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The First International Dada-Fair developed the complexity of the oppositional Dionysian and
Apollinian poles into an experiential realm, revealing the “terrible and dubious character of
existence” (Nietzsche) as a social and cultural grotesque. With this fair, Berlin became the focal
point of Dadaism from July 1 to August 25, 1920. In the announcements the vernissage was on
June 30 (Berliner Lokal-Anzeiger, June 26, 1920). According to the entrance ticket of the critic
E. F. in Deutsche Tageszeitung of August 4, 1920, it opened on July 1, 1920, for the public. The
Dadaists had announced diverging dates; possibly the opening was postponed several times.
From the sticker of the Dada-Fair,’ we can assume it closed on August 25; this date
approximately coincides with the period of the last critique by Kurt Bosdorff in Ostpreussische
Zeitung (August 18, 1920). As a “first” exhibition, one can assume that something new would
be shown and that second and third events would follow: strength was demonstrated. “First” also
means “best”: Berlin was supposed to become the center of international Dadaism, the fair its
mirror and advertisement.

The term “international” showed Dada’s thrust against the patriotism of the European
nations at war; in this realm Dada was provocative whenever possible. Thus the trilingual titles
for the portfolio by Grosz God With Us (fig. 79.1-79.9), published in 1920 by Malik-Verlag and
exhibited at the Dada-Fair, strongly contributed to the public outrage at Grosz’s defamation of
the German Reichswehr, as the lawsuit on April 20, 1921, would show. Already in the plan of an
international Dadaist Weltatlas (world atlas), the Dadaco, which Huelsenbeck pursued from June
1919 to February 1920, the movement was to get a first summarizing documentation (fig. 165.1—
165.4). But from the mostly German contributions to the fair in Berlin, it can be seen that it was
somewhat euphoric in its claims. Only six artists (7%) with seventeen works (10%) came from
foreign countries: Picabia (6) (France), Arp (5) and Serner (1) (Switzerland), Schmalhausen (4)
(Belgium/Berlin), Hecht (2) (U.S.), Hans Citroén (4) (The Netherlands/Berlin). The
cosmopolitan element of Dada was contained both in its enthusiasm for the American lifestyle
and in its demand for an “international, revolutionary unification of all creative and intellectual
people of the whole world rooted in radical communism.”” It can be traced back to an appeal
made by the new Russian government printed in Die Pleite, no. 1 in January 1919, which
suggested an assembly of German and Russian artists leading to a world-convention of all
revolutionary artists. For Grosz, Heartfield, Herzfelde, and at times also Hausmann, international
solidarity was an indispensable part of the Dada-Fair, even though the communist movement did
not honor them as trusted combatants. They were judged to be bourgeois and decadent because
of their nihilism, and the Dadaists themselves revolted against the communists’ dogmatic,
punctilious concept of art.’

The term “Dada-Fair” associates the art exhibit with a trade show, the quotation coming
from the montage Universal-City (fig. 117), the title illustration of the catalog: the trade with
Dada-Erzeugnisse (products) was supposed to be transnational. Dada pointed ironically to the
numerous trade shows starting up after the war (Leipzig, Frankfurt, Munich, Nuremberg,
Offenbach, Dusseldorf, and others), entering the European net of Paris, London, Milan, Vienna,
Basle, Gothenburg, and Moscow. The connection to trade show also critically pointed to the fact
that capitalist interests did not stop before works of art. Dadaists offensively responded to this
fact by having their Erzeugnisse refuse the criteria of the art market. “Dada will lead to the
cancellation of the art trade,” the catalog of the Dada-Fair announced. Beyond that, it became an
unmistakable characteristic of this fair to parody the rhetoric of advertisement.
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The German word for fair, Messe, however, also associated this exhibit with the
“Christian mass”: Dada Berlin was celebrating an “anti-mass,” “both buffoonery and requiem
mass” (Totenmesse) in one.* It took the fetishes of culture only to deconstruct them in the same
breath. Once and for all it shattered the metaphysical demand of religion in the guise of
theological nationalistic militarism as hypocritical and deceitful and made it unmistakably clear
that Dada’s metaphysics of artistry was the last cultural force field. In a Nietzschean sense the
Dadaists undertook the revaluation of values and defined “art as the highest exercise and the real
metaphysical activity of life.” As “prophets” (Heartfield) and subversive “Satans” at the same
time, they proved themselves as “divine” brothers of the suppressed: “Dada is fighting on the
side of the proletariat,” was their creed. In the mask of the “Da-Dandy” (Hoch), the artists took
on contradictory roles between autonomous creation and committed fight, pursuing their own
“Weltrevolution” (world revolution), fictitious and real. According to Huelsenbeck, the Dadaist
“today was not the same as tomorrow . . . maybe ‘nothing’ the day after tomorrow in order to be
‘everything’ later on.”® The artists experimented with their poetical and political identities and
roles: often in one person they presented themselves as dancers, painters, graphic designers,
photo-“monteurs,” sound-poets, philosophers, communists, “presidents,” Apaches, advertising
experts, engineers, writers, impresarios, as much stimulating each other as they supplemented
and contradicted each other.

The following artists took part in the Dada-Fair, organized by Marschall (Marshal)
Grosz, Monteurdada (Dadamechanic) Heartfield, and Dadasoph Hausmann (numbers of their
works in brackets): Johannes Alberts (1), Johannes Sokrates (Paul?) Albrecht (1), Hans Arp from
Zurich (5), Johannes Baader (17), Johannes Theodor Baargeld from Cologne (4), Carl Boesner
(2), Dr. Otto Burchard, the Dadageneral or -financier (2), Hans Citroén (4), Otto Dix from
Dresden (4), Alois Erbach from Wiesbaden (2), Max Ernst from Cologne (9), George Grosz (28),
Maud E. Grosz (2), Raoul Hausmann (17), John Heartfield (17), Ben Hecht from Chicago (2),
Wieland Herzfelde (1), Hannah Hoch (6), Georg Koch (1), Georg Kobbe (2), Sigmar Mehring
(1), Francis Picabia from Paris (6), Max Schlichter (1), Rudolf Schlichter from Karlsruhe (7),
Otto Schmalhausen from Antwerp (4), Georg Scholz from Grétzingen near Karlsruhe (2), Walter
Serner from Geneva (1), and Hans Heinz Stuckenschmidt called W/[alter?] by mistake (5). Of
joint works mentioned in the catalog ten were by Grosz and Heartfield, by Heartfield and
Hausmann (5), by Heartfield and Schlichter (1), and by Max Ernst and J. T. Baargeld (1). Some
co-productions were fictitious: Hannah Hoch created her dolls alone (without Hausmann), and
the works in the catalog by “Otto Else Lasker-Dix” (were created by Dix alone). Fitting with the
Dada concept of a destruction of the traditional notion of art was the inclusion of young and
unknown “artists,” such as the fourteen-year-old Hans Citroén from the “Dada youth group” and
the nineteen-year-old high school student Stuckenschmidt, of anonymous (press) photographers,
and workers of a Berlin stencil factory. The high number of works by Grosz, Baader, Hausmann
and Heartfield is noteworthy.

The exhibition took place in two rooms of the art dealer Dr. Otto Burchard on the ground
floor of a five-story apartment house at Liitzow Ufer 13, which as of 2003 no longer exists (fig. 2
cat. of Dada-Fair). How many rooms were rented by the art gallery that had opened its avant-
garde program just before with an exhibition of Rudolf Schlichter’s works (May 20 to June 15,
1920) could not be ascertained; the two rooms of the Dada-Fair in the left wing, however, can be
recognized in the blueprints of the house, built by the architect Carl Schon in 1888. The basic
structure of the rooms for the Dada-Fair was due to a renovation in 1903, done by the architect S.
Zadek. (fig. 3 cat. of Dada-Fair). The blueprints indicate that the architect wanted to enlarge and
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adapt the former apartment for a post-office; he changed the size of windows, took out walls, and
put in thinner walls instead of the thicker ones. At that time, a small outside stair was added,
which allowed for direct entry to the ground floor rooms from the courtyard. Besides that, the
facade of the house, in keeping with the prosperous Wilhelmian times, had received an upper
middle class look with new elements such as pediments and balconies, and by centering parts of
the facade (fig. 2 cat. of Dada-Fair). But the ground plans are only partly valid, since between
1903 and 1920 other changes were made to the rooms and the dividing walls taken down. If
photographs of the first exhibition-room of the Dada-Fair did not permit a good way of orienting
ourselves, according to the plans, we would still be confronted with a thin wall put up in the
middle of the first room. Thus it is possible that remodeling was done also for the second “hall”
of the exhibition, as it is called in the catalog. The question arises whether a dark connecting
hallway led to it or whether the entrance was directly through a door. The plans from 1903 show
a hallway, but it is also possible that the wall had been taken down, as in the remodeling in the
first hall. This arrangement would have allowed a better use of the room. Since none of the
reviews from the press or the catalog talks about such a hallway— the Rheinisch-Westfilische
Zeitung of July 11, 1920, talks of “two back rooms” — it may be assumed that the two rooms
were linked only by an open door (fig. 4 cat. of Dada-Fair). Nevertheless, how big the second
room was remains unclear. Was it combined with a third room, still present in the ground plans,
or were they separated by a thin wall and a door? Looking at the number and size of the works
listed in the catalog for the second room, the latter can be presupposed; the third room probably
was used otherwise by the gallery.

For the exhibition in the first room, we can assume that the Dadaists had at their disposal
a length of wall of twenty-six meters, using the full height of 3.90 meters, and in the second
room a wall of 19.4 meters, including windows and some doors, which also had some works on
them. The entrance full of nooks and crannies with walls of 0.5 meters to 1.5 meters fit in just as
well with the Dadaist ideas as the large wall surfaces of three and nine meters (plus a ledge of 0.5
x 1.20 meters). With the help of twelve photographs (view I-XI of Dada-Fair) at least the first
room of the Dada-Fair can be reconstructed fairly well. One can also identify the order of works
from their numbering in the catalog (fig. 1.1-1.4 cat. of Dada-Fair) with the help of these
photographs. On this basis the reconstruction of the first room of the Dada-Fair was done by
Helen Adkins within the exhibition Stationen der Moderne (1988).” The works of the second
room are known from the catalog; however, it is much more difficult to imagine their placing,
since only two photographs exist (cat. view X and XI), focusing mainly on Das grofe Plasto-
Dio-Dada-Drama: Deutschlands Groffe und Untergang (Great Plasto-Dio-Dada-Drama:
Germany’s Greatness and Decline) by Johannes Baader. The room probably had a size of 6.2 by
3.7 meters.

With the Dada-Fair the art gallery had its most spectacular exhibition. The Dadafinancier
Burchard invested one thousand marks in this Dada exhibition.® He also owned the very
important work of the Dada-Fair Deutschland, ein Wintermdrchen (Germany, A Winter’s Tale,
1917-18, by George Grosz; fig. 76; cat. no. 70). After 1920 he sold it to the gallery von Garvens
in Hanover. It seems that after the end of the Dada-Fair in August 1920 no more exhibitions took
place, for in the relevant art-periodicals of the time this gallery advertised no other avant-garde
programs. The same rooms were already taken over in 1921 by the art dealer and antiquarian
Fraenkel & Co, directed by Josef Altmann, who exhibited artists of the November Group there.
Possibly the gallery had been an experiment of Otto Burchard; his official livelihood remained
dealing in East Asian art, French furniture, arts and crafts, and archaeological objects, “old and
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new art.” An auction catalog from the year 1935, ending simultaneously the art trade of Otto
Burchard under the national-socialist dictatorship, shows how closely he must have worked
together with the gallery van Diemen in the 1920s.

The Dada-Fair by far surpassed the first exhibition of the Berlin Dadaists of April 28 to
probably May 10, 1919 in the rooms of the Graphische Kabinett of I. B. Neumann. While the
satirical and abstract works predominated over material “products,” the Dada-Fair was mostly
characterized by its montage realism and meta-mechanical tendencies.

It is surprising that the Berlin Dadaists produced only two exhibitions, for there had been
many plans after Huelsenbeck came from Zurich to Berlin. In August 1917 he wrote to Tzara
about planning a big exhibition,” and on August 29, 1919, he again made plans for a “huge Dada
exhibition.”'® These plans overlapped with his international project Dadaco, from which the
Dada-Fair still profited: several times the Dadaco is pointed to, and several proofs could be seen
at the fair. All in all about thirty-four Dadaco-proofs existed in Berlin (see fig. 165.1-165.4).
Presumably, Huelsenbeck was not present at the fair because of quarrels and vanities in
connection with the project. The project, directed by him, with Tzara as collaborator, and
designed by Heartfield, probably failed because of organizational and financial difficulties in
February 1920. At that time, the publisher Kurt Wolff canceled his contract with Huelsenbeck
and Heartfield, which he had made in June 1919; the project was continued by Tzara with the
title Dadaglobe until March 1921 but was never published.’ Meanwhile, the Cologne Dadaists
Max Ernst and Theodor Baargeld made two provocative exhibitions: in November 1919 with the
Gesellschaft der Kiinste (Society of the Arts) in the Cologne Arts Club, publishing Bulletin D as
a manifesto that distanced themselves from the official exhibition, and in April 1920 with the
title Dada—Vorfriihling (Dada—Early spring) at the Brewery Winter. These exhibitions had an
essential influence on the norm-breaking concept of the Dada-Fair, the choice of works by Dada
Cologne, and foreign works, using diverging materials and mixed styles (apart from Dada works
also children’s drawings, technical plans, “negro”-sculptures, polarization curves, works of
unknown artists from the beginning of the twentieth century, “vulgar and dilettante” works).

As the twelve photographs of the Dada-Fair show (see cat. views of Dada-Fair), the
works were hung closely together on the gallery walls. The Dadaists chose this arrangement for
the presentation not only for lack of space; it corresponded to their simultaneous urban
perception as well as to their programmatic attitude to center themselves in the polarities and
contradictions of the times. On the one hand, they reminded one of the effective mix of the
agitational material of the Russian agitprop trains, on the other of staged parodies of art galleries,
suggested especially by some kitschy frames [for example, visible in catalog no. 4:
Vierundzwanzig Dada-Spiesser besteigen einen Pudding (Twenty-four Dada-Philistines
Climbing a Pudding)]. The works were locked into a dynamic net of connections that resulted
from the Dionysian-Apollinian dramaturgy of the rooms. Thus in endless movements and
unlimited combinations one thing led to another, complemented another, relativized another,
rubbed on another, or contradicted it. Each wall was a calculated montage, corresponding to
other wall-montages and to the “Plastiken” (sculptures).

The simultaneous abundance of products, the differing materials and their contrasts, their
various techniques, sizes, framings, and executions, all produced an effect of confusing diversity.
There was no evaluation between reproductions and originals, finished and unfinished results.
The Dada works presented themselves consciously as non-artistic “products,” not differentiating
between simulated dilettantism (artists’ works) and vulgar dilettantism (amateurs’ works);
sometimes one could not even keep them apart. The Dadaist was not afraid to repeat some of his
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reproduced works in different contexts. Thus the sound poem kp erioum (1919; fig. 98) by
Hausmann and the portrait photographs of the Dadaists appeared in various sizes. They were
distributed on the walls and in the works and made for an omnipresence of the Dadaists.

In such a way, printed sheets, book covers, watercolors, drawings, montages with text
and photograph, newspapers, title pages, big photographs, posters, drafts for advertisements,
assemblages (“Konkretisations-Skulptur-Assemblagen,” Hausmann), flyers, Dada pillows,
“Plastiken” (sculptures), dolls, a “dessert’-drawing, a gastronomic prize, and different
documents of ‘Lebenskunst’ (life art) filled the rooms of the exhibition and changed it into a
dynamic and heterogeneous production, demonstrating the Dadaist break-up of traditional art
concepts. Even the ceiling was used: the scandalous sculpture Preufischer Erzengel (Prussian
Archangel) by Heartfield and Schlichter (cat. no. 91, view VI and VII 1.2) hung overhead.
Sculptures and assemblages also conquered the room between the walls: the Elektromech. Tatlin-
Plastik (cat. view VIII) with the self-ironical title Der wildgewordene Spiefser Heartfield (The
Philistine Heartfield Run Wild, cat. no. 90), probably a smaller assemblage Dada-Plastik (1920;
fig. 127) by Hannah Hdoch, along with two now unknown sculptures by Schlichter: Der Tod der
Anna Blume (The Death of Anna Blume, cat. no. 84), and Der Oberdada (according to
Hausmann, not in the catalog).'> Probably also Max Ernst exhibited a sculpture (on the pedestal
between the four armchairs) made for the most part from the limbs of a puppet with the title
Falustrata (1920, cat. no. 89). Johannes Baader with his Groffes Plasto-Dio-Dada-Drama:
Deutschlands Groffe und Untergang durch Lehrer Hagendorf oder Die phantastische
Lebensgeschichte des Oberdada (Great Plasto-Dio-Dada-Drama: Germany’s Greatness and
Decline at the Hands of Schoolmaster Hagendorf, or The Fantastic Life Story of the Superdada)
(cat. no. 174; fig. 47, view X and XI) in the second room broke all hitherto known dimensions of
Dada assemblages.

The hierarchy between high art and low art was invalidated. The spectrum of the
exhibition ranged from oil paintings to products of everyday life. The effect was one of a great,
disclosed interactive process, inviting at all times one to add here and there, to re-hang, to make
new combinations, to invent other types of text and montage. In contrast to the previous
exhibition concepts, the visitor was challenged and provoked. What the montage demanded as
one object, the exhibition demanded in a complex way. It was provoked first by the text-posters
and by the products giving structure to the walls. The text-posters turned out to be coequal to the
works and seemed to compete with them, to even sometimes invade them and to re-emerge.
They constituted significant signs, which were distributed throughout the display; the term
“Dada” became the verbal signifier of the exhibition. The same easily readable roman type of
wooden letters was used for the slogans. With this uniform typeface the Dada maxims made the
walls more rhythmical. Thus the visitors could read these sentences: “Dilettantes revolt against
art!”, “Anybody can Dada,” “Take DADA seriously; it is worthwhile!”, “Dada is political,”
“Dada is the conscious subversion of the bourgeois system of concepts,” “Dada is against the art
fib of the Expressionists” (fig. 1.4). They could read Marshal Grosz’s comment, “I can live
without eating or drinking, but not without DADA”; John Heartfield’s “Me neither”; and Raoul
Hausmann’s “And me neither.” This way of multileveled presentation activated perception:
vision was obliged to differentiate continuously, to jump, to come closer and to distance, to set
off intellectual processes and to track down tactile experiences at the same time. In the catalog,
Herzfelde programmatically said the following about the concept of the exhibition:

Properly speaking, any product is Dadaist that is made without influence,
unconcerned about public authorities and values as long as the representing object
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operates against illusions, from its own compulsion to propel forward the
disintegration of the present world, obviously in a state of dissolution and
metamorphosis, in order to topple the last hierarchical residues of thought and
perception. The past is important and authoritative only insofar as its cult has to
be fought against."’

The First International Dada-Fair as a whole was a “directly negative Gesamtkunstwerk (total
work of art)” (Odo Marquardt)'* shaking up the established society in one big retaliation,
destroying all its art forms in order to grasp “the motor of things” (Huelsenbeck): in its political,
revolutionary reality, in its tragic Dionysian abyss, in its dynamics destroying traditions, in its
Dadaist function as an antimetaphysical “Last Judgment” (Baader). Here, according to
Nietzsche, culture, education, and civilization had to appear before the “unerring judge
Dionysus,” to penetrate the appearances of the surface down to underlying truths.

“Down with Art!”:
Dada’s Iconoclasm

The opening situation of the Dada-Fair was programmatically characterized by the photo-
portraits of its organizers: Grosz, Hausmann, and Heartfield (cat. no. 1-3; view I). The large-
format photographs effectively staged the actors of the Dada-Fair and created a visual and
acoustic dialogue across the nooks and crannies in the walls. The most modern possibilities of
the enlarged photographs corresponded to the vision of their continuous presence. They hoped to
thereby jointly emphasize their revolt. Already in Der Dada (no. 3) in April 1920 they appeared
as “Psychofakte” (psychofacts, Ball): “groszfield, hearthaus, georgemann.”

Also the works hanging beneath were portrait-photographs and portrait-montages: for
example the Hausmann-Baader montage (1919, cat. no. 5), which was glued into the treatise
Synthetisches Cino der Malerei (1920) or the self-portrait of the screaming John Heartfield (fig.
11), next to the aphorism by the Belgian painter Antoine Wiertz (1806—1865): “Dereinst wird die
Photographie die gesamte Malkunst verdringen und ersetzen” (One day photography will drive
out all of painting and replace it). This maxim also served as one of the mottoes for the
introductory essay by Herzfelde written for the catalog of the Dada-Fair. The photograph of
Heartfield appears once more on a proof of Dadaco (to the left behind the Big Plasto-Dio-Dada-
Drama by Baader in the second room of the Dada-Fair [view X]). Here he is ironically
responding to his own portrait fragment (on the opposite printed sheet), which had challenged
him with the exclamation “Steckt die Maler ins Irrenhaus!” (Put the painters into the nuthouse)
and with “Seid trunken vor Schénheit” (Be drunk with beauty). To the right below the large
portrait of Heartfield appears once again Heartfield at the entrance, screaming into the ear of
Hausmann (fig. 23, cat. no. 9).

The large portrait acquired an aggressive acoustic intensity in conjunction with the Dada
declarations “Down with art!” exclaimed by Hausmann, “Finally open your mind!” and “Free it
for the demands of the times!” (cat. no. 1). It was comparable to the effect of the photo-portrait
of Heartfield (cat. no. 2), emphasizing his outcry by putting his hands to his mouth: “Dada is
great and John Heartfield is its prophet.” With solidarity he repeats the “Down with art” above
the photo-portrait and the programmatic demand, “Down with bourgeois spirituality!”
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These shattering sentences originated in the position of the Unzeitgemdfien Betrachtungen
(Nietzsche), > which were castigating a bourgeoisie prone to ideology, and at the same time
referred to the bloody crushing of the Spartacus revolt of March 1919.

Visiting Harry Graf Kessler on March 23, 1919, John Heartfield quite clearly spelled out
that

he and his friends were opposed to art more and more antagonistically. What
George Grosz and Wieland were doing was indeed art, but only as a side effect.
The main thing was the pulse of the times, the great fellowship in which it
resonated. This is why he also disapproved of any older art, even if during its time
it had had just this quality of modernism. They didn’t want to create documents,
nothing that would prevail and get in the way of posterity.”'°

Thus Heartfield’s words at the Dada-Fair still contained this hatred of the traditional bourgeois
function of culture. Just like in the manifesto of spring 1920, Der Kunstlump (The Art Rogue),'’
the Dadaists equated leftist radical criticism of bourgeois art with the tabula rasa of art as such.
What twenty-first century viewers might conceive of as an expansion of the concept of art was
for the Dadaists in reality an execution of art, having a much more blasphemous effect because it
was carried out in an art salon into which one entered with the expectations of bourgeois ideas of
art. One also cannot overlook the topicality of these declarations, since only on June 9, 1920,
Gertrud Alexander in Die Rote Fahne (The Red Flag) had turned against the “vandalism” of
Grosz’s and Heartfield’s pamphlet Der Kunstlump (The Art Rogue) referring to the eternal
values of art. Thus the Dadaists used their iconoclasm against the bourgeois conceptions of
culture and against the unfailing communist ones, and in the end also against their own — since
of course they made fun of themselves in Vierundzwanzig Dada-Spiesser besteigen einen
Pudding (Twenty-four Dada Philistines Climbing a Pudding, cat. no. 4) between the large
portraits of Hausmann and Heartfield. One can also see it as a gesture of self-derision that they
exhibited Walter Petry’s criticism of Dada, Die Dadaistische Korruption. Klarstellung eines
erledigten Philosophieversuches (1920; The Dadaist Corruption: Clarification of a Dead
Philosophical Attempt, Cover by Georg Kobbe, cat. no. 145) in the second room of the fair.
Petry criticized Dada as a “made up, done up, playing up show.”'® Directly under the large
portrait of Heartfield one could see Dadaco-sheets (view II) — on one of them an ironical article
on Heartfield (“Our John”; cat. no.7), to its right an attack of expressionism and next to it, “Dada
in den Schulen” (Dada at the schools) with a photograph of a “Dada performance on ‘Petra
Tageslichtapparat’ for schools” (cat. no. 8), which shows part of the montage Dada-merika
(1919, fig. 162, cat. no. 113): Grosz on the blade of a knife. Other graphical prints were taken
from the brochure for Kleine Grosz-Mappe (1917; The Small Grosz Portfolio), “the first Dadaist
attempts at printing in Germany” (fig. 115.1 and 115.2, cat. no. 10-12).

A new element was brought in with the two Dada dolls by Hannah Hoch (cat. no. 15),
sitting on a narrow pedestal at eye-level, centered in front of a wall measuring half a meter. They
seemed light and playful in view of the theatrically noisy staging of the large photographs. Next
to them, Baader’s Bekanntmachungen (Announcements, cat. no. 173) were placed on an easel in
front of a closed door, 1.6 meter wide:

Take the book on display, open it, and put the covers into the two iron holders: the
book is ready for use. (The book on display is the handbook of Islam with the
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image of the Superdada (Allah is great but the Superdada is still greater; Dictum
out of the blue at Café Josty, Berlin, Potsdamer Platz on May 17, 1919). Picture
taken on October 29, 1914, at A. Wertheim, entry of Turkey into WW L. You may
place orders for Schoolmaster Hagendorf’s bookstand on the golden plate, if there
is none available at the cash register."”

The photo portrait of Grosz (cat. no. 3, view I) on the adjoining wall is of a certain classical
gravity, presenting him with combative profile and hair combed straight back. This profile
appears, as a drawing, on many of his works, for example, on the Self-portrait for Charlie
Chaplin (1919), which appeared in the Dadaco-sheets under the title 45 volt, 3 ampere.
Heartfield also used the silhouette of Grosz’s profile for Wieland Herzfelde’s publication
Gesellschaft, Kiinstler und Kommunismus (Society, Artist, and Communism, Berlin: Malik 1921;
fig. 121). To Grosz’s photo-portrait, two programmatic mottoes were added: “DADA ist die
willentliche Zersetzung der biirgerlichen Begriffswelt” (DADA is the willful destruction of
bourgeois terminology) and “DADA steht auf Seiten des revolutiondren Proletariats!” (DADA is
on the side of the revolutionary proletariat!). Thus, the photographs of the leaders of the Dada-
movement, together with their militant slogans, invoked a new alliance between art and
revolution and art and aesthetic revolt.

The critical exhortations of the Dadaists, despite their radical impetus, were not always
directed against the works of art themselves, but against the dogmatic claim for possession of
culture by bourgeois and communist ideologies. Grosz especially was the iconoclastic leader:
Das Mittelalter stinkt bis ins 20. Jahrhundert (The Stench of the Middle Ages Reeks into the
Twentieth Century, cat. no. 50), Miffachtung eines Meisterwerkes von Botticelli (Contempt of a
Masterwork by Botticelli, cat. no. 51), a reproduction of Primavera by Botticelli, crossed out by
Grosz, Weg mit dem alten Mist (Away with the Old Crap!; cat. no. 53), and Singe mit! Ich glaube
an den heiligen Goethe (Sing with Us! I believe in St. Goethe; cat. no. 54). The latter work was
included in the Dadaco-sheets. In this context also belongs the Beethoven-death-mask (cat. no.
98), disfigured by Otto Schmalhausen, which Huelsenbeck used for the cover of the Dada
Almanach (1920; fig. 124.2): the face mask had glass eyes inserted, whiskers were glued onto it,
and “Oz-Dada-Works” was stamped on its forehead. Its contours can be seen on the wall leading
to the second room (view VII). According to Adkins, Hausmann obviously “corrected” Rubens’s
Bacchanal (cat. no. 33), and Rudolf Schlichter disfigured Leonardo da Vinci: Heiland der Welt
(Leonardo da Vinci, Savior of the World; cat. no. 116, missing).

In Korrigierte Meisterbilder (Corrected Masterworks; cat. no. 73, 74), a grotesque
alienation of famous artworks was accomplished mainly with photomontages by Grosz and
Heartfield and in Verbesserte Bildwerke der Antike (Improved Masterworks of Classical
Antiquity) by Schlichter (cat. no. 116—121). In the first group are Henri Rousseau, Self-portrait
(1920, cat. no. 73), which was shown in the Dada catalog, and Pablo Picasso, La Vie Heureuse
(Dr. Carl Einstein gewidmet) (Pablo Picasso, The Happy Life, dedicated to Dr. Carl Einstein;
fig. 164, cat. no. 74). The Tableau Dada by Picabia, after a Ready-made by Marcel Duchamp, a
postcard dated and signed 1919, on which he disfigured Mona Lisa with a goatee and a
moustache for the four hundredth anniversary of Leonardo da Vinci’s death also belonged in this
context. Picabia quoted this iconoclastic gesture of his friend, who had left for New York in
1920, for the title cover of 39/ (vol. 4, no. 12, March 1920) but forgot to add the goatee to Mona
Lisa (see cat. no. 102). Die Rote Fahne (The Red Flag, July 25, 1920) took an indignant stand
against this. The second group altered classical antique works with photo-portraits and
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photographic quotes. Pompeian Apollo (cat. no. 117), Venus de Milo (cat. no. 118, 119),
Jiinglingsfigur von Tenea (cat. no. 120), and Ringer (Wrestler, cat. no. 121) constituted part of
the grotesque Dada-renaissance. These now missing works were on display in the second room
of the Dada-Fair. Baargeld probably was inspired by Schlichter’s alterations to actualize
reproductions of antique statues with portrait photographs. His montage Typische
Vertikalverklitterung als Darstellung des Dada Baargeld (Typical Vertical Distortion as
Representation of the Dada Baargeld) was created in 1920, showing his portrait photograph on
the bust of Venus de Milo wearing a topless cap (fig. 51).

The Dadaist opposition was sparked by the bourgeois cultural assertion of a classical,
idealized unity of beauty and good, of sensuality and ethics. Dada’s iconoclasm contained hatred
of and the fight against the deformation of antique culture by its narrow-minded reception,
against the philistine enthronement of Apollo as a god of bourgeoisie. For the Dadaists life as a
revolutionary, Dionysian motor had been excluded for the sake of beauty and truth much too
long already. For this reason, these iconoclastic works were present throughout the exhibition.
Apollo had paled under the influence of the bourgeoisie to a nice deceiving appearance and was
supposed to distract from the abyss of life. With this iconoclasm the Dada-Apollo acquired a
new, vital relationship to itself and to reality. “Products” replaced “masterworks.”

“Dictatorship of the Dadaists”:
Typography on Stage

The part of the Dada-Fair showing the works of Raoul Hausmann and Hannah Hdoch (view 1V)
— somewhat more than one-third of the large long side of the wall opposite the entrance (9
meters plus an edge of 0.5 x 1.20 meters) — presents above all the different ways of working
with text, photography, and other material of every day life. The new stylization changed text
into an icon.

The alarming Dada slogans on the wall competed with the figurative material and with
the words and letters within the works. On the whole montage of the wall, text seemed to float,
to lose itself in sound poetry and individual letters, to consolidate again in complete maxims.
Especially the text montage on top of the wall, Plakat Dada (Dada Poster, cat. no. 26) by
Hausmann counter-accentuated Art is Dead. Long Live the New Machine Art of Tatlin at the
bottom. It was clearly calculated that his optophonetic poem kp erioum (fig. 98) from the
opposite wall here as well appeared twice: once in the montage Plakat Dada, the second time to
the right next to Die Kunst ist tot (as a text-construction from Dadaco, cat. no. 32). Thus the wall
appeared erratic and arrhythmic. It was part of the Dadaist processual concept to present the
works as products in changing contexts and to show them in different stages of work. The
various connections in which the sound poem appeared, for example, demanded of the viewer to
read it anew every time. kp ‘erioum already appeared beneath the large photograph of Hausmann
next to Synthetisches Cino der Malerei on the entrance wall (view I). On the other hand, the
screaming Hausmann now appeared as a smaller photograph, placed directly onto the sound
poem in Plakat Dada (cat. no. 26). The other textual quotes in this montage profited from this
arrangement: “Dada Aumii” and “Huelsenbeck-Hausman[n],” which were also meant to be read
aloud.

It was hard for the smaller experimental montages of graphics like the sound poem to
stand up against typographically larger structuring effects of statements: “Art is Dead!”
Hausmann’s montages Tatlin lebt zu Hause (Tatlin Lives at Home, 1920; fig. 109, cat. no. 28),
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Ein biirgerliches Prdcisionsgehirn ruft eine Weltbewegung hervor (A Bourgeois Precision-brain
Brings forth a World Movement, 1920; cat. no. 29), Selbstportrit des Dadasophen (Self-portrait
of the Dadasoph, 1920; cat. no. 27). Even the relief-assemblage Industrieller Umsturz im Jahre
1919 (Industrial revolution in 1919; cat. no. 30; fig. 102) could match the striking effect of the
invocations and appeals only with difficulty, therefore necessitating a different reading distance
than the large letters, which already could be deciphered from a distance. This wall brought
about polar tensions by presenting the different perceptual conditions of the works. Dada siegt!
(Dada Triumphs!), which surfaced on the wall three times: on the assemblage Dada Toilette (fig.
101, cat. no. 144), Industrieller Umsturz . . . (Industrial Revolution) (fig. 102, cat. no. 30), in
Dada im gewohnlichen Leben (Dada Cino) (Dada in Everyday Life [Dada Cinema], fig. 107, cat.
no. 24), and in Ein biirgerliches Prdcisionsgehirn ruft eine Weltbewegung hervor (A Bourgeois
Precision-brain Brings forth a World Movement, 1920; cat. no. 29), which during the Dada-Fair
appeared as a Dada propaganda sticker everywhere in Berlin. From this slogan, parodying also
the revolutionary pathos of other groups, Hoch put together the relief Diktatur der Dadaisten
(Dictatorship of the Dadaists; cat. no. 21) hanging on the preceding part of the wall (next to
Schnitt mit dem Kiichenmesser (fig. 130, cat. no. 20). The portrait-photographs of Mehring and
Grosz from Der Dada (no. 3) were inserted into the montage of words now lost. The motor
“Dada” was associated through the wheel that was fastened to the frame of this montage and
which was also pasted over.

While the wall showing the works of Hausmann presented tensions between montages of
text and image, between the material of the photo-montages and the assemblages, the opposition
between the abstract and the figurative characterized the wall of 1.20 meters length, on which the
two relatively large works of Hannah Hoch were presented: Schnitt mit dem Kiichenmesser Dada
durch die letzte weimarer Bierbauchkulturepoche Deutschlands (Cut with the Kitchen Knife
Dada through the Last Weimar Beer-Belly Cultural Epoch of Germany; 114 x 90 cm.; fig. 130,
cat. no. 20), and Plakat Ali Baba-Diele, Berlin (Poster Ali Baba-Dicle, Berlin; cat. no. 19, now
lost). The small figurative parts of the photomontage and the large abstract parts of the poster
contrast with each other. Only the typographical elements present a relational net between the
two works. Comparable to the Plakat Ali Baba-Diele, Berlin could be the Plakat “Der Malik-
Verlag” (Poster “Malik-Verlag”; cat. no. 17) by Raoul Hausmann (view III): large abstract parts
constitute a neutral background for the newspaper-heads of Der Gegner (The Opponent), Die
Pleite (The Bankruptcy), Jedermann sein eigner Fussball (Everyone His Own Football), Der
Dada (no. 3). The work was hung, together with pages from Neue Jugend (June 1917, fig. 40), in
front of the light-shaft window connecting the entrance with the Dada “prophet” on it to the wall
of Hoch and Hausmann.

With this montage-technique of rhythmical and mobile fluctuation between text and
image a fascinating experience of space, visual and acoustic, was presented. No matter where
one looked, the suggestiveness of the ever-present text-posters also pounded the Dada messages
and their representatives into the heads of the viewers through repetition and variation.

“dadafex maximus”:
Max Ernst and the International Participation

Apart from the “products” of their friends from Karlsruhe (Rudolf Schlichter, Georg Scholz),
Dresden (Otto Dix), Cologne (Max Ernst, Johannes Theodor Baargeld), Wiesbaden (Alois
Erbach), and Magdeburg (Hans Heinz Stuckenschmidt), the Berlin Dadaists also exhibited works
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of those from Zurich (Hans Arp), from Genova (Walter Serner), Paris (Francis Picabia), Antwerp
(Otto Schmalhausen), and Chicago (Ben Hecht).

The contributions by Arp and Picabia most likely were shown thanks to Max Ernst. On
July 5, 1920, Ernst brought some works for the Dada-Fair to Dr. Burchard in Berlin® that had
been shown at the Dada exhibitions in November 1919 (catalog in Bulletin D), and in April-May
1920 (Dada Vorfriihling, [Early Spring of Dada]) in Cologne.

From his own store for exhibitions Ernst contributed the sculpture falustrata (cat. no. 89,
now lost), which had been already shown in April 1920 at the Cologne exhibition Dada
Vorfriihling (no. 14) under the same title, which at the Dada-Fair was placed on a pedestal in the
center of the first exhibition room. According to Max Ernst’s memory the now lost sculpture was
mostly made from doll’s limbs.?! The second assemblage, exhibited with the title Schalttafel fiir
Gummifrucht (Switchboard for Rubber Fruit; cat. no. 44), may have been that now lost relief
above 45% Erwerbsfdihig! (45% Fit for Work!). It is not, however, mentioned in the catalog of
Dada Vorfriihling, nor is the work Dadafex maximus (cat. no. 14); in all probability it is the
collage on photograph and gouache, showing the Dadaist as Punching Ball ou [’immortalité de
buonarotti [sic] (Punching Ball or the Immortality of Buonarotti; fig. 67), demonstratively
exhibiting a narcissist imperturbability of the Da-Dandy by ironically making use of the papal
dignity of the pontifex maximus and the immortal fame of Michelangelo Buonarroti. According
to the principle of the catalog, however, which was designed by the order of works on the walls,
it must have been that montage of cliché-prints that can be seen above the dolls by Hoch at the
entrance of the exhibition (view I).

Experimenting with prefabricated materials in 1919 led Max Ernst to montages of cliché-
prints. Line etchings of complicated technical apparatuses and machines, with cylinders, pistons,
sprocket-wheels, and drive-belts from scientific catalogs and compendia of the times were used,
for instance, from the Buch der Erfindungen (Book of Inventions), edited by F. Reuleaux, which
already had been of interest to little Max. In the advertisement of his Paris exhibition (1921) at
the gallery Au Sans Pareil, Max Ernst called the montages dessins mécano-plastiques (Mecano-
plastic Drawings). For the Dada-Fair he chose some of these works: Staubgefiffe und
Marseillaise des Dada Arp (Stamens and Marseillaise of Dada Arp; fig. no. 65, cat. no. 82), and
Erectio sine qua non (Indispensable Erection;) fig. no. 65, cat. no. 83). These works are the two
only directly verifiable ones of the fair that were known to exist.”> However, they are not
identical with the cliché-prints, which can be seen on the photographs of the fair (view I, VIII).
The other works by Ernst cannot be verified any more: Nationalcodex und Delicatef3-Index des
Dada Baargeld (National Codex and Index of Delicacies of Dada Baargeld, cat. no. 147), Zum 2.
Lehrsatz vom Genufs (On the Second Maxim of Pleasure, cat. no. 105), and Die verschiedenen
Wirkungsradien des Dadamaxernst bei hoch und niedrig (The Various Spheres of Activity of
Dadamaxernst at High and Low, cat. no. 115), or also Baargeld’s works Vergebliche
Verleumdung des Dada Baargeld (Futile Slander of Dada Baargeld, cat. no. 122) [in the catalog
Dada Vorfriihling beneath the title Vergebliche Verleumdung und Inthronsierung des Dada
Baargeld (Futile Calumny and Enthronement of Dada Baargeld), no. 8], and Bild fiir aufgeregte
Expressionisten (Painting for Excited Expressionists, cat. no. 134), [at Brauhaus Winter beneath
Ausgiefsung des Urohdmatins auf aufgeregte Expressionisten (Emptying of Urohamatin onto
Excited Expressionists, no. 7).]

At the Dada-Fair there were also cooperative works by Ernst and Baargeld. Taking
Tristan Tzara’s honorary plaque Quelques Présidents et Présidentes (Some Presidents, Male and
Female), which was published for the matinée “Mouvement Dada” (February 5, 1920) in no. 6 of
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the Bulletin Dada, the two artists created a simultantriptychon: die Dadaisten und Dadaistinnen
Dr. Aisen . . . (namen) . . . verwandeln sich in Blumen (simultaneous triptych: the Dadaists, male
and female, Dr. Aisen . . . (names) . . . turn into flowers, cat. no. 76), which already had been
printed in the catalog for the Cologne exhibition as “Dada Vorfriihling” (Early Spring of Dada).
The names of Archipenko — because of the exclusion of Ernst from the exhibition at the Closerie
des Lilas (February 25, 1920) — Hans Richter, Christian Schad, Kurt Schwitters who seemed to
Max Ernst to be one of the “majority Dadaists” like the “majority socialists,” who had betrayed
the revolution, and also Arthur Segal and Alfred Vagts were taken off the list. The names of
Baargeld and Lullu Ernst, wife of Max Ernst, were added. Hannah Hoch was missing from both
lists.

Probably Baargeld’s work Vive le sport! (Long Live Sports!) listed in the catalog was
mistaken for a photomontage by Ernst (cat. no. 135). He had shown Vive le sport! in 1921 during
his first exhibition at the gallery Au Sans Pareil in Paris. The original title is found in the heading
of André Breton’s foreword for the catalog of this Max Ernst exhibition: La mise sous whisky
marin se fait en creme kaki & en cing anatomies. Vive le sport. Max Ernst (To get under the
influence of marine whisky is achieved by créme kaki and in five anatomies. Long live sports.
Max Ernst). With a tendency towards surrealism this message can be clearly distinguished from
the politicized engagement of the Berlin Dadaists. The naked male body, parodying free leg and
support leg of antique statues, presents as its head the photograph of a crochet work depicting a
butterfly. It rests on a golf club in its left hand. This montage, which also had a female
counterpart (Au dessus des nuages marche la minuit, 1920 [Above the Clouds Marches
Midnight]),”® was determined by iconoclastic elements, mixed with ironical allusions of the
relation between body and spirit. Baargeld ironized sports only in the now lost work Der
sportsmann max ernst beim training am 100 m Stinder (The sportsman max ernst training at the
100 meter stand, cat. Dada Vorfriihling, no. 6).

Francis Picabia was represented by four of his machinerotic and machinomorphous
works: (Fil rond, Buschmannzeichnung (Round Eye, Bushman Drawing, 1919-29; cat. no. 47;
shown at Brauhaus Winter, no. 35). Can(n)ibalisme (ca. 1918; cat. no. 48), which also was
shown on a Dadaco sheet, Tamis du Vent (ca. 1918; fig. in 391, no. 8, February 1919; fig. 142,
cat. no. 103), and Muscles brillants (ca. 1918; cat. no. 49). Their sectional view, their elevations,
and alienated diagrams complement the ambivalence of Dada Berlin’s metamechanics with their
grotesque machines of desire. One can also read in the press reactions (see for example Neue
Berliner [12 Uhr mittags], July 6, 1920) that the “Vorderblatt zu 391 (Front page of 391; vol. 4,
no. 12, Paris 1920), mentioned as a Picabia work in the catalog, showed Duchamp’s Mona Lisa
LHOOQ with a moustache (cat. no. 102). Also under Picabia’s name the program for the Festival
Dada of the third Dada-Soiree of May 26, 1920, in Paris (cat. no. 101) was announced; the
French Dadaists all took part: Paul Dermée, Philippe Soupault, Paul Eluard, Georges Ribemont-
Dessaignes, Marguerite Buffet, Francis Picabia, Paul Draule, André Breton, Walter Serner,
Tristan Tzara, Theodore Fraenkel, Louis Aragon, and Céline Arnauld. Even the Nationale
Zeitung of June 4, 1920, in Berlin reported on this Dada-event. The evening’s draw was the
announcement that all Dadaists would have their hair and beards cut on stage! Hausmann also
put the program beneath his montage Self-portrait of the “Dadasoph” (cat. no. 27).

The drawings by Hans Arp exhibited at the Dada-Fair certainly came from the collection
that was also shown in Cologne: primarily the drawings (cat. no. 87-88) from Bulletin D (no. 1—-
6) and Dada-Vorfriihling: (no. 2-3). The untitled works printed all around the outside and on the
inside cover of Die Schammade (April 1920) already give an impression of them. These works of
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Arp are products of an artistic phase that had begun in 1917 in Ascona, where he started to make
abstract drawings of dead twigs, roots, herbs and stones that the Lago Maggiore had washed
ashore. The new biomorphic “earthen forms” which Arp also created with his woodcuttings and
reliefs invoked the elementary processes of growth and decay. These organic forms and flowing
bodies of most of these drawings, which were first outlined with pencil and then filled with black
ink, applied metamorphosis as a Dadaist principle of creativity, as did the wood relief Der Arp ist
da! (The Arp is Here! cat. no. 58) from Brauhaus Winter, which was exhibited in the first room
of the Dada-Fair (view VI, VII). It had been published in Die Schammade (p. 8) and was
subsequently lost. Arp’s Dadabilder aus dem Dadaco (Dada Pictures from the Dadaco; cat. no.
94-95) can be verified on the printed sheets I and VI; possibly they are also joint works by
Sophie Taeuber and him.** After 1916 Huelsenbeck examined Arp’s works and wrote an essay
“Die Arbeiten von Hans Arp” (The Works of Hans Arp), which he published in Dada (no. 3) in
December 1918 and in Deutsche Tageszeitung on February 21, 1919. Since the beginning of
1920 Arp was in contact with Huelsenbeck and with the Malik-Verlag, which planned to publish
the collection of poems Die Schwalbenhode.

Within the group of the Berlin Dadaists, mainly Hausmann, Huelsenbeck, and Baader
had somewhat intensive international contacts, and those only with Tristan Tzara and Hans Arp.
While Arp was strengthening his contacts with the Berliners and in 1921 signed, together with
Hausmann, Puni, and Moholy-Nagy, the “Aufruf zur elementaren Kunst’ (Call for Elementary
Art),” striking up a friendship with Hannah Hoch, Picabia, and Ernst were distancing themselves
more and more from Dada Berlin. In a letter to Tzara, Ernst had criticized on February 17, 1920:
“En Allemagne il y a déja les contrefagons de Dada (a Berlin). Ils s’appellent ‘Neo-
expressionistes Dada.’ C’est vraiment allemand. Les intellectuels allemands ne peuvent pas faire
caca ni pipi sans des idéologies.” (In Germany there are already counter-movements of Dada (in
Berlin). They call themselves ‘Neo-expressionist Dada.” This is really German. The German
intellectuals cannot do poo-poo or wee-wee without an ideology).

Since his Dada-time in Zurich, Huelsenbeck kept the connection to Tzara, and in the
beginning of 1919, Hausmann and Baader began writing to him.>’ In a certain respect, Tzara
became the “First State Attorney in dada” (Baader). It was to him that the Dadaists Hausmann,
Baader, and Huelsenbeck wrote about their tensions within the Berlin group, and to him they
also reported about the Dada plans and Dada successes (fig. 22). In the first issue of Der Dada
(June 1919), Tzara was introduced with the poem “Ange” (Angel). Through him they received
information about the publications 391, Proverbe, Dadaphone, Cannibale (all Paris), Der
Zeltweg, Dada (both Zurich), which they then distributed through Malik-Verlag. While the
Berlin Dadaists published the original French version of the “Manifeste Cannibale Dada” by
Picabia in Der Dada, no. 3 (April 1920), in French Dada-publications, apart from the names in
Quelques Présidents et Présidentes, all mention of German Dadaists was missing; there was not
even a reference to events like the First International Dada-Fair. At the Salon Dada in 1921 at the
Galérie Montaigne, only Walter Mehring who was staying in Paris represented Dada Berlin. Not
even once the project of Dadaco was mentioned in the French Dada publications, even though it
was announced for January 1920 in Der Dada (no. 2), Bulletin D, and Der Zeltweg. There was
no meeting between the Berlin Dadaists and Tzara, neither during the Dadaist and Constructivist
Congress in Weimar from September 25-27, 1922, nor at the following Dada-matinée
“Dadarevon” at the gallery von Garvens (Hanover) on September 30, 1922, because no proof
exists that Tzara actually took part in it at all.
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Deutschland, ein Wintermdiirchen (Germany, A Winter’s Tale):
Grotesque Eschatology of the Fair

At the very entrance, the exhibition presented itself as anti-fair, as parody and travesty of the
Christian world view and its forms and contents, beginning with the three “prophets” Grosz,
Hausmann, and Heartfield (view I), the satirical voices in the wilderness forecasting a new era
with their Dadaist, ironically twisted doctrines of salvation and continuing in the right half of the
first exhibition room (view VI and VII) with 45% Erwerbsfihig (45% Fit for Work! cat. no. 43),
Deutschland, ein Wintermdrchen (Germany, A Winter’s Tale, cat. no. 70) and on the ceiling with
Preufsischer Erzengel (Prussian Archangel, cat. no. 91).

In Deutschland, ein Wintermdrchen (1917-18; fig. 76) George Grosz satirizes the
traditional representation of the Last Judgment, the model of which for the whole occident is the
old fresco at St. Angelo in Formis near Capua (around 1072),%® showing, on the entire western
wall, Christ as Judge of the World at the center (Matthew 25: 31ff.), in an almond-shaped
gloriole, flanked by the archangels and the twelve apostles, beneath him three figures of angels
(with banners) with archangel Michael in the middle, to the left and right of them the damned
and the righteous. Grosz created a travesty of this hierarchy: at the place of the Supreme Judge
he placed the fat and timid arch-bourgeois in soldier’s uniform. The general (beneath him) was
given the role of the Prussian archangel, armed with epée and monocle; to its right the
“Bildungsbiirger” (educated bourgeois) with blinders, a volume of Goethe, black, white, and red
flag of the monarchy in his hand appeared in the role of the devil; the care-worn Protestant
minister (lower left), who shows his bad conscience is simulating the role of the savior angel
with a blessing sign of the cross. This unholy trinity of figures with their black clothing puts
them so near to the lower edge of the painting that they are cut-off in the middle and look like
characters of a Punch and Judy Show; at the same time, however, they take the viewer into their
middle. In their strict composition the pyramid of church, world-judge, and these three
apocalyptic figures creates a tension in the dynamic chaos of the city on Doomsday bursting into
all directions: to the left (seen from the bourgeois world-judge) the “damned,” to the right the
“righteous.”

Grosz, at the time, had good reasons to satirically attack the Last Judgment as a
propagandist trap of the Wilhelmian war-theology. The ideological pseudo-religious militarism
misused it for its imperialist goals. “Eyes open! Head held high! Looking upward, knees bent
before the great Ally, who has never forsaken the Germans.” This worldly interpretation of
history’s apocalypse culminated in the claim that the salvation of the world could come about
through the German character alone. The “crusade in the service of the world spirit”*® elevated
the German army and navy to “powers of the spirit,”' as “embodiment of the people’s spirit.”*
World spirit and nationalist people’s spirit in the German soldier became one. These were the
messages drummed into the small subject depicted as a soldier in the center of the painting by
the military, by the Protestant church, and by the traditionally educated Prussian middle class. He
found himself elevated pseudo-religiously as a Supreme Judge and could justify the war
atrocities ideologically in the maxim Gott mit uns! (God With Us, fig. 76.3).

Grosz, on the other hand, already during the war furiously realized:

Disgusting and hypocritical like everything human (yes, indeed!) these creatures
today are praying to the same Christ; only he is now specifically German — no, I
would say, out of the international preacher of disarmament emerges a Prussian
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Christ, one, however, who is now ready for use (maybe we should give him a
uniform, etc.?)*

And in the satirical representation of the petit bourgeois soldier in Deutschland, ein
Wintermdrchen, he sits before us in his profane “Judgment Seat,” the representative of a
“Dopehood’s Religion.”** In the 1920s Grosz more often took up the theologian justification of
war 