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he period between the end of World War |

and Hitler's accession to power witnessed an

unprecedented cultural explosion that em-

braced the whole of Europe but was especially
notable in Germany, which hosted the most original
and significant artists, writers, musicians, architects,
photographers, designers, and film makers of the
1920s.

John Willett, in a discussion that is as astonishing
in scope as it is subtle and meticulous in detail, and
utilizing little-known visual material, provides a
cogent explanation of the aesthetic and political
currents that made Germany the focal point of “a
new realism that sought methods of dealing both
with real subjects and with real human needs, a
sharply critical view of existing society and indi-
viduals, and a determination to master new media
and discover new collective approaches to the
communication of artistic concepts’ The New
Sobriety (Die Neue Sachlichkeit) while making
use of the artistic discoveries of the various avant-
garde movements that had swept pre-war Europe.
signaled a turning away from the optimistic and pas-
sionate distortions of the Futurists and Expression-
ists and the personalized, disinterested explorations
of the Cubists. Willett shows how this change in
sensibility was rooted in a generation devastated
by the experience of World War | and stimulated
by the revolutions in Russia and Germany

Beginning with the effects of Dadaism as seen in
the work of artists such as George Grosz, Otto Dix,
and Hans Arp, Willett goes on to explore the roles
of Mayakovsky, Kandinsky, Tatlin, and others under
the new cultural regime in Moscow; the foundation
of the Weimar Bauhaus under Walter Gropius; the
theater of Brecht and Piscator; and the films of
Eisenstein and Chaplin. In contrast to the less po-
litical developments of the Parisian art world,
Willett emphasizes the emergence of a politically
connected, socially committed art in Central Europe.
Further, Willett reveals the overwhelming influ-
ence American machinery and technology had on
many of the artists. Constructive, functional, design-
oriented thinking was reflected in the development
of new architecture in Germany; in the music of
Hindemith and Stravinsky; in the paintings of Léger
and photographic studies of Moholy-Nagy; and in
numerous Innovations 1n industrial design, film
making, literature, fashion, furniture, and printing.
With remarkable thoroughness, Willett shows how
the experiments of this period have had repercus-
sions in every facet of modern life. (continued on back flap)
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8 Voices from underground

scriptions; in Diusseldorf a Degenerate Music Exhi-
bition was supposed to follow. But in one of the three
most uncompromisingly functional houses on the
whole estate — those built by the Dutch Communist
architect Mart Stam — Tim had been asked in to have
tea and listen to the banned records of The Threepenny
Opera. And I have before me the dingy grey book
which his unknown host gave him: an English
translation of The Great Hunger by the Norwegian
novelist Johan Bojer. On the flyleaf is written
‘Memento of an afternoon spent in Stuttgart in Mart
Stam’s house, to music by Kurt Weill. 13 Aug. 1938,
The signature looks like “Martin Hallberg’.

Little appreciated in prewar England, this crudely
stifled mid-European culture, with its hopefulness
and consistency, was of enormous interest to me even
then. I had no personal links with it, and my own
subjects of study were deplorably remote. But
stimulated by Hans Hess, whom 1 got to know
around that time, and profiting unrepentantly from
the splendid books which other refugees from Hitler
were being forced to sell, I absorbed as much of itas |
could: the writings of Brecht, Renn, Seghers, Hasek,
the music of Eisler and Weill, the graphic work of
Beckmann and George Grosz, the theatre of Piscator,
Burian and the clowns Voskovec and Werich, the
Bauhaus books. I also absorbed a political moral, for
the Nazi attitude to this whole culture was clearly in
line with the Nazi attitude to armies, uniforms,
inferior races, women, the family and everything
else; it was utterly monstrous and sooner or later
would have to be fought, never mind what compro-
mises our National Government might stoop to in
order to postpone this.

Not that the war, when it at last came, made me a
keen soldier: merely a private one, soon lance-
corporal to the awkward squad, travelling weekly up
to London at the army’s expense to learn Czech in the
hope of one day reading Schweik in the original.
Though this hope remained unfulfilled I by now
knew enough German to impress the War Office,
who decided that sconer than get killed in the battle
of France (like some of my fellow-recruits from my
original squad) I should become an officer in military
intelligence. Two years of tedium tempered by
occasional misdemeanours followed, during which 1
did my best to pursue the same interests, aside from
the Czech lessons to which I was no longer entitled.
Then I was sent to the Middle East to deal at last with
first-rate colleagues and situations that counted.

In Cairo my friend David Hicks (who is not the
designer) was working for the British Council and
editing a magazine called Citadel. At some point I had
shown him the woodcuts of Franz Masereel, one or
two of which he reproduced, with the result that he
asked me to write a note on them for his readers.
Unaccustomed as [ was to public writing, I thought I
might as well sum up my feeling about the whole
mid-European world in which this Belgian artist had
become absorbed thanks to the wide reception of his
work there; so at 13 Corps headquarters in the
Western Desert | took a looted German signal pad
and filled it with a long essay called “The Value to us
of Central European Art’. This came out in Citade/ in
three instalments, starting in December 1942, but I
subsequently lost my copies and now only have a
German translation, published in Palestine by the
Dada historian Willy Verkauf and made by Gerhard
Cohn, who was then a South African soldier and now
happens to be my local photographic dealer in
London.

Looking through the faded pages 1 see that its
argument rested on two assumptions which need
modifying some thirty-five years later, even though it
still seems in the main to accord with what I think.
First of all, I was writing chiefly for English and
Egyptian readers who might be expected to agree
with the reigning art, book and theatre critics of the
1940s that the modern movement in the arts had its
home in Paris and that the Weimar Republic had been
of no real importance. Few are now quite so silly as to
believe this. And secondly I thought that the Central
European culture which concerned me had been
effectively killed off and was now as dead as mutton
even though it might turn out to be nourishing too.
For | was writing at a time when the chances of its
recovering from its suppression seemed very slight;
and vivid as the example of that afternoon in
Stuttgart still was to me it stood for a vanished
civilization.

Luckily T was not entirely right: something
survived unbroken. And I would very much like to
think that Mr M.H. of the indistinct signature was
one of the survivors. Alive or dead now, he probably
long ago forgot so trivial an episode, harking back as
it did to values which people like him had once taken
for granted. In certain contexts however quite small
gestures can make a very intense impression, even at
second hand. His did so on me. And in trying rather
more systematically to set down what I now know, |
see it as close to the heart of the matter.






A story of contrasts

Limitations of the book. Not a history of ‘Weimar
culture’ as a whole, but a specific quest. The
consolidation of the modern movement and its
penetration of a whole society: how the 20th-
century renaissance reached a new plane. Plan of
the inquiry. The two themes: an interlude of high
civilization, contrasted with an underlying menace.

This then is a largely personal attempt to make sense
of those mid-European works of art, in many fields
and media, which came into being between the end of
the First War and the start of Hitler’s dictatorship in
1933. It is neither an art-historical study of move-
ments and artistic innovations, nor a general cultural
history of the Weimar Republic, but a more selective
account which picks on those aspects of the period
which the writer feels to be at once the most original
and the most closely interrelated, and tries to see how
and why they came about.

What was so apposite, for instance, about playing
Kurt Weill records in a Mart Stam house” Was it the
fact that both originated about the same time,
1927-8; or that they were both equally detested by
the Nazis; or that both of them embodied certain
aesthetic influences and)or socio-political attitudes?
What, again, might link a Dutch Communist
architect to a Left Socialist Berlin Jewish composer
whom he apparently never met? Was it merely the
fact that the two were of the same age, born seven
months apart either side of the beginning of 1900, or
were there deeper ties? Above all why should both
alike stand in my mind (or my mind’s eye and ear) for
a whole brutally arrested modern civilization, centred
on Weimar Germany and ranging all the way from
sanserif alphabets to Emil and the Detectives? Once
start wondering about such problems, and the history
of the arts and society in the Weimar period comes to
take a definite shape. But this can only be done by
concentrating on what most clearly belongs together
and neglecting much else that was going on at the
same time. The reader, then, should be warned that
he is not going to be given a full picture of the culture
of that period, nor will he find it all that familiar a one.
He will get an extensive, but always specific and
limited quest.

There are existing studies that deal with the culture
of the Weimar Republic between 1918—33 much more
broadly. ‘When we think of Weimar’, writes Peter
Gay in the preface to his Weimar Culture,

... we think of The Threepenny Opera, The Cabinet of Dr.
Caligari, The Magic Mountain, the Bauhaus, Marlene
Dietrich.

More recently that other eminent historian Walter
Laqueur has defined its Zez#geist in very similar terms
as ‘the Bauhaus, The Magic Mountain, Professor
Heidegger and Dr Caligari’, at the same time
qualifying this view by remarking that the Weimar
culture of which he is writing ‘antedates the Weimar
Republic by at least a decade’.

In a sense this is bound to be so: the individuals
and the artistic schools that largely dominated that
culture had all been formed much earlier. Even if one
ignores those men born in the 1860s and 70s who
remained productive and influential after the fall of
the Hohenzollern Empire in 1918 — people like
Hauptmann and George in literature, Barlach and
Kollwitz in art, Richard Strauss in music or Poelzig in
architecture — it is a fact that the major artistic
movement of the early 19208 was one that had first
crystallized around 1910 but became established
mainly thanks to the new Republic and the re-
volutionary ideas with which it set out. This was
Expressionism, which only effectively got a grip of
the public galleries, the art schools and the theatres in
the early Weimar years and was still permeating the
German cinema (as in Fritz Lang’s Metropolis) in the
later 1920s. All that was novel about Expressionism in
this period was the extent of its acceptance and its
success; thus when Alban Berg’s opera Woggzeck had
its premiere under Erich Kleiber in Berlin at the end
of 1925 the really new element was the change in
official acceptance and public taste, the work itself
having been conceived as far back as 1914.

Most of the symptomatic names given by Gay and
Laqueur are outside the more restricted scope of the
present book, only the Brecht-Weill work Tbhe
Threepenny Opera and the Bauhaus (of Gropius and
the generally ignored Hannes Meyer) falling within
it. Nor, by its lights, are such ‘sacred monsters’ of the
1920s as Marlene Dietrich and Josephine Baker or, for
that matter, the great singers and conductors of more
than atmospheric, essentially nostalgic relevance. For
these people were not on the whole creative or
particularly original, thereby differing from Charlie
Chaplin, whose impact on the time was quite




extraordinary, and from the great jazz musicians.
Even the abstract or near-abstract painters of the pre-
1914 Blaue Reiter have to be taken for granted by the
reader, despite their importance in the early, Ex-
pressionist days of the Bauhaus; for their roots lay in
Symbolism and the German equivalent of Art
Nouveau rather than in the new civilization around
them, and if they were important in the Bauhaus after
1924 1t was largely as a brake on the younger men.

What is more debatable perhaps is the book’s
exclusion of broader intellectual influences such as
the new physics of Einstein, Planck, Heisenberg and
Nils Bohr, with its undermining of the essential
tidiness of quantified science; or the growing
importance of psychoanalysis for ordinary human
understanding, not just medicine; or Max Weber’s
sociology, with its linking of a society’s economic
and ideological aspects; or the new Hegelianism of
the Frankfurt Institut fiir Sozialforschung, which
likewise established some interesting, if also slightly
mystifying relations between society and aesthetics;
or again the newer philosophical schools ranging
from the positivism of the Viennese logicians to the
phenomenology of Martin Heidegger. Here too, it is
true, much of the pioneering work dates back to
before 1914, but it none the less determined the
climate of ideas in Weimar Germany. The trouble is
that the connection between ideas of this order and
the arts cannot be established in a merely im-
pressionistic way, by tossing in a number of
significant pointers, but demands a profound study of
a kind that we still have to see. Its absence must be
regarded as one of the limitations of the present book,
and it springs not only from the usual limitations of
space but from my own limitations too.

Though Germany is at the heart of this story the
material dealt with may well strike readers as
untypical of that country. If so, then they have been
misled; perhaps too great an emphasis on the
passionate distortions of Expressionism (from
Munch’s The Cry onwards) at the one end of the scale
and the chic decadence of Cabaret and the like at the
other has allowed them to overlook what came
between. Our quest now will be concerned rather
with a particular constructive vision originating at
the end of the First World War, a new realism that
sought methods of dealing both with real subjects
and with real human needs, a sharply critical view of
existing society and individuals, and a determination
to master new media and discover new collective

The 1920s — a renaissance finds itself 11

approaches to the communication of artistic con-
cepts. The constructive vision in question will be
found applied in various fields - first in ‘pure’ art in
two or three dimensions, then in photography, the
cinema, architecture, various forms of design and the
theatre — often according to principles derived, far
more sophisticatedly than before 1914, from the
rapidly developing technological sphere: that is, not
from the outward appearance of machines so much as
from the kind of thinking that underlies their design
and operation. The critical vision comes out of Dada
and the disillusionments of the war and the German
Revolution; it is in effect a cooler and more sceptical
counterpart to the optimistic humanitarianism of the
Expressionists in the years 1916-19, and as this began
deflating it moved into the gap, to become known
under the slightly misleading title of The New
Objectivity.

Here lay one aspect of the new realism: a cool
attempt to look at things as they are, while using the
artistic discoveries of all the modern movements
from Cubism and Futurism to the impersonality of
the Italian ‘Metaphysicals’ to convey them, and going
on — in the novel, film and the theatre - to work out
fresh means of depicting an increasingly complex
environment, such as documentary, montage and the
‘epic’ drama. As for the collective approach, this was
inherent in the development of highly evolved media
like broadcasting and the cinema. At the same time it
corresponded to men’s experience of the war and the
revolutionary movements that followed, and it
became extended also into more traditional areas:
into music with Hindemith, art education with
Gropius, town planning with Ernst May, the theatre
with Piscator, and so on.

What all this in effect amounted to was a new
development of that mighty European renaissance in
the arts that can be said to have begun with the
French Fauves in 19os. Apart from Surrcalism,
which to some extent represented a reaction against
the renaissance rather than an extension of it, each of
its major -Isms had been effectively established by the
end of the First World War; indeed some, like
Futurism, Cubism and Expressionism, were already
on the decline. By then even the youngest of the
century’s principal pioncers - Picasso, for example,
or Stravinsky -~ were men in their late thirties, and as
it turned out they were the last of their kind. For what
the next generation achieved, with Germany as their
main centre, was somcthing of a rather different order
which has remained largely unrecognized because it



12 A story of contrasts

does not fit into the accepted picture of the modern
movement as a series of overlapping, but continually
innovatory avant-gardes.

‘The [Weimar] Republic created nothing’, writes
Professor Gay in Weimar Culture. ‘It liberated what
was already there.” This is too simple. For the
younger generation’s approach to the arts was at once
less individualistic and more down to earth: while
understanding the advances made by the pioneers (as
their English contemporaries as yet did not) they
tested and applied them in a fresh way, seeing how

they related to the needs and shortcomings of

postwar society and to the new technical devices and
channels of communication even then being evolved.
It was these people who did not so much liberate the
modern movement as shift it on to a new, much wider
and less personal plane where for the first time it

could affect the lives of whole communities, not just
small cultural élites. How this happened is perhaps
the principal, certainly the most cheerful aspect of the
book.

The area covered can therefore be defined right
away In terms of generations. Virtually all the
writers, artists, musicians and film makers involved
were born no earlier than 1893; only the architects
were on the whole a decade older, no doubt because
an architectural training takes so long to complete.
Most of these people, then, were no more than twenty
when the war broke out, so that its experience for
them was even more decisive than for their elders,
and it is here that our quest must start. This in itself
will differentiate ours from other accounts of the
period, for in most histories of the modern move-
ment the four years of the First World War are

Symbolic centre of the Weimar renaissance: the Deutscher Werkbund’s Weissenhof estate at
Stuttgart, 1927. Frontispiece to their publication Bau und Wohnung of that year




something of a blank, forming an interruption in a
story that had begun five or ten years before rather
than a starting point for significant new points of
view. To the young Germans with whom we shall
largely deal the war was, on the contrary, all-
important, not only because of the intensity of the
individual’s personal experience (which could of
course be matched elsewhere even though reactions
differed) but also because the break in normal
relations with Western Europe took so long to repair.

Asa result Germany was brought closer than other
nations to the Russian Bolshevik Revolution, which
from then on loomed that much larger on their
horizon. This is one reason why the Constructivism
of the Russians had such an influence on many of
them, as well as the collectivist spirit itself. Artistic
developments in the neutral countries also played
their part: the visual austerities of the Dutch De St/
group, the near-nihilism of Zurich Dada with its
contempt for every older generation, the musical
reduction and simplification then being explored by
Stravinsky. These were reinforced by certain cor-
responding new trends from France - as seen most
plainly in the changed art of Léger, the
technologically-based aesthetic of Le Corbusier and
the music of Satie and his younger followers. What
ensued was something very different at once from
Expressionism, with its essentially egotistical, ro-
mantic outlook, and from all previously established
standards of high German culture (as maintained, say,
by Hesse and the brothers Mann). Taking place within
Weimar culture as a whole, yet reflecting ideas and
influences from far outside it, this was a develop-
ment which has never been given a name of its own
but stands out none the less clearly from the general
background of other artistic movements and events.

This book, then, will start by describing the widely
differing war experiences of some of those concerned,
so as at least to suggest the shocks that changed them.
Next the Russian and German revolutions are
followed in order to show their crucial and in some
ways parallel effects on the arts in both countries;
these chapters being complemented by an account of
relevant developments in France in the immediate
postwar period, culminating in the powerful impact
of Le Corbusier’s and Ozenfant’s magazine L Fsprit
Nouvean, whose repercussions can be felt to this day.
These preliminaries take us up to about 1921, which
seemed to be the beginning of a major turning point,
the first of two such in the book, when political,

1921-3 and 1929-30, the two turning points 13

economic and cultural factors of all sorts combined to
transform the arts right across the board. Each
turning point occupies a single long chapter, within
which the different aspects of this wholesale transfor-
mation are dealt with in successive sections: the first
and longer of them dealing with the period 19213,
when wartime and immediate postwar influences
from many quarters fused to make something like a
new civilization, while the second outlines the
changes of 1929—30 which forced that civilization to
battle for survival.

In between the two turning points falls the central
section of the book, covering its central theme: the
character of that civilization which appeared to have
established itself in Germany during the reladvely
calm years of reconstruction starting around 1925.
This is described and illustrated in ten chapters that
treat one art after another, framing them within an
introductory discussion of the dominant outlook and
its original forms of expression, and a concluding
chapter on some of the reactionary factors already at
work. The second turning point chapter then leads
on to an account of the last two or three years of the
Weimar Republic, a time when the polarization of
politics gave the arts a new intensity and purposeful-
ness while at the same time leading relentlessly to
their collapse under the dictatorship which followed.
So after the central interlude of hopefulness - a
hopefulness with its feet well planted on the ground
by comparison with the utopianism of the Ex-
pressionists - comes a moment of desperate struggle
whose sad outcome calls even today for a post
mortem.

Such, in rough outline, is the scheme which results
from the book’s choice of material. On the one hand
it aims to show how the modern movement in the
arts, under the influence of democratic social
concepts and a new internationalism, was able to
bloom into a civilization with a coherence and a
seeming logic about it that have scarcely been
matched since. Just for those few years the arts of the
European avant-garde began to have what cultural
pessimists, whether of the Right or the Left, normally
accuse them of lacking: an audience, a functior, a
unity, a vital core. This is something whose obvious
significance for the history of the arts in this century
has never been properly explored; rather it scems to
have been obscured by a cult of artistic ‘originality’,
by revivalism and a nostalgia for what was most
ephemeral in the past, and by a cloudy, Eldorado-like
projection of the ‘golden twenties’.
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16 A story of contrasts

Alongside the civilization in question there was of
course much else, which can be subsumed in the case
of Germany under the general label of Weimar
Culture, but whatever lies outside our main theme
has to be taken as read; The Blue Ange/ and the like
will not figure in this book. On the other hand there
were forces actively combating and undermining this
civilization which cannot be ignored. They can be
seen at the outset demolishing the Expressionist
utopia (by acts such as the brutal suppression of the
Munich Soviet in 1919), expelling the Bauhaus from
the city of Weimar, and thereby helping to form and
harden the attitudes that followed. They were latent
throughout the central period, when nothing was
done to eliminate them, then surfaced again with the
rocketing rise of the Nazis from 1929 on.

Here, sometimes explicitly, sometimes not, is the
book’s second theme: the hateful pressures, largely
unique to Germany, which gave the younger artists
and writers their uncompromising sense of urgency
and 1n the end brought their civilization to a sudden
stop. Even at the calmest and apparently sanest
moments of the mid-1920s the more sensitive among
these people reflected an uneasy precariousness which
was often electrifving: ‘I felt the ground shaking
beneath my feet’, wrote George Grosz in his
autobiography many years later, ‘and the shaking was
visible in my work’. This febrile uncertainty is what
distinguishes so many of the German reminiscences
of the period, whether oral and private or literary and
published, from their equivalents in other countries;
not only the individual but the whole society around
him can be felt to be desperately at hazard, often with
fruitful effects for the arts.

Then at the end of the decade the commitment
started to strengthen as the reacuon developed: a
reaction at once against the Republic, the modern
movement and the internationalism on which both
alike depended. From this point on the advanced arts
which are at the centre of our story had, like
democracy itself, to fight for life; and once again it
looked like proving a stimulating process. But today
we cannot forget that it was also a killing one, so that
in the wave of curiosity about the committed art of
that time it seems important not to overlook the
obvious question: how far did this commitment
succeed in its primary, political aims? The theme is
complicated by the fact that the sharply polarized
attitudes involved can no longer be seen as represent-
ing any clear conflict between right and wrong. For
the ‘progressive’ line adopted by the extreme Left,

while inspiring a number of works which remain
classic, was even then being vitiated on the one hand
by wrong political appreciations and on the other by
the growth of a new Stalinist aesthetic which many
resolute anti-Nazis felt it would be disloyal to oppose.

It is this contrast between the positive and logical
achievements of the new Weimar civilization and the
frightful dilemmas of its ending that is meant to
provoke the reader’s thought. For both seem of
relevance to the present age. We too, in the advanced
industrial countries of today, have a similarly
flourishing modern culture with an even more
liberated artistic avant-garde, and yet we remain
doubtful about its function and its sense and have
never succeeded 1n absorbing it anything like so
naturally into a coherent way of life.

If the central success story of the 1920s accordingly
remains Instructive so, certainly, does the ensuing
tragic failure, not least because there is a tendency
nowadays to overpraise the politically committed art
of that time — the work of men like Grosz, Heartfield,
Piscator and Eisler — on the grounds that it identified
its enemies so sharply without weakening itself by
those hesitations and qualifications in which many of
us indulge. We need then to look carefully at both
these aspects of the period, seeing at the same time
how they relate to one another. Alas, this book
provides no clear-cut answers for the immediate
future. But I hope that by trying to work out in some
detail what really happened in those productive and
exciting days it may help its readers at least to see
what problems they might themselves one day have
to face.
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at the front or elsewhere in the machinery of war, and
finally that of certain new artistic movements, works
and groupings which came about as a product of war
conditions. The most easily accessible of these levels
would seem to be the last, which will be left to the
next of these wartime chapters since it leads directly
into the story of the postwar years. The most
interesting is certainly the second, since nothing
could be more fascinating or more varied than a really
profound investigation of the effects of such ghastly
events on subtle and sensitive persons differing
widely in nationality, outlook and artistic precon-
ceptions. Unfortunately the state of our knowledge is
far too rudimentary to allow anything so ambitious to
be even attempted, and such superficial indications as
we can give have to be limited to those writers and
artists who are most relevant to the book’s main
themes. So before moving on to this more restricted
aspect of the subject in the rest of the present chapter,
let us start by outlining some of the war’s effects in
more general terms.

The war interrupted Germany’s absorption of the
newest Latin movements, to which prewar Ex-
pressionism had owed so much; it closed theatres and
imposed a censorship which held up important new
plays and books, forcing some of the more critical
writers and editors to move to neutral soil. It turned
internationalists into nationalists, often in the most
unexpected way, starting of course with the bulk of
the prewar socialist movement in all the belligerent
countries, but also undermining the previous auth-
ority of such figures as Verhaeren and Apollinaire
and Herwarth Walden of Der Sturm. It led to the
temporary suspension or permanent transfer of key
institutions; thus Diaghileff’s Russian Ballet went
touring across the Atlantic and thereafter never
returned to Russia, while Jaques-Delacroze’s eurhy-
thmic institute had to leave Hellerau in Germany
and the pioneering Rowohlt publishing house in
Berlin closed down for six years. More materially
still, it caused an interruption of modern building
everywhere but in neutral Holland. This is why the
most advanced architects remained so wildly un-
practical right up to about 1924, though there were
wartime structures like airship sheds and pre-
fabricated huts to give them new ideas.

The war also killed a number of outstanding
creative talents (like Franz Marc and Boccioni, Péguy
and Wilfred Owen); others it interned as aliens or
impounded their possessions (which is why D. H.

Kahnweiler’s stock of Cubist pictures came to be sold
off in Paris even after the peace treaties); others again
became caught up in a vast process of displacement as
they sought either to return to their own countries or
to find neutral havens in which to take refuge. So
Gleizes, Picabia and Duchamp of the Paris avant-
garde went off to New York, Mondrian to his native
Holland and the Delaunays to Spain, while Russia
gained what amounted to a complete school of
artistic pioneers with the return of its outstanding
modernists : Kandinsky and the young Lissitzky from
Germany, Chagall, Puni, Exter and Popova from
Paris, and Tatlin from his sea travels with his still
vivid awareness of Picasso’s three-dimensional
constructions which he had seen in France.

Even in these broad terms the effects varied from
country to country. Thus with the English the art
most influenced was certainly poetry, which was
transformed as nowhere else by the need to express a
suddenly altered world. In Russia the armed forces
made fewer inroads on the arts than in other
countries, thereby allowing the new movements to
develop more quickly and with less concern for their
immediate surroundings; it may also have helped
that, for all the seeming backwardness of that vast
land, a number of the leading artists there were
women. In France, where a citizen army was fighting
on its own soil for the second time in living memory,
there was, at least among the intelligentsia, less
querying of the sense of the war than anywhere else,
and it was not until near its end that the few dissident
voices (such as Romain Rolland’s from near Geneva)
had a perceptible echo. For the Germans on the other
hand there was quite early on a strong nucleus of anti-
war feeling centred on Franz Pfemfert’s unique
magazine Die Aktion; and with the decline of their
hopes of victory and the elimination of the Russian
monarchy, whose fall had for many been the one
acceptable war aim, there was by mid-1917 a
powerful pacifist, internationalist spirit which de-
cisively influenced a good proportion of those
concerned with the arts.

Above all this development helped to form the
latter-day activist, utopian brand of Expressionism
whose optimistic humanitarian rhetoric — expressed
in words, images and impossible, romantically-
conceived buildings — seemed somehow to match the
new Independent Socialist Party (or USPD) that
broke massively away from the pro-war Socialists in
the spring of that year. What is crucial in the German
case is the conflict between this great wave of feeling,
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which found its most exaggerated formulations in the
rhapsodic verse of Johannes R. Becher, and the more
restrained scepticism bred by the actual experiences
of the front. This contrast not only 1uns through the
work of individuals, dividing those immediate
expressive or angry reactions such as we reproduce in
the following pages, for instance, from the cooler and
more deliberate work that ensued; it also marks off
the last phase of Expressionism from the sobering-up
process which was beginning even then. The larter
process was soon to receive a fresh impetus from the
evident failure of Expressionism, with its lofty
fraternal sentiments, to cope at all realistically with
the mad cruelties of the German Right.

The decisive step in the creation of the future
Bauhaus was taken when the Grand Duke of Saxe
Weimar in 1915 decided to make a military hospital of
his Grand-Ducal Applied Arts School. Its then
director, Henry Van de Velde, the Belgian
painter—designer—architect whom Count Harry Kess

ler had put in charge of all design matters in this small
German state at the beginning of the century, had
opted to remain there when the war came (something
for which his countrymen proved reluctant to forgive
him), thereafter leading a precarious life protected by
psvchiatric certificates and a makeshift German
passport. Realizing that he had little hope of heading
the school when it should eventually reopen, he
thought it wise to recommend a successor, and in
putting forward the name of Walter Gropius did
much to determine the visual climate of postwar
Germany, and thereafter of the whole modern
Western world.

In making this choice he was aware of Gropius as
the young architect of the elegantly functional Fagus
factory at Alfeld, a key work in the history of
twentieth-century architecture, and thus as a leading
exponent of the industrially-based Sachlichkeit (a term
sigmfying a mixture of utility, sobriety, praciicality
and objectivity) which the German Werkbund, still a
relatively new design association linking industry and
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progressive architects, had made one of its aims. At
the same time Gropius had in some measure sided
with Van de Velde in opposing the more extreme
view of design put forward at the association’s 1914
conference, where one faction proposed the virtual
supersession of the designer’s individual eye by the
introduction of standardization and correct norms.
This combination in the new director-designate of a
functionalist and a believer in individual genius was
of course to be crucial for the school’s later
development, in which first one element and then the
other gained the upper hand. Meantime Gropius
himself was serving in the war as a hussar officer, an
experience which seems for some years to have
stimulated his visionary idealism at the expense of his
hitherto dominant practical side.

In 1917 Van de Velde became liable for con-
scription 1n the German army; however, thanks to
Von Bode of the Berlin museums, he was instead
given a mission to report on the conditions of
German internees in Switzerland (from which he
never came back). There he and one of his daughters
were portraved in splendid Expressionist woodcuts
by E. L. Kirchner, who was treated by Van de Velde’s
psychiatrist, Ludwig Binswanger, after breaking
down in the course of his military training near
Frankfurt during 1915. With Kirchner henceforward
more or less permanently a Swiss resident for the rest
of hislife, Erich Heckel serving as amedical orderly in
Flanders and Schmidt-Rottluff on the Russian front
(eventually in an army press unit along with the
novelist Arnold Zweig), the Bricke group of
German painters which they had helped form was

Art at the front. (1) Max Beckmann: In Hospital, East Prussia, 1914.
From Kunst und Kinstler, Berlin, December 1914

dispersed for good, though without any very marked
change in the Expressionist style of their work.

Another who suffered a complete breakdown was
Max Beckmann, then a rising German Impressionist
of the same age as the Bricke artists, who was at first
in a2 medical unit on the Russian front, then
transferred to Flanders, to be discharged with
shatrered nerves in June 1915. ‘Since being under
fire’, he wrote a month before this, ‘I have personally
experienced every shot, and have had the wildest
visions.” The change is to some extent visible in his
powerful sketches of his fellow-soldiers, at rest, in
hospital or on the operating table. But after his return
to Germany his painting took a completely new
direction, as that of the Briicke artists did not: first in
the great unfinished Resarrection which he painted in
fragmentary, tortured style over the following two or
three vears, then in the harsh, tightly organized and
almost mediaeval group of figures called The Night.
With this a rigorous severity enters his work,
marking it off from Impressionism and Ex-
pressionism alike.

None the less Expressionism, always so well suited
to gruesome subjects and a passionate attitude on the
recorder’s part, remained the natural style even for
younger, relatively unformed men to adopt for
portraying their traumatic surroundings. So Otto
Dix, as a front-line machine-gunner in Flanders and
elsewhere, used splintery ‘lines of force’ and heavy
distortions to convey his brutally twisted vision, and
similarly the Hungarian Laszl6 Moholy-Nagy, an
artillery officer on the Isonzo front, filled his early
sketches with dark rhythmic swirls. Both these men
were then more or less self-taught artists whose style,
like Beckmann’s, was only worked out later. And
perhaps we can already note a difference between the
‘existential’ shock of a shattered ego, which did not
necessarily demand profound rethinking, and the
more permanent changes caused in men impelled to
look afresh at the hierarchies and values which had
put them where they were.

Thus the apprentice actor Erwin Piscator, aged
twenty when the war began, wrote later that
everything began for him from that day: his first two
years as a signaller in the Flanders trenches gave him a
hatred of militarism and nationalism that characte-
rized his whole later life as a leading theatre director.
Immediately the effect was to make him write anti-
war poems, one or two of which appeared in Die
Aktion, allying him spiritually with other young
contributors to that magazine, notably (as it turned




out) with those among whom the German Dada
movement began. Another who reacted very sim-
ilarly was the student Ernst Toller, an Expressionist
poet of almost exactly the same age, who served fora
year on the Western front as a volunteer, always
applying for the most dangerous jobs, then was
discharged after a physical breakdown. Back home he
became an increasingly militant pacifist, helped
organize a strike in Munich, and for the rest of the
war was in and out of asylums and prisons, where he
was able to read Marx, Bakunin and the Webbs as
well as the poems of Franz Werfel whose Whitmanes-
que style helped to form his own. Still younger was
yet another Aktion contributor, Carl Zuckmayer,
who joined his local artillery regiment in Mainz,
fought with it on the Western front, became a
forward observation officer and was wounded when
his spotting tower was shot down. His experiences
did not exactly haunt him, he later said:

But the memory lives on.

It remains present in me like an integral part of my body,
a scar, a chemical substance in my glands. At the same
time it is detached from me, as if the whole thing had
happened to someone else.

Among the writers of the various belligerent
countries there were only two who at the time
produced works of fiction giving a vivid and critical
picture of the fighting. These were the Frenchman
Henri Barbusse, whose Le Fex was finished by the
end of 1915 and had appeared in both French and
German by 1918, and the now forgotten Austrian
Andreas Latzko, whose sequence of stories was
published in Zurich in 1917 under che title Menschen
im Krieg (Human Beings in the War). Both of these
books differ from the Scotsman lan Hay’s two novels
(which are in many ways admirable documents
written with economy, humour and compassion) by
entirely lacking the element of ‘public relations’
which seems to pervade Hay’s work. Each in its
manner is revolutionary, Latzko’s by its blistering
contempt for those whose profession is war,
Barbusse’s by its conclusion that pacifism may well
entail fighting the ruling class, and that ‘the future is
in the hands of the slaves’; and both helped to
generate the socially-conscious anti-militarism which
so dominated the cultural development of the 1920s.

Otherwise however the major novels of the war
only date from the end of that decade, German,
American and English writers alike taking some ten
years fully to digest and recreate the war experience;
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Art at the front. (2) Otto Dix: Cemetery Between the Lines, Western
front, 1917. From a private collection

3) Laszlo Moholy-Nagy: Dying Soldier, Isonzo front, 1916
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Art at the front. (4) Fernand Léger: Verdun, 1916

this holds as good for Remarque and Renn as it does
for Graves, Sassoon and Hemingway. In the visual
arts the time-lag was somewhat shorter — Kithe
Kollwitz (whose son Peter had been killed in 1914 on
his second day at the front) and Dix both producing
their graphic cycles in 1923, while in France too the
artist most profoundly affected, Fernand Léger, only
seriously began assimilating what the war had taught
him once he had returned to the studio in 1918. Far
the quickest reaction came from the poets (with their
minimal needs in the way of equipment), and if the
prevalence of Expressionism among the Germans
meant that their contribution here was much less
individual than that of Owen or Rosenberg on the
other side of the lines, there were already pointers
towards a more explicit and much less inflated style of
writing.

The seeds of this lay already among those younger
prewar Expressionists who did not follow the more
rhetorical, rhapsodic course pursued by such hum-
anitarian visionaries as Werfel, Becher and in due
course Toller. One of the best of the group was killed
in the second month of the war: Alfred Lichtenstein,

who at twenty-five had already spent a year in a
Bavarian infantry regiment. In a poem of his called
‘Prayer before Battle’ the troops, he says, ‘sing with
fervour, each for himself” as follows:

God protect me from misfortune,
Father, Son and Holy Ghost,
May no high explosives hit me,
May our enemies, those bastards,
Never take me, never shoot me,
May I never die in squalor

For our well-loved fatherland.

Look, Id like to live much longer,
Milk the cows and stuff my girl friends
And beat up that lousy Josef,

Get drunk on lots more occasions

Till a blissful death o’ertakes me.
Look, Pll offer heartfelt prayers,

Say my beads seven times daily,

If you, God, of your gracious bounty
Choose to kill my mate, say Huber

Or else Meier, and let me off.

But suppose I have to take it
Don’t let me get badly wounded.
Send me just a little leg wound
Or a slight gash on the forearm
So I go home as a hero

Who has got a tale to tell.

His contemporary Kurt Tucholsky, author of a
charming light novella called Rheinsherg and later to
become one of the shrewdest social-political com-
mentators of the Weimar Republic, wrote from a
pioneer battalion on the Russian front:

We young men have been thrown off our balance —
We’re serving out here on our own,

We’d counted on our character and talents —

and then the world went down.

“The world’s all wrong!” Unlike those sums they
set us

where teacher always had the answer pat

it’s real enough: it took the things we honour

and like a house of cards it knocked them flat.

The young are told to see this through, poor
creatures.

Their job is to be brave, that’s clear —

but tell me, are their earlier, better features

then bound to disappear?

New values, new priorities, new courses,

new hierarchies - you need the proper touch:

it seems what counts is fists and swords and horses -
the things we care for don’t count much.




Is that a rule? No, we cannot regard this

as always so. We’ll keep intact as men.

We’ll see this through - to me it’s far from cowardice
to be a soldier and a citizen.

So teach your boy the military virtues,

but through the clamour tell him, if you can:

he must keep fresh the dreams he had in childhood
and honour them, if he’s to be a man.

Just how tough this very direct, seemingly quite
light and conventional style of writing could already
be is shown by some verses which Zuckmayer wrote
in 1917 and published only some fifty years after:

For seven days and nights I haven’t eaten.

Shot one man through the forehead with my gun.
My shin’s all ravaged where the lice have bitten.
In next to no time I'll be twenty-one.

Whenever I get drunk you’ll find me smashing

My fist in some pale face. My song’s a rage.

My beard has reached the early lettuce stage.

A strident blood wells up where I’ve been scratching.

And so I turn my hand to my own semen

Look, Europe’s future, this grimy-textured spawn!
A god drowns in the pool where toads lie sprawled
And crap away my legacy to women.

Not everybody whose life and art were so affected
by the war experienced quite the same extreme shock
and squalor. Some did clerical jobs, like the Marxist
philosopher Georg Lukics (who worked in the
Budapest censorship), the painter poet Kurt Schwit-
ters or the subsequent surrealists Paul Eluard and
Georges Ribemont-Dessaignes. Some had friends or
patrons to extricate them, as did the Expressionist
publisher Kurt Wolff, or the young French composer
Darius Milhaud, who became Paul Claudel’s sec-
retary at the French embassy in Brazil. Some took up
medical studies which, for a time at least, exempted
them from being called up even though they were
dropped once the war was over; this was the case
with the poet Bertolt Brecht in Augsburg, and also
with the future surrealists André Breton and Louis
Aragon who met on a hospital course in Paris in the
winter of 1916, though Aragon was later posted to a
front-line ambulance unit where he won the Croix de
Guerre. One of the oddest war careers was that of the
slightly older Jean Cocteau, who entered the war
with bubbling enthusiasm and joined a more or less
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amateur ambulance unit with various smart friends
before transferring to a form of bath unit under
Count Etienne de Beaumont’s command. He man-
aged to spend a good deal of time in Paris, which was
after all not far from the fighting. Then during the
Battle of the Somme he had himself transferred again,
this time to full-time clerical work in the capital,
which apparently left him free to go to Rome and help
prepare Diaghileff’s new ballet Parade. Finally in mid-
1917 he was invalided out.

Those artists and writers who most resolutely
pitted themselves against the military machine found
that to do so demanded a courage and a kind of
devious ingenuity which could be turned against
many aspects of peacetime society too. The Prague
writer Jaroslav HaSek, for example, who was
nominally an Austrian citizen, first won his emperor’s
silver medal for gallantry by bringing in 300 Russian
deserters, then contrived to be himself among the
soo-odd ‘missing’ from the gist Infantry Regiment
after a Russian night attack. Thereafter he fought for
the Russians in their Czech brigade before the
October Revolution, writing for the brigade news-
paper a first instalment of The Adventures of the Good
Soldier .ft'ejé (or Schweik), a work later to emerge as the

Schweik’s army. The g91st Regiment on the Galician front, with
Licutenant Luka$ (nearest camera) and Jaroslav Hasek (hatless,
seen over his shoulder)




24 People in the war

greatest and funniest of all war novels, and a lifelong
influence on Piscator and Brecht.

More hazardously, the Berlin writer Franz Jung,
another contributor to Die Aktion and an editor of
the prewar Munich Die Revolution, took part in a
small, far from popular early demonstration against
the war, was sent by the police to the sth Guards
Grenadier Regiment, who put him almost untrained
into the battle of Tannenberg; then likewise deserted.
Making his way back to Berlin he was given a
spurious medical certificate (by the eccentric Dr
Walter Serner), then caught again in Vienna, to be
put in a mental hospital from which he was rescued by
the Schutzverband Deutscher Schriftsteller, a newly
formed writers’ protection society which was to
become quite important in the Weimar period.

Wieland Herzfelde, another poet who had been
published in the prewar Die Aktion, was discharged
in 1915 as ‘unworthy to wear the Kaiser’s uniform’;
he was not yet twenty. Called up again two years later,
he made friends with Piscator at Courtrai in Belgium,
where the latter had been posted to an army theatre
unit. He was extricated from the front by Harry
Kessler (the ‘Red Count’ who for a time was German
cultural attaché in Berne), who set him, together with
his brother Helmut Herzfelde and the draughtsman
George Grosz, to work making an official satirical
puppet film about the newly-involved U.S. army, by
name Pierre in Saint-Nagaire.

Grosz, who had been brought up in a military
environment and seemed outwardly the perfect big
blond tough, had volunteered at the start of the war
for the 2nd Guards Grenadier Regiment, which went
to the Western front. Here, in his own words, he was

bellowed at for so long that I finally developed the
courage to bellow back. . . . The fight was literally one
to the finish. It was sheer self-defence.

Falling ill with ‘a combination of brain fever and
dysentery’, he was sent to hospital and discharged,
only to be called up again in the winter of 191617 not
long after he had begun contributing to the Herz-
feldes’ journal (for which see p. 28). A day after his
recall on 4 January he was putin a ‘hellish hospital” at
Guben, then moved to an asylum at Gorden near
Brandenburg for observation. After about three
months he was discharged, his will unbroken but his
hatred of the system now hardened till it was assharp as
the spiky pens with which he wrote and drew. As for
the last of this trio, Helmut Herzfelde too had started
training at the same regiment’s Berlin depot, but had

fallen sick and been discharged as unemployable. It
was this still obscure commercial artist who, without
having the least connection with England or know-
ledge of the English language, was so repelled by the
prevalent anti-English propaganda that he changed
his name to John Heartfield by deed poll. The Imperial
authorities, so hisbrother later recalled, at first rejected
his application. ‘A few years later the German people
rejected the Empire. The name Heartfield turned out
to be more durable.’

Such, in rapid outline, were the formative ex-
periences of some who were to decide the postwar
climate in the arts. At the same time of course there
were others, including so outstanding a younger
writer as Ernst Jinger, who drew very different
conclusions from their war years, seeing war’s
primitive, more or less mystic aspects above all as a
basis for spiritual regeneration. More significantly
still, a distinction was quite commonly made between
the selfless loyalty and courage of the men at the front
and the shabby political intrigues of those at home —
out of which grew the myth of the ‘stab in the back’
by which the latter had prevented the former from
winning the war.

Admittedly very few of those who contributed at
all positively to the Weimar Republic’s culture were
persuaded by ideas like these; nonetheless the
widespread resentment — popular as well as
conservative-official — against any mockery or even
criticism of the German army was to remain a factor
in many of the artistic controversies of the period. At
the same time however there were indeed worthwhile
lessons to be learnt from the military ethic, and in
some cases they significantly changed the creative
artist’s sense of proportion, giving him a new
capacity for teamwork, a distrust of rhetorical
statements, an interest in previously unknown
technologies and a greater respect for ordinary
people. And this is something that came to apply
more to politically left-wing writers and artists than
to the not quite so talented and open-minded Right.

So far, it is true, the reactions which we have noted
were very largely individual ones, expressed in
isolation whether at the front itself or in spells at
home. But once one or two rather more collective
movements began to emerge — through publication,
readings, exhibitions and mutual encouragement and
support — then the first outlines of a distinctive new
culture started to sketch themselves on the tattered
European map.




Counter-offensive:
Dada, Stravinsky,
Parade, Chaplin and jazz

Wartime origins of the new European artistic
movements. End of Futurism as an international
force; birth of Dada in neutral Switzerland, its
Expressionist, Activist, Cubist and Futurist com-
ponents. Subsequent adoption of Dada by the Berlin
anti-war group around the Malik-Verlag; initial
hostility of Apollinaire and others in Paris. Fresh
Parisian influences: Satie’s Parade, Léger's chan-
ged vision. Economy of means in Stravinsky's
L’Histoire du soldat. Austerities of De Stijl. Jazz, the
cinema and other developments in the media, with
Chaplin as their symbol.

Just one section of the prewar avant-garde had gone
into battle as such, shouting patriotic cries. This was
the Italian Futurists under Marinetti, whose idealiz-
ation of war and war machines led them first to
organize noisy pro-war demonstrations - Balla even
designed an ‘anti-neutral suit’ in the national colours
— then on Italy’s entry into the war in 1915 to join the
same unit, a cycle battalion which was put into the

Marinerti’s army. The Lombard
Volunteer Cyclists in the north
Italian Alps, with F. T. Marinctti
(/eft) and other Futurists
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fighting that October. Two months later, for
apparently unknown reasons, the battalion was
converted into an Alpini unit and its leading Futurist
members — Marinetti, Boccioni, Russolo and the
architect Sant’Elia - returned home. The movement’s
supporters in Florence, notably Ardengo Soffici and
the review Lacerba, had meanwhile fallen away;
Severini had remained in Paris, where he at first
painted semi-Cubist, semi-lettrist war pictures follow-
ing Marinetti’s instructions to ‘live the war pic-
torially’ inspired by ‘the enormous military anti-
Teutonic emotion’ prevailing there; Carra, after a
spell of quite unbombastic lettrist collages which he
termed  Guerrapittura, abandoned Futurism alto-
gether and was thereafter infected with the calm,
classical, largely dehumanized ‘metaphysical’ art
which Chirico had been practising in the Ferrara
military hospital where the two men now met.
Looking at Futurism’s subsequent decline, it is
difficult not to conclude that its grip, both on the
most gifted Italians and on the outside world, was
broken as soon as Marinetti’s right-wing values and
slogans could be tested against the realities of war.
Not that this seems to have affected either Marinetti’s
own physical courage, for he and Russolo both




26 Counter-offensive

returned to the front and were wounded, or his
determination to go on advertising his ideas: there is,
for instance, a preposterous Futurist Dance Mani-
festo of 1917 where a ‘dance of the machine-gun’ is
accompanied by the ballerina’s shouts of ‘Savoial” —
that being, of all things, the name of the Italian royal
house. But the deaths of Boccioni and Sant’Elia after
they too had been recalled to the army — the former in
an accident, the latter when leading a fighting patrol -
deprived his team of its two oustanding artists, and
although there were younger men like Prampolini
who came to play a part in the wider movement of the
1920s they were not exactly Futurists in the hitherto
accepted sense.

The first distinctive movement of the war years was
born partly under the shadow of Futurism, even
though its arttitude to militarism and nationalism
could hardly have been more different. This was
Dada, two of whose founders, the young Germans
Hugo Ball and Richard Huelsenbeck, had been
brought together by a common interest in Marinetti’s
phonetic, telegraphic, typographic use of language,
and had organized a reading in his honour in Berlin
only two weeks before Italy’s entry into the war.
They were also both early contributors to Pfemfert’s
Die Aktion, whose role as a focus for anti-war feeling
was so important, while Ball had been one of the
founders of the short-lived Munich Die Revolution,
which had been suppressed at the end of 1913 because
of a poem of his called ‘The Hanged’.

Not long after the Berlin reading Ball left for
Switzerland with forged papers and once there made
touch with Marinetti himself. At this time his views
were essentially anarchist, and after settling in Zurich
with the cabaret actress Emmy Hennings (another
contributor to both journals, whom the Germans had
briefly imprisoned for helping deserters), he saw a
good deal of the forty-one-year-old Swiss doctor
Fritz Brupbacher, a close friend of Kropotkin’s,
whose wife Lydia Petrovna had been involved in the
1905 Russian revolution. Through Brupbacher he
appears to have made contact with Willi Muenzen-
berg, a revolutionary Socialist organizer from
Stuttgart and a supporter of Lenin’s, and written for
his paper [ugendgarde. After a desperate struggle to
make ends meet Ball took a job as pianist to a troupe
of circus-style entertainers, then he and Hennings
decided to open their own Zurich cabaret as a centre
for any performers who might care to volunteer. This
began functioning in a café in the Spiegelgasse — the

street where Lenin and his wife were then living — in
February 1916. They baptized it the ‘Cabaret
Volaire’.

Huelsenbeck, who had likewise come to find
Germany ‘unbearable’, thereupon got permission
from the army to study medicine in Switzerland, and
arrived just six days after the opening to find Ball
playing — of all things — Brahms. The other founders
of Dada had come on the first evening: the quite
mature artist Hans Arp (‘very different from any
accepted definition of a Dadaist’, Marcel Jancu calls
him), together with what Ball termed ‘an Oriental-
looking deputation of four little men’, in other words
a group of Rumanians, whose country was still at that
time neutral, including the two Jancu brothers and a
twenty-year-old Zurich University student called
Sami Rosenstock who had begun writing symbolist
poetry under the name Tristan Tzara.

The result of this odd mixture of forces was
unpredictable. Much of the cabaret’s early material
was Expressionist, symbolist or merely con-
ventional; Arp, the one major artist of the group,
went his own increasingly abstract way and took little
part in the performances. Outsiders were liable to
contribute almost anything, from balalaika music to
French cabaret songs; the café proprictor was a
Dutch ex-seaman; there was much rowdiness. But
once Tzara and Huelsenbeck came together, with
their polyglot ‘simultaneous poems’ for three voices,
their dubiously authentic ‘negro poems’ and their
thumpings on the big drum, then Ball felt the
enterprise to be catching fire in a way that provoked
thought. ‘“What we are celebrating is both buffoonery
and a requiem mass’ (diary note for 12 March), and a
month later, ‘Every word that is spoken and sung
here says at least this one thing: that this humiliating
age has not succeeded in winning our respect.’

Dadaism proper only really came into being once
the magic word had been discovered. This happened
in April 1916, when Ball and Huelsenbeck were
seeking the right name for their planned periodical
(though in fact the title given was at first Cabaret
Voltaire, and it only became Dada with the next issue
in mid-1917). Up to the introduction of this
irresistibly simple four-letter word, with its polyva-
lent meaning so conducive to endless interpretations,
the group were no more than the youngest and worst-
behaved wing of Switzerland’s growing colony of
central- and East-European war opponents. Some of
these supported the cabaret or were acquainted with
Ball: the writer Leonhard Frank, for instance, and the




The nonsense of war. Dada in Zurich, with (aborve
Emmy Hennings, and (below, from left to right
Hans Richter

Hugo Ball and
Arp, Tzara and
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editors of the two anti-war monthlies which, less
astute than Die Aktion, had been forced to move from
Germany: Ludwig Rubiner of Zest-FEcho and René
Schickele of Die Weissen Blatter. But neither Lenin nor
Joyce, much of whose Ulysses was written in Zurich
at this time, is known to have been at all aware of
D;ld:l, while the French exiles at the other end of the
country, where Romain Rolland maintained a rather
lofty moral leadership ‘au-dessus de la mélée’, seem to
have moved in an altogether different world from
Ball and his friends. Even Masereel, who was to
become so well known in postwar Germany for the
particularly warm, humorous, socially critical hum-
anitarianism of his Geneva woodcuts, seems to have
made no impression on them. More surprisingly sull,
another Die Aktion poet, the Alsatian writer Iwan
Goll, torn between two languages and sharing much
of the Dadaist outlook, remained apart in Lausanne,
though Tzara had some correspondence with him.
With the formal proclamation of Dada, most
resoundingly in the manifestos of 14 July, the
movement became at once more identifiable and
more  plainly aggressive. And this 1s  where
Marinetti’s influence again made itself felt, not only in
Ball’s pure sound poetry which he delivered in a
cardboard magician’s costume at the cabaret’s last
performance, but above all in Tzara’s entire ap
proach. For Tzara now became the group’s in
ternational link-man and propagandist, writing
round Europe for support and contributions to the
next issue of Dada. The cabaret closed, after an
ultimatum from the Dutchman, who said he was

losing moneyv; Huelsenbeck withdrew to German
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The sense of Dada. A wood Tors, since lost, by Arp,
photographed against a large-scale calligraph

arrived to see a Zurich specialist after being wounded
on the Russian front and did not return; works by
Max Ernst were now also shown for the first time,
though Ernst himself was still on the Western front
and his real Dada period began only later. But once
the gallery closed that summer there were no
manifestations for about a vear. And manifestations
were the movement’s essence.

For this wartime Dadaism had not yet produced
any distinctively Dadaist works. The simultaneous
and phonetic poetry was just a development of what
was already there, the shock use of collage and
assemblage was yet to come, the artists were still
being secen by critics as ‘Zurich cubists’. Whether
Arp’s beautiful carvings, prints and collages owed
anything to the movement as such is extremely
doubtful; for to him the -isms were always primarily
aids to getting his work shown, and in his subsequent
writings about Dada he treated its theoretical

pretensions with some flippancy. If his approach

became linked with Dada this was because much of it
was formulated within the framework of Dada
meetings; in its calm purposefulness however it is
already very different, foreshadowing what was to
come later. Thus Ball reports Arp in the early days of
the cabaret attacking Expressionist bombast and
calling instead for ‘plane geometry’:

Sentiment must go, and so must analysis when it occurs
only on the canvas itself. A love of the circle and of the
cube, of sharply intersecting lines. He is in favor of the
use of unequivocal . . . colors . . . and he is especially in
favor of the inclusion of mechanical exactness. . . . If I
understand him correctly, he is concerned not so much
with richness as with simplification. Art must not scorn
the things it can take from Americanism and assimilate
into its principles; otherwise it will be left behind in
sentimental romanticism.

The attitudes implied here are very remote from
that ‘farce of nothingness’ which Dada came to
represent; like Arp’s art itself, they are on the
contrary quietly serious and constructive. What was
much more characteristic of Dada at this stage was its
public-platform aspect, its demonstrative insulting of
a despised outside world made up of the ‘bour-
geoisie’, the warring governments and their armies,
and (more immediately) the uncomprehending public
out in front. This aggressiveness depended not
merely on the continuation of the war but on the
group’s own position as a band of outsiders in a
normally sedate city; it also derived, like other
ultimately equivocal stances, from their view of
‘bourgeois’ as an aesthetic rather than a social
category; a natural preference, perhaps, since as
Jancu later wrote, ‘we all came from nice middle-class
families (some of us had even had governesses to
bring us up)’. So as the first reports began filtering
out from Switzerland their appeal to the younger
rebels elsewhere already contained ambiguities, even
if these did not immediately catch the eye.

Huelsenbeck, who seems to have felt something of
this ambivalence in himself, reached Berlin at the
beginning of 1917, by which time there were two
potentially fertile beds ready for him to plant the seed
in. The first was an erratic magazine started in 191§ by
Franz Jung and others of the old Munich Revolution
group, together with the poet Herrmann-Neisse,
under the name Freze Strasse, with a philosophical-
psychological bent; one of their collaborators was a
young Austrian-born artist called Raoul Hausmann.
The second was the monthly Neue Jugend which had



been started as a youth magazine, then resuscitated by

the Herzfelde brothers, who saw this as a way of

publishing an anti-war journal without having to
apply for a new licence. Its issues from July 1916
(which marks the start of their regime) to the
following February/March were dominated largely
by the writings of Else Lasker-Schiiler and Theodor
Diubler, two older and more orthodox poets, as well
as by the pacifist ecstasies of Johannes R. Becher, then
writing in his utopian—expressionist vein (‘Resound,
O Word!” and so forth).

But the Herzfeldes had meantime fallen in with
George Grosz, and it was he who, under editorial
pressure, produced the drawings and poems that
gave their magazine a decisive rwist:

Worlds! Flames!

You lurching staggering houses!

Cakewalk on the skyline!

You negro melodies

Delicious as Ellen’s blue eyes — — —

Worlds, rivers, continents!

Australia, thou land of sunshine!

Africa, with thy dark pri-pri-primaeval forests,

America, with thy expresstrain civilization,

Worlds, I'm calling, velling!

Wake up, you slavishly kowtowing palefaces!

You sons of dogs, materialists,

Breadeaters, meatgobblers — vegetarians!

Headmasters, apprentice butchers, whiteslavers!

you scoundrels!

Imagine, my soul is two thousand vears old!
! Triumph !

God, father, son=Company Limited.

FRANZ
JUNG:

15 Mark Ermabigung

GROSZ bel Subskription -+ Der Malik-Verlag, Bln.-Stdende

“The Grosz case’. Introductory advertisement from the Newe [ugenc
;
prospectus’ of June 1917. (The book never appeared
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The drawings, lithographed separately in numbered
editions, then collected in a First George Grosy Album,
became the mainstay of the magazine, and when
Wieland Herzfelde was called up for the second time
Grosz, Heartfield and Jung turned it into a fort-
nightly of a far more outrageous nature, both
typographically and in content.

Only two such issues appeared before the censor,
who had already banned the Newe Jugend almanac,
forbade any further publications. The first, dated
May 1917, contained a long Expressionist-style
statement by Huelsenbeck about “The New Man’
which took up half the paper. But by then Jung’s
aggressive-satirical style on the opening page had
already set a more subversive tone, and in the second
issue there were such truly Dadaist pieces by Groszas
‘Can you ride a bicycle?” and “You’ve got to be an
indiarubberman’, while Heartfield splashed words,
typefaces and random printers’ symbols asymmetri-
cally about the page. In the hope of misleading the
censorship the firm meantime changed its name to
Der Malik-Verlag, Der Malik being the title of one of
Else Lasker-Schiiler’s characteristically cute-exotic
stories.

In 1916 Herzfelde had been sent a copy of Cabaret
17oltaire, which he recommended to his readers along
with other Swiss-based journals such as Die Wesssen
Blatter, Zeit-Feho and Henri Guilbeaux’s Demain. But
he was chary of Dada, and since Huelsenbeck seemed
to have returned from Switzerland somewhat dis-
enchanted there was a certain lull before the formal
Berlin launching of the movement in February 1918.
What changed Huelsenbeck’s attitude 1s unknown,
but that month, before giving a reading from his own
Phantastische Gebete in the Neue Sezession’s rooms in
the I. B. Neumann gallery, he spoke about the Zurich
movement and the internationalism implicit in its
name. Dada, he said, was something for

People with sharpened instincts, who realize that they
stand at a historical turning point. Politics are only a
step away. Tomorrow a ministry or else martyrdom in

Schltsselburg.

Schliisselburg being the Tsarist political prison.

The context of these remarks can only have peen
the October Revolution of 1917, and after the reading
it was decided in vartous discussions between
Huelsenbeck, Jung, Grosz, Heartfield and Raoul
Hausmann, to found a ‘Club Dada’ which would hold
its first public meeting in April. Here there was tor
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Apollinaire fights for France. Drawing by Picasso of the Franco-

Polish poet in uniform, subject also of an Ingres-like pencil
drawing after his wound

once no scandal: Else Hadwiger, Marinetti’s trans-
lator, read various Fururist poems and one by Tzara;
Grosz read his own poems, Hausmann an essay on
‘New Material in Painting’; while Huelsenbeck
delivered the Berlin Dada Manifesto signed by
himself, Tzara, Jancu, Jung, Grosz, Haussmann and
the composer Gerhard Preiss, though not by
Heartfield or Herzfelde. This was followed over the
next twelve months or so by some slightly livelier

meetings, involving phonetic poems by Hausmann, a
race involving a typewriter (manned by the poet
Walter Mehring or Walt Merin) and a sewing
machine operated by Grosz, as well as other more
elaborate events, one or two of them staged by
Piscator. The distinctive new element here lay in the
Berlin manifesto’s attack on the decline of Ex-
pressionism, which was already seen by its author
(?Jung) as threatening to become part of the
Establishment:

The highest art will be that ... which one can see
allowing itself to be bowled over by last week’s
explosions, which is repeatedly gathering its limbs
together after the previous day’s shock. The best and
most unprecedented artists will be those who are ever
collecting the shreds of their body from the confusion of
life’s cataracts, as they cling to the intellect of the age,
with bleeding heart and hands.

Has Expressionism fulfilled our expectation of such
an art, one where our most vital concerns are at stake?

NO! NO! NO!

By contrast those Parisians to whom Tzara began
applying for interest and support in 1916 had little use
for any international movement and reacted to
Zurich Dada with patriotic vigilance. ‘The only ones
of your manifestations I can sympathise with’, wrote
the art dealer Paul Guillaume that April, ‘are those of
a Francophil or “allied” character.’ Having met
Apollinaire before the war, Tzara now sent several of
the Dada publications to him, but that poet, wounded
at the front and thereafter transferred to the
censorship, was very conscious of his obligations to
his adopted country and feared that Tzara in Zurich
might be

an-dessus de la mélée, an inadmissible position at a time
when material, artistic and moral progress are all
threatened and have to be victoriously defended.

Tzara, however, already had his main eye on
France, doubtless for the same highly un-Dadaist
reason as drew him to Marinetti — that the Rumanians
too are Latins — and during 1917 was sending his
French-language poems to such avant-garde Paris
reviews as Nord-Sud and Albert-Birot’s SIC, using
Apollinaire as a reference. Thereafter Apollinaire
turned down further collaboration with Dada on the
grounds ‘that I don’t find that review’s attitude
towards Germany clear-cut enough’. He felt, he said,
that since his own position was vulnerable in view of
his Polish origins, he could not afford to take part in




any enterprise where Germans might be concerned.
This did not stop him in his own work from pursuing
Dada-like ideas, most notably in the short absurdist
play Les Mamelles de Tirésias, which he described as a
‘surrealist drama’, a term to be taken up by André
Breton some six years later.

On a higher social level there was a similar strain in
the Cocteau—Satie-Picasso ballet Parade, which
Diaghileff performed at the Théatre du Chatelet in
May 1917, with 2 programme note by Apollinaire
describing it too as surrealist. This long-prepared
piece of ‘music-hall’ represented an entirely new
departure for the Russian Baller, marking the
beginning of its working relationship with the Paris
avant-garde of the 1920s. Moreover in its use of
megaphones, of shouted advertising slogans and
nonsense syllables, of all kinds of realistic noise
effects which Cocteau also wished included, it had
been designed originally to make a Futurist—Dadaist
use of sound.

Even without this, Parade’s effects were highly
significant, for on the one hand the collaboration
with Satie gave Cocteau the starting point for his
essay Le Coget I'arlequin of the following year, with its
attack on ‘Germano-Slav’ music and its recom-
mendation to young musicians of a clear, melodic,
linear French tradition exemplified by Satie and the
popular café-concert; while on the other the rehearsals
in Rome stimulated Picasso to a new mock-classical
style which now developed alongside his more
simplified and abstract wartime Cubism. Here were
the makings at once of a neo-classicism relating to the
new traditionalism of Carra and Chirico their
compatriot Severini in Paris being one of its chief
practitioners — and of the ‘crystal Cubism’ associated
with the remaining active Cubists, above all the
Spaniard Juan Gris and Auguste Herbin whom the
army had rejected.

This last main Cubist school, channelled through a
new dealer, Léonce Rosenberg and his Galerie de
I’Effort Moderne, was almost at once further
transformed by Léger’s return to work with a fresh
concern for subject-matter prompted by his army
experience. For it was the war, wrote his friend
Cendrars, that gave Léger his ‘sudden revelation of
the depth of the present day’:

The sight of swarming squadrons. The resourceful

private soldier. Then again and again fresh armies of
workmen. Mountains of pure raw materials, of manu
factured obijects American motors, Ma Ar
daggers, English jam, troops fron c«
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German chemicals, the breechblock of a 75, everything

bears the stamp of a tremendous unity.
As soon as the right pictorial terms were found in
which to convey this vision the Cubist movement
would be over.
Two further developments in the neutral countries
were related to these effects, though as yet their
impact could hardly be appreciated. First of all the
music of Stravinsky, which Cocteau on the basis of
Le Sacre du printemps still rashly criticized as
overloaded with ‘theatrical mysticism’, had taken an
utterly different turn during his wartime isolation on
the Lake of Geneva. Here, in the intervals of working
on Les Noces — a ballet scored for pianos and
percussion rather than the previous vast orchestra
he composed several smaller-scale works of a new
type: the chamber opera Renard, the Cing pieces faciles
for unskilled pianists, a piece for mechanical piano, a

The astounding Cocteau. Character from his ballet
Parade. Music by Satie, designs by Picasso; presented
by Diaghileff in Paris, 1917
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Ragtime for eleven instruments, and above all a
travelling entertainment, designed to be plaved with
minimal wartime resources, entitled L' Histoire du
soldat which, with its ragtime rhythms and dance-
suite form, is even less compatible with any kind of
theatrical mysticism than is Parade.

The Russian director, Georges Pitoéff, who played
in its one wartime performance at l.ausanne in
September 1918 — a production killed by the Spanish
influenza epidemic which now swept Europe - was
himself a refugee in Switzerland, where he had gone
on his honeymoon in June 1914 to see Fernand
Gémier’s and Jaques-Dalcroze’s pageant in honour
of Geneva’s adhesion to the Swiss federation.
Interested in unorthodox forms of theatre and taking
advantage of the presence of so many Russian exiles,
he and his wife LLudmilla staged Russian and (from
1916) French productions in that city, one of their
favourites being Alexander Blok’s The Fairground
Booth, a play whose theme and setting (notably in
Vsevolod Meyerhold’s trestle-stage St Petersburg
production of April 1914) anticipate the Stravinsky
and Satie works.

Secondly the dissolution of Cubism in a more
simplified and seemingly rational art was already
anticipated not only by Arp but more dogmatically
(and hence perhaps more influentially) by Mondrian
and his circle in Holland. Hitherto an orthodox
Cubist. Mondrian had been working in Paris before
the war, but had returned to his own country just
before the Germans swept across Belgium and
penned him in there. Partly influenced by a
theosophically-inclined  mathematician  called
Schoenmaekers he had decided that the Cubist
attempt to analyse appearances was mistaken and that
the kind of beauty and balance which he himself was
trying to achieve could only be attained by creating it
without direct derivation from the visible world.
This process of ‘nieuwe beelding’ or new formation,
new shaping (misleadingly rendered by ‘Neo-
Plasticism’, the name by which the doctrine became
known in France and the English-speaking count-
ries), must use the simplest elements: horizontal and
vertical lines, plus the three primary colours and
black and white. Largely in order to propagate this
discovery, which indeed led him to produce some
perfect pictures, he joined forces in 1917 with the
vounger and more verbally articulate Theo Van
Doesburg to publish the monthly magazine De Stil.

By the end of the war Mondrian’s statement ‘De
Nieuwe Beelding in de Schilderkunst” had appeared

A model of economy : Stravinsky’s L'Histoire du soldat. Drawing by
Ren¢ Auberjonois from the single Lausanne performance of
September 1918

there in twelve instalments, as had Severini’s ‘La
Peinture d’Avant-garde’ in six. However, although
both essays were to influence L’Effort Moderne and
its friends they were scarcely as important as J. J. P.
Oud’s much shorter article on ‘Art and Machine’.
For, for one thing, Oud was a practising architect at a
time when Holland was one of the few countries
actually building —in 1918 he became city architect of
Rotterdam; for another it was in architecture and
design rather than painting that De $#/j/ became most
influential; and for a third he was a good deal more
clear-headed than his colleagues, Van Doesburg
included. Arguing that Ruskin and Morris had been
wrong in their attitude to industrialism, he saw
presciently that there were two trends involved in the
effort to attain that collective s#7/ or style for which
Van Doesburg was calling :

a technical-industrial trend, which might be termed
positive and which secks to give aesthetic form to the
products of technology:

a second comparatively negative trend (though its
mode of expression is just as positive) by which art tries
to achieve objectivity [Sachlichkeit] by means of reduction
(abstraction).

The essence of the new style lies in the unity of both
trends.

This rapidly-developing scientific and industrial
technology, which is no doubt what Arp meant by
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‘Americanism’ and which certainly formed part of
Léger’s changed vision, was not yet being interpreted
quite so acutely anywhere else. But already it was
making itself felt, if only by changing the equipment
and the media available to the creative artist. The
cinema, most importantly, was now a practicable new
art form; thus in 1917 Alfred Hugenberg in Germany
formed Universum Film, or UFA, and Marcus Loew
in America the nucleus of MG M ; far oft in California
Hollywood was already establishing itself as the main
U.S. film centre. Whereas in 1914 a group of German
writers had treated the medium in a speculative,
science-fiction spirit, producing a Kinobuch published
by Kurt Wolff which outlined some often brilliant
variants on the mechanically filmed stage dramas of
the early movies, by the end of the war the
possibilities were actually open, and in Charlie
Chaplin, or Charlot, as he was known in France,
the rest of Europe already recognized an artist who
would dominate not only the cinema but the age.
‘Charlot’, wrote Cendrars, who was one of the first of
the avant-garde to come under Chaplin’s spell, ‘was
born at the Front” — in other words, through his

Westentasche eine Okarina, retzt sich auf den Biurgersteig und
spielt. Sein Auge wird klar. Seine Stirn hoch und ernst.
Die Strale ganz leer  Plotzlich erscheint im Hintergrund ein
einzelner harmloser Polizist. Chaplin, aufblickend, bekommt Angst,
wirft die Fléte weg und lauft, so schnell er kann, davon: Man
sieht ihn, bis ibn die Perspektive verschluckt.

v
Chaplin ergeht sich in dunklem Wald Hohe Tannen. Brombeer
gestrupp. Somnenblumengrofe Veilchen  Vigel kreisen um sein
Hutchen. Er hat eine Botanwierbuchse um die Schultern ge
hangt
Dus Reh trippelt neben thm, en rosa Bandchen um den Hals
Chaplin bleibt her i stehn und hlickt es geruhrt an  Dann
offnet er die Botanis ¢ und mmmt eme Versmaschine
heraus  Nachdem er umstandlich getraumt hat, tippt er anf emen

Birkenstamm (Schnft im Fim

impact on the troops - and again, ‘The Germans lost
the war because they didn’t get to know Charlot in
time.’

If the wartime development of radio had by
contrast been fairly universal, though still confined to
the transmission of messages, it was also true that the
impact of jazz, like that of Chaplin, was mainly on one
side of the lines. Among the first bands making
records for the U.S. Victor company in 1917 was the
Original Dixieland Band, who had come to Chicago
that year; within a matter of months Cocteau was
asking Gleizes in New York for examples of ‘Negro
ragtimes’ while Ansermet, the conductor of
I’ Histoire du soldat, was bringing back similar (if still
unidentified) music for Stravinsky. With the Ameri-
can forces in 1917 came the first black jazz musicians, .
some of whom played at one of Etienne de
Beaumont’s parties in August 1918. So far the
possibilities offered by these great changes in the
artistic framework could be appreciated only by a
very small minority. And before they could lead
much further there was the effect of one or two much
greater social upheavals to digest.

n Her Gotte
Was 1 We
1wch und du
rfand sle
Das Reb verwandelt sich 1 em junges Madcher
REIA
Genug das Reh gespielt und poetisch getan!
Genng Senumentahtat gemumt!
Vor Sehnsucht wird man nur tuberkulos
Emergence of a2 mythical figure. CHAPLIN
Double page from = i ; ‘ .
Di s ) . ) ch glaubte an Traumse n
¢ C/Jap/mude b) the bl]lngual Doch selbst die Nymphen wurden burgerlich!

Iwan Goll, another Swiss
resident, with drawings by Léger 66
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Revolution and the arts:
Russia 1917-20, from
Proletkult to Vkhutemas

The Bolshevik Revolution and its repercussions:
Lunacharsky as Commissar of Enlightenment and
his promotion of the avant-garde; roles of Maya-
kovsky, Kandinsky and others in the new cultural
establishment. Tasks for the arts; exhibitions and
productions; foundation of the Moscow Vkhut-
emas school and birth of Constructivism, sym-
bolized in the Tatlin tower. The Proletkult’s rise and
reduction. Foreign intervention and the creation of
the Third International.

“This book is a slice of intensified history - history as 1
saw it.” Thus John Reed, writing in New York after
his return from Russia in 1918. The book was Ten
Days that Shook the World, which even today remains
an astonishingly vivid landmark, conveying the
immense surprise and excitement of the Bolshevik
revolution as it struck an alert outside observer at the
time. It communicates this moreover by a new
collage-like technique of documentary reporting that
alternates first-hand evidence speeches, articles,
photographically reproduced proclamations with
their heavy Cyrillic headings with brilliant
subjectively-charged description. Nothing, perhaps,
could better symbolize the double impact of this vast
event, which fired the imagination of all those who
were most opposed, in one country or another, to the
continuation of the war and the rulers associated with
it, then introduced them (more gradually) to some
inspired new phenomena in the arts. Many people
were to change their judgements later, as their
attention became focussed on the more brutal aspects
of the revolution, or as the Russian artists found it
harder to work and some of the new movements ran
into the sand. There were also other types of
repercussion, both through the emigration of White
(or frankly anti-revolutionary) artists and in-
tellectuals and through the political and diplomatic
effects of revolutionary rule. But from 1917 to 1921 it
was, for the rest of the world, as if an enormous
explosion had gone off, followed by a succession of
sporadic fireworks of varying sizes, some of them
very beautiful and unlike anything ever seen before.

Luck, as much as anything else, had it that an
alliance was soon struck between Lenin’s new
government and the cultural avant-garde. This avant-

garde, consisting primarily of the so-called Cubo-
Futurists (whose home-grown Futurism owed little
to Marinetti), had been very active since 1914: thus
Mavakovsky wrote A Cloud in Trousers and Man,
Tatlin made his abstract counter-reliefs, Malevitch
renounced Futurism in favour of a strictly non-
objective Suprematism, the Opoyaz linguistic circle
led by Viktor Shklovsky worked out its theory of
Formalism; only Kandinsky seems to have been
unsettled and unproductive in his own country.
These people did not exactly leap to greet the
revolution in November 1917, which they seem to
have viewed with misgiving after the bourgeois
revolution of the previous February; the Artists’
Union formed at that time, for instance, was
unwilling to cooperate with the new regime. But the
voung poet—painter Mayakovsky publicly welcomed
it and seems to have carried his Futurist friends with
him, while Blok and Meyerhold took part in meetings
in its favour. Though this already caused a writer in
the government paper Isvestia to warn the workers
against the risk of such modernists infecting them
with ‘the putrid poison of the decaying bourgeois
organism’ it was clear that no one else among the
more prominent writers and artists was going to
support the proletariat at all.

At the same time it was fortunate that the
responsible commissar was somebody with a closer
knowledge of the avant-garde and their work than
they had any right to expect. This was Anatoly
Lunacharsky, who had returned from Switzerland in
the second sealed train and who for twelve years was
the Soviet Minister for Enlightenment, a term
embracing education and the arts. A dramatist of
some merit himself, he had known some of the young
Russian artists in prewar Paris and had intervened
critically in the lecture which Plekhanov gave there in
1912 mocking Cubism and specifically that influential
work, Léger’s Femme en bley. Lunacharsky was not
himself pro-Cubist, to judge from the ‘Paris letters’
which he wrote for the Sovremennik, but he knew such
pictures and took pains to understand what the artists
were aiming at. His own taste was more for the
‘revolutionary romanticism’ of Whitman and Ver-
haeren; and while there was nothing in the visual arts
to correspond with this it gave him a capacity for
enthusiasm and a wide-ranging curiosity from which
the most extreme movements might profit.

In setting up a new administrative structure for the
arts, therefore, Lunacharsky had few inhibitions
about bringing in the avant-garde, along with the
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wives and sisters of the other Bolshevik leaders - a
mixture which perhaps explains the success and
survival of his ministry against many odds. This
structure began to emerge in the spring following the
revolution, though its various sections took time to
set up and one of the most influential offshoots, the
Institute of Artistic Culture or Inkhuk (for short) was
established only in spring 1920. Within the ministry
or commissariat) there was a museum department
under Mrs Trotsky and a museum purchasing
committee in which Kandinsky, Tatlin and Rod-
chenko all seem at one time or another to have been
involved.

There was a theatre section known as TEQO,
initially headed by Mrs Kamenev (Trotsky’s sister),
with Meverhold in charge of its Petrograd branch
until he fell ill in spring 1919. MUZO the music
section was under Arthur Lourié, a composer of no
great distinction; perhaps it was unfortunate that

Lunacharsky

ade no approach to the young
Prokofieff, who had had a remarkable burst of
creativity after the February revolution. A small ilm
department was treated as part of education and came
under Krupskaya, Lenin’s wife, who was
Lunacharsky’s deputy for a time and thereafter one of

the ministry’s principal political-ideological super-

visors; later 1t was by another political figure,
-nd Dmitri Leshchenko. The art

aded by David Shterenberg, a

Lunacharsky’s old fri
section or [Z0O w
modern but figurative artist whom Lunacharsky had

known as a political (Bundist) refugee in Paris: Tatlin
was in charge of the Moscow branch, Nathan Altman
in Petrograd, where its journal Iséusstro

promin

Komuny was edited by Mayakovsky’s close friend

Osip Brik, a former law student who had worked

briefly for the new secret police, the Cheka. Finally

LITO, the lite rary section, was founded at the end of

distinguished committee
i, Blok, Brvussov and
ver, this had little influence

1919 with a nur

members includin

Vyacheslav [vanov

th the formation

was a minor affair compared w

The problems facing this hopeful, if profoundly

I
ntidy outfit were in the first place practical ones.
Petersburg sunny’, wrote Shklovsky of the earl
[skusst omuny, ‘because no smoke rose
from the chimneys.” That, in short, was it. Theatres
remained largely closed, films could not be made

was not there, bOOKS were not

printed and poetry circulated largely by word of
mouth. In all such circumstances of crippling
shortage what primarily matters is not whether a new
symphony gets performed but whether the second
trombone has a ration card or not. So first and
foremost the people involved in the arts had to be
keprt alive, and this led to purchases of pictures and
sculptures — twelve works by Chagall, for instance,
from one exhibition in 1919 — which naturally
favoured the avant-garde and led to protests.

Then there was the question of nationalization of
the means of production — theatres, film companies
and so forth - in which Lunacharsky showed himself
extremely cautious, nationalizing the embryo film
industry but not the outstanding theatres like the
Moscow Art and Tairoff’s Kamerny Theatre, which
now became ‘autonomous state theatres’ that the
government would finance but not control. There
were likewise the existing museums and monuments
which had to be preserved not only against the effects

Lenin recording his voice. A photograph taken in the Kremlin on
29 March 1919




of the revolution and the civil war that followed but
also against the enthusiasm of the avant-garde, who
argued all too unreflectingly that these relics of
bourgeois rule should be swept away. The same thing
might apply to other artistic bodies; thus in 1920
Lunacharsky can be found intervening to save the
Petrograd (later Leningrad) Philharmonic on the
ground that it ‘is the only exemplary symphonic
institution of the Republic’.

Generally Lenin supported Lunacharsky, though
his own personal tastes were a good deal more
conservative. He himself was not in any way
concerned with aesthetics or artistic trends but only
with the political aspect of such things. Accordingly
he was very early alert to the possibilities of the
cinema, which he saw as an instrument of education, a
concept that embraced both political education and
industrial training. At some time in the winter of
1918-19 he also proposed what he called ‘propaganda
by monuments’, that is to say the erection in Moscow,
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the new revolutionary capital, of statues com-
memorating ideas and individuals relating to the
revolution; among much uneven work this produced
an interesting, if short-lived Cubist memorial to
Bakunin by Boris Korolyev and a Lipschitz-like
project, ‘Fire of Revolution’, by Vera Mukhina very
unlike her later work. Streets too were decorated,
notably by Shterenberg himself, Ivan Puni and
Vladimir Lebedev in Petrograd and by the Vesnin
brothers and others in Moscow.

‘The main reason’, commented Ilya Ehrenburg in
his memoirs,

Why the streets of Moscow were decorated by the
Suprematists and Cubists was that the academic painters
were in opposition (political, not artistic).

In November the first ‘agit-train’ was sent off by
Lenin to proselytize the countryside, gaudily de-
corated and with a coach showing films; in the
summer of 1919 the good ship Krasnaya Svesda sailed

Revolutionary art and communication. The ‘V.I.Lenin’ agit-train, decorated and inscribed
‘Soviet Cinematograph’ and “Theatre of the People’
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down the Volga under the direction of Krupskaya
and a nephew of the composer Scriabine who had
taken the revolutionary alias of Molotov. Around the
same time the so-called ROSTA windows began
appearing in different cities: propaganda window
displays with stencilled posters, caricatures and
verses, many of them the work of Mayakovsky (1500
in all, according to Shklovsky) and Lebedev.

Though it took time for the rest of Europe to see
the results of so much activity, an infectious sense of
great cultural upheaval could already be felt abroad.
Books were barely appearing — even in 1920 there
were only some 2000 titles published, as against
34,000 in 1913, and most of those were political - but
the poems of Yesenin, Mayakovsky, Pasternak and
Akhmatova circulated in readings and by word-of-
mouth. Exhibitions were held, even if the galleries
could not be heated: a memorial show of Olga
Rosanova’s work in December 1918, for instance,
then the State Exhibitions of 1919 — the Fifth with
abstract work by Kandinsky and others, the Tenth
with Rodchenko, Malevitch, Popova and others
under the banner of ‘non-objective creation and
suprematism’ — followed next year by the vounger
Moscow artists banded together as ‘Obmokhu’; all of
this being far advanced by Western standards, even
those of Mondrian or Arp.

In the cinema Lunacharsky’s ministry might
foolishly lose the best part of a million dollars thanks
to an agent called Cibrario who was supposed to be
buying film and eequipment for it in the USA, but the
first newsreels were meantime being shot by Tissé
and edited by Dziga-Vertov. In the theatre there was
at first no obvious impact of the revolution, though
Tairoff’s Kamerny continued to devise exciting
productions of a somewhat eclectic repertoire; but
outside it the new revolutionary drama was establish-
ing itself, starting with Meyerhold’s open-air staging

of Mayakovsky’s topical, rhetorical pageant Mystery-
Bouffe for the first anniversary of the revolution,
which used Malevitch as scene designer. This mass
theatre was carried on in Petrograd by Nikolai
Evreinov, who with Altman and Iury Annenkoff
staged further pageants including the re-enactment of
the storming of the Winter Palace on the third
anniversary. About the same time Meyerhold, now
appointed head of the theatre section TEO in
Moscow, announced a policy of ‘October in the
theatre’, by which it was hoped that the theatres
proper and their repertoire would be brought more
into line with the new society. Almost the only result

seems to have been his own production of
Verhaeren’s play Dawn that November in a Cubo-
Fururist setting. Meyerhold however was not al-
lowed to touch the ‘autonomous state theatres’, now
renamed ‘academic’, and within six months had
resigned from TEO. This did not stop his insistence
on the ‘abandonment of literature, psychology and
representational realism’ from remaining widely
influential.

Some of the most important developments lay in
the field of art education. In 1918 Marc Chagall had
been appointed head of the Vitebsk art school in
Belorussia, with a staff including El Lissitzky and
Malevitch, of whom the latter soon took over the
school under the title Unovis, an abbreviation for
‘confirmation of the new art’; it had an offshoot in
Smolensk under the Pole Wiadyslaw Strzeminski and
his wife Katarzyna Kobro. That year Alexandra
Exter, who like Chagall had experienced the pre-1914
Parisian movements at first hand, was teaching in
Kiev, with Tishler and Kozintseva (the future Mrs
Ilya Ehrenburg) among her students. In Moscow and
Petrograd the Tsarist schools were replaced at first by
‘free art studios’ (Szeomas) in which the students,
entering without any examination, could choose
which teacher they went to, among these being
Kandinsky, Pevsner and Tatlin in Moscow, and
Altman, Matyushin and Puni in Petrograd. In David
Shterenberg’s view this quickly proved a failure, and
his annual report to the ministry in 1919 proposed
that there must be some common basis of teaching;
only the staffs had changed, he felt, and the teaching
methods remained as haphazard and individualistic as
before. From the end of that year the students and the
best of the teachers accordingly worked out a2 more
structured curriculum based on a scientific analysis of
light and colour and of art forms old and new.

The Moscow studios, which had originated partly
in a design school, partly in the main pre-
revolutionary school of painting, architecture and
sculpture, were re-established by government decree
as the Higher State Art—Technical Studio or Vkhut-
emas, with the task of training artists for the
benefit of the national economy. The system now
evolved here was for the student to spend his first
vear in the Basic Section or Workers’ Faculty (set up
by A. V. Babichev), which had three subsections for
graphics, colour and spatial studies; then in his
second year he would start devoting two-thirds of his
time to his special faculty, after which he would
concentrate entirely on this apart from any periods

| :



Malevitch’s ‘Unovis’ school at Vitebsk. Abore, one of their
propaganda posters outside a local factory. Below, Malevitch
himself, centre, with a group of students visiting Moscow
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spent in 1ndustry. The faculties in question were
architecture (where Ladovsky seems to have been the
leading professor), sculpture (Lavinsky and Kor-
olyev), graphics (Favorsky), woodwork, textiles,
metalwork (Alexander Rodchenko) and finally paint-
ing, which was at first under Kandinsky and was
subdivided into easel painting, monumental painting
and theatre design, this last under Alexander Vesnin.
There are said to have been about 1500 students in the
entire school.

For some years the Vkhutemas was arguably the
most advanced art school in the world, and together
with Inkhuk, the ministry’s new theoretical institute
which was set up at about the same time (spring
1920), it became the cradle of Constructivism. This
three-dimensional, sometimes kinetic art, entirely
divorced from natural appearances and consciously
using space as a medium along with more tangible
materials, was worked out partly in debates in Inkhuk
and partly in the exercises of the Basic Section whose
results could be seen in the Obmokhu (or Young
Artists’) exhibitions of 1920 and r1921. Though
Malevitch in Vitebsk never called himself a Con-
structivist, even he now put ‘the economic principle’
above the individual personality, arguing that ‘all
workshops should be equal, be they painters’, tailors’
or potters’’. “Three cheers’, he said,

for the overthrow of the old world of art.

Three cheers for the new world of things.

Three cheers for the common all-Russian auditorium
for construction.

Antoine Pevsner, the painter-sculptor who
taught in Kandinsky’s department of Vkhutemas,
wrote a Realistic Manifesto with his brother Gabo,
proclaiming the new principles. Lissitzky, who
arrived during 1921 from Unovis to teach briefly in
t]\L .lthHL\Iurg' dypm'nwr.t, ~}Nr"\\\1 his '1)r'lu' s’ or
‘projects concerning the new art’. Tatlin, active
mainly in Petrograd, completed the great model for a
Monument to the (newly-formec Third In
ternational which 1720 had commissioned him to
undertake in 1919. This grandest, best known and
most utterly unpractical of all Constructivist works

was shown in December 1920, when Ehrenburg saw

it and
eventua vent out Into t treet deepl i t
‘~lLYI|(‘I to me tnat [ had riimpscd tr twent f1rst
century

Meanwhile Inkhuk had rejected the scheme of lic

lrawn up tor i1t b Kandin
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‘Proletarian culture’

investigating the psychological effects of the various
coordinates of artistic form, and instead decided to
take the autonomous, concrete object as a basis for
analysis and practical ‘laboratory” work. Kandinsky,
being out of sympathy with Constructivism of any
sort, resigned from the institute, and a group led by
Babichev, Rodchenko and his wife Varvara Stepa-
nova took over. The result of their laboratory work
was shown in Moscow in 1921 under the title
§ X §=29%§

This ceaseless quest for new solutions in the arts was
neither deliberately inspired by the politicians nor yet

restrained by them; it sprang rather from the impact

VIt vx.'“.&_l. \\\'k‘kr‘lﬂ._' SOcC1a C‘IT.U‘IQC on creative artists

often of a somewhat manic-depressive temperament

but tremendous speculative daring. Though every-
thing was ruthlessly argued and fought over, often in
political terms and by men prominent in the Party,
neither Lenin, Trotsky nor Bukharin thought it the
Party’s business to impose an aesthetic line of its own,
and within the sphere presided over by Lunacharsky,
though loyalty to the new State was essential, Party
affiliations were not all that important. Lunacharsky
himself had not been a Bolshevik till a few weeks
before the revolution, nor was he ever 2 member of
the Central Committee; his real political strength was
that Lenin liked and tolerated him. Meyerhold joined
the Party in 1918, as did Brik; Rodchenko became a
candidate member, Tatlin evidently belonged too.
But Mayakovsky was a fellow-traveller for many
vears, Malevitch was more or less an anarchist,

|



1918-20 The Proletkult and the role of the Party 41

‘Proletarian culture’. (2) A Proletkult art class in Moscow (photographs brought back by Huntly Carter

Shterenberg refused to change political allegiances to
suit his official position, while Lissitzky, though
devoting himself to agitprop from the outset, wanted
Unovis to constitute a party of its own. Others were
even less committed.

However, there was at the same time an important
arts organization which had originated, like the new
Communist Party itself, in the prewar Social
Democratic movement and which aimed for a time to
be the Party’s cultural counterpart. This was the
Proletkult, whose theoretical basis had been laid
around the turn of the century partly by Lunacharsksy
but above all by his brother-in-law Alexander
.\I’d]iﬂ()\'\k‘\‘, an old Bolshevik -.|!‘viL" the nan ot
Bogdanov who served as an army medical « r
during the war. Partly conceived a or

educational organization with a strong arts bias, like
others founded in Western Europe follow I
examples of Ruskin and Morris, the Proletkult wa
also intended to become a third force he¢
revolutionary state, balancing the political elen
the Party) and the industrial element (the tradc
unions) and ultimately serving to create a new
working-class culture to replace that of the bour
geolsIc.

[t was Bogdanov’s conceprt of ‘proletarian cultur
that ~um\1n]v1\ghyul'll\]‘unmnn. [.unacharsky’

mind at the time of the revolution, for he refe

in his first ministerial policy statement and 1t
mediately beforehand had lled

meeting in Petrograd:; a Mosco eetl ndet
Bogdanov himself followed. Criticized 1 I't
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and others, but supported by Bukharin as editor of
the Party daily Pravda, the idea quickly caught the
imagination of revolutionary sympathisers abroad,
who for a long time saw it as the new Russia’s main
contribution to the arts. Indeed the Proletkult
organization initially flourished, gaining a member-
ship of 300,000 (as claimed by one of its directors in a
report of January 1921 in The Plebs, an organ to the
left of the English Workers Educational Associ-
ation), starting classes in the various arts, forming
factory cells and developing an administration
parallel to Lunacharsky’s ministry, of which it
remained fiercely independent. Early in 1919 it
founded its own Proletarian University in Moscow
with 450 students.

However, the Central Committee within a few
months decided that this should be fused with the
Party’s proposed Sverdlov University for political
training, and ordered that it should be shut down that
August; after some delaving action this was done. At
the same time Lunacharsky had to resist the
Proletkult’s largely destructive approach to existing
works of art, which was not unlike that of the Cubo-
Futurists whom they despised. Krupskaya too was
opposed to the Proletkult’s total independence,
which she thought already in 1918 offered too much
opportunity to the enemies of the revolution: ‘if you
don’t work with the Soviets you go and work for
Proletkult’. There was perhaps something in this,
though the movement could point to revolutionary
poems like those of A. K. Gastev, secretary of the
Moscow metalworkers” union, who had known
Bogdanov in exile and been a follower of
Lunacharsky’s courses in Paris before 1914:

When the morning factory hooters sound in the
workers’ districts it is no summons to slavery. It
1s the song of the furure.

Once we worked in dismal workshops and started
work at different times of the morning.

But now each morning at eight the hooters call to

an entire million.

Now we start together at exactly the same minute.

The entire million takes up its hammers at the
identical second.

Our first hammer-blows resound in unison.

What are the hooters singing of?

- It is 2 morning hymn to unirty.

For Lenin, who anyway saw the workers’ first task
11 a time of shortage as basic organization rather than
the practice of art, the idea of any large movement

parallel to the Party was intolerable, all the more so
since it echoed the kind of utopian humanism for
which he had previously attacked Bogdanov and
Lunacharsky in his Materialism and Empiriocriticism.
He told Lunacharsky therefore to make it clear to its
first national (‘All-Union’) conference in October
1920 that the Proletkult would in future have to be
subordinate to the ministry, and specifically to a
strong Chief Committee for Political Education
which would take over from the ministry’s own adult
education department. When Lunacharsky failed to
do this the Politburo ordered the conference to
subordinate itself, which it reluctantly did. Thereafter
Bogdanov was pushed out of the Proletkult and the
ministry itself was reorganized, in a spirit clearly
critical of Lunacharsky. All the same the aesthetic
ideas of the Proletkult remained autonomous, and in
the reshuffle of personalities which followed became a
good deal more open to the (essentially non-
proletarian) avant-garde.

The amazing thing about all these developments
during the first revolutionary years is that they took
place not merely under conditions of great physical
hardship but in a country invaded by its former allies
and torn by a widely-dispersed civil war. Though the
revolution had largely sprung from the common
people’s wish for peace — a peace apparently achieved
when Trotsky signed the Treaty of Brest-Litovsk
with the German Empire in March 1918 — serious
fighting of one sort or another only ended when the
invading Poles had been pushed out and General
Wrangel had been defeated in the Crimea late in 19203
this left only the Japanese force in the Far East to be
dealt with, and one or two other minor foreign
incursions. As early as January 1918 therefore a new
Red Army was founded, among those who volun-
teered for it being the student Sergei Eisenstein, the
writer Mikhail Zoshchenko and, for part of 1919,
Meyerhold; the Futurist poet Sergei Tretiakoff
meantime deserted the White forces in the Far East in
order to work for the Cheka. Hasek too, who had
been part of a Czech Soldiers’ and Workers” Council
in Kiev, deserted from the Czech Legion when it was
put in on the White side in Siberia and went over to
the sth Red Army, where for two yvears he was a
political commissar. Other sympathisers from among
the war prisoners and the foreign communities in
Russia, including the Hungarian journalist Béla Kun
and the Polish-German revolutionary James Reich
(known as Thomas), were now formed into national
sections of the new Communist Party.
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This socialist internationalism, epitomized in the
person of Karl Radek (or Sobelson), with his
German-Polish~Russian—Jewish affiliations, was
frowned on by the German and the Entente
governments alike, but was entirely consistent with
the spirit of brotherhood bred by the various
campaigns against the 1914—18 war. It was also a very
important aid for the Bolsheviks in the desperate
years now facing them. From their point of view the
foundation of the Third International in March 1919

‘A glimpse of the twenty-first
century’. Tathn’s model of his
tower for the Third
International, as shown in
December 1920

o R
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by a congress of like-minded parties was well worth a
monument, even though Tatlin’s design for its offices
was never built and probably far exceeded the
technical capacities of the Soviet construction
industry. In recognition of the weight now attached
to the left wing of the German socialist movement,
and at the same time to the one major country not
involved in the allied invasions, the proceedings of
this first Comintern congress were conducted 1in
German.




Revolution and the arts:
Germany 1918-20, from
Arbeitsrat to Dada

The German Revolution, its similarities and differ-
ences from the Russian. Initial participation of
artists and writers. New artists’ organizations: the
Novembergruppe and the Arbeitsrat. Failure of the
Spartacists and the Munich Soviet, leading to
reaction and disillusionment; Nationalist violence
and Socialist complicity. Parallel events in Hungary,
resulting in emigration of Moholy-Nagy and other
cultural avant-gardists. The new Socialist-
dominated cultural establishment in Prussia and
elsewhere: the Berlin Staatstheater and modern art
gallery, foundation of the Weimar Bauhaus. Grow-
ing opposition of Dada and the Malik-Verlag group;
satirical heyday of George Grosz; the Berlin Dada
exhibition. New signs in German music, writing and
theatre; ‘proletarian culture’ and first reports from
Russia.

The German revolution of November 1918 came
almost exactly a year after the Russian and resulted
largely from a similar disillusionment with the war,
particularly once the prospect of victory had receded.
Accordingly for some years the Bolshevik leaders
expected it to go through the same stages as their
own. But although the Expressionist writers had
been even more deeply committed to the anti-war
cause than their Russian counterparts, the socialist
movement as a whole (including the left-wing USPD
as well as the main SPD) was far more domesticated
and anxious to restore the old society; moreover its
revolutionary wing was comparatively insignificant
and its best leaders soon to be killed. Against that the
militarist, nationalist machine was a lot stronger and
more ruthless than it ever had been in Russia, and
would have been harder to dismantle even if there
had been any revolutionary politician willing and
able to tackle it. Between these two forces, we can
now see, there was every likelihood of a terrible
disillusionment for those hopeful German in-
tellectuals who had followed Die A£tion and the rest
of the anti-war press or, like Becher, joined the
USPD.

But if the experienced revolutionaries in Moscow
were deceived by the outward similarities, who could
expect young poets and artists to know better in the
climate of release and excitement that followed the

armistice? Outwardly the pattern seemed to be
repeating itself: the revolutionary sailors, the red
flags, the taking over of public buildings, above all
the formation of Workers’ and Soldiers’ Councils, or
Soviets. So Zuckmayer, Piscator, the painter Hein-
rich Vogeler, the art critic Carl Einstein, the
doctor—playwright Friedrich Wolf, even for a while
the student Bertolt Brecht became soldiers’ repre-
sentatives on these councils; the poet Oskar Kanehl
was elected to their executive in Berlin, Toller
became deputy chairman of the Central Council in
Munich, while Theodor Plievier briefly edited a
paper for the sailors at Kiel, printing Lenin’s appeal
“To All””. To conform with the general trend, Kurt
Hiller of the Expressionist Neuer Club founded a
‘Council of Intellectual Workers” with the playwright
Rudolf Leonhard and the middle-aged journalist
Arthur Holitscher, which soon however broke up.
At Die Aktion Pfemfert too formed a short-lived
party with Zuckmayer and Hans Siemsen: Franz
Jung records an excited, crowded public meeting
where everybody had his say, till Pfemfert decided to
sum up, telling them that it was for each of them to
make the revolution and that it could not be left to the
politicians and party officials who were getting ready
to move in. At this, says Jung, there was silence:

The meeting, where a moment before everyone had
been shouting at one another, dispersed as if touched by
an icy breath, a vision of its own fate . . . they hurried
away in all directions, already gripped by panic.

A Novembergruppe of artists, formed under
mainly Expressionist leadership, held its first meeting
on 3 December. Its object was given as

bringing together radical artists — painters, sculptors,
architects, for the representation and promotion of their
artistic interests.

In the guidelines which it adopted, however, it
denied wishing to be a mere exhibiting society (which
is what it in effect became) and staked a claim to help
shape official policy throughout the visual arts,
specifically with regard to town planning, art school
reform, popularization of the museums and provision
of exhibition space. Among its more Cubist—Abstract
members were the sculptor Rudolf Belling and the
Stuttgart painter Baumeister; Dix and the Karlsruhe
artist Rudolf Schlichter led its more socially-critical
wing; while Erich Mendelsohn was its leading
architect. This body however was not so fertile in
new ideas as the architect-dominated Arbeitsrat fiir
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The German November Revolution of 1918. Orderly citizens
gather in Berlin.

Kunst (Working Council for Art), which issued its
programme at the end of the year as well as a
characteristic fraternal appeal “To All Artists of All
which De $tij/ took up and reprinted the
following July.

Whether the Arbeitsrat was supposed to have any
role in the national structure of councils seems
doubtful; that structure indeed was already crumb
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ling when it came on the scene. But Bruno Taut, who
at first headed its architectural committee, used it to
discuss his utopian projects; Otto Bartning drew upa
plan for arts and crafts training which would abolish
professorships and restore the old master -apprentice
relationship; while Gropius, who beca hairmar
of the whole council in February 191 1t

‘the arts must be brought together und
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a great architecture’, that this architecture moreover
was ‘the business of the entire People’. A first
exhibition to educate them in this sense was held that
April, but confined to entirely utopian projects in
view of the cessation of actual building. An exhi-
bition for ‘proletarians’ in the east end of Berlin
followed at the end of the year.

Except in Bavaria the council system virtually ceased
to exist after the Ritekongress (Congress of Councils)
in Berlin in December 1918, which set up the
Constituent Assembly at Weimar, source of the
constitution of the new republic and hence of its
name. The first Soviet representative in Berlin having
been expelled on the eve of the revolution for taking
too active a part in planning it, the new Socialist
ministers now refused to readmit him; however, the
congress invited a Soviet delegation to attend, and
although most of its members were turned back by
the army, Radek got through. He was an old
colleague of Rosa Luxemburg and of Leo Jogiches,
who with Karl Liebknecht were leaders of the USPD
Spartacist group which now constituted itself the
KPD or German Communist Party; among the small
number of original members were Grosz, Herzfelde,
Heartfield and Piscator. On 5 January the Spartacists
found themselves in charge of an unprepared and
unpromising Berlin rising, which the SPD minister
Gustav Noske could suppress without difficulty by
calling in the military. Unhappily a lot of these troops
were not the Reichswehr, or army proper, but
irregulars (or Freikorps) under extreme reactionary
commanders, and on the 15th Liebknecht and
L.uxemburg were arrested (by unauthorized busy
bodies) and disgustingly murdered; Radek too was
gaoled and Jogiches shortly afterwards killed i
prison.

Two months later there were further strikes and
riots in Berlin which prompted Noske to authorize
the immediate shooting of anvone found bearing a
weapon. Among those butchered on this pretext was
a perfectly innocuous detachment of thirty rev
olutionary sailors who had been collecting their pay
‘“The shootings contunue’, wrote Count Kessler
laconically in his diary. The unbelievable
that the killers in such cases were not
revolutionary tribunals, nor even by the

courts, but by courts martial manned and t

the army. Of the dozen or so Freitkorp
‘vigilantes’ involved in the Liebknecht

murders one was sentenced to four montl ngao

—
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another to three, another to one, a fourth to six
weeks’ confinement to quarters, a fifth to a §oo-mark
fine; only the sole private soldier involved, who had
beaten Luxemburg unconscious before she was shot
and thrown into the Landwehr canal, was gaoled for
two vears and dismissed the service. A moving report
of the trial by Tucholsky appeared in the weekly
Welthiihne, an independent journal always sharply
critical of the German Right. It remains relevant not
only because these things took place under a socialist

g disillusion-

government (and so expl the growir
ment with the revolution) but also because they point
the way forward to 1933

In Bavarn

Eisner, a cu

1 the Socialist prime minister Kurt

Itivated m who had made Toller his

aide and who contributed to the revolutionary artists’
pamphlet An alle Kiinstler!,
right-wing student, a Count von Arco-Valley, on 21

1s assassinated by a

February. Arco too got a light sentence. As in the
country as a whole, the Socialists in this beautiful but
eccentric southern province had won only a minority
of the votes in the first parliamentary elections, but
popular feeling after the assassination was so strong
that a new Bavarian Socialist government was
formed in Munich, backed by the Workers’ Councils,
who ~'111 claimed to be the real source ¢ ll’.p""\'cr. On=7
April this gave wayv to a Rm;rup.xhl'l-: or Soviet

republic which dispensed altogether with the elected

Murdered by the Berlin and Munich counter-revolutions. Woodcuts by the Rhenish artists Angela
Hoerle, Seiwert, Abelen and Raderscheidt commemorating (1) Eugen Léviné (3) Rosa Luxemburg —

’

parliament in favour of a central council chaired by
Toller (of which a revolutionary artists’ council
formed part) and which appointed people’s commis-
sars in place of the former ministers. Education came
under Gustav Landauer, a scholarly anarchist;
economics under Otto Neurath; while a minor post
was given to the cabaret poet Erich Mithsam who had
known Hugo Ball and contributed to Revolution. In
the seething confusion that ensued reformers and
prophets of all kinds surfaced, notably a mysterious
Dr Lipp who became commissar for foreign affairs -
on the strength of knowing the Pope, said Toller,
though it also appears that he had been in German
wartime intelligence — and proved to be mad.

When after a week the deposed government tried
to recapture control the KPD, who had at first
opposed the Riterepublik on the grounds that it
would not be viable, unexpectedly felt itself bound to
organize popular resistance. Called in by the deposed
Socialist government, Reichswehr troops and, once
again, Freikorps irregulars defeated the newly-
created Bavarian Red Army, captured the city and
took reprisals. Communist leaders like Léviné (a
survivor of the Russian 1905 revolution) and the
sailor Eglhofer were shot. Landauer was whipped
and killed; Muhsam was sentenced to fifteen years’
prison, Toller to five, Neurath and the publisher
Bachmair (who had brought out Revolution in 1913
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(4) Karl Liebknecht (5) Gustav Landauer (6) Kurt Eisner. All portrayed in 1919,

along with (2) the assassinated French Socialist leader Jean Jaurés

and commanded the Red artillery) to eighteen
months each, Frida Rubiner of the KPD propaganda
committee to a suspended sentence of twenty-one
months; Oskar Maria Graf too of Freie Strasse was
arrested and released. The wholly apolitical Rainer
Maria Rilke twice had his flat searched by troops, just
because he was a poet.
Overlapping with the Munich Soviet — in time,
' that is — and largely inspiring it was the Budapest
Soviet of 1919. Here, no further from Munich than
the distance from London to Edinburgh, Béla Kun
the ex-prisoner from Moscow had united the
Socialists and Communists that March and taken
power bloodlessly from the Hungarian Republic
‘ which had followed the fall of the Hapsburgs in
| November 1918. Once again, a system of Soviets was
created, but here the regime was more radical,
| nationalizing (though never actually distributing)
farm land and organizing revolutionary tribunals.
| The philosopher Georg Lukacs, who had spent part
| of the war years in Heidelberg and wrote most of his
t works in German, was deputy commissar for
education, taking over as commissar in June; the
l writer Béla Balizs and the playwright Gyula Hay,
then aged nineteen, were among those working
under him. Publishing firms and theatr
nationalized; May Day was celebrated with public
| poetry readings and Cubist-Expressior
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‘Forward, Red Soldiers!” A Hungarian revolutionary posterof 1919
by Béla Uitz

decorations; a ‘Proletarian’ art course was started,
but as in Russia no aesthetic line was imposed. Even
to the hard-headed Lenin it now appeared that the
world revolution was on the way, and he foretold ‘the
victory of the international Soviet republic’ by mid-
1920.

However, no physical link could be established
between Hungary and Bavaria, since the Austrian
workers’ councils were dissuaded from rising by their
more sceptical socialist leaders, nor was the strong
Czech socialist movement — one of the few outside
Russia whose majority was communist — inclined to
do anything that might help the Hungarian Red
Army seize Slovakia. Meanwhile the Rumanians
invaded in the ecast and installed a counter-
revolutionary administration under Admiral Horthy
in Szeged, with French support. A policy of Red
Terror was adopted as a defensive measure, but its
effects were certainly later exaggerated. Once the
Rumanians entered Budapest in August this could be
taken as the justification for a much more extensive
and efhicient White Terror which caused a wholesale
emigration of left sympathisers, including the leading
contributors to the review Ma, which under Lajos
Kassak’s editorship had been the Hungarian counter-
part to Dize Aktion. It was not only Kun, Lukacs and
the economist Eugen Varga therefore who now
escaped to Vienna, but also writers like Balazs,
Sandor Barta, Béla 1llés, Alfréd Kemény and Andor
Gabor, together with such painters as Kassak
himself, Moholy-Nagy and Sandor Bortnyik. Several
of these people were soon to play a role in Germany,
though Bortnyik and Kassak later returned.

Three successive defeats may not have been enough
to disillusion the Soviet leaders, who had just set up
the Comintern and were as yet in no position
seriously to promote a world revolution. But
between them they transformed the whole outlook of
a great many German artists, writers and in-
tellectuals, who could now see that nationalism and
militarism were a lot stronger than they had thought,
the counter-revolution bloodier, the majority soci-
alists less idealistic, the trained Marxists less clearsigh-
ted and their own wartime hopes correspondingly
more futile. The ensuing disillusionment was largely
to undermine the kind of art and poetry most closely
identified with those hopes, in other words Ex-
pressionism and in particular its Activist, utopian
wing. Yet this occurred just at the moment when
Expressionism, from being a series of individual
outcries, had developed into a powerful movement
able at last to penetrate the cultural establishment: the
private theatres, the publishing houses, the cinema
and the whole official art structure. Ironic as it may
seem, the new administrative pattern in the arts was
worked out at a time when the individual impetus of
the movement was already starting to flag. And so to
the younger generation it was now suspect in a way
that Lunacharsky’s Russian establishment was not.
Certainly this new pattern was a predominantly

socialist one, notably where Berlin and the greater

part of Germany (including Kassel and the Rhine-
land) were concerned. For culture and education
were a Land rather than a State responsibility, and in
Prussia, which was by far the largest Land, the
government remained in SPD hands right through
the 1920s. Unfortunately the SPD had no Luna-
charsky, and instead the minister in charge was a
pompous ex-teacher called Konrad Haenisch whose
statement of policy (on 3 February 1919) dealt mainly
with educational questions and the need for more
‘German personalities” at a time when ‘Czechist,
Polish, Russian-Bolshevik hordes’ were hastening to
tear the flesh from the Fatherland’s twitching body.
Under him and his state secretary Carl Heinrich
Becker music was looked after by Leo Kestenberg, a
versatile man of socialist convictions who had
worked in publishing and been pupil and secretary to
Ferruccio Busoni, whom he now induced to take
over Richard Strauss’s old master class at the
Academy. At the State Opera Max von Schillings was
elected Intendant by the staff, evidently against
Kestenberg’s wishes. In the theatre, which was the
responsibility of an ex-lawyer called Ludwig Seelig,
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Leopold Jessner, another Socialist, was appointed to
the State (formerly Court) Theatre, where he became
the outstanding Expressionist director, known
particularly for his use of great flights of steps. Art
came under an official called Nantwig, with the art
historian Wilhelm Waetzold as his adviser. Ludwig
Justi, an imperial appointee whom Kessler termed
‘loyal to the revolution’, remained at the National
Gallery, where the Kronprinzenpalais was opened
that autumn as a gallery for modern art. The new
gallery was headed by the Arbeitsrat member Walter
Kaesbach who (again according to Kessler) intended
Expressionism to predominate.

Walter Gropius, who had been expecting to take
over the Applied Art School at Weimar in accordance
with Van de Velde’s recommendation, now got
authority from the new Socialist coalitionin Thuringia
to rename it ‘State Bauhaus’, following the Arbeitsrat
principle of the subordination of all art to ‘der Bau’,
or building. As with the Moscow Vkhutemas (whose
relation to Inkhuk somewhat parallels that of the
Bauhaus to the Arbeitsrat) it was decided that the
Applied Art School and the Art School proper
should be fused, and in the spring of 1919 Gropius
made his first appointments: Lyonel Feininger the
Cubist-Expressionist painter and Gerhard Marcks
the neo-classical sculptor, both of them Arbeitsrat
members. The third new ‘master’, as the Bauhaus
professors were to be called, was the Austrian
Johannes Itten, who came on the strong recom-

Hungarian exiles at the Bauhaus, 1922. Sandor Bortnyik’s painting
of the architect Fred Forbat and his wife; now lost

mendation of Gropius’s then wife, the former Mrs
Gustav Mahler, a romantic-mystical grande dame
accustomed to moving among geniuses. The pro-
spectus issued that April bore on its cover Feininger’s
utopian wood-engraving of ‘“The Cathedral of
Socialism’, a star-surmounted gothic church against a
splintery background. Under this symbol, itself
reminiscent of the mystic-architectural fantasies of
Taut, Gropius proclaimed the supremacy of ‘der Bau’
(as exemplified in the new secular ‘cathedral’), and
insisted that the relevant arts could be learnt only 1n
the workshop; “Architects, sculptors, painters, we
must all go back to the crafts !

This emphasis on handicrafts was part hangover
from the old Grand-Ducal policy, part mediacval
guild romanticism. But Gropius now also presented
it as a method of overcoming the ‘arrogant class
distinction” that sought to put a barrier between artist
and craftsman. He promised further, as logically he
had to, that a department for architecture (‘Baukunst’
or ‘building-art’ rather than ‘Architektur’ was the
word used) would be grafted on to the new combined
school: something that was not in fact to be fulfilled
for several vears. From the first he put each craft
department — weaving, pottery, bookbinding, car-
pentry, followed by metalwork, mural painting and
stage design under two teachers: a technical
instructor and a ‘teacher of form?’, i.c. an artist. The
artists in question included several associated in the
public mind with Expressionism: Feininger, Klee
(from 1920), Lothar Schreyer of the Sturm circle, later
Kandinsky, with whom Gropius was even then in
correspondence.

Already at the end of 1919 local nationalists were
accusing the Bauhaus of promoting ‘Spartacist-
Jewish tendencies’ and favouring Jews and for
eigners at the expense of true Germans. True,
Feininger was an American by birth, Klee a Swiss and
Itten an Austrian, while among the students were the
Hungarians Farkas Molnar, Marcel Breuer and Fred
Forbat, of whom the last-named had just been
deported by the Bavarian government. W hat scemed
even clearer at that time was the school’s left-wing,
almost revolutionary political orientation. “Since we
now have no culture whatever’, wrote Groptus n

answcer to a questionnailre 1N 1919,
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and again, in an article for the Dentsche Revo-
Intionsalmanach: ‘The intellectual bourgeois . . . has
proved himself unfit to be the bearer of a German
culture. New, intellectually undeveloped levels of our
people are rising from the depths. They are our chief
hope.’

In March 1920 the so-called Kapp Putsch against
the new Republic provoked the school to its most
partisan stance. This seizure of power by the
Freikorps and their friends, which actually forced the
government to leave Berlin for a few days, was
frustrated by a nation-wide general strike combined
with an obstructive attitude on the part of the civil
service and, in Thuringia and the Ruhr, armed
working-class resistance. In Weimar nine workers
were killed in the fighting, and the Bauhaus turned
out in force for their burial, for which the students
painted slogans and banners of a ‘Left radical’ nature.
Gropius himself seems to have been restrained from
taking part by Mrs Mahler, and certainly he criticized
the students for compromising the school, having

Gropius’s monument to the Weimar workers killed in March 192¢.
A Bauhaus leaflet of May 1922

MARZGEFALLENEN
DENKMA]! WEIMAR

DAS MARZGIEFA NENDENRKMAL
ALF DEM FRIEDITOF IN WEIMAR
WURDE ZUR ERINNERLUNG AN DIE
WAHREND DER MARZUNRUHEN 1920
GEFALLENEN YVON DER ARBEITER=
SCHAFT WEIMARS NACH PLANEN
VON WALTER GROPIUS ERBAUT
UND AM 1. MAL 1922 EINGEWETHT

already learnt how damaging such gestures can be.
None the less he accepted the local Trades Council’s
commission to design a monument to the nine, and
this action, while applauded by the Left, met with less
opposition than might have been expected. One
reason perhaps was that in the administrative
reorganization following the putsch the Art School,
with its disgruntled staff, was given its independence,
thus removing a major source of internal dissension.

To the aggressive group around Herzfelde’s
Malik-Verlag this whole new establishment already
seemed misdirected, and there were various
ex-Expressionists for whom the Dada alternative had
begun to have an attraction. Dada however meant
different things according to how and where one
made contact with it; thus of Ernst, Dix and
Schwitters, who all stopped painting expressionisti-
cally in 1919 and were looking for a fresh approach,
only Dix followed the Berlin group, Ernst in Cologne
linking up with Zurich while Schwitters in Hanover,
spurned by the Berliners, had to devise his own
private Dada movement (which he termed Merz after
a collage of that year) using some of the ideas of
Futurism filtered through the Szurm gallery where he
showed. As for the Malik writers and artists, they
were already going in two main directions — even
discounting Johannes R. Becher who, after joining
the KPD at the outset like Grosz and his friends, kept
away from all disturbances and pursued a neo-
classicism not uninfluenced by Stefan George. One
direction was that of the Dada movement proper,
which continued well into 1920 with manifestations
based on the accepted formula of nonsense poetry
and insults to the audience, enlivened now by the
more serious antics of a lunatic called Baader, whom
Huelsenbeck later described as ‘a mixture of Anabap-
tist and circus owner’; under Hausmann’s editorship
a magazine Der Dada also appeared.

Herzfelde, Heartfield and Grosz however, while
willing to publish and up to a point to contribute to
Der Dada and similar publications, had come to view
the bourgeoisie no longer primarily by aesthetic
standards, as contemptible philistines, but in political
terms, as the killers of Liebknecht and Luxemburg,
likewise of Léviné, a personal friend. Dissatisfied
with Die A#ktion because of its idealist and Ex-
pressionist associations, they founded a succession of
short-lived political-satirical journals (Jedermann sein
eigner Fussball in February, followed by the six issues
of Die Pleite till January 1920, thereafter to be
absorbed in the monthly Der Gegner). Kessler, who
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Kapital und Militdr winschen sich:

.Ein gesegnetes Neues Jahrl*

Grosz versus the counter-revolution. ‘Capitalism and the military
exchange wishes for a Blessed New Year.” From Herzfelde’s Dre
Pleite, January 1920

visited Grosz’s studio on 5 February and saw his
painting  Dentschland, ein  Wintermairchen this
being the day when news came of the final defeat of
the Spartacist rising in Bremen — noted that

At bottom Grosz is a Bolshevik in painting. He is
nauseated by painting, by the pointlessness of painting
Up to NOW.
Instead it was Grosz’s aim to be deliberately objective
(gegenstandlich) and moralistic. ‘Reactionary and
revolutionary’, commented Kessler, ‘a phenomenon
of the times’.

During the March state of siege Herzfelde was
arrested. Released after eight days, he went straight to
Kessler (who had taken up his case) to describe the
brutalities he had witnessed with army officers

standing tolerantly by; he could no longer strike a
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‘light’ note in his publications, he said. The result was
an increasing seriousness in [se Pleite and the
launching of a ‘little revolutionary library” including
Zinovieff’s short life of Lenin, the Malik-Verlag’s
first venture into purely political publishing.

Grosz too was now changing. The quasi-childish,
graffitic element of scribble in his drawings dim-
inishes, as to some extent does their overlapping
simultaneity, till by 1921 many of them are coldly
literal, though as critical as ever. Bits of machinery
appear in the collages, some of which, like the now
vanished ‘Dadamerika’ of 1919, are joint productions
with Heartfield signed ‘Grosz-Heartfield mont.’, on
the analogy of the classical ‘pinx’. Who actually
invented photomontage, or where the line is to be
drawn between it and collage, is not very important:
but certainly around this time Hausmann and
Hannah Héch were using it too, and it is quite
possible that Lissitzky in Russia had independently
arrived at a similar technique. The important thing
for the future was, rather, the mechanic-like role
envisaged for the montenr, together with the wide
possibilities which the technique itself suggested.

In the same impersonal spirit Grosz signed a
number of his 1920 watercolours with a rubber
stamp, introducing into them the dummy-like
inhumanity of the Italian Metaphysical painters, but
now using the word ‘constructed’ (konstruiert) instead
of ‘mont.”; if this was an echo of Russian Con-
structivism it was a remarkably quick one. In January
1921 he wrote of these watercolours in Das Kunstblatt,
the most socially conscious of all Europe’s serious art
magazines, that

anybody attempting to evolve a clear, simple style is

bound to end up close to Carra.

FEven before Grosz Max Ernst in Cologne can be
found close to the Metaphysicals in his first important
set of prints, the ‘fiat modes, pereatars’ of 1919. Butif
his eye and his judgement were similar it is not certain
whether he had the same reservations about the
[talians’ bourgeois idealism as Grosz, who went on to
explain:

Man is no longer depicted individually with subtle

psychological delineation but as a collectivist, almost

mechanical concept. Individual destinies are no longer
ln]p(lr'..ln(.

It is a curious trick of the time that the examples of
Tatlin, the Dadaist mechanical fantasies of Picabia
(strongly developed in Ernst’s monotypes im
mediately following ‘fiat modes’) and the neo-classic




The ‘metaphysical’ streak in German Dada. The pictures by Grosz (/eft ) and Chirico (right ) are on
facing pages of the Book of New Artists, c mpiled by Kassik and Moholy-Nagy in Viennain 1922.

t of 1920 by Otto Dix, relating to the
-ntly in the Dresden city gallery and

T AT A <

P




inhumanism of Chirico and Carra could all converge
to promote what Raoul Hausmann in the Dada
Almanach of 1920 called a ‘Return to Objectivity
[Gegenstandlichkeit] in Art’. But this is what was
happening at the time of the big Berlin Dada Fair (or
Dada-Messe) of June 1920, which brought together
the different threads of German Dada, both more and
less political, for the first and last time. Of the 175 or
so items more than half were provided by the Berlin
nucleus, that is Grosz, Hausmann, Heartfield,
Hannah Héch, Wieland Herzfelde, Baader and
Grosz’s brother-in-law Otto Schmalhausen; and
among these were Hausmann’s photomontage ‘Tat-
lin at home’, two ‘Tatlinist plans’ and a ‘Tatlinist
mech. construction’ by Grosz, also a photograph of
Charlie Chaplin, one or two boxing photographs,
‘Dadamerika’ and a work of 1919 by Grosz and
Heartfield called ‘Life and activities in Universal City,
12.05 o’clock midday’ (from the collection of
‘Limmle, California’). There were three works by
Picabia, a few by Arp, some by the Cologne Dadaists
Ernst and Baargeld, four by Hans (?Paul) Citroen, an
item by Ben Hecht (who had met Grosz when in
Berlin as a reporter) and one in memory of the
original ‘“Musikdada’, Preiss.

There were also six items by Rudolf Schlichter,
who was then working at Karlsruhe, and one by his
brother Max, proprictor of a Berlin restaurant
subsequently much favoured by Brecht and his
friends. Otto Dix from Dresden had two, one of them
the ‘Butcher’s Shop’ in which he seems to be echoing
the snarling savagery still associated with Grosz.
From Magdeburg a W. Stuckenschmidt, described as
‘Musikdada II’, contributed four works including
“The Impotence of Herr Dr Pfitzner’; this sounds like
H. H. Stuckenschmidt, the alleged illegitimate son of
the former Crown Prince, who was then a young
composer. Floating above the first of the two rooms,
attached to the ceiling, was a ‘Prussian Archangel’, a
pig-faced figure in army uniform who can be seen in
the surviving photographs, along with Dix’s painting
of war cripples (which used to be in the Dresden City
Gallery), Grosz’s Dentschland, ein  Wintermarchen
and the placard saying:

Art 1s dead
Long live the new machine art of
TATLIN

The one conspicuous absentee from the whole aftair
was Huelsenbeck, who around May appears to have
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fallen out with Hausmann and abjured Dada in order
to complete his medical studies.

Nobody greeted this show with much enthusiasm.
Tucholsky thought the visitors were not all that
shocked, and dismissed it as trivial apart from
Grosz’s anti-militarist graphics. The KPD’s daily Die
Rote Fahne warned the workers against Dada’s attacks
on the ‘cultural heritage’, saying that such people had
no business to call themselves Communists. To
round things off, the police, inspired by Tucholsky’s
description of Grosz’s works, raided the gallery and
the Malik-Verlag offices and a few months later
prosecuted Grosz and Herzfelde for insulting the
armed forces. At the same time the kind of objectivity
sought by Grosz and Hausmann was already finding
an echo in a slightly more grown-up context. Thus
the Berlin cabaret ‘Schall und Rauch’, an offshoot of

Dummies are ‘objective’. A plate from Max Ernst’s set of eight
Dada lithographs ‘fiat modes, pereat ars’ of 1919, showing that he
too assimilated the example of Chirico and Carra. This set was
financed out of the unemployment relief fund of the Cologne
municipality.
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Max Reinhardt’s new Grosses Schauspielhaus, where
Walter Mehring’s early songs were performed, used
Grosz as designer and occasional performer, while
for three vears Heartfield was on Reinhardt’s design
staff at the Deutsches Theater. In 1919 Hausmann
had begun showing in the Novembergruppe section
of the big Grosse Berliner Kunstausstellung in the
Lehrter railway station; Dix and Schlichter were
already affiliated to the group, and Grosz, though
apparently shunning its exhibitions, seems also to
have become a member.

Elsewhere although Expressionism was emerging
as the new established school there were already some
marked departures from it. Some of these were in the
direction of the neo-classicism now becoming
predominant in lItaly, an influence visible in the
fashionable if indeterminate eclecticism of Carl
Hofer. The somewhat kindred Derain too, with his
Italianate prewar portraits and placid still-lifes, was
recommended to German artists by Kahnweiler in

The Berlin 1)1;14 Fair of IJ.
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the 1920 Jahrbuch der Jungen Kunst as the best model for
them 1n their still isolated situation. Around the same
time there does seem to be an element of Grosz-like
objectivity in some of the less allegorical pictures
being painted in Frankfurt by Max Beckmann: his
city views, for instance, from 1919 on, may topple
and foreshorten in an Expressionist manner, but they
have a plainness of texture and a firmness of outline
that is quite new. The neat unassertive German-script
signature too, akin to Schlichter’s, seems deliberately
prosaic: often a telltale sign. Much as these artists
would no doubt have disliked the idea of any kind of
connection berween them, it was possible by the end
of 1920 to foresee not only the decline of Ex-
pressionism but something of the cooler and more
impersonal approach which would generally super-
sede it.

In the German musical world this trend was as yet
barely perceptible, though in Vienna Arnold Schén-
berg had now started his Verein fiir Musikalische

ne 1920 at the Burchard Gallery. Lef? #o right, Raoul Hausmann,
ard, Baader, Wieland and Margarete Herzfelde (at back), Otto
s (1\'u~/ and John Heartfield. On the left, Dix’s
floating overhead, the
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The Red Week, one of the Malik-Verlag’s ‘Red Novel Series’ of 1921. The caption to Grosz’s
drawing reads: ‘These people, who were likewise serving simply in order to earn their bread,

had sold themselves to attack their fellow men like savage dogs.’

Privatauffihrungen as a private society for the
performance of unfamiliar new works. These were by
no means confined to the compositions of himself and
his followers, but embraced Debussv, Ravel, Reger
and Stravinsky (especially his recent pieces); in the
spring of 1921 moreover there was a remarkably
flippant programme of nineteenth-century Strauss
waltzes, arranged and performed by Berg, Webern
and other members of the Schénberg circle —an echo
perhaps of the Dada spirit. Soon after the war, too,
Schénberg acquired two new pupils in Karl Rankl
and the recently demobilized Hanns Eisler, who in
1919 became spare-time conductor of a socialist
choral society named after Liebknecht (Webern
likewise conducted a Workers’ Choral Union in the
early 1920s). Generally speaking however the musical
scene was then still largely dominated by Richard
Strauss and Busoni, with Hans Pfitzner in Munich as
a more conservative (and strongly nationalist)
influence. The young Paul Hindemith was only just
beginning to surface as a composer of short operas to
Expressionist texts.

Nor was there yet any marked change in German
writing other than the development of the light but
pointed social criticism of Mehring, Tucholsky and
other cabaret writers, such as the ex-sailor Hans

Bétticher who now made his first appearances at
‘Schall und Rauch’ under his stage name of Joachim
Ringelnatz. For a while the red hope, as it were, of
prose fiction looked like being Franz Jung, who
produced the first such stories to be published by the
Malik-Verlag, sometimes with illustrations by his
friend Grosz. Certainly he was an adventurous and
erratic figure, for he became prominent for a while in
that dissident half of the communist movement
which broke off under the name Communist Wor-
kers’ Party or KAPD, then hijacked a ship to take him
to Russia in the spring of 1920, got the KAPD
affiliated to the Third International, returned and was
gaoled for piracy, only to be released just in time to
help Béla Kun organize the so-called ‘March oper-
ation’ of 1921. This was a somewhat hopeless rising
in the Mansfeld area of central Germany commanded
by the dashing Max Holz, perhaps the one really able
man of action on the extreme Left. Its prompt
suppression by the Reichswehr earned Holz a life
sentence and a national reputation, at the same time
giving Jung material for a somewhat perfunctory
short novel called Die Rote Woche (The Red Week).
Unfortunately it was only many years later that
Jung’s literary gifts began to match the interest of his
experiences: nothing in his fiction can compare with
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the autobiography which he published forty years
later.

During the first years following the Russian re-
volution there was in Germany a good deal of critical
debate about the problems of Proletkult and pro-
letarian art, in which Jung for one was involved.
Typically, this theoretical issue, centring as it did on
an intriguing new word, interested the critics a good
deal more than did the actual nature of Soviet avant-
garde art. How, indeed, the Dadaists came by their
knowledge of Tatlin is a matter for speculation, since
his great Monument had not vet been publicly shown
and the only advanced Soviet artist to arrive in
Germany during 1920 was, so far as we know, Ivan
Puni who had a show at the Sturm gallery the next
vear. However, at some point during 1920 Kiepen-
heuer (with Hans Goltz of Munich) published
Konstantin Umanskij’s excellent survey Neuwe Kunst in
Russland 1914-1919, which seems to have been the
first serious account of the new developments to
come out of Russia (Umanskij himself was reputedly
involved in arts administration there and later
became ambassador to Mexico).

‘The whole thing is over by nine o’clock.” Rolland’s

revolutionary

Three Germans also reported on their visits to
Russia around this time and went on to become
significant figures in the whole development of
cultural-political relations between the two count-
ries: Alfons Paquet, the Frankfurter Zeitung’s cor-
respondent in the early days of the revolution, Alfons
Goldschmidt the economist, editor of an ephemeral
Berlin Rategeitung, and finally Arthur Holitscher who
was invited to Russia by Radek (then still in Moabit
prison), and went there to report for a Swiss-based
news agency for whom he wrote, among other things,
about the Proletkult, the shortage of artists’ materials
and the crumbling (by 1921) of the Futurist street
decorations.

[t was Holitscher, Goldschmidt and Ludwig
Rubiner who together founded a Berlin League for
Proletarian Culture in the spring of 1919 and later a
Proletarian Theatre. Though the latter only staged a
single production (of an obscure play called Freiheit),
its producer Karl Heinz Martin was a figure of some
consequence even though his own politically con-
ceived theatre Die Tribine (with Rudolf Leonhard
and the young actor Fritz Kortner) was strongly

play Danton at Max

Reinhardt’s Grosses Schauspielhaus in 1920, the subject of Tucholsky’s bitter poem (text, right)




Expressionist. Moreover the enterprise seems to have
paved the way for Piscator’s much more interesting
Proletarian Theatre of the following spring. Here,
with an anonymous company performing in various
Berlin halls and an audience drawn largely from the
two Communist parties, Piscator directed a suc-
cession of mainly agitational plays by Jung, Karl
Wittfogel and the Hungarian exiles Gabor and Barta;
among the designers were Heartfield and (for a play
by Upton Sinclair) Moholy-Nagy, who had moved to
Berlin from Vienna before January 1921. Heartfield’s
settings, with his use of maps and inscriptions,
contributed a certain documentary element even if
the general effect was amateurish. Moholy’s work can
unfortunately be judged only from a small line
drawing in Piscator’s book.

Elsewhere in the theatre Expressionism held the
stage. This applied even to Reinhardt’s spectacular
new attempt to create a mass theatre in the Grosses
Schauspielhaus, the former circus building which he
got Hans Poelzig to adapt for 5000 spectators and
opened in November 1919. Though this was a logical
development of his prewar stagings of The Miracle, in
some ways paralleling the new Russian experiments,
such rhetorical productions of revolutionary plays
could not long hold a growingly sceptical audience,
and by 1923 it had declined to a house for operettas.
While the critics applauded Reinhardt’s magnificent
staging of Romain Rolland’s Danton in Februarv 1920
— for which the Viennese Oskar Strnad created
unforgettable stage designs - Kurt Tucholsky left the
theatre to sit down and write a poem called ‘Danton’s
Death’:

Act Three was great in Reinhardt’s play -
Six hundred extras milling.
Listen to what the critics say!
All Berlin finds it thrilling.
But in the whole affair I see
A parable, if you ask me.

‘Revolution!” the People howls and cries
‘Freedom, that’s what we’re needing !’
We’ve needed it for centuries -
our arteries are bleeding.
The stage is shaking. The audience rock.
The whole thing is over by nine o’clock.

The day looks grey as I come to.
Where is that People — remember?
that stormed the peaks from down below?
What happened to November?
Silence. All gone. Just that, in fact
An act. An act.

Paris postwar: Dada,
Les Six, the Swedish
Ballet, Le Corbusier

The foreign influx, specially Russian exiles and
Americans. Arrival of Dada and its transmutation
into a Parisian literary movement; swansong of the
Futurists. The Théatre des Champs-Elysées as a
centre; the new Swedish Ballet; Cocteau, popular
influences and the music of ‘Les Six’. Chauvinist
aspects of the ‘recall to order’ in art and music. Neo-
classicism, Léger and technology, the latter-day
Cubism of L’'Effort Moderne. The Purism of Ozen-
fant and Le Corbusier; their engineering back-
grounds and the emergence of their magazine
L’Esprit Nouveau as an international force, spread-
ing Le Corbusier’'s technologically-based aesthetic
throughout Europe.

But in France after the armistice there was neither a
November nor an October, and no social upheaval
took place. There, so Georges Ribemont-Dessaignes
was to recall in his memoirs, ‘a pre-revolutionary
fever was quite visibly seething, but it aborted.
Society life went on’. Though nineteenth-century
Paris was the city which first identified the political
with the artistic ‘avant-garde’ (coining the term
indeed) and treated ‘bourgeois’ as an aesthetic rather
than a purely social category, such revolution as there
now was took place only within the arts.

Exciting as the climate at first seemed, it was very
different from that in Berlin, because there was
nothing to cause the same wounds and the same
embitterment. Part of the excitement on the contrary
was that so many foreigners now settled in France,
whether to get away from revolution elsewhere or to
recover from the isolation and pressures ot wartime.
Thus the Diaghileff Ballet came to base itself on
Monte Carlo, with Larionov and Goncharova
settling in Paris, and Stravinsky in mid-1920 leaving
Switzerland for the Paris suburb of Garches. They
were followed by Rolf de Maré¢ and the Swedish
Ballet trained by Fokine, which made Paris 1ts
headquarters. Koussevitzky established himself there
on leaving Russia, followed by Prokofieft after his
1919 tour of the United States, while the Pitoéfts now
began working in Paris as well as in Geneva. lwan
Goll in 1919 became the Paris representative of the
Zurich Rhein-Verlag; Rolland too returned to
France that spring and was involved 1n a Declaration
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with stick

of the Independence of the Mind (as was Goll) and
the foundation of Barbusse’s Clar#é movement. Both
of these arose from the opposition to the war.

A great many other Russians arrived as refugees
various less eminent musicians and dancers, also the
Futurist poet Ilva Zdanievitch (or Iliazd) and the
painter Serge Charchoune; other artists were to come
slightly later, by which time the concept of an all-
embracing Ecole de Paris was there to accommodate
them. Finally, as a quite new element, there were the
been attracted partly by the
v as a result of their army
experience. Yet if all this made for a considerable

Americans who had

exchange rate and partly

ferment in the first years after the war the structure of

artistic patronage was not substantially altered; the

21: the Swedish Ballet visit the location of Les Mariés
x" and Jean Cocteau, here seen seated, with paper.

movement for popular diffusion of the arts was
actually less influential than it had been a generation
earlier, and there was no logical reason why anybody
should start either addressing his work to a new
public or assailing the old one.

This was the weakness of Paris Dada: it was based
on a contempt for bourgeois taste but not on any real
opposition to bourgeois society. The makings of
some such movement had already been there before
the armistice, in the shape partly of the wartime work
of Francis Picabia and Marcel Duchamp (who were
essentially Parisians even if they had spent those years
in New York) and partly of the younger followers of
\pollinaire, who had himself died in 1918 in the same



influenza epidemic as halted performances of
L’Histoire du soldat. Then orientated largely towards
Paul Valéry and the Nouvelle Revue Francaise, in other
words to the most distinguished high bourgeois
avant-garde, their leaders were Breton, Aragon and
Philippe Soupault, young men already of a certain
prestance.
In March 1919 these three launched a similar
review called, indicatively, Littérature; a month later
Jean Paulhan introduced them to the fourth of the
team, the poet Paul-Eugéne Grindel who took the
name Paul Eluard. From Zurich Tzara had by then
sent his first peacetime issue of Dada, number 3,
containing his own Dada manifesto which he had
read during the Tzara evening the previous July; this
made a great impression. His next issue in May 1919
accordingly came out in two editions, French and
German, the French one (called Anthologie Dada)
being printed in Paris and including for the first time
poems by Breton and his three friends, with others by
Reverdy, Ribemont-Dessaignes and Jean Cocteau,
who contributed ‘3 Piéces faciles pour petites mains’,
these being the three poems later known as ‘Co-
cardes’ which contained lines such as
Poster crime in colour Mechanical piano
Nick Carter that’s pretty

and
Cinema latest muse.

By now Tzara, tiring of Zurich, was not only in
correspondence with all these people but had at last
met Picabia. This wealthy Cuban who moved in chic
Paris society had come to French Switzerland to sec a
neurologist early in 1918 and remained there for over
a year. He did not as yet know Bretor and his group,
and in the absence of Duchamp (still in New York)
the one Paris artist writer he respected was
Ribemont-Dessaignes. But Tzara and Arp were
impressed both with his poems and with the very
original nonsense mechanical fantasies which he was
then painting, and the former was keen to join forces
with him. Though Picabia did not much care for
Littérature he thereafter agreed to contribute to that
magazine, so that by January 1920 when Tzara
arrived to stay with him in Paris all three elements of
the last Dada movement were ready to go into action:
first and foremost Breton’s group; then Ribemont-
Dessaignes and Mrs Picabia’s pianist cousin, with
Picabia lurking in the background; finally the
dynamic animator from Zurich with a monocle in his
eye and nearly four vears of combat experience

behind him.

1919-20 ‘Littérature’ and the arrival of Dada 59

Dada in Germany was then almost over - it had six
months to go before the Berlin Dada-Messe - Dada in
Switzerland only faintly twitching. So what was the
target now to be? Ribemont-Dessaignes (the only
one of these people who could look back later with
something of the devastating scepticism of the
Germans) poses this question and is not really sure;
he recalls their sense of collective intoxication and
feels that its focus may have been ‘at the heart of
culture to show the end of an intellecrual conception,
the collapse of the Absolute’. If nothing else, the
Dadaists could feel this to have

served bourgeois thought as a funeral announcement of

its own decrepitude. Henceforward it would realize that

no affirmation, construction or hope could be anything
but provisional, on parole; that it itself was under
suspended sentence of death.

From the first series of manifestations that spring
to the eventual breakup of the movement it was
evident that French Dada’s component parts were
tugging different ways, and there would be problems
as soon as the first intoxication of insulting an
audience wore off. Breton and Soupault already were
more interested in automatic writing and the
mysteries not merely of the imagination but of the
unconscious and the occult; the former had an inbuilt
sense of his own value which could only be shed
under the influence of extreme anger; while the
‘bourgeois thought” he most wanted to demolish was
that which had most influenced him (and Aragon
too), the highly literate nationalism of the near-
Fascist deputy and academician Maurice Barrés.
Though more flippant, and to that extent more Dada,
Picabia’s destructiveness, unlike that of Ribemont-
Dessaignes, had from the first an element of
condescension; he was not really implicated, and
after a year (in which he had two one-man shows) he
formally broke with the movement.

This left Tzara, who at first seems simply to have
gone along with the others without any very clear
idea of what, if anything, he himself wanted to attack
in this city which had been his literary goal. Already
he allowed the Littérature group to determine who
were to be admissible as allies and who not, ruling out
first Paul Dermée and then Jean Cocteau, despite the
latter’s friendship with Picabia and initial interest in
the movement (had Cocteau not written ‘If vou
accept rhe Jazz Band you should also welcome a
literature that the intelligence can savour like a

cocktail’?). In Paris Tzara was made aware of being a
foreigner in a way that he had not been in Switzer-
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land; indeed in the French assimilation of Dada,
nationalism was from the first a factor long to distort
the view taken of it even by its adherents and
historians. ‘Go back to Zurich!’, shouted Florent
Fels at the opening manifestation on 23 January 1920,
and again in March at the Théatre de ’Oeuvre there
were shouts of ‘A Berlin! A Zurich!’.

It was easier for the painters, who did not have to
express themselves in French; thus in May 1921 Max
Ernst made a lasting impact with his first exhibition
in the Dada bookshop Au Sans Pareil; for Breton
indeed Ernst was the arust he had been looking for.
But apart from him and Arp, with whom in Zurich
Tzara sull kept closely in touch, there was no effective
contact with the German side of the movement,
neither with the Berliners nor with Schwitters in
Hanover. Tzara himself might in due course become
absorbed into French literature, but he had not done
so vet, and even he had to be eliminated from Dada
before the movement could become a truly Parisian
affair.

A centre for much of the most interesting activity at

this time was the Théatre des Champs-Elysées, which
had been built before the war by Auguste Perret with
Van de Velde as consultant architect, and opened in
1913 as perhaps the finest new theatrical complex in

the world. Unlike the Berlin Volksbihne of a year
later it had been conceived by Gabriel Astruc for an
international public of extremely wealthy patrons —
the committee that raised the money was headed by
the Queen of the Belgians and included Pierpont
Morgan and Ouo Kahn - and its first season
embraced an opening programme by Pavlova, the
premiere of Fauré’s opera Pénélope, Mussorgsky’s
Khovantchina with Chaliapine, and the historic pre-
miere of Le Sacre du printemps. On the eve of the next
season the money ran out, and the theatre closed
(Jacques-Emile Blanche partly blamed the Sacre
scandal), to remain empty all through the 1914-18
war. In 1919 an operetta impresario planned to
reopen it, but this came to nothing and in 1920 a
certain Jacques Wilford took over, presenting a
Russian Season that summer with a2 company late of
the St Petersburg Imperial Theatre.

Then in the autumn it was seriously reopened by a
fresh management under a tall young newcomer
called Jacques Hébertot. The first programmes in the
main theatre were given by a new company, the
Swedish Ballet organized by the thirty-two-year-old
Rolf de Maré, on whose family estate in south
Sweden Diaghileff’s chief choreographer Michel
Fokine had been living. For some years this was their
theatre. Diaghileff too used it as an alternative to the

A Dadaist and his patron.
Francis Picabia, /ft, with the
collector couturier Jacques
Doucet. The picture is his
Cure-dents, collage, 1920




Paris Opéra, presenting a revival of Parade there that
December, in addition to l.e Sacre and The Three-
Cornered Hat. Russian choirs sang, Koussevitzky’s
concerts were given there, Loie Fuller danced. On 8
May 1921 The Most Famous American Southern
Syncopated Orchestra performed under its con-
ductor W. H. Wellman with a mixed programme
ranging from Brahms to Coleridge-Taylor via
spirituals to a demonstration of jazz drumming,
along with a bunch of soloists seemingly unknown to
jazz history.

Under the same roof there was also a smaller
theatre called the Comédie des Champs-Elysées, as
well as a still smaller studio. At the former Fernand
Gémier mounted a few productions including
Crommelynck’s Les Amants puérils, while at the same
time trying more or less vainly to establish the first
Théatre National Populaire at the Trocadéro. The
Pitoéffs, who were later to take the Comédie over
from him, now started alternating their Geneva
productions with performances at the Paris Théatre
des Arts; they were also in touch with the Autant-
Laras and their ‘Laboratoire Art et Action’, which
gave some important private avant-garde perfor-
mances right into the 1930s. As for the Studio des
Champs-Elysées, it appears to have been empty until
Hébertot allowed the Dadaists to hold an exhibition
there in the summer of 1921.

In January 1921 Marinetti arrived, apparently on
his first postwar visit, somewhat short of new ideas
but none the less anxious to re-establish his Parisian
reputation. In a lecture at the Théatre de I’Oecuvre he
launched his latest, slightly desperate doctrine of
‘Tactlism’ (‘wear gloves for several days, during
which time the brain will force the condensation into
your hands of a desire for different tactile sensations’;
indeed yes). By now however even Italy had a small
Dada movement led by Giulio Evola with the
support of A. G. Bragaglia’s once Futurist gallery in
Rome, and Tzara himself could agree that Marinetu
had become old hat. Three days before the lecture the
French Dadaists issued a manifesto called Dada soulere
tout containing some contemptuous remarks about
Italy and asserting Dada’s superiority to more
dogmatic movements; then on the night they booed
and barracked from the moment of Marinetti’s
entrance. In the spring other Dada manifestations
followed, including the rather solemn mock-trial of
Barrés which was conducted by Breton and bored
Picabia into walking out, this being his final break
with the movement.
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Then in June Hébertot gave the Studio des
Champs-Elysées over to them for their ‘Salon Dada’
which for the first time showed work by the
American Man Ray, some of the Italian Dadaists, the
Germans Ernst, Baargeld and Mehring (now living
in Paris), likewise by Arp, as well as by all the French
Dada writers except Breton. During this show the
main theatre was occupied for three evenings by
Marinetti and the Russolo brothers with a concert of
Futurist Noise-Makers. Despite the intriguing names
given to their machines (‘Hululeurs, Grondeurs,
Croasseurs, Glouglouleurs’ and the like), these
appear to have been used only to punctuate more
conventional music, and the Dadaists again chose to
interrupt. Asking if Paris had turned ‘reactionary’,

Marinetti thereupon taxed them with insulting a.

trepanned war hero (one of the Russolos), after which
a spectator who recognized Ribemont-Dessaignes
shouted to ask just what had he done in the war.
‘Avoided getting clobbered for shits like you” was the
smart answer. Tzara and he were thrown out, and the
Salon Dada shut down; a day later thev took their
revenge on the theatre by booing the Swedish Ballet’s
performance of Les Mariés de la Tour Eiffel, Jean
Cocteau’s most nearly Dadaist work.

Cocteau, with his success, his chic, his homosexuality
and his tendency to identify flair with art, was a béte
noire of Breton’s. None the less he was at this time, for
better or worse, part of a movement of more
consequence for central Europe than was Paris Dada.
This was the group of young composers which came
together after Milhaud’s return from Brazil in the
winter of 1918 and a few months later was labelled by
a critic ‘Les Six”. How far these people were actually
influenced by Cocteau’s Le Cog et I'arlequn, with its
Parade-inspired demand for clear French music, is
dithcult to say, but it seems likelier that Cocteau was
just voicing something that was in the air. From then
on, however, he was associated with them, just as
they themselves, though already friendly enough
with one another, were even closer once they had
been tied up and labelled: they started giving recitals
together and for two years used to meet every
Saturday evening, when they would dine, go to
popular fairs or the Cirque Médrano, and finish by
making music, which normally included Poulenc’s
Cocardes. Satie, said Milhaud, was their mascot. To
Poulenc, who saw the group as widely diverging in
most ways, what its members shared was ‘a return to
melody, counterpoint, precision, simplification’.
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So Poulenc claimed to ‘want music that is healthy,
clear, robust and as openly French as Stravinsky’s is
Slav’. Honegger, the one symphonic structuralist of
the group, was by origin Swiss and perhaps for this
reason more accessible to German music; unlike
Georges Auric he was not interested in the café-
concert type of music recommended by Cocteau.
Milhaud on the other hand hated Wagner and loved
popular tunes; in the summer of 1920 he heard his
first jazz, played by Billy Arnold at the Hammersmith
Palais de Danse. He was extremely prolific and
appreciated a public scandal (like that of the Sacre) as
much as any Dadaist, whereas Louis Durey, oldest of
the six, was withdrawn and his work seldom
performed. Among the characteristics which they
shared however was a considerably more up-to-date
taste in poetry than their Viennese opposite numbers.
So Poulenc at that time set Apollinaire’s Bestiarre,
Auric texts by Cocteau and Radiguet, Honegger
poems by Cocteau and Apollinaire as well as I.e Ro/
David by his friend René Morax, Milhaud a variety of
words, ranging from major texts by Claudel to
catalogue descriptions of farm machinery which he
set for a singer and seven instruments as a matter-of-
fact utilitarian tribute to the land.

When the ‘Les Six’ article appeared in January
1920 Milhaud had just completed what he called a
‘cinéma-fantaisie’ (it was conceived as a possible
accompaniment for a Chaplin film) based on Brazilian
popular melodies. This was Le Boeuf sur le toit, itself a
utle borrowed from a Brazilian song. Cocteau
promptly took it up and decided to turn it into a
‘spectacle—concert’, mimed by the Fratellinis, the
three clowns from the Cirque Médrano, and set in an
American speakeasy; the players were masked and
the story highbrow slapstick. To go with it Satie
wrote his Trozs petites piéces montées for the orchestra of
twenty-five, while Poulenc’s Cocardes and Auric’s
Foxtrot a New-York were also given; in February
there were three performances at the Comédie des
Champs-Elysées, one of them being largely for the
Count de Beaumont’s guests. That October the
Colonne orchestra under Gabriel Pierné performed
Milhaud’s second orchestral suite from the incidental
music to Protée, an absurdist ‘farce lyrique’ which
Claudel had written before the war but which had
never been staged, though Gémier in 1916 had a
plan to do it in a circus. The suite’s polytonality — in
other words its clashing ambiguity of key — led to an
uproar, as did the following year’s performance of the
Cinq Etudes for piano and orchestra under Vladimir

Heyday of the Théatre des Champs-Elysées. Jean Cocteau at the
megaphone, reading the deadpan text of his Les Mariés de la Tonr
Eiffel in June 1921

Golschmann, which at one point has four fugues
going at once in three different keys.

What was truly influential about Milhaud’s music
however was not its new approach to tonality (for the
Viennese were already going much farther and
thinking more intensively about this) but the
unpretentious scale and level of its concern with
popular entertainment. That this involved a certain
touch of the Dada spirit could be seen in the stylized
flippancies of Les Mariés de la Tonr Eiffel, for which all
six wrote pieces. Here, placed under the (literally)
towering shadow of a great engineering masterpiece
which was also the main Paris radio transmitter, was a
modish but drily written piece of absurdity, mimed




by near-dummies and spoken through megaphones.
Unlike Marinetti’s noises it was light entertainment
for the machine age, of a stll uncommercial,
experimental kind.

While there was no comparable new movement as yet
in the visual arts, there was a somewhat similar appeal
to national values. This occurred not only in Italy,
where the postwar magazine [alori Plastici, with
Chirico and Carra among its contributors, preached
the virtues of the classical [talian tradition, but also in
the Nowvelle Revue Francaise, whose editor Jacques
Riviere in June 1919 sought a new outlet for ‘the
creative instinct of our race’, and thought the solution
might be found in a classical renaissance, accordingly
appointing as art critic André Lhote, an ex-Cubist of
sympathetic views. Two factors were now combining
to drive Cubism into increasingly conventional
channels: first the impact of the newly reopened
Louvre, which had been closed throughout the war,
and secondly the fact that so many prewar Cubist
masterpieces remained among Kahnweiler’s con-
fiscated pictures and had never been publicly seen. To
them can be added Picasso’s oscillation between
‘crystal cubism’ and his new naturalist and neo-
classical styles, together with the ‘rappel a 'ordre’
which Lhote (still in June 1919) thought he could
read intc Braque’s first postwar show; in another
vein Matisse too struck observers as notably tamed.

Classicism in Lhote’s sense did not mean a direct
return to the past, despite the neo-classicism of
Picasso and the Irtalians, or the analogous musical
rrend exemplified in Prokofieft’s Classical Symphony
and Stravinsky’s use of eighteenth-century material
in Pulcinella (which Diaghileff presented on 15 May
1920 at the Opéra with an eclectic setting by Picasso).
Though this kind of revivalism was soon to become
increasingly important throughout Europe the
traditional values could also be atrained and the
required ‘intelligence’ displayed via non-classical
channels. To Lhote, as to Kahnweiler in his Junge
Kunst writings, the main model here was Derain; yet
there were much less obvious forms which could be
handled with the same supposedly ‘French’ qualities
of precision, logic and taste.

This is . what Léger could reasonably be held to be
doing by his increasingly masterly control of
geometric and machine-like elements to convey the
life around him, or what a third ex-Cubist, Mondrian,
achieved by manipulating an even more restricted
geometric repertoire after his return to Paris in 1919
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The main channel for this modified Cubism was
Léonce Rosenberg’s gallery [’Effort Moderne,
which in some measure filled the gap left by
Kahnweiler. As for its philosophy, this was largely
formulated by the painter-theoretician Amédée
Ozenfant, designer of a remarkable Hispano-Suiza
Special for the 1911 Paris Motor Show. Ozenfant,
who had married a Russian and was the son of an
engineer who had helped pioneer the use of rein-
forced concrete for building, now teamed up with the
unknown young Swiss architect Charles-Edouard
Jeanneret, a protégé of the Théatre des Champs-
Elysée’s designer, Perret, to write a manifesto called
Apres le Cubisme. Here they lamented Cubism’s
appeal to the snob public won over by Parade,
attacked its new prettiness and sought to restore ‘une .
rigueur grave’ by applying its principles to a set of
scientifically established 1nvariables. Though the
Purism which they launched by a joint exhibition in
December 1918 was at first not very impressive they
too supported L’Effort Moderne. In 1920 Jeanneret
met Léger, and the same vear adopted the pseudonym
Le Corbusier for all his writing.

The principles of Purism were seen to be effective
only at the second Purist show, which was held in
Paris at Druet’s gallery in January 1921. Butalthough
the paintings which the two friends exhibited there
remain not unworthy to hang alongside the work of,
say, Léger or the ex-metaphysical Giorgio Morandi,
they nonetheless derive from much the same purely
French tradition as Lhote had put forward: a line
running right back from Léger and the ‘crystal
cubists’ through Cézanne, late (pneumatic) Renoir,
Seurat, the Corot of the figure paintings, Ingres and
Poussin as far as Fouquet. Their ‘rappel a Pordre” may
have been heard even in distant Moscow, where Boris
Ternovetz of the Museum of Modern Western Art
later said that Purism had ‘great influence’, but this
term now applied to them by Maurice Raynal still
echoed the more limited Rappe/ a /lordre which
Cocteau took as the title for his book of theoretical
writings.

However, there was no suggestion of nationalism or
classicism about the architectural ideas which Le
Corbusier had already begun outlining, and still less
about the wider framework which the whole complex
was henceforward given in the Ozenfant-Le Cor-
busier monthly magazine L’FEsprit Nowreau. T'or,
starting in October 1920, their “international review’,
as they named it, not only serialized four of their
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seminal books on architecture, painting, town
planning and interior design, but also made their
message part of a broad yet consistent approach to
modern life and the arts such as no other movement
of the time could match. Aside from the one tradition
in painting there was nothing narrow here, no
modishness; nothing relevant to the arts was
ignored. The basic assumption was that, as the
opening statement put it,

There is a new spirit: it is a spirit of construction and of
synthesis, guided by a clear idea.

This, the hopeful, progressive spirit of the postwar
age, must be seized and studied in all its manifes-
tations, which would prove to have some unitary
principle in common. ‘Factories, music halls, laborat-
ories’, wrote Le Corbusier’s friend Dr Winter in an

article actually devoted to sport; ‘exhibitions of

paintings or motorcars, circuses and cinemas
L'Esprit Nourean wants to see everything’. And sure
enough they did: new machines relating to the arts
(like the player-piano), new scientific interpretations
of aesthetic factors, new engineering and building
techniques, finally the new expansion of the popular
arts; it was all grist to their brilliantly laid-out mill. So
the cinema was discussed for them by such outstand-
ing critics as Jean Epstein and Louis Delluc, while
Elie Faure the aesthetician wrote on Chaplin as

a poet, not to say a great poet, creator of myths, symbols
and ideas, obstetrician to a new world.

The unitary principle behind all this was derived
from no national cultural tradition but from the
editors’ thoughts about engineering. Unlike Mar-

inetti, they were less impressed by the dynamism of

the machine than by the logic and economy underly-
ing its often austerely impressive appearance. ‘Fcon-
omy’, they wrote in connection with the second Purist
exhibition,

1s the law of natural selection.
The fact that it is also the great law controlling what
we term mechanical selection is casily measured.

Economy, efficiency, puritv: these are in turn the
product of intensely constructive thinking, and for
the observer to grasp this kind of disciplined
inspiration together with its success provides ‘the
highest gratification of the human spirit ... the
perception of order’. It is in this sense that L.’ FEspri/
Nonvean represents a return to order not to a
dictated or preordained order rooted 1n a particular
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tradition, but to a process of ordering; and it is in this
sense that a house 1s, in Corbusier’s famous phrase, a
machine for living in - not something that need look
like a machine but a piece of architecture that has to
fulfil its task as economically and well as must a
machine. Clearly these principles would be valid in
any machine civilization, and their lively, always
pertinently illustrated formulation was to become
influential far bevond the frontiers of France.

Here, for the first time in French postwar history,
was a truly supra-national movement, based not only
on imaginative technological thinking but also on a
positive effort to understand what was going on
elsewhere. Where Dada, the new musicof ‘Les Six”and
the orderly development of painting were all tinged
with a chauvinism notably lacking in Germany and
Russia except among cultural conservatives, the
readers of the first issues of L."Esprit Nonvean could
learn from Puni (now Jean Pougny) about Con-
structivism or from the bilingual Iwan Goll about
how the German Expressionist theatre, with its three
great authors Wedekind, Kaiser and Sternheim, its

Purism spreads. Jeanneret (Le Corbusier)’s 1ertical Guitar from
the La Roche collection (Basel Museum) was reproduced in the
Russian Vesheh, 1922.
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I AQUITANIA = Cunard Line.

La méme esthétique que celle de votre pipe anglaise, de votre meuble de burean, de votre limousine.

“The same aestheticas that of vour English pipe,your office furniture,
your limousine.” An example from L’Esprit Nourveau no. 8, later
taken into Le Corbusier’s lowardsa New Architecture 1922, English
edition 1926). Below: Towards the mobile home. Temporary
housing devised in the war, and made by the Voisin aircraft firm.
From L’Esprit Nowveau no. 2

modernist designers and intelligent actors, made that
of Paris look antediluvian:

The German stage is at least fifteen years ahead of the
French theatre from every point of view.

True enough, the French theatre throughout this
period generally lagged behind. Yet already there
were critics like the magazine’s own music hall
correspondent René Bizet, who could see some hope
for it in those same popular elements as ‘Les Six’ had
come to admire. The /ittératenr might despise these,
wrote Bizet, but

They will prove to be the source of all those liberties we
cherish, and it will be they that free the art of the drama
from its chains. It is through the music hall that the
public will be made ready for a new theatre.

Both Goll and Bizet were right, and perhaps this
illustrates why L’ Esprit Nouvean was such a remark-
able paper. It took the evidence of the modern world,
indigenous and foreign, highbrow and low, artistic
and materialistic, and interpreted it in the light of a
technologically based aesthetic which could be seen
to prove itself by fine, original works of art. Its
message was intelligible wherever a similar judge-
ment was at work — in the Bauhaus, at the Vkhu-
temas, among the contributors to De S#j/ and a
mass of younger people. And so, on the eve of a huge
transformation in the whole European cultural scene,
its early issues already indicate how a rational and
consistent core of the modern movement might be
found.







A crucial year as seen and heard by a key figure. Hindemith’s own
drawing for his jazzy 1922 piano suite

New Economic Policy, or NEP as 1t came to be
called, introduced a measure of private trading and
profit-conscious public accounting as a means of
getting the economy re-established after the end of
the Civil War. In Italy the new nationalist, demagogic
Fascist movement under Mussolini marched on
Rome, took over the government and began a
campaign of violence against the Left, whose strikes
and political indiscipline were hampering economic
recovery. In Germany a final revolutionary attempt
by the Communists and a first futile putsch by the
new Fascist-type National Socialist Party coincided
with the stabilization of the headlong currency
inflation by Gustav Stresemann. In all these countries
there was a major change, one way or another, of
political and economic policy which caused reper-
cussions right through the system, affecting not only
the administration of the arts but also the fortunes of
publishers, galleries and other cultural middlemen,
the interests and ideals of countless individual artists
and indirectly the whole climate of the time. On top
of this came a general reordering of international
relations after the war years: first the Rapallo
agreement between Germany and the USSR, then in
1924 the recognition of the latter by Britain and
France, finally the Locarno Treaties which marked
the normalization of these countries’ relations with
Stresemann’s Germany. Though Italy was a sadly
prophetic exception the arts now became much less
inhibited by nationalistic hang-ups. Suddenly a great
deal of physical movement seemed to take place.

It is as though, in any field involving elaborate
preparatory work, it must have taken the same
interval of four or five years for the immediate
postwar upheavals to lead to fresh conclusions. For,
coinciding in time with the politico-economic ‘rappel
a 'ordre’, there were many other new developments
affecting the social and technical framework of the
arts. Radio, for instance, which had hitherto been
treated as a communicarions medium, whether as part
of the postal services or as an instrument of war, now
turned into the public broadcasting service for which
a far-sighted minority had been pressing: first in the
United States, where commercial stations began
springing up towards the end of 1921, then in
England with 2L.C and the establishment of the BBC
under Reith in 1922, followed by Germany in
October 1923. Linked with this, and equally impor-
tant where music was concerned, was the improve-
ment in gramophone reproduction: electrical record-
ing began in the early 19205, and the results were on
the market by 1925; the first two-sided (non-
electrical) records appeared in 1923. As for the
cinema, while Lenin in Moscow was concerning
himself with its future in the context of his new policy
and the Germans were at last permitted to import the
Chaplin shorts, the first truly modern films were
beginning to appear: Robert Flaherty’s Nanook of the
North (documentary), Abel Gance’s La Roxe (involv-
ing Cendrars, Léger and Honegger) and Chaplin’s .4
Woman of Paris (his first independent venture).

Nor can it have been entirely a coincidence that a
number of crucial masterpieces in the other arts were
completed just at this time, works which had
certainly germinated over a number of years: Joyce’s
Ulysses, Kafka’s The Castle, Eliot’s The Waste Land,
Valéry’s Le Cimetiére marin, Rilke’s Duino Elegies,
Hasek’s Adventures of the Good Soldier Svejk, Svevo’s
The Confessions of Zeno, Berg’s Wozzeck. Similar
landmarks were Schanberg’s Serenade op. 24, which
inaugurated the dodecaphonic technique, and
Picasso’s The Three Musicians which marked the end of
his Cubist period. None of these new classics can be
seen as a product of the turning point that took place
around 1922—3; far rather they served as signposts
and additional factors making for change. More than
at any moment since 1910 the arts now seemed to be
in the balance, ready to move in a number of ways
according to the factors which impinged on them
most strongly. Right along the line, from great
institutions like the Bauhaus down to the single
individual, they were never the same again.



The burgeoning media. Above: Lauritz Melchior, the Wagnerian tenor, broadcasting from
Chelmsford. Be/ow: Chaplin in 1922 directing .4 Woman of Paris, which he did not himself act in
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The NEP, International Workers’ Aid
Rapallo

Impact of Lenin’s New Economic Policy on the arts;
birth of the Soviet cinema. Russian famine and the
establishment of Muenzenberg’s International
Workers’ Aid. Secret agreements and creation of a
special relationship between Russia and Germany.

One effect of NEP in the USSR was vastly to reduce
the state expenditure on the arts. Printed matter and
theatre tickets could no longer be given away free,
independent publishing businesses once more sprang
up — 300 in Moscow and Petrograd by May 1922, it s
said — while 2 number of theatres had their subsidies
withdrawn. So too for a time did the State Publishing
House (Gosizdat) together with the film and photo-
graphic section of Lunacharsky’s Commissariat. In
January 1922 the Proletkult likewise lost its subsidy,
after which it was forced to abandon its central
Moscow theatre to a private entrepreneur. In the
course of that vear one theatre in three went
bankrupt. The ‘academic’ theatres, including the
Bolshoi and the Moscow Art Theatre, remained
subsidized; however, in September 1921 Meyerhold
was made to close his RSFSR Theatre no. 1 on the
grounds of extravagance. When he reopened in the
old Sohn Theatre the following year it was with a
collective of his students from a new teaching
workshop, who seemingly could balance the books
only by doing most of the backstage jobs themselves.

In the visual arts the effect of the cuts in patronage
was if anything worse, for as Lunacharsky said:

Who has the money to buy art* Almost nobody but the

speculator. That means that so-called free art will go

into dependence on the speculator. He is a neo

thirsting to enjoy himself on

""u‘."_'U"‘. tasteless,
his newlv-won wealth.
It was at this point, when the Constructivists were
abandoning the easel picture altogether, that the
naturalist painters once again surfaced, with Isaac
Brodsky as their most capable representative, to form

th

the AKhRR, or Association of Russian Re-

volutionary Artists, dedicated to the portrayal of

Soviet personalities and themes. Similarly in litera-
ture some attempt was made to bring back pre-
Revolutionary writers, though the only substantial
figure to return from exile appears to have been
\lexel TU:\IH?.

But if this made for something of a new con-
servatism Lenin’s concern with building a film
industry emphatically did not. There were two issues

here, the need to re-equip the film and photographic
section (which by mid-1921 had a mere 5000 metres
of negative film left) and the problem of what to show
in the reviving free-enterprise cinemas all over the
country. Lenin’s view, expressed in a set of directives
of January 1922 and elaborated in a talk with
Lunacharsky, was that within certain (censorable)
limits it did not much matter what the feature films
were like so long as enough good propagandist
documentaries and newsreels were shown. Accord-
ingly that year, while the NEP cinemas of Moscow
showed imported works like Daughter of Tarzan and
A Night of Horror in the Menagerie, Dziga-Vertov’s
first Kino-Prarda magazine films started to appear.
With them the documentary movement was born.
In 1922 for the first time no mention was made of
the world revolution in the Moscow May Day
slogans, but this does not mean that party leaders’
hopes of a communist revolution in Germany had yet
been laid aside. ‘Unless all tokens deceive’, said
Zinovieff at the Fourth Comintern Congress at the
end of the year, ‘the path of the proletarian revolution
leads from Russia through Germany.” However,
while still doing their best to further this cause, the
Russians were busy developing their links with
Germany in quite other ways, with almost immediate
implications for the exchange of ideas in the arts.
Thus, to start with, the disastrous harvest of 1921 and
the ensuing famine in the Volga basin forced Russia

Animator of the
documentary. Lenin
composing a speech to
the Third Comintern
Congress, filmed by
Dziga-Vertov in 1921




to accept an unforeseen degree of foreign help via the
Red Cross and the American Relief Administration.
To offset this politically Lenin called in Willi
Muenzenberg, recently appointed head of the Com-
munist Youth International, whom he commissioned
to found a new organization of [nternational
Workers’ Aid. Sponsored by a committee that
included Einstein, Bernard Shaw, Alfons Paquet and
George Grosz, the IAH (to give it its German
abbreviation) set up its headquarters in Berlin and
reported not to the KPD but direct to the Comintern,
which had also established a Western Secretariat
there. Piscator became secretary of its Kiinstlerhilfe
or appeal to artists with the painter Otto Nagel as his
aide; in January 1922 and again two years later a
number of the Bauhaus painters contributed works to
their sales. Jung too, escaping to Russia after the
‘March Action’, was made Moscow representative
and launched a quite unrealistic plan for developing
agriculture in the Urals with IAH and other
resources. Since propaganda was a fundamental part
of the organization’s job other artists and writers,
such as Kithe Kollwitz and the worker-poet Max
Barthel, were immediately drawn in, thereby laving
the basis of Muenzenberg’s new Soviet-German
communications empire, which was to continue
growing long after the IAH’s original rask was
finished.

On the heels of the IAH came a plan to form an
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international committee of intellectuals interested in
strengthening relations with the new Russia. During
1922 this took Grosz and the Danish novelist Martin
Andersen-Nexo (under haphazard arrangements) to
Moscow, where thev joined a mixed delegation led by
Holitscher which helped pave the way for the
foundation of the Society of Friends of the New
Russia in Berlin the following June; for Grosz, who
met not only Lenin, Radek and Lunacharsky but
also Tatlin it seems on more than one ground to have
been a somewhat disillusioning experience. Mean-
while at the official governmental level (which was
becoming almost schizophrenically detached from
that of the Comintern) the Russians at Rapallo had
established diplomatic and economic relations with
the country against which they bore no grudges and
entertained no reparations claims, and which like
themselves had suffered from the policies of the
English and French. This outwardly natural con-
junction had in some measure been prepared by
Radek’s interviews, when in gaol, with Walter
Rathenau, now the German foreign minister, and his
partner at the electrical firm AEG, Felix Deutsch.
Under the respectable (if to the Entente powers not
wholly palatable) surface of this imporrant agreement
a much more surprising deal was worked out with the
German General Staff — this time with Radek playing
a leading part — by which the war factories and
military training establishments forbidden to the

"
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Germans under the peace treaties would be jointly set
up on Soviet soil for the benefit of the armed forces of
both countries.

Altogether then the vears 1921-2 saw the creation
of no less than five new sets of ties between Germany
and Russia, even aside from that existing through the
Comintern and the KPD. Given the generally
increased willingness in the NEP context to let
Russian citizens travel abroad this made almost
overnight for more traffic between Moscow and
Berlin, and not just because of the diplomatic
recognition (which France and England by contrast
had failed to grant) but also because enough
revolutionary fellow-feeling still prevailed for those
citizens not to be all that uneasy about leaving
Communist territory. It was what we in our country
call a special relationship (as we gaze wistfully across
the Atlantic), and it remained one long after the
Russians had acknowledged the German revolution

to be a dead duck.

German stabilization

Ruhr occupation and the 1923 German economic
crisis. Failure of planned Communist risings in
Thuringia and Hamburg, also of Hitler's Munich
‘beer-cellar putsch’. Currency stabilization by Stre-
semann backed by American capital; consequent
ending of the boom in Expressionist art, theatre etc.

Trusting in their own ability to guide it — and much
underestimating the power of the Reichswehr and the
ruthlessness of the German Right — the Russian
leaders in 1923 saw a revolutionary situation develop-
ing and actually set a date for the German revolution,
to take place symbolically just six years after their
own. Rathenau had been murdered by anti-semitic
nationalists on Midsummer Day 1922, and a wave of
pro-Republican feeling resulted; the same year the
Malik-Verlag published a devastating book by E. J.
Gumbel, a statistician friend of Tucholsky’s, whose
bald summary of Vier Jabhre politischer Mord, four
vears of political killings, showed irrefutably how,
from the Spartacist rising on, the irregular forces had
been given free rein by the courts while left-wingers
like Toller and Holz had been swingeingly punished.
In this new climate, where it looked as if the days of
the Freikorps might at last be numbered, the
occupation of the Ruhr by the French (for non-
payment of reparations) drew the whole country
together in a remarkable if also ruinous passive
resistance. Though the KPD’s policy towards its

fellow-parties was at first far from clear — the USPD
meanwhile having split and its membership divided
between the KPD and the SPD — the Ruhr conflict led
Radek to proclaim a new policy of ‘national
Bolshevism’. This was intended to attract rank and
file German nationalists to communism.

By now the slide of the German Mark had begun,
carrying it from a rate of 10,000 Marks to the dollar at
the start of the occupation to 25,000 in April, 1923,
110,000 in June, 4.6 million in August, and so on
down. That month a general strike threw out the
government, and although another took its place, led
by the conservative Stresemann and with SPD
participation, a special meeting of the Soviet Polit-
buro accepted Trotsky’s view that revolution was on
its way. Advised by Radek on the spot and by the
Soviet military experts who had been setting up
paramilitary units called ‘Red hundreds’ since the
beginning of the vear, the Communists under
Heinrich Brandler were supposed to enter the Saxon
and Thuringian provincial governments and launch
the revolution from there; risings throughout
Germany would follow.

In the event, however, Brandler’s appeal for a
general strike fell flat even among the Communist
rank and file; after five years of disillusionment their
fighting spirit had gope. The whole operation was
called off apart from the Hamburg rising under Ernst
Thilmann, which was embarked on because of a
misunderstanding and suppressed after two days,
among those gaoled being a twenty-two-year-old
worker called Willi Bredel. And perhaps coinciden-
tally, certainly ironically, the coup which did take
place almost exactly on the prescribed date was that
led by Hitler and Ludendorff in Munich, the Nazi
‘beer-cellar putsch’, which was just as efficiently put
down.

So Stresemann began his domination of German
politics over the next six years with severe blows to
the extremists of both Right and Left. With great
courage he called off the passive resistance in the
Ruhr, then stabilized the currency: a policy which
worked, thanks partly to a change of government in
France the following spring but above all to the so-
called Dawes Plan for an international loan by which
a stable German economy would be enabled to pay
adequate reparations and at the same time made
attractive to foreign (i.e. mainly American) invest-
ment. What this meant in terms of a changed internal
climate will be seen in due course. Among its
practical results was the deposition of the Thuringian




73

\ wine bottle

23

The inflation of 19

ark labe

-M

and its t1oco

4\.
"ictory Co

P.’t“" n.

Impact of the Ruhr Occu

June 1923, beneath the V

Leader of one of that year’s

first appeared in the //ustrated |



74 The turning point (1921-3)

provincial coalition on which the existence of the
Bauhaus depended ~ Gropius’s own flat had been
searched in November by the army — while the effects
of the currency crisis on the whole apparatus of the
arts were not unlike those of NEP in Russia.

This applied particularly to the theatres, for whom
1923 was a disastrous year, forcing a widespread
reorganization. In Berlin Piscator’s second venture,
the would-be popular Central-Theater, collapsed in
the spring, as did the Grosses Schauspielhaus; that
autumn a new Intendant, Fritz Holl, took over at the
stagnating Volksbuhne. In the provinces, where the
bulk of the local theatres had remained in private
hands after 1918, a wave of failures now forced
municipal authorities to step in and take them over.
Thus whereas in 1914 only sixteen out of 120 so-
called Stadttheater, or city theatres, had been
municipally owned, by the late 1930s there were
hardly any that were not. With this process, which
largely completed the transfer to public ownership
that had started with the state theatres after the
revolution, went something that, for Berlin at least
was even more significant: a reorganization of many
theatres’ repertoires, resulting in a search for new
directors and a different sort of play.

At the same time the market for Expressionist
graphics, which had boomed during the whole
postwar inflation, as industrialists and business men
tried to find solid investments for their profits,
suddenly petered out; new, more internationally
minded dealers like Alfred Flechtheim came to
prominence, while publishers almost overnight
turned away from Expressionist works and began
looking in new directions. This applied not only to
the question of illustrations but also to imaginative
writng, which likewise suffered something of a
slump as the fashion for the ‘Sachbuch’, or factual
book, began. The firm of Rowohlt, for instance, who
in 1920-21 had published two of the chief Ex-
pressionist anthologies, now scored a great success
with the popular historical works of Emil Ludwig
and the memoirs of the opera singer Leo Slezak, and
in 1923 embarked on a big Balzac edition. Kurt
Wolff, hitherto the leading Expressionist publisher,
lost one of his main authors, Franz Werfel, who
found inflation Marks of little use to him in Vienna;
feeling generally disillusioned with modern German
writing, Wolff launched a major edition of Zola.

The Malik-Verlag cut itself loose from Dada,
publishing its last works by Jung in 1923 and going
over instead to the novels of the great foreign

Socialists, first Upton Sinclair then Gorki; it also
inaugurated the long series of photomontaged book
jackers for which Heartfield became famous. Finally,
with book prices after the stabilization proving quite
out of the ordinary wage earner’s reach, two unique
book clubs were set up in 1924. These were the
‘Blcherkreis’ inspired by the main educational
committee of the SPD and the Biichergilde Guten-
berg which was founded by the German printers’
union. Both combined a high tvpographical standard
with a broadly Socialist commitment, and once again
took many of their novels from abroad. Indeed the
Biichergilde’s first publication was a book by Mark
Twain.

Russians in Berlin, Veshch

Predominance of the Productivist wing in Soviet
Constructivism, and emigration of many re-
volutionary artists. The Soviet Art Exhibition of
1922 in Berlin; arrival of Lissitzky and others. The
magazine Veshch (or ‘Object’).

The new close relations between Germany and
Russia began coming into effect just as Soviet
Constructivism was splitting into two branches. With
Kandinsky no longer taking part, the theoretical
argument within Inkhuk continued intensively
throughout the second half of 1921, till by November
that body could agree that since ‘the last picture has
been painted’ it was the duty of its members to go
over to what Brik termed ‘productivism’, in other
words utilitarian graphics and industrial design. So
Rodchenko, Tatlin, Popova, Stepanova and their
followers from now on abandoned ‘art’ for textiles,
furniture, clothing, stage design, photography and
photomontage of various kinds, along with typo-
graphy and film tinting, and applied the skills evolved
in their ‘laboratory” work to such new objects and
materials. Similarly the theorists Arvatov and
Kushner took their anti-psychological, behaviourist
view of art into the Proletkult, which became much
more modernist as its old members left.

However, those Russians who carried the con-
structivist message to Germany (and thence to the
rest of the world) had left before or because of this
development, or had simply not followed it. Thus
Kandinsky decided to accept an invitation to teach at
the Bauhaus, and left for Berlin as soon as Radek
allowed him to. Pevsner and Gabo, who had opposed
the new direction, similarly went to Berlin when they



found that the former’s Vkhutemas studio had been
closed. Ilya Ehrenburg, a not entirely convinced
supporter of Constructivism, had already been
allowed to go that spring to write a novel in Paris,
taking along his painter wife Kozintseva who had
been studying at the Vkhutemas and a stack of copies
of Unovis, Iskusstro Komuny and other now slightly
outdated publications. Thrown out by the French
authorities, they too arrived in Berlin at the end of the
year, to meet up with Lissitzky, who had been sent to
help mount the first big exhibition of modern Soviet
art under the auspices of Lunacharsky’s Commis-
sariat and the IAH. Later Shterenberg and Altman
also came in connection with this show, while
Chagall used his involvement in it as a pretext to leave
the country for good.

In the course of 1922 a number of other Russians
arrived: Bely, Yesenin, Marina Tsvetacva, Shklov-
sky, likewise the yvoung Russian-born American
Louis Lozowick who studied at Berlin university. In
the autumn came Mayakovsky and the Briks, who
had been seeing a Riga publisher with whom they
hoped to produce a Futurist art journal. Many
émigrés of course were already there, including the
Nabokovs, the monarchist poet Khodasievitch, the
sculptor Archipenko and Lili Brik’s sister Elsa who
had left Russia during the allied Intervention with a
Paris gentleman rider called André Triolet; back
from the United States, Prokofieff too settled in
Bavaria for eighteen months; while Alexander
Dovzhenko left his job in the Russian consulate in
Berlin to study painting with Erich Heckel.
Mayakovsky’s plan for a journal fell through, to
materialize instead in the form of LEF,
review of the arts which Gosizdat in Moscow began
publishing the following spring. All the same various
Russian publishers were active in Berlin, notably
Helikon, which now published Ehrenburg’s comic
novel [ulfo Jurenito and Tsvetaeva’s Rag/uka, and the
Skythen-Verlag which published partly in German
with the deliberate aim of linking the two cultures.

It was with Skythen that Ehrenburg and Lissitzky
now planned a ]ourna] called 1 rs‘/Jt/J ‘Object’) aimed,
so its first issue said in April 1g2

a substantial

1. To acquaint creative workers in Russia with the latest
Western art.

2. To inform Western Europe about Russian art and
literature.

Veshch would stand, said Lissitzky, for ‘constructis
art, whose task is not to decorate our life but to

1922: when the Russian avant-garde descended on Berlin. Abore,
photograph of Mayakovsky by Alexander Rodchenko. Below,

cover of Vesheh. Gegenstand. ()l)/et a trilingual magazine edited by
Ilya Ehrenburg and El Lissitzky from Berlin that vear. Under the
heading ‘Art and Socialness’ is a tribute to Malevitch and the ideas
ot L’ Esprit Nonveas.
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organize it’, and among its contributors were
Yesenin, Hausmann, Mayakovsky (translated into
French by Tsvetaeva), Fernand Divoire, Louis
Delluc and the architect Ludwig Hilberseimer. Under
(1) it recommended such writers as Aragon, Cendrars
and Proust, the Purist painters and the review
L’Esprit Nouvean (which it called ‘best in Europe’);
under (2) Prokofieff’s Third Piano Concerto and the
Berlin-published writings of the Serapion Brothers,
i.e. the Petrograd group of novelists which included
Pilnyak and Zamyatin. The cover of the May issue,
the last to appear, shows that while the title and
layout were Constructivist the allegiance expressed
was rather to a mixture of Malevitch and L’Esprit
Nonvean; “Technical object -~ =Economy - Supre-
matist Object’ being the slogan linking a railway
snowplough to a Malevitch circle and square.

Berlin Constructivism

Moholy-Nagy and the first works of German-
Hungarian Constructivism under Lissitzky’'s in-
fluence.

Even before the big Russian exhibition the impact of
Constructivism had been felt by a number of
German-based artists, and by none more powerfully
or more fruitfully than Laszl6 Moholy-Nagy. Then
painting, it seems, partly in a Dadaist, partly in a
geometrical-abstract vein, he must have met Lissitzky
early in 1922; thus Mrs Lissitzky recalls seeing him,
Hausmann, Hannah Hoéch, and the young motor
mechanic Werner Graeff together with Hans Richter
who since leaving Zurich had been working on
scrolls and animated film projects with Viking
Eggeling. These, along with Schwitters from Han-
over, formed the nucleus of German Constructivism,
and to Moholy the Russian example was a revelation:
“This is our century’, he wrote in Ma that May:

technology, machine, Socialism . . . Constructivism is
pure substance. It is not confined to picture-frame and
pedestal. It expands into industry and architecture, into
objects and relationships. Constructivism is the soci-
alism of vision.

Of his fellow-Hungarians in exile Alfréd Kemeény, a
close friend with whom he wrote a kinetic sculprure
manifesto that vear based on that of Pevsner and
Gabo, had just come back from Russia after lecturing
Inkhuk on modern German art; he must therefore
have been aware of the productivist trend. The
sculptor Laszl6 Péri in Berlin was another convert,

while Kassak in Vienna joined Moholy to compile a
‘Book of New Artists’ (Uj miivésgek kinyve) whose
illustrations juxtaposed works of art ranging from
Klee to Constructivism with industrial buildings and
machines in 2 manner not unlike Le Corbusier’s. Yet
another Berlin artist of similar convictions was the
Pole Henryk Berlewi, who had met Lissitzky on his
way through Warsaw and now developed a Moholy-
like form of geometrical painting which he called
‘mecano-fakturen’.

Moholy himself at this point began making
photograms and his characteristically linear,
geometrical photomontages; he also produced some
paintings on metal by the deliberately impersonal
means of ordering them from a sign factory using
coordinates, a colour chart and squared paper. In the
same spirit he wrote (or got his wife to write, since his
German was not very good), an article for the July De
Stijl under the title ‘Production-Reproduction’,
which proposed using the new reproductive tech-
niques directly as artistic media: e.g. cutting one’s
own grooves directly in a master recording disc. Film
also came under this heading, and here he thought the
greatest progress to date had been made by Eggeling
and Richter.

International Constructivism

Van Doesburg’s Weimar period. The Dusseldorf and
Weimar artists’ conferences as creating a form of
‘Constructivist international’ on the eve of the
Soviet exhibition. Alliances of Lissitzky, Van Does-
burg and Schwitters; differences from Soviet Con-
structivism.

From the middle of 1921 Van Doesburg had been
living in Weimar, trying to counteract what he
considered Johannes Itten’s unduly cranky influence
at the Bauhaus; and as a result De $#j/ now somewhat
detached itself from the Dutch movement and
became a more international journal. Van Doesburg
himself was never on the Bauhaus staff, but among
the pupils whom he collected for a De St/ course on
that school’s doorstep were Peter R6hl and Werner
Graeff. In October he published a manifesto by
Moholy, Puni, Hausmann and Arp whose ‘Appeal
for an Elementary Art’ already prefigured some
Constructivist ideas, as indeed had some of the earlier
Dada notions. Then at the end of May he, Graeff,
Richter, Arp, Hausmann, Schwitters, Berlewi and the
architect Cornelis van Eesteren, together with
Lissitzky, all met at a vast International Congress of
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The spread of Constructivism. Another opening from the Book of New Artists, 1922, in which
work by Rodchenko and his school, /fz, faces an early Moholy-Nagy, probably painted in

Berlin

Progressive Artists which the Novembergruppe and
allied societies had called at Dusseldorf.

Like much else to do with the Novembergruppe,
this was evidently a somewhat boring affair
Hausmann indeed walked out — devoted to exhi-
bitions, rates of payment, the art market and the like;
Graeff’s youthful comment being that the members
seemed to be neither international, progressive nor
artists. Lissitzky on behalf of [Vesheh made a statement
against the concept of art as a priesthood and the use
of its works for decorative purposes. Richter spoke
for ‘groups of constructive artists from Switzerland,
Scandinavia, Rumania and Germany’, i.e. Baumann,
Eggeling, Jancu and himself, and also joined with
Van Doesburg and Lissitzky to sign a statement on
behalf of ‘the international fraction of Con-
structivists” which was subsequently published in De
Stijl. This defined art as ‘an implement of the
universal working process’ and the progressive artist

as one who denies and opposes the dominant place of
subjectivity in art, founding his works not on any basis
of poetic arbitrariness but on the principle of new
creation, using systematic organization of means to
achieve universally intelligible expression.

However, the ‘international fraction’ was as yet a
notional scheme, and in July an appeal came from the
Ma group, signed by Kassak, Moholy, Sandor Barta,
the critic Ernst Kallai and others, suggesting that
Veshch, Ma and De Stijl, being evidently kindred
spirits, should form a committee to set up an
‘international organization of creative persons of
revolutionary outlook’. Arp was just then holidaying
in the Tyrol with the Ernsts, the American Matthew
Josephson (for whose magazine Broom Lissitzky had
designed a cover), the Eluards and Tzara from Paris;
and that September he brought Tzara to its meeting.

This was held in Weimar in a spirit, possibly, of
somewhat more levity than that at Disseldorf (one
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incidental aim no doubt being to shake up the
Bauhaus), and its alignments seem to have been:
Zurich Dada — Tzara and the Arps; Berlin Dada —
Mehring; 1Vesheh — Lissitzky; Ma — Moholy-Nagy
and Kemény; De $#7/ — the Van Doesburgs and van
Eesteren; Hanover — Schwitters and Max Burchartz;
plus Graeftf and Richter and some of Van Doesburg’s
students. A ‘constructivist international’ was in effect
set up, with a provisional committee based on Berlin
and consisting of Van Doesburg, Lissitzky, the
Belgian Karel Maes, Richter and Burchartz; though
how far this ever functioned is not clear. The Russian
exhibition in Berlin followed in October; it was held
at the Van Diemen Gallery on Unter den Linden, not
far from the Soviet Embassy, and represented every
trend of the new Russian art from the prewar  Jack of
Diamonds’ group via Kandinsky and Malevitch to
Constructivism; there were also individual exhi-
bitions of Kandinsky, Alexandra Exter and Kozin-
tseva at the Sturm and other galleries during the
course of 1922.

Schwitters, who saw the show at Lissitzky’s
invitation, appears from his catalogue notes to have
been particularly taken with the work of Altman,




Gabo, Malevitch, Rodchenko and the ‘Obmokhu’
sculptor Medunetzky. And from now on there is a
strong Constructivist flavour to all Schwitters’s
designs, including the Merz magazine which he
launched in January 1923. It was also Schwitters who
brought Lissitzky and his work to Hanover, where
the Russian fell in love with Sophie Kippers of the
Kestner-Gesellschaft, found private and industrial
patrons and established his German base, thereafter
collapsing with tuberculosis so that he had to be sent
to Switzerland at the end of 1923.

Yet the Dada spirit was not all that dead, and when
Schwitters and Van Doesburg organized their
manifestations — first in German provincial cities after
the Weimar meeting, then in Holland where Tzara
joined them and Lissitzky came with the Russian
Exhibition — they used the old Dada ingredients:
phonetic poems, insults to the audience, Mrs Van
Doesburg at the piano, and the rest. ‘While the
French were occupying the Ruhr with guns and
tanks’, Schwitters wrote in Merz 7 (subtitled ‘Hol-
land Dada’), ‘we were occupying the Dutch art world
with Dada.” As Merz came in effect to take over from
Van Doesburg’s Dada magazine Mécano there was a
new fusion of the visual austerities of Lissitzky, Arp
and the Dutch with an inspiredly Dadaist sense of
fun. De St/ in this context was becoming less a
movement, more a channel of communication for the
other main currents of the time.

Ehrenburg left Berlin for Prague and Moscow late
in 1923, having completed a number of books
including The Love of Jeanne Ney (‘my sentimental
novel’, he termed it), Trast D.E. and the stories in
Thirteen Pipes. He also wrote some acute reports on
life in Germany : ‘T had spent two years in Berlin’, say
his memoirs,

with the constant feeling of a gathering storm, and
suddenly I realized that the wind had died down. To tell
the truth I was dismayed . . .

Not only would there be no revolution, 1t appeared,
but the émigré publishers were by now bankrupt and
the Russian colony largely dispersed. Some returned
to their own country (Mayakovsky for one arriving
home loaded with Western art publications); others
moved on to Paris.

Back in Russia Alexei Gan, who had made himself
the first theoretician of Constructivism with a
manifesto datelined ‘Moscow-Tver 1922-23°, now
added a postscript to differentiate Sovier Con-
structivism from the views not only of L’ FEsprit
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Nouvean and De Stij/ (which he had evidently
followed) butalso of Ehrenburg and Lissitzky. While
he saw a common postwar tendency at work in
Europe, he objected to its identification with such
figures as Léger, Chaplin, Meyverhold and the music
hall artists, accusing critics outside Russia of ‘not
knowing how to detach themselves from Art’ and
therefore ‘fraternizing’ with it instead: ‘a policy of
conciliation, the endemic malady of the West’. A rival
manifesto published by Merz and De Stij/ was called
‘Against Committed Art’ or ‘Prolet-art Manifesto’,
and directed apparently against Moholy-Nagy.
Signed by Van Doesburg, Arp, Tzara, Schwitters and
his Hanover friend Christof Spengemann, and dated
‘The Hague, 6.3.23° it argued that art, Con-
structivist or not, had no class basis whatever:

The art we want is neither proletarian nor bourgeois,

since the forces developed by it are strong enough to



‘Art and ch‘“m,'u& anew
after (yrnp us’s change of po

1bove |~l".x']"L~ Itten,

successor L.aszlo Mohols

who

Nagy

lett

I

e
192

Belon

The Bauhaus before and
The head of the Basic Course.
dpring

his

influence the whole of culture and not to be influenced
by social conditions.

(=4

Thanks to their conservative liking for old, out-
moded forms of expression and their incomprehensible
aversion to modern art [the proletarians] are preserving
just what their programme demands they should
combat, i.e. bourgeois culture . . . communism is just as
bourgeois an affair as is majority socialism, in other
words capitalism in a new guise.

That June vet another Constructivist magazine,
G (the ‘G’ standing for ‘Gestaltung’ or ‘formation’,
what De S#7/ had meant by ‘beelding’), was launched in
Berlin by Richter with Lissitzky’s support and a
number of new collaborators including Graeff,
Hilberseimer, the Austrian stage designer Friedrich
Kiesler and Mies van der Rohe. The bias of this was
more towards film (Richter) and architecture (Mies
and Hilberseimer), and although modern architecture
in Germany was still almost entirely confined to
paper projects Mies’s down-to-earth attitude gave the
paper a functional emphasis which, while still
politically neutral, ran against the theorizing of De
$ti7/ with its penchant for non-utilitarian art.

Between these divergent Constructivist streams
there were the independents like Willi Baumeister in
Stuttgart, then painting abstract-geometrically,
while Moholy-Nagy too continued working outside
the German groups.

The Bauhaus at Weimar

The Bauhaus’'s abandonment of utopian Ex-
pressionism and pseudo-religions; arrival of
Moholy-Nagy and the policy of ‘Art and Technology
— A New Unity’. Closure of the school on politico-
economic grounds by the new Thuringian provincial
government.

The Bauhaus was meanwhile undergoing a double
transformation. In 1921 the school was still 2 mixture
of Expressionism and Arts-and-Crafts, its architec-
tural style being set by the Cubist-romantic Som-
merfeld House which (;rop]m and his partner Adolf
Mever built in Berlin, while its members from the top
down were susceptible to pseudo-oriental cults and
wandering prophets like the ex-champagne salesman
and self-proclaimed superman Louis Haeusser who
lectured there that year. Plievier, who came to the
Weimar youth hostel a few months later as a
preaching Tolstoyan, recalls several such peripatetic
‘Inflation Saints’, as he termed them: Leonhardt
Stark (a hippy figure depicted in Hans Wingler’s big




Bauhaus book), Christ II, Zarathustra, Genghis
Khan and other fringe mystics of the time. The
unworldly credulousness then prevailing, like the
vegetarian diet imposed on the school’s kitchens, was
traceable above all to the influence of Itten, and it
seems to have been with this in mind that Gropius’s
partner Adolf Meyer, though not himself involved in
the running of the school, helped Van Doesburg to
establish his unofhcial course.

Oskar Schlemmer, who had taken over the wall-
painting workshop at the end of 1920 and was himself
strongly influenced by Carra, is a good barometer for
the ensuing change in Gropius’s own attitude. After
feeling initally that the Bauhaus was ‘a beautiful
fagade’ with no real results to show, Schlemmer came
by the end of 1921 to regard Itten and Gropius as
opposite poles:

On the one hand, the influence of oriental culture, the

cult of India, also a return to nature in the Wandervogel

[or youth-hostelling] movement and others like it; also

communes, vegetarianism, Tolstovism, reaction against

the war; and on the other hand, the American spirit

[ Amerikanismus), progress, the marvels of technology

and invention, the urban environment.

Another six months, and the diet was back to
normal; Itten had agreed to leave, and Schlemmer
could sum up: ‘Retreat from Utopia. . .. In licu of
cathedrals the machine for living in. In short, retreat
from mediaevalism’. To a great extent this must have
been due to the influence of Van Doesburg (along
with the writings of Le Corbusier), but Gropius
thought the former too opinionated to put in Itten’s
place; and after the Dada-Constructivist meeting he
seems to have stopped giving his course and played
no more part at the school. The balance of the
teaching altered further with Kandinsky’s arrival to
take over wall-painting in the middle of the year; this
allowed Itten’s functions in the sculpture and
woodworking departments to be assumed by
Schlemmer, and by the end of 1922 Gropius had
decided to get rid of Itten altogether and bring in
Moholy-Nagy instead. The crucial changeover took
place in the spring of 1923, Moholy then taking
charge of the Basic Course and the metal workshops,
and thereby becoming the almost exact opposite
number to Rodchenko at the Vkhutemas. Schreyer
too left at this time, his theatre workshop being put
under Schlemmer, who made it one of the most vital
parts of the school.

Gropius’s political position was now one of
avoiding any kind of embroilment with the parties,
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(2) Two houses. Above: house by Gropius and Adolf Meyer for the .
Berlin builder Adolf Sommerfeld, 1921. Be/on: exhibition house of
1923 by Adolf Meyer and Georg Muche

whether Left or Right. This he felt to be the best way
of safeguarding the school’s existence against the
kind of reactionary attacks to which it had been
subjected, even though thev had largelv subsided
since the election of a new Thuringian Landtag in the

autumn of 1921. For about two and a half yvears
thereafter the province had a Socialist government
backed by the Communists; the Education Minister
was a former Independent Socialist called Max Greil,
while the school’s syndic (or administrator) Alfred
Lange was likewise a member of the SPD. On May
Day, 1922, Gropius’s monument to the dead workers
was officially unveiled. All the same the new
government was anxious for the Bauhaus to justify
itself in the public eye, and began pressing it to hold
an open show, not least in view of the complaints of
such international journals as De S#ij/ and L’ Esprit
Nonvean who found it too decorative and in-
dividualistic. The result was the Bauhaus Exhibition
of August and September 1923, which almost exactly
coincided with the climax of the inflation. Here
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Gropius announced the school’s change of line under
the slogan ‘Art and Technology —a New Unity’, and
from now on he seriously concerned himself with
trying to market its products.

Herbert Bayer was commissioned to design one-
and two-million Mark banknotes for the state; under
Mobholy’s direction the first Bauhaus Books appeared.
The typography became functional or Con-
structivist; an experimental house (by the painter
Georg Muche) was built with an austerely rect-
angular appearance and a flat roof; Marcel Breuer,
still a student, designed some De S#jl-like chairs;
Schlemmer and his class painted murals in the school
buildings. In the exhibition itself, which flowed over
into the Provincial Museum, there was a show of
advanced architectural designs including Mies van
der Rohe’s project for a glass skvscraper thirty
storeys high, while a ‘“Bauhaus Week’ of entertain-
ments featured Schlemmer’s Triadic Ballet with its
globular doll-like costumes and Kurt Schmidt’s
Mechanical Cabaret to a score by Stuckenschmidt as
well as more orthodox modern works. All this had an
effect far bevond the immediate public relations
objective. For even though traditional crafts like
weaving and pottery continued to play a major part in
the school’s work such things as Joost Schmidt’s
typography and the metal workshops’ first electric
lamps only date from now.

Though the change of direction was permanent,
the improvement in the school’s fortunes was short-
lived. After the decision of the KPD to enter the
Thuringian government in October 1923 and the
failure of the rising which was supposed to follow,
the army moved 1n, the government fell and the
provincial assembly was dissolved. Not only was
Gropius’s flat searched by the troops but he even had
to apologize to General von Seeckt for complaining.
The ensuing elections returned a predictably right-
wing assembly dominated by a so-called law-and-
order alliance of the nationalist and liberal parties
whose election manifesto had singled out the
Bauhaus as a threat to the middle class. Try as he
might to remain ‘unpolitical’ there was not much that
Gropius could do. Backed now not merely by a group
of eminent German ‘Friends of the Bauhaus’ but also
by the different Constructivist groupings and
L’Esprit Nouvean, he could only fight a rearguard
action. In September the new government gave the
whole staff notice; in December the budget was cut to
an unworkable level; by April 1925 the school must
close down or move.

Grosz and political art

Evolution of the Malik-Verlag group. George
Grosz's abandonment of Constructivism in favour
of political cartooning on the one hand and a gallery
contract on the other. Development of Schlichter,
Heartfield and others into committed Communist
artists.

Further to the Left were those who were neither
surprised by the final failure of the revolution nor
quite so innocently outraged at the results. As long
ago as September 1919 Johannes R. Becher had
dismissed the German revolutionary proletariat as
interested only in material things, arguing according
to Kessler that ‘a communist revolution in Germany
would only be feasible once links were established
with Russia, using Russian leaders and Russian Red
Guards’. A period of unpolitical writing ensued,
during which (so Becher later said) he could easily
have moved to the Right like Gottfried Benn; police
records show that despite his KPD membership he
paid no political dues between 1921 and 1923. Then
came what he called the ‘caesura’ in his work, when
he joined a party cell in Berlin, to emerge with the
book Vorwarts, du Rote Front! in 1924 as a still
windily rhetorical but now wholly committed
communist writer:

All you artists who during the four war years
fought with such courage, endurance and
integrity against the madness of war,

vou revolutionary singers when November began,
where are you now?

Grosz, to whom this kind of hectoring Whit-
manese was quite alien, was extremely productive in
1922—3, publishing such albums as Das Gesicht der
herrschenden Klasse (‘The Face of the Ruling Class,
which Lenin liked), Abrechnung folgt! and Ecce Homo,
and illustrating no less than twenty-one books
including the masterly version of Tartarin de Tarascon
designed by Heartfield. The Malik-Verlag survived
the currency reform by turning itself into a limited
company with capital from the Argentine grain
exporter Felix J. Weil, a patron of Grosz’s who also
founded the Frankfurt Institut fir Sozialforschung in
1923; Herzfelde moved the firm into West End
premises with a special gallery for Grosz’s work, to
become a major publisher of Russian and other left-
wing fiction. Once again he and Grosz were
prosecuted, this time for the alleged obscenity of Fcece
Homo; though defended by the deposed KPD leader



Paul Levi and supported by distinguished witnesses
from the art establishment they were fined 6oco (new)
Marks.

By then however Grosz too had undergone a
radical change. How far the disillusionment of his
Russian trip contributed to this, how far his new
domesticity, how far sheer over-commitment is
difficult to say; but during 1923 he accepted a
contract from the smartest of Berlin dealers, Alfred
Flechtheim, who gave him a show that year including
sixteen of the large watercolours which he was now
beginning to paint. The next spring he made his first
postwar trip to Paris, where he met such newcomers
as Pascin (returned from America), Masereel (from
Geneva) and Tucholsky (just moved from Berlin).
Masereel’s dealer Joseph Billiet introduced Grosz’s
work there in the autumn, and for a while one part of
him seemed to be on the fringes of the Ecole de Paris.
From then on his big watercolours came to relate as
much to ‘Society’ as to society, and the line in his
drawings visibly softens up.

At the same time the other half of Grosz appeared
to be going further to the Left. In mid-1921 the
Novembergruppe had allowed the Prussian Ministry
of Culture to ban paintings by Dix and Schlichter
from the big exhibition in the Lehrter Bahnhof, and
an ‘opposition’ thereafter split away, including also
Grosz, Hausmann, Hannah Hoéch and Schlichter’s
Karlsruhe contemporary Georg Scholz, to announce
its ‘solidarity with the proletariat’. “The aim’, said
their statement in Herzfelde’s Der Gegner,

must be to abolish the trade in aesthetic formulas either
by means of a new objectivity (Gegenstandlichkeit) born
of a revulsion against bourgeois society and its methods
of exploitation, or else by conducting preparatory
experiments in non-objective optics which likewise
reject the aesthetics and society in question with the aim
of discarding individuality in favour of a new human
type.

For Grosz this almost Constructivist position did
not last long; for his last mechanical-constructive
collages appeared in the album Mi# Pinsel und Schere
(With Scissors and Brush) in 1922, and he is a notable
absentee from all the Constructivist debates in that
yvear; nor did he care for the non-objective works in
the Russian exhibition. He had already nailed his flag
to the mast with his statements that ‘art today is an
utterly secondary affair’, that the artist should get out
and help the workers so as to become himself ‘a clear,
healthy worker in a collectivist society’, and above all
that (in contradistinction to Leonhard Frank’s
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Grosz for the well-to-do. His new dealer Alfred Flechtheim,
portrayed by Ortto Dix in 1926. Now in the West Berlin National
Gallery

famous wartime book Der Mensch i5¢ gut) “der Mensch
ist nicht gut - sondern ein Vieh!”: Man isn’t good,
but disgusting. Mayakovsky evidently met Grosz in
Berlin through the Malik-Verlag, and took three
books of his drawings back to Russia, publishing
some of them in [LEF; while Grosz also identified
himself with the appeals of the IAH and did some
drawings for it. A little later he embarked on political
cartooning, lithographing with a brush and spray
technique rather than the old venomously exact pen,
for a new KPD satirical journal called Der Kniippel
(The Truncheon, a descriptive title) which appeared
under Heartfield’s editorship in 1923.

Schlichter, a much underrated draughtsman,
joined him in this work, as did Hans Bellmer, a
Dresden artist then following in Otto Dix’s toot-
steps, and Grosz’s own brother-in-law Otto Schmal-
hausen. Thereafter a new ‘Red Group’ of KPD artists
was formed in June 1924, with Heartfield and
Schlichter as its secretaries and Grosz in the chair.
Among its members were Dix, Otto Nagel and the
Dresdener Otto Griebel, yet another former Dadaist.
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A new naturalism

Conscious emergence of a ‘new naturalism’ or
Verism in the painting of Dix and Beckmann.
Contacts of the new Munich realists with 1talian
groups, including the Fascist-favoured Novecento.

When Lissitzky and Arp compiled their book on the
-Isms during the former’s Swiss convalescence, they
chose to describe ‘Verism’ by a definition borrowed

from Grosz:
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In 1922 the Berlin art magazine Das Kunstblatt had
detected ‘a new naturalism’ arising from the ashes of

1

Expressio in 1923 G. F. Hartlaub, director of

municipal gallery at Mannheim, began soliciting

Sm

the
works for an exhibition that would display a clear-cut
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ittitude to what he termed ‘a positively tangible

others to
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reality’. He cast his net wide, writ

Lissitzky, who however refused to show in anything

ut a2 Russian exhibttion, as well as to Grosz, Dix,
Schlichter, Max Beckmann and Georg Scholz. Dix by
then had gone through a more or less ‘proletarian’

Grosz for the proletariat. A page
from Heartfield’s magazine Der

Knippel i1/4, 25 July 1924

period (embracing his first portrait of his parents)
before being taken up by the Disseldorf dealer
Johanna Ey; moving to that city he had gone over to
the themes by which he is best known: portraits with
a technical-professional setting, paintings of social
(largely night-) life like a cruder version of Grosz’s
drawings, and war paintings and etchings that are
either horrifyingly expressive or creepily surreal.
Beckmann too in Frankfurt was going his own
patient, isolated way.

At the same time Hartlaub turned to the two artists
who in 1922 were most under Italian influence: the
Munich painter Carlo Mense, contributor of an
Expressionist Madonna to Herzfelde’s Newe Jugend,
who that year showed under Valori Plastics’s auspices
in Milan, and the former Freze Strasse collaborator
Georg Schrimpf, who was also in Italy and in touch
with Carra. Though on the surface this kind of
painting had nothing to do with the newly estab-
lished Fascism (hitherto much more logically iden-
tified with Marinetti’s brand of combative bombast),
the Novecento Group which developed from it in
1922, with tame neo-classicists like Funi and Casorati
supported by the critic Margherita Sarfatti, was to
enjoy Mussolini’s personal approval and become the
cradle of official Fascist art.




End of theatrical Expressionism

Abandonment of Expressionism on the German
stage: Brecht, Pirandello, changes in Kaiser and
Barlach. Piscator enters the Berlin Volksbihne.
Meyerhold in Russia: theatrical Constructivism and
‘biomechanics’; his recruitment of Eisenstein and
Tretiakoff, leading to Engineer Glumov’s Diary and
Gasmasks, two signposts for the cinema.

Both in Germany and in Russia the theatre too
reacted — dramatically is perhaps the word - to the
same assorted stimuli. Though Expressionism still
had a good grip on the German stage as late as 1922
(for the more complex a medium is, the longer it takes
to absorb new movements), Brecht’s first staged play
Drums in the Night was instantly seen by the more
far-sighted as significant both for its novel language
and for its comparative realism. With this (so his next
two plays showed) went a much more restrained form
of staging and a new, low-toned, down-to-earth
décor; and in the box-office crisis of 1923 a whole
group of the voung Munich innovators — Brecht the
writer, Erich Engel the director and Caspar Neher
the designer — was invited by Reinhardt to Berlin. So
for that matter was the Rhinelander Carl Zuckmaver,
whose writing at this point was still somewhat
Expressionistic and confused. Iwan Goll too, who in
Paris had written four outstanding short German
absurdist ‘superdramas’ in the Apollinaire tradition

Die Chaplinade, Die Unsterblichen, Der Ungestorbene and
Methusalem, der ewige Biirger, saw three of these
published by Kiepenheuer, while in 1922 the last-
named was due to be staged in Kénigsberg with

The Verist Dix. Death and
Resurrection, a painting of
1922 reproduced in L’ Espriz
Nouveau no.20 and
subsequently lost from view

85

costumes by Grosz, though for some reason this plan
fell through.

The real turning point here was Georg Kaiser’s
‘people’s play’ or ‘Volksstuck 1923’ Nebeneinander,
which had its Berlin premiere on 3 November 1923,
two weeks before the currency stabilization. Kaiser
had previously been thought of as an Expressionist,
but in this key work his curt, comic dialogue served a
lighthearted story of the Berlin inflation, centring
round the tragic figure of an idealistic pawnbroker. It
too was among the few plays designed by Grosz, and
it introduced another new director, Berthold Viertel,
then briefly running his own company ‘Die Truppe’.
‘Georg Kaiser’, said the review in the We/thiihne, ‘has
left the cloud that used to surround him, and landed
with both feet on the earth.’

The same vear Barlach’s plays found their first
effective director, with Jirgen Fehling’s production
of Der arme Vetter, another work that is a far too
subtle mixture of comic and tragic to seem at all like
an Expressionist play. Then in 1924 Reinhardt
himself came back from Vienna to stage a succession
of brilliant non-Expressionist productions, including
Shaw’s §¢ Jsan and Pirandello’s Six
Search of an Author; William Dieterle directed the
Goll Methusalem (but without Grosz’s designs); while
Brecht’s Munich production of Edward I introduced
a fresh way of looking at the classics. That spring
Piscator established himself at the Volksbithne with
his politically committed, documentary production
of Paquet’s ‘epic’ play Fahnen, which no other

Characters in

director had been prepared to tackle. And finally on
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16 July, having served just one day less than his
sentence, Ernst Toller at last left gaol.

Though Piscator always denied any Russian
influence in his formative period Ehrenburg claims to
recall Mayakovsky in Berlin talking to him about
Meyerhold’s theatre. The Soviet company which was
actually seen in Berlin (and in Paris) during 1923 was
however Alexander Tairoff’s much less radical
Kamerny Theatre — his book too was published in
Germany that year with a cover by Lissitzky — nor did
its programme include The Man who was Thursday,
with its influential Constructivist setting by Vesnin,
which was staged in Moscow only that December.
What Meverhold was doing at this time was
attempting to assimilate the language of productivist
Constructivism into the theatre. Possibly it was the
pressures of NEP which gave him good economic
reasons for leaving the back wall of his stage exposed,
using objects (Veshch, Gegenstand) rather than a
full-scale set, and giving his actors dungarees to wear
instead of costumes. But visually the result stll seems
breath-taking: Popova’s wooden structure for the
Belgian writer Crommelynck’s rustic-sexual farce
The Magnificent Cuckold, with its rotating mill
machinery; Stepanova’s scattered bits of apparatus
for Sukhovo-Kobylin’s nineteenth-century satire
Tarelkin’s Death; then in 1923 Popova’s last major job
(aged only 35, she died in May 1924) The Earth in
Turmoil, an adaptation of the verse play La Nuit by
the French pacifist- Communist Marcel Martinet, this
time with real utilitarian objects on a bare stage, and
realistic costumes.

To go with his now almost functional approach
Meyerhold had devised for his students a technique
of acting which he termed ‘bio-mechanical’. Practi-
cally speaking it seems to have involved a large
admixture of gymnastics and circus-like acrobatics,
and to have been particularly successful in grotesque
and slapstick contexts. Theoretically it was related to
the experiments in what we should now «call
ergonomics being conducted in the bio-mechanical
laboratory of Gastev’s Institute for the Scientific
Organization of Work and the Mechanization of
Man. Gastev was the former Proletkult poet who also
launched a campaign against time-wasting ; he wrote
his instructions to workers in telegraphic style and
has been credited (if that is the word) with inspiring
the characteristic Soviet abbreviations, of which
Inkhuk for Institute of Artistic Culture and Mezhrab-
pom for International Workers’ Aid are among those
relevant to this book.

Just around this time Meyerhold recruited two
new collaborators. First Eisenstein, who had been
working with the Proletkult Theatre, joined him in
1922 as a designer (for an unrealized production of
Shaw’s Heartbreak House) and worked as his assistant
on the production of Tarelkin’s Death. Then during
the same year the slightly older Tretiakoff arrived in
Moscow from the Far East, where he had been
deputy Minister of Education in the Far Eastern
Republic and managed the state publishing house.
After helping to write Meyerhold a revue which was
not publicly performed, he went on to adapt the
translation of the Martinet play, cutting it (he said) by
35 per cent, removing rhetoric and over-elaborate
psvchology, substituting real speech-rhythms for
those of the verse and creating a ‘speech-montage’ in
which the important sentences were stressed so as to
make ‘poster phrases’. After its production both
Tretiakoff and Eisenstein moved over to the
Proletkult’s First Workers’ Theatre (which was
actually the ballroom of a private house), taking with
them the actor Grigori Alexandrov with whom
Eisenstein had been developing a still more radical
theory of acrobatic acting.

Already before leaving Meyerhold these three had
started planning a centenary production of
Ostrovsky’s Enough Simplicity in Every Wise Man,
which Tretiakoff’s ‘free text composition’ now
updated so as to make the central figure Glumov
(played by Alexandrov) into a Paris émigré who
returns to Russia to take advantage of NEP. Using a
minimal set, Eisenstein staged this in March 1923 in
slapstick circus style, with acrobatics, a tightrope act
over the audience’s heads, female impersonations and
musical parodies, finishing up with a 120-metre film,
Engineer Glumov’s Diary, which Eisenstein made in
one day with Alexandrov and his fellow-actor Maxim
Straukh. The show opened with Tretiakoff explain-
ing the story - necessary, said one critic, since ‘the
play is structured without a basic plot and com-
plications - along the straight line of the slow
unfolding of the path of events’ — and closed with
Eisenstein’s appearance on the screen, bowing to the
audience’s applause.

A second collaboration followed the same autumn,
when Tretiakoff wrote another piece called Listen
Moscow, which Eisenstein again staged: an ‘agit-
guignol’, this time celebrating the expected success of
the German October risings, and timed with in-
appropriate optimism to be performed on 7 Novem-
ber, actually two days after Hitler’s ‘beer-cellar




Right: End of the German
Expressionist theatre. Georg
Kaiser’s Nebeneinander staged
in Berlin by Berthold Viertel,
1923, with sets and costumes
by Grosz. Belon': Meyerhold
and the Constructivist
‘object’. Tarelkin's Death,
designed by Rodchenko’s
wife Stepanova in 1922
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putsch’. Finally at the end of February 1924 the
Proletkult put on Gasmasks, a further short agit-
ational ‘melodrama’ based by Tretiakoff on a
newspaper report and staged by Eisenstein inside a
Moscow gasworks. The grandeur of this real-life |
serting, for Eisenstein, so contrasted with the |
unrealities of the play that, in his famous phrase, ‘the
cart fell to pieces and the driver dropped into the
cinema’. As for the playwright, he dropped into a
chair of Russian at Peking University, where he
remained for the next two years.

La Creéation du monde, Hindemith,
mechanical instruments

Music and the smaller festivals. Spreading in-
fluence of Schonberg (especially Pierrot lunaire)
and Stravinsky (L ‘Histoire du soldat). Milhaud and
the impact of jazz; Antheil and machinery. Ques-
tions of scale: Hindemith’s ‘chamber music’,
Stravinsky’s alienation from Diaghileff. The appeal
of mechanical instruments.

At the same time there was a considerable shift of
balance in the musical world, thanks largely 1o the
new international traffic. As yet this did not greatly
affect Russia, where no interesting composers had
emerged and such experimenting as there was took
place more on the social-industrial plane: for
instance, the creation of the Persymfans conductor-
less orchestra which gave its first concert in February
1922, and the organization of a factory-siren concert
at Baku that autumn. Moreover Stravinsky’s works
since Petrouchka were curiously shunned in his own
country, though the absent Prokofieff was better
appreciated, Mayakovsky for one admiring his
works. But certainly Germany and Austria at this
point became a lot more important on the musical
scene.

In part this was due to the new institution of avant-
garde festivals: both those of the International
Society for Contemporary Music, which was founded
in 1922 as an offshoot of Max Reinhardt’s revived
Salzburg Festival, and the Donaueschingen chamber
music festivals which began under the patronage of
Prince Fuerstemberg the previous year. These latter
introduced the work of such young composers as
Ernst Krenek, then a student under Schreker in
Berlin, and Paul Hindemith, the viola player of the
Amar Quartet from Frankfurt, where Hermann
Scherchen was now conducting and organizing the
museum concerts. The work of the Vienna school too



now began to circulate, for in the summer of 1922
Poulenc and Milhaud came to see Schonberg
together with the singer Marya Freund, played him a
four-handed arrangement of Le Boeuf sur le toit and
discussed Pierrot lunaire, which had recently had four
performances in Vienna and which they now tried
out in both French and German; to his brother-in-
law Alexander Zemlinsky, who meanwhile was
setting up a Prague branch of the Verein fiir
Musikalische Privatauffuhrungen, Schonberg wrote
afterwards that Milhaud, like him or not, was by no
means ‘insignificant’ (as Zemlinsky must have
suggested) but highly talented and ‘the most signi-
ficant representative of the school now prevalent in
all the Latin countries, polytonality’.

Outside Vienna Schonberg’s current  pre-
occupations were as yet barely known but the prewar
Pierrot lunaire now began a triumphal progress,
being performed not only in Prague but also under
Scherchen at Winterthur in Switzerland, again at the
Berlin Hochschule fiihr Musik in October, and then in
December under Milhaud at the Théatre des Champs-
Elysées. L'Histoire dn soldat, its (almost literally)
opposite number, written on a similar scale, had its
first German performance under Scherchen in
Frankfurt in June 1923, followed by one at the
Bauhaus Week, which also included first perfor-
mances of works by Busoni, Hindemith and Krenek;
Stravinsky himself came to this, and thereafter was
increasingly often in Germany. Just before, Kan-
dinsky had written to Schonberg to ask if he would
come as director of the Musikhochschule in Weimar
and help widen the Bauhaus’s range. However,
Schonberg had heard from Mrs Mahler that two of
the others there (the names have been charitably
expunged in Erwin Stein’s edition of his letters) were
anti-semites. And from his anger it appears that
Kandinsky must have excused them, blaming the
Jews for Communism and citing the Protocols of the
Elders of Zion.

In Paris the organizer of the remarkable series of
concerts in which Pierrot lunaire was included, along
with Stravinsky’s recent works, Alois Haba’s
quarter-tone music and Billy Arnold’s band, was
Marya Freund’s son Jean Wiéner, a composer who
played the piano in the Rue Duphot nightclub
patronized by Cocteau and his friends and christened
by them Le Boeuf sur le toit after Milhaud’s piece.
Wiéner (whose name means ‘Viennese’) himself
wrote sophisticated jazz (for example Toccata Dance
and Sonatine syncopée), but he was a good enough
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Revolutionary music in Baku, 1922. Conducting a concert of
factory hooters in the open air

pianist to play Schénberg and Stravinsky in the
concerts and had been a fellow-student of Milhaud’s
at the Conservatoire. Milhaud for his part seems to
have got to know a more authentic kind of jazz
during his visit to the United States carlier in 1922;
for he came back having heard not only Paul
Whiteman but also an evidently more interesting
band at the Hotel Brunswick in Washington, and
aboveall the New Orleans jazz currently being played
in the Capitol on Lenox Avenue in Harlem. With
him he brought negro jazz recordings under the
Black Swan label and jazz tutors from The Winn
School of Popular Music.

Having been commissioned to collaborate with
Cendrars and Léger on a work for the Swedish Ballet,
he at once contacted both men and, he says, ‘remained
more closely in touch with my collaborators than for
any other of my works’. Cendrars at this point had
just compiled his Anthologie négre; 1éger, who had
designed Skating-Rink to Honegger’s music for the
company’s previous season, shared the common
Cubist interest in negro art; Milhaud wanted to use
the jazz style and the scale of orchestra heard in
Harlem. The result was L.a Création du monde, which
had its premiere in October 1923, one of the best and
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least superficial of the ‘serious’ adaptations of the jazz
idiom, despite its somewhat artificial remoteness
from the contemporary urban context where that
idiom was properly at home. Sharing the bill with it
was a ballet by Cole Porter called [¥ithin the Quota ~
about a Swedish immigrant trying to enter the United
States - whose story and almost pop-art setting were
by the expatriate American artist-cum-socialite
Gerald Murphy, follower of Léger and friend of
Porter and Scott Fitzgerald.

Immediately before, a piano recital was given by
the young Polish-American George Antheil, who
had come to Europe in the wake of a girl and now
plaved his own Airplane Sonata, Mechanisms and other
works in front of Léger’s set. He told his friends that
he was writing a Ba/let mécanique for which he wanted
a ‘motion-picture accompaniment’: an idea that
Léger was soon after to take up. Satie, who was also
there, added that he too was going to write a
mechanical ballet -~ to be called Relache. As for
Antheil’s ‘Musico-mechanico Manifesto’, which was
published in De S#7/, its subject was not so much
machine noises as the future replacement of the
orchestra by ‘vast music machines in every city’
whose outpourings would ‘open a new dimension in
man’, create new psvchic rhythms and make the
people vibrate: an all too prophetic view.

Jazz was likewise being used at this time by
Hindemith. He had heard a certain Sam Wooding in
1921 (presumably in Germany) who had come, in
Heinrich Strobel’s words, as ‘a revelation’; Hin-
demith accordingly included jazz movements -
foxtrot, shimmy and the like — in his Kammermusik op.
24 no. 1 and the 7¢22 suite for solo piano. Among the
various voung central European composers heard at
Donaueschingen, who tended to operate within the
same economical ‘Kammermusik’ framework and
reflect similar neo-classical and polyphonic in-
fluences, Hindemith stood out for his extreme fluency
and instrumental skill. What is more, he was a
comedian, which perhaps made him even more
exceptional. In L’Esprit Nouvean Adolf Weissmann,
the Berliner Tageblatt critic, presented him to French
readers as an unsentimental sceptic, while Stravinsky
welcomed him as representing ‘a principle of health
and luminosity among so much darkness’. For
Stravinsky had become largely preoccupied with
analogous questions of scale and economy of means,
which took him in a different direction from the
Diaghileff ballet, though for a time he still worked
with it on its classical revivals.

Thus when Diaghileff mounted Renard and the
equally small-scale chamber opera Mavra at the Paris
Opéra in June 1922, the former with a marvellously
simple vet evocative setting by Larionov, they were
lost in the vast house with its audience of wealthy
balletomanes. The Wind Symphony for a dozen players
was likewise misplaced in the framework of a
Koussevitzky concert; in fact both it and Mavra
satisfied their composer only when performed in Jean
Wiéner’s series. And similarly with Les Noces, which
Stravinsky, after scoring two scenes for a com-
bination of mechanical piano, mechanical organ and
two czimbaloms, orchestrated in 1923 for four pianos
and percussion: for he wanted it to be a ‘divertisse-
ment’ like L’ Histoire du soldat, with the musicians
visible on the stage, rather than a quasi-
anthropological examination of marriage customs
(executed, as it turned out, in somewhat bio-
mechanical style). Diaghileff, so Stravinsky was to re-
call later, ‘could never stomach’ L.’Histoire du soldat,
and from this point the two men drifted apart. Not
that Stravinsky’s experiments at a less grand level
were altogether successful, for when he orchestrated
some of his pieces for a Paris music hall sketch in
1921 the band’s sloppy treatment of his work,
degenerating as the show progressed, convinced him
that such establishments were not to be trusted. But
he did become seriously interested in mechanical
music, and the firm of Pleyel now gave him a studio in
which to work on pianola-roll recordings for their
Plevela mechanical piano. Indeed the second Wiéner
concert in the winter of 1922 was devoted to
Stravinsky’s own pianola version of Le Sacre du
printemps.

Architectural beginnings

New ideas in German architecture and planning;
their first realization at Celle. Taut at Magdeburg.
Le Corbusier’s La Roche house in Paris.

Inarchitecture the economic problem remained domi-
nant, and although there were some major new
commercial buildings, like Erich Mendelsohn’s
stores and offices in Germany, it was only in Holland
that they reflected the post-Expressionist develop-
ments. Perhaps the most important single event in
this field was the introduction by the Socialist
municipality in Vienna of its Wobnbaustener or
housing tax, which allowed a large-scale rehousing
programme to be started in September 1923. Le
Corbusier’s scheme for a ‘Contemporary City’ of
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Mechanical music. The Pleyela player-piano as taken up by
Stravinsky and featured in L’ Esprit Nouveau no.z2

three million inhabitants, shown at the 1922 Salon
d’Automne, remained a project only, with its tower
blocks, urban motorways and generous open spaces,
as did the architectural exhibit mounted by Van
Doesburg and van Eesteren at L’Effort Moderne the
following vear. This was in effect the swansong of De
Stz7/ as a movement, though the magazine itself
struggled on.

In Magdeburg in northern Germany the utopian
theorist Bruno Taut, one of the founders of the Berlin
Arbeitsrat, became chief architect to the Socialist
municipality in 1921. He was only able to build one
important building, an exhibition-cum-market hall,
and the rest of his work remained on paper. Helped
by a group of left-wing artists, however, he launched
a scheme for introducing colour in the streets,
painting fagades, kiosks and trams with gaudy
abstract designs and encouraging the populace to do
the same in residential districts. The reception was
mixed, Ehrenburg for one reporting with a shudder
that ‘we have become too sober’ for that kind of
visual affront. Certainly the effect seems to have been
to sober Taut himself up, for he resigned in 1923 and
e Wobnung, a sensible, instructive book
on home planning and furniture which sees any real
improvement in taste as being bound up with the
liberation of women. There was also another city
architect who had visited Magdeburg and that year

)

wrote Die »

embarked on a more effective programme of rehous-
ing: Otto Haesler at Celle near Hanover. His
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‘Italienischer Garten’ estate was the first of its kind in
Germany; and other schemes by him followed.

In Russia there was just a handful of modern |
constructions in the All-Union Agricultural Exhi-
bition the same year, notably Konstantin Melnikov’s
Mahorka tobacco pavilion. In Paris Le Corbusier had
no following in his profession and no hope of any
official jobs, but in 1922 he went into partnership
with his cousin Pierre Jeanneret to build his first two
postwar houses: one for Ozenfant in 1923, then the
double house for his own brother Albert and the
Swiss banker Raoul La Roche which was completed
in 1924. This was virtually an embodiment of
L’ Esprit Nouvean, since not only was Albert Jean-
neret that magazine’s main music critic and La Roche
one of its backers, but the heart of their house was a
gallery for the paintings which La Roche had bought.
These came mostly from the Purist exhibitions and,
on Ozenfant’s and Le Corbusier’s advice, from the
sales of Kahnweiler’s confiscated Cubist paintings
(under the heading ‘Vente des Biens Allemands’) in
the second half of 1921.

End of Paris Dada

Accusations of chauvinism cause collapse of André
Breton’s Congrés de Paris; decline of Dada. Its final
fling with Relache, another signpost for the cinema.

[t is symptomatic, perhaps, that in the year when the
first international congresses and festivals of the
modern movement were being held in the German-
speaking countries the plan to mount one 1n Paris
should have failed. For although that city could
absorb almost anything and anyone on its own terms
the ineffectiveness of the political Left, combined
with the dependence of the arts on the patronage of a
still largely aristocratic Parisian élite, imposed a
certain parochialism which was to become increas-
ingly cramping. The plan in question was for an
‘international congress to determine directions and
defend the modern spirit’, and it was launched by
Breton at the beginning of 1922 with the support of
Auric, Delaunay and Léger, Ozenfant, Paulhan and
Roger Vitrac, they being leading representatives
respectively of ‘Les Six’, the former Cubists,
L Esprit Nonvean and La Nouvelle Revue Frangaise.
This was a powerful front, even if it self-evidently
contained no foreigners.

However, some of Breton’s Dada friends saw so
ambitious an undertaking as inconsistent with the
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spirit of their movement, and Tzara for one decided
to take no part. At that Breton and all his fellow-
organizers except Paulhan issued a press statement
warning the world against ‘the actions of a character
known to be promoter of a so-called movement
originating in Zurich’. Among those outraged by
such apparent xenophobia were Satie, Eluard and
Ribemont-Dessaignes, who joined Tzara in summon-
ing a meeting at which over forty signatories,
including Brancusi and many other foreign-born
artists or writers, protested at the phrase ‘originating
in Zurich’ and formally withdrew their confidence
from the congress. Paulhan thereupon said that the
NRF could no longer be involved, and in April
Ozenfant had to tell Breton that the plan was off.

Dada at this stage was dormant; Li/térature was
losing subscribers; Breton had become interested in
table-turning and other spiritualist occupations. It
was just the opposite of what was happening at the
Bauhaus. ‘Let it not be said’, wrote Breton that
September, while Tzara was away among the
Constructivists at Weimar, ‘that Dadaism served any
end but to maintain us in that state of perfect
availability in which we are and from which we shall
now move lucidly away to that which is beckoning
us.” If this new vocation meant that the movement
was virtually over it was not to fall apart bloodlessly.
On 6 July 1923 a Russian émigré manifestation
organized by Zdanievitch was billed to include not
merely an assortment of avant-garde items such as
short films by Richter, Man Ray and the American
Charles Sheeler, all to a piano accompaniment by
Antheil, but also some poems by Cocteau and Tzara’s
short play e Coenr a gag. This was violently and by all
accounts unprovokedly broken up by Breton and his
friends (Eluard having meanwhile changed al-
legiance); the police were called inj Tzara sued for
damages, and Dada was visibly at an end.

All the same its spirit had one last posthumous
fling at the Théatre des Champs-Elysées, when in
1924 Picabia, despite the modishly decorative trend
in his painting at this time helped to turn Satie’s ballet
Relache into the major French Dadaist work. This was
partly due to the absence in Brazil of Cendrars, who
had sketched out the first scenario and called it merely
Apreés-diner. Picabia took the project over under the
new mystifying title — which means ‘No performance
tonight’ and looked good on the posters and press
advertisements — devised a unique setting of lamps
and reflectors to dim or brighten in accordance with
the music, and wrote a short interlude film in which
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he got Satie, Duchamp and Man Ray to act with the
Swedish Ballet’s principal dancer Jean Borlin. The
film was made in three weeks that June by a young
writer whom Hébertot had recruited as a film critic
for his magazine Le Théatre at the end of 1922. It was
called Entr’acte and its maker was René Chomette,
otherwise known as René Clair.

1921-3: Summary

The turning point summarized: ending of the pre-
1918 -Isms; assimilation of Purism and Con-
structivismin a wider, nameless trend; the pressure
of technical changes. Stagnation of the
Comintern’s World Revolution. Creation of a cal-
mer, more open and tolerant German climate from
1924, temporarily free from nationalistic excesses.

All this adds up to a complex and far-reaching
transformation, which affected many other people
and fields; one has only to think of any artist —
Picasso, Chirico, Kirchner, Masereel — and compare
his work before 1921 and after 1923 to see what a
universal change there was at this point. Universal,
but far from uniform, for there were back-pedalling
influences at work as well as processes of simplifi-
cation, cross-fertilization and extension, so that it is
not easy to make sensible generalizations about it and
all we can do is to sum up its most obvious features.

These years, to begin with, saw the effective end of
the main avant-garde movements which started
before 1918: Cubism, Futurism, Expressionism and
Dada. The Metaphysical period in Italy ended;
Purism ran its term; De $#/ shot its bolt; Russian
Constructivism revised and reduced itself, leaving

De St/ in architecture. Construction office by Oud, Rotterdam
19223, painted in red, yellow and blue. Photo from Bulletin de
I'Effort Moderne no. 4, 1924
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one half of the movement to continue elsewhere.
What emerged was a still nameless double trend, one
part Abstract-Constructivist, the other concerned
with ‘real’ down-to-earth things, both of them
marked by those main movements through which the
artists had passed. Classicism, simplicity, imperso-
nality: such undramatic ideals were in the air,
together with a much deflated but stll persistent
concern with social change. At the Bauhaus, utop-
lanism and mysticism were to a great extent discarded
and the way cleared for a closer engagement with
technological society, to be pursued in a more
favourable setting after the school’s expulsion from

Last echo of Paris Dada, swansong of the Théatre des Champs-
Elysées. Jean Borlin and Edith von Bonsdorff in the Satie — Picabia
Relache, December 1924
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Weimar. Elsewhere too the technical pressures were
felt, sometimes pushing the creative artist towards
soberer, more practical, and utilitarian solutions,
sometimes bringing him new instruments with which
to experiment, continually giving him fresh standards
by which to judge his own work.

Lenin died in January 1924 after having been
largely incapacitated for more than a year; in May the
Soviet economist Eugen Varga (yet another member
of the Hungarian diaspora of 1919) told the Russians
in a pamphlet that the acute social crisis of capitalism
was by and large overcome. So the communist
revolution in the West was temporarily stagnant,
though as yet there was no new policy of Russian self-
sufficiency and the exchanges between that country
and the outside world could continue to be as free as
they had become in 1922. The new phenomenon of
fascism as a form of nationalist, populist oligarchy
had been seen to be internationally important, even
though the murder of Matteotti and the final
establishment of the Italian dictatorship still had to
take place. The relationship between it and the
similar German movements had been grasped;
indeed in 1923 the KPD had symptomatically
organized an ‘anti-Fascist week’. However, in the
relatively stable situation that now developed in
Germany the latent strength of such extreme
nationalist feelings was difficult to appreciate,
particularly for foreign observers; there too in-
ternationalism seemed on the face of it to have
prevailed.

For the new German cultural developments had
now begun moving into the centre of a whole
international movement which would leave France
somewhat to one side, particularly where architecture
and design were concerned. German society might be
highly industrialized like its Western neighbours, but
it had a special tradition of cultural decentralization
and of strong public patronage with a Socialist slant,
and the fact that it was in a sense a new society, with
everything to rebuild after a disastrous war, made it
more accessible than others to the new ideas from
both East and West. Given a clear run, even for as
little as five vears, it could fuse and digest these into a
coherent culture. Until another equally drastic
moment of change came along, the old violent
nationalist sentiments could be safely pushed under-
ground, with nothing but the occasional small flare-
up to keep the more enlightened alert.
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NEW
SOBRIETY

Weimar builds: USSR,
Americanism, the city,
technology, sport

German prosperity between 1924-9. Death of
President Ebert and return of the old balance of
political forces under Field-Marshal von Hinden-
burg. Continuance of cultural links with Russia:
Mayakovsky’s LEF as a centre and a symptom. The
new fashion for ‘Amerikanismus’. Berlin as a
modern city, development of an intensely urban
culture; sport as a theme for the arts. Technology
and the changing nature of machine art. The new
school of socially-minded critics.

It was during the second half of the 19z0s, therefore,
that the threads which we have tried to follow were
drawn together to form something very like a new
civilization, with the Stuttgart Weissenhofsiedlung in
1927 as its temporal centre. This was a time of
seeming stability in Germany, starting with a shift of
about two million voters from the extremist parties to
the SPD during 1924 (when there were two Reichstag
elections); nor was there any great change for the
following three-and-a-half years, after which the
Socialists again increased their vote. The Mark
remained steady, thanks largely to American invest-
ment following the Dawes Plan, and there was a high
level of public spending; thus Stresemann in 1927
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varked on major schemes, particularly under the
SPD-d« d governments of Prussia, Hesse and
Hamburg; in February 1924 a new Hauszinssteuer,

or 15°, tax on rents, was introduced throughout the
rily of financing the

The vigour of the later 1920s: S.
Krasinsky’s Tennis from the
Moscow camera magazine
Sov’etskoe Foto no.6, 1928
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building societies. An unemployment insurance
scheme was instituted in 1926, though working hours
remained long; wages, to judge from Arthur
Rosenberg’s figures, seem roughly to have doubled
for skilled workers between 1924 and July 1928. The
SPD throughout this period virtually abandoned
such socialist aims as it still retained, in favour of
trying to make capitalism work more justly. In this it
was perhaps helped by the capitalists’ own wish not
to outrage their American creditors by brutal
measures. Admittedly there were still those like the
nationalist newspaper owner Alfred Hugenberg who




opposed the Republic as such, but henceforward the
Freikorps were defunct except in Bavaria, having
given way to legalized paramilitary bodies of both
Right (the Stahlhelm) and Left (the SPD’s Reichs-
banner and the KPD’s Roter Frontkimpferbund
or REB); nor were these as yet very active. In 1925
President Ebert, a symbolic survival of the German
revolution, died and was succeeded by Field-Marshal
von Hindenburg, who was backed by less than 5o per
cent of the electorate but got in thanks to the KPD’s
insistence on maintaining its own candidate. When
three vears later Hindenburg’s old chief of staff
Groener became the Minister of Defence the balance
of forces in the country seemed not all that unlike
what it had been before 1914.

This barely affected the close ties with Russia, since
the SPD were already regarded there as virtual
Fascists and Ebert had even been kept in ignorance of
the secret military agreements. That country too was
by now primarily concerned with building up its own
economy — it is noticeable that in both countries
actual building, of the kind involving architects,
began just about the same time — and having finally
recognized that there would be no immediate
revolution in the West her main aim was to keep a
peaceful balance. The Locarno Pact of 1925 in some
measure disturbed this, since it drew Germany
towards the Western powers; Poincaré’s return to
office the next year however checked the process,
while for some time there was a German ambassador
in Moscow who believed firmly in the Eastern
orientation. In 1924 both Trotsky and Radek lost
their seats on the Comintern executive, and from then
on the former’s power declined till in 1928 Stalin
could successfully exile him to Siberia: this being the
major issue in internal Soviet party politics during
those years.

Within the KPD too the Russians organized the
fall of the ‘Left’ leadership under Ruth Fischer and
Arkady Maslow (himself a Russian, and seemingly all
the more distrusted for that) in favour of the
Hamburg worker Ernst Thilmann in 1925: part of a
general Comintern manipulation to get Trotsky’s
supporters out. As a result there was a certain swing
away from that party to the SPD, though one which
affected the working class on the whole more than the
intelligentsia, on whom the lessons of 1919 had made
astill indelible impression. Both the practical and the
cultural links with Russia continued; thus Germans
were the leading applicants for foreign concessions
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under NEP, while Zuckmayer recalls

a continually fluctuating influence of eastern, Russian
character on Berlin’s intellectual life, something much
more stimulating and productive than the bulk of what
came from the West in those days.

So Lion Feuchtwanger in his novel Success could end
his story of the inflation period in Bavaria by making
the young engineer poet Kaspar Prockl leave for a
job in Nijni-Novgorod. Brecht, on whom this
character was based, in fact only went as far as Berlin,
where his lifelong engagement with Marxism was
about to begin. His friend the director Bernhard
Reich however settled in Moscow in 1924 with the
voung Lettish revolutionary Asja Lacis and became a
Soviet citizen.

Culturally speaking Russia and Germany were still
moving more or less in parallel; moreover with
bodies like the TAH and VOKS (the new Soviet
organization for cultural relations with foreign
countries) in operation it was if anything easier than
before for artists of all kinds to travel from one to the
other. At the Education Commissariat Lunacharsky
remained in charge, and although all artistic con-
troversies were of course conducted in largely
political terms neither state nor party as yet aimed to

Back to normal. Hindenburg sitting to Professor Arthur
Fischer, the Berlin ‘Photographer and Royal Portrait
Painter’. From the factual report in Das Kunsthlatt xiii,
1929
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LEF's Moscow office in 1924 with, /eft 20 right, Pasternak,

Eisenstein, Olga Tretiakova, Lili Brik and Mayakovsky

favour any particular aesthetic trend. The over-
whelming impact during this period was made by the
new Soviet cinema, which hit Berlin in the spring of
1926 with Eisenstein’s The Battleship Potemkin. In
Success, again, Feuchtwanger has his right-wing
Bavarian Minister of Justice see this film, of which he
gives a graphic description:

. his breathing is troubled, the huge man sits still as a
mouse. It is stupid to censor this sort of thing. It’s there,
it’s in the air one breathes, it exists in the world, it exists
in a world of its own; it is madness to close one’s eyes.

Between 1923 and 1928 Brik’s and Mayakovsky’s
magazine LEF, though it seems to have had little
direct influence outside Russia, stood for a policy of
lively exchanges between progressive artists in all
countries, resuming the ‘Left’ culture of the time
somewhat as the more polished L.” Esprit Nouveau had
done earlier. Thus Rodchenko much later recalled
Mayakovsky bringing the latest publications from
abroad and handing them out to the contributors in
Brik’s room, he himself for instance getting books on
Grosz, Picabia and Picasso. The very existence of the
magazine however depended on Mayakovsky’s

personal influence, so that from 1925 to 1927, when
he was often out of the country, its appearance was
interrupted. But it tried to group together the
tendencies represented by Inkhuk, the Vkhutemas
school, Meyerhold’s theatre, the Formalist critics and
the new cinema of Dziga-Vertov and Eisenstein; it
supplied them with a theoretical basis in the
critical-sociological studies of Brik, Arvatov,
Tretiakoff and others; and by publishing Grosz’s
work alongside that of Rodchenko, by criticizing ]
Karl Wittfogel’s plays, above all by thinking about
the same problems as many Germans, it played a role
in the sober, functional, technologically conscious,
socially orientated mid-European culture of this time.

Along with this continuing Russian element went the
new influence of America. Even in cultural terms this
was in some measure practical; thus when the chief
German film firm UFA got into financial difficulties
in 1925 it was helped by Paramount and MGM on
condition that it gave them quota certificates
allowing their films to be imported, together with the
transfer of a number of cinemas and the loan to
Hollywood of such talents as Murnau, Jannings, Pola
Negri, Erich Pommer and others who thereafter
made a lasting mark on the American industry. At the
same time, much more than the Russian, this
influence was something in the air: Awerikanismus.
[ndeed it was felt as far as Russia itself, where Stalin
reputedly called in 1924 for a combination of
American matter-of-factness and Russian  re-
volutionary spirit in order to get industry moving, a
mixture also recommended by Gastev’s institute,
which was itself inspired by Taylor’s labour-
rationalization methods in America.

In Germany the new vogue could link up with the
already existing myth of a skyscraper-cum-cowboy
civilization across the Atlantic - as seen in wartime
drawings by Grosz like ‘Old Jimmy’ and ‘Memory of
New York’” - to determine the whole climate of the
period. That Americanism which earlier, as in Arp’s
case, had stood for advanced technology, now
became a way of looking, acting and doing things;
thus Feuchtwanger’s businessman Daniel Washing-
ton Potter who arrives with an eye to investing
in Bavaria in 1923:

He saw quite clearly whatever they showed him, and

still more clearly what they wanted to conceal from him.

He ralked, too, with the people of the country, and if he

did not understand at first, then he asked a second and a

third time. He was a cute man . . .



That other cute man Henry Ford’s autobiography
came out in Germany in the very month of the
stabilization; by the end of the decade it is reckoned
to have sold 200,000 copies there. So the first Upton
Sinclair novels from the Malik-Verlag were followed
by a long succession of others, while in 1925 Kurt
Wolff published Sinclair Lewis’s Martin Arrowsmith
and Babbitt, which Tucholsky greeted as an American
Buddenbrooks; after which in 1928 Rowohlt took
Lewis’s books over, also introducing Hemingway in
German.

Feuchtwanger, once more, parodied the American
love of exact information in a book of poems called
Pep. |.1..Wetcheeks amerikanisches Liederbuch: thus the
one called ‘Music’):

In executing modern music the turnover of energy
1s immense.

Whereas for a song by Brahms the energy expended
has been reckoned

At 32 1o 35 kilogram-metres per minute, that
required for a jazz hif has been found to be
much more intense,

Amounting in the case of the drummer alone 1o
berween 48 and 49 kilogram-metres per second.

Against that, the Dutch ornithologist Jaap ten
Klot has established that when bens of whatever
nationality

Hear music, particularly when played on the
mouth-organ, the increase in their egg ontput will
be sizeable.

So in view of its admirably hygienic effects on
both animal and human vitality

A cerrain amount of musical activity would seem
to be by no means inadvisable.

Precision, efficiency, the no-nonsense approach:
these were the American qualities, now added to the
more picturesque earlier American myth. So Brecht
after moving to Berlin in 1924 could become
fascinated by such ruthless millionaire figures as Dan
Drew and Pierpont Morgan and other characters
from Gustavus Myer’s History of the Great American
Fortunes, while at the same time elaborating his
private America as a framework for what he had to
say about themes nearer home. For *“Mahagonny’, his
imaginary sucker-catching city somewhere between
Florida and Alaska, like his other vision of ‘cold
Chicago’, was really only a topical disguise for his
judgements about Berlin.

In 1927 llya Ehrenburg, returning to Berlin after
five years’ absence, wrote that the impact of that city
was like ‘an encounter with my time’. Such was the
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Gastev’s slogan: ‘Let’s take the storm of the Revolution in Soviet
Russia, unite it to the pulse of American life, and do our work likea
chronometer!’

effect of the new practical inventions which he found
there, along with the smoothly functioning municipal
organization. Berlin, he said, ‘is an apostle of
Americanism’. A year earlier the architect Erich
Mendelsohn had published his photographs of the
United States under the title ~Amerika. Bilderbuch eines
Architekten. Like the pictures which Brecht (who
knew this book) put in the published version of his
Chicago play i the Jungle of Cities, these are city and
industrial scenes, of New York, Chicago, Detroit.
And indeed the whole texture of the arts in this period
1s overwhelmingly urban, with Berlin most con-
sciously at the centre.

Some loved the place, like Zuckmayer, who found
that

The air was always fresh and spiced up, as it were, like in
the Fall in New York; one did not need much sleep and
never got tired. There was no place where you felt in
such good form, nowhere where vou could take so
much, could stand up to so many right hooks without
being counted out.

Some wrote about it, like Frank Warschauer, who
helped coin the term ‘asphalt literature’ (after the
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asphalt used for tarring the Berlin streets) with such
verses as this:

Man without stars, you, asphalt faced,

how you carry the greasy evenings around with you,
grey mist, stale air, petrol’s corroding steam,

tar fumes, stink of filth and decay from basements,
night without wind and day without light,

away,

man without stars, you, asphalt faced.

Tucholsky, Ringelnatz, Walter Mehring all wrote
Berlin songs with a wry twist to them, Mehring’s
‘Wenn wir Stadtbahn fahren’ having a particularly
lulling rhythm and use of repetition. Others like
Erich Kistner, who arrived from Dresden in 1927,
adopted an ironic precision, as in his ‘Berlin in
Figures’:

Let’s look at Berlin in statistical terms.

You can find all you want within this city’s bounds,
such as 190 life insurance firms

and 916 hectares of burial grounds.

53,000 Berliners die each vear

while a mere 43,000 are born and survive.

The city won’t be hurt by that discrepancy, never
fear,

since 60,000 newcomers to Berlin also arrive.

Hurrah!

9oo bridges is roughly what the Berliners need

and their consumption of meat has topped its 303
millionth kilogram.

Every vear Berlin sees some 40 attempted murders
succeed.

And its widest street is known as the
Kurfurstendamm.

In Berlin 27,600 accidents are annually recorded.

And 57,600 of the inhabitants cease to believe in
their religions.

Berlin has 606 bankruptcies, part honest part sordid,

as well as 700,000 geese, chickens and pigeons.

Hallelujah!

There are 20,100 licensed premises, likewise there
are known

to be 6,300 doctors and 8,400 ladies’ tailors
in this city,

also 117,000 families who would like to have a
place of their own.

However, they have not got one. Pity.
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Do vou think it does any good to read statistics in
this way?

Or are they inconclusive and should their evidence
be doubted?

Berlin is inhabited by 4,500,000 people, so the
figures say,

and by 32,600 pigs — which is not overcrowded.

Well, how about it?

In the new German art and literature of these vears,
as in the socialist and communist thinking, it is rare to
find much reflection of the countryside; Brecht for
instance, whose early poems are soaked in the south
German landscape, henceforward wrote as a city-
dweller right up to the Second World War, at which
point he was suddenly surprised to find his old
‘feeling for nature’ returning; in fact part of
Zuckmayer’s success was that he was one of the rare
exceptions. With Dix and Grosz, landscapes seldom
occur before 1933, except as a background to
violence or to the antics of citv-dwellers on their
Sunday outings. In the whole great wave of modern
building which now began, and which forms one of
the outstanding features of the period, there was just
one contemporary-stvle farm building, Hugo
Hiring’s very interesting Gut Garkau (which the
Lissitzkys went to visit).

But artst after artist reflected the city. Thus
Masereel, whose widest public was always in
Germany, published Die Stadt with Kurt Wolft in
1925, a hundred woodcuts, followed by the 112
drawings of Bilder der Grossstadt with Carl Reissner
the following vear, not to mention another
laconically-captioned set of urban drawings, Cap-
itale, in France after 1933. Gustav Wunderwald, a
former scene designer, began painting those pictures
of shabby Berlin buildings and streets that earned him
the name of ‘the Berlin Utrillo’ (quite misleading
for his approach was much more unflattering). Kurt
Jooss, the Essen choreographer, devised the ballet
The Big City to music by Alexander Tansman. The
former painter Walter Ruttmann, with Carl Mayer
(of Caligari fame) as his scriptwriter, compiled the
documentary Berlin. Symphonie einer Grossstadt, fol-
lowing Karl Grune’s The Streer and a whole suc-
cession of other German ‘street’ films, or films about
women of the streets (one obvious way of romanticiz-
ing and spicing up the urban scene) or tilms from the
‘milieu’ of Heinrich Zille, a draughtsman of working-
class scenes much loved by the Berliners.

In 1931 Robert Seitz and Heinz Zucker published
U uns die Stadt “Eine Anthologie neuer Grossstadt-
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dichtung’, an anthology of new big-city poetry
including work by Max Barthel, Feuchtwanger,
Herrmann-Neisse, Kistner, Mehring, Ringelnatz,
Tucholsky, Erich Weinert and others. The most
powerful of these verses came from the unfinished
cycle called ‘A Reader for Those who Live in Cities’
which Brecht wrote during his first two years in the
capital: a spare, unsentimental statement of big-city
morality as it struck him on arriving from the
deceptive geniality of Bavaria. No other work shows
quite so strongly how the city theme imposed its own
economical, impersonal style:

When I speak to you

Coldly and in general terms

With the driest words

Not looking at you

Seemingly I fail to recognize vou
nature and difficulty

In your particu

I speak to you merely
I.'i\k !’L'.l'.lY‘. 1t i
Sober, not to be bribed by vour particular nature

Tired of vour difticulty

Which it seems to me vou fail to recognize.

This crushing brutality, with its weakest-goes-to-
the-wall ethos, demanded new distractions: cinema,
jazz and sport; all three associated largely with the
Anglo-Saxon world. So the first two become part of
the imagery of the period, as well as a source of new
artistic forms, while sport becomes a source of artistic
forms as well as a theme. Like the big city itself this
was international (Léger’s paintings of ‘La Ville’,
Martinu’s Half-Time, Honegger’s ‘symphonic move-
ment’ Rughy,

1928), and can be found reflected both in

west European and in Russian art. But nowhere was
the myth of sport more potent than in Germany,

where a whole series of sporting terms like ‘k.0.’,

‘training’, ‘form’ a as Brecht spelt it) ‘panjjing
ball’ now entered the language. Grosz and Heartfield
were photographed sparring with one another;
Piscator had a miniature gymnasium in his flat
designed by Gropius and Breuer); Anton Rider-
scheidt painted his big blonde nudes toying with a
tennis racket or swinging on the parallel bars, always
observed by a gloomy man in a bowler hat.
Baumeister, again, did a whole series of paintings and
collages on sporting and athletic themes, while Grosz
1de a portrait of Max Schmeling the heavyweight in

[t was a culr that could easily be pushed to absurd
as in a case quoted by Helmut Lethen, who

Artists and the new myth of sport. (1) A soccer montage by Willi
Baumeister, from Graeff’s book of 1929. (2) Photogram by
Lissitzky, 1930




links it with what became called ‘Girlkultur’, the
precision drill of the Broadway-style chorus line. To
Die Literarische Welt, a monthly magazine started by
Rowohlt, such things were symptoms of ‘the
platinum age’ when the amazon would come into her
own and

from her splendidly trained flanks would now and again
unleash a child as if driving a Slazenger ball with her
racket.

Brecht, himself extremely unathletic, wrote a long
boxing poem, a story called ‘Hook to the Chin’ and
part of a ghosted autobiography of the middleweight
champion Paul Samson-Koérner which appeared in a
short-lived sports magazine called Die Arena edited
by Franz Hoellering and designed by Heartfield in
1926; other contributors included Huelsenbeck,
Erich Weinert and the reporter Egon Erwin Kisch.
Brecht’s aide Elisabeth Hauptmann, too, translated
Ferdinand Reyher’s play Don’t Bet on Fights, which
was performed at the Staatstheater in 1929. For her
and Brecht sport was a form of entertainment whose
principles ought to be taken over by the theatre, with
the stage as a brightly lit ring devoid of all mystique,
demanding a critical, irreverent attitude on the part of
the audience.

More than ever it was an age dominated by
technology. This was in the first place quite practical,
part of the whole process of industrial expansion and
reconstruction in both Germany and Russia; indeed
one of the most successful novels of the time in both
countries was Gladkov’s Cement (1924), which
centres on the rebuilding of the Novorossisk cement
works under NEP. But the changed economic
background also gave a certain fillip to the old
machine romanticism of such late nineteenth-century
innovators as Verhaeren and Kipling and, following
them, the Futurists. Léger’s machine paintings, his
film Ballet mécanigne and the Antheil music,
Prokofieff’s ballet e Pas d’acier with its constructivist
setting, Honegger’s Pacific 231 and Karl Capek’s
robot play RUR, particularly as staged in Vienna
with Kiesler’s ‘electrically-conrrolled” kinetic set: all
these appeared as part of the new ‘Machine Age’
which The Little Review celebrated in a New York
exhibition in 1927.

The danger here was that machines would go on
being looked at romantically instead of being
accepted for what they were: thus Ezra Pound,
writing about Antheil’s music:
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Machines are not literary or poetic, an attempt to
poeticize machines is rubbish. ... The lesson of
machines is precision, valuable to the plastic artist, and
to literati.

Le Corbusier thought that the mistake of the
Constructivists (apparently he was as yet unaware of
the ‘productivist’ wing associated with LEF) was to
think that art has merely to look (or sound) like a
machine; the more profound aesthetic was one of
‘purity and exactness, of dynamic relationships that
set the mathematical cogwheels of our intelligence to
work’. Lissitzky again, in the ‘Nasci’ (or Birth)
number of Merz which he compiled in mid-1924,
argued that ‘Weve had quite ENOUGH
machine/machine/machine/machine’; since after all

The machine is simply a paintbrush, and a very

Py B )
primitive one at that, for shaping the canvas of our
picture of the world.

In other words the impact of the machine in the late
1920s was a much subtler and more penetrating one,
ranging from a Corbusier-like precision through all
the externals of machine art (sometimes very
imprecisely rendered, as in Becher’s poems Maschinen-
rhythmen of 1926), to a practical engagement with
industry, as seen in the development of Russian

(3) Grosz’s portrait of the German heavyweight Max Schmeling,
who became world champion in 1930. Now in Axel Springer’s
collection
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productivism and of the Bauhaus, and in the artists’
own concern with new technical tools. This last
manifested itself in all kinds of ways: the branching-
out of painters into photography (Rodchenko,
Moholy-Nagy, and the many others who took the
trouble to master that technique); the films of Hans
Richter; the post-Gutenbergian typographical ideas
of Lissitzky; the theatre technology of Piscator with
its new machinery and its blending of traditional
stage methods with sound reproduction and photo-
graphed or animated film; the interest shown by
Hindemith and other composers in developing the
use of mechanical instruments. In 1926 the Kunstblatt
published an article called ‘Praise of the Gram-
ophone’ by Stuckenschmidt, who was now emerging
as a leading music critic, pointing out that by means
of that device one could now hear Stravinsky’s
principal works — Stravinsky had also just written a
Serenade specifically for recording — as well as ‘the best
jazz bands in the world, Paul Whiteman’s and Billy
Arnold’s’, and claiming that the gramophone record
would help to evolve

a generation which will understand better than us the
real sense and purpose of the machine, and treat
technology as an ideal means of simplifying human
existence rather than as an object of breathless
adoration.

All these different aspects of the machine age could
be found reflected in the work of one artist, as in the
case of Brecht, who could write a ‘Song of the
Machines’ every bit as naive as Gastev’s Proletkult
poem quoted earlier, while using the new machine
himself — he was one of those still fairly rare poets
who write direct on the typewriter — and trying in
essays like “The Radio as an Apparatus of Com-
munication’ to make sense of the technological
revolution in the arts. Already the standard of theatre
criticism in Berlin and certain other major cities was
amazingly good, with articles as shrewd and thor-
ough as have ever been seen elsewhere. From 1925 on
however the same perceptiveness was also turned on
the products of this revolution, as in Kurt Weill’s
reviews of broadcast music and the now classic
writings of Kracauer, Béla Balazs and Rudolf
Arnheim on the cinema. Perhaps because so much
was developing so fast, and the society itself was in
some ways still 2 new one, there was little sense
among such critics of any hierarchy in the media, with
Arcils F8 oo ERRIOROERT T . e Tormety . ST some art forms crfunting as high and others too
film Ballet micanigue, 19234 profane to be intelligently discussed.




Impersonal art, the
collective, facts,
reportage, montage

Devaluation of ‘personality’ and the human figure;
unimportance of artistic individualism. Collectives
and collective art. The emphasis on facts: Kino-Eye,
reportage in Russia and Germany, Piscator’s doc-
umentary theatre. Montage as the corresponding
structural principle: effects on Eisenstein of Dada-
ist photomontage. Its analogies and repercussions
in the new writing, from Joyce to Brecht. Anne-
xation of lowbrow forms: circus, revue, jazz. No
new -lsm but a closely interlocked modern culture,
ranging from Chaplin to Le Corbusier.

Everything combined to make this culture a con-
sciously impersonal one. First and foremost there was
still the revolutionary sense of belonging to a huge
community, whether this was ‘the masses’, the
proletariat or the Communist party. This, combined
perhaps with some realization of the powerlessness of
the artist in any such vast social context, was what
gave men like Grosz their conviction that in-
dividuality was outdated and must be ‘discarded’.
Then there was the concern with the object, the
‘Veshch’ or ‘Gegenstand’, and the objective art
which would deal with such things. By definition
subjectivity, the personal viewpoint, was very largely
ruled out; nor was much room left for the human

(2) Still from Dziga-Vertov’s The Man with the
Movie Camera
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being even as a theme for art. He had already been
intuitively mechanized by the Italian Metaphysicals
(one reason perhaps for their influence on other
postwar artists), and much the same marionette-like
interpretation of the human figure can be seen in
Goll’s farces, Schlemmer’s ballets and Meyerhold’s
neutrally-clothed ‘biomechanical’ actors; these too
are on their way to being animated robots, objects on
legs. The machine itself largely dwarfed the people
operating it, while its laws seemed to leave no room
for individual inspiration, no margin for error. In the
arts as elsewhere machines could in extreme cases
dispense with humanity except in so far as humans
were needed to start or stop them. It did not, for
instance, make much difference what kind of a
personality had his feet on the pedals of the Pleyela.

As for mechanical reproduction in the visual arts;
the very idea of multiplication of the work of art
seemed likewise to demand an abdication of in-
dividualism: ‘Who cares about personality ?°, Graeff
had written in a De $#j/ article of 1922 calling for
‘photomechanical reproduction’:

We have buried all names.
Starting with our own.

So Willi Wolfradt, in a critique of Baumeister’s
paintings of athletes in'1929, wrote that the concept
of impersonality was ‘no ephemeral slogan but a
phenomenon of the reality of our time, no in-
tellectually posed demand, capable at once of being
intellectually contradicted, but the result of technical
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The impersonality of the athlete. Two pictures by Baumeister:
abore, a montage from fofo — auge, 1929; below, Woman Skipping, a
lost painting of 1928 reproduced with Willi Wolfradt’s article in
Der Cicerone no.1¢, 1929, cited overleaf

and sociological processes’. He saw one such process
in the ironing-out of physical idiosyncrasies by sport.

Logically Lissitzky could omit both Klee and
Braque from his choice of illustrations for the ‘Nasci’
Merz on the ground that ‘much as I respect the
individual touch it must have no personal element’:
in other words, originality must emerge despite the
artist’s will, almost against it. The prevalence of such
views, in flat contradistinction to those of a Zola or of
a Picasso with their focus on ‘temperament’, was such
as to have visible repercussions on the art of the time.
Thus first of all the ‘handwriting’ of the individual
became deliberately played down: the painter’s more
or less calligraphic brushstrokes, the musician’s
vibrato, the stylistic quirks of the writer. Then the
search for new forms had to slacken off, for what
mattered was not so much how you expressed
vourself but what you were expressing and whether it
was understood. Again, if the personality of the
creative artist was no longer of much importance,
then there was that much the more reason to study the
work of art itself and find out as precisely as possible
what laws it seemed to obey; so in their ‘Bauhaus
books’ Klee and Kandinsky tried to codify the rules
of their respective kinds of art, much as L’ Esprit
Nouvean had published researches into different
aspects of aesthetics and the Russian Formalists had
discarded ‘biographic’ criticism of past writers in
favour of detailed analysis of texts. Finally a similar
approach was adopted to the subject-matter of art,
where the human individual, in so far as he was
unavoidable (e.g. in the novel or the theatre), must in
consistency be dealt with without psychological
interpretations, in terms of what he could more or
less objectively, ‘concretely’ and in line with the new
behaviourist psychology be seen to do.

This in turn led on to that dissection of personality
which gave Pirandello his particular relevance, even
to an attack on the very notion of personality such as
Brecht launched in his play Mann ist Mann. ‘We
Marxists’, wrote Lunacharsky’s deputy M. N.
Pokrovsky in an effort to explain the importance of
Lenin,

do not see personality as the maker of history, for to us
personality is only the instrument with which history
works. Perhaps a time will come when these instru-
ments will be artificially constructed, as today we make
our electric accumulators.

The corollary of this approach was the development
of collective works of art: the Grosz-Heartfield




collaborations, the collective dramaturgy of
Piscator’s theatre, the theatre ensembles like the later
Piscator-Kollektiv and the Gruppe Junger Schau-
spieler, the blurring of literary identities by Brecht
with his unacknowledged borrowings and his group
of backroom collaborators, finally Gorki’s great
scheme for a history of factories and the collective
report on The White Sea Canal which he was to preside
over. To those who saw things in this way the
organizing of such elaborate new creative apparatuses
as a radio programme or a film production was clearly
as much of a challenge as the mastering of the
mechanical techniques involved. It was worth some
sacrifice of individuality to get them working right.

“The collectivizing of work on books strikes us as a
progressive development’, wrote Tretiakoff in 1928.
This, to him and to other LEF critics, was part and
parcel of the new literature of fact, the ‘factography’
that was to supersede escapist fiction, the ‘biography
of things’ replacing the biography of more or less
heroic individuals.

Books like Forests, Bread, Coal, Iron, Flasxc, Cotton, Paper,
Locomotive, Factory have vet to be written. We need
them, and the only satisfactory way to write them is on
‘biography of things’ lines.
Though nothing quite so original was done - for
Cement is an old-style romantic novel conflicting with
an inhuman new ethos of personal and family
relationships, its title and setting being partly
symbolic - the prevalence in the later 19205 of
reportage and documentary techniques is mainly due
to Russian influence. ‘I am Kino-Eye’, wrote Dziga-
Vertov in his manifesto in LEF. ‘I am a mechanical
eye.” This was both a response to Lenin’s demands of
the new medium, and a reaction against the rubbishy
feature films imported under NEP: in Dziga-
Vertov’s words, ‘the film drama is opium for the
people’. Instead there must be what Tretiakoff
termed a ‘fact factory’ to deal with the collection,
analysis and piecing-together of factual material.
Taking Reed’s Ten Days that Shook the World as
their first model, the Russian leftists accordingly built
up a rich corpus of documentary work in different
media. Tretiakoff, who had spent his two years in
China as a part-time Pravda correspondent, based his
play Roar, China! on the Wan Hsien Incident of 1924,
when a British gunboat took reprisals for the murder
of an American businessman called Hawley; and also
wrote a ‘bio-interview’ of a Chinese student under the
title Den Shi-hua. Eisenstein used lay actors and real
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Reportage and the literature of fact. Rodchenko’s photograph of
the LEF critic Osip Brik.

settings to reconstitute great historical events;
Vertov progressed from newsreels and short doc-
umentaries to the full-length ‘“film poem’ A Sixth of
the Earth (1926). Esther Shub, closest of the film
makers to the ideas propounded by New [LEF, made
her Fall of the Romanov Dynasty entirely out of old
newsreel material. This movement could be extended
and decentralized, for, as Tretiakoff put it,

Each boy with his camera is a soldier in the war against
the easel painters, and each little reporter is objectively
stabbing belles-lettres to death with the point of his pen.

Reportage as a genre and as a term seems first to
have hit Germany through the writings of the
Communist journalist Egon Erwin Kisch: Der rasende
Reporter in 1925, and Zaren, Popen, Bolschewiken about
the new Russia immediately following. ‘Nothing is
more imaginative than matter-of-factness’, said the
introduction to the former, which cited Schopen-
hauer as proof that ‘given the right material perfectly
ordinary or boring people can produce extremely
important books’. Long before Isherwood, Kisch
presented himself as an impersonal screen, a neutral
observer letting the facts speak for themselves.
Tucholsky, who knew him well, at first shot down
this unduly mock-modest claim, but came to feel that
the genre was worth pursuing further, and later
wrote regretting that there was not more reportage
based on the same combination of knowledge,
observation and style.

Translations of some of the best Russian reportage
followed: Larissa Reisner, Ilya Ehrenburg. At the
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Two portraits of Egon Erwin Kisch. Abore: by the ex-Dadaist
Christian Schad 1928 (now Hamburg Kunsthalle). Belon: by the

Berlin photographer ‘Umbo’
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same time a whole new documentary tradition was
started by Piscator’'s KPD pageant of 1925, Trofg
alledem !, which absorbed factual material into its text
and used slides and film projections to support it. The
ensuing techniques determined Piscator’s approach
to theatre throughout his life, also influencing others
around him such as Brecht who used them for rather
different ends. As for the cinema Pabst’s use of
documentary shots and natural lighting in The Love of
Jeanne Ney seems to be based on Eisenstein’s example,
while Berlin follows that of Dziga-Vertov. Here
Ruttmann, with his background as a maker of
abstract films, edited machine movements in such a
way as to meet Dziga-Vertov’s principle that

We find the delights of the dancing parts of a mechanical
saw more congenial and easier to understand than those
of human beings dancing to entertain themselves.

The logical consequence of reportage or facto-
graphy was montage. The Russian Formalist critics
seem to have been the first to realize that such
material, consisting as it did of so many diverse facets
of reality, could not be confined within the
‘Procrustes’s bed’, as Brik termed it, of a plot but had
to be assembled in some other way. Montage then
was the editing process by which the various facets
became put together in a new and significant order.
The term was used by Eisenstein in his earliest
theoretical article, in the third issue of LEF, which
was called ‘Montage of Attractions’ and derived
from the circus-style Ostrovsky production for
which he and Tretiakoff had been responsible at the
Proletkult First Workers” Theatre. Here the elements
which had to be pieced together were not film shots
but a number of different theatrical attractions or
turns, and the analogy which Eisenstein saw was with
the photomontage practised by Heartfield and Grosz,
who would draw on a ‘pictorial storehouse’ of
images, then cut and combine them to make a well-
constructed work.

This ultimately Cubist collage principle, which
was already being applied in Germany, was at the
root of the more elaborate theory of film montage
which Eisenstein and other Soviet directors sub-
sequently went on to work out. His first film, Strike,
was conceived as a montage of shocks, of images
which could be expected on scientific, Pavlovian
grounds to produce shock feelings in the spectator;
then in Potemkin and subsequent films the process
became more consciously ‘dialectical’, picking on
contrasting images so as to bring out the ‘con-
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tradictions’ whose resolution each time moves
history a step onwards. There was room, it seemed,
for a variety of different approaches and methods;
thus where Eisenstein summed montage up as
‘collision’” Pudovkin aimed rather at ‘linkage’, while
Dziga-Vertov wrote still more generally that mon-
tage was ‘the organizing of the visible world’. What
remained clear was that it was a method of turning a
mass of disparate items into an artistic whole,
allowing the items themselves no longer to be
planned from the outset but to be collecred or devised
almost at random. Here was a structural principle
which was no more to be confined to the cinema than
to pictorial collage. It could have the widest possible
application.

Techniques akin to collage were already to be
found in the novel, particularly in two of the great
landmarks of 1922 which now arrived in Germar
translations. Thus Schuweik, with its interweaving of
real-life incidents and characters, its anecdote i

quotations and shifts of linguistic level, appeared in
1926; Ulysses, with its journalistic parodies and its
alternation of styles, in 1927. Writing a vear later,

Victor Shklovsky could note that

my idea of a literary work as being all of a piece has been

superseded by a sense of the value of the individual item.

The fusion of various items interests me less than

their contradictions

l".” even to ”‘)\L]'\'\ []1& &\,l'{wp!\ ot \\\’rl‘\\ h;‘\k'
Potemkin was stronger than purely literary pre-
cedents, and it was this, as Feuchtwanger pointed out
to Eisenstein’s biographer, that led them to start
experimenting with ‘the film technique of rapid
sequence of pictures, the simultaneity of different
situations’. Aside from certain books written, like
Babel’s ‘film-novel’ Benia Krik, in deliberately
cinematic style, we ,u‘(‘nrth'l.':.'\ get montage entering
the novel proper, as with Feuchtwanger’s own Swuccess

where the thread is now and again broken by a
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chapter giving ‘An Excerpt from the History of
Munich’ or ‘Four Bavarian Biographies’ that have
nothing to do with the story —

Johann Maria Huber, Civil Servant in Munich, attended

the board school for 4 years, and a secondary school for

10. 1 year he had to take twice over. His vocabulary

consisted of 1,453 German words, 103 Latin, 22 French,

12 English, 1 Russian . ..

— or John Dos Passos’s U.S.A. trilogy, with its
intercut sections headed ‘Newsreel’ (with Joyce-like
parodies of the popular papers) or “The Camera Eye’
(a plain allusion to Dziga-Vertov).

With Brecht the same montage technique spread to
the drama, where the old Procrustean plot yielded to
a more ‘epic’ form of narrative better able to cope
with wide-ranging modern socio-economic themes.
That, at least, was how Brecht theoretically justified
his choice of form, and from about 1929 on he began
to interpret its penchant for ‘contradictions’, much as
had Eisenstein, in terms of the dialectic. It is fairly
clear that in Brecht’s case the practice came before the
theory, for his actual composition of a play, with its
switching around of scenes and characters, even the
physical cutting up and sticking together of the
typescript, shows that montage was the strucrural
technique most natural to him. Like Hasek and Joyce
he had not learnt this scissors-and-paste method from
the Soviet cinema but picked it out of the air.

Finally, in the mixture of influences and methods
helping to make up the mid-1920s culture, came the
new appreciation of supposedly lowbrow forms of
art. Though this had originated in France, with
Parade and ‘Les Six’, the avant-garde in that country
had subsequently rather lost interest; L’Esprit
Nonvear’s view that the road to a new theatre led
through the music hall remaining without echo. Only
Léger still wrote of the virtues of popular forms,
which also permeate the films of René Clair;
otherwise they were no longer seen as models for
serious artists. For the Russians and Germans
however the impact of such ideas, making itself felt
somewhat later, was reinforced by a politically
grounded concern with the popular audience. If art
was to have what the Russian Constructivists termed
a ‘social task’, then intelligibility and accessibility
were clearly important factors.

So Eisenstein could legitimately adopt circus
techniques, just as Grosz and Mehring could appear
in cabaret and Brecht before leaving Munich worked
on the stage and film sketches of that great comic Karl
Valentin. In 1925 a certain Walter von Hollander

proposed what he called ‘education by revue’, the
recruiting of writers like Mehring, Tucholsky and
Weinert to ‘fill the marvellous revue form with the
wit and vigour of our time’. This form was itself a
kind of montage, and Reinhardt seems to have
planned a ‘Revue for the Ruhr’ to which Brecht would
contribute — ‘A workers’ revue’ was the critic Herbert
Ihering’s description — while Piscator too hoped to
open his first scason with his own company in 1927 by
a revue drawing on the mixed talents of his new
‘dramaturgical collective’. This scheme came to
nothing, though Piscator’s earlier ‘Red Revue’ — the
Revue roter Rummel of 1924 — became important for
the travelling agit-prop groups which various
communist bodies now began forming on the model
of the Soviet ‘Blue Blouses’. As for jazz, this is when
it got taken up by such younger contrapuntalists as
Ernst Krenek and Kurt Weill, who were less easily
bored with it than Milhaud and saw a serious point in
using its language and developing this further. For it
was not the evolution of new formal conventions that
mainly concerned these people, but the possibility of
a shift in the social basis of the arts.

Such then was the climate of the time and the type of
creative approach which it encouraged. The contrast
with the Expressionism prevalent only a few years
carlier scarcely needs underlining : objectivity in place
of the previous intense subjectivity, self-discipline in
lieu of passion, scepticism and dry humour instead of
solemnity and faith. The fact that many of the men
concerned had passed through an Expressionist
phase, whether as students (Schwitters, Dix) or as
fully formed artists (Becher, Goll, Gropius, Taut),
makes the change all the more striking : their attitudes
had altered while the urban, mechanized background
to their work remained much the same.

If the earlier movement had been remarkable for its
all-embracing nature (taking in everything from
poetry to graphics to cinema), this was even more the
case now, and in going on to trace the new movement
in one art after another we must not forget how
closely interwoven it all seemed. Open an issue of Das
Kunstblatt for 1926, for instance, and you will find an
article by the Swiss architectural critic Sigfried
Giedion on Le Corbusier’s La Roche house, along
with a report on a one-man show by Otto Dix and
stills from Chaplin’s The Gold Rush. Or look at the
1930 double issue of Das newe Frankfurt, which
reports on five years of municipal rehousing in that
city; it also reviews the world premiere of




Schonberg’s Von heute anf morgen, criticizes Piscator’s
Das politische Theater and reproduces a Baumeister
recently bought by the Berlin National-Galerie. Or
examine the whole Piscator nexus: Gropius designed
him a ‘Totaltheater’; Brecht, Mchring, Jung, Toller
were among his writers; Grosz drew the animated
film background for his Schweik, while his composer
Edmund Meisel provided the score for Potemkin and
also worked on Ruttmann’s Ber/in. Or note Schlem-
mer on a week-end visit to Berlin in 1928, when he
saw Chaplin’s The Circus, a Léger show at
Flechtheim’s gallery, and the Piscator Schweik. Clearly
there was a lot else going on at the same time, and
there were many works of art which harked back to
Expressionism or beyond, or commercialized the
new climate in 2 modish and superficial way. But at
the centre of all the arts in Germany in the second half
of the 1920s there was a remarkable consistency of
outlook and method, and it 1s this which we shall now
concentrate on, hard as it is to give it a precise name.

“Tangible reality’. Karl Hubbuch’s big watercolour The Cologne
Lady Bather, 1927, from the Mannheim Kunsthalle
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Neue Sachlichkeit,
objectivity, Verism,
the Magic Realists
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The name, and its origin in the 1925 Mannheim
exhibition. Division of this show between Verist
social critics and ltalianate Magic Realists, with
Beckmann as an independent outsider. Relation of
the new factual style to L’'Effort Moderne and other
non-German trends; ensuing decline in the work of
Dix and Grosz. Aspects of ‘Neue Sachlichkeit’ in
more abstract Art: Schlemmer, Baumeister etc.

Hartlaub’s show of pictures of ‘tangible reality’ took
place at the Mannheim Kunsthalle in the middle of
1925, and the title which he adopted for it, ‘Die neue
Sachlichkeit’, quickly caught on as describing the
new post-Expressionist trend. Here was a phrase
which seemed to encapsulate the spirit of the time,
recalling as it did both the ‘Gegenstiandlichkeit’ of the
Berlin Dadaists and the ‘Sachlichkeit’ of the prewar
Werkbund, that same ‘Sachlichkeit’ as had been
specified as the hallmark of good journalism by Egon
Erwin Kisch. Both these words can be translated by
‘objectivity” in English, a term which at least covers
something of what they mean. So the theme song of
the Schiffer-Spoliansky revue called Es /fiegt in der
Luft (or “There’s Something in the Air’) of 1928,
which took up Hartlaub’s title and popularized it,
may be rendered:

There’s something in the air called objectivity,

there’s something in the air like electricity.

There’s something in the air, and it’s in the air, the
air.

There’s something in the air that’s pure silliness,

there’s something in the air that vou can’t resist.

There’s something in the air, and it’s in the air,

And you can’t get it out of the air.

What has come over the air these days?
Oh, the air has fallen for a brand-new craze.
Through the air are swiftly blown

Pictures, radio, telephone.

Through the air the whole lot flies,

till the air simply can’t believe its eyes
Planes and airships, think of that!

There’s the air, just hear it humming!
Trunk calls, Trios in B flat

In the gaps that are left a picture’s coming.

Refrain: There’s something in the air called

objectivity . . . (and so on).
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{an and Streetiamp, a lost painting by

All the same, the idea is rather more complex than
the popular notion of it, and the word ‘objectivity’
soon becomes an obstacle to understanding. For
where the ‘Gegenstand’ was the object (or ‘Veshch’)
as it concerned the Constructivists — i.e. the actual
concrete thing — a ‘Sache’ is a fact, a matter, a ‘thing’
in a more abstract sense. Its quality of ‘Sachlichkeit’
then implies objectivity in the sense of a neutral,
sober, matter-of-fact approach, thus coming to
embrace functionalism, utility, absence of decorative
frills. To render ‘Die neue Sachlichkeit’ therefore by
“The new objectivity’, as is commonly done in
English-speaking countries, is only partially right,
and we have to be careful not to let the looseness of
the term lead us to use it in contexts where the
Germans would not have used it themselves. Like all
such -ismic expressions it has to be treated histori-
cally, not as a handy descriptive label; and the first
thing to do is to see how it was originally applied.

There were 124 pictures by thirty-two artists in the
Mannheim exhibition, which travelled the same
autumn to Dresden and other middle German cities
including Dessau, the Bauhaus’s new home. Other
exhibitions under the same title followed, notably
one at Karl Nierendorf’s gallery in Berlin in the spring
of 1927. The artists in question fall into two main
groups: at Mannheim there were, first of all, the
coolly uncomplimentary social commentators like
Grosz, Dix, Schlichter, Georg Scholz of the former
Novembergruppe ‘opposition’, along with Karl
Rossing from Essen, Rdderscheidt, H. M. Davring-
hausen and Karl Hubbuch. Tacked on to these and
seemingly under the wing of the critic Franz Roh,
who was one of Hartlaub’s advisers in planning the
show, were the more Italianate, mainly Munich-based
artists like Schrimpf, Mense and Alexander Kanoldt,
who fell under Roh’s rival label of Magic Realism or
‘Magischer Realismus’: a term implying a certain
debt to ‘Metaphysical’ painting and thereby a family
connection with the pictorial ideas even then being
promoted by the Surrealists in France.

Except that both groups painted figuratively they
had little in common, while between them stood Max
Beckmann, independent as always but at that point
much closer to the first group, particularly in his
graphic work. After 1925, as the allegorical element
came to dominate in his painting, he no longer
showed under the ‘Neue Sachlichkeit’ label, but the
original exhibition nonetheless contained five of his
paihtings from the years 1917-23, to which Hartlaub
subsequently added others. In that period, while



many of his fellow-Verists were still embroiled with
Dada, Beckmann was painting Frankfurt street
scenes, portraits, a bar in Baden-Baden, with a new
firm relentlessness. This was when a critic described
coming across him in an empty room of the Frankfurt
station restaurant, sitting alone with a sweaty face,
smoking a cigar with a champagne bottle before
him: ‘I’ve never met such a solitary man’.

In subsequent Neue Sachlichkeit shows further
artists were included, most of them akin to the more
socially-conscious of the two groups. Christian
Schad, for instance, the former Dadaist who orig-
inated the photogram even before Man Ray, now
resurfaced with Iralianate paintings that were soon
followed by hard Veristic portraits: of Kisch, of the
twelve-tone composer Josef Matthias Hauer (both
with Eiffel Tower girders in the background), of a
Count Saint-Génois d’ Anneaucourt with his hands in
his dinner-jacket pockets and two smart, tough,
transparently-clad ladies behind him. Carl Gross-
berg (said to have been one of the early Bauhaus
students, though his name is not on the surviving
lists) made careful drawings of industrial installations
for different firms, then began painting increasingly
fantastic factory pictures: great stvlized machine-
rooms populated by the odd bird or bat. Fritz
Radziwill, a friend of Dix’s from north Germany,
painted like a mixture of Sunday painter and old
master, often placing some disturbing minor incident
in his shabby settings. Hans Grundig from Dresden
joined the KPD in 1926 and concentrated on
explicitly political and proletarian themes. Others
again took no part in the group exhibitions but
clearly belong in the same school: thus throughout
the later 19205 Wunderwald was painting his views of
Berlin, with its elevated railway, its iron bridges, its
tramlines and peeling poster hoardings. Yet another
Dadaist could be seen turning to Verism with the
smooth still-lifes painted around 1927 by Hannah
Hoch, formerly an adept of photomontage.

To some extent these people were only doing what
painters elsewhere had done slightly earlier without
bothering to find a particular name for it. Part of the
effect of the postwar ‘rappel a 'ordre’ at Rosenberg’s
Galerie de ’Effort Moderne, for instance, had been
the emergence of former Cubists as new hard,
smooth, Veristic painters: less ruthless than those in
Germany, perhaps, but not all that unlike them. Thus
around 1922-5 Auguste Herbin, 2 Cubist before and a
non-figurative painter of some distinction again later,
was painting buildings and landscapes in a flat,
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Beckmann, 1923 vintage. His painting of a ‘Tangbar’ in Baden-
Baden, now in the Munich state collections

poster-like realistic style, while another ex-Cubist
Jean Metzinger was doing the same kind of thing in
rather more ingratiating style. J.éopold Survage too
moved away from Cubism after 1919, as did Le
Fauconnier, another realist convert.

To these can be added the American expatriates
who had begun working under the impact of Léger
and the Purists, starting with Gerald Murphy whose
enormous painting of liner funnels at once echoed Le
Corbusier’s notions of ‘les yeux qui ne voient pas’ and
had the clean literalness of Carl Grossberg’s pictures.
Charles Sheeler was a similar instance, a city-
conscious artist and photographer whose ideas of
composition had been learnt in the same school. The
Constructivist-influenced lLozowick too reflected
something of this spirit in his paintings. Back in the
U.S. itself Edward Hopper was now beginning to
paint those urban and architectural scenes which
relate him too to Die Neue Sachlichkeit, though
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coming nowhere near that school’s harshness. Later
there would be other artists in the same tradition: Ben
Shahn and, on the Magic Realist side, the Englishman
Edward Wadsworth with his calm, smooth mechani-
cal compositions, deriving ultimately from a more
Futurist or Vorticist view.

There was even for a time a parallel development
in the USSR, traceable back to the First German Art
Exhibition which was held in Moscow in October
1924 and visited Leningrad three months later. This
huge show, involving 126 artists of all schools, was
organized by Muenzenberg through the IAH and its
Aid to Artists and supervised by Otto Nagel; and its
impact can be compared with that of the Berlin Soviet
exhibition of 1922. Though it included nine exhi-
bitors from the Bauhaus and fifteen from the Sturm
circle (among them Baumeister) far the strongest
impression was made by the Verists of the Red
Group: Grosz, Dix, Schlichter, Griebel, Davring-
hausen and seven others. It was these who led
Lunacharsky to comment that the Germans had
‘surpassed nearly all our artists in the degree of their

mental assimilation of the revolution and their
creation of revolutionary art’.

Orthers were less enthusiastic, commenting on the
element of sadism, of grimacing as evidence of a sick
culture. ‘“When you come down to it’, wrote the critic
Fedorov-Davidov in Pechat i revolutsia, a little
unfairly,

the social protest of the German artists is directed
exclusively against prostitution. . . . Undoubtedly pro-
stitution is among Germany’s most flagrant problems,
but is it the most important, let alone the only one?

Nonetheless the new Association of Easel Painters,
or OST, which was formed just at that time with
Shterenberg as its leading figure, parallels several
aspects of Die Neue Sachlichkeit, not least its debt to
Constructivism (for the group included a number of
tormer Vkutemas pupils as well as the former Cubo-
Futurist Lebedev, now visibly influenced by Grosz)
anditsrevival of the portrait, as instanced in works like
V. N. Perelman’s ‘Worker-correspondent’ of 1925.

Much of the German work only originates after the
Mannheim show, and indeed 1925 seems to mark a
new turn in the art of many of the painters concerned.
Thus Grosz now returned to oil painting, which he
had neglected for some years ; the memorable portrait
of Max Herrmann-Neisse which he showed at
Mannheim — the little hunched poet in his dark suit
and spats — being followed by others: of Mehring, of
Schmeling the boxer, of his mother, of Herzfelde, his
patron Felix Weil and so on. These were literalistic
pictures, the work of a skilled draughtsman rather
than a painter, and with them go some new literalistic
preparatory drawings. Yet, inconsistently enough,
the same year saw Grosz and Herzfelde issuing their
polemical pamphlet Die Kunst in Gefahr, which
summed up the trend towards ‘the dismantling of the
artist in his present form’ and viewed the laborious
process of oil painting as being ‘out of tune with the
times’ compared with the new collective art of the
cinema. According to this essay the artist now had
two logical choices: either he could merge in industry
as a designer or advertising man, or else he must
become a propagandist for the revolution.

Up to a point Grosz himself was still following the
second course, since he continued to do cartoons for
Der Knuppel till it ceased publication in 1927;
moreover both in Russia and in Germany he<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>