
CHAPTER T H R EE 

Dada 

Wedekind in Munich 

Long before Dada's ac tivities began at th e Cabaret V oltaire in Z uric~ I6, 

ca baret th eatre was already popular night-li fe entertainment in German 
cities . Munich , a thri vin g art centre before th e war, was the cit y from w hich 
came th e two key personalities of the Cabare t Voltaire- its fo und · ·s the night 
club entertainer Em m y H ennii1gs an~sband _ugo B al No ted 
fo r th e Blaue Reiter group of Expressioni st painters an or its prolific 
Expressionist thea tre performances, Munich was also fa m ous fo r its bars and 
cafes, that were the fo ca l point fo r the city 's bohemian ar tists, poets, w ri ters 
and actors . It was in cafes like the Simpliciss mus (where Ball m et H enni ngs, 
one of th e cabaret sta rs) that th eir half-w ritten m anifes tos and partl y edited 
magazines were discussed in th e dim light w hile , on sm all platfor m stages, 
dancers and singers, poets and magicians played out th eir satirical sketches 
based on everyday life in the prewar Bavarian capital. In th ese so-called 
' intim ate thea tres' , eccentric figures fl ourished , am ong th em Benjamin 

45 Franklin W edekind , better known as Frank W edekind. 

C N otori ous as a man determined to provoke, especiall y on sexual topics, his 
\-f' 'C standard fi rs t line to youn g wo men was in evitabl y ' Are you still a vi rgin ?', to 

w hich he would add a sensual g rimace, said to be onl y partl y th e result of his 
ill-fit ting dentures . Ca ll ed 'libertine', 'anti-bourgeois exploiter of sexuali ty' , 
a ' threa t to public morality', W edekind would perfo rm cabaret w hen los t for 
capital to pro du ce his plays o r w hen th warted b y offi cial censorship. He 
w ven urinate and m asturbate on stage and accordin g to Hugo Ball , 
induce con vulsions 'in hi s arm s, his egs, his -- and even in hi s brain ', at a 
time w hen n1.o rality was still chained to Pro testant archbishops' gowns. An 
equ all y anti-bou rgeois ar ts scene appreciated th e scathin g criti cism built into 
each of his provocati ve perfor man ces . 

His pl ays were no less contro versial. Fo llowing temporary exile in Paris 
and several m onths in prison for censorship vio lati on , Wedekind wrote his 
fa m ous satire on Munich li fe, Der lvlarqu is 110 n Keith. Greeted w ith deri sion 
b y public and press, he reto rted w ith th e play Konig N icolo, oder So Ist das 
Leben (' Kin g Nicolo, o r Such is Life ') in 190 1 , a vicious talc of the overth ro w 
by his bourgeois subj ects of a king w ho, having fa il ed all else, 1s forced to play 
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. ,. c'r to his own usurper. It w as as th ough W edekind sought 
court Jest · · k d · i in each perfo rmance, usm g 1t as a counter-attac to a verse 
conso!J rioi d b K · w·11 1 ' u . . . · . . In tu rn , each play was censore y a1ser i 1e 111 s , russ1an 
cnncisn1. · bl. I F. · II d · db · _ . I d often ·ibrid o-ed b y his pu 1s 1ers. 111 an c1a y rame y pnson 

ft1c1:i s, an ' "' . k 0 
, . . d o-enerall y ostracized by nervous producers, he was to wor se1HCl1 CLS ,111 t, . . . . . . . 

. 1 • . pu lar ca baret circmt , at one tim e Jomm g a fam ous tourm g group , aga in r lL po . . . . 
~ El i E" ecuti oners 111 ord er to ea rn a hvm g . T he · C\ -C t · ' . 

-
1 

·. ·verent perfo rm an ces bord enng on the obscene, endeared 1 ll'SL' 11 re . ' . . . . . 
I 1. · d ro tl1c ·nti sti c com m umty 111 Mumch, whil e the _censorship tnals We CK111 · · ' . . . . 

I . I · .1·r·ibl)' fo ll owed auaranteed his prommen cc 111 th e o ty. Ball , w ho \\" l! C 1 111e\ , t> 

- t d the Cafe Simpliciss im us , commented th at fr om 19 10 on wa rds trcq UCll e . ' . ' . 
1 · 1.,. in his hfe revo lved around the th ea tre: Li fe, people, love, c,·cr yt 111 b . . , , 

1. , To me the th eatre m eant 111 con ce1va ble freedom , he w ro te. M y 
111or:1 it) . . 5 , ·r impression w as of the poet as a fea rful cym ca l spectacle: Frank srron go . . 
W L·tkki nd I saw him at m an y rehea rsals and 111 almost all ofh1 s plays: In the 

I . lie was stru o-alin a to eliminate bo th himself and th e las t remams of a t 1<.'Jtl l' ' t,t, t, 

once fir m ly established civiliza tion. ' 
Wc·dekind 's Die Bi:i chse de r Pandora ('Pandora's Box') , the tale of an 

emancipated w o man's ca reer , publi shed in 1904, w as considered such an 
elim ination. T he play was pro mptl y barred from public perform an ce 111 

45 Frank W edeki n d in his play H idall a, 
1905 



Germany during the author's lifetime. Ano-ry at the Public Prosecutoi· 1 
_ _ _ ::, , W 10 

he felt distorted the evidence 111 such a way as to sugo-est indec , 
W d k . d - - "' · ency 

e e 111 replied with an unpublished adaptation of Goethe's fa m ' 
H 'd .. I . d . ous et en.ros em., paro ymg court proceedings and legal jargon: 

The tramp says: I w ill have sexual intercourse with you, female vagran t. 

The female vagrant answers: I will infect you so badly with venereal disease that 
you will always have cause to remember me . 

Clearly she has no interest in sexual intercourse at that time. 

Wedekind's performances revelled in the licence o-iven the artist to b 
d 'd b e a 

ma outs1 er, exempt from society's normal behaviour. But he knew th at 
such licence was given only because the role of the artist was considered 
utterly 111s1g111ficant, more tol erated than accepted. Taking up the cause of the 
artISt_ agamst the complacent public at large , Wedekind was soon joined by 
others 111 Mumch and elsewhere who began to use performance as a cuttin" 
edge against society. " 

Kokoschka in Vienna 

Wedebnd's notoriety travelled_beyond Munich. While court proceedings 
on D,e Buchse _der Pandora contmued m Germany, the play was privatel y 
presented m Vienna. There_Wedekind himselfperforrnedJack th e Ripper, 
while Tilly Newes, lm wife-to-be, played the heroine Lulu. Midst the 
popular wave of Expressionism in Munich , Berlin and Vienna around this 
tune, albeit in written form rather than actual performance, Wedekind 
viewed . wi_th extreme disfavour any attern.pts to align his works with 
Express10111sm. He had , after all, instinctively used expressionist techniques in 
his work long before the term and the movement had become popular. 

It was ,111 '11enna that the prototypical Expressionist production, 
46 Kokoschka s lvfo rder , Hoffirnngder Frauen. ('Murderer, HopeofWomen ') was 

presented .h was to reach Munich, via Berlin, by way of the magazine Der 
Sturm, which published the text and drawings shortly after its presentation in 
Vienna m 1909 . Like Wedekind , the twenty-two-year-old Kokoschka was 
considered something of an eccentric affront to public morals and to the taste 
of the conservative Vien nese society, and he was threaten ed with dismissal 
from his teach)ng post at the Vienna School of Arts and Crafts by the Minister 
ofEducat1on . Degenerate artist', 'Bourgeois-bater' , 'com mon criminal', th e 
cnt1_cs called hin1 , as well as Oberwildi11g or chief savage, following the 
exh1b1t1on of his clay bust The Warrior at th e 1908 Vienna Kunstschau . 

-

. Angered by such primitive attacks, he threw Marder, Hoffin,ng der Fraue11 In the faces of the staid Viennese, at a performance in the garden thea tre of th e 
Vienna Kunstschau. The cast, his friends and acting students, had only one 
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6 Kokoschka, pen and .. ink 
~rawing for his play Morder, 
Hoff111111(! du F ri111e 11, a~ early 

,,: rC'ssionist p roduc_tton, 
E. P red in V ienna 1n 1909 
prcscn 

rehearsal before opening night. They improvised with 'key phrases on slips of 
paper', after Kokoschka had demonstrated the essentials of the play, complete 
with variations of pitch, rhythm and expression . In the garden they dug a 
ditch for the musicians, building a stage of boards and planks. Central to the 
scrtin g was a large tower with a cage door. Around this object, the players 
crept, flin gi ng their arms, arching their backs, and making exaggerated facial 
expressions; these actions became the mark of expressionist acting tech­
niques. Midst this eerie atmosp,here they played out an aggressive battle 
between male and female, with a man ripping th e dre@ he ieading woman 
and bran ding her symbolically with his sign-. In defence she attacked h1111 
with a kn ife, and as theatrical blood oozed from his wounds, he was placed in 
a coffin by three masked men and raised to the grilled tower. However, the 
·New Man', so important to later Expressionist writers, triumphed: by 
spilling his blood the woman had only spelt her own doom - she died, slowly 
and dramatically, while the virile and pure New Man survived. 

Kokoschka was to reminisce in later years that 'hateful and malicious 
opposition was shouted forth' against his play. The literary argument would 
ha ve degenerated into a bloody war, if Adolf Loos, the architect and patron 
of Kokoschka, 'had not intervened with a group of his faithful and rescued 
111c from the fate of being beaten to dea th'. Kokoschka continued: 'What 
irri tated people particularly was that the nerves were drawn outside the 
figures, on the skins as though they could in fact be seen. The Greeks put 
masks on their actors, to fix character - sad, passionate, angry, etc. I did the 
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sam e thing in m y ow n w ay , b y painting on fa ces, not as decoration bu t to 
und erlin e th e charac ter. It was all m eant to be effecti ve at a distance, like a 
fresco painting . I trea ted th e m embers of the cas t quite differentl y. Some of 
them I gave cross stripes, like a tiger or ca t , but I painted the nerves on a]J of 
th em. Where they were loca ted I knew fr om m y stud y of anatom y. ' 

By r912, the yea r in w hi ch Sa rge's D er Bettler, generall y rega rded as the 
first Expressionist pl ay, was publi shed , K okosch ka's p roduction was the 
centre of con versa ti on in Munich. Although few expli citl y Expressionist 
plays had ac tu all y ye t been performed , the new n o ti ons o f perfo rm ance were 
alread y being seen as a possibl e m eans of destroyin g ea rlier rea listi c tradi tions 
by such peo ple as th e twenty-six-yea r- old Hugo Ball , w ho was by then 
deepl y in volved in th e p lanning of perfo rman ces o f his own. To Ball , the 
Mun ich yea rs m eant plans to initi ate a collaborative Kiinstlertheater. He 
tea m ed up w ith Kandinsk y w ho 'b y hi s m ere presence placed this city fa r 
above all o ther Germa n cities in its m odernity', and the periodicals in which 
they expressed th em sel ves were D er Sturrn, Die A ktion , Die Neue Kunst an d in 
19r3, Die RCl!o !ution . It was a p eriod acco rding to B all w hen comm on sense 
had to be opposed at all times, w hen 'philosoph y h ad been taken over by the 
artists', and an 'ep och of the interestin g and of gossip ' . Within this disturbin g 
milieu Ball imagined that the ' regeneration of society' would co m e about 
th ro ugh the 'union of all artisti c m edia and fo rces' . Onl y the th eatre was 
ca pable of crea tin g th e new society, he believed . But his no tion of thea tre was 
no t a traditi onal one: on the one hand , he had studi ed w ith th e inn ova tive 
director M ax Reinhardt , and so ught new dram ati c techniques; on the other, 
th e concept o f a to tal artwork , or Gesarntkunstwerk , pu t fo ward over half a 
centur y earlier b y W agner , in volving artists fro m all disciplines in large-scale 
p rodu ctions, still held a fa scina tion fo r him. So B all 's thea tre wo uld , ifhc had 
had his w ay, have in volved all the foll owin g arti sts: K andin sky , to w hom he 
w ould have designated th e overall directi on , M arc, Fok ine, H artmann , Kl ee, 
Kokoschk a, Y evreinov, M end elsohn , Kubin and him self. On several counts 
this progra mme outlin e prefi gured the enthusias m w ith w hich he brought 
together diffe ren t arti sts two yea rs later in Z uri ch . 

B ut th ese pl ans ne ver m ateri alized in Munich. Ba ll did no t fi nd sponsors, 
no r did he succeed in hi s bid for the directo rship of th e Staatsth ca ter in 
Dresden . Disheartened, he left Germa ny via B erlin for Sw itzerl and. 
D epressed by th e wa r and th e Germ an society of the tim e, he started to sec 
thea tre in a new light: 'The importance of th e thea tre is al ways in versely 
proportionate to the importance of social m orality and civil freedo m. ' For 
him social m oralit y and civil freedo m were at odds and in Russia as well as 
Germ an y, th ea tre w as crushed b y th e w ar. 'T hea tre has no sense an y m ore. 
Who wa nts to ac t now, or even see ac tin g? . . . I feel about th e thea tre as a 
m an must feel w ho has suddenl y been deca pitated. ' F:--" 
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. z urich . _ f 
J3aI11n . , _. -·din Zurich in the qrnet sumn1.er o 

d Emm y H enn111 gs ar11 ve . fi . 
Hu"o Ball an 1 eight m onths out o f prison for forgm g o re1gn 
,, 1~- Hennings was oln y . hed to avoid military service; he himself was 

1" . - . those w , o w 1s 
f,·1ssporr, to1 - ,d 11·v1·11 0 under an assumed name. . , .. - d pape1sa1 o J 
L··1rr)'in g torgc - . i1 ally people do not kn ow what m y rea name is. · , but occas10 , d 

·Jr is str,111gc, . d k . · _1·es, H a vino to change names to avm ,- . , , e 111 an m a e m gun . , o 1 
-r11c11 ofh c1als co1 . th e lookout fo r draft evaders was on y 

fficial Germ an spies on . _ d 
dcrcc rion by 

O 
. ' . Tl ey were poor un employed and unreg1ste1 e 

f 1 - wornes . 1 ' . J · d. 
I , least o t i en . . J · b - Ball tr ied to contmuc 11s stu 1es . 

t ll: . k art-time m em a JO s, . . ·d 
aliens. Hcnnmgs tooli :e in Zurich discovered h e w as hvm g under assume 
W hen chc Svv1ss po . t z rich to twelve days' impnsonment. 

d Geneva rcturnmg o u . . h . 
na111 cs he flc to J T he Sw iss authorities had no interest m turnmg 1111 
Then he was left a one. ·1· - . - 1·ce By the autumn their situation was 

G . _ ns fo r m1 1tary sci v · . . d 
o,·er to the er m a B 11 kept a diary in w hich he hmte at an . f ds no place to go. a ' . H . 
SL'n ous - no un . , 1· - lledto stophimatLake Zunch . iscoat , . . d . the po I CC WCI e ca . J b 
,1crc111prcd suJC1 cd f- ti e Jake w as no tempting buy at the m ght_-c u 
,,·hi ch he sa:vage_ firoml 1B t so,m cho w his luck turned and he was signed 

1 ft crcd 1t or s,1 c. u · E J 1le 
,,·here ll' o . 1 _. o tr-o l1pc called the Flammgo . ven w 1 ·1 Jb w1t1 a tomm ·1 
up by th e mg ,c-c u . . _· o Sw iss cities B all w as obsessed w it 1 an . l I Flammoo 111 vanous , d 
tourin g wi t 1 t 1e ' o 1 . that he had fl ed. H e began to raw 

d - tand the German cu ture ' . 
arrc111 pt to un c1s' bl. J -d Z1 11· Kri tik de r deutschen In te ll1genz - . b k later pu 1s 1c as , .

1 Uf plans tor a o~ ' M - 1· ') ·md w rote endless texts on the phi o-. . f ti c Germ an cnta Hy ' ' .fi 
('C n t1q11c o , . f J . H e beca m e a confirmed pac1 ist , .. 1 . d · -· t ial m alaise o t 1c time. d 
,oph1 c1 an , sp

11 1 
l . d . . d beoan a correspon encc 

d . 1 - o t1 cs an m ys tiosm , an o' , 
e:-. pcrimcncc w it 1 na1c ' d f J F t r-1·s ts H e wro te fo r Schi ckele s M _. ' tt the lea er o t 1c u u · · 
" ·irh th e poet a1 me 1, d I z ·c11 peri odica l D er R.e110 /uzz er. 

D . J;J/, ·· .1 Blatter an ti e un . J 
journal ,e us,e1 d 11·s w ritin os confli cted w ith cac 1 - I , b -c t perfo rrn.ances an 1 o . 

However , t 1e ca ar k. d f t tl1 at he was in creasin gly impatient 
11 - -·t· oabout a 111 o ar ' ' . I 

orhcr . Ba was w 11 mo . J , ple are assaulted dail y by t 1c ' I c hke ours w 1en peo , ' . 
to im plement: n an ag . 'b . bl - to keep account o f th en 

J · as w ithout em g a e 
IllOSt monstrous t 

1111
0 . d . 1: ·conies a prescribed course . · I 's th et1 c pro uct ,011 ' C ' 

impressions , m sue 1 an age ae . l . . . o 111plex · it w ill spea k a secret 
. . .JI b . -at1on a pnm1t1ve, C . , 

Bur :ill hvm g art w 1 e ff! ' ' f edifica tion but of paradox . 
d 1 b -J d do cum ents no t o ' . 

b 11 guagc an eave e 1111 . I l Fl n1. in "O returned to Zunch. 
l.lJll , after severa l tirin g months w it 1 t 1e a o ' 

Cabaret V oltaire , 

. d ·ded to start th eir ow n cafc-ca b arct, not 47 ,48 
Earl y in , 9 16 Ball and 1-k nnmgs. cc1 M . . -'] J Ephraim the owner of a 

. I J d J. ft behmd 111 ll111 C 1. an , ' 
un li ke the ones t 1ey ,a e , . a h . rcmises fo r that purpose, 
small ba r in Spiegclgassc, agreed to th em usmo is p 
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an d th ere fo ll owed frantic days of coll ecting artwork from various fri ends to 
decorate th e club. A press release was distributed: 'Cabare t Voltaire. U nder 
thi s name a group of youn g artists and w riters has been formed w hose aim is 
to crea te a centre for artistic entertainm ent. The idea of the cabaret wi ll be 
that guest ar tists w ill come and give musical performances and readin gs at the 
daily m eetings . The young arti sts of Zurich, whatever their o rientation , arc 
invited to come along with sugges ti ons and contributions of all kinds.' 

T he openin g night attracted a large crowd and th e place was fu ll to 
overfl owin g. Ball recalled: 'At about six in the evening w hil e we were still 
busy ham m ering an d putting up Futurist posters, an orien tal-looking 
deputation of fo ur little men arri ved , with portfolios an d pictures und er their 
arms; repea tedl y they bowed politely. They introduced themselves: M arcel 
Janco the painter, Tristan Tzara, Georges J anco and a fourth gentleman 
w hose name I did not quite ca tch. Arp happened to be there also, and we 
came to an understandin g w ithout many wo rds. Soon J anco's sumptuous 
Archangels was hanging with the other bea utiful obj ects, and on that same 
even in g Tzara read som e traditional-style poems, w hich he fished out of his 
various coa t pockets in a rather charmin g way. Emmy Hennings and Mme 
Laconte sang in French and D an ish, Tzara read some ofhis Rumanian poetry, 
whi le a balalaika o rchestra played popular tunes and Russian dances.' 

T hus on 5 February r916 the Cabaret Voltaire began . It was a nigh tly 
affa ir: on the 6th , w ith man y Russians in the audi ence, the program me 
included peoms by Kandinsky and Else Lasker, the 'Donnerwetterli ed' 
('Thundersong') b y Wedekind, the 'To tentanz' ('Dance ofDea th ') 'with the 
assistance of the revolu tionary chorus', and Aristide Bruant's ' A la Villette' 
('To Villette'). On the fo llowing nig ht, the 7th , there were poems by Blaise 
Cendrars and Jakob van Hoddis and on the I Ith , Ball's friend from Munich, 
Richard Huelsenbeck , arrived . 'He pleads for a stronger rhythm (Negro 
rhythm)', Ball no ted. 'H e would prefer to drum litera ture into the groun d.' 

The fo llowin g weeks were filled w ith works as varied as poems by 
Werfel, M orgenstern and Lichtenstein. 'Everyone has been seized by an 
ind efinab le intoxica tion. T he little ca baret is abou t to come apa rt at the seams 
and is gettin g to be a playground for crazy emotions .' Ba ll was ca ught up in 
the exci tement of arranging programmes and writing material w ith b is 
various co ll eagues. They were less concerned about creating new art; indeed 
Ball warned that 'the artist w ho works from hi s freewheelin g imagination is 
deluding him self about his origina li ty. H e is usin g a m aterial that is already 
formed and so is undertaking on ly to elaborate on it .' Ra.ther he enj oyed the 
role of ca tal yst: 'Prod11cere means " to produce", " to bring into existence" . It 
does not have to be books. One can produce ar ti sts too.' 

Material for the cabaret evenings included co ll abo rative contributions by 
Arp , Huelsenbeck, Tza ra, Janco, Hennings and other passing wri ters an d 

. das Cabaret Voltaire grUndete, war ich der Meinung, ~s mll~hten sich i~ de_r 

/{ 

ich iz einige junge Leute finden, denen gleich mir daran gelegen wllre, 1hre Unabhllngi~keit 
Schwe u geniessen sondern auch zu dokumentieren. lch ging zu Herrn Ephraim, 
nicht nu\z:r der Meie,rei" und sagte: .Bitte, Herr Ephraim, geben Sie mir lhren Saal. 
dem ~es~abaret ;;achen." Herr Ephraim war einverstande11 und gab m!r de~ Sa~l. Und 

[ch rnllchte e~n . Bekannten und bat sic: .Bitte geben S1e m1r em Bil~, 
ich ging zu ein ige~ G Ure lch mllchte eine kleine Ausstellung m1t 
eine Zeichnung, em\. ~av u • 0-r.g zu der freundlichen ZUricher Presse und 
rneinem Cabaret ver. 

10 
~n,- N

1
1'. en Es soll ein internationales Cabaret 

B ·ngen s1e e1n1ge o 1z . . . d 
bat s1e : " ~1 ollen schOne Dinge machen," Und man gab. m1r Bilder un 
wcrden. W_ir w N f Da hatten wir am 5. Februar em Cabar~t. '.'1de. 
brachte meine 

O 
izen. L I e franzllsische und dllmsche . d Mde. econ e sang n . . 

Hennings un T . 1 Tzara rezitierte rumllnische Verse. Em Balalaika-Herr ns an T · 
Chansons. . It entzUckende russische Volkslieder und llnze. . 
Orchester sp1e e Ut d Sympathie , fand ich bei Herrn M. Slodk1, der 

V'el Un terst zung un ~ ' . . 1 
1 b · H ,<, .' , _. Hans Arp der m1r neben e1genen d s Cabarets enlwar, e1 errn · .. ~ ' . . 

das Plakat e f ,.~" stellte und mir Bilder serner · · e Picassos zur Ver Ugung . 
Arbeite n em1~ Rees und Artur Segall vermittelte. Viel Unterstutzung bei ~en Herren Tristan 
freund e 0 . ~a anco und Max Oppenheimer, die sich gerne bereit erklllrten, im Cabar~t. auch 
Tzara, Maree ! t It t . RUSSI"'CHE und bald darauf eine FRANZ0SISCHE Soiree (aus Wi r verans a e en e1ne J • A 26 
aufzutreten. 11 · . M Jacob Andre· Salmon A Jarry Laforgue und Rimbaud). m . n Apo ,na1re, ax , , · ' . f h · 
Werken vo Februar kam Richard Huelsenbeck aus Berlin und am 30. ~1lrz U rten w1r 

eine wundervolle Negermusik auf (toujours avec la grosse ca1sse: boum b~um 
boum boum _ drabatja mo gere drabatja mo bonoooooooooooo- _J-M~n.s1:ur 
Laban assisti erte der Vorstellung und war begeistert. Und durch die lnillalive 
des Herrn Tristan Tzara fUhrten die Herren Tzara, Huelsenbeck und Janco (zum 

t Mal in Zlirich und in der ganzen Welt) simultanistische Verse der 
ers en . , p " · It 
Herren Henri Barzu~ und Fernand Divoire auf, sow1e em ocme s1mu _an 
· Composition das auf der sechsten und siebenten Seite abgedruckt 1st. 

> e1gener , . l -
1
· 1· 

Das k\eine Heft, das wir heute herausgeben, verdanken w1r unserer n1 1a 1ve 
d der Beihilfe unserer Freunde in Frankreich, IT ALIEN 11nd Russland. 

~n II die Aktivitat und die Interessen des Cabarets bezeichneil, dl!SSen 
, .A 'J". g!nzseo Absicht darauf gerichtete_t i3t, Gb_er den ~rieg und die Vaterlander 

I hinweg an die wenigen Unabhang1gen zu ennnern, _die anderen ldealen _Ieben. 
.. z· 1 der hier vereinigten KGnstler isl die Herausgabe e1ner Revue lnter.nal1onale. 

Das_ nachste :te . z ich et portera le nom DADA". {.Dada") Dada Dada Dada Dada. La revue para1 ra a ur . . " 

ZURICH, 15. Mai 1916 

47 Hugo Ball's press 
release for the Ca baret 
Voltaire, Zurich, 1916 

4s Hugo Ball and 
Emmy Hennings in 
Zurich, 1916 
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artists. Under pressure to entertain a varied audience, th ey were forced to 'be 
incessan tl y li vely, new and naive . It is a ra ce w ith the expectations of the 
audience and this race ca lls on all our forces of invention and debate.' To Ball 
th ere was som ethin g speciall y pleasurable in cabaret: 'One cannot exactl y say 
chat the art of the last twen ty years has been j oyful and th at the modern poets 
arc very entertaining and popular.' Live reading and perform ance w as the 
key to redisco verin g pleasure in art. 

Each evening was constru cted around a parti cular th em e: Russian 
evenin gs fo r the Russians; Sundays put patronizingly aside for th e Swiss -
'but th e yo un g Swiss arc too ca uti ous for a cabaret ', the Dadaists th ough t. 
Huclsenbeck developed an identifi able readin g style: 'When he enters, he 
keeps his cane of Spanish reed in hi s hand and occasionall y swishes it around. 
That excites the audien ce. They think he is arrogant, and he certainl y looks it. 
His nostril s quiver, hi s eyebrows are arched . His mouth w ith its ironic twitch 
is tired but composed. H e reads, accompanied by th e big drum, shouts , 
w histles, and laughter ' : 

Slowly the gro up of houses o pened its bod y. 

Th en the swollen throats of th e churches screamed to the depths 

At a French soiree on 14 March Tzara read poems b y Max Jaco b, An dre 
Salmon and Laforg ue; O ser and Rubinstein played the first movement of a 
Cell o Sonata by Saint-Saens; Arp read from Jarry's Ubu Roi , and so on. 'As 
long as the w hole ci ty is not enchanted, th e ca baret has failed', Ball wrote. 

The evening of 30 March marked a new development: 'On th e initiati ve 
ofTzara, Huelsenbcck,Janco and Tzara recited (fo r th e first tim e in Zurich 
and the w hole world) the simultaneo us verses of H en ri Barzun and Fern and 
D1voirc, and a simultan eous poem of th eir own composition. ' Ball defi ned 
th e concept of th e simultaneo us poem thus: 

a contrapuntal recitative in w hich three or m ore voices speak, sin g, w histl e, etc. at 

th e sam e time, in such a way that the elegiac, hum oro us, o r bi zarre conten t of th e 

piece is brought out by these co mbin ations. In such a simultaneous poem , the 

wi lful quality of an organi c wo rk is given powerful expression, and so is its 

limita tion by the accompa nim ent. Noises (an rrrr drawn out for minutes, or 

crashes, o r sirens, etc.) are superi or to the hum an voice in energy . 

The ca baret was by now a roaring success . Ball was ex hausted : 'The 
ca baret needs a res t . With all the -tension th e daily performances arc no t just 
exhaustin g,' he wro te, ' th ey arc cripplin g. In the middle of the crowds I sta rt 
to tremble a II over.' 

Ru ssian Socialist exiles in cluding Lenin an d Z in ovicv, w riters such as 
Wedekind , th e Germ an Expression ists Leonhard Frank and Lud w ig 
Rubin er, and younger German and East European expatri ates, all milled 

49 Marcel Janco, Ct1lrnrct Voltaire, 1916 . On the podium, left to rig/it, Hugo Ball (.it ~ijno), 
T ristan Tzara (wringing hands), Jean Arp, Ric hard Huelscnbeck (below Arp), Maree anco 



around the centre o f Zurich. Som e of them visited th e cabaret, some j oined 
in . Rudolf von Laban, the choreographer and dance pioneer , attended w hile 

49 his dan cers perform ed. Jan co painted the Cabaret Vo ltaire and Arp explained 
th e cast: 

On the stage o fa gaudy, m o tley, overcro w ded tavern there are several weird and 

peculiar fi gures representin g Tzara, J anco , Ball , Huelsenbeck, Madam e H ennings, 

and your humble servant. T o tal pandem onium. Th e people around us ,ire 

shouting , lau ghin g, and gesticulatin g . Our replies are sighs o f love, vo lleys of 

hiccups, poe m s, m oos, and miaowin g of m edieva l Bmirisrs. T zara is w igglin g his 

behind like the bell y o f an oriental dancer.J anco is play in g an in visible vio lin and 

bowin g and scrapin g . M adam e H ennin gs, w ith a M adonn a face, is doin g the splits. 

Huelsenbeck is bang in g away nonstop on the grea t drum , w ith Ball accompany­

in g him on the piano , pale as a chalk y ghos t. W e were g iven the honarar y title of 
N ihilists . 

The ca baret also generated vio lence and drunkenn ess in the conservative 
contex t of th e Sw iss city . Huclscnbeck pointed out th at 'it w as the sons of the 
Z uri ch bourgeoisie, the uni versity students , w ho used to go to the C abaret 
Voltaire, a beer parlour. W e w anted to make the C abaret Voltaire a fo cal 
point o f the " newest art" alth ough we did n o t neglect fro m time to tim e to 
tell th e fat and utterl y un comprehendin g Z urich philistines th at we regarded 
th em as pigs and th e German Kaiser as th e initiator of th e w ar. ' 

They each beca m e practised in their spccialitics:Jan co made m asks w hich 
Ball sa id 'were no t just clever. They were remmiscent of the J apanese or 
ancient Greek th ea tre, yet were w holl y m odern. ' D esigned to be effective 
from a di stance in th e relati vely small space of the cabaret, they ha d a 
sensation al effect . 'W e were all th ere w hen J anco arri ved w ith his masks, and 
everyone immediately put one on. Then som ethin g strange happened . Not 
onl y did th e m ask immediately ca ll for a costume; it al so dem anded a qu ite 
definite, pa ssionate gesture, bo rderin g on madness.' 

Emm y H ennin gs devised new wo rk s.da il y . Except fo r her , there were no 
professional cab aret perform ers. Th e press w as qui ck to ackno w ledge the 
professional quality of her wo rk: 'The star of th e ca baret' , w rote th e Z i:ircher 

50 Post, ' is Emm y H ennings, star of man y nights o f cabarets and poem s. Y cars 
ago , she stood b y th e ru stlin g yello w curtain o f a B erlin cabaret, hands 0 11 

hips, as exuberant as a fl owering shrub; today too she presents th e same bold 
front and perfo rms the sa me songs w ith a body th at ha s sin ce then been only 
sli ght! y ravaged b y g ri ef. ' 

B all in vented a new species o f 'vcrsc w ithout w ords' or 'sound poems ', in 

o/ w hi ch ' th e balan cin g of th e vowels is gau ged and di stributed onl y to th e value 
o f the initial lin e' . H e described th e costum e th at he had designed for the fi rs t 
readin g of one of these poem s, w hi ch he gave on 23 June 19 16 at th e C abaret 
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. · 1 i·s diary entry of th e same day : on his head he w ore 'a hi gh , blue- 51 V In ire m 1 , . 0 
' 1 ' ·- striped witch doctor' s hat' ; his legs were co vered 111 blue 

·1nd-w in e · . · J · ] k ·d 1·k b I k ' · · . ·d tubes 'w hi ch cam e up to m y hips sot iat I oo e 1 e an o c 1s , 
c1rdboai · ·d d Id ·d 1 · 1 I ' . lili ae ca rdboard co llar scarlet 111 s1 e an go outs1 e, w 11c 1 1c 
·111d he WO ! Ca b .' . ' .. · . . . 
· . . d I wered like w m<>s. H e had to be ca111cd on to the stage 111 the dark 
n1srd .111 o ,, . 1 b 
' · d. from music stands placed on the three sides of the stage, 1c cgan 

and , rca 111g ' 

·, Jo\,· ly and solemnl y : 

ga dJi beri bimba 

g landridi lauli Ia nni ca do ri 

gadjama bim bcri glassa la 

glandridi glassa la tuffm i zim brabim 

blassa galassasa tuffm i zimbrabim 

Th is recitation though was problematic. H e said that he soon noti ced ,that 
· 5 ofcxpressi on was no t adequate to th e 'pomp of his stage settm g . As his n1 can · '· · . . 

1 ·t ·call y directed he 'seem ed to have no o ther ch01cc than to assum e rh oun 1 mys 1 , . 

th e a; c-old caden ce of th e sa cerdo tal lamentation , like the chantmg of the 
. I ·it \,,-1il s throua h th e Ca tholi c churches of bo th the O ccident and the 

1nass t 1, , , t:> . . 

) .·, r don ' t kn ow w hat inspired m e to use this music, but I began to 
( I !Lilt . · · . 

sin g m y vo w el lin es like a recitati ve, in the style of th e church. ' With th ese 
. . d poems he hoped to renoun ce ' th e lan guage devastated and made Il l'\\ sonn ·, . 

impossible by j ourn ali sm ' . 

50 Emm y H en n in g s and doll 

51 Hu go Ball re c it in g th e sound poem 
Ki1 ra w,111 1•, 1916, one of the last events at the 
Cabaret V olta ire . Ba ll plac ed his te xts on 
lllU!i ic stands scat tered over the pod iutn, and 
turn t'd fro1n one to the other during the 
perform ance , raisin g and lowering the 
ca rdboard 'w in gs ' o f his c ostu1ne 

l<f!Rf!Wf!NE 
Jolllan10 Umbla o ram bamltla 
.1,o.,u,01 mpra hdDiiJ i"/Orem 

~~~·:1ol!'~=l~~- hljjll 
holl1k1 hollala 
anfogo bung 
blago bun9 
bl,1go bunt( 
boeoo filt.tlta 
I II I 
sch•mp• wulia wuss, 61obo 
he} talf• g6rem 
(."',, ~1-lt' i!".101'-.)J~ 

1111111 lllhffl 111111 ""'" 
rumba ba- umf 
ku '<ll.fdlltn<J 

b1 · um! 



Dada 

Tza ra had other problems . H e kep t on worrying about a periodical and had 
more am bitious plans for th e goin gs-on at th e Cabaret Voltaire; he sa w its 
po ten ti al - as a movement , as a magazine, as a mea ns of storming Paris. Arp 
on th e other hand , a quiet introspective personality, remain ed on th e outside 
of th e ca baret. 'Arp never perfo rm ed ' , Huelsenbeck recalled. 'He never 
needed an y hull aba loo, yet his personality had such a strong effect, that fro 111 
th e very first, Dada wo uld ha ve been impossible wi th out him. H e was the 
spirit in the wind and fo rm ative power in the burning bush. His delicate 
co mplexion , th e balleti c slend ern ess of his bones, hi s elas tic gait, were all 
indi ca ti ve of his enormous sensiti vity . Arp 's g rea tn ess lay in hi s ability to 

"'>t-> limit him self to art .' 
/ / The cabaret evenin gs continued. They began to find a particular form, but 

above all , th ey remained a ges ture. Ball explained that 'every word spoken 
an d sun g here says at least this one thin g : that this hum.iliating age has not 
succeeded in winning our respect. What could be respectable and impressive 
about it ' I ts cann ons' Our big dru 111 drowns them. I ts idea li sm' That has long 
been a laughin g-stock, in its popul ar and its academic edition . The grandiose 
slaughters and ca nnibalistic explo its' Our spon taneo us foolishness an d 
enthusiasm for illusion w ill destro y them. ' 

) 
L 

In April 1916 there were plans fo r a 'Voltaire Society ' and an internati ona l 
exhibiti on . Th e proceeds of th e soi recs would go toward the publishmg of an 
anthology. Tzara, es peciall y, wa nted th e anthology; Ball an d Huelsenbeck 
were aga inst it . They were aga inst 'orga niza tion': 'People ha ve had enough 
of it ' , Huelsenbeck argued . Both he and Ball felt th at 'one sh ould not tu rn a 
w him in to an arti stic scho ol' . But Tzara was persi stent. It was by this ti me 
th at Ball and Huelsenbeck had coined th e nam e, w hich th ey had fo und in a 
Germ an- French dictionary, for th e sin ger Madam e le Ro y: 'Dada is " yes, 
yes" in Rumanian , "rockin g horse" and " hobb y horse" in French.' ' For 
Germ ans' , Ball sa id , 'i t is a sign of foo li sh na"ive tc, j oy in procrea tion an d 
preoccupation w ith th e baby carri age .' 

O n 1 8 June 19 i6, Ball was writin g: 'We have now dri ven th e plasticity of 
th e word to the point w here it ca n sca rcely be equalled . We achi eved this at 
th e expense of th e rational, logica ll y constru cted sentence, and also by 
abandonm g documentary work . .. ' H e cited two facto rs w hich had made 
such thinkin g possible: 'First of all , th e special circumstan ce of these tim es , 
w hich do not all ow rea l talent either to rest or mature an d so put its 
capabilities to th e test. Then there was the emphati c energ y of our grou p 
... ' . T heir startin g-point he acknowledged was Marin etti , w hose words- in­
freedom took th e word out of th e sentence frame (the w ortd image) an d' 
no urished th e ema ciated big- city voca bles w ith light and air, and gave th em 
back th eir wa rmth , em oti on and th eir ori g in al untroubled freedom ' . 
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52 Sophi e T acuber and Jean Arp with puppets m·adc by Taeuber used ifl' various 
prrfon n ances, Z urich , 1918 

Months of ni ghtl y rumpus at th e ca baret began to disturb the owner, 
Ep hraim . 'T he man told us we must either offer better entertainment and 
draw ~ larger crowd or else shut down th e ca baret', Huelsenbeck wro te. The 
,·:nious D ada ists reacted to thi s ultimatum characteristi call y: Ball was ' ready 
ro close shop' , w hile Tza ra, Hucl senbeck cynicall y remarked , 'concentrated 
on his correspondence w ith Rom e and Paris, remaining th e intern at ional 
intell ectual playing w ith th e ideas of the world ' . Reserved as ever , 'Arp 
al\\·ays ma intain ed a certain di stance . His programme was clea r. H e wanted 
to revolut ioni ze art and do away w ith objective painting and sculpture.' 

Cabaret Voltaire, after onl y five m on th s, closed its doors. 

Dada: m agazine and gallery 

A new phase began w hen Dada went publi c at the Waag Hall in Zurich on 14 

Jul y 19 16. Ball saw the event as the end of his Dada invo lvement: ' M y 
lll an ifr·sto on the first public Dada evenin g was a thinl y di sguised break w ith 
fri ends ' It was a statemen t concerned w ith th e absolute primacy of th e word 
in language . But more particularl y, it was Ball 's declared opposition to th e 
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idea of Dada as a 'tendency in art' . 'To make it an artistic tendency must mean 
that one is anticipating complications', Ball wrote. Tzara, however, w as in 
his clement . In his Zu rich C /1ro nicle, Tzara described his own role: 

14 Jul y 1916 - For the first time anywhere . Waag Hall: First Dada Evening 

(M usic, dances, theories, manifestos, poems, paintings, costum es, masks) 

In the presence of a compac t crowd T zara demonstrates, we deman d we 

demand the ri gh t to piss in different colours, Huclscnbeck demonstrates , Ball 

demonstrates , Arp Erkliirn 11g [state ment],Janco 111ei11e Bilder [m y pictures j, Heusser 

c(gc11e Ko111posirio 11 en [ or iginal compositions] the dogs bay and the dissection of 

Pan am a on the piano on the piano and dock--shouted Poem- shouting and 

fig htin g in the hall , first row approves second row declares itself in co mpetent to 

Judge the rest shout , w ho is the stron ges t, the big drum is brought in , Huclsen beck 

against 200 , Hooscnlatz accen tu ated by the ve r y big drum and little bells on his left 
foot- the people protest shout sm ash w indow panes kill each each demolish fi ght 

here come the police interruption. 

Boxing resumed: Cubist dance, costu m es by Jan co, each man his own big dru m 

on his head, no ise, Negro music/trabatgea bonoooooo oo 00000/ 5 litera ry 

experiments : Tzara in tails stands before the curtain , stone so ber for the animals 

and explains the new aesthet ic: gymnas ti c poem , concert of vowels, bruitist poem: 

static poem chemi cal arrangement of ideas, Biriboo111 biriboo111 sa11sf der Ochs i111 Kreis 

/1er11111 [the ox dashes round in a rin gJ (H uelsenbeck), vowel poem aao , ieo , ai"i, new 

interpretation the subj ec ti ve fo ll y of the arteries th e dance of the heart on burning 

buildings and acroba ti cs in the audience. More outcries, the big drum, piano and 

impotent cann on, cardb oard costum es to rn off the audience hurls itse lf imo 

puerperal fever interrnpt. The newspapers dissatisfied simu ltaneous poem fo r 4 

vo i,·,·, + simultaneous 'Nork for 300 hopeless idio ts. 

The five prin cipals read various manifestos. That same month Co lleclio11 
Dnr/n issued its first volume, in cludin g Tzara's Ln Prem iere A1Je11ture cc lcs /c de 
/\II. A 111ipyr i11 c ('The First Ce lesti al Ad venture of Mr Antipyrinc') . T hi s was 
fo llowed in September and October of the samL· yea r b y two vo lumes of 
poetry by Huclscnbeck. While Tzara was creating a literary movement out 
of th e Dada idea, he was slo w ly alienating Ball. Huelsenbeck collaborated fo r 
a w hile , but he shared Ball's reserva tions about w hat Dada was becoming, if 
fo r diffi.Tcnt reasons. Huelscnbeck saw th e move as codifyin g Dada, while 
Ball 111 crcl y wan ted to getaway from it all to concen trate on his own writing. 

From the public meeting to th e magnine, the next step was a place of their 
own , a Dada ga ll er y . First it was a rented space : in January 1917 th e first 
pu bli c Dada ex hibiti o n o pened at the Galcric Corra y, in cluding work by 
Arp, Van Recs.Janco and Richter, Negro art and talks b y Tzara on 'Cubism', 
'Old and New Art ', and ' Art of the Presen t'. Soon Ball and Tzara took o ver 
the Ga lcri e Corr:1 y :111d opl'll cd it on 17 March as th e Galeric Dada with an 

Arp, Tzara and Hans Richter! 
~urkh , 1917 or 1918 

ex hi bi tion o f Der S111rn-1 paintings. Ball wrote th at it was 'a con tinuation of 
rhe ca ba ret idea of last yea r '. It was a hurried affair w ith o nl y three days 
bcrwcen the proposal and th e open ing day . Ba ll rem em bcrcd that a bout fo rty 
people arrived for th e openin g w here he announ ced th e plan 'to form a s111all 
group of people w ho would suppo rt and stimulate each other' 

The nature of the work had chan ged, ho wever, from spontaneous 
perforrna nces to a m o re o rgani zed, didacti c gallery programme. Ball wrote 
rhat rh cy had 'surm ounted the barbarisms of the caba ret. There is a span of 
ri1 nc bctwcrn Voltaire and th e Galcric Dada in w hich everyone has worked 
vn y hard and has ga thered new impressions and experiences .' There was, in 
.1ddition. a new concen trati on on dance, possibly due to the influence of 
Sophie T aeuber , w ho work ed w ith Rud olf von Laban and M ary Wigman. 52 

llJ II wrote about dance as an art of th e closest an d most direct material: ' It is 
1·nv close to th e art of tattooing and to all primitive rep resen tati ve efforts 
that aim at personification; it oftcn m erged into them .' Sophie Taeubcr's 
C csr1 11.iz dcr F"/11gfisc /1 e 11nd Seepferr/c/1 en ('Son g of the Flying-fish and Sea­
horses ') was 'a dance full of Rashes and ed ges, full of dazzling li ght and 
prnnrating intensity', acco rdin g to Ball. A second Der Sturn·, show o pened 
011 9 April 19 17 ;md by the I oth , Bal l was already preparing th e second so iree: 
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'[ am rehearsing a new dance w ith five Laban-ladies as negresses in long black 
caftans and face n1asks . The movements are symmetrical, the rhyth lll is 
strongl y emphasi zed , the mimicry is of a studied deformed ugliness. ' 

They charged admission , but in spite of this , notes Ball , th e gall ery was too 
small for the number of visitors. The ga llery had three faces : by da y it was a 
kind of teaching bod y for sclrnolgirls and upper-class ladies. ' In the even ings 
the candlelit Kandmsky room is a club for the most esoteric philosoph ies. At 
the soirees, ho wever, the parties ha ve a brillian ce and a frenzy such as Zurich 
has never seen before. ' What was speciall y interesting was th e 'boundless 
readin ess fo r storytelling and exaggera tion, a readin ess that has become a 
principle . Absolute dance, abso lute poetry, absolute art - ·wha t is m eant is 
that a minimum of impressions is enough to evoke unusual images .' 

The Galerie Dada las ted just eleven weeks. It had been ca lculated and 
educative in intent with three large-scale exhibi tions , numerous lectures 
(including one by Ball on Kandinsky) , soirees and demonstrations . In May 
191 7, th ere was a free afternoon tea for school parties and on the 20th a gal ler)' 
tour for workmen. According to Ball , one single workman turn ed up. 
M eanwhile, Huelsenbeck lost interest in the whole affair, claiming it was a 
'self-conscious littl e art business, characterized by tea-drinking old ladies 
trying to revive th eir vanishin g sexual powers with the help of "som ethin g 
mad " .' But for Ball, who was shortly to leave Dada for good, it provided the 
most serious attempt yet to review the traditions of art and literature and to 
es tablish a positive direction for the gro up. 

Even before the Galerie Dada had officially closed down , Ball had left 
Zurich for the Alps and Huclscnbeck had departed for Berlin. 

Huelsenbeck in Berlin 

'The direct reason for m y return to Germany in 1917,' wrote Ri cha rd 
Huelsenbeck , 'was the closin g of th e cabaret. ' Keeping a low profile in Berlin 
for the next thirteen months , Huelsenbeck refl ected on Zurich Dada , later 
publishin g his-writing in £11 avant Dada: Eine Ceschichtc des Dadaism us (1920), 
ana lysin g some of th e concepts that it had attempted to develop . Simultane­
ity, for example, had been first used by M arin etti in a literary sense, but 
Huclsenbeck insisted on its abstract nature: 'Simultaneity is a concept', he 
wrote, 
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referrin g to th e occurrence of different events at the sa me time , it turn s the 
seq uence of a= b = c = d into an a - b- c- d, and attempts to transform the 
problem of the car into a problem of the face . Simu ltaneity is aga inst what has 
become, and for what is becoming. Whil e I, for exa mple, become successively 
aware th at I boxed an old woman on the ea r yes terday and washed my hands an 

t 

thc,screcchin a of a tram brake and the crash of a brick falling off the roof 
J1 0 L1r ~go. · b . 

. J r reach my car simultaneously and my (outward or 111ward) eye rouses 
nc :'\r uoo _ . _ . 
. If ·"izc in the simultaneny of these events , a swift mea mng of life. 
J( SC ( 0 '.'il ' 

. ·. 
1
·11 troduced into art by M arinetti , Bruitism cou ld be described as 

L1kc\\·1~e _ . . 
. ·" tli imitative eff ects ' as hea rd for exa mple 111 a 'chorus oftypcwnters, 

' 11 0 1sc '' 1 . , 

I, J
1
_l11115 rattles and saucepan lids . 

kert cu , . . . 
These theoreti cal preoccupations were to tak e on a new m eanmg 111 th e 

[3erlin contex t . The early performers were far away. Ba ll and Emmy 

H 
· ,.. Ind mo ved to Agnuzzo in the Ticino where Ball intended to live a 

c11n111t,~ ( .. ....,. . . _ . 

I
. . . 11·t·l. w hile Tristan Tzara had rcmamcd m Zunch , keepmg the Dada 

so t(:11 Y ' . . . . . . , . . 
·
11

e alive with additional m amfestos. But Bcrlm s literary bohemians 
111 agaz1 · 
h:id. li ttlc in com mon wi th Z uri ch 's pacifist exiles. Less inclined to an art-for-

. ... k " ·itti.t tidc they were soon to influence Dada to w ards a political stance 
a rt 5 ~.l L • ' ' . 

th ,H it had not known before. 
l3crli l1 D ada's ea rly performances resembled the Zurich ones, however. 

The literary cli cntele of the Cafe des W es tens had indeed been anxious to sec 
rhc l)ad,i lcgend materialize and , in February t91 8, Huelsenbeck gave his first 
read ing. W ith him were Max H errmann-Ncisse and Theodor Daubler , two 
bpre:sionist poets, and George Grosz, his old satiris t and activi st friend; this 
tirsr Berlin Dada performance took place in a small room in the gall ery ofl .B. 
Neum an n. H u cl sen beck once 111 ore resumed his part of the 'Dada drum m er ', 
fl ouri shi ng his cane, viol ent, 'perhaps arrogant, and unm.indfol of the 
consequences', w hil e Grosz recited his poetry : 'You-sons-of-bitches, 
n1.1tcri alists/bread-ea tcrs, flesh= ca ters= vegctarians!! /professors, butch ers' 
:ipprcnt iccs, pimps' /you bumsl ' Then Grosz , now an eager subscriber to 
D.1cb ·s ana rchy , urinated on an Expressionist painting. 

To top this provocation, Huclsenbcck turned to another taboo subject , 
rhe w:n , yell ing that th e last one had not been bloody enough. At thi s point, a 
,,·oodrn-kgged war veteran left the room in protest , accompanied b y 
, upportive applanse from th e angered audience. Undaunted , Huelscnbeck 
rc·ad from his Ph anras fi sche C ebere ('Fantastic Prayers ') for the second time 
that evening and Daubler and H crrmann-Ncisse persisted w ith their 
n;,1dings . T he ga ll ery director threa tened to call the police but several 
persuasive Dadai sts succeeded in stoppin g him. The following day ncwspa­
pns ran fro nt page headline sto ri es coverin g the scandal. The scene for 
num(Tous succeeding D ada performances bad been set. 

Whrn, on ly two months later , on 12 April 1918 , Huclsenbeck and a 
diffrrL·n rly composed band of Cafe des W estcns habitues - Raoul Hausmann , 
Franz Ju ng, Gerhard Prei ss and George Grosz - presented the second Dada 
~ ircc , ir was a m eticulously plann ed affai r. Unlike the fir st improvised event , 
press re leases were w idely distributed , co-signers were solicited for 
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54 ~eorge Grosz _dressed as Dada Death, a costume in 
which he walked the Kurfiirstendamm i B 1· . 
19

1
8 n er 1n 111 

j! J~h~ (f!eartfield, cover of Jed er·mau,i sci" eigner 
11 55 a E very Man His Own Football') no l 

15 February 1919 ' · • 

5~ Gerhard Preiss, also known as Musik-Dada doin 
his fatuous 'Dada-Trott '' from Der Dada, no . ; g 

~,--M·-·-~r,.. ""_ - - W,• . .. ~ .. -~~ 

lh-ri1;nuuri1,rrit.ae11 ! 

<mer ift ber 6djonftr?? 

DADA· TROTT 

Der dadaist ische 
Holzpuppentanz, 

ni,,~ru,r1 vono 
Mus!kdada PR EISS. 

DADA· TROTT 

fflrnn nauan1ann dit unimgcuehmftt f.,,frt dco Oacfaie1m h 
fo hat f)lcabia dit attAt nelnnfte Dada-'VHag, . owr~: o,:: 

Das Dadalur101u1don. 

D 
Jal,ann ft•8 . J..'rysluu3• 

en Da~alyden \otselt Pipikotzmos, a,,. .,.11. ungari/!ii, Oaria,11 

. Die P1pitattcn spaheln nach dem D;i.dal, _ __ ..._ 

Sieh ! Da & Pi, Dapi, Pida, Pidadapi. 
~uch der Mestrieze Oapidapi frosig b rein. 
Zuvtl rderst darf.st dem Oaad du frl> en 
Junger Pipi (so pipida und dapipi ad~ )·. 
Dem Dadaphon enblrlimcln nn lt Jambcn. 
Wer kbnnte - o hne Dadanent s l'ipidroms iu sein. g:;:~~r~~

8
~anzc stillgestanden Mittdding), 

Sprecht Dadamuden. 
Der Laubfrosch s liugcl t euch mit l'i in~ 
Der du die Dha von Daad stds pei ich wi:iBt w schcilc! ii 
Au[, . au!, an 's Dadapu lt, sag's nicht em Gn5 mmcl-HOmmd '. 
Gew1.sscnlose Pipidranten flOtcln 

Z~mal . Frit t ~ricdrich .Sunlight {v. Sondcrscheunochzagen), 
Die m1stvcrp1chlcn l'rapipistcr tot clu. 
Dcromalcinst Milliar<lcn Dadaisten ragen. 

I mm 

I 
. b'ck 's manifesto Dadism in Life and Art and an elaborate introduction 

Hue se n c . . _ _ . . _ . . . d ro fam 1hanze th e Berlm pubhc with Dada ideas . Be,nnnmg with a 

r~~~ . . . . b . 
. . ·d atnck on Express10111sm, the evenmg contmued with predictable 
1rcnz1c · · . _ . _ . 

d f
-,,rc Grosz reoted his poem s 111 quick succession; Else Hadwiaer read 

l)a a ., · . . _ b -

Marim:cti 's poetry extollmg the v1rtues of war; while Huelsenbeck played a 
· tiinpct and rattle. Another war veteran, still in uniform responded to 

rovrr . _ . . ' 

I 
· 

1 
·ractic dcmonstrat1011 with an epilep tic fit . But H ausmann J- ust add ed 

C JC Cl L ::, chc conimotion by continuing his lecture on 'The New Materials in 
co 'b . bl Painring'. His diatn e agamst respecta e art was shortlived, however . 
Worncd about its paintings displ ayed on the walls, the management 
,witched off the lights in the middle of his speech. That night Huelsenbeck 

~,Tnt into hid ing in his nati ve city of Branden burg . 
But Dada was determined to conquer Berlin, to banish Expressionism 

from chc city limits and to establish itself as an adversary to abstract art . The 
Berlin Dadaists pasted their slogans throughout the city - 'Dada kicks you in 
chc behind and you like it!' They wore bizarre theatrical uniforms - Grosz 
walking the Kurfi.irstendamm dressed as Death-and took on 'revolutionary' 54 

names: Huclsenbeck was Weltdada, Meisterdada; Hausmann was Dadasoph; 
Grosz variously Baff, Dadamarschall or Propagandada; and Gerhard Preiss, 

who in ven ted th e 'Dada-Trott', Musik-Dada . 56 

57 
Opening o f the First Dada Fair, 5 June 1920, at the Burchard Gallery. Left to rig l1t, 

Raou l H ausntann, Hannah HO ch (sitting) , Otto Burchard, Johannes Baader, Wieland 
Hcrzfcld c, Mrs Herzfelde, Otto Schmalhausen, George Grosz, John Heartfield. On the 
wall on the left , Otto Dix's War Cripples; on the end wall, Grosz's Deutschland, ein 
Wiu te rm iirchen (191 7-19); suspended overhead, the uniformed dummy that led to the 

prosecution of Grosz and Herz felde 



Manifestos appeared in quick succession . But the mood had chan ged· 
Berlm had transform ed Dada, add in g a more aggressive spirit than before, 
Besides Radical Commun ism , th e Berlin Dadaists demanded ' the introd · 

ll C-
tion of progressive un emplo yment thrOLigh comprehensive mechanization 
of every field of activi ty' , for , 'on ly by unemployment does it beconi 
possible for the individual to achi eve certainty as to the truth ofl ife :ind fin al] c 

becom e accustomed to experience' . As well as the 'requisi tion of churches fo)r 
th e performances ofBruitist , simultan eist and Dadaist poems ', th ey call ed for 
th e ' immediate organ iza tion of a large-scale D adaist propaganda campaign 
with 150 Circuses for the enli ghtenment of th e proletariat ' . Matinees and 
so irccs took place th ro ughout th e city, so metim es at the Cafe Austria, and 
newcomers to Berlin joined th e swelling ranks of th e in creasingl y mili tant 
Dada grou p. N ewly arrived from Russia, Efim Go lyschef added his 
Antisyrnphon.y in Three Parts (The Circular Guillotine) to the Dada reperto ry, 
w hile Johannes Baader, who had been certifi ed as insane by the Berlin police 
for ce, added his own brand of Dada insanity. 

In Ma y r 9 r 8, huge elaborately painted posters were pasted over hundreds 
of Berlin wall s and fences advertisi ng th e 'First Germ.an Pos twar Renai ssance 
of th e Arts ' . On I S May a 'Great Art Festival ' opened at the large M eister­
Saal on the Kurfiirstendamm wi th a race between a typewriter and a sewing 
machme. There fo llowed a 'Pan-Germ an ic Poetry Contest ' which to ok the 
fo rm of a race, umpired by Grosz, between twelve poets reading th eir work 
simultaneousl y . 

Dada was at th e height of its notoriety and people flock ed to Berlin to 
experience th e Dada Rebellion at first hand . T hey clamoured for Grosz 's and 
M ehring 's 'Private Conversa tion of T wo Senile M en Behind a Firescrccn' 
Gerhard Preiss's 'Dada-Trott' and Hausmann 's 'sixty-on e-step' dance . T h~ 
Berlin Dadaists also made a Czechoslovakian tour , Huelsenbeck opening 
each event w ith a typica ll y provoca tive address to the audi ence. 

Their return to Berlin at the en d of 19 19 was marked by the appearan ce on 
th e D ada stage of the th ea tre director Erwin Pisca tor At Die Tribiine 
Pisca tor produced the first li ve photomontage w ith on~ of Huclsenbeck< 
sketch es . Directing th e action from the top of a tall ladder, Piscator held the 
sta ge w hile off-stage Dadaists shouted coarse speeches at the audience. 
Mehring's Sirnply Class ical - An Oresteia with. a Happy En.ding, satirizing 
economic, political and military events, took place in the basement of Max 
Reinhardt 's theatre, th e Schall und Rauch . It employed two-foot-high 
m arionettes designed by Grosz and executed by Hcartfi eld and H ecker, as 
well as many technical innova ti ons w hich were later used by both Pisca tor 
and Brecht in th eir productions . 

57 Berlin Dada was drawing to an end. The First International Dada Fai r at 
th e Burchard Gall ery in June 1920 ironicall y revealed Dada 's exhaustion. 
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KATALOG .. _ .. 
Rn.1mmpff till ff coooo? 

58 Text of K urt Schwittcrs's Urso 11 ate 59 Kurt Schwittcrs 

Grosz an d Hea rtfi eld, becoming increasingl y politicized with the menace of 
currrn t events, joined th e more progra111111atic Proletarian T hea tre of 
Schiill cr and Piscator, while Hausmann left Berlin to join H anover Dada. 
Mehring , on th e other hand , returned to the ever popular ' literary cabaret ' . 
Huclscnbeck went on to complete his studies in medicine and in 1922 left for 
Dresden where he became assistant to a neuro-psychiatrist, later becom.ing a 

psycho-analys t. · 
Germa n, Dutch , Rumanian and Czechoslovakian cities were equall y 

besieged by visitin g fo reign Dadaists and loca ll y form ed groups. Kurt 
Schwitters tra velled to Holland in 1923 and helped form a ' Holland Dada '; he 
also made regul ar visi ts to the Bauhaus where he m es merized his audience 
\\·ith his stacca to voice, intoning his famous poem Ann.a Blume or his 'Die 
Ursonate' . Sch witters even proposed a Me rz th ea tre in a manifesto entitled 58,59 

·To All th e Thea tres of the World I Demand th e M erz Stage', ca lling for 
·equality in prin ciple of all materials, equality between complete hum an 
lx·i ngs, idiots, w histling wire netting and thought pumps' . 

In C ologne, Ma x Ernst organized a 'Dada-Vorfri.ihling ' with Arp and 
L3aa rgcld, whi ch opened on 20 April 1920. Before the exhibition was 
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temporarily closed by the police, those that had a chance to visit it entered 
th rough the p1sso1r of a beer-hal l. There they found Baargeld's Fluidoskeptrik 
- an aquanum filled with blood-coloured water, an alarm clock at the 
bottom, a woman's _wig floating_ on the top and a wooden arm protrud ing 
from the water. Chamed to an obJCCt ofErnst's was an axe, providing an open 
mv1tat1on to any wil lmg passer-b y to destroy the object. A young wo man in 
first commun ion dress recite_d 'obscene'. poems by Jakob van Hoddis. By 
r921 Cologne Dada had run Its course; like many Dadaists in Europe, Ernst 
too headed for Paris in that year. 

Dada in N ew York and Barcelona 

Meanwhile Dada's last years in Zurich were in the hands of Tristan T zara. 
There he had transformed Dada from a haphazard series of m ostly 
improvised events mto a movement with its own mouthpiece, the magazine 
Dada (first issued in July 19 r7) , which he would soon take with him to Paris. 
Some of the more reticent Cabaret Vol ta ire fi o-ures like the Viennese doctoi· 

0 • 

Walter Serner, came to the fore, and newcomers like Francis Picabia passed 
briefly through Zurich to make acqua intance with the Dada stalwarts. 

Picabia, a wea lth y, Parisian-born Cuban and temporarily resident in N ew 
York, Paris and Barcelona, introduced himself in 1918 to the Dada 

PUlA Of TURDS MONUMEHTAL 
DOMINGO 23 ABRIL DE 1916 

BRAN FIESTA'DE°BOXED 
6 m11rasan11s comoa/es ill/re nolao/es licoaair~.a 

1·' 11111 117..ir:i el Nlp,N'l,\rulo 1·, ,n ,•t ~cn11d CK1 a,1J ,•ocucnlrfl 
f' rllrl! ,·I f,,°Unl peOD rlul mundo 

Jack Johnson 
Arthit·~c~iavan 

Bla.nco ae. 108 W-U OP 

~'1 ""h t mll\Ch IH'.! d111put:m\ urn, hol.!!,., ii•• 60,000 IIIM 
i;;il'liell'OQc:edor. 

V"anP"' pr'oP,-.m-

60 Poster advertising the fight 
between the writer Arthur 
Cravan and the worJd boxing 
champion Jack Johnson, Madrid, 
23 April r9r6 

- , crcllt. at a champagne party at the Hotel Elite in Zurich. Already known 
conni " · · ' I ]) d I ·b - · I ld 1 . · I . -l,lack and gold 'machine pa111t111gs at t 1e a a ex 11 1t1on 1e at t 1e 
to1 m I bl· I d . I Z . 1 - f _ , Wolf,bero- in September 1918 , 1e pu is 1e a specia unc 1 issue o Galc11L · o _ . _ _ . _ 

. . . zinc 391. Picab1a was more than fa111.1har with the style of Zunch his n1,1g,1 

d I New York he and Duchamp had been at the forefront of avant-
1):i a. 11 _' _ 

-d, . ctivities. With Walter Arensberg and o th ers th ey organized the 
(T;) I l ,l . . . ' 
"' _. t Jndepcndents exh ibition of 1917 , marked by Duchamp s attempt 
1n1po1 t.111 . . _ . , _ 

·I ·1
1
·t ],is notorious Fo/.lnta,n - a urmal. Consequently P1cabia s published 

tOL' X lP · . _ _ 
, .· . J _ poems and draw111ns - preceded him to Zunch w here he was 

J1\:l[L! l .l . 0 _ . . _ . 

I lc·d b)' T zara: 'Lono- hve Descartes, long live P1cabia the anti-pa111ter 
\\' l' CO!l o 
. ·r ·irri vcd from New York.' 
Jll' ;nwng those involved with 391 in Barcelona was the writer and amateur 
boxer Arthur Cravan (real name Fabian Lloyd), w ho had already acqmred a 
follllw ing in Paris and New York with his polemical Maintenant (19r2-r5). 
Self-proclaimed French boxing champion, confidence man, muleteer, snake 
charm er, hotel thief and nephew of Oscar Wilde, he challenged the authentIC 
world heav yweight champion,JackJohnson , to a fight, which took place in 
Madrid on 23 April 1916. Cravan's amateur play as well as his drunken state 60 

,1ssurcd that he would be knocked out in the first round; nevertheless this 
somewhat brief event was a sensation in Madrid and was much appreciated 
by Cravan's supporters . A year later at the Independents exhibition in New 
y ork he was arrested for offendmg a gathenng of society women and men. 
In vited by Duchamp and Picabia to lecture at the opening night , Cravan 
.nri vcd obviously drunk and was soon raving obscen iti es at the audience. He 
thrn proceeded to undress. It was at this point that the poli ce dragged him off 
to che city jail, on ly to be rescued by Walter Arensberg. Cra van's end was 
equa ll y bizarre: he was last seen in 19 r 8 in a small town on the coast of 
Mexico, ca rrying provisions to a small yacht which was to take him to 
Burn os Aires to join his wife Mina Loy . He took off in his boat and was never 

heard fr om again . 

Dada's end in Zurich 

With his new collaborators Tzara organized a Tristan Tzara night at the Sall e 
zur Meise in Zurich on 23 July 1918, when he took the opportunity to read 
the first actual Dada manifesto: 'Let us destroy let us be good let us create a 
new fo rce of gravity NO=YES Dada means nothing', it read. 'The 
bourgeois salad in the eternal basin is insipid and I hate good sense .' This 
caused the inevitable riot and was followed in quick succession by a profusion 

of Dada events. 
The fina l Dada soiree in Zurich took place on 9 April 1919 at the Saal zur 

Ka ufleuten . An exemplary affair which was to set the fornyr-for subsequent 
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so irees in Pari s, it was produced b y Walter Serner and precisely coordin ated 
by Tzara. As Tzara alliterati vely put it: ' 1 500 persons filled the hall already 
boiling in th e bubbles o fbamboulas.' H ans Richter and Arp painted the sets 
fo r the dances by Suzanne Perrottet and Kath e Wulfl~ consisting o f black 
abstract fo rms - ' like cucumbers ' - on long strips of paper about two ya rds 
w ide. Janco constru cted enormous savage masks fo r th e dancers and Serncr 
armed himself with several curious props, am ong them a headl ess dumm y. 

The performance itself began on a sombre note: the Swedish film maker 
Viking Eggeling deli vered a seri ous speech about elementary 'Ges taltung ' 
and abstract art. This only irritated the audience primed fo r th e usual 
comba ti ve confrontati on w ith th e Dadaists. N or did Perrottet 's d ance to 
Schoenberg and Satie pacify the res tl ess crowd . Only Tza ra 's simultaneous 
poem Le Fie11re d11 male ('The Fever of the Male'), read by twenty people, 
provided the absurdity they had anticipated. 'A ll hell broke loose', Ri chter 
no ted. 'Shouts, whistles, chanting in unison , laughter all of which mingled 
m o re or less anti-harm oniously w ith the bellowin g of the twenty on the 
platform. ' Then Serner carried his head less dummy o nto the stage, 
presenting it with a bouquet of artifi cial Aowers. When he began reading 
fro m hi s anarchisti c m ani fes to, Lctzte Lockem11g ('Final Dissolutio n') - 'a 
queen is an arm chair and a dog is a hamm ock' - the crowd responded 
violently, smashing th e dum 111 y and forcing an interval o f twenty 111 inutes on 
th e proceedings. The second part of the programme was somewhat more 
seda te: five Laban dan cers presented Nor Kakad11 , th eir faces covered by 
Janco's masks and bodies concea led in weird funn el-shaped objects. Tza ra 
and Sern er read m ore poems . D espite th e peaceful final e, Tzara w rote that 
th e perfo rm ance had succeeded in establi shing ' the circuit of absolute 
un consciousness in the audience w hich forgot th e frontiers of ed uca tion of 
prejudices , experi enced th e commo ti on of th e NEW'. It was, he sa id , Dada's 
fin al victory. 

ActuaJ.ly , th e KauAeuten performance only marked th e 'final victory' of 
Z uri ch Dada. To T za ra it was evident th at after fo ur yea rs of acti vities in th at 
ci ty, it had become necessary to find fresh ground fo r D ada's anarchy ifi t was 
to remain at all effecti ve . He had been preparing a m ove to Pari s fo r some 
tim e: in Januar y 1918 he had begun a correspondence with the gro up which 
in March 1 919 was to fo und th e literary magazine Lillerat11re - Andre Breton, 
Paul Eluard , Philippe Soupault , Loui s Aragon and oth ers - hoping fo r 
contributions to Dada 3 and their tacit support of Dada . Only Soupau lt 
replied with a brief poem, and although th e whole Paris group , in cluding 
Pierre Reverdy and Jea n Cocteau , sent material fo r D ada 4- 5 (May 191 9), it 
had become obv ious that from such a di stance not even th e energetic Tzara 
co uld coerce the Parisians into further participation. So, in 191 9, Tzara made 
his way to Pari s. 
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