Note to students:  Read Hannah Höch’s 1934 notes on photomontage (website) with this essay.  For the quiz, be able to give Maud Lavin’s interpretation of Höch’s photomontage, Cut with the Kitchen Knife Dada through the Last Weimar Beer Belly Cultural Epoch of Germany, 1919-20, and Höch’s 1934 explanation of photomontage sources and value as communication and art.  What was Hoch’s most important contribution to Dada?  For discussion, decide what you think about Höch’s and Hausmann’s about non-conformist gender and relationship ideas.  What were the New Woman and New Man? What is anarcho-communism?
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To visit the First International Dada-Messe (Dada-Fair) of 1920 was to step into the confrontational yet bitterly ironic world of the Berlin Dadaists. The walls of Dr. Otto Burchard’s art gal​lery, a converted three-room apartment at Lutzowufer 13, were covered floor to ceiling with a disorienting display of photo​montages, posters, Dada periodicals, paintings, drawings, and assemblages by young, largely unknown artists. Here and there on the walls were pasted large posters with slogans like “Dada ist politisch” (Dada is political) and “Die Kunst ist tot / Es lebe die neue Maschinenkunst TATLINS” (Art is dead/ Long live the new machine art of Tallin). From the ceiling of the main room, where one might have expected a chandelier, hung a uni​formed dummy with a pig’s head, the so-called Preussischer Erzengel (Prussian archangel) by Rudolf Schlichter and John Heartfield. In another room, Johannes Baader had erected an assemblage he titled Das grosse Plasto-Dio-Dada-Drama. It looked like the aftermath of an accident between a trol​ley car and a newspaper kiosk. On top of a table covered with papers, posters, and junk, and attended by a male mannequin, were Dada periodicals, mainstream newspapers, and poster-size examples of nonsensical sound poetry.
There were oddly titled works of art like George Grosz’s “Daum” marries her pedantic automaton “George” in May 1920, John Heartfield is very glad of it, a combination of montage and watercolor, which parodied Grosz’s own marriage as well as the stereotypes of the mechanized male and the prostituted female. The Berlin Dadaists also exhibited collaborative periodicals published by Wieland Herzfelde’s Malik Verlag like Jedermann sein eigner Fussball (Each Man His Own Football), 1919, a satire of politics and art. Raoul Hausmann showed a variety of tongue-in-cheek advertisements for Dada, like his well-known photomontage Dada siegt (Dada Triumphs). Many of the Dadaists created assemblages (most since destroyed) such as George Grosz and John Heartfield's construction that featured a light bulb -wired and turned on - as the head of a male mannequin with an amputated leg. From outside Berlin, such artists as Hans Arp, Francis Picabia, and the Cologne Dadaists Max Ernst and Johannes Baargeld were included.

Dominating one wall in the main room were the works of Berlin Dada's least-known member, Hannah Höch (fig. 6). Höch's wall space, adjoining Hausmann's, was filled primarily with photomontages, but also at least one relief, now missing, Diktatur der Dadaisten (Dictator of the Dadaists), and one poster, Plakat Ali-Baba-Diele (Poster Ali-Baba-Hall), also missing (fig. 5).' Höch's huge and elaborate photo​montage critiquing Weimar culture, Schnitt mit dem Kiichenmesser Dada durch die letzte weimarer Bierbauchkulturepoche Deutschlands (Cut with the Kitchen Knife Dada through the last Weimar Beer Belly Cultural Epoch of Germany) was dis​played prominently. In addition, Höch exhibited Dada Rundschau (Dada Pano​rama), which also satirized the Weimar Republic and celebrated Dada and the New Woman, Da-Dandy and other photomontages, as well as sculptures and two hand-sewn Dada dolls (fig. 7), each 60 cm. tall with ragamuffin hair and abstractly ren​dered body parts.

The Dada-Messe was the highpoint of the short-lived Berlin Dada movement, a loosely federated group of artists who had come together during the World War I out of a shared interest in pacifism and anarchic Expressionism. In early 1917, the artist Richard Huelsenbeck had returned from Zurich where he had seen the art of Hans Arp, Emmy Hennings, Hugo Ball, Tristan Tzara, and other Dadaists. He had been particularly impressed by their embrace of chaos and randomness. Huelsenbeck had shared his enthusiasm with a group of artists that included John Heartfield, George Grosz, Wieland Herzfelde, Raoul Hausmann, Johannes Baader, and Hannah Höch. Berlin Dada's first public appearance on April 12, 1918 was a riotous evening at the otherwise decorous Secession where Huelsenbeck's Dadaist Manifesto was pre​sented along with readings of sound poetry by George Grosz and the Italian Futurist F. T. Marinetti. Cacaphony was created by drums, instruments, and noise from the audience.2 From 1918—22, the Dadaists were involved variously in publishing peri​odicals and portfolios, painting, printmaking, photomontage, collage, assemblage, sound poetry, and performance. Although not a monolithic movement, this Berlin "Dada Club" had multiple styles that were united by an ironic cynicism and a desire to provoke.

From the beginning, the group was politically engaged, interested in representing the concrete and the chaotic instead of the transcendent. After the so-called socialist revolution of 1918, the Dadaists were highly vocal in their opposition to the new Republic, going so far as to organize street demonstrations and distribute copies of a periodical criticizing the government.' One of their principal complaints cen​tered on the hypocrisy of the supposedly socialist government. Far from establishing socialism, the new Weimar government immediately entered into agreements with big business and with the vestiges of the imperial military. In the name of keeping order, the state even encouraged the use of radical right-wing vigilantes, the dreaded Freikorps. By collaborating with the Freikorps, the state in effect sanctioned the as​sassinations of such leftist leaders as Rosa Luxemburg and Karl Liebknecht. The more radical members of Berlin Dada - Grosz, Heartfield, and Herzfelde — were highly critical of the government's bloody suppression of the Spartacist revolt in 1919 and joined the newly formed Communist Party, the KPD. Höch, Hausmann, and Baader were affiliated with a more Utopian type of anarcho-communism.4
Although the Dadaists embraced agitation, polemic, and disorder, they were not exclusively involved in strategies of negation. Typically, their program was neither consistent nor limited. As can be seen from the varied works displayed at the Dada-Messe, the Berlin Dadaists prided themselves on both affirming and negating their principal themes. While they were applauding the newly rationalized man — asso​ciated in their minds with the machine, the engineer, and the Soviet artist Vladimir Tallin — they were also satirizing man-as-machine idealism, particularly as it had been played out in the carnage of World War I. While the Dadaists were using their art to propagandize for a radical Soviet-style revolution and to criticize the German military, they were also questioning the very production of meaning and the efficacy of art.

In addition, Berlin Dada's relationship to the mass media was purposefully am​biguous. The Dadaists co-opted media strategies — headlines, advertising campaigns, propaganda — but satirized the popular press as well. Through Herzfelde's publish​ing house, the Malik Verlag, Berlin Dada produced a series of periodicals on culture and politics and portfolios such as George Grosz's Gott mit uns (God with us) litho​graphs, which lampooned the military. Malik also published mass market books such as German translations of Upton Sinclair's muckraking novels, part of a clever two-track strategy to reach both avant-garde and general audiences.5
Amid the array of Berlin Dada production, Hannah Höch's work was distin​guished by her interest in the allegorical uses of montage to represent the society, gender roles, and modernity of Weimar Germany. Höch had become involved with the Berlin Dada movement through Hausmann, whom she had met in 1915. Although Hausmann was married and had a daughter, he and Höch became lovers and a publicly acknowledged couple. For seven years, from 1915 to 1922, the two had a passionate, intense, and friction-filled relationship during which they struggled to define their individual identities along with new concepts of gender, politics, and psy​chology. Through Hausmann, Höch became acquainted first with the proto-Dada, loosely Expressionist circles of Der Sturm and Die Aktion, including such writers and painters as Franz Jung, Maria Uhden, Georg Schrimpf, Mynona (Salomo Friedlaender), and Arthur Segal, and later with the more iconoclastic and experimental artists affiliated with the Dada Club.6 
Because Höch's links to the Dadaists were almost exclusively through Haus​mann, and as she was the only woman in the group, she always held a marginal position in the "Club." Grosz and Heartfield initially opposed including her in the Dada-Messe (probably because she was a woman — she was one of few to exhibit in the show and the only one with adequate representation) — relenting only when Hausmann threatened to withdraw his own works.7 Yet Höch managed to partici​pate in all the major Berlin Dada exhibitions,8 and early reviews of Höch's work identify her as a Berlin Dadaist.9 On the other hand, Höch did not present her work through mass distribution channels, as did Grosz, Heartfield, Hausmann, and others associated with the Malik Verlag. She only had one abstract woodcut included in Der Dada i (which was edited by Hausmann and published by Malik)10 and two photographs of her Dada puppets published in the avant-garde periodical Schall und Rauch, one on the cover and one inside.11
Höch was also featured in one of the Dada performances, an evening of satires read by Höch, Hausmann, and Mynona at the Secession in 1921. Her reading of "Italienreise" (Italian trip), which parodied the Italians and the Germans and de​scribed part of her journey to Rome, was praised by a reviewer and the text was later published in the Novembergruppe periodical NG.12 Höch's greatest contri​bution to the Dada movement was her sophisticated development of the technique of photomontage. Höch, together with Hausmann, is often credited with inventing avant-garde photomontage (although other Dadaists also claimed this distinction).13 As cultural historian Sally Stein has pointed out, photomontage had been common in advertising since the nineteenth century.14 Höch herself located the source of photo​montage in popular culture (see appendix, "A Few Words on Photomontage").15 When Höch and Hausmann began to make photomontages in 1918, they were first inspired, as she tells it, by montages of soldiers's heads and officers's uniforms that they saw on postcards when they were vacationing at Gribow on the Ostsee.16 Several years later, Höch collected French popular postcards montaged with photographs, feathers, and other materials and noted them for herself as "Vorganger der Photo​montage und der Collage" (precursors of photomontage and collage).17
Höch and Hausmann collaborated on at least one occasion, the Dada-Cordial of about 1922 (fig. 8). This photomontage combines images with Der Dada texts by Hausmann as an advertisement for Dada: "Legen Sie Ihr Geld in dada an!" (Invest in Dada!) Three interconnected photomontages are arranged throughout the text and are laid out as illustrations. They mix images of tribesmen, modern machin​ery, a European woman with a veil, embroidery, insects, and some lettering (most significantly the words "Malik Verlag" and "Welt Teppich" [World carpet]). Insects appear throughout Höch's work as emblems of Dada.

Despite occasional collaboration, Höch's preoccupation with the New Woman and with gender roles set her apart from the other Dadaists (fig. 9). For example, her work stands in marked contrast to George Grosz's misogynist depictions of prostitutes. As might be expected, there is a greater similarity between Hausmann and Höch in their representation of women. Gender issues were more central and fully developed in Höch's work than in that of any other Dadaists, however, and she was more interested in the development of modern identities and new freedoms
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Though seemingly as chaotic as the Dada-Messe itself, Höch's Cut with the Kitchen Knife is a remarkably concise and elegant work that functions as a Dadaist manifesto on the politics of Weimar society. In keeping with its large theme Höch gave this grandly-scaled photomontage an equally grand name: Schnitt mit dem Kiichenmesser Dada durch die letzte weimarer Bierbauchkulturepoche Deutsch-lands, (Cut with the Kitchen Knife Dada through the last Weimar Beer Belly Cultural Epoch of Germany), 1919-20 (114 x 90 cm.) This montage (fig. 2) combines photo​graphs of political leaders with sports stars, Dada artists, and urban images. In this allegory, Höch assigns women a catalytic role in the opposition between a revo​lutionary Dada world associated with Karl Marx and the anti-Dada world of the politically compromised President Friedrich Ebert.

In Cut with the Kitchen Knife, images of Höch's fellow Dadaists (fig.3), are aligned with Marx, Lenin, and other revolutionary figures (lower right). But many other images that populate Höch's Dada world are photographs of women she ad​mired, particularly dancers, actresses, and artists. In opposition, Höch's anti-Dada world (fig. 4) is represented by images of the paunchy President Ebert and other Weimar government leaders (upper right). In Höch's decentered inversion of Weimar society, the images of women are crucial. Famous and easily recognizable women signify various metaphors of liberation: movement, technology, female pleasure, innovation, Dada, and revolution.

Cut with the Kitchen Knife offers an entire social panorama of the Weimar Re​public. The upper right "anti-dadaistische Bewegung" (anti-Dada movement), as it is labeled, is dominated by a densely clustered [image: image3.jpg]


composite montage-portrait of the recently deposed Wilhelm II. Two upturned wrestlers form his moustache. On his right shoulder perches the body of the exotic modern dancer Sent M'ahesa whose head has been replaced by that of General Field Marshal Friedrich von Hindenburg. One of the dancer's arms seems to tickle Wilhelm under the chin; the other rests on the shoulder of General von Pflazer-Baltin. He in turn is standing on the heads of the infamous Reichswehrminister Noske (known for his support of the Freikorps) and another general. Over Wilhelm's left shoulder is a scene of people waiting in line at a Berlin employment office.
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Another series of witty gestalts, though, makes inroads on this pompous portrait. Immediately below is the area labeled "Die grosse Welt dada/ Dadaisten" (the great Dada world/ Dadaists). At the time of the Dada-Messe - when the newly achieved Soviet revolution still loomed large as a model for the German left — Höch labeled this section "Weltrevolution/ Dadaisten" (world revolution/ Dadaists), but these words were later replaced with the more innocuous Dada slogan. At the center of the Dada world is Raoul Hausmann in a diver's suit, facing the viewer, mouth open in ironic confrontation. Out of his head grows a montage of technology. Karl Marx's head is appended on one side of the machinery in what seems to be a nonambiguous reference to revolutionary hopes for the marriage of communism and new technological production. The pile of machinery is topped by a wheel at Wilhelm's breast; next to the wheel is the head of the much-admired poet Elsa Lasker-Schuler.

The centrifugal composition rotates around a cut-out photograph of the body of the popular dancer "Niddy" Impekoven. Headless, she pirouettes below the tilted head of Käthe Kollwitz which has been pierced by a spear (fig. 4). In the "Dada world" section of the montage, these other female faces appear: Niddy Impekoven again (bathing John Heartfield), the actress Asta Nielsen (as an American photojournalist), the dancer Pola Negri, and Hannah Höch herself. Höch's face appears in the lower right corner, in what is commonly a signature area, abutting a map of Europe showing the progress of women's enfranchisement. The bodies of female athletes and dancers punctuate this section; for example, the heads of George Grosz and Wilhelm Herzfelde are attached to a ballerina's body. By their professions, movements, and locations in the montage, the women represented are strongly and positively asso​ciated with Dada and the new. One of Impekoven's feet rests on the forehead of Walther Rathenau, the liberal Jewish foreign minister who was later assassinated. The other foot kicks back in the direction of a giant roller bearing. In the lower left the leader of the revolutionary sailors, Raimund Tost, appears as if addressing a montage of crowd scenes with the words "Tretet Dada bei" (Join Dada). Sur​rounding him are a photograph of a throng of children, a view of the new National Assembly in session, two street scenes of urban crowds, and an image of an outdoor orchestra. In the upper left there are more advertisements for Dada, several seeming to spring from Albert Einstein's head. Next to Einstein and leading in a clockwise direction back toward the anti-Dada, militaristic world are two montage caricatures of President Ebert.

Within the montage, five gigantic wheels or roller bearings echo the centrifugal motion of the composition. This tribute to technology is itself paralleled by the incor​poration of mass-produced newspaper images and the use and parody of advertising slogans. The art historian Jula Dech has painstakingly located the Illustrierte sources for the majority of the montage's photographic fragments.19 The mass media as form and subject of the montage is a comment on the status of the media in the postwar years; its newly visual, photographic face, marked by a significant increase in the number of photographs used, and the sheer proliferation of newspapers signified a new cultural order.

In Cut with the Kitchen Knife, the power of Dada is signified, on several levels, by movement; Dada is a destabilizing force. In addition to the formal echoing of the wheels and roller bearings, the dynamic action of the compositional design is paralleled iconographically by images indicating movement, either by machines or female dancers or revolutionary scenes.20 Art historian Hanne Bergius has suggested that dance represents the anti-intellectual, action-dedicated beliefs of Dada.21 If this is so, then the dynamic Impekoven, a female dancer, is offered as the antithesis of male, militaristic culture, typified by Wilhelm II and his generals. (Significantly, Kollwitz's head is presented in an unresolvable and ambiguous position. The separation of a female head from the body, although here delicately, even wittily portrayed, has underlying connotations of great violence, brought to the fore by the spear running through Kollwitz's head.) The key role of Dada dancer, symbolizing power, move​ment, and the female, is one that Höch assumes for herself. Even the title of this work, Cut with the Kitchen Knife, points to a female actor. It is the female gaze that cuts through the "Weimar beer belly" and offers this Dadaist cross-section.

Women occupy the principal revolutionary roles in Cut with the Kitchen Knife, often signified by dramatic or assertive physical movement, such as dancing or ice skating. Formally, the instability of disjunctive montage fragments creates a kalei​doscopic effect of movement which is embodied in the figures of the female dancers and athletes. Dada as disseminated by voice and word is associated with men. (For example, the word "dada" emanates from Einstein's brain in the upper left of the montage). But it is Impekoven's body that, small as it is, literally has the pivotal position in the work. Impekoven's pirouette and the movements of other dancers and ice skaters can be read explicitly as physical freedom and Dada anti-repression. But, more than this, the images of women are allegorical signifiers of female liberation ' and anarcho-communist revolution. In Cut with the Kitchen Knife, the montages and representations of women function as Utopian elements within the centrifugal dissolution of Weimar hierarchies.

In other words, these photographic fragments of women should not be regarded separately, with each having a discreet, fixed meaning. Rather, the meaning of each fragment is contingent and incomplete, open to a variety of supplementary read​ings in juxtaposition with other fragments. I should like to emphasize an allegorical reading of Höch's montage. Whereas a symbolic reading offers one definition of an image, an allegorical interpretation reads layers of meaning in or through a text. As the critic Craig Owens put it succinctly, "In allegorical structure, then, one text is read through another, however fragmentary, intermittent, or chaotic their relation​ship may be."22
When constructed to emphasize its disjunctive properties, the approach favored by the Berlin Dadaists, photomontage is inherently allegorical.23 Art historian Benjamin Buchloh has pointed out that when an image is taken from its familiar context - appropriated — and therefore depleted of one level of meaning, and then recontextualized and given new layers of meaning, this montage technique makes it possible "to speak with hidden meaning." He quotes George Grosz as saying that photomontage allowed the Berlin Dadaists to say allegorically "in pictures what would have been banned by the censors."24 Allegorical fragments in suggestive juxta​positions assume a knowing audience — montage is a technique well suited to a veiled and open-ended propaganda. Further, an allegorical representation opens up a range of interpretations and a play of significations for the viewer. Meanings, political and otherwise, are intentionally not made explicit. Allegory is not prescriptive. The viewer is an active, creative proponent in constructing meaning rather than a passive recipient. Allegory often implies and builds on a shared knowledge or value system between author and audience.

In the allegorical suggestions of Höch's Cut with the Kitchen Knife, the repre​sentation of pleasure has an important function. In fact, there is a significant parallel between critical theories about the allegorical operations of montage and Sigmund Freud's foundation thesis of how pleasure functions with other psychoanalytic pro​cesses. In an early essay from 1911, "Formulation of the Two Principles of Mental Functioning," Freud describes the way that psychic processes, striving to gain plea​sure, work through and with more repressive mechanisms. Although Freud does not use the word "allegory," the relationship he is describing is allegorical: the ego's goal of pleasure is represented through and mediated by the necessity of making adjust​ments to external reality. Freud defines pleasure as the minimizing of tension, and, for him, the search for pleasure is a primary and primitive mental function; indeed, he calls it one of the most basic psychic processes and motivations. But Freud compli​cates his definition when he describes how the primitive "pleasure principle" inter​acts with what he terms as the "reality principle," meaning the psychic mechanisms that make the ego come to terms with outside reality. Over time, Freud says, the reality principle adjusts the ego to the external world, teaching it to delay gratifica​tion in order to reach satisfaction eventually. But Freud cautions against treating the pleasure principle and the reality principle as opposites. Instead, he implies an addi​tive, layered, and contingent relationship: "Actually the substitution of the reality principle for the pleasure principle implies no deposing of the pleasure principle, but only a safeguarding of it."2S In everyday functioning, then, this relationship is allegorical in the sense that the pleasure principle must be "read through" the reality principle.

It is the coexistence of the pleasure principle and the reality principle — the drive to minimize tension and at the same time the need to accommodate the ego to the external world - that has the potential to provide ambiguous, allegorical read​ings of any representation of pleasure. The two principles are interdependent, but there is also, of course, the possibility for tension between the search for pleasure and the experience of reality. To use montage to represent pleasure can emphasize the discordant nature of these broadly-based tensions. And to do so with specifi​cally female pleasures (here of female athleticism, modernity, the body, dress) is to underline these tensions in a highly gendered context. In some instances, the tension between the two psychic principles Freud outlines can be seen as a distinction those between fantasizing about the future and coping with present-day reality. In terms of montage theory, this analogy is useful for examining the coexistence of Utopian traces with fragments connoting more repressive elements of everyday life. Freudian theory suggests the strong linkage and interdependence between the two types of representation.

To apply this reading to Höch's Dada montages and their allegorical represen​tation of pleasure is not to say that Höch was interested in a direct transcription of Freudian theory. On the contrary, Höch and Hausmann were involved in circles influenced by Freud but often in disagreement with him. In a series of articles pub​lished in 1919, Hausmann elaborated his views on psychoanalytic theory and gender roles. Particularly influential for Hausmann's "feminist" theories were the writings of the contemporary psychoanalyst Otto Gross, a staunch anti-Freudian. Gross saw gender difference as societally conditioned and considered such conditioning (par​ticularly as it was practiced in his own culture) to be repressive and destructive. Gross's writings are inconsistent and Utopian, but they insistently advocate the full expression of male and female sexuality in communal living.

Following Gross's theories, Hausmann attempted to formulate a "natural law" of communism by locating communal instincts in the unconscious. According to Hausmann, both communal instincts and fully formed gender roles were repressed by patriarchal capitalist society. To rectify this dysfunction, Hausmann called for an idealistic repatterning of sexuality and family structures to liberate communal instincts.26 In his writings for the postwar culture journal Die Erde, Hausmann de​veloped a model of communal living that centered around matriarchy, in which he combined prewar anarchist goals with postwar admiration for communism.27 What is significant for understanding Höch's intellectual context is that Hausmann's con​cept of political revolution depended on a new, liberated role for women in society.

In a 1919 essay titled "Weltrevolution" (world revolution) — the term Höch used in Cut with the Kitchen Knife — Hausmann proclaimed his support for a commu​nist economic revolution, but argued that such a revolution would never be viable unless accompanied by a sexual revolution. "The communist movement," wrote Hausmann, "will lead to a complete breakdown of the male spirit if it does not re orient itself from mere economic justice to sexual justice, to allow women to finally be women."28 Hausmann believed that capitalist ideas of ownership were deeply rooted in the patriarchal organization of the family, a system legalized by marriage, which allowed the father to possess the wife and children. In theory, Hausmann also opposed marriage, which he called "the amplification of a rape into a right."29 He argued that the oppression of women's sexuality enforced female bondage and the false idea of the male's right to possession. Hausmann, at least in his essays, insisted that each person should have control of his or her own body. Women, he argued, should have the right to experience a full range of female sexuality:

The creation of a feminine society leading to a new promiscuity and to matriarchy, in opposi​tion to the masculine model of a patriarchal family, is intimately connected to the restructuring of bourgeois society into communism.30
Although Hausmann was a theoretician and a prolific writer (his nickname was "Dadasoph"), Höch left few written statements and none of her published statements from the Weimar period touch on feminist issues. Höch and Hausmann were closely associated, but it cannot simply be assumed that she agreed with his views. There are, however, areas in Hausmann's theory that must have been of interest to Höch and that pertain to Höch's representation of women, despite the fact that Haus​mann in his relationship with Höch actually contradicted certain tenets of his own "feminism."

Höch recalled their relationship as "a difficult and sad apprenticeship."'1 Yet, it seems likely that Höch agreed with Hausmann's call for liberation of women. Although brought up in a bourgeois family and the daughter of an authoritarian father, she was leading an unorthodox and independent life. It seems probable that, like Hausmann, Höch aligned sexual equality with communism.32 Many leftist intel​lectuals of the Weimar era supported the communist ideals of the Bolshevik revo​lution. Höch's own support of communism is evidenced by her participation in the 1920 November Group letter which demanded artists's involvement in politics and advocated communism in particular.33 However, the most convincing proof of Höch's associating women's liberation with political revolution is in her artwork, where representations of women are central to her ironic, anti-Weimar images de​picting and urging political change.

In letters that Hausmann wrote to Höch, he quoted at length from such sources as Gross and Freud. It is clear that his psychological theories of 1919-20 evolved through and with his relationship to Höch, what Hausmann called their "antagonistische Gleichwertigkeit" (antagonistic equivalence).34 Both Höch and Hausmann used psychoanalytic theory to analyze themselves, each other, and their relationship. In one letter, from 1918, Hausmann wrote accusingly to Höch, "And isn't it true that you're always reading books - Mereschkowsky, Adler - just to gather material to use against me?"35 As any reader of these letters quickly becomes aware, Haus​mann and Höch were attempting to live as a New Man and New Woman, that is, to live outside bourgeois conventions and to formulate social and sexual identities in keeping with their anarcho-communist beliefs. The letters also reveal, however, Hausmann's attempt to justify his psychological brutality and at times even physical violence towards Höch with psychoanalytic theory.36
The entire time that Höch and Hausmann were involved, Hausmann remained married to and living with his wife Elfriede Hausmann-Schaeffer (they had a daugh​ter, Vera Hausmann, who was born in 1907). Hausmann's position on his marriage was contradictory; on March 15, 1918, for example, he wrote to Höch: "I am not for bigamy, and am no bigamist, since I am opposed to any type of marriage." 37 Despite his inability to dissolve this union, he repeatedly wrote to Höch about his desire for her to bear his child and for them to live together. As early as 1915 he talked about having a son with Höch: "How can I say I love you and our son who I want to have with you?" 38 The Höch-Hausmann relationship was a public one; he knew her family well; they had friends in common and were regarded as a couple. Höch apparently wanted Hausmann to end his marriage and, although she wanted to have children with him, refused to do so under the circumstances. She had two abortions, one in May 1916 and the other in January 1918.39
Not coincidentally, in the 1919 photomontage Burgerliches Brautpaar — Streit (Bourgeois Bridal Pair — Quarrel) Höch parodied conventional marriage. In the background are colored illustrations of household items for cleaning and cook​ing, and in the foreground are Illustrierte photographs of a male figure and a female figure in modern sports attire. Both athletes are infantilized — the woman bears the head of a child with a distressed expression, and the man awkwardly carries an enormous ribboned hat on his back and head. He is dwarfed and feminized by the oversized hat. Höch created other works during this time ridiculing marriage, such as her watercolor Burgerliches Brautpaar (Bourgeois Bridal Couple) 1920, where a groom in formal clothes stands arm-in-arm with a headless mannequin wearing a bridal veil.

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

For his part, Hausmann constructed two elaborate fantasies around Höch: one saw her as holy, as Eve or a virgin, with himself as Adam and their son-to-be com​pleting the trinity; in the other, Hausmann imagined himself wresting Höch from the influence of her father and his bourgeois values.40 When Höch would periodi​cally leave Hausmann, he would use these "arguments" to justify his behavior and plead for her return. Hausmann was violent; he hit Höch on several occasions, and this, along with his refusal to end his marriage, was most frequently her reason for leaving him.

One of Höch's attempts to escape from Hausmann was in autumn 1920 when she, her sister Crete, and the poet Regina Ullmann hiked across the Alps from Munich to Venice. Höch then continued to Rome by herself. Höch maintained much independence in the relationship and should not be seen as a martyr or passive victim. Her anger and resistance are indirectly evident in Hausmann's letters. She also paro​died Hausmann in her wonderfully funny and pointed short story "Der Maler" (The Painter) in which she satirizes a painter's male vanity and the glib appropriation of one of his works (an abstract rendering of a chive) first as an allegory of Woman and second as a representation of revolution.41 In 1922, Höch broke com​pletely with Hausmann, although they had some contact in later life. That same year (and the relationship between these events is not clear), Hausmann became in​volved with the artist Hedwig Mankiewitz. He obtained a divorce and subsequently married Mankiewitz in 1923. (…)
NOTES:

  1 Altogether six to nine of Höch's works were included in the Dada-Messe; the catalog's listing of Höch works is incomplete. Höch cited her works as they appeared in the Dada-Messe catalogue and added some not listed there in notes compiled after World "War II: "Meine Arbeiten ... in der Dada-Messe, Dr. Otto Burchard: Kat. Nr. 15 Hannah Höch Hausmann 2. Dadapuppen, Nr. 19 Hannchen Höch: Plakat Ali Baba-Diele, Berlin, Nr. 2.0 Hannchen Höch: Schnitt mit dem Kiichenmesser DADA durch die letzte weimarer Bierbauchkulturepoche Deutschlands, Nr. zi Hannah Höch: Diktatur der Dadaisten (relief), Nr. 2,2 Hannah Höch: Mecha-nisches Brautpaar (relief), Rundschau DADA? Ich glaube ja, war auch da auch von anderen waren Arbeiten nicht im Katalog." BG HHC ^96/79. In another document, BG HHC Hi48/79 entitled "Lebensiiberblick," 1958 (Heiligensee, reprinted in appendix), Höch also mentions Collage mit Pfeil and" 2 Plastiken" as having been in the exhibition. Höch Nachlass, Berlinische Galerie, Berlin.
2 Benson, Raoul Hausmann, 83.
3 For censorship arrests and trials involving the Malik Verlag, see Lavin, "Heartfield in Context."
4 Richard Sheppard has described the position of several Berlin Dada members as anarcho-communist. For a discussion of this label, see Sheppard, "Dada and Politics," 51—52..
5 For the multiclass and multiple audience strategies of Malik Verlag, see Fraser and Heller, Malik Verlag 1916-1947.
6 The writer Mynona was also associated with Berlin Dada.
7 Bergius, Das Lachen Dadas, 130.
8 For example, Höch contributed abstract drawings and watercolors to the I. B. Neumann exhibition in 1919.
9 See Behne, "Werkstattbesuche." In addition, a photograph of Höch with the Dada-Puppen appeared in an Italian newspaper Noi & II Mondo (i Oct. i9zo), 748-5Z, in an article entitled "Dada" about the Dada-Messe (clipping in the Berlinische Galerie Höch Nachlass).
10 Der Dada 2 (1919-20). The woodcut designated "M. Höch" is by Hannah Höch.
11  Schall und Rauch 5 (April 1920). In 1916 Höch created two female Dada dolls that she posed with several times throughout this period. In 1921 she dressed herself in a doll's costume to attend the Dada-Faschingsball. Hanne Bergius suggests this as an ironic commentary on Höch's relationship with Hausmann, a controlling personality. Bergius, Das Lachen Dadas, 130. In a less directly biographical interpretation, we can see Höch, albeit humorously, dismantling and recomposing feminine imagery to the point of using her own body as a montage. 
12 Höch, "Italienreise." The issue of NG also contains articles by Hausmann, Friedlaender, and Otto Freundlich. Umschlaggestaltung (cover design) by Hannah Höch. In the Berlinische Galerie Höch Nachlass, there is a clipping from 8 Uhr Abendblatt, 10 February 1921, of a review of the "Grotesken" evening in which the reviewer states: "Am besten gefiel mir Frl. Höchs 'Italienreise.' Sie hat den Witz Heinrich Heines und die Weltgewandtheit eines Piickler-Muskau in gut gespielter Preziositat verbunden." Höch also performed in 1919 in an Antisymphonie directed by Soviet-born Berlin Dadaist Jefim Golyscheff; her job was to clang some cymbals in this noise concert. Höch exhibited in non-Dada contexts as well. For example, despite Höch's signing of the 1920 open letter to the Novembergruppe protesting its apolitical stance, she regularly participated in its group exhibitions.
13 Timothy Benson summarizes these claims in Raoul Hausmann, 110-116.
14 Stein, "The Composite Photographic Image," 39-45.
15 Roditi, "Interview with Hannah Höch," 29; Pagé, "Interview with Hannah Höch," 31.
16 Hannah Höch recalled this story when interviewed by Eduard Roditi, "Interview with Hannah Höch," 26.
17 Höch collected these in Paris in 1923, and they are now in the Berlinische Galerie Höch Nachlass, BG HHC 904-909/ 79. They appear in Berlinische Galerie, Hannah Höch: Eine Lebenscollage, 753.
18 Images of women appear in Hausmann's Dada photomontages in only a few cases, most notably in the photomontages fiat Modes (1920), Dada Cino (1920), and ABCD (1920-23). Dada Cino was exhibited at the Dada-Messe next to Höch's Cut with the Kitchen Knife and, on a smaller scale, shares its centrifugal composition and celebration of modernity, as does Fiat Modes. In Dada Cino (fig. 9), the New Woman as a figure of sports and fashion establishes the circular motion through leaping and outstretched legs, setting
in motion a montage that applauds Dada. "Dada
siegt!" (Dada triumphs) is repeated twice alongside other images of the new: contemporary advertising, fashionably dressed men, a tank, and a modern woman ice-skating. Just above the signature is an image, probably a medical illustration, of a cross-section of a fetus in a womb. Similarly in ABCD, which features a photographic self-portrait and other signs of self (the ABCD pasted on Hausmann's mouth refers to his sound poetry), there is a medical illustration of two hands performing a pelvic examination on a woman. These two illustrations seem to relate to Hausmann's preoccupation with maternalism so often evident in his correspondence with Höch.
19 I am indebted to Jula Dech for much of the iconographic discussion here of Cut with the Kitchen Knife. Dech, Schnitt mit dem Kuchenmesser Dada.
20 Dech, Schnitt mit dem Kuchenmesser Dada. Dech has identified the referents in Cut with the Kitchen Knife and located their mass media sources. In addition, her study includes a cogent analysis of the montage's iconography and the relationships between images of women, male political figures, technology, and animals. 21  Bergius, "Femme-Artiste," 33—38.

22 Owens, "The Allegorical Impulse," 104. See also Buchloh, "Allegorical Procedures," 43—56; and Wallis, "Telling Stories," xi—xvii.

23 Buchloh, "Allegorical Procedures," 43-56.

24  Buchloh, "Allegorical Procedures," 43.

25 Freud, "Formulations of the Two Principles of Mental Functioning," 213.

26 For a discussion of Gross's role in Berlin avant-garde circles, see Mitzman, "Anarchism," 86—99.

27 Die Erde was a Berlin periodical on culture and politics whose contributors included Franz Jung, Otto Gross, and Karl Liebknecht. Pertinent here is Otto Gross's essay "Protest und Moral im Unbewussten," 681-685.

28 "Die kommunistische Bewegung wird zum Fiasko des mannlichen Geistes fiihren, wenn in ihr nicht eine radikale Umstellung von bloss okonomischer Gerechtigkeit zu einer Sexualgerechtigkeit vollzogen wird, die die Frau endlich zu Frau werden lasst." (Hausmann, "Zur Weltrevolution," 369). All transla​tions from the German are by Peter Chametzky unless otherwise noted.

29 "Die Ehe ist die Projektion einer Vergewaltigung in ein Recht." {Hausmann, "Der Besitzbegriff," 2.42).

30 "Die Bildung einer weiblichen Gesellschaft, die zu einer neuen Promiskuitat und in Zusammenhang damit zum Mutterrecht (gegen die Vaterrechtsfamilie mannlicher Pragung) fuhrt, hangt innigst zusammen mit der Urabildung der biirgerlichen Gesellschaft in den Kommunismus." (Hausmann, "Zur Weltrevolu​tion," 370).

31 Roditi, "Interview with Hannah Höch," 19.

32 In 1911 Höch became acquainted with the commu​nist writer Lu Marten. See postcards from Marten in the Höch Nachlass, Berlinische Galerie, Berlin. The friendship was renewed when Hannah Höch and Til Brugman moved back to Berlin late in the Weimar era. See, for example, the letter from Brugman to Höch dated August 4, 1931. Höch Nachlass, Rossners, Backnang.

33 "Lettre ouverte au Groupe Novembre," (Offener Brief an die Novembergruppe, Paris-Berlin 1900-1933, 171—172.. Even later, during the Cold War years when it was impolitic, she admitted her earlier interest in communism. Roditi, "Interview with Höch," 14-19.

34 Hausmann letter to Höch, 18 June 1918, BG HHC K731/79. A large body of correspondence from Hausmann to Höch from 1915—11 exists in the Höch Nachlass at the Berlinische Galerie. Most of this material has now been published in a two-volume set, Berlinische Galerie, Hannah Höch: Eine Lebenscollage. Höch saved Hausmann's letters but her side of the correspondence is missing (except for an occasional letter that found its way back into her hands). Her voice can be detected, however, from time to time when Hausmann quoted her indirectly. For example, in a 1918 letter Hausmann wrote: "Und im weiteren Verlauf gabst du mir zu verstehen, dass Du mich fur neurotisch hieltest." (Hausmann letter to Höch, undated, probably 1918, BG HHC K734/79).

Another indirect quote reveals Höch's self-definition as an emancipated woman: "Und Du musst als geistiger Mensch, als Frau, die nicht mehr 'nur Frau' sein will, sehen, dass Du jetzt diesen Weg ver-wirklichen helfen musst." (Hausmann letter to Höch, 18 June 1918, BG HHC K731/79). Hausmann's letters are passionate, disturbed, analytical, manipulative, and self-serving.

35 "Und ist es nicht so, dass Du immer Biicher liest, [Dimitri] Mereschkowsky [Russian literary critic], [Alfred] Adler [psychoanalyst], aus denen Du nur Material gegen mich ziehst?" (Hausmann letter to Höch, 12. June 1918, BG HHC K716/79). Crete Konig reports that although both Höch and Hausmann were involved with psychoanalytic theory, neither entered into therapy of any kind. Interview with the author, 29 Oct. 1986, Murnau.

36 One of many examples: "In dem Augenblick, als ich die Tasse zerschlug, war der Tisch zwischen uns - von einem Mordversuch, wie Du Deinem Bruder [Danilo: Friedrich Höch] erzahltest, kann keine Rede sein. Die Tasse zerschlug ich, weil Du nochmals Deinen Vater verteidigtest. . . Warum bist Du fur ihn gegen mich? Warum greifst Du mich ironisch und liignerisch an, statt mil mir zu sein? Aus Liebe? Willst Du nie begreifen, was Du mir tust, so dass ich Dich schlage?" (Hausmann letter to Höch, 23 March 1918, BG HHC 1(714/79). Hausmann comes across as an extremely egocentric, neurotic, violent, and conflicted man who was incapable of living up to his own ideals of personal and societal revolution.

37 "Ich bin nicht fur eine Doppelehe, und fiihre keine Doppelehe, denn ich bin gegen jede Form: Ehe." (Hausmann letter to Höch, 15 March 1918, BG HHC K7I3/79).

38 "Wie konnte ich sagen Ich Hebe Dich und unseren Sohn, den ich von Dir haben will?" (Hausmann letter to Höch, 1915, BG HHC K796/79). In these early letters, Hausmann often made an analogy between Höch and a virgin mother, by extension the Virgin Mary. The desired son then acquired a holy, Christ-like status, a sanctified embodiment of the New Man. See, for example, Hausmann's letter to Höch dated 19 June 1919, BG HHC K710/79.

39 These are the dates mentioned in a letter from Elfriede Hausmann-Schaeffer and Raoul Hausmann to Johannes Baader, 4 November 1910, as times when Höch "had to do what was necessary." BG HHC K4076/79. And these are also the dates reported by Bergius, Das Lacben Dadas, 134.

40 This comes up in a number of Hausmann's letters to Höch. See, for example, his letters of 19 May 1916 and 14 June 1916, and one undated (probably from 1918), BG HHC K748/79. There are many and major contradictions between Hausmann's feminist theories and his actual treatment of Höch. In this case, Hausmann's mythologizing of Höch is contrary to his critique of Otto Weininger's bourgeois idealization of women. Raoul Hausmann, "Zur Auflosung des biirgerlichen Frauentypus," 461-65. 

41  Much later, in 1964, Höch reflected on how Hausmann and his male contemporaries attempted to define themselves as liberated, non-bourgeois men at the expense of the women with whom they were involved. She cites Georg Schrimpf and Maria Uhden (a painter and friend of Höch's from her hometown, Gotha, who died in childbirth in 1918); Franz Jung, his wife Margot, and Clare Ohnng; Baader and Erna Hahn; and Hausmann and what was to become a series of polygamous relationships. See Giissefeld,

"Hannah Höch: Freunde und Briefpartner 1915— 1935," 15. Höch explains that the New Woman served as an object of desire for men whose relationships functioned as protests against an older generation and as paths to unbridled freedom. The men, however, were not willing to make the necessary changes in themselves — thus the Strindbergian dramas of their private lives. Höch's notes are fragmentary: "Durch Freud aufgeklart - Aus Protest zur altere Generation und dem aufgebrochenen Freiheits willen der bahnbrechenden des Frauen. War ihn allem dieser neue wohl Frau begehrenswert. Aber - das auch von ihrer Seite Neueinstellungen notig waren lehnten sie mehr oder weniger brutal ab. Dies fiihrte zu diesem wahrhaft Strindbergischen Dramen, die das Privatleben dieser Manner beim zeichneten. Mit der Schiksalen dieser Frauen waren viele Bande zu fullen urn das Zeitbild zu vervollstandigen." (BG HHC H1569/79).
  (…)
� SEQ Figure \* ARABIC �1�. Hannah Höch and Raoul Hausmann in front of their works at the First International Dada-Fair: June 30, 1920





� SEQ Figure \* ARABIC �2�. Hannah Höch, Cut with the Kitchen Knife Dada through the Last Weimar Beer Belly Cultural Epoch of Germany, 1919-20, 114 x 90 cm., photomontage, Berlin





� SEQ Figure \* ARABIC �3�. Hoch, detail of the Dada world, Cut with the Kitchen Knife…, 1919-20





� SEQ Figure \* ARABIC �5�. Höch, detail of the anti-Dada movement, Cut with the Kitchen Knife…, 1919-20





� SEQ Figure \* ARABIC �4�. Höch, detail of Cut with the Kitchen Knife’s pivotal images: body of Impenkoven with head of Kathe Kollwitz








