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D a d a  P e r io d ic a ls  a t  Io w a

TIMOTHY SHIPE
D a d a —the literary  a n d  artistic m o v em en t th a t  b egan  in  Z urich  
d u ring  W orld W ar I —differed from  p rev ious artistic m o v e­
m ents in its insistence on  the  ephem era l n a tu re  of its activities. 
D ada started  as a v eh em en t reaction  to the  s laugh ter an d  
destruction  th a t h a d  engu lfed  E u ro p e .1 The D adaists believed 
tha t the cataclysm  of the  G reat W ar w as the  inevitable resu lt of 
the stale, co rrup t, nationalistic  cu ltural va lues of E uropean  
civilization a n d  its political, ph ilosophical, a n d  artistic trad i­
tions. Refugees from  the  carnage tha t w as tak ing  place bey o n d  
the bo rders  of neu tra l Sw itzerland , the  D adaists set o u t to 
dem olish  these  values a n d  trad itions. The th ru s t of D ada w as 
to force aud iences to  question  all trad itions, all artistic form s 
an d  form ulas, includ ing  even  the  language  on  w h ich  all 
literature an d  all th o u g h t w ere  based; they  d id  n o t a im  to set u p  
new  canons, n e w  form ulas, an d  n e w  tru ism s to  take the  place 
of the  old.

The m eans th a t the  D adaists em p loyed  in  p u rsu in g  these  
ends  w ere highly  ep hem era l in  na tu re . The m ost typically D ada 
gestu res w ere un ique  actions in te n d e d  to su rp rise , shock, an d

1 The corpus of published literature on Dada is enormous. Among the best 
introductions in English for the general reader are memoirs of the Dadaists 
themselves: Flight Out of Time by Hugo Ball, translated by Ann Raimes (New 
York: Viking Press, 1974), Memoirs of a Dada Drummer by Richard 
Huelsenbeck, translated by Joachim Neugroschel (New York: Viking Press, 
1974), and Dada: Art and Anti-Art by Hans Richter, translated by David Britt 
(New York: H. N. Abrams, 1965). Another important overview is Dada: 
Monograph of a Movement, ed. Willy Verkauf (1957; rpt. London: Academy 
Editions, 1975). Finally, two excellent sources are products of the Dada 
conference and exhibition held at The University of Iowa in 1978: the 
exhibition catalog Dada Artifacts (Iowa City: The University of Iowa Museum 
of Art, 1978) and the collection of essays Dada Spectrum, ed. Stephen C. Foster 
and Rudolf E. Kuenzli (Madison: Coda Press; Iowa City: The University of 
Iowa, 1979).
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provoke; th ese  g estu res  w ere  therefore  essentia lly  u n rep e a t­
able. The v isitor to  a D ada perfo rm ance in  Zurich , Paris, or 
Berlin cou ld  n o t k n o w  w h a t to  expect. Even the  p rin ted  
p rog ram s w ere  som etim es desig n ed  to  m islead  the  aud ience in 
its expectations. If th e  v isito rs reacted  w ith  v io len t ou trage  at 
be ing  m isled , so m uch  the  be tte r, for a po lite, docile, com pla­
cen t aud ience  w o u ld  defeat th e  very  p u rp o se  of the  event. 
B esides these  " fo rm al'' theatrical even ts  (form al only  in  their 
b e ing  p re se n ted  o n  a stage before  a p ay ing  audience), the 
D adaists carried  o u t th e ir p ro g ram  th ro u g h  a varie ty  of m ore 
radical public  m an ifesta tions, p recu rso rs  of the  guerrilla theater 
of th e  sixties. In  G erm any , Johannes B aader d isru p ted  services 
a t the  Berlin C athedra l, as w ell as the  n ew  national assem bly at 
W eim ar. A t the  h e ig h t of the  G erm an  revo lu tion , several 
D adaists p rocla im ed  a bog u s "D ad a  R epublic" in  one district of 
Berlin. M em bers of the  Parisian  con tingen t o rgan ized  parod ies 
of g u id ed  to u rs , he ld  a t sites chosen  because th ey  w ere  totally 
d evo id  of in te rest. In  C ologne, a D ada exhibition w as held  no t 
in  a m u se u m  or gallery, b u t in  th e  courtyard  of a b rew ery  and  
could  be e n te red  on ly  th ro u g h  the  m en 's  restroom . D ada 
p a m p h le ts  a n d  b ro ad sid es  w ere  d istribu ted  on  city stree ts or 
sh o w ered  from  chu rch  balconies. M ock ad vertisem en ts  and  
a n n o u n cem en ts  w ere  in se rted  in  new spapers .

Paradoxically, b u t inevitab ly , m ost of the  su rv iv ing  w ork  of 
the  D a d a is ts—the  p a in tin g s  an d  scu lp tu res, the  poem s and  
novels, the  film s a n d  p h o to m o n tag e s—m isrep resen ts  the 
m o v em en t in  its essen tia l aspect of ephem erality . O n  the  o ther 
h a n d , o th er so rts of d o c u m e n ts—prog ram s, announcem en ts , 
m anifestos, co rrespondence , a n d  so fo rth —can give u s  only a 
fragm en tary  ou tline  of w h a t a D ada even t m u st have  been  like.

O f all th e  su rv iv ing  docu m en ta tio n , it is the  m otley  asso rt­
m en t of D ada periodicals th a t can best give u s  a taste  of the 
varie ty  of D ada  expression  w hile a t th e  sam e tim e reflecting the 
ep h em era l n a tu re  of D ad a 's  s tra teg ies .2 For these  periodicals

2 The most complete published source for bibliographical information on 
Dada periodicals is an appendix to Arturo Schwarz's Almanacco Dada (Milan: 
Feltrinelli, 1976), pp. 651-725. Many of the most important European and 
American Dada periodicals have been reprinted in facsimile in a series of

 
 

http://ir.uiowa.edu/bai/vol46/iss1



[39]

w ere a far cry from  th e  trad itional w eekly  o r m o n th ly  rev iew  of 
the  arts  th a t w as a cu ltu ral in stitu tio n  of th e  n in e te e n th  a n d  
early tw en tie th  cen turies. A s w ith  all of D ad a 's  m an ifesta tions, 
they  v iolated  every  conven tion  of the  literary-artistic  review . 
To call som e of th em  "period ica ls"  m ay  be a m isnom er, since 
they  ap p eared  at h igh ly  irregu lar in tervals; a n d  in d eed , som e 
w ere n ever p lan n e d  to ap p ear m ore th a n  once. In  G erm any  
especially, w h ere  censo rsh ip  w as severe , the  ed ito rs  k n ew  th a t 
their radical pub lications w o u ld  be fo rb idden  after the  first 
issue, so th ey  sim ply d istr ib u ted  a first n u m b er of one "p e r i­
odical,"  an d  w h e n  it w as b a n n e d , p u b lish ed  th e  first n u m b er of 
their next periodical. A  D ada jou rna l m igh t change its title w ith  
every issue. The d ifferen t issues of th e  D u tch  rev iew  Mecano 
w ere  assigned  colors in stead  of n u m b ers . Som e D ada rev iew s 
w ere p ub lished  in  m ultip le  versions to  c ircum ven t censo rsh ip  
in  the  d ifferen t coun tries  in  w h ich  th ey  w ere  d istribu ted . In 
their con ten t, th e  D ada rev iew s reflected  the  w id es t varie ty  of 
D ada 's  activities, n o t only  in  litera tu re  a n d  the  v isual arts , b u t 
also in  m usic, p h ilo sophy , politics, a rch itec tu re—even  in  a d ­
vertising. Som e of the  D adaists ' w ildest typograph ica l experi­
m ents took place in  the  pages of these  jou rna ls. O n  the  o th er 
h an d , som etim es there  w as no  w ritten  text a t a ll—one n u m b er 
of K urt Schw itters 's  rev iew  Merz w as a su ite  of lith o g rap h s by  
H ans Arp; a n o th e r n u m b er w as a p h o n o g ra p h  record ing .

The In te rnationa l D ada A rchive a t The U n iversity  of Iow a 
Libraries has assem bled  w h a t is certain ly  the  w o rld 's  m ost 
com plete collection of D ada periodicals, b o th  in  orig inal copies 
a n d  rep ro d u ced  in  a varie ty  of fo rm ats .3 The Special C ollections 
D epartm en t h o u ses  a p rec ious collection of the  orig inal p u b li­
ca tions—a collection m ade  all the  m ore valuable  by  th e  lib rary 's  
u n ique  com m itm ent to  p reserve  these  m asterp ieces of book  art

portfolios edited by Schwarz under the general title Documenti e periodici Dada 
(Milan: Mazzotta, 1970).

3 For a general overview of the activities and resources of the archive see 
Timothy Shipe, "The Dada Archive," Books at Iowa, no. 39 (November 1983), 
pp. 3-16.
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in  th e ir orig inal form . The rem ain d er of th is article will in tro ­
duce the  rea d e r to  a few  of these  treasu res.

Ju st as D ada beg an  in  Z urich , so m ay  D ada periodicals be 
said  to  beg in  in  the  sam e city w ith  the  rev iew  Dada, ed ited  by 
the  R om anian  p o e t T ristan  T zara .4 The first four n um bers  of 
th is rev iew , includ ing  the  double  n u m b er 4/5 en titled  “A n th o ­
logie D ad a ,"  a p p e a re d  in  Z urich  b e tw een  1917 an d  1919, after 
w h ich  Tzara tra n sp la n ted  b o th  the  m agazine  a n d  his b ranch  of 
the  m ovem en t to Paris. The Special Collections D epartm en t 
h o ld s  orig inal copies of the  second  a n d  th ird  Z urich  num bers, 
a n d  it is th ese  tw o  n u m b ers  th a t show  m ost dram atically  the 
tran sfo rm atio n  in  T zara 's  concep tion  of the  review . N um ber 2, 
w hile  it con ta ins som e strik ingly  m o d ern ist p o e try  an d  g rap h ­
ics, rem ains w ell w ith in  the  conven tions of th e  progressive 
literary-artistic  jou rna ls  of the  tim e. It is the  last n u m b er to  bear 
the  typical subtitle  “ Recueil littéraire  et a rtis tiq u e ."  The issue 
clearly d em o n stra tes  D ad a 's  heavy  in d eb ted n ess , a t th is early 
stage of its d eve lopm en t, to  the  avan t-garde  m ovem en ts w hich  
h a d  sw ep t E urope d u rin g  the  p rev ious decade: Expressionism , 
C ubism , a n d  above all, Italian  Fu turism . C lose to half the 
tex tual co n ten t is in  Italian , an d  such  F u tu ris t poets  a n d  visual 
a rtists  as P ram polin i, C antarelli, an d  D 'A rezzo  are am ong  the 
con tribu to rs. Text a n d  g raph ics are m ain ta ined  on  separa te  
pages, a n d  th e  ty p o g rap h y , except for a m ildly innovative 
p oem  by  P ierre A lbert-B irot, rem ains w ell w ith in  conventional 
b oundaries .

Dada 3, o n  the  o th e r h a n d , casts off these  co n v en tio n s—there  
is no  m istak ing  it for an  o rd inary  literary  m agazine. It is m ore 
th an  ju s t a con ta iner for innovative  literary  an d  artistic w orks; 
it is itself a strik ing  w ork  of avan t-garde  a rt (or antiart). Textual 
a n d  v isual m ateria ls are no w  scattered  across alm ost every 
page , som etim es v io lating  each  o th e r 's  boundaries . A dazzling 
a rray  of typefaces is u se d , an d  texts are  o rien ted  in  various 
d irections on  the  p a g e s —lines of type  even  ru n  diagonally . In

4 Much useful historical and critical material is contained in two facsimile 
reprints of Dada: (1) Dada Zurich Paris 1916-1922, ed. Michel Giroud (Paris: 
Jean-Michel Place, 1981) (a reprint of Dada and three other periodicals); (2) 
Dada: Réimpression critique. Tome II. Dossier critique, ed. Michel Sanouillet 
and Dominique Baudouin (Nice: Centre du xxe siècle, 1983).
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An illustration by Tzara's friend and fellow Romanian Marcel Janco, one of 
the early participants in Zurich Dada, on the cover of Dada, no. 3 (December 
1918).
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places it is a lm ost im possib le to tell w h ere  one text en d s and  
a n o th e r  beg ins, or w h e th e r  a piece sh o u ld  be considered  a 
d raw in g  or a literary  text. A dvertisem en ts  for recen t publica­
tions of the  Z urich  D adaists are p laced  am ong  the  o ther pieces 
as an  in teg ral p a rt of the  assem blage. A lm ost all of the  w orks in 
Dada 3, b eg in n in g  w ith  T zara 's  ow n  "M anifeste D ada 1918," 
are by  th e  D adaists them selves, o r by  y o u n g  French w riters 
w h o  w o u ld  soon  jo in  the  m o v em en t w h e n  it a rrived  in  Paris; 
only  a few  item s stem  from  the  F uturists.

P e rh ap s m o st in te resting , a n d  m ost revealing  of D ada 's  
stra teg ies, is the  fact th a t the  issue  exists in  tw o d ifferent 
versions, d es ig n ed  to  fully rep re sen t th e  in te rnationa lis t flavor 
of the  m o v em en t w hile  avo id ing  th e  strict censo rsh ip  th a t still 
p reva iled  in  France in  D ecem ber 1918. Y oung G erm an  artists 
an d  w rite rs  h a d  b een  am ong  th e  key  partic ipan ts  in  D ada from  
the  beg inn ing , a n d  Tzara w a n te d  to  include  their w orks in  his 
review ; b u t th e  ferven t na tiona lism  th a t he ld  sw ay  in  France, a 
co u n try  th a t h a d  b een  at w ar w ith  G erm any  only  a m on th  
earlier, m ad e  it certain  th a t any  pub lication  con tain ing  G erm an 
con tribu tions w o u ld  be d en ied  en try  by  the  au thorities. In 
o rd e r to  keep  h is rev iew  tru ly  in te rnationa l, w hile  a t the  sam e 
tim e m ak ing  it available in  P a ris—in  1918 still th e  w orld  center 
for th e  artistic a v a n t-g a rd e —Tzara u se d  a sub terfuge  tha t 
co n tin u ed  to create b ib liographic confusion  u n til 1975. H e 
in c luded  w orks by  G erm ans o n  tw o  pages: poem s by  Ferdi­
n a n d  H ard ek o p f an d  Jakob v o n  H odd is , an  essay  by R ichard 
H uelsenbeck  on  th e  v isual w orks of the  A lsatian  poet and  
p a in te r  H an s (or Jean) A rp , an d  tw o  illustrations by  H ans 
R ichter, en titled  "G esich t 1 u . 2" ("Face 1 a n d  2"). But anyone 
p e ru s in g  Iow a 's  copy of Dada 3 will search  in  vain  for the 
w ritten  con tribu tions. R ichter's illustrations are there , w ith  the 
F rench  title "B ois."  The rem a in d e r of th e  tw o  pages consists of 
w ritings by  the  F rench  poe ts  Ph ilippe S oupau lt a n d  Pierre 
A lbert-B irot, th e  Italian  F u tu ris t Cam illo Sbarbaro, an d  by 
Tzara him self. Tzara h a d  secretly  p rin te d  the  issue  in  tw o 
versions: an  in te rn a tio n a l version  includ ing  G erm an  w ritings, 
a n d  a version  for F rench  co nsum ption , in  w hich  the  G erm an 
w orks w ere  rep laced  by  pieces in  F rench  a n d  Italian. T zara 's 
s tra tagem  succeeded  in  th a t it p e rm itted  Dada 3 to be read  in
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Paris, w here  it w as n o ted  w ith  in ten se  in te res t by  m em bers of 
the literary  avan t-garde . T hus, the  trick of the  d u a l versions 
paved  the  w ay  for th e  en thusiastic  recep tion  th a t th e  y o u n g  
R om anian w as to receive in  the  F rench  capital a year la te r.5

W hen  Tzara left Z urich  for Paris in  January  1920, h is arrival 
w as eagerly aw aited  by  a g ro u p  of y o u n g  F rench  p o e ts  inc lud ­
ing  Louis A ragon, A n d ré  Breton, an d  Ph ilippe  S o u p au lt.6 Since 
the  p rev ious year, these  th ree  h a d  ed ited  a sm all literary  
m agazine w ith  the  m atter-of-fact title Littérature.7 A lthough  
their in ten tion  from  the  o u tse t h a d  b een  to  p ro d u ce  an  in n o ­
vative avan t-garde  pub lication  th a t w o u ld  set itself ap a rt from  
the m any  o th e r literary  rev iew s in  the  capital, Littérature in  fact 
rem ained , d u rin g  the  first year of its existence, ra th e r  safely 
w ith in  the  conven tions of such  m agazines. T hus, the  first 
nu m b er included  w orks by  m any  of F rance 's  best-estab lished  
w riters, am ong  th em  A n d ré  G ide, Paul V aléry, a n d  Pierre 
Reverdy. A nd  there  w as certain ly  no  trace of in n o v atio n  in  the  
m agazine 's  form at: a p la in  yellow  cover bea rin g  the  title a n d  
the  u sua l publication  data . M eanw hile , th o u g h , D ada h a d  
taken  Paris by  storm , a n d  the  y o u n g  ed ito rs  of Littérature w ere  
am ong  the  m ost active partic ipan ts  in  the  m ovem en t, w h ich  
Tzara h a d  tra n sp la n ted  from  S w itzerland . By 1920, Littérature 
w as clearly be ing  tran sfo rm ed  in to  a D ada publication . The 
conservative yellow  cover rem ained , b u t the  con ten ts  cam e 
m ore an d  m ore to  belie the  packaging , a n d  th e  title seem ed  to 
becom e m ore an  ironic joke th an  a descrip tion  of th e  jo u rn a l's  
conten ts. (Indeed , a t one p o in t the  ed ito rs  reso lved  to  pub lish  
no  m ore literary  texts in  their m ag az in e—a reso lu tion  th ey  
w ere unab le  to m ain ta in .) N u m b er 13 (M ay 1920) w as en tirely  
devo ted  to the  m anifestos read  a t th ree  D ada lecture-

5 It was Lionel A. Biron who resolved the confusion surrounding the dual 
versions, in "The Secret French and German Editions of Tristan Tzara's Dada 
3," Rackham Literary Studies, no. 6 (1975), pp. 35-40. The variant pages are 
reprinted in Biron's article, as well as in the two facsimile editions mentioned 
above.

6 The most extensive historical treatment of Dada in Paris is Michel 
Sanouillet's Dada à Paris (Paris: J. J. Pauvert, 1965).

7 For the history of Littérature, see Sanouillet, pp. 101-10, 119-22, 306-7, and 
349-58, as well as the introductory essays to the two-volume reprint of the 
magazine (Paris: Jean-Michel Place, 1978).
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perfo rm ances in  February  of th a t year. O th er n um bers  p u b ­
lished  in  1920 an d  1921 com bined  con tribu tions by estab lished  
literary  figures w ith  item s th a t d isp layed  the  stra teg ies charac­
teristic of D ada. The device of the  circulating inquiry , com m on 
to  m any  E u ro p ean  periodicals, w as tu rn e d  on  its head  as 
w rite rs  rep re sen tin g  the  literary  estab lishm en t as w ell as the 
avan t-garde  w ere  a sked  to  re sp o n d  to  increasingly  absu rd  
questions , from  th e  conven tional "W hy  do  you  w rite?" (no. 9) 
to  "A re  th ere  still p eop le  w h o  enjoy  life?" (no. 17) and  
cu lm inating  in  the  quasi-scientific su rvey  in  w hich  11 w riters 
affiliated w ith  D ada w ere  asked  to  ra te  w ith o u t com m ent som e 
200 ind iv iduals  a n d  in stitu tio n s  (m ostly  literary  an d  artistic 
figures, b u t also includ ing  such  d iverse  ind iv iduals  as M oham ­
m ed , E dison , an d  the  u n k n o w n  soldier) on  a scale of -25 to 20 
("-25 exp ressing  th e  stro n g est aversion , 0 ind icating  absolute 
ind ifference"). The resu lts  of th is su rvey  w ere  p resen ted  in 
tabu lar form  in  no . 18 (M arch 1921). N u m b er 20 (A ugust 1921), 
the  last issue  of the  first series of Littérature, consisted  of 
d o cu m en ts  from  the  " tr ia l"  he ld  by  the  D ada m ovem en t in 
ju d g m e n t of M aurice Barrè s in  M ay of th a t year. The D adaists 
felt th a t Barrès, a w rite r w h o  h a d  been  an  intellectual hero  for 
m an y  of them , h a d  b e tray ed  their ideals by  ad o p tin g  a fer­
ven tly  nationalistic  s tance d u rin g  the  w ar years. The m ock trial, 
w h ich  Barrè s, need less  to  say, d id  n o t a tten d , led  to a m ajor 
split am ong  the  Paris D adaists. O ne faction, cen te red  on  the 
ed ito rs of Littérature, considered  the  trial a serious political and  
in te llectual action; the  o ther, h e a d ed  by  Tzara, app roached  the 
ev en t w ith  th e  ab su rd is t h u m o r typical of p rev ious D ada 
perfo rm ances. N atura lly , the  conduct of the  tw o  factions at the 
tribuna l d iffered  accordingly , a n d  the  resu lting  rift w as never 
fully healed .

N u m b er 21 of Littérature, w h ich  com pleted  the  com pilation of 
d o cu m en ts  from  the  Barrès trial, w as never pub lished , al­
th o u g h  the  page  p roofs have  been  p rese rv ed .8 T here follow ed 
a gap  of m ore  th a n  half a year, an d  w h e n  the  new  series of 
Littérature ap p eared , it w as a radically  d ifferen t publication. In 
form at, the  n e w  version  w as m ore distinctively  D ada. The plain

8 These proofs are reproduced in facsimile in Sanouillet, pp. 577-91.
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This ironic portrait of some of the Paris Dadaists by Francis Picabia appeared 
on the cover of Littérature n.s. no. 8 (January 1923).
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yellow  covers w ere  rep laced  by  w him sical, som etim es h u m o r­
ously  erotic cover d raw in g s by  M an  Ray a n d  Francis Picabia, 
w ith  ty p o g rap h y  th a t o ften  inco rpo ra ted  p u n s  on  the  title. Two 
of th e  m o st p ro m in e n t con tribu to rs  to  the  n ew  series, Picabia 
an d  M arcel D ucham p , h a d  b een  at the  cen ter of N ew  York 
D ada; a n d  th e ir fragm en tary , pun-filled  w ritings a n d  their 
w him sical iconoclastic a rtw ork  typ ified  the  D ada sp irit as m uch 
as an y th in g  in  the  o ld  series. But, a t the  sam e tim e, it w as clear 
from  the  very  first n u m b er th a t the  ed ito rs, an d  particularly  
B reton (w ho  soon  took  exclusive d irection  of the  m agazine), 
h a d  som e serious n e w  concerns th a t w ere  lead ing  th em  in a 
n ew  d irection . T hat d irection  w o u ld  com e to be called Surreal­
ism . N u m b er 1 of th e  n e w  series (M arch 1922) includes several 
revealing  item s: a rep o rt by  B reton of th ree  d ream s, fo reshad­
ow ing  the  in ten se  in te res t of the  Surrealists in  th e  h id d en  
w orld  of d ream ing; a n o te  by  T zara (his last con tribu tion  to 
Littérature) on  L au tréam ont, a n in e teen th -cen tu ry  w riter the 
Surrealists w ere  to reg ard  as one of th e ir chief precursors; and  
a ra th e r  scanty  in te rv iew  by  B reton w ith  S igm und  Freud, 
an tic ipating  the  g rea t im portance  th a t th e  relatively new  field of 
psychoanalysis w as to  h o ld  for th e  as ye t u n n a m e d  m ovem ent. 
Littérature su rv ived  in to  1924, by  w h ich  tim e D ada in  Paris w as 
dead  as a m ovem en t, a n d  th e  early  Surrealist experim ents in 
the  unconscious an d  the  occult w ere  w ell u n d e r  w ay.

Besides Littérature a n d  Dada (w hich Tzara b ro u g h t w ith  him  
to Paris), a m u ltitu d e  of o ther, m ostly  short-lived , periodicals 
f lou rished  am o n g  the  Paris D adaists. V irtually  every  partici­
p a n t in  the  m ovem en t p ro d u ce d  his ow n  little m agazine, m any 
of w h ich  ap p e are d  for on ly  one  o r tw o  issues. Tw o of the  m ost 
in te restin g  w ere  Pau l E lu a rd 's  Proverbe (1921-22) an d  Francis 
P icabia 's Cannibale (1920).9

Proverbe is th e  D adaists ' m ost p e n e tra tin g  excursion in to  the 
problem atics of language. From  th e  m o v em en t's  earliest days 
in  Z urich , language  p o sed  the  m ost serious p rob lem s for the 
D adaists in  their a ttem p t to  overth ro w  all existing form s of 
th o u g h t, since language  w as the  fo u n d atio n  on  w hich  th o u g h t

9 For discussions of these and other ephemeral periodical publications of 
Paris Dada, see Sanouillet, pp. 210-16.
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rested . If they  accepted  the  heritage  of language , their efforts to 
tear d o w n  the  cu ltu re  th a t d e p e n d e d  on  it w o u ld  be futile. The 
early so u n d  poetry , strings of m ean ing less syllables recited  by 
H ugo  Ball an d  o thers , w as in  p a rt a re sp o n se  to  th is problem . 
In th is context, the  no tion  of a literary  m agazine , com posed  of 
w ords o rgan ized  to  form  logical u n its  (sen tences), w h ich  w ere  
fu rth e r com bined  in to  un ified  poem s, sto ries, a n d  articles, 
im plied  an  acceptance of the  very  n o rm s w hich  D ada rejected . 
The dilem m a is neatly  sum m arized  in  a sh o rt piece in  Proverbe, 
no. 5, en titled  “X, ou  le silence m ép risan t"  ("X, or the  Scornful 
Silence").

Madame Rachilde has written an article on Dada. She proves 
that one m ust not write articles on Dada.

M. Georges Courteline spoke on Dada for an hour . . . .  He 
said that one m ust not speak about Dada . . . .

If one must speak about Dada, one m ust speak about Dada.

If one m ust not speak about Dada, one m ust still speak about 
Dada.

The D adaists ' rejection of the  conven tions of language  is m ost 
explicit in  the  slogan th a t h ead s  Proverbe, no . 3: "Bas les m o ts"  
("D ow n w ith  w ords").

Proverbe does con ta in  a few  poem s an d  articles, b u t m ostly  it 
is com posed  of se n te n c es—sen tences iso lated  from  any  larger 
context except th a t of a genera l questio n in g  of the  concep t of 
language. Som e could  be co n stru ed  as aph o rism s th a t poke fun  
at the  no tion  of aphoristic  th inking; som e deal explicitly w ith  
the p roblem  of w o rd s a n d  their m ean ing ; m ost are v irtually  
un transla tab le . A few  item s are  p re se n ted  as poem s on  trad i­
tional literary  subjects, b u t in  fact h igh ligh t the  q u estio n  of ho w  
a poem , or in d eed  any  d iscourse, can be " a b o u t"  any th ing . 
H ere are tw o  exam ples from  Proverbe, no . 5, requ iring  no  
know ledge of French b ey o n d  the  w o rd s  "b e rc e u se ,"  "fille ,"  
an d  "m ère"  (lullabye, d a u g h te r, an d  m other).
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Persienne?

Persienne  Persienne  Persienne

Persienne persienne persienne persienne persienne 
persienne persienne persienne persienne persienne 
persienne persienne persienne persienne persienne

Persienne persienne persienne persienne

Persienne?

Berceuse

Fille et mère et mère et fille 
et fille et mère et mère et fille 
et fille et mère et mère et fille 
et fille et mère et mère et mère 
et fille et fille et fille et mère

The major names in French Dada are all represented in 
Proverbe: Aragon, Picabia, Tzara, Soupault, Breton, Eluard 
himself, and others. But in no. 3, Eluard began inserting some 
fragments w ithout the prior knowledge of their authors, and he 
gave some of the aphorisms fictive attributions. Finally, in no. 
5, all of the contributions were unsigned; Eluard had achieved 
a supreme contradiction; a literary magazine without authors.

The two numbers of Picabia's Cannibale, while closer than
Proverbe to the expected format of a literary review, are virtual
compendia of Dada techniques. There are parodies of literary 
news and gossip: "It has been asked, who is the mysterious 
personnage behind Dada? We wish to announce that it is 
Germaine Dada who is supporting the movement from her 
secret funds." There are the usual manifestos by Tzara and 
Picabia. The techniques of chance, collage, and found objects 
are also in evidence. A contribution by Tzara, entitled "Douleur 
en cage Dada à la nage" ("Pain in a cage, Dada swimming"), 
consists of a photograph of a ticket stub, and one of Breton's 
signed pieces is a list of "Bretons," with addresses and phone

Persiennes
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num bers, lifted from  the  Paris te lep h o n e  d irec to ry .10
The o ther m ajor p o s tw ar cen te r of E u ropean  D ada w as 

Berlin. H ere, the  y o u n g  radicals w h o  becam e invo lved  w ith  the  
m ovem en t faced far m ore severe  obstacles of rep ressio n  an d  
censo rsh ip  th an  d id  the  m em bers of the  Parisian  avan t-garde . 
In  Berlin, Neue Jugend, a sm all E xpressionist periodical fo u n d ed  
by  s tu d en ts  in  1914 a few  m o n th s  before  the  b eg in n in g  of th e  
w ar, p layed  a role sim ilar to th a t p layed  by  Littérature in  the  
deve lopm en t of D ada in  P aris .11 The G erm an  Expressionists 
w ere sharp ly  d iv ided  over the  issue  of the  W orld  W ar, a n d  the 
young  ed ito rs of Neue Jugend w ere  no  exception. A  few  w ere  
strongly  o p p o sed  to  the  w ar; the  m ajority  w ere  en thusiastica lly  
in  favor of it; in  any  case, before long  a lm ost all of th em  w ere  
at the  front. T hus, the  m agazine ceased  pub lica tion  in  D ecem ­
ber of the  sam e year.

E nter W ieland H erzfelde, a b u d d in g  y o u n g  w rite r w h o  h ad  
sp en t a few  m o n th s  a t the  Belgian fron t in  th e  m edical corps, 
w as expelled  for in su b o rd in a tio n , a n d  re tu rn e d  to  G erm any  a 
com m itted  pacifist. E stab lish ing  h is residence  in  Berlin, H erz ­
felde soon  becam e invo lved  w ith  a circle of in te llectuals w h o  
w ere o p p o sed  to  th e  w ar. This circle in c luded  H erzfe lde 's  
b ro the r H elm u t (better k n o w n  as the  p h o to m o n tag e  artist John  
H eartfield), the  p a in te r an d  caricaturist G eorge G rosz, a n d  the  
Expressionist w rite r F ranz Jung. F ind ing  an  o rg an  to  air their 
v iew s seem ed  a hope less task , considering  th e  heavy  censo r­
sh ip  an d  strict licensing  requ irem en ts  for n ew  periodicals. In 
1916 H erzfelde fo u n d  an  in gen ious so lu tion  to  th is  problem : he 
received perm ission  from  H einz  Barger, the  m ain  ed ito r of Neue 
Jugend, to resum e pub lication  of the  d o rm an t m agazine , w ith  
Barger con tinu ing  as chief ed ito r in  n am e only. Since Neue 
Jugend h ad , in  its last issue, sh o w n  s tro n g  su p p o rt for the  w ar 
effort, the  censors w o u ld  be likely to  pay  little a tten tio n  at first 
to the  rev ived  publication . By th is s tra tagem , the  g ro u p  of 
pacifists succeeded  for nearly  a year in  pub lish in g  an  an tiw ar

10 Examples from Cannibale, no. 2 (May 1920).
11 The development of Berlin Dada in relation to the Neue Jugend group is 

described by Roy F. Allen in Literary Life in German Expressionism and the Berlin 
Circles (Göppingen: Alfred Kümmerle, 1974), pp. 470-76 and 505-34.
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jou rna l in  the  G erm an  capital a t the  h e ig h t of the  W orld W ar. 
G ran ted , th e  g ro u p 's  pacifist v iew s h a d  to  be expressed  dis­
cretely, a n d  m ostly  by  m eans of subtle  im plication; still, the 
n ew  d irection  of Neue Jugend quickly becam e ev iden t to  Barger, 
w h o  rem a in ed  s taunch ly  p row ar. H e began  an  a ttem p t to 
rea sse rt con tro l over th e  m agazine, a n d  one p ro d u ct of his 
strugg le  w ith  the  H erzfe lde  circle w as the  Almanach der Neuen 
Jugend, d a ted  1917 b u t actually  p u b lish ed  in  late 1916. H erz­
felde h a d  com piled  the  Almanach as an  an tho logy  of w orks by 
h is u su a l con tribu to rs; its pacifist tone  w as to  be m uch  m ore 
o p en  th a n  in  th e  regu lar n u m b ers  of the  journal. But H erzfelde 
w as recalled  to  the  w ar fron t in  O ctober, an d  Barger took this 
o p p o rtu n ity  to  m ake substan tia l changes in  the  Almanach, 
w a te rin g  d o w n  its political con ten t. N evertheless, th e  an tiw ar 
lean ings of the  con tribu to rs  w ere  sufficiently  a p p a re n t to the 
G erm an  au tho rities , an d  th ey  b a n n e d  the  publication  before it 
ever w e n t on  sale.

A fter th is, H erz fe ld e 's  associates began  a com plex series of 
m an eu v ers  d es ig n ed  b o th  to  p rev e n t Barger from  regain ing  
contro l of Neue Jugend a n d  to con tinue  publication  in  the  face of 
increasing  legal obstacles. T hese m an eu v ers  succeeded  in  p ro ­
long ing  th e  jo u rn a l's  life th ro u g h  ju s t one m ore regu lar num ber 
an d  tw o  quasi-legal issues in  n e w sp a p e r form at, the  last 
ap p earin g  in  June 1917. But th is  final stage of Neue Jugend had  
tw o  significant by -p roducts. O ne w as the  creation of a new  
p u b lish in g  h o u se , the  M alik-V erlag, w h ich  w as to p lay  a vital 
role in  th e  artistic  a n d  in te llectual life of the  political left in  
W eim ar G erm any . The second  by -p ro d u c t w as th e  solidifica­
tion  of a literary-artistic  g ro u p  w hich , a year later, w ou ld  form  
the  core of Berlin D ada.

A m ong  th e  con tribu to rs  to the  la ter issues of Neue Jugend w as 
R ichard  H uelsenbeck , a G erm an  w rite r w h o  h a d  b een  actively 
invo lved  in  Z urich  D ada. R etu rn ing  to  Berlin in  early  1917, 
H uelsenbeck  becam e closely associated  w ith  H erzfelde, Grosz, 
a n d  o th ers  connected  w ith  the  m agazine. Since late 1916 this 
g ro u p  h a d  been  invo lved  in  a series of public  literary  evenings 
w h o se  tone  of revu lsion  aga in st the  h o rro rs  of the  G reat W ar 
h a d  p rovoked  a responsive  chord  am ong  those  w h o  a ttended . 
A t one such  m eeting , in  February  1918, H uelsenbeck  gave
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som e in troducto ry  rem arks in  w h ich , w ith o u t fo rew arn ing  the  
o ther partic ipan ts , he  in  effect co -op ted  the  even ing  in  the  
nam e of D ada. H uelsenbeck 's  su rp rise  rem arks caused  a con­
siderable stir am ong  those  in  a tten d an ce  as w ell as am ong  
n ew sp ap er rev iew ers. Soon D ada w as a ttrac ting  a g rea t deal of 
a tten tion  am ong  artists  an d  in te llectuals in  the  G erm an  capital, 
a n d  by  A pril, H uelsenbeck  a n d  m em bers of the  Neue Jugend 
g roup  h ad  fo rm ed  a "C lub  D ad a"  w h o se  activities reach ed  a 
peak  du ring  th e  chaotic p e rio d  of the  G erm an  m ilitary  defeat 
a n d  the  su b seq u en t coups a n d  revo lu tions th a t u sh e re d  in  th e  
W eim ar era. Since the  strong  com m unistic  lean ings of m an y  of 
these  artists  an d  w rite rs  a ssu red  th a t the ir pub lica tions w o u ld  
face serious opposition  from  the  au tho rities , the  Berlin D ada­
ists, follow ing the  lead  of Neue Jugend's ed ito rs, u se d  a w ide  
variety  of legal a n d  illegal stra teg ies to p ro d u ce  a series of 
w ildly innovative periodicals, m ostly  p u b lish ed  by  the  M alik- 
Verlag, w ith  titles like Die Pleite ("B ankrup tcy") a n d  Jedermann 
sein eigner Fussball ("E very m an  h is ow n  football").

O ne h u n d re d  fifty m iles from  Berlin, in  th e  sem iprovincial 
city of H anover, a w rite r a n d  a rtist n am ed  K urt Schw itters 
developed  his ow n , q u ie te r version  of D ada. Blackballed, in  
effect, by  th e  m ajority  of Berlin D adaists, Schw itters crea ted  
Merz, w hose  nam e he  took from  an  iso lated  syllable in  the  
nam e of a local bank. Like Dada, Merz w as a w o rd  w ith  lim itless 
applications. It w as a n o u n , a verb , a n d  an  adjective; it w as a 
person , a place, a n d  a one-m an  artistic  m ovem en t. It w as also 
the  title of a m agazine w h ich  Schw itters ed ited  from  1923 to 
1932. M ore th an  an y  o th er D ada periodical, Merz s tre tch ed  the  
defin ition  of a literary  m agazine  to  its lim its, an tic ipating  Aspen 
an d  o ther m ixed-m edia  m agazines of the  sixties. O n e  issue  of 
Merz w as a su ite  of lithog raphs by  A rp; a n o th e r  w as a p h o n o ­
g raph  record  of Schw itters read in g  p a rt of h is m o n u m en ta l 
so u n d  poem , the  "U r-S onate ."  Merz w as m ore consisten tly  
innovative in  its trea tm en t of ty p o g rap h y  th a n  any  b u t th e  m ost 
short-lived of the  D ada m agazines. Several n u m b ers  consisted  
of collaborative, typograph ica l "fa iry  ta les"; a n o th e r  w as d e ­
vo ted  to  typograph ica l in n o v atio n  in  advertis ing , an  area in  
w hich  D ada 's  in fluence is still s trong . Schw itters m ain ta ined  
close contacts w ith  all th e  m ajor p o s tw ar E u ro p ean  D ada
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The cover of the first number of Kurt Schwitters's periodical, Merz (January 
1923), an issue devoted to Dada in The Netherlands.
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centers: Berlin th ro u g h  R aoul H a u sm an n  a n d  H a n n a h  H öch, 
C ologne th ro u g h  A rp , Paris th ro u g h  Tzara, The N e th e rlan d s  
th ro u g h  Theo van  D oesburg . All of th ese  ind iv iduals  w ere  
im portan t con tribu to rs to  Merz.

The role of D ada w ith in  N ew  Y ork 's avan t-garde  is far too 
com plex a story  to rela te  h e re .12 The set of tre n d s  th a t is usually  
referred  to  as “ N ew  York D ada" b eg an  as early  as 1913, w h e n  
the no to rious A rm ory  Show  in tro d u ced  th e  E u ro p ean  artistic 
avan t-garde  to a fascinated  if skeptical A m erican  public. The 
centerpiece of th a t exhibition, a t least as far as public  resp o n se  
w as concerned , w as M arcel D u ch am p 's  p a in ting , Nude De­
scending a Staircase no. 2 , w h ich  w as p ra ised  o r (m ostly) a ttacked  
in  n ew sp ap e rs  across the  co u n try  a n d  w h ich  cam e to  ep itom ize 
m odern  a rt for its su p p o rte rs  as w ell as for its detracto rs. 
D ucham p, Francis Picabia, a n d  several o th e r E u ro p ean  artists  
for w hom  N ew  York, like Z urich , served  as a h av en  d u rin g  the  
W orld W ar, form ed, a long  w ith  a few  A m ericans like M an  Ray 
an d  Beatrice W ood, the  core of an  artistic  avan t-garde  th a t h a d  
tw o m ain  patrons: W alter C on rad  A rensberg , an  a rt collector 
an d  m em ber of a w ealthy  industria lis t fam ily, a n d  A lfred 
Stieglitz, th e  G erm an-A m erican  p h o to g ra p h e r w h o se  p eriod i­
cal Camera Work cham p ioned  n o t only  the  th e n  still-daring 
no tion  of p h o to g rap h y  as an  a rt form , b u t also the  cause of 
m odern  art in  general. A lthough  it w as n o t u n til 1921 th a t 
D ucham p, Ray, a n d  their associates app lied  the  te rm  “ D ada" 
to describe th e ir activities, th ey  h a d  in  fact b een  busily  shocking  
N ew  Yorkers w ith  w orks a n d  g estu res  th a t w ere  D ada in  
essence even  before th a t term  w as co ined  in  S w itzerland .

This “D ada sp irit"  is typ ified  by  a short-lived  little m agazine 
called Blindman,13 p u b lish ed  in  1917 by  D ucham p , W ood, a n d  
H enri-P ierre R oché . The first of the  tw o  n u m b ers  w as issu ed  in  
celebration of the  exhibition  of th e  Society of In d e p e n d e n t 
A rtists, to  w hose  o rgan iz ing  com m ittee  D u cham p  be longed

12 For the history of New York Dada in relation to other avant-garde trends 
in America, see Dickran Tashjian, Skyscraper Primitives (Middletown, Con­
necticut: Wesleyan University Press, 1975). The most important recent 
publication on the subject is New York Dada, ed. Rudolf Kuenzli (New York: 
Willis Locker & Owens, 1986).

13 For the history of Blindman, see Tashjian, pp. 52-56.
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a n d  w h o se  p u rp o se  w as to  p rov ide  a fo rum  th ro u g h  w hich 
m o d ern  a rtists  cou ld  d isp lay  th e ir w ork  in  com plete freedom  
from  th e  restrictive s truc tu re  of the  u su a l ju ried  exhibitions. 
A ny  artist w o u ld  be p e rm itted  to  d isp lay  his or h e r  w ork, 
w ith o u t an y  form  of censo rsh ip . D ucham p  an d  h is associates 
saw  th is exhib ition  as an  o p p o rtu n ity  for all form s of m odern  
art in  A m erica, rivaling  th a t p ro v id ed  by  the  A rm ory  Show  a 
few  years  earlier; a n d  th ey  u se d  th e  first nu m b er of Blindman to 
publicize the  even t. But, as the  second  nu m b er (called Blind 
Man) reveals, th e ir en th u s ia sm  w as soon  sh a tte red  by  one of 
the  m o st con troversial inciden ts  in  the  h isto ry  of A m erican 
a r t .14

Since 1914, D u cham p  h a d  p ro d u ced  a series of "a r t objects" 
th a t called in to  q u estio n  th e  very  n a tu re  of an  artw ork . These 
objects he  cam e to  call " re a d y m a d e s ."  They w ere  everyday  
objects, se lected  from  th e  w ho le  array  of item s available in  the 
age of m ass p ro d u ctio n , sing led  o u t by  the  French artist, w ith  
or w ith o u t m odifications, o ften  g iven  ironic or p u n n in g  titles, 
a n d  desig n a ted  "a r tw o rk s ."  D ucham p  raised  a bottle  rack, a 
bicycle w hee l, a n d  a snow  shovel, am ong  o th er objects, to  the 
s ta tu s  of artw orks. V olum es have  b een  w ritten  on  the  signifi­
cance of D u ch am p 's  readym ades. The re la tionsh ip  of this 
concep t to  the  concerns a n d  stra teg ies of the  D adaists is 
ev iden t: in  the  desire  to  a ttack  th e  pub lic 's  no tion  of w h a t 
constitu tes "a r t" ;  in  the  v io lation  of the  bo u n d aries  separa ting  
d ifferen t artistic  m ed ia  (the titles of the  read y m ad es often  being  
in co rp o ra ted  as texts w ritten  on  the  objects them selves); in  the 
in ten se  b u t ironic artistic in te res t in  the  p ro d u cts  of m odern  
technology. The m o st ou trag eo u s object selected  by  D ucham p 
w as a u rina l, w h ich  h e  inverted , gave the  title Fountain, s igned 
"R. M u tt,"  a n d  su b m itted  to  the  In d ep e n d e n ts ' exhibition, 
w hose  o rgan iz ing  com m ittee h a rd ly  su sp ec ted  th a t "R. M utt"  
w as am ong  th e ir m em bers. The piece, need less to say, w as 
v ehem en tly  re jected , a n d  D ucham p  resigned  from  th e  com m it­
tee in  ind igna tion . The second  a n d  last issue of Blind Man,

14 The “Richard Mutt" incident is described, among other places, in 
Tashjian, pp. 54-56, and in Alice Goldfarb Marquis, Marcel Duchamp, Eros c'est 
la vie (Troy, New York: Whitston, 1981), pp. 162-64.
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largely d evo ted  to resp o n se  to  the  “ R ichard  M u tt case ,"  is one 
of the  m ost significant do cu m en ts  of tw en tie th -cen tu ry  a rt in  
the  U nited  States. A t the  cen ter of the  m agazine  is a p h o to ­
g raph  of the  n o w  fam ous u rinal, tak en  by  n o n e  o th er th an  
A lfred Stieglitz. O nly  a few  years earlier, Stieglitz h a d  faced an  
uph ill battle  in  w inn ing  for p h o to g ra p h y  the  s ta tu s  of an  a rt 
form , an d  no w  he w as tak ing  a m u n d a n e  p lu m b in g  fixture as 
a subject. T ruly, the  D adaists accom plished  a p e rm a n en t 
“revaluation  of va lues“ rivaled  on ly  by  th e  p ro cu rem en t tech ­
n iques of the  Pentagon: today  an  au th o rized  rep ro d u c tio n  of 
D ucham p 's  u rina l will sell for w ell over $35,000! Still m ore 
significant, th o u g h , are  the  q u estio n s  th a t D ucham p  a n d  the  
o ther D adaists force u s  to  ask  ab o u t the  n a tu re  of art: W hat is 
the  d istinction  in  aesthetic  value b e tw e en  an  “ orig inal"  a n d  a 
“rep ro d u c tio n "  a n d  is th is d istinction  still m ean ing fu l in  an  age 
of m echanical rep roduction?  W hat is the  re la tion  b e tw een  the  
m onetary  value an d  the  aesthetic  va lue  of an  artw ork? In  the  
m achine age, does the  ind iv idual a rtis t 's  c ra ftsm ansh ip  have  
any  bearing  on  e ither k ind  of value? D oes the  essence of an  
artw ork  lie in  its concep tion  or in  its realization? W hat is the  
n a tu re  of the  creative act?

In 1919, the  rev iew  Der Dada gave th e  ironic advice, “ Invest 
yo u r m oney  in  D ad a ."  D oubly  ironic is th e  fact th a t anyone  
w ho  h a d  h eed ed  th is advice w o u ld  be rich today . The m ost 
ephem eral pub lications of the  D adaists n o w  fetch en o rm o u s 
prices a t auction  h o u ses  a n d  an tiq u arian  shops. A n d  w ith  good  
reason: ephem erality  w as a t the  h e a rt of the  D adaists ' art. The 
m any  sm all periodicals th a t th ey  p ro d u ce d  are  p rec ious n o t 
only as docum en ts of an  in fluen tial artistic m ovem en t, b u t also 
as w orks of a rt in  th e ir ow n  righ t. The innovative  fo rm at of 
these D ada periodicals changed  forever th e  w ay  w e look at the  
p rin ted  page. U nfo rtunately , because  these  priceless w orks 
w ere p ub lished  d u rin g  an d  im m edia te ly  after W orld  W ar I, the 
h ighly  acidic p ap e r on  w h ich  th ey  w ere  p rin te d  is am ong  the  
w orst ever p roduced . T hey are c rum bling  at an  a larm ing  rate , 
an d  w ith o u t tim ely action  th ey  will be  lost forever. It is 
therefore fo rtuna te  th a t such  a substan tia l collection of D ada 
periodicals is h o u sed  in  The U niversity  of Iow a L ibraries. N o t 
only is the  lib rary 's  book  conserva tion  p rog ram , h e a d ed  by
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W illiam  A n th o n y , a t the  very  fo refron t of p reservation  tech­
n iques  na tionw ide ; the  D ada collection is one of th a t p rog ram 's  
tw o  to p  p rese rv a tio n  priorities. Because of th is u n iq u e  com m it­
m en t to  p rese rv in g  the  do cu m en ts  of the  D ada m ovem en t, in 
50 years  The U n iversity  of Iow a Libraries m ay n o t only  have the 
w o rld 's  m o st com prehensive  D ada collection—they  m ay  well 
have  the  w o rld 's  only D ada  collection.
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Bibliography of Original Dada Periodicals 
in the University Libraries

The following list is limited to original Dada periodicals housed in 
the Special Collections Department. Also included are a few period­
icals which are closely associated with individual Dadaists (e.g., Ball's 
Almanach der Freien Zeitung) or which played a significant role in the 
development of Dada in particular cities (e.g., Alfred Stieglitz's 
Camera Work). Specifically excluded is the library's substantial collec­
tion of Surrealist periodicals, published after 1923, in which the chief 
collaborators were former Dadaists. Special Collections' holdings are 
bracketed at the end of each entry.

In addition to these titles, the International Dada Archive has a 
virtually complete collection of Dada periodicals in reprint and on 
microfilm, totaling more than 150 titles.

Action: Cahiers individualistes de philosophie at d'art. Ed. Florent Fels, 
et al. Paris, 1920-21. 10 numbers. [Complete.]

Almanach der Freien Zeitung. Ed. Hugo Ball. Bern, 1917-18. 1 vol. 
[Complete.]

Almanach der Neuen Jugend. Ed. Heinz Barger. Berlin, 1917. 1 vol. 
[Complete.]

Der Ararat. Ed. Hans Goltz. Munich, 1918-21. [Series 1] (1918-19): 3 
numbers; [series 2] (1920-21): 2 vol. (21 numbers). [[Series 1] no.
1; [series 2] complete.]

Blindman. Ed. Henri-Pierre Roché, Beatrice Wood, and Marcel 
Duchamp. New York, 1917. 2 numbers. (No. 2 called Blind Man.) 

Camera Work. Ed. Alfred Stieglitz. New York, 1903-17. 50 numbers. 
[Complete.]

Cannibale. Ed. Francis Picabia. Paris, 1920. 2 numbers. [No. 2.]
Dada. Ed. Tristan Tzara. Zurich, Paris, 1917-21. 7 numbers. [Nos.

2-3; no. 7 (called Dadaphone).]
L'Elan. Ed. Amédée Ozenfant. Paris, 1915-16. 10 numbers. 

[Complete.]
L'Esprit nouveau. Ed. Paul Dermée. Paris, 1920-25. 28 numbers. 

[Complete.]
Les Feuilles libres. Ed. Marcel Raval. Paris, 1919-28. 49 numbers. 

[Complete.]
Die Freude: Blätter einer neuen Gesinnung. Burg Lauenstein, 1920. 1 

vol. [Complete.]
L'Instant. Ed. Pierre André-May. Paris, 1922-24. 30 numbers. [Nos.

1, 3-5, 10, 12-16, 19-21, 25-26.]
Littérature. Ed. Louis Aragon, André Breton, and Philippe 

Soupault. Paris, 1919-24. 20 numbers; new series, 13 numbers. 
[Nos. 1-19; n.s. nos. 1-2, 5-6, 8-9.]
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Der Marstall. Ed. Paul Steegemann. Hanover, 1920. 1 double 
number. [Complete.] Merz. Ed. Kurt Schwitters. Hanover, 
1923-32. 21 numbers (numbered 1-24; nos. 10, 22-23 never 
published). [Nos. 1-2, 4, 6, 8-9, 21.]

Le Mot. Ed. Jacques Reynaud. Paris, 1914-15. 20 numbers. 
[Complete.]

Neue Blätter. Ed. Carl Einstein. Berlin, 1911-13. 3 series (12, 3, 5 
numbers). [Series 1-2 (complete); series 3, nos. 3, 5.]

Die neue Kunst. Ed. Heinrich F. S. Bachmair, Josef Amberger, 
Johannes R. Becher, and Karl Otten. Munich, 1913-14. 3 
numbers. [Complete.]

Das neue Pathos. Ed. Hans Ehrenbaum-Degele, Robert R. Schmidt, 
Ludwig Meidner, and Paul Zech. Berlin, 1913-20. 3 numbers (no. 
3, called 1914 volume, actually published in 1920). [No. 3.]

Noi. Ed. Enrico Prampolini and Bino Sanminiatelli. Rome, 1917-25.
2 series (4, 2 vol.). [2 unidentified numbers, ca. 1923-25.] 

Philosophies. Ed. Pierre Morhange. Paris, 1924-25. 6 numbers. 
[Complete.]

Poesia. Ed. Mario Dessy. Milan, 1905-09, 1920-[21?]. Series 1: 5 vol.; 
series 2: [10?] numbers. [Series 1: vol. 1, no. 8; vol. 2-3; vol. 4, 
nos. 2-5, 8, 10; vol. 5.]

Proverbe. Ed. Paul Eluard. Paris, 1920-21. 6 numbers. [Nos. 3, 6.] 
Der Querschnitt. Ed. Hans von W edderkop. Berlin, 1921-36. 16 vol.

[Vol. 1-5; vol. 6, nos. 7-12; vol. 7-16.]
Selection: Chronique de la vie artistique et littéraire. Ed. André de 

Ridder and Paul-Gustave Van Hecke. Antwerp, 1920-33. Series 1: 
6 vol.; series 2: 14 numbers. [Complete.]

Sic. Ed. Pierre Albert-Birot. Paris, 1916-19. 54 numbers. [Complete.] 
De Stijl. Ed. Theo van Doesburg. Leiden, Schveningen, The Hague, 

1922-32. 90 numbers. [Vols. 1-3 (=  nos. [1-36]); vol. 6 (=  nos. 
[61-72]); dernier numéro (=  no. [90]).]

Sturm-Bühne. Ed. Herwarth Walden. Berlin, 1918-19. 8 numbers. 
[Complete.]

Das Tribunal: Hessiche radikale Blätter. Ed. Carlo M ierendorff. 2 vol.
[Vol. 1, nos. 2-4, 7-11.]

Die weissen Blätter. Ed. René Schickele, Paul Cassirer. Berlin,
1913-21. 7 vol.; new series: 1 number. [Vol. 1-6; vol. 7, nos. 1-10, 
12.]
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	Dada Periodicals at Iowa
	TIMOTHY SHIPE
	Dada—the literary and artistic movement that began in Zurich during World War I—differed from previous artistic move­ments in its insistence on the ephemeral nature of its activities. Dada started as a vehement reaction to the slaughter and destruction that had engulfed Europe.1 The Dadaists believed that the cataclysm of the Great War was the inevitable result of the stale, corrupt, nationalistic cultural values of European civilization and its political, philosophical, and artistic tradi­tions. Refugees f
	1 The corpus of published literature on Dada is enormous. Among the best introductions in English for the general reader are memoirs of the Dadaists themselves: Flight Out of Time by Hugo Ball, translated by Ann Raimes (New York: Viking Press, 1974), Memoirs of a Dada Drummer by Richard Huelsenbeck, translated by Joachim Neugroschel (New York: Viking Press, 1974), and Dada: Art and Anti-Art by Hans Richter, translated by David Britt (New York: H. N. Abrams, 1965). Another important overview is Dada: Monogra
	provoke; these gestures were therefore essentially unrepeat­able. The visitor to a Dada performance in Zurich, Paris, or Berlin could not know what to expect. Even the printed programs were sometimes designed to mislead the audience in its expectations. If the visitors reacted with violent outrage at being misled, so much the better, for a polite, docile, compla­cent audience would defeat the very purpose of the event. Besides these "formal'' theatrical events (formal only in their being presented on a stag
	2 The most complete published source for bibliographical information on Dada periodicals is an appendix to Arturo Schwarz's Almanacco Dada (Milan: Feltrinelli, 1976), pp. 651-725. Many of the most important European and American Dada periodicals have been reprinted in facsimile in a series of
	were a far cry from the traditional weekly or monthly review of the arts that was a cultural institution of the nineteenth and early twentieth centuries. As with all of Dada's manifestations, they violated every convention of the literary-artistic review. To call some of them "periodicals" may be a misnomer, since they appeared at highly irregular intervals; and indeed, some were never planned to appear more than once. In Germany especially, where censorship was severe, the editors knew that their radical p
	portfolios edited by Schwarz under the general title Documenti e periodici Dada (Milan: Mazzotta, 1970).
	in their original form. The remainder of this article will intro­duce the reader to a few of these treasures.
	4 Much useful historical and critical material is contained in two facsimile reprints of Dada: (1) Dada Zurich Paris 1916-1922, ed. Michel Giroud (Paris: Jean-Michel Place, 1981) (a reprint of Dada and three other periodicals); (2) Dada: Réimpression critique. Tome II. Dossier critique, ed. Michel Sanouillet and Dominique Baudouin (Nice: Centre du xxe siècle, 1983).
	An illustration by Tzara's friend and fellow Romanian Marcel Janco, one of the early participants in Zurich Dada, on the cover of Dada, no. 3 (December 1918).
	Div
	places it is almost impossible to tell where one text ends and another begins, or whether a piece should be considered a drawing or a literary text. Advertisements for recent publica­tions of the Zurich Dadaists are placed among the other pieces as an integral part of the assemblage. Almost all of the works in Dada 3, beginning with Tzara's own "Manifeste Dada 1918," are by the Dadaists themselves, or by young French writers who would soon join the movement when it arrived in Paris; only a few items stem fr
	Paris, where it was noted with intense interest by members of the literary avant-garde. Thus, the trick of the dual versions paved the way for the enthusiastic reception that the young Romanian was to receive in the French capital a year later.5
	5 It was Lionel A. Biron who resolved the confusion surrounding the dual versions, in "The Secret French and German Editions of Tristan Tzara's Dada 3," Rackham Literary Studies, no. 6 (1975), pp. 35-40. The variant pages are reprinted in Biron's article, as well as in the two facsimile editions mentioned above.
	performances in February of that year. Other numbers pub­lished in 1920 and 1921 combined contributions by established literary figures with items that displayed the strategies charac­teristic of Dada. The device of the circulating inquiry, common to many European periodicals, was turned on its head as writers representing the literary establishment as well as the avant-garde were asked to respond to increasingly absurd questions, from the conventional "Why do you write?" (no. 9) to "Are there still people 
	8 These proofs are reproduced in facsimile in Sanouillet, pp. 577-91.
	This ironic portrait of some of the Paris Dadaists by Francis Picabia appeared on the cover of Littérature n.s. no. 8 (January 1923).
	Div
	yellow covers were replaced by whimsical, sometimes humor­ously erotic cover drawings by Man Ray and Francis Picabia, with typography that often incorporated puns on the title. Two of the most prominent contributors to the new series, Picabia and Marcel Duchamp, had been at the center of New York Dada; and their fragmentary, pun-filled writings and their whimsical iconoclastic artwork typified the Dada spirit as much as anything in the old series. But, at the same time, it was clear from the very first numb
	9 For discussions of these and other ephemeral periodical publications of Paris Dada, see Sanouillet, pp. 210-16.
	rested. If they accepted the heritage of language, their efforts to tear down the culture that depended on it would be futile. The early sound poetry, strings of meaningless syllables recited by Hugo Ball and others, was in part a response to this problem. In this context, the notion of a literary magazine, composed of words organized to form logical units (sentences), which were further combined into unified poems, stories, and articles, implied an acceptance of the very norms which Dada rejected. The dile
	Persienne?
	numbers, lifted from the Paris telephone directory.10
	10 Examples from Cannibale, no. 2 (May 1920).
	journal in the German capital at the height of the World War. Granted, the group's pacifist views had to be expressed dis­cretely, and mostly by means of subtle implication; still, the new direction of Neue Jugend quickly became evident to Barger, who remained staunchly prowar. He began an attempt to reassert control over the magazine, and one product of his struggle with the Herzfelde circle was the Almanach der Neuen Jugend, dated 1917 but actually published in late 1916. Herz­felde had compiled the Alman
	some introductory remarks in which, without forewarning the other participants, he in effect co-opted the evening in the name of Dada. Huelsenbeck's surprise remarks caused a con­siderable stir among those in attendance as well as among newspaper reviewers. Soon Dada was attracting a great deal of attention among artists and intellectuals in the German capital, and by April, Huelsenbeck and members of the Neue Jugend group had formed a "Club Dada" whose activities reached a peak during the chaotic period of
	The cover of the first number of Kurt Schwitters's periodical, Merz (January 1923), an issue devoted to Dada in The Netherlands.
	Div
	centers: Berlin through Raoul Hausmann and Hannah Höch, Cologne through Arp, Paris through Tzara, The Netherlands through Theo van Doesburg. All of these individuals were important contributors to Merz.
	12 For the history of New York Dada in relation to other avant-garde trends in America, see Dickran Tashjian, Skyscraper Primitives (Middletown, Con­necticut: Wesleyan University Press, 1975). The most important recent publication on the subject is New York Dada, ed. Rudolf Kuenzli (New York: Willis Locker & Owens, 1986).
	and whose purpose was to provide a forum through which modern artists could display their work in complete freedom from the restrictive structure of the usual juried exhibitions. Any artist would be permitted to display his or her work, without any form of censorship. Duchamp and his associates saw this exhibition as an opportunity for all forms of modern art in America, rivaling that provided by the Armory Show a few years earlier; and they used the first number of Blindman to publicize the event. But, as 
	14 The “Richard Mutt" incident is described, among other places, in Tashjian, pp. 54-56, and in Alice Goldfarb Marquis, Marcel Duchamp, Eros c'est la vie (Troy, New York: Whitston, 1981), pp. 162-64.
	largely devoted to response to the “Richard Mutt case," is one of the most significant documents of twentieth-century art in the United States. At the center of the magazine is a photo­graph of the now famous urinal, taken by none other than Alfred Stieglitz. Only a few years earlier, Stieglitz had faced an uphill battle in winning for photography the status of an art form, and now he was taking a mundane plumbing fixture as a subject. Truly, the Dadaists accomplished a permanent “revaluation of values“ riv
	William Anthony, at the very forefront of preservation tech­niques nationwide; the Dada collection is one of that program's two top preservation priorities. Because of this unique commit­ment to preserving the documents of the Dada movement, in 50 years The University of Iowa Libraries may not only have the world's most comprehensive Dada collection—they may well have the world's only Dada collection.
	Bibliography of Original Dada Periodicals in the University Libraries
	Der Marstall. Ed. Paul Steegemann. Hanover, 1920. 1 double number. [Complete.] Merz. Ed. Kurt Schwitters. Hanover, 1923-32. 21 numbers (numbered 1-24; nos. 10, 22-23 never published). [Nos. 1-2, 4, 6, 8-9, 21.]




