female sex ¢

nonjudgmental article about women wi
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three or four others in the popular press that were implicitly or explicitly
critical. One photograph in Die Woche (The Week), another jaurnal
Hach often used for source material, showed four short-haired women,
dressed in suits and applying makeup (fig. 21).92 Accompanied by the
caption “Fernale inconsistency: masculine haircut, maseuline clothes,
and—powder and makeup,” it unambiguously conveyed the sneering
message that while women, in general, are silly and inconsistent, those
who try to be like men are even more so.

Héch's Die starken Ménner (The Strong Men, 1931) (pl. 62) disputed
this mainstream discourse on androgyny as well as its corollary: the
popular celebration of feminine women and masculing men, The sil-
houettad male figure in the background of this photomontage is Max
Schmeling, the world heavyweight boxing champion whose photograph
Héch clipped from a 1926 issue of Der Querschnitt. Boxing, of course,
was all the rage in Weimar Germany, especially among members of the
literary and artistic avant-garde, who celebrated the pugnacious sport
riot just as an antidote to effete modernism but, as David Bathrick has
described it, as “Darwinian license to revalorize and reassert the threat-
ened male ego in the age of collectivization."* Schmeling, in particular,
was lionized in the 1920s, and any contemporary German would have
recognized the silhiouette in Hoch's photomontage as his, even though
his features are hidden by the colored papers collaged over the photo-
graphic reproduction. As if to negate everything Schmeling stood for,
Hoch superposed a half-male, half-female face over his muscular chest;
by virtue of the way in which the two halves are joined together, the face
seems to puzzle over the antics of the male figure behind it. Hoch often
positioned such androgynous figures on top of or above other elements
in her photomontages, thereby privileging them and underscoring what
they represent: a breakdown of rigid gender definitions.

Indische Tanzerin (Indian Dancer, 1930) (pl. 53),% which Hoch made

around the same time as The Strong Men, also addresses the issue of |

BY DESIGN

an be reac

androgyny. Although the work ¢

I on the simplest level as
an iconic representation of a classical Eastern dance pose, with tilted

hes

and elaborate headdress, it also resonates in different ways.=

255 Renee

The central figure is composed from an image of the act

(Maria) Falconetti in Carl-Theodor Dreyer’s La Passion de Jeanne d'Arc

(The Passion of Joan of Arc, 1928) (fig. 22), a legendary silent film that

: the final twenty-four hours of the young medieval heroine’s

when she is acc

ised of witchcraft and brought before an ecclesi-

al tribunal. %8 Dreyer's idiosyncratic recounting of the trial turns in

part on the issue of a female in male dress. Joan refu

the garb she had donned to fight in the French army until God instructs

her to do o' ultimately she is condemned as a heretic and burned at the

stake as much for this as for her insistence that sheis c

The specific media source of the Falconetti
f

ter of God,"” the judges tell her, but rather “the tool of Satan.” At the

ek, but nothing she

the all-male tribunal of priests that condemns her. Ir
has superposed a rigid wood mask over this close-up of the saint’s
and mouth, thus creating a powerful visual metaphor of Joan's inability

to speak and be heard. Of particular note is the crown the martyr wears

here, which is fashioned not of plaited straw, like the one Joan makes

for herself In one particularly poignant moment of the film, but of stark

gray papers decorated with knife-and-spoon cutouts. Héch's Joan of

Arc Is thus not merely the celebrated Christian saint but, more gener

ally, a tragic symbol of Everywoman, whose voice is silenced by overde-

termined gender roles. Even the bright foil that gleams from behind her
domestic tiara does little to lighten the meod of this haunting image, with
its complex and multilayered references to film, religion, and, above all,
inspirational women whose power is feared and destroyed by men.

tis not surprising that Héch should reference a movie as popular as
The Passion of Joan of Arc in one of her photomontages,; particularly
since she was a devotee of the cinema almost from the time she arrived
in Berlin, Especially in the late 1920s, when she was living with Brugman
in the Netherlands, Hoch regularly attended screenings of avant-garde
films in The Hague, Rotterdam, and Amsterdam. On her return to Ger-
marny, she not only joined a German film league but published on film
censorship and sat on the editorial board of the Czech film periodical
Ekran (Screen).®’ But as much as Indian Dancer Is about film, so, 160, is
it about tribal art and ethnography. The photegraphic fragment super-
posed atop Falconetti's face, which Héch clipped from a 1925 issue
of Der Querschnitt, is a wooden dance mask from the Bekom tribe
of Cameroon. The work is part of the series Hoch called Aus einem
ethnographischen Museum (From an Ethnographic Museum), a group
of some seventeeh photomontages remarkable for their formal and
thematic coherence as well as for their technical sophistication.
Although much interpretive work remains to be done on this complex
series, the recent discovery of many of Hoch's media sources has
significantly added to what is known about both the form and content
of these fascinating works.
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From an Ethnographic Museum:
Race and Ethnography in 19205 Germany

When Germany began its colonial expansion in the early 1880s. mos
its citizans assumed that the acquisition of overseas territories would
help the nation economically and militarily. Few if any realized then that
the violent suppression of tribal peoples in Africa and Oceania would

also have a tre

iendous impact on Germany's culture. Yet with the con-
quest of distant lands came the booty that formed some of the greatest
ethnographic collections in the werld, including the Ethnographisches
Museum in Dresden and the Museum fur Vélkerkunde in Berlin. Prior

to World War |, the Br

ke arlists drew on these and other local reposi-
tories of tribal culture, including the displays of natives in ersatz habitats
that were featured In German zoological gardens and the exotic acts
then popular in cabarets and circuses.# By copying artifacts in ethno-

graphic museums and fashioning elaborate "primitive” studio deco-

rations jood carvings, the Expressionists simultaneously paid
homage to the cultures of Africa and Oceania and laid bare the imperi-
alist and racist consciousness of their times. The painter Ernst Ludwig

Kirchner, in particular, called up stereotypes of the voracious, sexual-
P ¥E

ized black body to promote his own ideas of sexual liberation and to

validate his artistic style.%9
It was doubtless by way of Expressionism that Héch was initially

exposed to tribal art. Hausmann (who, as mentioned, had been affili-

ated with the artists of Walden's largely Expressionist Der Sturm gallery)

especially admired Carl Einstein, author of Germany's first scholarly

study of African sculpture, Megerkunst (Negro Art), published in 19

he obtained a copy of the book and added marginalia identifying the

plates late in 1916. was around this same time that Hoch, too, had

o
il

rst engaged with tribal art, with her 1915 student book-cover design
5

). Yet, ultimately, Hoch's concern with gender

ssues took prece-

dence in her work of the late 1910s and early 1920s, and it was not until

the mid-1920s, at the earliest, that she began to engage

vith ethnog-
raphy in any significant way in her art,

By this time, the cultures of Africa and Oceania had taken on diffe-

e WA 2

rent associations in Germany, for, with its defeat in the First Waorld War,

the country had lost its overseas territories. Rather than abandon its

colonialist aspirations in 1918, however, Germany's new republican

government, together with the nation's most important colonialist lob-

bying group, the Deutsche Kolonialverein (German Colonial Society),

mounted a propaganda campaign designed to foster the reacquisition

of African and other non-Western territories. Public opinion in the early

Veimar era was significantly shaped by s ous yet ubiguitous argu-

its that the Germans were a people without Lebensraum (space to

Germans

of national honor, that th

), that colonies were a symb

had a right to colonies, and, above all, that it was their mission as part

undeveloped” races.’™ The flame

of the white race to help civ

colonialism were further fanned when Germany defaulted

1923 and the Rhineland was
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troops from France's overseas territor Newspaper articles, pam
F

phiets, novels, and even movies told of the “Black Horrar on the Bhine,”

where hordes of savages allegedly roamed the co
£ gedi)

untryside at will, rap

ing the women, infecting the population with all manner of tropical and

other

liseases, and, worst of all, polluting the native German blood with

Mischlingskinder (children of mixed rac

Hach did not address these issues directly in either her diaries or her
letters. But as early as 1924 she pointedly referenced the contemporary

discourse about race in Mischling (Half-Caste) (pl. 29), a photomontage

woman with the face of an otherwise

that conjoins the mouth of a w

dark-skinned woman. More critical is Liebe im Busch (Love in the Bush,
1925) (pl. 30), which portrays a black male embracing a white female in

a stand of bamboo trees. Althc

it is the man who hugs the woman

here, her smiling face and ¢

uettish glance suggest not only that

she en ct, but that she may, in fact, have flirtatiously

initiated the embrace—a truly radical statement at a time when many

Germans were de

ribing all liaisons between black men and native
white women as rape.
If Half-Caste and Love in the Bush questioned contemporary dis-

peoples, the Ethnographic Museum series

(pls. 42~ oresenta-

15 of non-European culture in the 1920s. Like Indian Dancer, all of the

photomontages in this series prominently feature photographic frag-
ments of non-European sculpture from Africa (pls. 42-46, 48, 50, 53),

East and Southeast Asia (pl. 52), the Pacific Islands (pl. 49), and North

America (p ). These are combined with image-

agments of human

figures, most of them women, and the composite figures are then

ally framed within rectangles or squares or sit on forms that are sug-

gestive of pedestals. In both title and compositional format, then, these
works make explicit reference to the ethnographic museum and its
categorization and display of tribal artifacts.

In fact, the series evidently was inspired, at least in part, by actual

ethnographic museum displays. Late in life, Hoch credited the series
to a visit she hs
Leit

and inanthrop

1 paid in 1926 to the Rijks Ethnographisch Museum in

both in vitrines

den, where she saw ethnographic artifacts insta

ological mise-en-scénes that portrayed tribal life.'°2 That
same year, the Museum flr Volkerkunde in Berlin reinstalled its ethno-
graphic collection to great acclaim, and this doubtless provided Hach
with additional inspiration.’® Yet she may well have begun to work
on the series as early as 1924,'% when a subsidiary of Ullstein, the

Propylaen Verlag, began to publish Alfred Flechtheim's Der Querschnitt.

)

Flechtheim, a Francophile dealer of modern art with galleries in Diissel-
In May 1928, just

ch left on the trip to the Netherlands where she would meet

dorf and Berlin, also collected and sold tribal art, ¢

befo

Til Brugman, Flechtheim mounted a spectacular exhibition of his own
g H

personal collection of South Seas sculpture in his Berlin gallery and
published an accompanying catalogue that included a foreword by
Carl Einstein. He popularized tribal art even more effectively in Der

Querschnitt, publishing artifacts from Africa and Oceania, photographs

of tribal peaples, and, occasionally, articles on tribal life and art by t
torians and ethnographers, This periodical was, in fact, the main media

sourc

e of the Ethnographic Museum series; of the twenty-six photo-

graphic reproductions of tribal objects that have been located to da
L |

twenty derive from Der Querschnitt 197
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The January 1825 issue was a particularly rich source of tribal-art
imagery, and Hoch used it to full advantage. No fewer than seven of
the works in the Ethnographic Museum series are composed of pho-
tographs she clipped from this issue, some of which served as a source
for two or more photomontages. Indeed, by cutting a single photograph
into multiple pieces and then using the fragments in several different
works, Héch not only maximized her means but established tonal, com-
positional, and thematic harmonies that resonate throughout the series.
The composite heads of Mit Mitze (Aus einem ethnographischen
Museum IX) (With Cap [From an Ethnographic Museum 1X],1824) (pl. 42)
and Hdrner (Aus einem ethnographischen Museum X) (Horns [From an
Ethnographic Museum X], 1924) (pl.43)—two of only three figures in the
series that are clearly male-gendered—seem related not only because
they are silhouetted againat the sarme combination of rectangular black
and brown papers, but also becauss a photograph of a mask from
Nigeria is their common source, Hoch snipped the image out of Der
Querschnitt and cut it horizontally in half, using the top fragment in
Horns and the bottom in With Cap. Even works as otherwise dissimilar
as Trauer (Sadness, 1925) (pl. 44) and an untitled piece from the series
from 1930, now in the Museum fur Kunst und Gewerbe, Hamburg
(page 137) have the same origin: a Der Querschnitt phatograph of three
ivory pendants from the former Congo. Hoéch fashioned a head for the
figure in Sadness out of a portion of the center pendant, and one for the
figure in the untitled piece from the pendant on the right. %%

As striking as such interserial relationships are, the alliances within
individual photomontages—whose eerie, hybrid figures read simulta-
necusly as whole and part—are even more compelling. The head, torso,
and “legs” of Denkmal | (Monument |, 1924) (pl. 46) seem organically
connected because they are similarly scaled and precisely trimmed to
avoid any discrepancy of proportion; yet because each is of a different
color, the figure can never be unified into a cohesive whole. The silver-
gray of the figure's head, a photograph of a carved sculpture from
Gabon that was published in a 1924 issue of Der Querschnitt, contrasts
subtly with the gray-green of the female torso below, a photographic
fragment of a stone statue that was published in the 1925 issue of the
magazine discussed above. More visually jarring are the orange "legs”™:
one is actually an upended, folded arm and hand; the other—the slip-
pered foot and leg of the actress Lilian Harvey—derived from a 1928
issue of BIZ, whose black-and-white photographic reproductions were
typically more sepia in tone than those of Der Quer.

hnitt. The strategy
is reversed in Die StBe (The Sweet Ong, 1926) (pl. 50), in which the body
parts are all of one color but differ in scale. Whatever tactic is employed,
throughout the series Hich consistently undermines the viewer's initial
perception that these hybrid creatures are real and whole by pointedly
calling attention to their fragmentary and constructed nature.

This approach contrasts strikingly with the treatment of the figure by
artists in the Surrealist movement, some of whom Hich met and social-
ized with on her 1924 trip to Paris, Georges Hugnet also used pho
tographs of bodies to bizarre effect, but typically he did not fragment
them and so they remain resiliently whole. Max Ernst, too, created
strange hybrid creatures by cutting up and reassembling Victorian steel
engravings In his cellage-novels La Femme 100 Tétes (The Hundred
Headless Woman, 1929) and Une Sermaine de Bonté (A Week of Plenty,

1934) (fig. 23), yet his composite figures, while fantastic, always seem

BY DESIGN

age-nove

utterly real because there is no disjuncture of scale or color. Indeed, the
Surrealist dream narrative depends on a seamless technigue, which evi-
dently was of little interest to Hoch.'%

Surely it is of some significance that here, as elsewhere, Hoch did not
disguise the diverse origins of the photographic reproductions she used
but rather called attention to them, thereby implicitly referencing the
mainstream press and its representations of non-European cultures
Not surprisingly, these were patronizing to the extreme. Wholly typical
was that January 1925 issue of Der Querschnitt, which provided Hoch
with so many sources for the series, Its lead article—Albert C. Barnes’s
“Die Negerkunst und Amerika” (Negro Art and Amaerica)''®—linked the
evolution of Negro spirituals to the history of black slavery and oppres-
sion, and although the author is effusive in his praise of the rhythms and
harmonies of this African-American art form, his description of “the

average Negro” who created the spirituals as more "natural” and "soul-
ful" than the civilized white man lays bare his essentialist prejudices
“If the Negro is the simple creature of his past, guileless, without bitter-
ness, easy-going, wise, and helpful, then he can make a pact with us
to promote a rich American civilization."” The essay was not illustrated
with photographs related to Negro spirituals, and thus readers were left
to draw connections between the Issue’s many photographs of African

tribal art and the author's characterization of composers of American

Negro spirituals as "simple,"” “natural,” and *uncivilized." The vast

differences between the cultures of black America and black Africa

were thereby elided in faver of an essentializing presentation of the
black “Other."

it would certainly be foolish to ascribe to Hoch a posteolonial con-
sciousness fully cognizant of the underlying racism that informed such
representations. Yet Hoch was a sly commentator on contemporary
issues and events, and as such was perhaps struck by the simplistic
characterizations and sanctimonious tone that typified the mass-media

coverage of non-European culture. Indeed, her technigue of silhouet

ting the figures in her Ethnographic Museum series against framed
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ar rectanc

square: Jles or perching T on pedestals seems to suggest

that they have been categorized, agsthe ed, and, ultimately, denied

active function. Here it is doubtless significant that only three of the

some seventeen figur

s In the series are unambiguously male in gen-

the others unite photographic fragments of tribal sculptures with

media images of contemporary women. Perhaps be she, as a

woman, had so often been trivialized, Hoch intuitively empathized with

the disrespected and exoticized "Other” of non-European culture.

The technical finesse Hoch brought to the Ethnographic Museum

series was now so refined that she could suggest a wide range of emo-

tions by combining just a few fragments of photographic reproductions

from the mass media. While the female figure in Denkmal |I; Eitelkeit

(Monument Il: Vanity, 1928) (pl. 48) seems haughty and disdainful, the

woman in Monument | appears annoyed. With her arm rigid and her fist

ched, she glances over her shoulder through eyes that have been

narrowed to slits. The puckish figure in Negerplastik (Negro Sculpiure,

1929) turns its face jauntily to the side, but the melancholic women of
The Sweet One and Mutter (Mother, 1930) (pl. 51) gaze outward with
quiet resignation. By working her cut-and-paste wizardry on media pho-
tographs, Héch now fashioned figures so eloguent that they seem auite

literally to speak

HOCH IN THE LATE WEIMAR €RA

it was while making the Ethnographic Museum series that Hoch first
d araf

began to receive recognition for her work in photomontage. Indeed, few

of her artistic effarts, aside from her textile and poster designs, were

ly,
saw the onset of the Great Depression and the rise of Hitler and National

acknowledged publicly until the end of the 1920s, a period that, no

Socialism in Germany—economic and sociopolitical developments that
¥ I

cted Hich's art and career decisively for years to coma.

For reasons that are not entirely clear, after her initial exhibition of

nontraditional works at the First International Dada Fair in 1920, for most

of the subsequent decade Hiich chose to represent herself publicly only

with her textile designs or paintings, although her exposure in this latter

medium wa limited. """ (Throughout the 1920s, she exhibited

at the most a few oil paintings and works on paper annually, and these

were hardly ever reviewed.!'?) It was not until 1929 that she again

showed photomontages, this time at the invitation of the Deutscher

Werkbund committee that organized the landmark Film und Foto (Film

and Ph

ion in Stuttgart. Héch was represented at this

tremendously popular event with eighteen or so photomontages, which

were s

2n by well over 10,000 visitors in Stuttgart alone and by

thousands more when a smaller version of the exhibition tr ed to

Zurich, Berlin, Vienna, Danzig, Agram, Munich, Tt , @and Osaka.''% It

was also in 1929 that Hoch had he 1at the De

one-person exhibitio

Bron gallery in The Hague, where she showed sixteen oil paintings and

numerous drawings and watercolors, This exhibition subsequently

erdam and Amste licited

dam, and, together with FiF

sive comment in the local pr

and photomontagist was thus launched

72

I'he majority of Dutch reviewers disliked the paintings, which they

were "shrill,” “sarcastic,” "bitter," and overly "intellectual.”"* By con

trast, Hoch's photomoentages were well received in Germany; there,

critics emphasized how “ir ious™ they were, and if some called atten

tion to the “satirical” nature of the work, unlike their Dutch counterparts,

they did not do so pejoratively.!'s Hoch's colleagues were ally

impressed with the photomontages they saw at FiFo. The critic Franz
10ld asked if the

of them—Von Oben (From Above, 1926-1827) (pl. 38)—in their forth

Roh and typographer Jan Tsc ould reproduce one

coming book foto-auge (photo-eye), and Josef Albers, who evidently

first encountered Hoch's work when FiFo was shown in Berlin, inquired

if she would trade one of her phatomontages for one of his industrial

glass paintings.1®

Other successes were soon forthcoming, In 1931 Héch was invited
to participate in a major exhibition of photomontage that took place
at the Kunstgewerbemuseum in Berlin. Along with John Heartfield,
Andre Kertesz, Alice Lex, Laszlo Moholy-Nagy, Oskar Nerlinger, Albert

Renger-Patsch, and other prominent artists of the day, Héch was rep

resented here with at least nine photomontages, which were shown at

another photography exhibition in Essen later that year.''” It was at the

Kunstgewerbemuseum show that Hoch met the wealthy banker Eduard

von der Heydt, then well known as the owner both of the health spa

Monte Verita In Ascona, Switzerland, and of an impr ve collection of

modern, tribal, and Asia

art.''® When Hoch told von der Heydt that

e had used mass-media photographs of works in his collection as

the basis for two of her Ethnographic Museum pictures, he promptly
g P Py

tremendously validating.

By 1932 Hoch had even established a reputation for her work in pho

tomontage beyond Germany and the Netherlands. That year she was

Invited to participate in both the Philadelphia International Salon of Pho-

tography at the Pennsylvania Museum of Art (now the Philadelphia

Museum of Art)129 and in the Exg rnationale de la

photogra

it the Palais des Beaux Arts in Brussels, where she exhi

ph bited eight

pieces, 2! But the biggest feather in her cap was doubtless the planned

exhibition of her photomontages and watercolors at the Bauhaus in

Dessau.’?? Hbch was first contacted in April 1932 by Christof Hertel,

business manager of the Bauhaus, who proposed to mount an exhibi-

tion of her work that would open in mid-May. Hertel later revealed that
Hach's exhibition had special significance, for it was the twenty-fitth that

the Bauhaus had organized and thus an anniver:

ary show. But because

Hertel became ill, the opening was delayed until the end of May, and

Héch, who planned to attend, sent fifteen pl

ymontages and thirty
one watercolors that arrived at the Ba
b

public func

s on May 24. Only then did it

me

ar that the Dessau city council, which had always provided
Y }

is for the Bauhaus but was now dominated by National

Socialists o disapproved of litics and art, was deter

e faculty's

mined to ¢ the fate

chool. Although the council wrangled over th

of the building, staff, and students until Aug

, already by June 1

Hbch's work arrived back in Berlin, he ¥ neither faculty

nor students
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By this time, of course, Hoch was acutely aware of National Social-
ism. The cnset of the depression in Germany, in 1929, had created
mass discontent with the mainstream political parties of the Weimar
Republic and swelled the ranks of both the far left and right. As a result
of the Reichstag elections of September 1930, the Nazis increased their
parliamentary representation from twelve to 107 deputies, an astonish-
ing gain that brought the party to the attention of many who had previ-
ously considered it to be on the lunatic fringe of German nationalism.
Like so many others, though, Hich did not initially fully comprehend the
danger, and this is evident in her work.

One photomontage is especially telling. A composite image of a male
adult and a bawling baby, the collage has been known for years as Der
kieine P (The Small P, 1931) (pl. 65), based on the inscription at the

lower right of the image. Yet, as Hoch noted somewhat enigmatically on

the back of a photograph she later made of the work, this nonsensical

title was not the original one.'2* "Der kleine Pg" was first inscribed just
below the “H.H." that is now at the lower left of the photomontage, on
a plece of paper that Hoch subsequently removed. When the collage is
held in a raking light, this unmistakable reference to a Parteigenosse (&
member of the National Socialist Party) is still evident in the form of

indentations in the backing page that were created by the pressure from

the artist's pen or pencil.’ The exact position of the now-missing scrap
of paper is also evident from the discoloration of the areas below
Héch's initials, where it was originally glued. But if there is little doubt
that Hoch later removed the Parteigenosse reference and retitled the
collage from fear of sure retribution, it is equally certain that when she
made the work in 1931 she was not yet intimidated by the Nazis. This
infantile “little party member" is made to look ridiculous, not threaten-
ing, and the mode of address here is spoof, not critigue.

A more problematic image in terms of its statement on National
Socialism is Bauerliches Brautpaar (Peasant Wedding Couple) (pl. 66),
which Héch made in the same year as Der kleine P. Silhouetted against
a schematized farm landscape that includes a pair of arms holding &
milk canister, a cow's head, a herd of cattle, and a barn is the “wedding
couple” of the title, The bride is represented by an ape's head with
blond braids and the legs of a child, and the groom by a black head that
wears a hat and boots, These boots are central to the reading of this
image, for they would have been recognized by any German of the time
as those of a Nazi storm trooper, Likewise, the blond braids of the bride
would have been immediately associated with the pervasive Blut und
Boden (blood and earth) rhetoric of National Socialism, which held that
the Nordic, Aryan race was purest amidst the peasantry of Germany
that worked the land. By endowing this stereotypically Aryan wedding
couple with the heads of a black man and an ape, Héch ridiculed this
very notion of racial purity while simultaneously betraying the extent to
which she had internalized it. For although Peasant Wedding Couple
does indeed suggest that the German race "degenerates” through the
intermarriage of Nazi to Nazi, it does so only at the expense of the black

man, who is ranked here, as in National Socialism, together with the

animals in the (d)evolutionary chain. That Hoch, who consciously
refected the Nazis and everything they stood for, could nevertheless
unconsciously implicate herself here is some indication of the strength

and pervasiveness of the racist ideclogy of the times.

After the National Socialists came to power in 1933, Héch became

more acutely aware of the threat to herself and others. In April 1933 she

received a letter from an artists' cooperative to which she belonged,

BY DESIGN

asking her to sign a declaration supporting National Socialism and pro-
claim her gentile descent; she refused and promptly resigned from the
organization.'28 She similarly refused to fly the Nazi flag outside her win-
dow on official holidays and thus brought unwelcome serutiny from
neighbors and Nazi officials, who visited her in her Friedenau apartment
on several occasions.'2” Letters from friends outside of Germany make
velled references to Hoch and Brugman's plans to emigrate and repeat-
edly express curlosity about their remaining in Berlin.'?# Tha couple’s
decision not to leave may have been influenced by the fact that Hoch
became critically ill with an exophthalmic goiter in the summer of 1934
Her operation on July 12 in Berlin possibly saved her life, but it left her
physically, emotionally, and financially devastated for some time to
come. For whatever reasons, Hoch stayed where she was, and in s0
doing effectively undermined her public career for years,

Initially it was still possible for her to exhibit outside of Germany
In 1934 she had a large show of forty-two photomontages in Brno,
Czechoslovakia'?® and an exhibition of watercolors in The Hague, where
she showed again in 1935. Yet this was Hoch's last significant profes
sional appearance until after World War |1, In 1837 her work appeared
in Wolfgang Willrich's book Die Sduberung des Kunsttempels (The
Cleansing of the Temple of Art), a Nazi tract devoted to exposing
the cultural enemies of the Third Reich.'®® Aithough she was not repre-
sented in the infamous Entartete Kunst (Degenerate Art) exhibition,
most of her friends and colleagues were, and she obsessively visited
the show at its venues in Munich, Berlin, and Hamburg in 1937 and
1988.13' By this time, Hoch had separated from Brugman, having fallen
in love with a businessman whose lucrative trade provided her for a time
with a confortable lifestyle and, perhaps, a certain degree of political
immunity.'32 She moved with him to the distant Berlin suburb of Heiligen-
see in 1939; in 1942, he left her and she lived out the remainder of the
Third Reich in relative isolation. Although forced to keep a low profile
because of her past political and cultural affiliations, she was still able to
work and, above all, to survive

Thus the Weimar era ended for Hoch much as it had begun, with her
work in photomontage again marginalized. At the very outset of her
career, the all-male group of Berlin Dadaists had spurned the essential
farmal and thematic characteristics of her art, with its aesthetic roots
in design and handiwork traditions and its thematic base In the phe-
normenon of the New Woman. We cannot know the extent to which the
contacts Héch made with more like-minded artists after she separated
from Hausmann in 1922 might have afforded her more public acclaim,
for her move to The Hague In 1926 distanced her from the Constructi-
vists and Surrealists, Only on her return to Berlin in 1929 did she finally
begin to receive accolades for her photomontages; but these voices
were all too soon silenced by the assumption to power of the National
Socialists. That Hoch continued to work in photomontage with little
public validation throughout the Weimar and Nazi eras is a tribute not
only to her abiding love for the medium but to her strength of purpose
Against all odds, she kept faith in herself and in her medium of choice,
and only thus was able to craft a body of work that is unigue in both

form and content.
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DIE KOKETTE I (The Cogquette 1) 192319
PHOTOMONTAGE WITH COLLAGE

T %X 8 Vs IN (18,5 X 20.5 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART

rers. aky

wontages, t
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DIEKOKETTE H ( The Cogquette IT}  ©. 1925
PHOTOMONTAGE WITH WATERCOLOR
SIAXSAIN (13X 134 CM)

COLLECTION PETER CARLBERG, HOFHEIM, GERMANY
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DER TRAUM SEINES LEBENS (The Dream of His Life) 1925
COLLAGE WITH PHOTUGRAPHS AND PRINTED PAPER ON MARBLEIZED PAPER
I1 4s X 8 W IN, (30 X 22.5 CM)

COLLECTION THE MUSEUM OF MODERN ART, NEW YORK
ANONYMOUS EXTENDED LOAN
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MISCHLING (Half-Caste) 1924
PHOTOMONTAGE
4 3AIN (11 X 8.2 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART

During the post-World War | occupation of Germany by the Allies, France stationed indigencus troops from its overseas
territories in the Rhineland, The presence there of black or mixed-race Africans and West Indians was Inlensely resented
by many Germans, and racist propaganda began to spread about 40,000 "black savages” roaming the Rhineland at will,
raping the women, Infecting the population with all manner of tropica!l and venereal diseases, and—worst of all—father-
ing “Mischlingskinder," or children of mixed race. The "Rheinlandsbastarde” (Rhineland bastard) controversy reached its
height in 1823, when territorial forces also occupied the Rubr and President Friedrich Ebert denounced their presence as
an "injury to the laws of European civilization." Here, Hoch alludes to this heated debate by conjoining the head of a blac
woman to the lipsticked mouth of a white woman and titling the image Mischling, a term then firmly linked to the so-called
“Black Horror on the Rhine.” — MM

As reproduced in Hoch's scrapbook, ¢ 1833, p.58
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LIEBE IM BUSCH {Love in the Bush) 1925
PHOTOMONTAGE WITH COLLAGE
OXBHIN (228X 21.6CM)
COLLECTION MODERN ART MUSEUM OF FORT WORTH,
MUSEUM PURCHASE, THE BENJAMIN 1, TILLAR MEMORIAL TRUST

Like Half-Caste (pl. 29), this photomontage doubtless references the "Rhineland bastard” controversy of the mid-1920s.
Here, the woman's smiling face and coguettish glance suggest nat oniy that she enjoys the embrace she is receiving but
that she may have initiated it—a truly radical statement at a time when many Germans were dascribing all lalsons between
biack men and white German women as rape. This waork is among the photomontages that belong to the Love senes (see
pl.26). — MM
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FROLICHE DAME (Merry Woman) 1923
PHOTOMONTAGE
S A4 naIN (13X 11L.3CM)
COLLECTION GREIL AND JENELLE MARCUS
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KINDER (Children) 1925
PHOTOMONTAGE
7 WAe XS W IN. (198 X 133 CM)
COLLECTION INSTITUT EUR AUSLANDSBEZIEHUNGEN, STUTTGAR'

d

DER MELANCHOLIKER ( The Melancholic) 1925
PHOTOMONTAGHE
6V XS WIN. (168 X13CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART
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EQUILIBRE (Balance) 1925
PHOTOMONTAGE WITH COLLAGE AND WATERCOLOR
12 X 8IN. (303 X 20,3 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART

The original title of this colorful photomeontage was Amerika balanciert die Europa (America Balancing Europa) but, for
reasons unknowrl, Hoch later renamed it. The themes of balance and aerial suspension recur throughout Héch's photao-
montages from the 1910s (hrough the 1930s in such warks as Cut with the Kitchen Knife (pl. 1), From Above (pl, 38),
Seven-League Boots (pl. 71), and Never Keep Soth Feet on the Ground (pl, 75). The title of this plece may alsa refer to the
mixing of genders within its montaged figures, another common theme in Haoh's work, — MM
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DIE SANGERIN HyHOeH v g

DIE SANGERIN (The Singer) 1426
PHOTOMONTAGE WITH COLLAGE
10 WA % 11 IN{27.5 X 28 CM)

COURTESY GALERIE BERINSON, BERLIN
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J. B. UND SEIN ENGEL (J. B. and His Angel) 1925
PHOTOMONTAGE WITH COLLAGE ON CARDBOARD
9V X T s 1N, (24 X 198 CM)

COLLECTION BERLINISCHE GALERIE, LANDESMUSEUM FUR MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR, BERLIN
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Der Querschoitt 5, no, 6 (June 1925), belween pp. 488 and 483
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DAME MIT FACHER (Chinese Girl with Fan) 1926
PHOTOMONTAGE WITH COLLAGE
11 X BIN. (279 X 20:3.CM )
COLLECTION LOUISE ROSENFIELD NOUN, DES MOINES, IOWA
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VON OBEN (From Above) 1926-1927
PHOTOMONTAGE WITH COLLAGE
123 X R%IN. (314X 21.90M)
COLLECTION LOUISE ROSENFIELD NOUN, DES MOINES, ITOWA
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ENGLISCHE TANZERIN {English Dancer) 1928
PHOTOMONTAGE
9% X T W IN, (237 X 18 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART
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RUSSISCHE TANZERIN (MEIN DOUBLE) { Russian Dancer {My Double]) 14928 |
PHOTOMONTAGE
12X 8 VaIN, (30.5 X 22.5CM) |
HERZOG ANTON ULRICH-MUSEUM, BRUNSWICK, GERMANY
(JOINT PROPERTY OF BRAUNSCHWEIGISCHER VEREINIGTER KLOSTER- UND STUDIENFONDS)
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DER SIEGER (The Victor) 1927
PHOTOMONTAGE
X185 CM)
COLLECTION GALLERIA NAZIONALE D'ARTE MODERNA E CONTEMPORANEA, ROME

B X T M IN (22
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MIT ML

JTZE (AUS EINEM ETHNOGRAPHISCHEN MUSEUM 1X)
{ With Cap [From an Ethnographic Museum [X{) 10924
PHOTOMONTAGE WITH COLLAGE AND INK ON CARDBOARD
e X6 Ve TN (275 X 155 CM)
COLLECTION BERLINISCHE GALERIE, LANDESMUSEUM FUR
MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR. BERLIN

43

HORNER (AUS EINEM ETHNOGRAPHISCHEN MUSEUM X ) (Horns [From an Ethnographic Museum X]) 1024
PHOTOMONTAGE WITH COLLAGE ON CARDBOARD
T XA TR IN(19.5 X 124 CM)

COLLECTION BERLINISCHE GALERIE, LANDESMUSEUM FUR MODERNE KUNST, FHOTOGRAPHIE UND ARCHITEKTUR, BERLIN
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TRAUER (Sadness), from the series Aus einem ethnographischen Museunm (From an Ethnographic Musenm) 1425
PHOTOMONTAGE WITH COLLAGE
6 Be X4 WA IN, (17.6 X 11.5 €M)

COLLECTION STAATLICHE MUSEEN ZU BERLIN, KUPFERSTICHKABINETT

from a single
and
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ENTFUHRUNG (Abduction), from the series Aus einem ethnographischen Musewm (From an Ethnogre ¢ Museum) 19235

PHOTOMONTAGE
BiuX B IN,(21.3 X 22 CM)

COLLECTION STAATLICHE MUSEEN ZU BERLIN, KUPFERSTICHKABINETT
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DENKMAL I (Monument I), from the series Aus einem ethnographischen Museum (From an Ethnographic Museum) 1924
J PHOTOMONTAGE WITH WATERCOLOR ON PAPER
7 W X6 Ve IN. (19.6 X 15.5 CM)
COLLECTION BERLINISCHE GALERIE. LANDESMUSEUM FUR MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR, BERLIN

Monument I is usually dated 1o 1924, but the left leg of its figure derives from a 1928 BIZ pi
graph of actress Lilian Harvey and friends at the beach. (The source for the figure’s other “lag™—
as yet unlocated—is an upended repreduction of a bent female arm and hand.) The head was
snipped fram a photegraph of & mask from Gabon (now in the Bames Foundation) while the torse
and arm derive from a reproduction of a stone statue of a Theban goddess: By precisely trimming
and fitting these various body parts tegether, Hoch created an llusion of cohesive wholeness that
is nenethelass immadiately subverted by the variously colored component paper scraps. The
earle, hybrid figure in this way functions, like the other figures in the Ethnegraphic Museum series,
as a psychological irritant of the first ordar. — MM

Der Querschnitt 4, nos. 2-3 (Summer 1924), between pp. 120 and 121
Der Querschnitt 5, no, 1 (January 1925), between pp. 64 and 65
BIZ 37, no. 30 (22 July 1928}, p.1258
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FREMDE SCHONHEIT (Strange Beauty), from the series Aus einem ethnographischen Museum (From an Ethnographic Museum) 1929
PHOTOMONTAGE WITH WATERCOLOR
4% X 8IN, (11.3X20.3CM)
COLLECTION JEAN-PAUL KAHN, PARIS
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' 1
! DENKMAL I EITELKEIT (Monument [l: Vanity), from the series Aus einem ethnographischen Museum ( From an Ethnographic Museum) 1926
| PHOTOMONTAGE WITH COLLAGE
‘ 10 Ve X6 %o INL (25.8 X 16,7 CM)

GERMANISCHES NATIONALMUSEU

4. NUREMBERG {ON LOAN FROM PRIVATE COLLECTION)
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AUSDERSAMMLUNG AUS EINEM ETHNOGRAPHISCHEN MUSEUM ( From the Collection of an Ethnographic Museum)
PHOTOMONTAGE WITH COLLAGE
19 % X 12 W4 IN. (49 X 325 CM)
ON LOAN FROM THE FEDERAL REPUBLIC OF GERMANY
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DIE SURE ( The Sweet One), from the series Aus einem ethnographischen Museum ( From an Ethnographic Museum) €. 1926
PHOTOMONTAGE WITH WATERCOLOR

: 11 34 X6 Ve IN, (30 X 15.5 CM)

MUSEUM FOLKEWANCG ESSEN, PHOTOGRAPHY COLLECTION

A handwritten note by Hoeh on the back of a photograph of The Swest Cne, in the Hannah Hach Archive at the Berlinische
Galerie, Indicates that she dated this work during the war. Another phaotogragh in the Archive bears the date 1830, which
Héeh crossed out with the accompanying explanation: “is much earliar, before the Holland travels, that is, before 1926."
Hoch's confusion about when she made The Sweet One can be seen on the work itself, where she similarly crossed out
the date "30" af the lower right and replaced it with "um 1926." Insofar as the brilliantly colored background of this photo

i ge is similar to that used in Balance (pl. 34), which is dated to 1825, and its source Images date to 1924 and 1925

probably did indeed make the work sometime In the mid-1920s. She fashioned the head from a photogragh of
a mask from the farmer French Congo (now in the Musée de I'Homme, Paris) and the body from an idel figure of the
Bushongo tribe. — MM

Der Querschnitt 4, nos. 2-3 (Summer 1924), between pp. 136 and 137
Der Querschnitt &, no. 1 (January 1925), between pp. 8 and 9
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MUTTER {Mother), from the series Aus einem ethnographischen Museum ( From an Ethnographic Museum) 1930
PHOTOMONTAGE WITH WATERCOLOR
164 X 133G IN. (4] X 35CM)
COLLECTION MUSEE NATIONAL D'ART MODERNE, CENTRE GEORGES POMPIDOL, PARIS (1967)

One of the media sources for Mother was a reproduction of a dance mask made by the Northwest Coast Kwakiutl Indians,
an object Hach may have seen in the collection of Berlin's Museum fir Vélkerkunde. She collaged this mask atop a repro-
duction of a pregnant proletarian woman whom John Heartfield had photographed in his studio. He sed this
simage in his work at least twice, most notably in a photomontage he published in Arbeiter lilustrierte
Zwangslieferantin von Menschenmaterial Nur Mut! Der Staat braucht Arbeitsiose und Soldaten! (Forced Supplier of Humal
Ammunition Take Courage! The State Needs Unemployed and Soldiers!)—which shows the worman in the foreground and
a fallen soldier behind, Hoch probably used the A/Z photemontage as the source for her mother, eliminating Heartfield's
prescriptive title as well as the woman's swollen belly and creating a powerful image of exhausted maternity merely by
focusing on the figure's drooping shoulders and mout ha brilliant striped backing paper of Mother is similar to papers
used in Liebe (pl. 55) and Mariene (pl. 57}, phatomontages that also date to around 1930. — MM

Der Quarschnitt 5, no. 2 (February 12825), between pp, 168 and 169

Arbaiter Mustrierte Zeitung 9, no. 10 (1930), p. 183
o
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Lh

DER HEILIGE BERG (AUS EINEM ETHNOGRAPHISCHEN MUSEUM XI1) ( The Holy Mountain [ From an Ethnographic Museum XI1J) 1927
PHOTOMONTAGE ON WRAPPING PAPER
13 e X BV IN. (33,7 X 22.5CM)
COLLECTION BERLINISCHE GALERIE, LANDESMUSEUM FUR MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR, BERLIN

Like indian Dancer (. 53), The Holy Mountain has a cinematic reference, specifically to the 1926 film Der heilige Barg—a
melodramatic tale of two men who die atop a mountain while trying to prove their love for a fickle dancer (Leni Riefenstahi),
Contemporaries may well have associated this film (and especially its ending, in which the bodies of the two friends are
brought down fram the mauntain in a torchlight procession) with Hach's photomontage of the same name, which features
twa ghostly male figures, their eyes seemingly shut as they hover above an inky black “ground” lllumined by an indeter-
minate glow of light, Hich used fragments of photographs of two sculpted Asian heads for the faces hare, — MM

Der Querschnitt 5, no, 6 (Juna 1925}, between pp. 504 and 505
Der Querschnitt 5, no. B [June 1925), between pp. 504 and 505
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INDISCHE TANZERIN: AUS EINEM ETHNOGRAPHISCHEN MUSEUM (Indian Dancer: From an Ethnographic Museum} 1930
PHOTOMONTAGE WITH COLLAGE
100 X 8 W IN, (257 X 224 CM)
COLLECTION THE MUSEUM OF MODERN ART. NEW YORK
FRANCES KEECH FUND

released b ssion of Joan of Arc, an anarmously popular silent film whose a) Fale
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used for llage was a still from the film. yray Hara, here decorated with knife -spoon cut-outs, ref
moment | m when Joan of Arc fashions a crown for herselt of plaited r. Hoch superposed a fragment of a photo-
graph of a dance mask from the Bekom tribe of Cameroon atop Falconsttl's face. — MM

Der Quarschnitt 5, no. 2 [February 1825), batween pp. 188 and 168
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LERBROCHEN (Shattered) 1925
PHOTOMONTAGE ONJAPAN PAPER
BUAXEWIN (215 X 158 CM)
COLLECTION THE MUSEUM OF FINE ARTS, HOUSTON
MUSEUM PURCHASE WITH FUNDS PROVIDED BY THE BROWN FOUNDATION ACCESSIONS ENDOWMENT FUND
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LIEBE (Love) ¢, 1926
PHOTOMONTAGE WITH COLLAGE
SHEX10%IN, (13X 27 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART
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MODENSCHAU (Fashion Show) 1925-1935
PHOTOMONTAGE
10 2 X 9 16 IN, (2

K23 CM)
PRIVATE COLLECTION, BERLIN
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o
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MARLENE 1930
PHOTOMONTAGE WITH WATERCOLOR
14 76 X 9 44 IN. (36,7 X 242 CM)
COLLECTION DAKIS JOANNOU, ATHENS
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INDER WUSTE (In the Wilderness) 1927-1929
PHOTOMONTAGE WITH WATERCOQLOR

93544 X 10 Ve ING (25 X 25.7CM)

PRIVATE COLLECTION, GERMANY
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WAS MUSSEN DAS FUR BAUME SEIN ... (What Kind of Trees are These .. .) ¢. 1930
PHOTOMONTAGE WITH COLLAGE

13 Y X 10 W IN- (348 X 27.6 CM)
COLLECTION STAATLICHE KUNSTHALLE KARLSRUHE
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DOMPYEUSE (Tamer) ©. 1930
PHOTOMONTAGE WITH COLLAGE
| 14X 10 Vi IN. (35.5 X 26 CM)

| COLLECTION KUNSTHAUS ZURICH
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LIEBE { Love) 1931
PHOTOMONTAGHE
8 X8 M 2LDX 215 CM)
COLLECTION NATIONAL GALLERY OF AUSTRALIA, CANBERRA
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DIE STARKEN MANNER (The Strong Men) 1931
PHOTOMONTAGE WITH WATERCOLOR
9% X 5% IN, (24.5 X 13.5CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART

Héech's madia source here was a photographic repraduction of the championship boxer Max Schmeling, who was lion-
ized during the Weimar era by the cultural and intellectual avant-garde of Germany. The Dadaists, in particular, valorized
the pugnacious spert of boxing, viewing It as the athletic counterpart to their own assault on traditional bourgaois culture,
By replacing Schmeling's features with bits of collaged paper and superimposing atop his chest a half-male, half-famale
faca that seams lo puzzle over the boxer's machismo pose, Hach privileges androgyny and tha blurring of rigid gendet
roles over traditional male-female stereotypes. — MM

Der Quersehnitt 8, no, 12 (December 1926), belween pp. 966 and 967
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FLUCHT (Flight) 1931
PHOTOMONTAGE
OV X 7 VaIN. (23X 18.4 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART

The date of this werk is questionable. Although it Is clearly signed with Héch's initials and dated "31" at the bottom right,
just below the lower-left edge of the image there are traces of ancther date (*28") that has been crossed out. The only
source photograph that has been discovered is of lithe help here, for it appeared some years earfier. (The antiquated div-
Ing suit evidently fascinated Héch, for she used the lower half of it in FAlight and included a rear view, published in the same
issue of Die Koralle, In her scrapbook.) The style of the work is not especially revealing, either, since it is similar to that of
other works from the late 1920s and early 1930s, But the resemblance here of the wing-headed pursuer to Adolf Hitler
and of the upraised bird's wing to the Nazi salute suggests that this photomontage was perhaps made after the 1930 elec-
tions, when the National Socialist Party made astenishing gaing at the local, state, and national levels, As an erstwhile
Communist sympathizer involved In a lesbian relationship in 1921, Hoch may well have been motivated by the new promi-
nence of the Nazis to comment on Hitler's pofitics of exclusion. — MM

Die Koralle 1, no.1 (May 1925), p.28
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DEUTSCHES MADCHEN {German Girl) 1030
PHOTOMONTAGE ON CARDBOARD

B e X4 Ve ING (2005 X 0.5 OM)
COLLECTION BERLINISCHE GALERIE, LANDESMUSEUM FUR MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR, BERLIN




119

THE INTERWAR PERIOD

b5

DERKLEINE P(The Small P) 10931
PHOTOMONTAGE

I X 129 IN. (45X 32 OM)

COLLECTLION STAATSGALERIE STUTTGART
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BAUERLICHES BRAUTPAAR (Peasant Wedding Couple) 1931
PHOTOMONTAGE WITH COLLAGE
BlAX 8V IN (21 X21.0M)
COURTESY GALERIE BERINSON, BERLIN

Although Hoch never explicitly indicated that this photomontage belonged to the Love series she produced sproradically
througheout the Weimar era (see pl. 26}, Ein Liebespaar auf dem Lande (A Couple in the Country), as this work was first
known, was listed directly above three other pieces from the series on the checklist to her 1234 Brno exhibition, The
sublect furthermore fits the profile of ather works in the senes, which, as a wheole, problematizes romance. Here, Héch
addresses the relationship of a rural couple of the type valorized by the Nazis: one wears the boots of a storm trooper while
the other sports the blond braids then associated with the pervasive Blut und Boden (blood and sail) rhetoric of National
Socialism. By endowing this sterectypically Aryan wedding couple with the heads of a black man and an ape, Hdch
ridiculed the racist notion that the Nordic, Aryan race was purest amidst the peasantry of Germany, while simultanecusly
betraying the extent to which she had Internalized it. Indeed, her suggestion hera that the German race “degenerates”
through the Intermarriage of Mazi to Nazi functions anly at the expense of people of coler, — MM
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DIE BRAUT (The Bride) ¢, 1933 |
PHOTOMONTAGE WITH COLLAGE |

T X TYIN. (20 X 19.7.CM)
COLLECTION THOMAS WALTHER, NEW YORK |
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DIE EWIGEN SCHUITPLATTLER (The Eternal Folk Dancers) 1933
PHOTOMONTAGE WITH WATERCOLOR
0 W X 10 IN, (25.2 X 26 CM)
COLLECTION THOMAS WALTHER, NEW YORK

The "Schuhplattier” is a fast-paced and heels are slapped. It was especially
popular during the National ated as parl of Germany's indigenous
national heritage. Insofar as this work dates to 1933, the year of the Nazi assumption to power, [t is perhaps not surpris
ng that Héch made these opan-mouthed dancers look like ridiculous buffoons, an effact achieved in part by the gross
mismaiching in color and scale of the figures’ various body parts. In this, the work represents a departure from Hoch's
waork of the late Weimar era—in whic » ponstructed figures from similarly-scaled fragments of photographic repro-
ductions—and a return to her aesthetic strategy of the Dada years. — MM
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69

RESIGNATION «©. 1930
FPHOTOMONTAGE
10X 84 IN (26 X 21 CM)
COLLECTION STAATLICHE MUSEEN ZU BERLIN, KUPFERSTICHKABINET




124

HANNAH HOCH

70

AUF DEM WEG ZUM SIEBENDEN HIMMEL {On the Way to Seventh Heaven) 1934
PHOTOMONTAGE
145 X ) IN. (36.8 X-25.4 CM)
COURTESY BARRY FRIEDMAN LTD., NEW YORK
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SIEBENMEILENSTIEFEL (Seven-League Boors) 1934
PHOTOMONTAGE

{ALLE. HAMBURG

‘ T A12 IN. {22.9 X 32.2 CM)

COLLECTION HAMBURGER KUNS’
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DER UNFALL {The Accident) 1936
PHOTOMONTAGE
12X 10 VIR (305X 2607 CM)
COLLECTION INSTITUT FUR AUS

ANDSBEZIEHUNGEN. STUTTGART
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SEESQRIANG E
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S

SEESCHLANGE (Sea Serpent] 1937
PHOTOMONTAGE
¥ X 1IN, (222 X254 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART
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| HANNAH HOCH

74

FUR EIN FEST GEMACHT (Made fora Party) 1936
PHOTOMONTAGE
14 %6 X 7 V0 IN, (36 X 19,8 CM)
| COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART




THE LATER ADVENTURES OF DADA'S "GOOD GIRL":
THE PHOTOMONTAGES OF HANNAH HOCH AFTER 1933

CAROLYN LANCHNER

HANNAH HOCH was an active artist from 1915 through the
early 1970s; yet, at her death in 1978, she was still best
known as the only woman associated with the stridently
macho group that was Berlin Dada. Even as the larger
body of her work became gradually recognized in post-
World War 1l Germany, the quirky appeal of her image as
little Hannah Hich, “ephebic” recruit in Berlin's otherwise
all-male Club Dada, tended to push aside the solid, some-
times dazzling accomplishments of her later career.!

The boldtype heading of Hoch's obituary in tt

1978, issue | able tion, whereas the enlirety ¢

von Hanna Héch s that su

Héech: B

ition withir

her pos

probably did not k

arization,;* d

PHOTOMONTAGE IN THE
POST-WEIMAR YEARS

Jinearng,

the beginn ng she

mearely to proauce things he

129
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More than any other medium, photomontage's character and nati
and th

m first to last, clippings from

remained

depend on the e mater

constant th

newspapers, trade journals, fashion and popular zines, and any

other publications that caught her attention. With the exception of the

series of montages from the 1920s made from fragments of sewing

d color re

uctions (pls. 12-15) and the change that widesp

duction would bring after World War Il, it is less differences in materials

that create different 1 the moods of Hoch's works than the

which she uses them. Non tis usually the image-content of

her chosen material that we notice before st acially

hnigue, esg

in the mont s of the D Weimar period, m of which demand

, the German art historian F

In the mid ranz Roh put forth an

analysis of montage the sed by Christopher

Phillips as “a precarious synthesis stimportant tenc

35

in modern visual culture .

. the pictorial techniques of modernist

S

abstraction and the realism of the photographic fragment.”7 If, in broad

application, this definition seems dated, it is nevertheless helpful to an

understanding of Hoch's use of the medium throughout her career, In

the beginning at least, Hoch thought of he a painter and

only gradually ceded an equal role to photomontage; in varlantly evident

e, she drew on her painterly experien fme

deg
and semi-abstract styles in ordering her montages. The plethora of

material available to her, combined with an ability 1o recontextual

it both in terms nt and structure, was a lifelong source of exhila-

rationto h she recognized that "no kind of represen-

ible to all p

tation is as completely comg yple as photography,™®

and she delighted in exploiting and problematizing that quality. In
general, the mare she tampered with the immediately recognizable
it

arential properties of her material, the more a relatively ex;

ad. When, however, she relled ©

meaning i

igges the phatograph's

mes

2-friggering properties- she did more often during the

Dada/Weimar period than later—m g tends to be more densely

layered and unstat
du

nontages, but within this

The proc e of cutting and pasting is a constant in Héch's pho-

to > method she used an extraording

"\

and subtle variety of technigues. She wa

cunning virtuoso with what

ars,

1them bath to
its

B57) (pl. 92)

r called |

ONe COMmImE “holy and she u

call attention to their employ and to disguise it.2 They were instrur

n Fata Mo,

of the most delicate, allusive effec

jallc

or again—and often—a blunter tool used to heighten the affective
sen imagery. In Re.

38

impact of her c nation (pl. 69),

which despite the

prominence of the date 16 mat more likely comes from the

early 1930s, she both masks and highlights the results of her cutting
and pasting,'?
It is virtually impo

registering what | have rred to e

position and the methe of i

work's startling appe , but it would be the most unusual vie

whose initial glance were notl riveted by the grotesque, even horrifying

frorn a shadowy ground of a wrinkled, wall-eyed creature

130

whose imme

& Nose grows from its forehead and descends over a

inan

tiny, ping 1 har

5, Mel

incorpc

eal gesture that is

supplicating and grasping, but acc

to the viewer, who must be the object of th

eature's solicitation,

barred by the thres
Ha

urved arcs rising in front of it.

step in the creation of the singular being who p Jut

tion was simy

at us from Re 1 black

lip reproductions ©

rhinoceros and a worker's clas m the

en, unkempt hands f

publications in which she found them. Thereafter, it is Impossible to

pped illustrations that

others,

y anc kpiling
ros that, with a little fine
ring around its edges, inverting its head would produce an
unnameable but convincing physiognomy? Whatever the answer, the

like the use

sion of the head an inverted female arm as a leg in

the earlier Denkmal | (Manurmr I 46)—bears witr

Héch's imaginatiy

ad upside down we

To turn the rhinoceros he

Yet its results are complex, converting as it does the forward-proje

horns intoan >hin, and mouth env

ped by sinister shadows,

whic r to encroach upon th

much lighter, almost backlit, plane

. Mot the |least affective result of H )18

ation of a wrinkle on one of the | into a poignantly

3 mouth, whose shape seems the result of a lifetime's unful-

expre:

filled hopes.

arming a & ad in

a moving face

om a game played by variable rules. As De

ft

Ades has pointed out, Dada co } can be seen as a "st

champ’s ready-made to th
Neimar era, most of Hoc
to trigger a viewer's—spec a German viewer's—

Sometimes

yoneant parts.

on the current fame

ften, especially in t

focus was hy of the wo
y

of fashion, sport, dance, domesticity

. In displacing and

recrdering the cliches of ma esentation,

i6ech prac

kind of reverse advertising—an incitemert to question receiy

h ne

Although Ha

1 to exploit the recognition quoti

r seen,” she tended dur

She had always ind

for instance, in Dada-Ernst (192019

her

oman at right center is fitted with what has bee

metallic party hat shaped like a dunce cap”! y the speak

fect

re the

pl. 34), wi

raph; orin Equ

on the figure eft derives partly

) astute cutting

and pasting and partly from the aroundad the

ving an edge

reurve of the In both these ct

imar Deric

sition, From
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wvhich inthis ca

gravityl

am to fio

Cut 10 the exac

from which it extends downv

the mid

support. W

jround h

identities of major componen

tion of work-worn human hands and the eerie rhinoceros

nflates H&

lged tact

ment of her materials brough

SeT
einem ethnogra shic Museum), | light gre rlike s{te at the right— spi effect a mini-

shehadra

/S | 0 5Ug t be read as the | relief. Unguestionably, the n the left wa =d not by

visualization of a ot in the mid-1830¢ ut by cutti

g into the grou ieath.

2 lighter pape

) Interpret

n unable to determine examir work

vork of the mid-1 2 with a mag gg the loy ertical and the

mand depr on, she contrived ent abutting the head at the left also lie benea

for her audiar

-2 a deeply melancholic face; here, ho er, she pre- | case, theillusion that indeed it is an lllusion) is

jery strong,

sented it not, as in Resignation, t

possible generalized s

ch has set up here is a micro-theater in which subsidiary fig

the human mind, but as the ty of her fictive

1{pl.33). The d

500

ctually or app ntly under ntribute

car (The Melanct

Der Melanc
r dis

mplies,

howey

setly, that the des

g creature in Resignation is free | projecting t

g actually behi

rom a given location in time and place in a way that the other is not. If the sce

2 is not explicit, it is nonet! i; studded

The guestion of why H&ch began to veil the imm

tent of her materials and to retreat into more ¢

ably has several interrelated exp vlike aspect of the rows of 1

the exploitation of instantly recogniz tute [ dure

mor abias|

s of each rectang

ges amounted to a speci

rtising (a critique, in | ground, Héch cut the

effect, of ventional mo ow the be

»f thinking), then she had censiderable  to

oft

underlying the printed green of its

regasan, des arrfa

suria

e fact that her work we

e and see

1ingly framec

after tt

war, notto s

vert openly the cultural and social s rect of illumined rooms hic

gle

Materials from the  drawn shades

then advanced In the Nazi-controlled mass med of their inhabitants. The areas of recognizable foliage

pr and magazines were as available to her as they had ever | behind the head and to the |

, as well as the jagged-edged

but to make use of them as a means of questioning so

eril. The

i of double

at the bottom, further contribute a sense of the

ild now have ced her in the mos

exireme

remained constant, and in that kine

nowen nd, nothing e In Hoch's entire ceuvre quite a

ian an

could have been more logical than to shift the thrust of her photo-

ich as Indisch

Zaenn

montages from t yarticular to the general, omfort 50 inte

acting a feeling of

pable. Yet in t

s turn to the carried with it a

works, some

; dlthot ape are abun- = ac sual punning, like the dancer's cu

epresented in Hoch's water

ighout her 1ard edge of irony or sa

until

reer, they make almost no appearance in the ph

aning are centrally determined by the vis

the mid-193

s. Thelr appearance at this point re

ritic sensi

ects not so much an the ironic, s

atiric edge is blunted. One

ncreased ints

st in the subject as itdoes ap to the zal In an almost tender way."'® In her

"skej

iallenge of changing her art without action in normally he

ice of photomontage, H

L. Abhorrent as the Naz was to Hoch, it

regim 2 been, in al ance; in Aes

ghly equivalent &

t “innocence,”

at least partially responsit r stimulating

s v

new creative play with her materiais.

The contention here Is not that “veiling” the identity of a rhinoceros

, to take an mstanc inact o ment, but tha

ed Hi y an experimentation ti

it was tem

nial to her. Before Res N, Héch had rar

ve any but the most schematic

her figures on grounds tha

" When she O repras

usually let it ¢, empty, or mut

as in Der kiaine
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CAROLYN LANCHNER

L. {top lett) Dult [Fragrance), 1937 ol on convas. Private collection, 2. (bottom lelt) Selbstbildnis | Seli-Portrait], 1937, &il on convas. Private collection,
3. |top right] Angst (Anxiefy), 1936, oil on canvas. Germanisches Nationalmuseum [on lean from private collection)

4. (bottom right| Duft (Fragrence), 19 14, watercolor. Private collection
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Bacial Influences of the Aazi Lra

inusual character of Resignation is probably not directly attribut-

ableto s ific &

rents in Hoch's life, but the appearance, in the mid-

s, of a work 20 marked by empathic identification is not surprising.

ary side the artist was uncomfortably aware of the Nazi menace.

In 1832, just days before its opening, a planned retrospective of her

work at the Dessau Bauhaus was canceled when the school was shut

dow the Nazis. In April of the following year, she resigned fram

the Kinstler-Laden (the Artist’s Co-op) because new conditions of

membership required her to declare allegiance to the Nazi Party and to

tify that she had no Jewish blood. During the same year, her friend

the writer and artist Otto Nebel fled Germany, and from Hanover came

ominous letters from Kurt Schwitters's wife, Helma.!” Hoch's personal

life was simultaneously troubled by recurring difficulties in her relation

ship with the Dutch poet and writer Til Brugman, with whom she had

been living since 1926; financial worries were a near constant. By

sometime in 1933, Héch and Brugman vielded to the entreaties of

many of their friends and left Germany for the Netherlands. They stayed

there quite briefly, however, returning to Berlin before the year was

r. Although their reasons for returning are unclear, they could well

to do with Hoch's health, which was to take a disasirous turn

/e ha

by the following June.

Seriously ill with Graves' disease, Hoch underwent a corrective thy-
roid operation in July 1935. During the succeeding years of the 1830s

her life was so torn by interior and exterior pressures that her sense of

must have been severely shaken. Autebiographical, psychologi-
cally revealing content had always tended to be encoded in Hoch's pho-
tc

1ontages, but in her works in other mediums it is often as overt and

agnizable as the familiar images she cut from pages of the popular

press. Two oil paintings from 1937, Duft (Fragrance) (fig. 1) and Selbst-

(Self-Portrait) (fig. 2), together with Angst (Anxiety) (fig. 3), from

stand as emblems of drives and emotions that Hoch could neither
candidly shows us
alf during the latter half of the 1930s.

. Some-

This was a time of significant change in Hoch's personal

25, a businessman and would-be

prof he, By the end of the

un what

was

stheless mar-

on September 16 of bitter quarreling

often felt he 16, during the

laoul Ha

had painted a

of untroubled love vits virtually identical repri

irity, out of reach in the personal realm, was most conspicu-
cking in the everyday world of Nazi Germany. In the year before
Hoch's p

sentation of herself as the romantically beguiled heroine of

LATER ADVENTURES

ture plane al

1

ees. By the time Anxfety was painte

aware of Nazi depredations and the extent of the

fortt

not only HE

arlists it de

y 0oa

ed degenerate. Ar
increasing fright before the Nazi terror but, also, an augmented loneli
ness brought about by the emigration of most of her old friends and
fellow artists.

If Hoeh had to contend with problems in her personal life and perva-

sive fear of a hostile outside authority, she neverthe

support, her activity as artist. The presence of Matthies in her life cur-

tailed her ability to work in degrees that varied from mild hindranc

aggravated interference; her anxiety about Nazi surveil
possibility of denunciation on the basis of her “Bolsh

were constants. But they did not diminish her crea

the year in which she twice visited the infamous Enta

erate Art) exhibition and during the pericd she would late
he had made nearly unendurable, she painted herseli—p

resolutely looking out from the ca Qver the

eral selt-portraits, but in none does she present he

quiet determination as in this on

as the worst in her life
Héch's daybooks make clear that the extremity of her unhappiness in
1937 was largely the result of problems with Matthies. But she lived, too

with a frustration about her work that had always plagued het 1 would

endure at least until the last two decades of her life. In C of that

year, after returning from a long trip with Matthies, she wrote in her diary

about retrieving some of her watercolors from a dealer to whaom she had

It would

apparently consigned them: "Unfortunately, he sold nothing

have been so important! Not because at this

eat, but because even the few people that |
iously because what | do brings in no money." It
tic for Hoch to have expected a resp«

atmosphere of Nazi Germany, yet the

testimony to the intensity of her ongoing need for pro

Although the latter half of the 1930s b

Héch's life, she was by then a veteran in the us

the crises—real or complicating

diminution of her customary artist

photomonts

turn the content and charat
slowed her work

) time, it could have been ther re of the

If that encumbe Between 193 940

working g

] Net

2

ok numerous trips with Matthi

sting nearly six

other in 191

for nearly the full vear. It would have

easy to pack painting materia

acquired, and to use them during their many stops; but tl

housing a supply of publications and p

been more probler

atic, and the activity of ¢

pasting, almost never accomplished in one sitting, would have

difficult indesd.
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New Forms, New Themes

In 1936, the year before the first of the motor expeditions with Matthies

y diffar

Héch me ) Ver) Unfz he Acci-

ymontages, De

dent) (pl. 72) and Fur ein Fest gemacht (Made for a Party)

74), each

of which 1 and forecasts directions that would

5 past practic

not fully surface until the

Js and 1960s. Aside from the physical

ropertes of ons NC WOT ve littie In commaon
properties of their construction, these tv orks littl

other than their immediately readable imagery. It is a guality, however,

that is u

to opposed purposes.

In The Accident, overturned baby carriages, wheels, and polka-

dotted fabric immediately announce themselves visually, while the

seemingly tumbled-together arrangement, along with the title, tells us

that it is indeed an accident we see. But all clues the why or where

asto

of the incident, or what the fabric has to do with the carriages, are with-

. The picture shows us everything and tells us nothing. “Irritating the

is the fact that all art works are

theory of art,” Theodor Adorme claims,

riddles." He goes on to counsel that "achieving an adequate int

pretive

understanding of a work of art means demystifying

dimensions without trying to shed light on its constitutive enigma." 18

lowing this precept, | would suggest that certain enigmatic dimensions

of our particular riddle—The Accident—are somewhat demystified when

the aesthetic ruse the picture practices is identified:
tatit

setting off expec-

ns of realisrn, it behaves curiously like an abstract

not facus on a single whe

or carriage part without being
to the next contiguous one, whereupon the phenomenon repeats itself,

This enforced scanning creates a kind of duck/rabbit oscillation between

attention directed to content and that dir to st ure; the “ref
ence status” of the readable parts is thus comprom by the pict
insistence that each be apprehended not only for what it represents but

also for its place within a formal pictonal network,

In nc rials as

previous photomontage had Hoch preser

instantly recognizable as those in The Ac

ure or figures whose presence implied

agency and narrative content. Devoid of any figure, The Accide

not totally discourage musings on the particular nature of the mishap

rather than a s

that is alluded to, but it is the total Iration

specific

incident, that most strongly elicits the idea of an accident here. Latent

in The Accident is a whole series of pictures, such as Gesprengte
Einheit (Burst Unity,

assembled into abstract compaositions whose meanings,

is are

1955) (pl. 89), in which disguised rr.at».’a.ri

their titles

suggest, are generic and symbolic,

If The Accident looks like no prior photomo

Includes Instantly recognizable materials, it d

former variety, wh

se sources would appear abstract to most viewers.

My reference here is to the considerable number

of collages Hoch 1
In the early to mid-1820s from fragments clipped from sewing, embroi-
dery

ce

, and lace-making patterns. Typical of many of these is Entwurf flr

leutt nhemdes |

Denkmal ein

ace Shirt,

rial to an Important L

Y(pl. 15), whos

134

ent. In gach, the s

liagonal and lateral

rhythms—diagrammed in the earlier work by the hypher d lines

ons and in the later

of sewing instruc
sented, Although the

f the things repre-

parts of La irt are held illusion-

ompanent

y flatter than tho f The Acc

ent, the figuration in each is

anchored, about seven-e hs of the way down the 1, by a flan

t. Close

ke s g patterned to deflect the dominant m ment abo

sition, and e:

>h equipped with a pr
ge tf

an oddly delicate, abstract structure

ncamp escriptive title, both pic-

nctive principle to enga iewer. In one, an axplic-

In the

itly referential title names

other, ymands between the form

al and the repr

oosition itself,

tional co nto the comg

Where The

1e Accident actively engages abstraction, Made for a Pe

a mild flirt. The

as indulging in
se, blue

might be thought ¢ ground, composed

of triangular planes of ros gray, and silver

lower-left center in a brig ue irregular rectangle, is ly Con-

s of its composition or its

structivist; but far from forcing an awarene

structural contribution to the whole, this element functions most imme-

Iy

wh

to provide a perch for the lovely young woman,

¥

readiness for worldly adventure is apparent even without benefit of the

title

piciu

For its affective impact, Made for a Party depends almost wholly

"In this and ot
athi

ad. When ¢

sy ofthe ®

on the performative effi already seen

ima ashionable, omen that

t resembles the joung,

Hoch's work of the Dada/Weimar peri

pervaded = put

one of those figures together, head and body were rarely, if ever, from

the same source, and in scale, mood, gender, and species were often

ithas

this stra

uncomfortably incompatible; Y, conjainec mingly

random display of culturally emblematic paraphernalia, helped to turn
popular symbols of the modern and desirable against themselves. Typi
and Das

cal are an untitled photomontage from 1821 (pl. 11) fidne

Médehen (The Bea Girf,

1919-1920) (pl. 9). In each, a young, allur

ing female in a mo

burden of an oversized he

suit gestures coquettishly beneath the

ative

2ad; a deeply contempla

ce grotesquely

belies the saucy posture of its supporting body in the first, while a lig

bulb and advertisement take the pla atures in the of

In dress and attitude, the young woman Héch shows us as re

ar older sisters

a party in 1936 has much in common with h of the early

1920

unlike them, however, she seems not the least encumbered by

her overlarge head, and the disemboc /e at bottom left is as capa

ching the attention of other e creator might have

left in her head. In contrast to the img rustration, alienation,

confusion that appear to surround and complicate the existenc

elders, sheis s ne in an unclutte

her e

ed, harmonious space;

scomfort. Rat

noething

In her glance or smile indicates , this is a girl pleased

with her ability to attract the desired invitation, untroubled by any con

'”

flict between her societally assigned role and her own sense of

While Made fi would certainly have viclated the

lassiciz ing

ples of Nazi artistic idec

y, it steers clear of any but the mild
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susceptibility to interpratation as social eritique. An

successful work, Made for a Party should

Ve Up woman as subj

given Hoeh grounds tc

the year of its making, until the e

5, she makes only spor

hooled in the

association of the female subj

she was psychologically incapable of reinstating that particula

sircums

on any conaistent basis—unti ances and her own will p

ted its ¢

stomary accompaniment.

Héech's reluctance to inf

1 her photomontag

ith the politic
provocative during the s i half of the 1930s must have prompted

the timing of her first uses of the medium to represent landscape. But it

was also a period she later wrc

, when so much travel by

her feel particularly aware of nature. Although Hoch's exact exp

was "near to earth," one of her first renditions of nature is

seascape than a landscape. Dated 1937, S¢ hlange (Sea Serpent)

(pl.73) is a fantastic, surrealistic conceit of imaginative and technica
2 pass

se of misty green that looks as much like

‘eature

ingenuity. lts central drame ge of a curious aquatic «

acr

ar exps ky as water

cluous shore- ith an

I'wo narrow but consp s vistas, each equipped w

9

horizon line—one dark be

setting sun—border the large, ambiguously atmosphetic

ing the *

sea serpent” its ambience.

[he air/water section in the work's middle ground wa

v, Hich, however, adjL

clipped from an illustration showing

reinfo ts aerial reference and to on of water. The

suggest the (il

prominent setting sun at t ght of the picture, on the lower horizon, is
visual inducement to conclude that the creature is airborne; there was,

however, no sun in the ariginal illustration, which was, In fact, cut to

allow a half oval of the underlying cream-color support to
g R

d effec

create an ac ight, and perhaps also to provic clue to

the high jinks of photomontage, Héch added another smaller and
tially obscured setting sun to the left. Above, the clou

tration tend to read as rolling waves because they are integral to a mass

ed as wate

which, brea

king at land’s edge, can only be interp

e are strangely animistic

Darkly silhouetted against the lower sf

plant shapes that, with only a slight difference in height, are repeated in

luminescent outline before the upper horizon line. Hoch was an adept

of visual rhyme and used it frequently to animate pictorial structures and

to parallel the like and unlike. Here, the negative/positive parade of
sation of the

upperand lower figures is surely a means to formal acti

composition. But it may also be that Hoch is coaxing the viewer to |

ay

a game with pictorial space whose solution would quite resolve the

air/water ambiguity. Subtle ntrived, Sea Serpent

and cunningl

nenethelass issuas variol

5 1

3 forthright challeng 0 Interprative expla-

¢ of the correspondence

nation. Foremost among these is the log

setween upper and lower plant forms, The former serve a

POs

2: cut from the o

iginal llustration of sky and

t against a dark land-

scape, they argue against reading the medium in which the creature

floats a acle

]

air; and they offer us a privileged vis

captures the attention of the eyes of the
has b

it

ception is its ability to render the invisible visible, Here, the

1 much remarked, a superiority of the p

everyday pe

* band of the taof s

photomontage rev 3 twilight v

d appear to the imagined being peerint

0 ac

ill ilumined by the setting suns at its back.

LATER ADVENTURES

The War Pears

) years after making Sea Ser,

{ WA

1 War |l on September |,

se in the rel

tle hol

e northern suburb of Helligensee, where

e

o

would live until the end of her life, Qut of th n unknown to

some native Berliners, Heili Jrovided a ma e from the

active urban life that had been Hoch's since 1815; as she would expl

des later

It’s actually because this part of Berlin is so quiet and so
little known that I moved . ... just before the war. Under
the Nazi dictatorship, I was much too conspicuous and
well-known to be safe in Friedenau, where 1 had lived for
many years. I knew I was constantly being watched and
denounced there by zealous or spiteful neighbors, so I de-
cided ... to look around for a place in a part of Berlin where
nobody would know me by sight or be at all aware of my
lurid past as a Dadaist, or . . . Cultural Bolshevist. I bought
it at once and moved all my possessions here, and that’s alse
how 1 managed to save them, If I had stayed in Friedenau,

my life’s work would have been destroyed in an air raid."
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Museum series, the annexation of parts of tribal sculpture to distinctly

different figures. Paralleling the strategies of many of the earlier photo-

montages, the work mixes up the banal and the sinister in a tableau that

simultaneously begs for and refuses explication. The attitudes of the

picture’s disembodied legs recall the balletic posture of those of the
ascending Christ as sometimes depicted in fifteenth-century German
art (fig, 5); but they are so awkward, so strained by earnest endeavor,
that a funny vulnerability attends their efforts to propel their owners into
a heaven of dubious hospitality.

If Never Keep Both Feet on the Ground shares an enigmatic narrative
structure with many photomontages from the Weimar period, it is
nonetheless much less open than they to interpretation as social com
mentary. A title of injunctive urgency (insisting that anything is better
than the pragmatism of keeping of both feet firmly on the ground)
attached to an image that Is balanced between humor and threat
amounts to a self-directed allegory of nimbleness in art and life. Jula
Dech has suggested that this work might stand as a leitmaotif for all of
Hoch's activities, from her early Involvement with Dada to such adven-
tures as her 1920 walking trip over the Alps from Munich to Rome.®!
Without taking issue with this view, | would add that, amid the uncer-
tainties of 1940, the creation of Mever Keep Both Feet on the Ground
could have brought Héch a much needed dose of the relief and adrena-

luce.

line a little manifesto making can inc
While its stance as personal slogan seems especially appropriate to

its time, at least two of the collaged compaonents of Never Keep Both

Feet on the Ground date to a considerably earlier period. Hoch kept fi
of clippings (some of them in duplicate, triplicate, or sets of even greater
number) and used them repeatedly or not at all as the spirit moved her.
The impulse behind the inclusion of the African head as an appendage

to the bird in the work could have had to do with the prior appearance

of a similar head from the same source photograph in a photomontage
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from 1930 (fig. 6) that was a part of the Ethnographic Museum serles
and which also prominently features bodiless legs in athletic extension.

In the later work, however, the facial contours of the head have been

altered by an operation of Hich's scissors that renders its expression
somewhat more malevolent than its mate's in the earlier photomontage.
The legs of the dancers derive from an illustration in the January

1832 issue of Dre Dame, partially captioned “an especially successful

saute."?2 There is no knowing whether Hoch considered this editorial
judgmant in cutting the picture from the magazine. If she did, perhaps it

amused her the more as, with deliberation, she shot those legs skyward

Hoch's photomonta abundant!

tify to their author's wicked wit

and to the pleasure she took in investing them with a language of slip-
pery, allusive meaning. While the setting and action of Never Keep Both

Feet on the Ground can be connected to nothing observable in the real

world, Good People of the Mountains discloses, however strangely,

characters assuming roles of recognizable function within an identifiable

mountain landscape. This sort of rationalization of the fantastic makes
the work's interpretive challenge even more tantalizing than that of
Never Keep Both Feet on the Ground. Both plctures conflate opposing
moods and conjoin emblems of alien cultures; but where Never Keep
Both Feet on the Ground only dabbles in funniness, Good People of the
Mountains blatantly revels. The
nble bo

stimable people of the title are two

stubby beings who rase er dogs suffering from mumps;
1 in baby sweaters and precariously perched, they stretch out
their arms with histrionic verve. Their mountain habitat is constructed
of largely unidentifiable parts cut to simulate vegetation, craggy rocks,
and a towering peak. Eccentrically anthrapoid, the rock at the left, in the

romantic tradition of the "pathetic fallacy,” reverses the roles of man and

nature as it actively communes with the good peaple in a mimetic
gesture of rhetorical eloquence. Altogether, the photomontage offersa

thoroughly beguiling, if perplexing, scene,

While the picture allows no stabile interpretation, it does offer some
clues to Hoch-watchers and to anyone familiar with German film. These

stone lions of Delos done out in baby clothes and identified as estimable

mountain people are certainly related to the characters in Hoch's earlier
Der heilige Berg (Aus einem sthnographischen Museum Xil) (The Holy
Mountain [From an Ethnographic Museum XIt], 1827) (pl. 52). There,
setting is established by title, which alone suggests that the geometric

figuration of the ground be read as earth and mountain. In apparently

steady balance atop the lower “earth” element are two oriental stane
heads, whosa monumental dignity (like that of the Delos lions in the later
waork) is much compromised by Hoch's treatment of them. Using a sin-

gle image of a bespectacled Caucasian face, Hoch contrived that each

head wear glasses: the portion of the source face between the tip of the
e F f

nase and the top of the glasses was cut in half horizontally so that a thin

margin of the lower outline of the glasses remained along the top edge

of the resulting nose-and-cheek fragment; the stone head at the left

source, while the right-hand figure was provided with a nose and

cheeks that appear surmounted by spectacles. Although this particular

affront was not perpetrated on the Greek lions, thelr sartorial oddity is
prefigured in The Holy Mountain by the knitted baby clothes that form a

body with outstretched arms beneath the head at the left.
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When Hoch made The Holy Mountain, its reference to the immensely
popular 19286 film of the same name, directed by Arnold Fanck and
starring Leni Riefenstahl, would have been unmistakable. There can be
little question that Hich, who was an ardent filmgoer, had seen The
Haly Mountain; to judge by the montage titled after it, her reactions
would seem to have been, at the least, ambivalent, Filled with breath-
taking alpine scenery, the film unfolds an overwrought tale of triangu
lated desire: two men are driven by the disruptive effect of their love for
the same woman to snowy perdition atop a mountain and a final bond-
ing in death. Reviewing The Holy Mountain in March 1927, Siegfried
Kracauer described the film's intended audience: “small youth groups
which attempt to counter everything that they call mechanization by
means of an overrun nature worship, i.e., by means of a panic-stricken
flight into the foggy brew of sentimeantality, "24

The Bergfilm (mountain film), as a genre, captured the German imagi-
nation throughout the Weimar years and into the Nazi era. Its glorifica-
tion of the “landscapes of the German fatherland, the characteristic
beauty of the homeland"?* were admired by left and right alike, but their
narratives of heroism and self-sacrifice rehearsed, Kracauer claimed,
"a mentality kindred to Nazi spirit."25 Surely Hoch's rhetarically gesticu-
lating good people of the mountains, in the guise of stunted lions uni-
formed in baby clothes, constitute an ironic spoof on the values and
actions of the regime whose Flhrer's favarite retreat was the Berghof.

Hoch's stepped-up involvement with photomontage around 1940
certainly owed something to the move to Heiligensee, but it could also
have had to do with the character of the war, The false peace of the
“phony war," which lasted until April 1941, must have offered Hoch
a more psychologically propitious environment in which to engage in
an activity dependent on mass-media representations than the atmos-
phere that followed, which was permeated by news of global destruc-
tion. As the order of the outside world was collapsing, so too was that of
Héch's personal sphere. In late 1942, Matthies left her for a woman who
had been her friend for some years, a musician named Nell d'Ebneth;
“through her," Hoch wrote in her diary, “the pattern of my daily life was
destroyed. | stand . . . before ruins.” As in the mid-1930s, the unsettling
combination of acutely increased inner and outer tensions was accom-
panied by a decrease in Héch's production of photomontage, a state of
affairs that persisted until about 1950,

No doubt prudently, Hoch recorded little about the war in her diaries;
however, her consciousness of it and perhaps also of the concentration
camps is reflected in a series of grim watercolors from 1943 collectively
entitled Totentanz (Dance of Death), as well as in a series of water-
colors that depict crowds of naked, despairing people walling and
falling to the ground in barren, blurry landscapes.® Her relief at the
war's end was intense, and her daybook is filled with detailed entries
about events surrounding the arrival of Russian troops in Helligensee,
On May 5, 1945, seven days after describing a red sky over Berlin and

the “terrible thunder of gunfire," she wrote:

It’s quiet here. Over Berlin still have the shots. Took a walk.
An unspeakably thankful feeling in my breast. A twelve-
year period of suffering, which was forced upon us by a
crazy and inhuman, yes, bestial clique, with all the means
of evil power, with all the means of the spirit, with all the

means of barbarism, that didn’t shrink from any crime, is at

an end. In my soul is a peace that I haven’t felt for years.??
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7. Kurt Sehwitters, Hanover Merzbau, as photogray

Friedenstaube (Dove of Peace) (pl. 83), begun in 1845 and perhaps
finished a few years later, is a cool celebration of Hoéch's newfound
sense of peace. In aerial perspective, the montage shows a delicate
green dove with pale yellow wings flying tranguilly above a menacing
assemblage of polished, high-tech forms and a shallow, round disk that
castsits shadow upon the sky. Steel-gray, gunlike cylinders thrusting
up from the right appear to support a row of collapsing hollow blocks at

the bottom, whose balance seems further endangered by more hollow

objects llusionistically poised for a vertical slide down the angled, deep

green plane at the left. Given the evident symbolic intent af the wark,
perhaps it s notl too presumptucus to observe that the open-ended
right angles of the forms at the bottom make them look a bit like dis

membered swastikas while, at the same time, recalling the appearance
of certain photographs of Schwitters's Hanover Merzbau (fig. 7),
destroyed by bombs during the war
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irony. Judiciously, the review pronounced the montages that avoid

“glaring color” to be the more suce

ful.*® One cannot know exactly
how the reviewer wanted this last statement applied, but a work such
as Fata Morgana (1957) (pl. 82), which emphatically eschews any such
disturbing gualities, would presumably have secured a place on the
positive side of the magazine's evaluation.

Titled after the legendary enchantress, famous for her magic powers
of mutability, Fata Morgana is an ethereally beautiful picture, a shutter-
quick glimpse of its namesake caught in the act of transfiguration. If we
allow ourselves only a modicumn of suspended belief, Fata Morgana
actually can look like a miraculous happening caught by the camera's
lens; in the samea way that a photograph of a body in mid-action neces-
sarily implies that action's completion in the next instant, Fata Morgana
wants to document the moment betore the whorl of filmy pink skirt
pearls, and tree branch will have resolved themselves into the sorcer-
ess's new identity. To create this effect Hich cheated a little. The natu-
ral settings of earlier montages such as Sea Serpent, Dream Night, or
Light Sails make their fictive character immediately and wholly obvious;
but the definitive deterrent to reading any of them as photographic
“miniatures of reality "2 is the more or less openly declared disguise of
their “real-lifa” sources. In Light Sails, an obviously collaged, volumi
nously pleated skirt pretends to be a flower; in Fata Morgana, on the
other hand, the discreetly affixed skirt baldly declares itself as a swath
of fabric—however oddly deployed it is in the moment we see it. Once
more, Hich capitalizes on what Roland Barthes calls "photography's
inimitable feature . . . someone has seen the referent.”® Dynamically

integrated with a frothy sky and water, the recognizable elements con

fer their photographic legitimacy on what would otherwise be a roman
tic, painterly seascape-—indeed, is, in large part, a painterly seascape.
While a considerable admixture of collage contributes to the appear
ance of sky and water, the most delicate and contextually realist effects,
as in the entire Upper portion and again at the bottom, issued from
Hach's brush

Héch had combined painting and photomontage before, but never,
as in Fata Morgana, to heighten effects of llusionism; Héch, who had
the most sensitive understanding of the medium's temperament, had
not tried to bend it to such hostile service. The closest she came to forc-
ing photomontage to unnatural duty was her use of it in the gestural
abstractions of the 1850s. While Fata Morgana |s an inspired work, |t
must, to some degree, represent Hoch's acknowledgment that she was
pushing boundaries perhaps better left undisturbed. After Fata Mor-
gana, Hoch went on making abstract pictures through the process of
photomoentage, but less frequently; and, increasingly, as in Geordnetes
Farbspiel (Ordered Colfor Play, 1962) (pl. 94), the collaged parts were
arranged along an implied grid

Given that the practice of photomontage is all about the altering and
assuming of identities, Hoch's attraction to the fabulous Fata Morgana
(whose skills in the art of changing shapes were so great that mirage
itself was her invention) must have been on the order of magical self-
definition. Although very different in style from Fata Morgana and far
more overt, Hoch again equated her persona with a mythological figure
in a collaged self-portrait entitled Hekate (Hecate, 1965), after the god-
dess of ghosts and witcheraft. This tendency to symbalic identification
is not frequently evident in her photomontages, but it often surfaces in

her work in other mediums and in the poetry and short stories she wrote

off and on throughout her life.
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THE FINAL DECADE

Among the photomontages shown with Fata Morgana at the 1959
Galerie Rosen exhibition was Toulouse-Lautrec zugeeignet (Dedicated
to Toulouse-Lautrec, 1957) (fig. 9), which may well have been one of
those works Das Kunstwerk's reviewer found disturbing for its “glaring”
qualities. Although not one of Hich's most Inspired pieces, its satirical
treatrment of the fermale figure signals the beginning of the thematic and
stylistic freedom that came to characterize the last decade of her active

engagement with photomontage. She had never programmatically

excluded particular subjects or modes from her montages of any given

period; but her tendency (with the possible exception of the very

arly
Dada years) had been to privilege certain ways of working over others
during particular spans of time, In the 1960s, however, with years of

experimentation to draw on, Hbch's fancy played equally over the

gamut of the medium's pos
such varied works as Loch im Himmel (Hole in the Sky) (fig. 10)
Komposition in Grau (Compaosition in Gray) (fig. 11), and Das Fest kann
beginnen (On with the Party) (pl. 87) within a single year, 1965.
Secluded as she was in Helligensee, Hoch was nonetheless avidly
interested in the events of the world and seems to have had ambitions
to undertake a collage that would surpass in size and scope the largest,

most encyclopedic, and best known photomontage of her career,
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s woman-centered photomontages of the 1960s mare co

S

tently and more cbviously target the female's acculturated strategies of

seductiveness than do the rlier counterparts. With rare exceptions,

33) (pl. 98), they feature a single figurs

1 the Party and

ation so ludicrous and an accessornzation so extreme that her
of the male

ight,

the heroine of On with the Party ator with a worldly eve as

her large, glistening red lips smile with enigmatic promise; an equally red
nipple protruding, prowlike, from a suspiciously androgynous body

rinte 4 The tightly

litzy pictorial sy

daintily with its disembe

hands and invites cts of bliss through its pointy, pastry

tube breasts that I, The excessive, high-camp

femaleness of the

two figures comes very

se to drag, which,

Héch was well aware, virtually defines

gender as perfarmance

1 BFO T ng
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Nr.1+77.Jahr
Donnerstag,
19, Nov. 1953

Einer Mutter Gebet
enthiillt Geheimnis

B.Z-Reporter ) N. Hameln, 19. Nov.

Fahrgiiste auf dem Bahnhof in Hameln stillem Gebet. So kam man einem er-
Zeugen eciner ergreifenden schiitiernden Geheimnis auf die Spur:
Szene: ein 70jdhriges Miitterchen legte unter den Glelsen des nach dem Kriege
am Ende des Bahnhofstunnels einen zerstdrten Bahnhois befindet sich ein
Blumenstraufi nieder und verharrte in bisher unbekanntes Massengrab.

E

. k
Jedes Jahr seil 1945 war die und die Vermutung bestitigt leizten Weltkrieges eine wiir- WﬂS Wiil'dell Sie dn'z“.

Greisin aus dem Ruhrgebiet ge- funden, daB unter den Bahn- dige Grabstitte erhalten,

fommen, wm am Geburisleg hoistrimmern im Marz 1965 merkwitrdiger Zufall will, sagen, wenn man Ihl‘ell

mmmmmm.mmnwmd -
Th—— sal vor dem Tode, als aul Westherlin snch tis Luttroisen o
*h_ﬂm"‘““m'?m Foch bel StraBburg wieder Inlerzonenpiisse. Mit
ehemaligen Kameraden ver. Hunderie von Tonnen Muni- dieser gestern mitlag von der
:h.ﬂahud“hnqn.— tion mit atomarer Gewalt |n 2llilerten OMM:“‘:
S verhirmie die Luft flogen. Der Mann Sou" bekannigegebenen
Frau Fahrgisten auigelalien.  \or gay Essen flir sich und yom yortage widewraion. nach
ge-

vom Vorlage widerrufen, nach

) A der lediglich Westberliner fiir [
wh!rwmuﬂedemm Luftreisen Interzomenpdsse be-

den Als der Essentrliger zurlick. nbligen. Bewohner Osiberlins

des Bahnhofs ver- kebrte, wurde er 200 Meler vor und der Sowjeizone sollen je-

schilttet sei, Die Polizei hat so- dem Forl vom dem gewaltigen doch awch kilnftiy ohne Inter-

hrlN&dlfondluugm angestelit Luftdrudk zuBoden geschlenderl. zonenpaB fliegen kénnen.

. oo - i _ R e
g’“lGllCHE SPIELGEFAHRTEN, Weil Dackelkinder so niedlich sind, hot die englische Kénigin
Prinz Charles und Prinzessin Anne in Gergweis [Niederbcymw zwel kleine Krummbeiner

iese stammen von dem gleichen

Kopf aus- 8 wechselte?

umge
H lich die tot
"n 4: méglich die toten Soldaten des Siehe Seile 5. LICH BELEIDIGT S

& ; war Audrey Hepbum,
im | Nur einer kam davon cin junger _britischr
Olympiastadion den | 7usan bewahrte einen Arbeiter vor dem Tode Lichispieltheater bei der

Siche Bericht und simt- —g. Paris, 19.Nov. |  Letzte Meldung: | geksoaten Film .Roman

Von soforl an benbtigen Be- midchenhaiten Kopi aui

Terry Moore montiert
hatte. Die Werbung er-
wies sich als &duflerst
schlagkréditig. Audreys
Protest ebenfalls. Terry
Moore, die Besitzerin des
Kdorpers, war nicht enl-
rilstet. . Reklame mul

urvenreichen Kér- sein”, meinle sie,
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remained a wonderful gift to her.*® Implicitly, t » remarks allude to

the

commer ) her, itroduction ¢

1l photography's second great gift to

color illustration after World War |l and its ubiquitous availability during

the years that followed. Hich had always very se vely balanced the

variant tonalities of her materials and sometimes added color by hand

or through the use of colored papers, but her maneuvering ground was

limited. Color reproduction became a principal tool in her career-long
program to open up lhe aesthetic possibilities of photomontage; it

allowed her to experiment with abstraction, to endow such works

Degenerate with the contemporary zest of Pop art, and to enrich the

range of her exprassion.

Such extraordinarily idiosyncratic works as Um e sten Mund

{About a Red Mouth, c. 1967) (pl. 104} and Der B

The Tree

Girdier, 1966) (pl. 108) would have been unthinkabl

that circle around the themes

color. Of all Hoch's many photor

of woman and sex, About a Red Mouth Is perhaps the most directly

provecative, Glistening red lips, curved into a smile that is both civil and

secret, preside over an illusionist

ally undulating realm of frothy fabric

zhrosite. While the

and cross sections of the rose-colored mineral r

picture's implied movement |'|1|§||TT be generated by pictorial ve

alone, its psychological resenance depends on rhymes of ¢

uchsia ruffles, and

form that echo among the lips, swelling wave

rosite. Although not e 2 sexual con

pink curvatures of rhod

notations of this constella y of Images are unavoidable: one critic has

justifiably observed that the “innermost ovoids . . . repeated by encir

A

ni

cling rims of pale flesh tones . . . of the pinkish rock be

14}

mate. . . suggesting female genitalia."" Part abstract and part reliant on
the message-triggering properties of the "already seen,” About a Red

Moutt might be L

derstood as an updated version of M.

{pl, 57). In the earlier photomontage, the possessor of red lips, pe

in the upper-right corner, seems to have a privileged, and therefc

trolling, view of both the female body and its male admirers below;*8 in

the later work, the red mouth metonymically signifies woman's role as

"keeper of the temple’—its t smile :sting either the courtesy

reserved for polite society or an invitation to more intimat

Like About a Red Mouth, The Tree Girdler owes a debt to suc

earlier forays into abstraction as Evil to the Fore, in which the recogniz

able and the ad. The Tree G

ocgnizable are combi

takes the medium to a new expressive level,
of the work; which is larger than most of Hoch's photomontages, is

brought into being by a technigue of cunning tion. The stria

tions of the tree trunk, which reads as the creature’s body, are set

against a rich purple ground and rmimic the layering of orange-red

stripes that are intermittently ¢ ross the creature's bluish to

sllow-white s the stripe that

tactility of such elemen

tsa
curves upward to the right (demarcating the creature’ and its pro

k. While

truding tangu ed with the imaged tactility

hoch makes s > use of ready-made imagery here, she d

the past, play with or rely on tf

‘already-seen” prog

materials. The montage does nc cit the viewer lo na

(as Opposing Forms, for instance, had dor nor is there

na invitation, as in Res

narrative structure. Th

its imagery; no re the inducement to allegorical reading of £

the Fore or About a Red Mouth. As in most of Hoch's other photo

first in The Tree Girdler isim ontent, but

montages, what we n

itis tent that is virtually independent of photogt 1CE On

LATER ADVENTURES

omething in the real world. Around the time

Is to make

is piece, she remarked that "to use my materi

a clear, aesthetically resolved statement unfailingly brings me great

pleasure”;** ane may | onably assume that she felt well compen
sated by The Tree Girdler

Although H

was bothered by il he

h throughout the 1960s, she

maintair 1 lev creative and an energetic invalvement

with o ents. Exhibition openings, lectures, films, theater, and

occasional tr: all furnished frequent reasons for expeditions from

ch excursion in January 1865, she wrote in her

Heilligensee, Af
dayb
collages a la DADA." The ob

one

ook about a Rauschenberg exhibition she had just seen: "Huge

vation undoubt

y bespeaks Hoch's
dinary importance Rauschenb
nce and Ho

xtrao rg'sart (fig.14)

his-

awareness of th

he

| for young Berlin artists of the time. His signif

torical role in preparing it was to be underscored more than a decade

later by Heinz Ohff in the catalogue for the 1877 exhibition Berlin Now,

which, aside from a large, f Hoch's photomontages,

included only the art of younger contemporary artists. "Rauschenberg's

nfluence on Berlin in the sixties cannot be overst " Ohff wrote,

claiming the Amer 1's art to be reminiscent of photomontage as

"bap ( Berlin's dac »artial listing of the group’s

v judgment appears in

o herself in 18

, a5 we compre

. has spread throughout the world ta become the

most subtle of ations Qur little sheets from long

ywing—giant printing machines pro-

berg) The color photo

ut any boundarie

of Pop art as

; Initiatives
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By the beginning of the 1870s, Hoch's own ability to profit from the
printing miracles of a new age had become severely limited. Her health
and, In particular, her eyesight were making it more and more difficult
to work. This last, not guite full, decade of her life did, however, bring
her considerably increased recognition, beginning with a large retro-
spective of her collages at Berlin's Akademie der Klnste and later
including shows in Kyoto and Paris and at the Nationalgalerie in Berlin,
as well as prominent representation in various international group
exhibitions. But Dada still haunted her; in an interview coinciding with
her 1876 Paris and Berlin shows she complained: "I'm sick and tired of
Dada; slowly it's becoming played out. Everything else that has devel-
oped goes unnoticed."s!

If Hoeh remained irmtated to the last by the way her interesting role as
Dada's only girl seemed to overshadow her own persona and accom-
plishments, she was, on a deeper level, satisfied with her life's work.
After a meeting with her old Dada colleague Walter Mehring, Hbch
wrote in her daybook that it had been, "disappointing, but was strength-
ening, specifically in its affirmation of the course of my own life, of which
| am once more so conscious. "5 In this clarity of spirit she undertook
Lebensbild (Life Portrait, 1872-1973) (fig. 15}, her last significant—and
her final woman-centered—phaotomontage.

By far the largest collage of her career and assembled entirely
from black-and-white photographs laid out in rectangular blocks, Life
Partrait Is, without other pretension, both a summation of Hoch's life
and a celebration of her work with phetomontage.®® Dead center, pre-
siding over the world she has known, the eighty-three-year-old Hoch,
her white hair still bobbed, poses in symbolic contemplation of her
hands; most closely surrounding her are photographs of people who
had been close to her: her father, Raoul Hausmann, Kurt Schwitters,
Hans Arp, and Til Brugman, among others. In the upper-left quadrant,
photomontages from every period of her career represent her art.?
Elsewhere, Life Portrait shows us the many identities of Hannah
Hoeh—inter alios, the baby peering curiously at the world, Dada's girl-
ishly graceful young woman, the new proprietor of Helligensee, the
little old lady tending her garden, the same returning from the cere-
mony that had installed her as Professor at the Akademie. But Life
Portrait s not a solemn summation, The wit and hurmor that were always
Héch's are here too: in the juxtaposition of baby "Hanna" and the
parental telephone; in an image of the elderly artist, picture in hand,
wearing a ridiculously snooty looking seal’s head; or, not least, in the
center photograph of Héch, where cartoonlike birds encroach on her
otherwise magisterial presence.

For all the frustrations of a long career, Life Portrait speaks clearly
of Hoch's own faith in herself and her lifelong inveolvernent with the
medium of photomontage. She had been "odd woman out” in a group
that pioneered photomontage, but, unlike her early comrades, her
pioneering lasted a lifetime. Life Portrait is a valedictory salute to the
adventuras of nearly six decades. "Here," Hoch said, “is simply Héch

the Individual with collage.” 5

18, lebenshild |life Portrait), 1972-1973,

collage with ariginal photographs by liselatte and Armin Orgel-Kshne

Callection liselotte and Armin OrgelKohne, Bedin
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WORLD WAR 11 AND BEYOND

~J
i

NURNICHT MIT BEIDEN BEINEN AUF DER ERDE STEHEN (Never Keep Both Feet on the Ground) 1940
PHOTOMONTAGE
3 Vin INL (32,3 X 20.8°.CM)

COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART
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HANNAH HOCH

AMNIEL I (On the Nile [} ¢. 1940
PHOTOMONTAGE
W X8 3 ENC(27.5 X 234 OM)
COLLECTION PETER CARLBERG, HOFHEIM. GERMANY
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LIEBE LEUTEVOM BERG {Good People of the Mountains) 1940
PHOTOMONTAGE
15 X 22 Vi TN. (40 X 37 CM)
COLLECTION LANDESBANK BERLIN
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78
UNGARISCHE RHAPSODIE ( Hungarian Rhapsody) 1940
PHOTOMONTAGE
14 X106 INL (355 X 255 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART

79

DIE FROLICHE (The Merry One) 1943
PHOTOMONTAGE WITH WATERCOLOR
13 % X 10 Vi IN, {35 X 26 CM)

GERMANISCHES NATIONALMUSEUM, NUREMBERG (ON LOAN FROM PRIVATE COLLECTION)
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80

STREIT (Quarrel) ©. 1940
PHOTOMONTAGE
1A X 11 W, (28.3 X 28,3 CM)
COURTESY BARRY FRIEDMAN LTD., NEW YORK

Streit was one of a group of photomontages by Hich shawn in the exhibition Photomontage from Dada to Today, which
she organized at the Galerie Gerd Ro in Betlin in December 1946, The name and da cribed In the lower-right
margin—HOECH 46—is net in the own hand and was probably added at the time of the Rosen exhibition. The
work may da m the early 1940 slated to several pieces attributed to those years, including Good People of
the Mount. 7 and The Merry One ( }, the latter of which 5 the identical set of child's arms used in the
laft-hand figura here, — KM
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81

LICHTSEGEL (Light Sails) 1943-1946
PHOTOMONTAGE
T28 W IN, (30,5 X 265 CM)
COLLECTION INSTITUT FUUR AUSLANDSBEZIEMUNGEN, STUTTGAR
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TRAUMNACHT ( Dream Night) 1943-1946

COLLECTION INSTITL

PHOTOMONTAGE
X 10 % INL (2606 X 26.8 CM)
I FUR AUSLANDSBEZIEHUNGEN, STUTTGART

ed fram
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FRIEDENSTAUBE [ Dove of Peace) 10945
PHOTOMONTAGE
W X OIN. (225 X 22.8 CM)
COLLECTIONSTAATLICHE MUSEEN ZU BERLIN, KUPFERSTICHKABINETT
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SEIDENSCHWANZ (Silk Tail) ©. 1948
PHOTOMONTAGE

7 CF VR ING (195 X 14 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART
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GEGENSATZLICHE FORMEN (Opposing Forms) 1952
FHOTOMONTAGE ON JAPAN PAPER
v 11 TN (37 X 2B.CM)

COLLECTION BERLINISCHE GALERIE, LANDESMUSEUM FUR MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR,

#h

MONDFISCHE (Moonfish) 1956

PHOTOMONTAGE ON CARDBOARD
11 XT 0 IN 28,8 X T9.8.CM)

COLLECTION BERLINISCHE GALERIE. LANDESMUSEUM FUR MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR

BERLIN

BERLIN
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87
| SYNTHETISCHE BLUMEN (PROPELLERDISTELN) (Synthetic Flowers [Propeller Thistles]] 1952
PHOTOMONTAGE
| UNG Y IN (Z2RX 245 0CM)
‘ COLLECTION LANDESBANK BERLIN
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B8

DIE BOSEN IM VORDERGRUND (Evilto the Fore) 1955 |
PHOTOMONTAGE
M XT3 IN(25 X188 CM )
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART
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HL)

GESPRENGTE EINHEIT {Burst Unity} 1955
PHOTOMONTAGE

15% X 11 % IN, (40 X 29.5 CM)

COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN. STUTTGART

on, the
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G

KLEBEZEICHNUNG H (Glued Drawing I1) 1955
PHOTOMONTAGE
14 X 8 346 IN, {35.5 X 25 CM)

COURTESY GALERIE ALVENSLEBEN, MUNICH

1gine
b trar
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91

FRIEDENSENGEL (Angel of Peace) ©. 1958
PHOTOMONTAGE ON CARDBOARD
8§ Wis X 674 IN, (22 X 17.5 CM)
GALERIE, LANDESMUSEUM FURMODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR, BERLIN

COLLECTION BERLINISCE

per 1959, p. 899
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FATA MORGANA 1957
PHOTOMONTAGE WITH WATERCOLOR
83X 11 WIN. {21.2 X 28.2CM)
COURTESY GALERIE REMMERT UND BARTH, DUSSELDORF
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93
DER SCHONE PO (The Beautiful Pe) ¢. 1959
PHOTOMONTAGE
195 X 15 B40 IN. (49.8 X 40.2 CM)
COLLECTION DR. PETER . HEINDLMEYER, BERLIN

The title of this work is a play on words. |t refers simultaneously to the Po River in northern Italy and to the German
colloquialism for the word fanny {Po, the shortened version of Popo), — PB




: 170
HANNAH HOCH

94

GEORDNETES FARBSPIEL {Ordered Color Play)
FHOTOMONTAGE
13 % X 107 IN. {35.2 X 26.5 CM)
PRIVATE COLLECTION, DUSSELDORF

1962
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95

WENN DIE DUFTE BLUHEN (When the Fragrances Bloom) 1962
PHOTOMONTAGE ON CARDBOARD
BLUAXEBWIN, (21 X 22.5 CM)
COLLECTION BERLINISCHE GALERIE, LANDESMUSEUM FUR MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR, BERLIN

Here, as in Ordered Color Play (pl. 94}, Hoch created an entirely nonreprasentational photomontage that is dense with
lush, high-contrast calor, For both works; she sliced and shredded her source material so extensively that the original
imagery is-all but pbiiterated; photographs are exploitad for their formal rather than representational properties—Iine, color,
and texture. The works must be considered within the context of such contemporary practices as Abstract Exprassionism
and Art Informal, aithough Hich maintained an Intimacy of scale and achieved a sense of energy through meticulous
composition rather than the appearance of spontaneity. — PB

Lifa International, recurring advertisement for Martini vermouth, earliest example localed 6 July 1958, p.48
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g6

HOMMAGE A RIZA ABASI (Homage to Riza Abasi) 1963
PHOTOMONTAGE
137X 7 He IN (352X 18.3 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEMUNGEN, STUTTGART
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97

DAS FEST KANN BEGINNEN (On with the Party) 1965
PHOTOMONTAGE
107 X 13 ¥ N, (26.5 X 35 CM)

COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN. STUTTGART
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o8

GROTESK (GROTESQUE) 1963 '
PHOTOMONTAGE
913 X 61 IN. (253 X 17 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART

The pairing of an old lecher with a beautiful young woman, satinzing the man’s deluded guest to remain youthiul, has been
a staple of German art from as far back as the Middle Ages. Héch's Grotesgue doubtless plays off this tradition, bul the

ambiguous gender of the older figure in this photernontage suggests that Hoch, whe at the time was seventy-four years
old, was perhaps contemplating the passage, In her own life, from youth to advanced age. — PB
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99

| DAS EWIG WEIBLICHE I (The Eternal Feminine IT) 1967
PHOTOMONTAGE WITH COLLAGE
20%6 X 10 % IN. (51.3 X 268 CM)
GERMANISCHES NATIONALMUSEUM, NUREMBERG (ON LOAN FROM PRIVATE COLLECTION)

Although there is no known antecedent for this work (despite its numerical title], its theme is one Héch had dealt with incli-
rectly since the 1820s. As had been her wont since that time, she here creates a female image by focusing on the most
sensuous parts of the face: hair, eyes, mouth. In her early works, Hich often helghtened the effect of the woman's gaze
by endowing her with mismatched eyes, In this work and others from the 1960s, such as Grotesgue (pl. 98) and Little Sun
(pl, 109}, she adds a new twist by affixing the eye from an animal (in this case, a bird of prey), thereby endowing her women
with a sense of the feral. — PB

Life international, 13 April 1959, pp. 44-45 (also appears 15 July 1963, pp. 96-97)
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100

MAGIE (Magic) 1966
PHOTOMONTAGE ON CARDBOARD
14 Y4 X 12 % IN, (38 X 32 CM)
COLLECTION BERLINISCHE GALERIE, LANDESMUSEUM FUR MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR, BERLIN

Ona of the identifiable sources in Magic is a cascading piece of drapery from an advertisemeant for Dralon fabrics, found
In Hér zu {Listen), the T.V. Guide-like magazine Hoch aften purchased during these years. Excised from its original con-
text and furned upside down, it is combined with other decontextualized images to form a magical landscape that
traverses the real and the everyday. The same image of a Peruvian trophy head that appears in Strange Beauty I (pl. 101)
is here parched atop the body of an electric mixer, creating a hybrid creatura who seems to balance between the worlds
of technology and the primitive as it on a tightrope. — KM

Har zu, 410 April 1865, p. 21
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|
|
FREMBE CiHanuEm 0
101
| FREMDE SCHONHEIT 11 (Strange Beauty 1) 1966
PHOTOMONTAGE

12 s X 5 Ve IN, (325 X 15 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGART

This work reprises the theme of “strange beauty” Hoch introduced In her 1928 photomontage of the same title (pl. 47), &
part of the Ethnographic Museum series, The earlier work distanced the viewer from idealizations of faminine beauty by
superimposing a shrunken head atop a langorous nude odalisque; here, a runway model grins out at her imagined audi-
ence through the features of a Peruvian terra cotta trophy head (also used in Magic [pl. 100]). By this lime, color fashicn
spreads were a regular feature in popular magazines and increasingly defined the visual standard of the modern woman.
For the background, Hbeh inverted two fragments of the blurred background from a photograph of a featherstar, a marine
animal found In coral reefs. — KM

Life International, 17 August 1959, p.45
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INDUSTRIELANDSCHAFT (Industrial Landscape) 1967
PHOTOMONTAGE
11730 X 10 W IN. (29 X 26 CM)
COLLECTION LANDESBANK BERLIN

At first glance, this crowded composition seems to ba filled with such industrial forms as towers, smokestacks, and bulld-
ings, a reference further maintained by the title. Yet upon close scrutiny, one notices that the "industrial" forms are all cut-
outs: positive and negative outlines, snipped by Hoch, that merely suggest a crowded skyline. The color photographs used
in the composition were, in fact, decidedly nonindustrial: a night view of the Swiss resort town of Lugano and a bird's-eya
view of a swimming pool teeming with pecple. The pool photograph, in particular, recalls the oblique New Vision photog
raphy of the 1920s and 1930s, with its severa manipulation of space and distortion of the human form. — KM

Life International, 1 February 1960, p.100
Life International, recurring advertisement for Canadian Club whiskey, earliest example located 28 February 1960
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103

DEN MANNERN GEWIDMET, DIE DEN MOND EROBERTEN (Dedicated to the Men Who Conguered the Moon) 1960
PHOTOMONTAGE
N X10WIN. (257 X264 CM)
COLLECTION PETER CARLBERG, HOFHEIM, GERMANY
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1
T
([
|
| 104
‘ UM EINEN ROTEN MUND (About a Red Mouth) ©. 1967
PHOTOMONTAGE
‘ S We X6 W IN, (2005 X 16.5 CM)
COLLECTION INSTITUT FUR AUSLANDSBEZIEHUNGEN, STUTTGAR
|
1
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105

ENTARTET { Degenerate) 1009
PHOTOMONTAGE

» X 16 IN, (34,53 X 40.6 CM}

COLLECTION LANDESBANK BERI

off the term the Nazis used

— kKM
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106

DER BAUMZINGEL { The Tree Girdler) 1066
FHOTOMONTAGE ON CARDBOARD
14 Y X0 Waa INL (37 X 25 CM)
COLLECTION BERLINISCHE GALERIE. LANDESMUSEUM FUR MODERNE KUNST, PHOTOGRAPHIE UND ARCHITEKTUR, BERLIN

S innatur
soverof al

azine. So deftly did she shred ar
asumed by that of i nstructed alter ego, — PB

Life Internation.
Lite Interna
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WORLD WAR 11 AND BEYOND

107

TRAUER Il (Sadness II) 10967
PHOTOMONTAGE
13 W40 X 10 W ING (34.7 X 26 CM)
COLLECTION HANS-JOACHIM HAHN, BERLIN

This work is a

nal, 13 April 1989,

oVEer

108

ANGST (Anxiety) 1970
PHOTOMONTAGE

10 WX & ¥ IN. (26,5 X 22.3.CM)
GERMANISCHES NATIONALMUSEUM, NUREMBERG (ON LOAN FROM PRIVATE COLLECTION)

& March 19
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100

KLEINE SONNE (Little Sun) 1969
PHOTOMONTAGE
6% X 9 % IN, (16 X 24 CM)
COLLECTION LANDESBANK BERLIN

The two identifed sources for this work are photographic reproductions of a setting sun from an advertisement for DC-8
aircraft, and of Marilyn Monroe on a 1958 cover of Life international, from which Hich excised the actress's lips, Monroe's
likeness was exploited by many artists during the 1960s—most notably by Andy Warhol, who even made silkscreened
paintings of her lips alone. In this work, however, thera is no indication that Héch was interested in the recognizability of
Maonroe's famous lips; they were, most likely, just the right size and fit, — PB

Life International, recurring advertisement for DC-8 aircrafl, earliest example located 16 March 1959, p. 35
Life (nternational, 25 May 1958, caver
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55 @l the Schiool of Applied Artls, BerlinChar

2, Harold Bengen's cla

We were both in those days
enthusiastic admirers of
Herwarth Walden's ‘Der
Sturm” Gallery. But Housmann
until 1916 a
figurative expressionist, a
close friend and disciple of
[Erich] Haeckel and at the
same time an admirer of
[Robert] Delaunay and of
Franz Marc, whereas | had
already begun in 1915 to
design and paint abstract
compositions in the same
general fradition as those that
[Wassily] Kandinsky had first
exhibited a couple of years
earlier in Munich.

remaine

1915
Enrolls in January at the Unterrichtsanstalt des kaniglichen
Kunstgewerbemuseums {School of the Royal Museum of Applied
rts, later known as the State Museum of Applied Arts) in Berlin,
which combings the rigorous instruction of an art academy with
courses In all aspects of the applied arts.® Here she enters the
graphic- and book-arts program headed by Emil Orlik, a well-
known Jugendstil artist whose work is inspired by Japanese
woodblock prints. She supplements her day courses with six
nights of classes in calligraphy and figure drawing.® Typical
assignments for scheol competitions include designing a title
page for an auction catalogue, posters for the war effort, and
pictures for the wounded and recovering soldiers in the hospital,
George Grosz is In the same class from 181510 1917 and
participates in many of the same assignments and competitions.®
Hoch remains enrolled at the school through March 18209

Meets the Austrian-born painter Raoul Hausmann in late April,
probably at Herwarth Walden's avant-garde gallery, Der Sturm.
Maria Uhden, a childhood friend from Gotha, is exhibiting at the
gallery and possibly brings Hoch there for the first time.” Uhden is
involved with the artist Georg Schrimpf (her future husband), who
along with Hausmann, is part of the circle around the psycho-
analyst Otto Gross and the writer Franz Jung. The relationship
between Hoch and Hausmann (who is married to Elfriede
Schaeffer, and has a daughter, Vera) becomes intense as early
as July. Through Hausmann, Hoch meets Johannes Baader,

the farmer tomb architect and future Oberdada, and Salomo
Friedlaender ("Mynona"), the writer whose philosophy of “creative
indifference” will fuel early Dadaist ideas.
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3. Hannoh Hach and Recul Hausmann, 1918 4. Hach and Hausmiann, |9

19

A prasidantin U5

m margin

Aalkd publish

& The Mei

1916

At the first of the year, begins working three days a week in the
handiwork division of the Ullstein Press, where she makes
embroidery and lace designs for publications such as Die Dame
(The Lady) and dress designs for Die praktische Beriinerin (The
Practical Berlin Woman), two of the company’s most successful
women's magazines.® Also begins to publish embroidery designs
in a non-Ullstein publication, Stickerei- und Spitzen-Rundschau
(Embroidery and Lace Review).® The job (which she continues to
hold until her move ta the Netherlands in 1926) requires that she
work with delicate paper patterns, many of which appear in her
collages of the 1920s. It also provides her access to multiple
copies of such Ullstein publications as 812, Der Querschnitt, and
Uhu, which she will mine for photographic reproductions to use
in her photomontages.

Obtains the first of two abortions on May 16.12 Although she
desires children, she refuses to give birth to a child while
Hausmann is still married to his wife.

Professor Orlik engages her as a woodcutter for his woodblock
designs in November,'! and she creates her first abstract wood-
cut collages. Also produces her first oil painting,*2

1917

Hach's facsimile print of a woodcut of the prophet Matthew (from
a fifteenth-century Ars Memarandi In the Ducal Library in Gotha)
is published in the luxury edition of Das Kunstbiatt (The Art Page),
one of the leading German Expressionist periodicals.'?

Hausmann moves in with Héch to her studio in the BisingstraBe,
in the Friedenau district of Berlin.
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18

of tha Berlin Se
Hie 1oeck, w
aye
from his

and bounces soc

to a major falling-out with
breakup of their relationship, H-;;L"?'l does

Travels with Hausr
village on the Balti e of com-
with the I“Dal‘l nf various \,nll_.
dly give them the idea for
heir return to Berlin, they cre
omontages.

ate the first

shotomontag
[ 1 pho

Makes the acquaintance of the artists Kurt Schwitters and
Hans Arp.'®

und Spitzen-Rundschau

Publishes several articl 3
roidery des

that argue for a revolution in er

5]
the painterly and abstract possibilities of what she consi
egitimate artistic medium.!?

1 and emphasize

the November-

r ned in the wake
of the Novern ll er Reve ulul ion J.'ll |||3L> recently ousted the Kaiser
and accompanled the end of World War | The Up's goals are
to bring art to the peop serve the s avolutic
through arts legislation and the reform of institutions such as art
schools and museums. Hoch becomes a member sradically
contributing to the group’s annual exhibitions from 1920 through
18931, and through it mests artists such as Arthur Segal, Otto
Freundlich, and Thomas Ring, as well as the writer ‘srui critic
Adolf Behne, who v yme friends.

fel

1919

cabinet of |, B, Ne
by Hausn

ann, Grosz,

Stuckenberg, Erica Dest ]en and hruc
some of her abstract watercolors and par t!cu_.-;]te._w
time in a Dada event, the Dada-Soirée on the final day of the
exhibition, for which she plays pot lids and a child's i
anti-symphony composed by Golyscheff.'® Laterin t ar, on
November 30 and December 7, she participates in a “simul-
taneous poem” by Richard "‘|Laﬂ“—:PI‘I|Je“‘i< in the Dada-Matinée at
the newly founded avant-garde thea Tribtine,” wl“ere. for
the first time, all the Berlin Dadaists pmfr\ m together.

=1y

Publishes an embroidery design in the April issue of Stickerei-
und Spitzen-Rund: 1 as well as an article and a short story

in its October-November issue.?? In December, one of her wood-
cuts is reproduced in an advertisement for “dadaca” in the sec-
ond number of the periodical Der Dada, where she is mistakenly
identified as "M, Héch,"2!

1920
Two of Hich's Dada dolls appear in April on the cover and wi‘.hlw
the body of the periodical Schall und Rauch (Moise and Smoke), a

- d by the theater director Max Reinhardt in con

caparet of the ne name. Both the cabaret and
yme outlets for Dadaist wit and re. After Hans

officer i Expre nist Work
over, nvites Héch to subm |l them to llw
n, to be mounted in Chicag erha
roidered pillows to this n;-xml_n.h)l butitis
place. The dolls

periodical be
Hoffmann, p
olls on th

actually tak re

hs.

( a Chicago painter named Carl Sac
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6. Raoul Housmonn and Hanngh Hoch witk

sork al the First Internalic

8}

Jdod Fal

Participates in the First International Dada Fair, the largest and
most comprehensive of the Dada exhibitions, held at the gallery
of Dr. Otto Burchard in Berlin from June 30 to August 25. The
show contains 174 Dada works—including paintings, prints
sculptures, objects, pamphlets, ephemera, and posters—by
more than twenty-five artists, including such non-Berlin Dadaists
as Max Ernst, Francis Picabia, and Hans Arp. Héch's participa-
tion is opposed by Grosz and John Heartfield, and she is included
only through the intercession of Hausmann, whao threatens to
withdraw.?3 She is represented with at least sight works, includ-
ing her Dada dolls, Dada-Rundschau (Dada Panorama, 1919)
(pl. 2], and the monumental pholomontage Schnitt mit dem
Kiichenmesser Dada durch die letzte weimarer Bierbauchkultur-
epoche Deutschlands (Cut with the Kitchen Knife Dada through
the Last Weimar Beer-Belly Cultural Epoch of Germany, 1819-
1920) (pl. 1). The exhibition recelves a rash of reviews, including
one by Adolf Behne in Die Freiheit (The Freedom) that praises
Héch's "splendid collages."#*

ttends Monday soirées at the studio of Arthur Segal, which
become a monthly fixture of Berlin intellectual life for many years.
Here, she conversas with artists, philosophers, and writers such
as Mynona, Ernst Simmel, Erich Buchholz, and Alired Doblin,=¢

Stickerei- und Spitzen-Rundschau publishes an enthusiastic
review of Héch's designs for printed fabric in its September
igsue. Executives from the Alexander Koch Verlag In Darmstadt
suggest factories that might put her extracrdinary designs into
production.=&

Travels from Munich to ltaly in October and November with

her sister Grete and the Swiss poet Regina Ullmann in order to
distance herself from Hausmann. Her friend the architect Ludwig
Mies van der Rohe, who has connections o the Pope in Rome,
arranges for the visa, and much of the trip is accomplished on
foot. Ullmann leaves the party at Venice; Grete departs at
Bologna; and Hoch continues alone to Florence and Rome,
where the ltalian Dadaist Enrico Prampolini gives her a copy of
the Futurist Manifesto.?” Upon her return to Germany, she
reestablishes her connection with Hausmann,
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s-Dada-Ball, organized by Baader in
N of artists’ costu a will attend

18 parties

a cover illustration for the March-April issue of Die
(The Carnerib), a monthly publication IJﬁt'it;-' 20 to the arts; an
April Fools'-joke photomontage in tn° B
(BIZ) entitled "The Botanical (
tions,"” depicting a carnivorous plar' %{‘m('rl 3t a table and eating
off a plate; and a watercolor illustration in Hans Arp's volume of

poetry, Der Vogel sel
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bdritt,

Along with Hausmann, Grosz, Otto Dix, Thomas Ring, and Rudolf
Schlichter, signs the "Open Letter to the JE i
which is published in Der Gegner (The
lutionary periodicals put out by Wieland I—'er 7ie Mesllk Verlag.
Although the letter publicly criticizes the NO'\.-'e—.ﬂ|l_a'.%'gru_0r,'-€"8
retreat from politics and its increasingly bourgeois activities, Hoch
continues to show watercolo tings in the group’s
annual exhibitions.,

and pai

Participates with Hausmann and Pv‘lynr-nn on Ft-‘-hr'uar"y' 8 at

g pl_.h!l_,hu_-:tl in .V:a\_x in th
cial Novembergruppe periodical, A
one of her relief prints on its cover (page 53).3°

number of the offi
also rep

With Helma Schwitters, accompanies Hausmann and Ku |T
Schwitters on their "Anti-Dada Merz-Tournée" to Prague, During
two Dada performance evenings (September 6 and 7}, the two
women sit In the audience as the men try to cutdo each other in a
noise fest, reciting Dada “sound poems"” and trying to antagonize
the generally amu crowd. This is the first of hier many trips

with Helma and the “unfathomable” Kurt Schwitters.®

sue of Die
irin Leipzig.3

daesign for a pillow in the February
< and exhibits in a design and pattern fa

Is invited to participate in late September at the International
Dada and Constructivist Congress in Weimar, a conference that
attracts artists from all over Europe, including El Lissitzky, Theo
and Petra (Nelly) van Doesb . Cornelis 1 Eesteren, Laszld
Mohaoly-Nagy, Tristan Tzara, Hans Arp, and Sophie Tasuber-Arp.
Because she is traveling in southern Germany when the invitation
she ot participate, but does attend a restaging of

5 “Dadarevon” at the Garvens Gallery in Hanover with
e Congress members on September 30.94

is sent, 83 N

many o
Separates from Hausmann by the middle of the year.

1923
Schwitters reproduces one of Hoch's drawings in the first issue of
devoted to Holland Dada, and Hi
locate subscriber: n Berlin.*® She alsc ¢
the first of two grottoes for ars's Merzbau, the o
architectural structure the artist is bu
Hanove troyed by an air tmn*bn l"-w-’l Entitled
“Bordello s mainly of photog
small collage: t ots a prostitute
le second contribution, 1|r0fl iced a few years later as
part of the column called the "Ca al of Erotic Misery,” refers
to the German writer and ph pher Johann Wolfgang von
Goethe, 3 A strong friendst ops between Héch and
Schwitters, who often stays —‘n her BlsingstraBe studio when he
visits Berlin and even stashes a hoard of Merz material in a r‘rawl
space there.® Schwitters also asks her to lodge other

artists, s

phs and

with three

38 Vilmos Huszar, which she does I|r—_='._1l_|e.nll'y.
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Joesburg's Clamart s

Film (Painting, Photography, Film), aloeng with a phoetographic self-
portrait, She again publishes embroidery designs in Die Dame

Travels in July to London, the Isie of Wight, and Belle Isle, off the
coast of Brittany, where she meets the van Doesburgs at their
summer residence. Upon returning to Paris for a few days she
visits the Exposition internationale des arts décoratifs et Indus-
friefs modernes, the largest exhiblition of applied arts, industrial
design, and architecture since before World War |, where she is
especially interested In the textile division. Expands her connec-
tions with artists and architects from |taly and the Soviet Union
and makes the acquaintance of Jane Heap, editor of New York's
avant-garde literary and arts magazine The Little Review, who |
displays works by Héch, on loan from Tzara, in the Little Review
Galleries in New York.5?

Makes paintings based on principles of photomontage, including
Roma (Rome, 1925), Journalisten (Journalists, 1925), and Die
Braut (The Bride,1927) (pages 13-14), The first two are exhibited
in June in the annual exhibition of the Navembergruppe in Berlin;
Mies van der Rohe, current chairman of the group, recommends
that the city buy Héch's pictures in an effort to attain municipal
support for its artist members, but the reigning official on the city
committee, the artist Hans Baluschek, declines to purchase
them, 51

With Kurt Schwitters, begins plans for an “anti-Revue” entitled

Schilechter und besser (Worse and Better), a Merz performance
parodying the extravagant and popular revues of the 1910s and
1920s. Schwitters plans to direct the piece and create the story,

while Hoch is slated to design the sets and costumes, and Hans
Heinz Stuckenschmidt, a composer associated with the Novem
bergruppe, is enlisted to compose the music. While the plans
are never realized, Hoch does design several stage sets and cos-
tumes, including those for the characters Mr. and Mrs. Warm
Oven and a girl whose head emits smoke. 5
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1926
Publishes a woodecut as illustration to Ernest Hemingway's "Banal
Story" in the Spring—Summer issue of The Little Review

Spends a few weeks during July with the Schwitterses in Kijkduin,
n, the Netherlands, at the home of the Hungarian
er Lajos d :th and his wife, Nell, Evenin t-togethers
are attended by many painters, writers, and architects, including
van Eesteren, Huszar, |da Bienert, Siegfried and Carola Giedion,
J.d.P. Oud, and Gerrit Ristveld. During the days, Hoch, vitters
and d'Ebneth create small reliefs and sculptures from the drift
wood and detritus & by Schwitters, Die
breite Schmurche 1el, 1923) and Kathedrale
[C;—f.h':ee_.\'raa'. 1926) 0 s extensive collection of

rt (now in the collection of the Neue Nationalgalerie in Berlin). 52
T‘lkes day trips throughout the Netherlands with Schwitters,
including a visit to the Ethnographic Museum in Leiden.

Scheveni

& horr

During her stay a d'Ebneth, meets the poet Til
Brugman, the Dutch contact for Schwitters's Merz periodical and
author of poem r Merz and De
Stifl. The two women trave oble in late July and
August. Hoch rents out her s artrr n:nl n Berlin and
quits her job at Ullstein, and by Octobe
live with Brugman, whose apartment is ]
De Stijl furniture Lw Rietveld. Héch receives fi mnr“ml
the Novembergruppe, which has extra funds available
in need.5

')|:IC>I| from
or artists

1927

Travels with Brugman throughout Belgium in April and, to recu- =nid of Allisd cor

perate from a summer illness, to ltaly and Switzerland during T or

August. During this latter trip, she probably visits the spa at xecution of Satco and Vanzsttiin 1),S

Monte Verita, a fame tists' retreat near Ascona, on the ltalian Al Jolson star
Swiss border, owned by the German financier and collector

Eduard van der Heydt, whose renowne
graphic art is partially installed in the hotel corridor
to the Netherlands via Paris in early Septemiber

collection of ethno-
% Returns

Join
national League for Ind
and controversial films (whict

a film league in the Netherlands, a forerunner of the Inter- Chiang Kai-shek glects
xendent Film, that screens avant-garde President of Chine

he attends with Brugman)
opposes film censorship. Exhibits paintings at the Stedelijk
Museum in Ams Ipr'cial“ in March and November with the Dutch
artists' group “De Onafhank; (The Independents) and con- The Passion ol Joan of &
tributes to their :?xl'nh tions of Dutch and foreign contemporary
artin 1929,

Travels with Brugman in the summer to Norway and is so
impressed by the Nordic country that she recommends it to
Schwitters, who visits there in 1929 and makes it his residence
in exile from 193 0

7 1o 1840.5

3 her first one-person ex anized by the

Jar'u Buijs the Kunstzaal De Bron In The Hague, which
sts of approximately fifty paintings, watercolors, & 2

ut no photomontages ch publishes her artistic

the catalogue, which calls for the effacement of all boundz

between styles and arlistic points of view, betw

intastic, between the admissable and the inadmissible in art.

Exhibits in the mammuoth international Film und Foto exhibition in
Stuttgart, organized by the Wirttemberg office of the C

Werkbund, which higf

man

phy and wh
1931, H&ch is represente
(the first she has shown since the
fel, 1923-1925) (pl. 26) and Russ
(Russian Dancer [My Double], 1928)

Kokette | (The Co
Tanzerin (Mein Double

(pl. 40). In one review her work is singled out, along with t
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anpnouncing Hoch'

ANk

5 "Cirdinan

Minister of Ed

Moholy-Nagy and Man Ray, as being especially noteworthy. 57
Franz Roh and Jan Tschichold publish her photomontage Von
Oben (From Above, 1926-1327) (pl. 38) in their book foto-auge
(photo-eye), one of the catalogues to come out of the exhibition
After ing her work at the Berlin venue of the exhibition, Josef
Albers, instructor at the Bauhaus in Dessau, asks to exchange
one of his glass paintings for ane of her photornonts

Moves with Brugman on November 1 back to her BlsingstraBe

apartment in Berlin. Hoch feels increasingly distanced from the

Berlin art scene and hopes for renewed contact with colleagues
and greater opportunities for work and commissions.

1930
Hach's mother dies on April 10,

Reconnects with many of her friends and colleagues in Berlin,
neluding Mynona, Adolf Behne, and Georg Muche and his wife,
who take French lessons from Brugman.

1931

Reinitiates a friendship with Raoul Hausmann, who has since
turned to photography as his primary artistic medium. Theo van
Doesburg dies of a heart attack on March 7, &
seven, in Davos, Switzerland.

No

Participates in April and May in the exhibition Fotomontage, at the

former Applied Art Museum in Berlin, with works from the Love
and Ethnographic Museum series. Two untitied works from the
latter series are purchased by Baron von der Heydt, presumably
because they employ reproductions of sculptural objects from his
own extensive collection of ethnographic art

Participates in October in the international exhibition Fraven in
Not (Women in Distress), at the Haus der Juryfreien in Berlin,
with works on the subject of women and children, The exhibition
s connected with controversies over Article 218 of the constitu-
tional code, which has imposed strict laws against abortion

Joins the Reichsverband bildender Kinstler Deutschlands
(Mational Federation of Visual Artists of German and the
Deutsche Liga fir unabhéngigen Film Ortsgruppe Berlin (German
League for Independent Film, Berlin Division).
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During a hiking trip in the Dolomite Alps, meets Heinz Kurt
Matthies, a businessman, mountain climber, and amateur pianist
twenty-one years younger than she. An active correspondence
ensues, and near the end of the year Hoch breaks off her nine-
year relationship with Brugman, which she will later describe as
some of the most enjovable years of her life.®8

Last exhibition of Hoch's work until after World War Il is held at
the Galerie d"Audratsch in The Hague. She shows watercolors
and photomontages, partly because these works can be trans-
ported more easily and safely than paintings.

1937

From June to November, takes a long road trip thrc
Germany with Matthies I his trailer and produces
tic watercolors of flowers and landscapes along the way, which

ih southern

she tries to sell in Erfurth. Several events mar the vacation, includ-

ing an accident involving a small child and what Hoch describes
y small heart attack she experiences outside of Mainz in June
On the road to Bayreuth and Nuremberg in November, Hoch and
Matthies engage in heated arguments, which temporarily cause
them to separate.

On September 11 and 186, visits the Entartete Kunst enerate
Art) exhibition in Munich, the mammoth showcase of 730 works
considered degenerate by Hitler and the National Socialists. In
Wolfgang Willrich's book Die Sauberung des Kunsttempels (The
Cleansing of the Temple of Art}, an inflammatory tract devoted
to the artistic and cultural enermies of the Third Reich, Hoch is
identified as an affiliate of the “Bolshevist” Novembergruppe

and signatory of the 1821 "Open Letter”; her painting Journalists
is reproduced in a montage of artists associated with the
arganization.

Ny naturalis-
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Menring, A

Exhibits in the Grofe Berliner Kunstaussteflung for the first time
since the early 1930s, participating as a member of the RING.
She will continue through the 1950s to show in this annual
exhibition, exclusively with paintings and watercolors.

1957

Solo exhibition at the Galerie rd Rosen with twenty-six collages
and photomaontages from the 1950s.

Begins to show with the Deutscher Kinstlerbund (German
Artists' League), an umbrella organization that attempts to show-
case Germany on the international art scene.®” She will become a
member in August 1959 and submit works (paintings and draw-
ings only) to this juried exhibition through the 1860s,%8

Takes a great interest in the October launching of Sputnik, the

e sent into orbit around the earth. Cuts out and
collects many articles and images about this watershed event,
many from the newspaper BZ am Abend. This marks the begin-
ning of her avid interest in space exploration during the late 1950s
and 1960s, which she will often write about in her journals.®¥

first space capsul

1958

Writes her "Lebenstberbiick” (Life CQverview), an autobio
text requested by Richard Huelsenbeck for his forthcoming
on Dada. The request comes only after Hoch has complained of
her omission from his earlier Dada account, Mit Witz, Licht und nat
Gritze (1957),100

Til Brugman dies in Gouda, the Netherlands, on July 24; Hoch's
brother Walter dies from cancer in Essen on November 25

Exhibits approximately twenty Dada works, including watercolors,
collages, and photomontages, in the first large retrospective of
Dada after the war, Dada: Dokumente elner Bewegung (Dada:
Documents of a Movement), mounted at the Dlsseldorf Kunst-
verein, Hoch attends the opening of the exhibition on September
5, where she sees Man Ray, Hans Richter, Werner Graeff, and

Dr. Ewald Rathke, the curator of the exhibition. Publishes an
witters in the catalogue.’™

account of one of her trips with Sc

1959
Her exhibition of thirty-five photomontages from 19£

5 to 1959 at aastra assumes power In Cuba,

the Galerie Rosen is well received by the German press, with one George Gross dles shorly ater returming
reviewer praising the subtle irony that has come to replace the 1o Gerniany
socio-critical aggressivity of the Dada period in her work.192 Gunther Gre
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1964
Visits the internationa
West Germany

t exhibition Documenta Nl in Kassal,

Mies van der Rohe, who travels to Berlin from his home in
Chicago to plan for his new building for the Neue Nationalgalerie,
I visits Hoch in Heiligensee.

The largest and most comprehensive retrospective of Hoch's

work to date, in honor of her seventy-fifth birthday, opens in in O
November at the Galerie Nierendorf in Berlin. The catalogue

contains five original linoleum cuts from 19156-1917 which Héch

reprints for this occasion.

1965

With Florian Karsch, visi
of works by Robert Rauschenberg, which she calls "giant col- witl
lages a la Dada." Participates with Karsch in a radio show about Wir
Hitler and the Arts on RIAS 1 (Radio in the American Sectar), in De Gaulle ele
Kunst exhibition.'

s exhibition in the Amerikahaus in Berlin iermany opens diplomatic relation

which she discusses the 1938 Entartete

| (]
Elected on May 7 to the Akademie der Kiir cademy of the ¥
% {3 11|
Arts) ir : n appointmer side such
HacE I

prominent Berlin artists as Karl | ,and Hans

Unhlmann.
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Deli
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il Hausmann's works to
ar Zeit)

1919) and Tatlin lebt

|

his works in her possession.!?
1967

Receives a financial award from the Theodor
which grants her additional awal

1968
Participates in the exhibitions Dada, Su ism, and Their Heri-

Tealismu

der Maleraf
at the Kur n, Hamburg. In the latter, she is
a Neue Sachlichkelt (New Objectivity) artist h four still-life Stud

paintings from the 1920s.
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I am deeply indebted to Maria Makela, whose valu-
able Insights, painstaking research, and encour-
agement made the preparation of this document
possible. Information obtained Irom the following
sources was indispensable: Hannah Héch: Eine
Lebenscollage, vol. 1 (1889-1920), ed. Cornelia
Thater-Schultz (Berlin: Berlinische Galerie and
Argon. 1889): vel. 2 (1821-1945), ed. Ralf Burmeis-
ter and Eckhard Fiirlus (Berlin: Berlinische Galerie
and Hatje, 1995); and Hannah Héch: Fotomontagen,
Gemilde, Aquaralle, exh. cat. (Cologne: DuMont
Buchverlag. 1980), with bibliographic documenta-
tion by Gotz Adriani, pp. 7-52.
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€XHIBITION HISTORY

SOLO eXHIBITIONS

Hannah Hoch. Kunstzaal De Bron, The Hague. 11 May-7 June.
Approximately fifty works (paintings, watercolors, drawings).
Catalogue with text by Hich.* Traveled to: Rotterdamsche
Kring, Rotterdam, 7-25 September; and Kunstzaal Van Lier,
Amsterdam, 28 September-18 October.

Hannah Hich. Kunstzaal d’Audretsch, The Hague, Closed
15 November, Photomontages.

Viisstava fotomontdZi Hannah Hoch. Exhibition room
at Masaryk’s student housing, Brno, Czechoslovakia.
23 February-2 March, Forty-two photomontages.

Hannah Hich. Kunstzaal d’Audretsch, The Hague. May-
12 June. Thirty watercolors,

Aquarelle en Fotomontages door Hannah Hiich. Kunstzaal
d’Audretsch, The Hague. 15 November-14 December. Water-
colors and photomontages.

Hannah Hich und Dada. Galerie Franz, Berlin. Opened
26 November. Nineteen works (paintings, watercolors,
drawings, photomontages). Catalogue with text by Hich.*

Hannah Hdch zeigt Aquarelle und Zeichnungen. Galerie Spitta
und Leutz, Berlin. 25 February-19 March. Nineteen water-
colors, three drawings.

Hannah Hich: Collagen. Galerie Gerd Rosen, Berlin.
18 February-8 March. Twenty-six photomontages. Catalogue.*

Hannah Héch: Collagen 1956-59. Galerie Gerd Rosen, Berlin.
Opened 5 June. Thirty-five photomontages. Catalogue

Hannah Hbch: Bilder, Collagen, Aquarelle 1918-1961. Galerie
Nierendorf, Berlin. 30 April-15 June. Eighty-five works.
Catalogue.

Dada-Hannah Hioch-Dada. Galleria del Levante, Milan.
|May-June]. Fifty-three works (photomontages, watercolors,
paintings). Catalogue with texts by Héch and Edouard Roditi,
Traveled to: Galleria d’Arte Moderna “1l Punto,” Turin,
opened 21 June; and Rome.

Hannah Hich zum 75, Geburtstag. Galerie Nierendorf, Berlin,
6 November 1964-January 1965, Thirty-three paintings, forty-
four photomontages. Catalogue.*

Hannah Héich. Marlborough Gallery, London. January. Fifty-
five photomontages. Catalogue. *

Hannah Héich: Aquarelle, Zeichnungen, Linolschnitte aus den
35, Galerie im Schinkelsaal, Berlin-Tegel.

10 May-7 June. Forty-nine works, Catalogue with text by
Heinz Ohff,

Hannah Hich: Olbilder, Aquarelle, Collagen, Gouachen.
Kunstverein, Kassel. 18 May-14 June. 135 works. Catalogue
with text by Heinz Ohff.
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1980

1982

1983

1984

Hannah Hich: Collagen aus den Jahren 1916-1971, Akademie
der Kiinste, Berlin, 28 May—4 July. 184 works. Catalogue.*
Traveled to: Stéddtische Kunsthalle, Diisseldorf, 29 October-
28 November.

Hannah Hiich: Fotomontagen und Gemdlde. Kunsthalle,
Bielefeld. 6 May—1 July. Fifty-nine works. Catalogue.*

Hannah Hoch: Aquarelle, Zeichnungen. Stadtische Sammlungen,
Rheinhausen. 1-31 August. 110 works. Catalogue

Hannah Hoch. National Museum of Modern Art, Kyoto.
3 April-12 May. 158 works. Catalogue with text by Eberhard
Roters.

Hannah Hich: Collagen + Zeichnungen. Galerie Elke Droscher,
Hamburg. 29 November 1974-31 January 1975.

Hannah Hich: Noch nicht gezeigte Blitter: Aquarelle, Collagen,
Zeichnungen. Galerie Nierendorf, Berlin. 8§ September-
22 November, 125 works. Catalogue with text by Heinz Ohff.

Hannah Hiich: Collages, Peintures, Aguarelles, Gouaches,
Dessins!Collagen, Gemdilde, Aquarellen, Gouachen, Zeichnungen.
Musée d'Art Moderne de la Ville de Paris, 30 January—

7 March; Nationalgalerie, Staatliche Museen PreuBischer
Kulturbesitz, Berlin, 24 March-9 May. 169 works. Catalogue.*

Hannah Hich. Muzeum Szruki, Lode, Poland. 3 December 1976~
9 January 1977. Eighty works. Catalogue.*

Hannah Hich: Collages and Photomontages (part of Berlin Now:
Contemporary Art 1977 exhibition). Goethe House, New York.
18 March-19 April. Fifty-eight works. Catalogue with text by
Eberhard Roters.*

Hannah Hich. Carus Gallery, New Yark. 24 September-
29 October. Photomontages and watercolors.

Hannah Héch: Aquarelle. Graphothek Berlin, 23 April-26 May.
Forty-seven watercolors. Catalogue.

Hannah Hich: Ein Leben mit der Pfldnze. Stadtisches Museum,
Gelsenkirchen. 11 May-11 June. Watercolors and paintings.
Catalogue with text by Heinz Ohff

Hannah Hoch: Dada Berlin. Museo Diego Arogena Pignatelli
Cortes, Goethe House, Naples. 1-30 November. 146 works.
Catalogue.

Hannah Hioch zum neunzigsten Geburtstag. Galerie Nierendorf,
Berlin. 1 November 1979-5 February 1980. Catalogue.*

Hannah Hich: Collagen, Aquarellen. Galerie Alvensleben,
Munich.

Hannah Héch: Fotomontagen, Gemdlde, Aquarelle. Kunsthalle,
Tiibingen. 23 February—4 May. 193 works. Catalogue.*
Traveled to: Kunstmuseum Hannover mit Sammlung
Sprengel. Hanover, 18 May-22 June; Von der Heydt-Museum,
Wuppertal, 20 September-19 October; and Kunstverein,
Frankfurt am Main, 16 December 1980-31 January 1981.

Hannah Hdach: Gemalde, Collagen, Aquarelle, Zeichnungen,
Dokumente. Galerie Remmert und Barth, Disseldorf.
Catalogue.*

Hannah Haoch: Collagen, Aquarelle, Gemdlde, Zeichnungen aus
sieben Jahrzehnten. Galerie Nierendorf, Berlin. 22 November
1982-12 February 1983. Catalogue with text by Eberhard
Roters.

Hannah Hich. Fischer Fine Art Ltd., London. June-July.
Forty-three works. Catalogue.*

Hannah Hoch: OQil Paintings and Works on Paper. Helen Serger
La Boetie, New York. 15 October-December. Catalogue.*

Hannah Hich 1889-1978 Collagen. Institut fur
Auslandsbeziehungen, Stuttgart. 13 February-9 March.
Catalogue.* Traveled to: Bonn, 1985; Centro de Arte Moderna,
Lisbon, 1989; Musée des Augustins, Toulouse, France, 1991;
Goethe House, New York, 10 September-6 October 1992;
Presentation House, North Vancouver, Canada, 10-23
December 1993 and 5-23 January 1994.

Hannah Hoch zum 100-jdhrigen Bestehen. Kunstverein,
Backnang. 18 November—8 December.
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Hannah Hdch: Friihe Bilder. Galerie Alvensleben, Munich.
15 October—29 November. Catalogue.

Hannah Hich: 1889-1978. Galerie Welz, Salzburg. 9 March-
4 April. Eighty works. Catalogue with text by Peter Beckmann.

Hannah Hach zum 10. Todestag: Zeichnungen, Aquarelle,
Gemdlde, Museum der Stadt, Schopfheim. April-May.
Catalogue with text by Dieter Rdssner.

Hannah Hich zum 100. Geburtstag. Galerie Bodo Niemann,
Berlin. 11 March-29 April. Catalogue.*

Hannah Héach: 100 Werke zum 100. Geburtstag. Galerie
Remmert und Barth, Diisseldorf. 24 October-23 December.

Hannah Hich 1889-1978: Ausstellung zum 100. Geburtstag:
Olbilder, Aquarelle, Collagen, Zeichnungen. Rathaus, Berlin-
Reinickendorf. 27 October-15 December. Traveled to: Stadt
Museum, Soltau, 6 January -25 February 1990,

Hannah Hoch zum 100. Geburtstag. Kunstverein der Stadt
Backnang. 5-26 November.

Hannah Hich (1889-1978): Thr Werk, Ihr Leben, Thre Freunde.
Berlinische Galerie, Berlin. 25 November 1989-14 January
1990. Catalogue.*

Hannah Hoch. Galerie Alte Kanzlei, Albstadt-Ebingen.
11 September-10 October.

Hannah Héch. Kunstmuseum, Kanton Thurgau. 8 November
1992-24 January 1993. Ninety-six works. Travelled to: Ittingen.

Hannah Hich. Schlof) Friedenstein, Gotha. 7 August-
7 November. Catalogue.*

Hannah Hich. SchloB Friedenstein, Gotha. 26 July-16 August.

Hannah Héch. SchloBmuseum, Murnau. 26 July-16 October.

SELECTED GROUP EXHIBITIONS

Erste Berliner Dada Ausstellung, Kunstkabinett L. B. Neumann,
Berlin. May. Abstract watercolors.

Grofie Berliner Kunstausstellung (Novembergruppe division).
Landesausstellungsgebidude am Lehrter Bahnhof, Berlin.
21 May-late September, Four watercolors, wooden sculpture.

Erste internationale Dada-Messe. Kunsthandlung Dr. Otto
Burchard, Berlin. 30 June-25 August. Photomontages, relief
collages, dolls. Catalogue.

Grofie Berliner Kunstausstellung (Novembergruppe division).
Landesausstellungsgebidude am Lehrter Bahnhof, Berlin.
Opened 19 April. Three paintings. Brochure.

Erste Internationale Kunstausstellung. Atrium of the Tietz
department store, Diisseldorf. 28 May-3 July. Brochure.

Entwurfs- und Modellmesse. Leipzig. 30 August-5 September.

Grofie Berliner Kunstausstellung (Novembergruppe division).
Landesausstellungsgebiude am Lehrter Bahnhof, Berlin.
Opened 4 September. One painting, one watercolor.

Grofie Berliner Kunstausstellung (Novembergruppe division).
Landesausstellungsgebdude am Lehrter Bahnhof, Berlin.
19 May-16 September. Five paintings and drawings.

Juryfreie Kunstschau, Landesausstellungsgebdude am Lehrter
Bahnhof, Berlin. 6 October-11 November. Two watercolors.
Catalogue (Hioch misidentified under the name Hoerle),
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1931

1932

1933

1936

1945

Erste Allgemeine Deutsche Kunstausstellung in Sowjet-Ruf3land
(Novembergruppe division). Moscow. Opened 18 October.
One watercolor, one painting. Catalogue.

Novembergruppe. Berlin Secession, Berlin. 30 May-late June.
Two paintings.

Juryfreie Kunstschau. Landesausstellungsgebdude am Lehrter

Bahnhof, Berlin. 19 September—8 November. One painting,
two watercolors. Catalogue.

Deutsche Kunstgemeinschaft. Berlin. May, One painting.

Grofie Berliner Kunstausstellung (Novembergruppe division).
Landesausstellungsgebiude am Lehrter Bahnhof, Berlin. May.
Two paintings.

De Onafhankelijken. Stedelijk Museum, Amsterdam. 3 March-
1 April. Two paintings, one drawing.

Deutsche Kiinstler in Ausland. Kunstverein, Cologne. June.
Three paintings, one watercolor. Traveled to: Essen,
Wiesbaden, and Barmen.

De Onafhankelijken. Stedelijk Museum, Amsterdam,
10 November-9 December. One painting.

De Onafhankelijken. Stedelijk Museum, Amsterdam. 11 May-
10 June. One painting, one watercolor. Catalogue.

Film und Foto International Exhibition. Neue Stidtische
Ausstellungshallen am Interimtheaterplatz, Stuttgart. Orga-
nized by the Deutscher Werkbund. 18 May-7 July. Approxi-
mately eighteen photomontages. Catalogue. Traveled through
1931 to: Zurich, Berlin, Vienna, Danzig, Agram, Munich (as
Das Lichthild), Tokyo. and Osaka.

Grofie Berliner Kunstausstellung. Schlob Bellevue, Berlin.
Fifteen photomontages, two paintings.

Die Resonanz (artists’ self-help group). Berlin. 22 February.

Fotomontage. Atrium of the former Kunstgewerbemuseum,
Berlin. 25 April-31 May. Photomontages. Catalogue.

Novembergruppe. Neues Haus des Vereins Berliner Kiinstler,
Berlin. 3 July-3 August. Two paintings. Catalogue.

Das Lichthild Essen 1931. Austellungshallen NorbertstraBie 2,
Essen. 11 July-23 August. Nine photomontages from the
Berlin Fotomontage show.

Frauen in Not. Haus der Juryfreien, Berlin. 9 October—
1 November. Two paintings, one photomontage, two drawings.
Catalogue.

Gemdlde, Aquarelle und Plastiken lebender deutscher Kiinstler
(auction of works by members of the Novembergruppe).
Auction House of Paul Graupe, Berlin. 17-21 May. Painting.

Exposition internationale de la photographie. Palais des Beaux-
Arts, Brussels. 2-31 July. Eight photomontages. Catalogue,
Traveled to: Ghent, Leiden, and Rotterdam.

Weihnachtsmarkt Berliner Kiinstler. Ausstellungshallen am
Kaiserdamm, Berlin, 3-11 December. Brochure.

Der Tanz: Gotik bis Gegemwart. Kiinstlerbund Hagen, Vienna.
Late January-March. Watercolors. Catalogue ( Moderne Welt
14, no. 5 [February 1933}).

Deuxiéme exposition internationale de la photographie et du
cinéma, Palais des Beaux-Arts, Brussels. June—July. Eight
photomontages. Catalogue.

Deutsche Kunstgemeinschaft. Schlo Charlottenburg, Berlin.
[November 1933-February 1934]. Seven drawings, one water-
color.

Fantastic Art, Dada, and Surrealism. Museum of Modern Art,
New York. 7 December 1936-17 January 1937. One photo-
montage. Catalogue,

Reinickendorfer Kiinstler stellen aus! Maleret Graphik Plastik.
Volksbildungsamt Reinickendorf in Argus-Gebdude, Berlin-
Reinickendorf. 2-22 December. Twenty paintings and water-
colors. Catalngue.
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Fantasten-Ausstellung. Galerie Gerd Rosen, Berlin. February.
Catalogue.

Friihjahrsausstellung in der Kamillenstraf3e. Kamillenstrafie 4,
Berlin-Lichterfelde. 17 March-end May. Eleven watercolors,
Checklist.

Kunstschaw: Malerei, Graphik, Plastik. Rathaus, Berlin-
Weillensee. 31 March-20 April. Painting. Catalogue.

Graphik: Schwarz-Weiss und Farbig. Gabr -von-Biilow-Schule,
Berlin-Tegel. 25 August-25 September. Twenty-nine water-
colors and drawings. Catalogue.

Ausstellung Berliner Kiinstler in Potsdam. Kulturbund, Potsdam.
27 October-24 November. Three paintings and watercolors.
Catalogue.

Schutzverband bildender Kiinstler. Verlagshaus E. A, Seemann,
Leipzig. November 1946—January 1947, Three watercolors.

Fotomontage von Dada bis heute. Organized by Hich. Galerie
Gerd Rosen, Berlin. 23 December 1946-January 1947,
Catalogue.

Schoneberger Kunstausstellung: Maleret Graphik Plastik. Neues
Rathaus, Berlin-Schoneberg. 28 December 1946-31 January
1947. Two watercolors. Catalogue.

Phantasie und Mustration. Raume des Kulturbundes, Berlin-
Hermsdorf. 21 June-July. Eleven watercolors, six photo-
montages. Catalogue.

Maler sehen die Frau: Die Frau in Wort, Werk und Bildnis.
Organized by the Zehlendorfer Frauengruppe. Haus am
Waldsee, Berlin-Zehlendorf. 31 August-30 September. Eight
watercolors. Checklist.

Reinickendorfer Kunst: Ausstellung Reinickendorfer
Maler/Graphiker/Bildhauer. Gerichtssaal des Bezirksamtes,
Berlin-Reinickendorf. 29 August-19 September. Seven
watercolors.

Collage. Museum of Modern Art, New York. 21 September-
5 December. Three photomontages.

Berliner Kinstlerinnen- und Millu-Steger-Geddchinis-Ausstellung,
Archivarion in the German Archiv-Bibliothek der Edition Rolf
Roeingh, Berlin. Opened April 9. Four watercolors. Catalogue.

Berliner Kunstausstellung Weithnachten 1949. Schlof
Charlottenburg, Berlin, 3 December 1949-8 January 1950.
Two watercolors. Catalogue.

Memorial exhibition on the 30th anniversary of the founding
of the Novembergruppe. Kunstamt Charlottenburg, Berlin.
November. Two watercolors.

Berliner Kunstausstellung, Weihnachten 1950. Schlof
Charlottenburg, Berlin, Opened 1 December. One watercolor.
Catalogue.

Allgemeine Neukdllner Kunstausstellung. Berlin-Neukdlln.
February—4 March. Watercolors.

Der RING Bildender Kiinstler Berlins. Haus am Waldsee, Berlin-
Zehlendorf. 23 June-19 August.

Der RING bildender Kiinstler Berlins. Amerika-Haus, Berlin.
Opened 5 April. Three drawings.

Eisen und Stahl. Diisseldorf. 30 April-2 June. Two watercolors.
Catalogue (Hiich’s works mistakenly omitted),

Der RING bildender Kiinstler Berlins. Haus am Waldsee, Berlin-
Zehlendorf. Opened 25 October. Three watercolors.

Weihnachtsverkaufs-Ausstellung 1952, Schlofi Charlottenburg,
Berlin. 30 November-23 December. Two watercolors.

Landschaft und Stlleben: Plastik und Portrdt. Neukollner
Rathaus, Berlin. 31 January-28 February. Two watercolors.

Dada 1916-1923. Sidney Janis Gallery, New York. 15 April-
9 May, Five photomontages. Catalogue.

Exhibition for the Berliner Artztinnen-Bund. Zoo-Sélen,
Berlin. 1-3 May.

EXHIBITION HISTORY

1954

1955

1956

1957

1958

1959

1960

Ausstellung Reinickendorfer Kiinstler. Rathaus, Berlin-
Reinickendorf. 22 July-21 August. Three paintings. Catalogue.

Juryfreie Kunstausstellung Berlin 1953. Ausstellungshallen am
Funkturm, Berlin. 7-23 August. Two paintings. Catalogue.

Weihnachtsverkaufs-Ausstellung 1953. SchloB Charlottenburg,
Berlin. 5-23 December. One painting.

Der RING bildender Kiinstler Berlins. Haus am Waldsee, Berlin,
January.

Juryfreie Kunstausstellung Berlin 1954. Ausstellungshallen am
Funkturm, Berlin. 15-30 July. One painting. Catalogue.

Weihnachtsverkaufs-Ausstellung 1954. Schlof Charlottenburg,
Berlin. 9-30 December. Two watercolors.

Der RING bildender Kiinstler Berlins. BottcherstraBe, Bremen
22-24 February,

Juryfreie Kunstausstellung Berlin 1955. Ausstellungshallen am
Funkturm, Berlin. 1-17 July. One painting. Catalogue.

Ausstellung des Reinickendorfer Kiinstlerbundes. Stadtbiicherei,
Berlin. July-14 August.

Collages: International Collage Exhibition. Rose Fried Gallery,
New York. 13 February-17 March. Photomontages. Checklist.

Ausstellung des RINGS Berliner Kiinstler. Erholungshaus,
Leverkusen. March. Painting and watercolor,

Grofe Berliner Kunstausstellung. Ausstellungshallen am Funk-
turm, Berlin. 25 May-1 July. Watercolors and one painting

Grofie Berliner Kunstausstellung. Ausstellungshallen am Funk-
turm, Berlin. 20 April-19 May. Two paintings.

Deutscher Kiinstlerbund. Hochschule fiir bildende Kiinste,
Berlin. 7 July-22 September. Two drawings.

Grofie Berliner Kunstausstellung (RING bildender Kiinstler
division). Ausstellungshallen am Funkturm, Berlin. 5 May-
4 June. Two paintings, one watercolor. Catalogue.

Deutscher Kiinstlerbund. Ausstellungshallen an der Gruga,
Essen. 17 May-13 July. Three paintings, five drawings.
Catalogue.

Dada: Dokumente einer Bewegung. Kunstverein fiir die Rhein-
lande und Westfalen, Diisseldorf. 5 September-19 October.
Approximately twenty watercolors, collages, and photo-
montages. Catalogue. Traveled to: Frankfurt; and Stedelijk
Museum, Amsterdam, 23 December 1958-2 February 1959,

Ausstellung Berliner Kiinstler: Malerei und Plastik. Rathaus
Spandau, Berlin. 12-26 October. Three watercolors.

Grofie Berliner Kunstausstellung (RING bildender Kiinstler
division). Ausstellungshallen am Funkturm, Berlin.
24 April-24 May. Three paintings.

Deutscher Kiinstlerbund. Gemildegalerie des Stadtischen
Museums, Wiesbaden. 9 May-5 July. One painting, two
drawings. Catalogue.

Exposition internationale du Surréalisme. Galerie Daniel
Cordier, Paris. 15 December 1959-29 February 1960. Two
paintings.

Ideen, Studien, Entwiirfe, Zeichnungen, llustrationen. Exhibi-
tion of the RING bildender Kiinstler; special section devoted
to Hiich's 70th birthday with works from Dada ro present
Haus am Waldsee, Berlin-Zehlendorf. 6-27 January.

Kunst des XX. Jahrhunderts aus Berliner Privatbesitz. Haus am
Waldsee, Berlin-Zehlendorf, 1 February-6 March. One photo-
montage. Catalogue.
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Ungegenstdandliche Photographie. Gewerbeschule und Gewerbe-
museum, Basel. 27 February-April. Five photomontages.

Berlin, Ort der Fretheit fiir die Kunst: Der dynastische Realismus
und das Auftreten Edvard Munchs in Berlin. Organized by the
Nationalgalerie der ehemals Staatliche Museen, Berlin, and
the Hochschule fiir bildende Kiinste, Berlin, One painting.
Catalogue. Traveled to: Recklinghausen, 2 June-17 July;
Vienna, 2 August—4 September; Berlin, 18 September—

6 November; Stadtisches Museum, Oslo, mid- January-
mid-February 1961; SchloB Styrum, Helsinki, late February-
early April 1961; and Miilheim (Ruhr), Fall 1961.

Deutscher Kiinstlerbund. Staatliche Kunsthalle, Baden-Baden.
6 August-2 October. Four watercolors. Catalogue,

Deutscher Kiinstlerbund (special exhibition Das friilie Bild:
Malerei und Plastik). Haus der Kunst, Munich. 18 October-
11 December. Paintings and watercolors. Catalogue.

The Art of Assemblage. Museum of Modern Art, New York.

2 October-12 November. One photomontage. Catalogue,
Traveled to: Dallas Museum of Contemporary Art, 9 January-
11 February 1962; and San Francisco Museum of Fine Arts,

5 March-15 April 1962.

Juryfreie Kunstausstellung Berlin 1962. Ausstellungshallen am
Funkturm, Berlin. [April or May]. One painting.

Bemaite Postkarten und Briefe deutscher Kiinstler. Altonaer
Museum, Hamburg, June-September. Catalogue.

Scripturale Malerei. Haus am Waldsee, Berlin. 25 September-
20 November. Six photomontages. Catalogue.

Schrift und Bild. Stedelijk Museum, Amsterdam. 26 April-
9 June. Catalogue. Traveled to: Staatliche Kunsthalle, Baden-
Baden, 16 June-4 August.

Deutscher Kiinstlerbund. Kunstgebiude am Schlobplatz,
Stuttgart. 18 May-30 June. Two paintings. Catalogue.

Kunstdiktatur: Gestern und heute. Galerie S (Ben Wargin),
Berlin. 16 June-10 July. Painting. Catalogue.

Juryfrete Kunstausstellung Berlin 1963. Ausstellungshallen am
Funkturm, Berlin. 21 June-21 July. Three paintings.
Catalogue.

Werbegrafik 1920-30. Gippinger Galerie, Frankfurt. 27 June-
20 July. Photomontage. Catalogue.

Exhibition for Woche der Briiderlichkeit (Week of Fraternity).
Rathaus Steglitz, Berlin. Opened 9 March. Three watercolors.

Deutscher Kiinstlerbund. Hochschule fiir bildende Kiinste,
Berlin. 21 March-3 May. Two paintings. Catalogue

Proben, Skizzen, Miglichkeiten (special exhibition of the
Deutscher Kiinstlerbund). Haus am Waldsee, Berlin-
Zehlendorf. [May]. Three works. Catalogue.

Club International Féminin. Musée d’Art Moderne de la ville de
Paris, 12 May-10 June. Paintings.

Cinguante ans de “collage”: papiers collés, assemblages, collages,
du cubisme d nos jours. Musée d'art et d'industrie, Saint-
Etienne, France. 23 June-13 September. Four collages.
Catalogue. Traveled to: Musée des Arts Décoratifs, Paris,
opened November 6.

Le Surréalisme; Sources, Histoire, Affinités. Galerie Charpentier,
Paris. Watercolor. Catalogue.

Recent Acquisitions: Assemblage. Museum of Modern Art, New
York. 19 April-13 June. Four photomontages. Checklist.

Signale-Manifeste-Proteste im 20. Jahrhundert. Stadtische
Kunsthalle, Recklinghausen. 12 June-25 July. Two photo-
montages. Catalogue.

Dada bis heute. Europédisches Forum, Alpach, Austria.

22 August-8 September. Nine watercolors and photomontages.
Catalogue. Traveled to: Neue Galerie der Stadt Linz, Wolfgang-
Gurlitt-Museum, Linz, Austria, 16 September-17 October; and
Neue Galerie am Landesmuseum Joanneum, Graz, Austria,

23 October-21 November.
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1966

1967

1968

Dada. Moderna Museet, Stockholm. 3 February-27 March.
Four photomontages and collages. Catalogue.

Deutscher Kiinstlerbund. Ausstellungsgeléande an der Gruga,
Essen. 1-31 July. Three paintings and watercolors. Catalogue.

Dada 1916-1966: Dacuments of the International Dada
Maovement, curated by Hans Richter. Goethe Institute, Munich,
[September]. Photographic documents. Catalogue. Traveled
to: Galeria Nazionale d’'Arte Moderna, Rome, November;
National Museum for Modern Art, Tokyo, 1 June-14 July 1968
{with three original photomontages); and through 1970 to

36 countries in Europe, the Middle East, North America, and
South America.

Dada: Ausstellung zum 50-jdhrigen Jubildum. Kunsthaus,
Zurich. 8 October-17 November. Ten photomontages and
collages. Catalogue. Traveled to: Musée National d’Art
Moderne, Paris, 30 November 1966-30 January 1967.

Exhibirion of Berlin Artists to benefit Austrian flood
victims, First National City Bank, Europa-Center, Berlin.
13-22 December. One watercolor.

Deutscher Kiinstlerbund. Badischer Kunstverein and the
Markthalle, Karlsruhe. 23 September-29 October, Four
paintings. Catalogue.

Collage 7. Stadtische Galerie im Lenbachhaus, Munich.
4 November-31 December. Two photomontages. Catalogue.

Berlin: Zwanziger Jahre: Malerei-Graphik-Plastik, Haus am
Liitzowplatz, Berlin. B December 1967-14 January 1968. Three
paintings. Catalogue.

Dada, Surrealism and Their Heritage. Museum of Modern Art,
New York, 27 March-9 June. Two photomontages. Catalogue.
Traveled to: Los Angeles County Museum of Art, 16 July-

8 September; and Art Institute of Chicago, 19 October—

8 December.

Von der Collage zur Assemblage. Stiadtische Kunstsammlungen,
Nuremberg. 29 March-28 April. Two photomontages.
Catalogue (Prinzip Collage).

Collagen aus sechs Jahrzehnten. Kunstverein, Frankfurt.
6 April-19 May. Collages. Catalogue.

Juryfreie Kunstausstellung Berlin 1968. Ausstellungshallen am
Funkturm, Berlin. 23 April-15 May. Catalogue.

L’art en Europe autour de 1918. L' Ancienne Douane,
Strasbourg, France. 8 May-15 September. Photomontage.
Catalogue.

Graphik des XX. Jahrhunderts: Neuerwerbungen des Berliner
Kupferstichkabinetts 1958-68. Staatliche Museen Preufiischer
Kulturbesitz, Kupferstichkabinett, Berlin-Dahlem. 30 May-
13 October. Linoleum cuts. Catalogue.

Dada. National Museum for Modern Art, Tokyo. 1 June-
14 July. Three photomontages. Catalogue.

Collagen: Die Geschichte der Collage. Kunstgewerbemuseum,
Zurich. 8 June-18 August. Collages and photomontages.
Catalogue.

Die Generation und ihre Verantwortung fur unsere Umwelt.
Organized by the Deutscher Werkbund. Akademie der Kiinste,
Berlin. 11-13 October.

Realismus in der Malerei der 20er Jahre. Kunstverein, Hamburg.
19 October-1 December, Four paintings and watercolors.
Catalogue. Traveled to: Kunstverein, Frankfurt am Main,

14 December 1968-2 February 1969,

The Machine: As Seen at the End of the Mechanical Age.
Museum of Modern Art, New York. 25 November 1968-

9 February 1969. Photomontage. Catalogue. Traveled to:
Rice University and University of St. Thomas, Houston,
25 March-18 May 1969; and San Francisco Museum of Art,
23 June-24 August 1969.
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Berlin XXe siécle: De 'expressionisme a ['art contemporain.
Musée cantonal des beaux-arts, Lausanne, Switzerland,
27 November 1968-5 January 1969. Six paintings and
photomontages. Catalogue.

Akademie 1968: Die Mitglieder der Abtetlung bildende Kunst und
thre Gdste zeigen Arbeiten aus den fahren 1958-1968. Akademie
der Kiinste, Berlin. 8 December 1968-12 January 1969. Four
paintings. Catalogue.

Die Fotomontage: Geschichte und Wesen einer Kunstform.
Ausstellungsrdume Stadttheater, Ingolstadt. 11 January-
5 February. Photomaontages. Catalogue.

Industrie und Technik in der deutschen Malerei: Von der
Romantik bis zur Gegenwart. Wilhelm-Lehmbruck-Museum,
Duisburg. 7 May-13 July. One painting, two photomontages,
Catalogue. Traveled to: Muzeum Narodowe, Warsaw, May
1970; and Wroclaw, Poland, 1970.

Kiinstler sehen Reinickendorf. Rathaus, Berlin-Reinickendorf.
2-30 October. Nine watercolors and drawings. Catalogue.

Métamorphose de I'Objet: art et anti-art 1910-1970. Palais des
Beaux-Arts, Brussels. 22 April-6 June. Catalogue. Traveled to:
Nationalgalerie, Berlin; Museum Boymans-van Beuningen,
Rotterdam; Palazzo Reale, Milan; Kunsthalle, Basel; and
Musée des Arts Décoratifs, Paris.

Deutsche Avantgarde 1915-35 (Konstruktivisten). Gallery
Gmurzynska and Bargera, Cologne. 22 September 1971-
January 1972. Catalogue.

Konstruktivismus: Entwicklungen und Tendenzen seit 1913,
Gallery Gmurzynska and Bargera, Cologne. 14 September-
end December. Five gouaches, watercolors, and drawings.
Catalogue,

Twin Towns Art 1972: Greenwich, Maribor, Reinickendorf.
Woodlands Gallery, Greenwich, England, 16 September-

17 October; Berlin-Reinickendorf; Umetnostna Galerija,
Maribor, Yugoslavia. Three watercolors. Catalogue. Traveled
to: Razstavni Salon, Rotove, 29 October-18 November, with
addition of twelve photomontages.

Medium Fotografie: Fotoarbeiten bildender Kiinstler von 1910
bis 1973. Schlob Leverkusen, Leverkusen. May-5 August.
Catalogue. Traveled to: Hamburg, Wolfsburg, and Munich in
Germany, and Vienna, Innsbruck, and Graz in Austria.

Das kleinste Museum der Welt: Tabu Format. Kunstverein
Waolfsburg im Schlofl Wolfsburg. 24 June-22 July. Six mini-
collages. Catalogue.

Collage and the Photo Image: A Selection from the Collection.
Museum of Modern Art, New York. 17 July-11 September.
One photomontage.

Prismua '73. Organized by the Deutscher Kiinstlerbund.
Akademie der Kiinste, Berlin. 8 December 1973-20 January
1974, Mini-collages.

Realismus und Sachlichkeit: Aspekte deutscher Kunst 1919-1933.
Nationalgalerie, Berlin (East). Catalogue.

Exhibition of Academy members. Akademie der Kiinste,
Berlin. March-April.

Grofe Kunstausstellung Miinchen 1974. Haus der Kunst,
Munich. 13 June-22 September. Five drawings. Catalogue,

Vordemberge-Gildewart Remembered. Annely Juda Fine Art,
London. 4 July-14 September. Catalogue.

Stilleben aus der deutschen Malerei des XX. Jahrhunderts.
Hessisches Landesmuseum, Darmstadt. 16 May-13 July. One
painting. Catalogue.

“Als der Krieg zu Ende war”; Kunst in Deutschland 1945-1950.
Akademie der Kiinste, Berlin. 7 September-2 November.
Watercolors, collage book, and painting. Catalogue.

240 Werke von 50 Kiinstlern des zwanzigsten Jahrhunderts.
Galerie Nierendorf, Berlin. 18 June-4 September. Four
collages, one drawing. Catalogue.

The Artist and the Photograph. Israel Museum, Jerusalem.
September-November. Catalogue.

EXHIBITION HISTORY

1977

1978

1979

Berliner Malerei der zwanziger Jahre: Eine Ausstellung der
Berlinischen Galerie. Haus an der Redoute, Bonn-Bad
Godesberg. 15 October-14 November. Two paintings, three
photomontages. Catalogue.

Deutsche Zeichnungen der klassischen Moderne aus der National-
galerie Berlin Staatliche Museen Preufiischer Kulturbesitz.
Stadrtisches Kunstmuseum, Bonn. 14 December 1976—

23 January 1977. Two works. Catalogue.

Women Artists: 1550-1950. Los Angeles County Museum of

Art. 21 December 1976-13 March 1977. One collage, one photo-
montage. Catalogue. Traveled to: University of Texas Art
Museum, Austin, 12 April-12 June 1977; Carnegie Institute,
Pittsburgh, 14 July—4 September 1977; and Brooklyn Museum,
Brooklyn, New York, 8 October-27 November 1977,

Berlin/Hanover: The 1920s. Museum of Fine Arts, Dallas.
26 January-13 March. One collage, one photomontage.
Catalogue,

Schauplatz Deutschland: Die Dreiffiger Jahre. Haus der Kunst,
Munich. 11 February-17 April. Two paintings, one collage.
Catalogue. Traveled to: Museum Folkwang, Essen, 30 April-
3 July; and Kunsthaus, Zurich, 15 July-18 September.

Kiinstlerinnen international 1877-1977. Orangerie SchloBb
Charlottenburg, Berlin. 8 March-10 April. Ten collages and
photomontages. Catalogue.* Traveled to: Kunstverein,
Frankfurt am Main, 29 April-12 June.

240 Werke von 30 Kiinstlern des zwanzigsten Jahrhunderts.
Galerie Nierendorf, Berlin. 16 May-16 August. One water-
color, one drawing. Catalogue.

Dada: Dada in Europa: Werke und Dokumente. Akademie der
Kiinste, Berlin. 14 Augusi-16 October. Eleven photomontages,
one painting. Catalogue.* Traveled to: Stadtische Galerie im
Stidelschen Kunstinstitut, Frankfurt am Main, 10 November
1977-8 Januuary 1978.

Der Anteil der Frau an der Kunst der 20er Jahre: Gemilde,
Aquarelle, Zeichnungen, Graphik und Plastik. Galerie Pels-
Leusden, Berlin. 5 September-19 October, Ten watercolors
and drawings

Art of the Dadaists, Helen Serger La Boetie, Inc., New York.
27 September-November. Catalogue.

Deutsche bildende Kiinstlerinnen von der Goethezeit bis zur
Gegeruvart. Nationalgalerie, Berlin (East). Three works.
Catalogue.

Dada and Surrealism Reviewed, Hayward Gallery, London.
11 January-27 March. Five photomontages and collages.
Catalogue.

Dada-International-Exposition. Goethe Institut, Paris.
16 February-17 March.

Paris—Berlin: 1900-1933. Centre National d’Art et de
Culture Georges Pompidou, Paris. 12 July-6 November.
Photomontages. Catalogue.

Berlin in Bottrop: Grosz, Heartfield, Héch, Uhlmann.
Quadrat Bottrop, Staatliche Kunsthalle Berlin. 19 August—
30 September. Eight collages, one painting. Catalogue

Zwischen Widerstand und Anpassung: Kunst in Deutschland
1933-45. Akademie der Kiinste, Berlin. 17 September-
29 October. Catalogue.*

The Twenties in Berlin: Johannes Baader, George Grosz, Raoul
Hausmann, Hannah Hiich. Annely Juda Fine Art, London.

8 November 1978-27 January 1979. Catalogue.*

Kultur und Gesellschaft der Weimarer Republik. Moderna
Museet, Stockholm. 17 February-22 April.

Film und Foto der 20er Jahre. Wiirttembergischer Kunstverein,
Stuttgart. 17 May—8 July. Catalogue. Traveled to: Museum
Folkwang, Essen, 5 August-9 September.

Dada Photographie und Photocollage, Kestner-Gesellschaft,
Hanover. 6 June-5 August. Catalogue.

Das Prinzip Collage. Galerie Brusberg, Hanover.
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1990

3 Sammlungen: Sammlung VEBA: 14 Kunstwerke 1930-58;
Nachlafi Conrad Felixmiiller; Nachlaf Hannah Hich. Berlinische
Galerie, Berlin. 8 January-10 February. Thirty works.
Catalogue.

Fura engagerade i Berlin: Hannah Hoch, Kathe Kollwitz, 1991
Jeanne Mammen. Konstakademien for de fria konsterna samt
forfattarna, Stockholm. 13 February-28 March. Catalogue.

Elendsjahre: Kunst in Berlin 1937 bis 1956, Overbeck-
Gesellschaft, Liibeck. 8 August—12 September. Four paintings,
one collage. Catalogue.

) ! o 1992
Hannah Hich, Sarah Schumann. Galerie Brusberg, Berlin,

17 January-18 July.

“Primitivism” in Twentieth-Century Art, Museum of Modern
Art, New York. 19 September 1984-15 January 1985.
Catalogue. Traveled to: Detroit Institute of Arts, 23 February-
19 May 1985; and Dallas Museum of Art, 15 June-8 September
1985.

Dada-Constructivism: The Junus Face of the Twenties. Annely 1003
Juda Fine Art, London. 26 September—15 December. Fifteen
works in various media. Catalogue.

Dada and Surrealism in Chicago Collections. Museum of
Contemporary Art, Chicago. 1 December 1984-27 January
1985. Catalogue.

Vom Klang der Bilder: Die Musik in der Kunst des 20. Jahr-
hunderts. Staatsgalerie, Stuttgart. 6 July-22 September, Two
photomontages, one drawing. Catalogue.

Literatur und Kunst im Dialog. Museum der bildende Kiinste,
Leipzig. 12 August-22 September. Catalogue. Traveled in 1986
to: Schlofmuseum Schlof Friedenstein, Gotha; Staatliche
Galerie, Halle; and Roter Turm, Moritzburg,

Deutsche Kunst im 20. Jahrhundert: Malerei und Plastik
1905-1985. Staatsgalerie, Stuttgart. 8 February-27 April.
Catalogue. Traveled to: Royal Academy of Arts, London,
11 October-22 December.

Kunst in Berlin von 1870 bis heute. Berlinische Galerie, Berlin.
Opened 30 November. Catalogue. 1994

The University of lowa Museum of Art: 101 Masterworks, Iowa
City. Catalogue.

Kunst in Berlin: 1648-1987: Ausstellung anldflich der 750
jéhrigen Bestehens von Berlin. Staatliche Museen zu Berlin,
Altes Museum, Berlin (East). 10 June-25 October. Catalogue.

Exotische Welten—Europdische Phantasien. Wiirttembergischer
Kunstverein and Institut fiir Auslandsbeziehungen, Kunst-

gebidude zum Schlofiplatz, Stuttgart. 2 September—

29 November. Catalogue. 1995

Hannah Héch, Manfred Henninger and Oskar Kreibich. Kleine
Orangerie, SchloB Charlottenburg, Berlin. 30 July-
3 September. 1996

Stationen der Moderne: Die bedeutenden Kunstausstellungen des
20. Jahrhunderts in Deutschland. Berlinische Galerie, Berlin.
25 September 1988-8 January 1989. Catalogue.*

Dada and Constructivism. Seibu Museum of Art, Tokyo.

8 October-13 November. Catalogue. Traveled to: Seibu
Tsukashin Art Hall, Amagasaki, Japan, 19 November-

21 December; Museum of Modern Art, Kamakura, Japan,

5 January-12 February 1989; and Museo Nacional Centro de
Arte Reina Sofia, Madrid, 10 March-30 April 1989,

Der Traum von einer neuen Welt: Berlin 1910-1933.
Museum-Altes-Rathaus, Ingelheim am Rhein. 23 April-4 June.
Catalogue.

Glanzlichter. Stidtisches Kunstmuseum, Bonn. 8 September-
22 November.

Art in Berlin 1815-1989. High Museum of Art, Atlanta.
14 November 1989-14 January 1990. Catalogue.

Mozart in Art 1900-1990. Mozarts Geburtshaus, Salzburg.

6 January-7 October. Six works. Catalogue. Traveled to:
Bayerische Vereinsbank, Palais Preysing, Munich, 8 November
1990-12 January 1991; Barbican Center, London, opened

13 February 1991; Kélner Philharmonie, Cologne, 11 April-

9 June 1991; and Bad Urach, 27 September-20 October 1991,

The Louise Noun Collection: Art by Women. University of Iowa
Museum of Art, lowa City. 25 May-5 August. Three photo-
montages, one collage, one painting, one watercolor.
Catalogue.*

Kiinstlerinnen des 20. Jahrhunderts. Museum Wiesbaden,
1 September-25 November. Catalogue.

Rollenbilder im Nationalsozialismus: Umgang mit dem Erbe,
Frauen Museum, Bonn. 17 November 1991-12 January 1992.
Catalogue. Traveled to: Milhiduser Museen, Milhaus,

23 February -22 March 1992; Kunsthochschule, Berlin-
Weisensee, 2-20 November 1992; and Kulturreferat der Stadt,
Munich, 5 October-7 November 1993.

Montage and Modern Life 1919-1942. Institute for Contempo-
rary Art, Boston. 7 April-7 June. Catalogue.* Traveled to:
Vancouver Art Gallery, Canada, 19 August-18 October; and
Palais des Beaux-Arts, Brussels, 3 November 1992-3 January
1993.

Professionen ohne Tradition: 125 Jahre Verein der Berliner
Kiinstlerinnen. Berlinische Galerie, Berlin. 11 September—
1 November. Nine works. Catalogue.

Surrealism: Revolution by Night. National Gallery of Australia,
Canberra. 12 March-2 May. Catalogue. Traveled to: Queens-
land Art Gallery, Brisbane, 21 May-11 July; and Art Gallery
of New South Wales, Sydney, 30 July-19 September.

Der weibliche Blick: Gemiilde, Zeichnungen, Druckgraphik
1897-1947. Galerie der Stadt Aschaffenburg. 13 March-
18 April. Catalogue,

Unter anderen Umstdnden: Zur Geschichte der Abtreibung.
Deutsches Hygiene Museum, Dresden. 1 July-31 December.
Catalogue.

160. Jubildums-Ausstellung. Mannheimer Kunstverein,
Mannheim. September-October.

Dada: Eine internationale Bewegung 1916-25. Organized by
Kunsthaus, Zurich. Five works. Catalogue. Traveled to:
Kunsthalle der Hypo-Kulturstiftung, Munich, 4 September-

7 November; Sprengel Museum, Hanover, 21 November 1993
6 February 1994; Kunsthaus, Zurich, 12 August—6 November
1994 (exhibition and catalogue titled Dada global).

Three Berlin Artists of the Weimar Era: Hannah Hich, Kédthe
Kollwitz, and Jeanne Mammen. Des Moines Art Center,
Des Moines, Iowa. 23 April-17 July. Twenty-two works
{photomontages, collages, watercolors, lithograph).
Catalogue.* Traveled to: Galerie St. Etienne, New York,
through 5 November.

Fotografieren hiess teilnehmen. Museum Folkwang, Essen.

16 October 1994-8 January 1995. Catalogue. Traveled to:
Fundacio La Caixa, Barcelona, 23 January-26 March 1995; and
Jewish Museum, New York, 23 April-31 July 1995,

Kampf der Geschlechter: Der neue Muthos in der Kunst
18501930, Stddtische Galerie im Lenbachhaus, Munich.
7 March-7 May. Catalogue.*

Inside the Visible: An Elliptical Traverse of 20th-Century Art.
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