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Kurt Schwitters:
Advertising the Avant-Garde at the Advance Guard of Advertising

Foreword

The exhibition Kurt Schwitters. Avant-Garde and
Advertising seeks to highlight jointly what at first glance
would appear to be two divergent aspects of the work
of Kurt Schwitters (1887-1948), one of the foremost
figures of the European avant-garde in the last century:
on the one hand, his collages—a technique of which he
was a true master, along with Picasso, Hans Arp, Laszl6
Moholy-Nagy and Hannah Héch—and, on the other, his
graphic design, a facet of his legacy that is much less
familiar to the general public. To this end, the exhibition
presents several of his celebrated collages from the
period spanning the 1920s and the 1940s alongside an
uninterrupted string of his work in graphic design and
typography, with numerous and varied examples, ranging
from books, posters, advertising pamphlets, magazines,
ads for the press, letterheads, and printed matter for
banks and businesses or for the post.

The array of pieces presented here includes ten
collages executed between 1922 and 1947 and nearly
a hundred printed items, all of which are on loan from
private collections in Spain and abroad. This selection
serves to reveal Schwitters’ work as a corpus of art as
full of contrasts as it is meaningful. To begin with, we
encounter examples of work that can be described as
“artistically pure” his collages and, in general, the entire
universe of works that Schwitters referred to (in his
peculiar turn of phrase) as Merz, a world that he created
and re-created over the course of his life. At the same
time, however, the exhibition offers a well-rounded
assessment of his work in the advertising business and
as a graphic designer—work whose evident utilitarian
function served to promote certain products and
commercial enterprises and which likewise provided for

the artist’'s own economic necessities. And yet, making
Schwitters’ case all the more interesting, he did not only
earn his keep as a graphic designer. As is well known,
throughout his career he also painted landscapes and still
lifes in a traditional style—that is, “art” in a pre-modernist
sense—in order to procure a regular income. One might
thus say that his work was markedly bifurcated, both
formally and economically, into two activities: those with
which he earned no money (avant-garde collages, objects,
and sculptural constructions) and those with which he
did earn an income (oils and graphic design).

This formal and economic duality that is so
fundamental to his oeuvre is the point of departure for
Kurt Schwitters. Avant-Garde and Advertising. But it
has been chosen as our starting point precisely in order
to question the habit of imposing too strict a division
between his art and his graphic design (though the
difference between them might seem perfectly clear), as
if Schwitters’ graphic work played a merely secondary role
alongside his “principal” work, his extraordinarily novel
experiments with form.

For this reason, Kurt Schwitters. Avant-Garde and
Advertising presents both aspects of his oeuvre, that of
the artist and that of the designer, intermingling them
in order to delve into their common roots. Indeed, the
“economic” or “business” model of Schwitters’ work as
a graphic designer was not at all unrelated to his self-
awareness as an artist. An indication of the degree to
which art and design—or, avant-garde and publicity—
are interwoven in Schwitters’ oeuvre lies in the term he
invented to identify his work: Merz. Not only did it arise,
according to Schwitters, from his having come across
fragments of printed matter from a bank in which he



found the word Kommerz, “commerce,” torn in half; but
he also applied it indiscriminately to paintings (Merzbilder),
constructions (Merzbauten), sculptural objects
(Merzobjekte), and exhibitions (Merzausstellungen),
and, at the same time, to his unusual advertising agency,
the Merzwerbezentrale. In fact, the duality in Schwitters’
work between the order and communicative efficacy that
must prevail in graphic design and the surprising, baffling
effects of the inherently spontaneous technique of
collage is not an irreconcilable dichotomy; on the
contrary, it is marked by the same consistency as
the equilibrium that Schwitters managed to establish
between his activities as an artist and as a poet. Indeed,
significantly, Schwitters’ enormous poetic sensibility
that is quite evident in his collages also appears in his
work as an ad designer, in which he often applied his
uncommon ingenuity to the creation of effective slogans
and phrases, some of which became very popular.

Kurt Schwitters. Avant-Garde and Advertising aims
to present Schwitters’ artistic, poetic, and advertising
work visually as a comprehensible whole, governed by
an idiosyncratic internal logic. Collages allowed him to
reestablish and recompose an order—the order of art
and poetry—for those “things” from daily life (theater
tickets, used and torn wrappers, newspapers, pieces of
cloth, wires, and nails, but also texts, unconnected words,
expressions, poems, phrases, and syllables) that use and
the passage of time had stripped of their original function
and, therefore, of their meaning in its entirety. It is the
work of the collagist, the assemblages built out of those
fragments, that gives them new meaning: the meaning
of artistic creation. Through the order of art, collage
recomposes the order of events (and of language) when

their obsolescence or disuse has supervened. This act of
creation, which implies a kind of resurrection, a second
chance provided by art for life’s objects and things, was
for Schwitters also inseparable from a certain tension
and anguish: In his Merz one can sense an echo of the
word Schmerz (suffering, grief), whose first three letters
in turn point to the first letters of the artist’s last name.

In short, the novelty of the avant-garde artist’s
experimentation with form meshed, in Schwitters’ case,
with his work as a graphic artist, in such a way that his
oeuvre can be presented as a true, mutually productive
symbiosis between two realities in modern art, as
apparently at odds as they are intimately connected:
the avant-garde and advertising.

The Fundacién Juan March wishes to express
its gratitude to all those who have helped make this
exhibition a reality. We should like to draw particular
attention to the generous loans from Merrill C. Berman
and José Maria Lafuente, who have once again enabled
us to bring to fruition what was at first only an idea. We
should also like to thank Leandro Navarro, Guillermo de
Osma, and the other collectors for having contributed
to the exhibition with loans from their collections, as
well as [igo Navarro and José Ignacio Abeijon for
their assistance. We are extremely grateful, finally, to
Javier Maderuelo and Adrian Sudhalter, who, with their
knowledge and enthusiasm for Schwitters’ work, have
accompanied the project with two essays that offer a
broad overview and, at the same time, a detailed analysis
of each of the two poles that give this show, and the
entire oeuvre of Kurt Schwitters, their magnetic charge.

Fundacién Juan March
Palma de Mallorca and Cuenca, July 2014
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Fig.1
Kurt Schwitters, Untitled
(Amsterdam), 1923

Stamp drawing and collage
87 x5 ¥ in. (209 x 14.6 cm)
Merrill C. Berman collection
[CAT.12]

1

The gallery was also represented
by the journal Der Sturm, to which
Kurt Schwitters was a contributor.

KURT SCHWITTERS:
(SCH)MERZ; OR, THE SUFFERING OF ART

Javier Maderuelo

Kurt Schwitters (1887-1948) had two apparently
contradictory passions: typography and collage.
Typography led him to the field of graphic design, in
which order and legibility are perforce the norm, whereas
with collage, everything seems to arise spontaneously,
unexpectedly, by chance—to the extent that its dominant
perceptual mechanism (one that is indeed sometimes
abused) is surprise.

It all started with letters or, if you will, when the artist
began to grasp the inherent plasticity of alphabetic signs,
when he began to take an interest in their formal and
also their expressive qualities. At this juncture another
duality in Schwitters comes to the fore: on the one hand,
his activity as a painter, as a plastic artist who appreciates
form, color, and texture; and, on the other, his activity as a
poet, as a writer who works by linking meanings together
through the medium of words [fig. 1].

Every word has at least one meaning and, at the same
time, a graphic form that, on paper, produces a series
of specific, characteristic marks that we recognize in
the act of reading. In the hands of Schwitters the poet
and typographer, those characters (the letters) acquire
freedom—or, in other words, the poet-typographer is
able to free words from their prison of meaning through
the process of ripping and tearing. The fragments with
which Schwitters composes his collages are from pieces
of paper that have been torn, cut, or worn down by use or
by the passage of time.

Schwitters trained as a painter at the Kunstakademie
in Dresden, together with Otto Dix and George Grosz, and
he began his career, like every artist from his era, following
the path of Postimpressionism and Cubo-Futurism before

settling on Expressionism, which led him to the Der Sturm
gallery in Berlin, the Expressionist group’s headquarters,
where he began to exhibit his works in 1918 [cat. 11" At
the end of the First World War, for the last two months of
1918, Hans Arp returned to Berlin. During his brief sojourn
there, at the Café des Westens he met Kurt Schwitters,
who was showing his work at the Der Sturm gallery at

the time, an institution with which Arp was also involved.
From that point forward both artists maintained a close
friendship and exerted mutual influence, which proved
particularly important in Schwitters’ decision to devote
himself fundamentally to collages as an expressive form.
In fact, one of these first collages is titled Zeichnung A2:
Hansi (Drawing A2: Hansi) [fig. 2]. Making use of a wrapper
from one of the products manufactured by the Dresden
chocolate company Hansi, Schwitters incorporated the
word Hansi in the work—the German diminutive of the
given name of his friend Arp, to whom he dedicated this
collage.

Collage is a technigue that grants new life and new
meanings to otherwise now useless fragments—that is,
elements that have lost their initial utility or their primordial
meaning—through a process of recomposition, by
juxtaposing them with other fragments that have likewise
lost their meaning or purpose. A good collagist is one who
senses the dissonances between these fragments and
who can perceive their potential to gravitate towards each
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Fig. 2

Kurt Schwitters, Zeichnung A2:
Hansi (Drawing A2: Hansi), 1918
Collage of cut-and-pasted colored
paper and wrapper on printed paper
with cardstock border

14 /2 x 11 %/3 in. (36.8 x 29.5 cm)

The Museum of Modern Art,

New York
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Merz, no. 20 (March 1927): 99-100;
repr. in Kurt Schwitters, Das
literarische Werk, ed. Friedhelm
Lach, 5 vols. (Cologne: DuMont
Buchverlag, 1981), 5:252; quoted
in Hanne Bergius, “The Creation
of Something New from Derelict
Objects,” in Kurt Schwitters, exh.
cat. (Valencia: IVAM-Centre Julio
Gonzélez, 1995), 58.

other and reorient one another—like the effect of a magnet
on iron filings or the movement of a compass needle as it
seeks the magnetic pole—thereby arriving at the ideal way
to join certain fragments with others.

As soon as collage appeared on the scene as an
artistic medium, its enormous possibilities became self-
evident, as did the great variety of related techniques
that it spawned. Of course, different artists did not employ
collage in the same way, as is apparent in the work of
Pablo Picasso, Hans Arp, Laszlé Moholy-Nagy, Hannah
Hoch, and Schwitters himself, to mention only a handful
who were friends or who appeared together in publications
and exhibitions. For Picasso, collage became an eminently
pictorial technique, and he mixed these fragments of paper
with oils, immersing them, so to speak, in the material of his
painting. Hans Arp joined together flat elements in relief
or, if you will, elements with a certain volume: rounded,
irregular geometric forms that he then painted with flat
colors, producing works that approach what would be
sculptures according to traditional categories. Hannah
Hoch used photographs painstakingly cut from illustrated
magazines that she would then combine to achieve
grotesque effects whose visual force is astonishing.
Moholy-Nagy, meanwhile, gave a Constructivist orientation
to completely abstract compositions that he would in
turn photograph, creating what came to be known as
photocollages. | cite these four artists here but could have
mentioned any number of others, for these techniques
immediately became widely disseminated, and each artist
that took them up contributed something to the medium,
with new variations and new combinations, as a result of
which collage provoked great interest, enriching the arts
to the extent that it became an independent genre with its
distinct variants: papier collé, photocollage, photomontage,
assemblage, and so forth.

Schwitters did not invent collage, but his friendship
with several of its first innovators, like Arp, Moholy-Nagy,
Hoch, and El Lissitzky, familiarized him with the technique
and allowed him to intervene directly in its development,
resulting in one of the avant-garde’s most extensive,
coherent, and original groups of such works. As the story
goes (and it has all the appearance of truth), Schwitters

discovered the value of the fragments with which one
constructs a collage when he tore up a page of printed
matter from a financial institution, the Kommerz- und
Privatbank. On one of those fragments the syllable MERZ
appeared before his eyes, four letters that together in
isolation signify nothing specific but in which Schwitters
the poet was able to discover meaning in a moment of
illumination. He used this four-letter syllable for the first
time in a collage (now lost) that was exhibited in the Der
Sturm gallery in 1919.

At that point Schwitters adopted that fragment of a
word as an emblem, and he decided that his entire oeuvre
should be designated with that syllable—Merz—such
that each of his paintings is a Merzbild, and each of his
constructions is a Merzbau, following the principle of
German morphology that allows for the formation of new
compound words according to one’s needs in conveying
an idea. With such words as these, Schwitters aimed to
distance himself from the concepts of painting, sculpture,
drawing, architecture, or of any other traditional artistic
discipline, as well as from the tyranny of styles. Schwitters
himself explains his decision thus:

I sought [...] a collective name for this new genre, since |
could not classify my works according to old concepts like
Expressionism, Cubism, Futurism, or otherwise. So, | named

all my pictures generically “MERZ pictures,” after that
characteristic picture.?

Schwitters found that collage provided him with a way to
create works without falling back onto the conventions of
“styles.” In his collages we thus encounter extraordinary
freedom, whose basis lies in his resolute anti-stylism

and in his uninhibited attitude towards the materials and
elements he used to concoct them—a stance that follows
on the heels of Dadaist anti-art.

While he was in Berlin in late 1918, Schwitters learned
of Club Dada’s activities, and he introduced himself for
the first time to one of its members, Raoul Hausmann.



Fig.3

Kurt Schwitters, Merzbild 1A
(The psychiatrist), 1919

Oil, assemblage and collage of
various objects on canvas

19 Y6 x 15 %6 in. (485 x 38.5 cm)
Museo Thyssen-Bornemisza,
Madrid

3
Hans Richter, Dada Art and Anti-Art, trans. David
Britt (London: Thames and Hudson, 1965), 137.

&4

Kurt Schwitters, Anna Blume: Dichtungen
(Hanover: Paul Steegemann Verlag, 1919).
English translations of many of the poems in the
collection appear in Kurt Schwitters, PPPPPP:
Poems, Performance Pieces, Proses, Plays,
Poetics, ed. and trans. Jerome Rothenberg and
Pierre Joris (Cambridge, Mass.: Exact Change,
2002); for “An Anna Blume,” see pp. 15-17.

5

Quoted in Leah Dickerman, ed., Dada: Zurich,
Berlin, Hannover, Cologne, New York, Paris, exh.
cat. (Washington, DC: National Gallery of Art,
2005), 160; originally in Richard Huelsenbeck,
Dada Almanach (Berlin: Reiss, 1920).

When Hausmann asked him who he was, Schwitters
replied, “l am a painter, and | nail my pictures together®
Contemplating some of his oils from this period, one

can understand what he meant by nailing his pictures
together instead of painting them [fig. 3. In these works
we find, together with the traditional medium of oil paint,
pieces of wood and cardboard affixed to the support by
means of nails (the heads of which remain visible) as well
as pieces of wire mesh, small objects, coins, and other
fragments that are difficult to identify, all of which the
artist has nailed down.

The idea of the nail and hammer—in contrast to the
delicate work of stroking the canvas with a feather-
light paintbrush—implies a degree of violence that is
also inherent in the act of cutting, tearing, folding, or
crumpling, all of which require the use of some force
and give the work a sense of tension that is absent in
the smooth, varnished surfaces of academic painting.
Perhaps this violent manner of “nailing” his pictures
encouraged Schwitters to consider joining the Berlin
Dada group, which in turn led him to place the word dada
in bold red letters across the cover of his book of poetry,
Anna Blume: Dichtungen (1919) [fig. 41 His appropriation
of the term must not have been to the liking of the
group’s leader, Richard Huelsenbeck (1892-1974),
who publicly declared the poem to be firmly rooted in
Romanticism. (The poem’s success—several editions
quickly appeared one after the other—undoubtedly
contributed to Huelsenbeck’s repudiation of it.)

Owing to circumstances that have never been entirely
clear, for competing versions of the story persist to this
day, Schwitters was rejected as a member of Dada Berlin.
In the introduction to the Dada Almanach, published
at the behest of the central committee of the German
Dada movement, Huelsenbeck affirms that “Dada rejects
emphatically and as a matter of principle works like the
famous ‘Anna Blume’ of Kurt Schwitters.”® As a result,
Schwitters went on to found a one-man Dada group in
his hometown and place of residence, Hanover. He called
his Ein-Mann-Dadaismus the “Merz Movement,” of which
he was the sole member. It was at that point that the
painter and poet, playing with the tools of typography,
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Fig. 4

Kurt Schwitters, cover for Schwitters,
Anna Blume: Dichtungen [Anna Flower:
Literary works], Die Silbergaule 39-40
(Hanover: Paul Steegeman, 1919)
Lithograph on paper

8% x5 e in. (219 x 14.4 cm)

Lafuente archive

[CAT. 2]

Fig.5

Gebrochenes grosses U fir dadA
[Broken large U for dadAl, 1928
Collage on paper

12% x 9 " in. (32 x 24 cm)
Private collection

[CAT. 47]

e

fused his name together with that of his movement and
identified himself fully with it. By joining the first sound
of his last name, represented by sch, with the name of
his movement, Merz, he produced the word Schmerz,
meaning “pain,” “suffering,” or “sorrow” [fig. 5]

No matter how happy an event it may be, every
creative act, like any parturition, entails pain and
suffering. Thus, when Schwitters added the nouns Bild
(picture) or Bau (construction) to the syllable Merz, he
was emphasizing what is painful in the act of creation,
in bringing works to light, in giving birth, as if he were
advising us that creating art is not the product of happy
coincidences but rather a process of gestation in which
one suffers. In Schwitters” hands, collage is not a technical
procedure for creating works of art but rather the most
direct expression of his creative suffering—as well as
of his relationship with the world through fragments,
through its physical and moral decline.

The traumatic experiences of the war had undeniably
changed everything. It maimed people, destroyed
cities, and led to a loss of faith in the values that had
sustained culture and art. Once the conflict was over,
Europe had to start from scratch, constructing out of the
rubble. The Berlin Dadaists understood this, and their
effort to place art in the service of the political ideals of
the revolutionary left surely motivated Huelsenbeck’s
rebuff to Schwitters, the son of a bourgeois rentier and
the author of love poems to a certain Anna whom he
identified, following in the footsteps of the Symbolists,
with a flower.

Schwitters was certainly no Bolshevik, and up to this
point in his life he had lived off his own private income,
but this did not imply that his way of understanding the
reconstruction of that world ravaged by war was not
revolutionary. His devotion to collage offers us clear
evidence. The destruction and misery that war brought
in its wake is patently clear in the materials Schwitters
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Werner Schmalenbach, “Arte y
politica,” in Kurt Schwitters, exh. cat.
(Madrid: Fundacion Juan March,
1982), digital edition available in

All Our Art Catalogues since 1973
(Madrid: Fundacién Juan March,
2014, p. 13, http://digital.march.es/
catalogos/fedora/repository/cat:44/
PDF.

7

Kurt Schwitters, “Kurt Schwitters,”
in Gefesselter Blick, ed. Heinz
Rasch and Bodo Rasch (Stuttgart:
Wissenschaftlicher Verlag Dr. Zaugg
& Co, 1930), 88; repr. in Schwitters,
Das literarische Werk, 5:335. Quoted
in Werner Schmalenbach: “Vida de
Kurt Schwitters,” in Kurt Schwitters,
exh. cat. (Madrid: Fundacion Juan
March, Madrid, 1982), digital edition
(Madrid: Fundacion Juan March,
2014), p. 18, under “La Academia,”
http:/digital. march.es/catalogos/
fedora/repository/cat:44/PDF.

8

Schwitters went to Weimar for a
Dada meeting also attended by Hans
Arp, Tristan Tzara, Theo and Nelly
van Doesburg, Laszlé Moholy-Nagy,
El Lissitzky, Cornelis van Esteren,
and Hans Richter—that is, a group
that included both Dadaists and
figures connected to the Bauhaus.
9

Contributors of texts or graphic
work included Hans Arp, Theo van
Doesburg, Raoul Hausmann, Hannah
Haoch, Vilmos Huszar, El Lissitzky,
L&szl6 Moholy-Nagy, Otto Nebel,
Francis Picabia, Pablo Picasso,

Man Ray, Georges Ribemont-
Dessaignes, Gerrit Rietveld, Christof
Spengemann, Tristan Tzara, and
others, in addition to Schwitters
himself.

10

Regarding the importance of this
network of journals, see Maurizio
Scudiero, “A Transverse Reading of
Typography and the Graphic Avant-
Gardes,” in The Avant-Garde Applied
(1890-1950), exh. cat. (Madrid:
Fundacién Juan March, 2012),
163-210.

used and in his approach to composition in his works,
though to our contemporary eyes they might seem
delicate and meticulous. Indeed, that sensibility originating
in the spirit of the avant-gardes leads us today, a hundred
years later, to contemplate his collages with aesthetic
devotion, though at the time of their genesis they were
extraordinarily provocative. While other artists turned to
explicit images in order to express their criticism of society
or to manifest their political allegiances, Schwitters, who
professed apolitical pacifism, seems to delight in working,
artisan-like, with his materials, in arranging the fragments,
in suitably combining textures and colors, as if art served
no other purpose than the artist's own enjoyment. And
yet, behind those collages lies a teleological aspiration
that Werner Schmalenbach has recognized in affirming
that “[Schwitters’] provocation consisted in his way of
making art.®

In one of his texts, Schwitters clarifies for us what
that “way of making art” entailed: “For me, art means to
create and not to imitate—be it imitation of nature or of
a better colleague, as is so commonly the case.” This
act of absolute, non-referential creation is explicit in the
originality displayed in the thousands of collages that
Schwitters executed throughout his life. Each and every
one of them may be considered works of “pure art” that
require no explanation beyond themselves.

An understanding of how Schwitters contributed to the
revolution in typography in the 1920s tends to be less
readily apparent, however. Yet it suffices to pick up a
book or any newspaper published in the early part of
the century in Germany to discern the enormity of the
challenge in any effort to overcome the weight

of typographic tradition: one grounded in Gutenberg’s
press that still employed blackletter (or “Gothic”
typefaces, now stylized according to nineteenth-
century neo-medievalist taste), and that composed
pages following models established with Luther’s Bible.

Schwitters in this regard was obviously not alone,
and his work in typography, as with the plastic arts,
is comparable to efforts by a host of avant-garde
artists and designers ranging from the Dutchmen Paul
Schuitema and César Domela, whom Schwitters knew
personally, to the modernizing work of the Bauhaus, an
institution he visited in 1922 at the behest of Theo van
Doesburg, who had been hired there as a teacher,
when it was based in Weimar?

After the First World War, Schwitters earned
a livelihood to provide for his family by working
as a technical draftsman at a steel manufacturer
until he managed to create his own ad agency, the
Merzwerbezentrale, where he created designs for major
industrial firms in Hanover and Karlsruhe. His paintings
and collages never earned him an income sufficient to
survive, yet the success of his typographic work not only
allowed him to support his family but after 1923 also
enabled him to finance the publication of his journal,
Merz, in which he experimented with typography, poetry,
and the graphic arts [cat. 1418, 21-27, 29, 40-43]. Merz
appeared irregularly between 1923 and 1932, twenty-four
issues in the end, in varying formats and with a diverse
range of contents?

Merz was an important publication from various
standpoints. At a personal level, it permitted Schwitters
to expand his geographic territory and to disseminate his
ideas beyond the somewhat provincial confines of Hanover
by means of the efficient network in which avant-garde
journals circulated in Europe at that time, establishing
connections with those artists who, like him, were
attentive to the innovations of those movements™ From
the perspective of art more generally, Schwitters’ journal
published the work of artists from throughout Europe and,
in turn, he was able to publish in other journals like, for
example, two issues of Mécano (1922-23), published by
Theo van Doesburg, and in the journal De Stijl, where he
published three sound poems in 1926

| mention these two journals from among the many
others to which he contributed because his connection
with Van Doesburg was fundamental in Schwitters’
development as a typographer and graphic designer.



Fig. 6

“Holland Dada” issue, Merz,
no. 1 (January 1923)
Letterpress on paper

8 s x 5 Y in. (221 x 141 cm)
Merrill C. Berman collection
[CAT. 14]

Fig.7

Theo van Doesburg

Receipt for subscription to
the journal De Stijl, 1924-25,
made out to Bauhaus student
Alma Buscher by Kurt Schwitters
Ink and pencil, and letterpress
on paper

4 Y x 11 e in. (10.8 x 29.7 cm)
Merrill C. Berman collection
[CAT. 32]
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In 1931, Schwitters also published a heartfelt
obituary for his friend Theo van Doesburg, in De
Stijl (January 1931): col. 55-57, repr. in Schwitters,
Das literarische Werk, 360-51. Later translated
into English by Robert Motherwell as “Theo van
Doesburg and Dada,” in The Dada Painters and
Poets: An Anthology, ed. R. Motherwell (New York:
Wittenborn, Schulz, [1951D), 275-76.

From the autumn of 1922 to the spring of 1923, in the
company of Theo and Nelly van Doesburg and the
artist Vilmos Huszar, likewise a Neoplasticist, Schwitters
took part in a “Dada Campaign” through Holland, which
became the subject of the first issue of Merz [fig. 6]. In
addition to the Dadaist agitation soirées, announced as
lectures and held in The Hague, Haarlem, Amsterdam,
Rotterdam, 's-Hertogenbosch, Utrecht, Drachten, and
Leiden [cat. 11], Schwitters had the opportunity to
familiarize himself not only with innovations in typography
but also with the major creative minds who were working
during those years in Holland.

His relationship with Van Doesburg and his
acquaintance with the artists associated with the De
Stijl group led him to distance himself from his initial
Expressionism, which he had eagerly imbibed during
his affiliation with Der Sturm in Berlin, in favor of the
geometric and Constructivist approaches of the group
of Dutch Neoplasticists. Schwitters never ceased to
be a Merz-Dadaist, but his Dadaism, his collages, and
his paintings from the mid-twenties reflect a certain
geometrical order with the occasional presence of a
grid of vaguely orthogonal lines or of elements arranged
parallel to each other [fig. 71.

Another interesting figure related to Schwitters’
devotion to typography and graphic design was his friend
Christof Spengemann, who before the war, between
1912 and 1914, had been the director of advertising
for the Gunther Wagner firm, which manufactured
Pelikan inks. This business in Hanover, which had ties
to the Deutscher Werkbund, understood graphic art’s
importance commercially for the purpose of advertising
and in the 1920s hired Schwitters and El Lissitzky as
graphic artists. This circumstance was not, of course,
accidental. Schwitters was an advertising consultant for
major companies like the cookie maker Hermann Bahlsen
[cat. 61-64], the wallpaper manufacturer Norta, and the
manufacturer of centrifugal pumps Weise S6hne Halle
an der Saale, and, through the mediation of his friends
in Holland, he worked for the Dutch manufacturer of
electrical products Philips (which also employed the
typographer Paul Schuitema).



Fig. 8

Kurt Schwitters, MZ 347 Gaahden, 1922
Collage on paper

7 %6 x 5 %6 in. (19.2 x 131 cm)

Galeria Leandro Navarro,
Navarro-Valero collection

[CAT.10]

Fig. 9
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werden. ich lasse statt dessen bier eine allgemeine kadenz mit neuen
themen folgen)

Priimittii )
Priimiititci

Priimiiitti t00

Priimiititti taa

Priimiititti
Priimi

i tootaa
i tootaa
i tuutaa
i tuutaa

Priimiititti tootaatuu

182

Kurt Schwitters (text) and
Jan Tschichold (typography)

“Ursonati

e” issue, Merz, no. 24 (1932).

Letterpress on paper
8 %6 x5 /8in. (211 x 14.9 cm)
Lafuente archive

[CAT. 431
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“Banalitaten” (Banalities) issue, Merz,

no. 4 (July 1923): 47.

3

“Nasci” (Lat, To come into being)
issue, Merz, nos. 8-9 (April-July
1924).

%

Fragments of the Ursonate were
published previously in the journals
Meécano, nos. 4-5 (1922-23),
Transition, no. 23 (1927), Documents
internationaux de I'Esprit Nouveau,
no. 1(1927), and i10, no. 11 (1927).
The definitive version was published
in Merz, no. 24 (1932). The complete
text, titled “Ur Sonata,” is also
included in Schwitters, PPPPPP,
52-80.

Schwitters’ professional activity was in no way
unrelated to his work as an artist and poet, as the
impact of his journal Merz makes clear. Every issue
of Merz featured particularly meticulous and modern
layouts and typography. Especially noteworthy from a
typographical perspective, however, was the publication of
an important declaration by Lissitzky, titled “Topographie
der Typographie” (Topography of typography), in which,
with an eight-point scheme, he presents the most
revolutionary ideas regarding Constructivist typography
[cat. 1612 Schwitters and Lissitzky had met in 1922
and became friends and collaborators. Following the
publication of Lissitzky’s typographic manifesto in the
fourth issue of Merz, Schwitters invited his friend to
design and edit the double issue titled “Nasci” (nos. 8-9)
[cat. 22-24], in which they forged a programmatic alliance
between Constructivist and Dadaist ideas™ Though
the two principles, Constructivism and Dadaism, might
seem antagonistic, in fact the artists’ shared ideas about
typography helped both gradually transform the way in
which they worked and, above all, the way in which they
conceived of space.

One might well note, before concluding here, that
Schwitters’ qualities as a collagist and as an adman shared
common roots in his poetic capacity to play with words
and semantics. While other artists working in collage, like
Hannah Hoch or Max Ernst, employed only images, in
virtually every collage by Schwitters words or fragments
of words appear. | have already remarked that Schwitters
chose the materials for his collages in response to the
fragments’ form, color, texture, and other plastic qualities.
From the very beginning, however, he was particularly
interested in the presence of words in them, which allowed
him to articulate something that is linguistic and, if you will,
poetic [fig. 8.

Various scholars have analyzed the meaning of some
of these fragments and some have gone so far as to

perceive coded messages of a political nature in them.
Every time that these pieces of paper with which he
produced his collages came from the everyday world,
the word from headlines in newspapers and magazines
reappeared fragmented and mutilated in his collages,
and yet that did not mean that the presence of words
like, for example, “work” implied an incitement to
raise awareness of the problems of the proletariat.
Nevertheless, the scraps of text that appear in his
collages are not fortuitous. In accordance with the
teachings of his friend Raoul Hausmann, these groups
of letters have an “optophonetic” and onomatopoeic
sense. That is to say, they have been chosen for their
typographic qualities (the forms of letters, their size,
their proportions, their visual impact) and also for the
phonetic synesthesia they can engender: chosen, in
other words, for the possibility that the text presents for
transforming the viewer of a work of plastic art into a
reader of a poetic text.

To a large extent, it would seem that part of
Schwitters’ success as an ad designer was owing
not only to the attractiveness of his modern graphic
compositions but also to his demonstrable ability to
create phrases and arrange words within advertisements,
showing off his unusual skills with language. One
example is the enormously popular slogans that he
developed for the users of public transportation in
Hanover [cat. 65-68]. The technique of collage, however,
went beyond the selection of physical fragments of
paper and other materials glued down to a surface in
order to construct a work of art. The poetic and linguistic
component of Schwitters’ work led him to proceed as
he had done with Sch-merz and with countless other
joinings and combinations of syllables and morphemes
until he composed one of the great works of the avant-
garde: the Ursonate [fig. 9], a long poem to be recited
aloud, composed of variations of syllabic fragments
taken from an optophonetic poem by Hausmann.
This musical-poetic collage also has its own graphic
expression—one that is radically modern, Constructivist,
and diagrammatic—which Schwitters published in 1932
in the twenty-fourth and final issue of his journal, Merz.
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MERZ, KOMMERZ
AND THE MERZWERBEZENTRALE

Adrian Sudhalter

In 1927, at forty years of age, Kurt Schwitters organized
a major retrospective of his work, the only one during
his lifetime. The Grosse Merzausstellung (Great Merz
exhibition) included some one hundred fifty works—
paintings and drawings from 1913 up to the date of the
exhibition—and traveled to venues throughout
Germany. The twentieth issue of Merz, the artist’s
self-published journal (1923-32), served as the show'’s
catalogue [fig. 1]. It included a checklist of exhibited
works and was prefaced by an artist’s statement in
which he defined Merz and explained the origin of

the term:

MERZ 20
I_(!JR'I' SC!-IWITTES_

TR p———

MERZ-WERBE | KUNSTSAMMLERN

Entwiirle joder Art

ENTWURFE fir RENLAME
MERZ

ST TR
| did not understand why materials such as old tramway
tickets, washed-up pieces of wood, cloakroom numbers,
Fig.1 bits of string, wheel parts, buttons, and old junk from
Kurt Schwitters, Katalog der ) ) .
attics and garbage piles, were not materials equally as

Grossen Merzausstellung . - .
(Catalogue of the great Merz suitable for painting as factory-produced paint. [..] | called

exhibition), Merz, no. 20 (March my new designs [..] MERZ. This is the second syllable
1927): front cover, p. 104, and of Kommerz [commerce]. It appeared in Das Merzbild,
back cover Letterpress on paper a picture onto which the word MERZ, legible among the
9 9/@( 6 % in. (24.3 x 16‘8' cm) abstract forms, was pasted down, having been cut out of
?/cli\rTrlngi Berman collection an advertisement for the KOMMERZ UND PRIVATBANK!

The ur-artwork Schwitters refers to in this statement—
Das Merzbild (The Merzpicture) of 1919—was
reproduced on the back cover of the catalogue, “MERZ”
clearly legible in the large reproduction. With the
inclusion of this reproduction, the story of the genesis of
1 the “brand name” that distinguished this art movement
Merz, no. 20 (March 1927): 99. The text from others within the economy of the avant-garde was
has been reprinted as “Kurt Schwitters” in rendered satisfyingly complete.
Kurt Schwitters, Das literarische Werk, ed. . . . .
Looking back at eight years of production, Schwitters

Friedhelm Lach, 5 vols. (Cologne: DuMont
Buchverlag, 1981), 5:250-54. mid-career retrospective was concerned with tracing the

,
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329 Sturm-Kinstler 22, Kurt
L Schwitters, Postkarte | »¢v «

Fig. 2

Sturm Kiinstler-Postkarte (Der
Sturm artist postcard), no. 22: Kurt
Schwitters, as reproduced in Georg
Brihl, Herwarth Walden und “Der

Sturm” (Cologne: Dumont, 1983), 271.

Original in Herwarth Walden/Sturm-
Archiv, Staatsbibliothek zu Berlin,
Stiftung PreuBischer Kulturbesitz.

Photo courtesy of the Kurt Schwitters

archive at the Sprengel Museum
Hannover

Fig.3

Kurt Schwitters, cover for Der Sturm
10, no. 4 (1919) Letterpress on paper,
17 x 8 /s in. (30.2 x 20.6 cm) Merrill
C. Berman collection

[CAT. 1]
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MONATSSCHRIFT | HERAUSGEBER: HERWARTH WALDEN
ZEMNTER JAHHGANG | VIERTES HEFT

Kurl Schwillers: s

2

The cover photograph carries the
following credit: “Foto Genja Jonas,
Dresden.” A vintage print of the inside
image, preserved at the Archives of
American Art, confirms that he wears the
same pin-striped, three-piece suit, white
shirt, and dark tie.

3

Merz, no. 20 (March 1927): 105.
[

Christoph Zeller, “Aus Mull Gold
gesponnen: Kurt Schwitters’ Merzkunst
und die Inflation,” German Studies
Review 31, no. 2 (2008): 345-67. Prior

to the publication of this story and the
reproduction of Das Merzbild in Merz
no. 20, Schwitters had written in the

DER STURM

development of Merz for the historical record. But it
was also an act of outright self-promotion. In addition
to presenting Schwitters’ statement, the catalogue
was an inventory of stock, a listing of one hundred
fifty items for sale: Merz paintings ranged from 400

to 2,500 marks; drawings from 50 to 600 marks. The
cover of the catalogue featured a photograph of the
artist rather than one of his artworks. With close-
cropped hair, pin-striped three-piece suit and tie,
Schwitters bears none of the traditional characteristics
of an artist, but presents himself rather as a
businessman, a man of affairs. A second photograph
of Schwitters, from the same shoot, appears within the
catalogue? Here, the artist goes a step further. Making
eye-contact with the viewer and grinning broadly,

he looks every part the salesman—an American-

style adman with a sparkle in his eye and gleaming
teeth. After sections devoted to Merzgemdélde (Merz
paintings), Merzzeichnungen (Merz drawings),
Merzbihne (Merz theater), and Merzdictung (Merz
poetry), the grinning portrait appears in the section
corresponding to Merzwerbe (Merz advertising), a
branch of the artist’s activity that provided “Designs for
advertising” and “Designs of every sort for the purpose
of propaganda.”® With a wink to the reader, the pairing
of this photograph with the one on the cover proclaims
the Grosse Merzausstellung catalogue a product of the
Merzwerbezentrale (Merz advertising agency): a sales
catalogue for the various product lines of the Merz
label. It is an exemplary piece of printed propaganda

in both its graphic form—the bold, clean arrangement
of image and text, the use of sans-serif typeface, the
heavy rules, and the varied asymmetries—and in its
content—the clear branding of Merz, as distinguished
from its market competitors (Cubism, Futurism,
Expressionism, Dada) by textual and photographic
means.



pages of Merz in 1923, “Believe it or not,
the word MERZ is nothing more than the
second syllable of Commerz [sic],” and he
reproduced Das Merzbild as the centerfold
(p. 56): “Watch Your Step!” Merz, no. 6
(October 1923): 57, repr. in Schwitters, Das
literarische Werk, 5:167. Hanover’s formerly
separate Kommerz Bank and Privat Bank
only merged in 1920, so Schwitters’ earlier
statement may be more accurate and

his later embellishment an indication of

his interest in underscoring the term’'s
monetary origins. In both reproductions of
Das Merzbild, the word “Merz” appears to
have been touched up for legibility, much
as it does on the sheet of paper from which
Schwitters reads in the photograph of

him performing poetry reproduced in G:
Zeitschrift fir elementare Gestaltung, no. 3
(June 1924): 47.

5

Schwitters, “Herkunft, Werden und
Entfaltung,” in Kurt Schwitters, Sturm-
Bilderbuch 4 (Berlin: Der Sturm, 1921, 2;
quoted here according to the translation in
John Elderfield, Kurt Schwitters (New York:
Thames and Hudson, 1985), 49. Reprinted in
Schwitters, Das literarische Werk, 5:82-84.
6

These figures come from Schwitters' letters
of May 1, 1923, to Hannah Hoch and of
July 22,1924, to Rolf Meyer, respectively.
Schwitters’ letter to Hoch quoted here

is dated July 17,1923. See Hannah Haoch,
Eine Lebenscollage, vol. 211, 1921-1945
(Ostfildern-Ruit: Verlag Gerd Hatje, 1995),
120, 124; and Kurt Schwitters, Wir spielen,
bis uns der Tod abholt: Briefe aus finf
Jahrzehnten, ed. Ernst Nundel (Frankfurt:
Ullstein, 1974), 85. On Schwitters’ economic
situation more generally, see Werner
Schmalenbach, Kurt Schwitters (New York:
H. N. Abrams, 1967), 27-28, and Gwendolen
Webster, “Advertising and Adversity,
1923-24," chapter 9 of Kurt Merz Schwitters:
A Biographical Study (Cardiff: University of
Wales Press, 1997), 142-160.

7

Schwitters to Rolf Meyer, July 22,1924, in
Schwitters, Wir spielen, 85.

8

Kurt Schwitters, “Kurt Schwitters,” in Heinz
Rasch and Bodo Rasch, eds, Gefesselter
Blick (Stuttgart: Wissenschaftlicher Verlag
Dr. Zaugg & Co, 1930), 88; and in Schwitters,
Das literarische Werk, 5:336.

Merz as client
Although only officially founded in 1924, the
Merzwerbezentrale had, in effect, functioned since 1919,
creating the “brand” Merz and, from 1923, producing
promotional materials for it, most notably Schwitters’
eponymous journal [cat. 14-18, 21-27, 29, 40-43], but also
posters, flyers, and postcards advertising related lectures,
readings, publications, and exhibitions [cat. 13, 19, 20,
31, and 39]. In wedding avant-garde artistic production
with the promotional strategies of modern commercial
advertising, Schwitters followed the precedent of Der
Sturm (The Storm), Herwarth Walden’s remarkable
enterprise that, since 1910, had brilliantly adopted the
strategies of modern advertising to promote the efforts
of Germany's avant-garde on an international stage.
Der Sturm branded participants Sturmkdnstler (Storm
artists) and distributed their images and works on
Sturmpostkarten (Storm postcards) and in the journal
Der Sturm [figs. 2 and 3]. Where Merz differed from Der
Sturm in its use of such advertising techniques was
in its unmistakable infusion of humor and irony. In the
1927 Grosse Merzausstellung catalogue, Schwitters the
serious Sturmkunstler has become Schwitters the Merz
salesman. The whole enterprise of brand creation and
promotion is gently satirized, presented, in effect, in
quotation marks. By employing modern day promotional
strategies, yet emphasizing their transparency through
distancing techniques such as exaggeration and parody,
Schwitters aligned himself with Dada, creating a space
for critical discourse. One might even go so far as to say
that Schwitters’ position on the periphery of advertising,
marketing, and promotion—the machinery of the
capitalist economy—was the domain of Merz.

Christoph Zeller has brilliantly argued that Schwitters’
choice to extract the fragment Merz from Kommerz
und Privatbank and the artist’s reiteration of this
origin story indicate the centrality of commerce and a
broader engagement with the functioning of economies
in Schwitters’ intellectual and artistic project.* In the
midst of German postwar hyperinflation, Zeller argues,

Schwitters, the son of upwardly mobile, petit bourgeois
businesspeople, was struck by the arbitrary, even
irrational, nature of monetary “value.” In this climate,
Schwitters embarked upon his mission to form a separate,
parallel economy in which the “worthless” refuse of
capitalist consumer culture (“old junk from attics and
garbage piles”) was “revalued” according to the artist’s
own subjective criteria. Zeller proposes that Merz was
something more specific than a worldview: Merz was
an economy, with its own rules and circumscribed
value system. ‘| realized,” wrote Schwitters in 1921,

“that all values only exist in relationship to each

other® By severing the syllable -merz from Kommerz,
Schwitters, according to Zeller, offered a semantic
demonstration of the arbitrary nature of signs rendered
meaningless when severed from a particular system,
whether linguistic (as here) or monetary, as well as

the possibility of revaluing them within an alternate
one. Within Schwitters’ alternate Merz economy there
was little question that the Merzwerbezentrale could
brilliantly promote Merzgemalde, Merzzeichnungen,
Merzbuhne, and Merzdictung. But Merz, | would add,
never had the luxury or, in fact, the inclination to exist
in complete isolation from the machinery of Weimar
Germany’s capitalist economy. At the same time that the
Grosse Merzausstellung catalogue spoofed strategies
of mainstream advertising, it also employed them. With
humor and intelligence, in other words, Merz cut both
ways. Schwitters sold subscriptions to Merz magazine
(7500 marks yearly in May 1923 in the midst of
inflation; 4 marks yearly by July 1924), charged for Merz
performances (400 marks for a single performance in
1924), and sold works at exhibition, but in July 1923 he
confided to his friend Hannah Hoch, “I have significant
debt® In 1924, the year he founded Merzwerbezentrale,
Schwitters lamented to Rolf Meyer, “l may even have to
impose a surcharge on contributors, for the company
Zeitschrift Merz [Merz journal], as you can imagine, is
running at a loss.”” Looking back in 1930, Schwitters
recalled: “One must also live, so | sought the closest
related career. This time it was advertising and design
of printed matter.”®
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Fig. 4 Fig.5

Kurt Schwitters, “Typoreklame / Pelikan-Nummer” Kurt Schwitters, “Thesen Theses on Typography

(Typographic advertising / Pelikan issue), Merz, no. 11 Uber Typographie” (Theses

(November 1924), complete issue. Letterpress on paper, on typography), Merz, no. 11 Countless rules are written about typography. The most

M % x 8% in. (29.2 x 22.2 cm) closed; 11 x 17 V2 in. (November 1924): 91 important one is: Never do it the way someone else has done
(29.2 x 44.5 cm), open. Merrill C. Berman collection [CAT. 26]

it before you. Or, one might also say: Always do it differently

[CAT. 25 and 26] than others do it. So, to begin with, some general theses

on typography:

I. Typography can, under certain circumstances, be art.

Il. Fundamentally there is no parallelism between the
content of the text and its typographic form.
Configuration [Gestaltung] is the essence of all art;
typographic configuration is not a copying of the
text’s content.

. Typographic configuration is the expression of the
tensions (compressive stress and tensile stress) in
the content of the text (Lissitzky).

The text-negative parts—the unprinted spaces of

DI ngTe menLaue

the printed page—are also typographically positive

values. Any unit of the material is a typographic value:

a letter, a word, a section of text, a number, a punctuation
mark, a line, a trademark, an illustration, a gap or space
between elements, or the overall space.

. From the standpoint of artistic typography, the
relationship among typographic values is important;
contrariwise, the quality of the type itself, of the
typographic value, is unimportant.

. From the standpoint of type itself, the quality of the
type is the principal requirement.

. Quality, with regards to type, means simplicity and beauty.
Simplicity entails clarity; straightforward, appropriate
forms; and renunciation of all excess baggage like

Selitian @

MARKE DER WELT
decorative flourishes and any form that
is unnecessary for the fundamental essence of the type.

| Cr—
WENN 5} Beauty implies well-balanced relationships. Photographic

SIE
IHRE REKLAME IS

illustration is clearer and therefore better than hand-
drawn illustration.

TEMPERA-

AQUARELL- . An advertisement or poster created from available

typefaces is in principle simpler and therefore better than

a hand-lettered poster. Likewise, impersonal printer’s type
is better than an artist’s highly personal handwriting.
What the content of the text demands of typography is

i =

_GUNTHER WAGNER

I

HANNOVER unD WlEN

that it give emphasis to that purpose for which the text
is to be printed.

2%
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Kurt Schwitters, “Thesen Uber
Typographie,” Merz, no. 11 (November
1924): 91, repr. in Schwitters Das
literarische Werk, 5:192; El Lissitzky
“Topographie der Typographie,” Merz,
no. 4 (July 1923): 47. For a comparison
of these texts, see Megan Luke, Kurt

Schwitters: Space, Image, Exile (Chicago:

University of Chicago Press, 2014),
43-44.

10°___

Webster, Kurt Merz, 158.

"n__

H. H. Leonhardt, “Abstrakte’ Malerei und
Typographie,” Archiv fur Buchgewerbe
und Gebrauchsgraphik 62, nos. 1-2
(Spring 1925): 19-24. Passages cited
here are on pp. 23-24.

MERZ

WERBEZENTRALE

Advertising advertising
Appearing in November 1924, the eleventh issue of
Merz was devoted to “Typoreklame” (typographical
advertising). The issue was prefaced by Schwitters’
“Thesen Uber Typographie” (Theses on typography),
a response of sorts to El Lissitzky's eight-point
“Topographie der Typographie” (Topography of
typography) published in the July 1923 issue of Merz®
This was followed by examples of Schwitters’ graphic
design work that demonstrated his theory in practice:
five pages of advertisements printed in black and
orange for Pelikan products—typewriter ribbon, ink,
paint, pencils, and erasers—manufactured by the local
Hanover firm Glnther Wagner [fig. 4; for the text, see
fig. 5]. The Gunther Wagner firm not only subsidized
this issue of Merz, but apparently provided the incentive
and capital to launch the Merzwerbezentrale® The first
advertisement for the Merzwerbezentrale appeared
on the back cover of Merz no. 11: “If you wish to design
your advertising, address yourself with confidence to
the Merzwerbezentrale. [...] Modern posters, picture
advertising, typographical logos, logos, typographical
layout, packaging, catalogues, pricelists, advertisements,
blurbs, electric signs, etc.”

Schwitters created at least three logos for the
Merzwerbezentrale—MERZ in capitals nestled above a

Fig. 6
Kurt Schwitters, logos

for the Merzwerbezentrale,
1924-27

[details of CAT. 28, 38,
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large “WZ"; a triangle with a circle inside; and the word
MERZ accompanied by a thick double line at lower right
[fig. 6]—and printed official stationery for the newly
established firm [cat. 28]. Despite its auspicious start,
however, it took some time before the firm obtained
major clients. Prior to 1927, in fact, the main efforts of
the Merzwerbezentrale seem to have been on its own
behalf [cat. 36—-38]. This is not to say that Schwitters’
efforts went unnoticed. In the spring of 1925, an article
by the now obscure critic H. H. Leonhardt (of Hanover)
on the subject of “Abstract’ Painting and Typography”
appeared in a special issue of the trade journal Archiv fir
Buchgewerbe und Gebrauchsgraphik (Archive for book
craft and applied graphic art), published to coincide with
the annual Leipzig Book Fair" Leonhardt focuses almost
exclusively on Schwitters and the “Typoreklame” issue of
Merz, even devoting over a half page to an unabridged
reprinting of Schwitters’ “Thesen Uber Typographie.”
Leonhardt declared that he took no issue with Schwitters’
principles, or with those of abstraction, but felt that the
implementation of Schwitters’ theses into practice in the
Pelikan pages was an utter failure:

The eight arrows on the four Pelikan spreads are intended
to catch the eye, but they exhibit very little fantasy. The
effect of the planes is only satisfying on page 93. It's
questionable if there’s a connection between the facing
pages—their aesthetic unity is only implied through color
areas and through large typefaces. [..] For a book that one

25
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Fig.7

Kurt Schwitters, demonstration
of principles of graphic design
in “Bugra-Messe,” special issue,
Archiv fiir Buchgewerbe und
Gebrauchsgraphik (Archive for
book craft and applied graphic art)
62, nos. 1-2 (Spring 1925):

24 (opposite)

Lithograph on paper

12% x 9 % in. (314 x 23.8 cm)
Merrill C. Berman collection
[CAT. 34]

ARRCHIV

y
"4

BRINGT TYPOGRA-

PHISCHE LOSUNGEN

i

V4

/

LIFZ

12

The most complete study of
Schwitters graphic design work to date
is “Typographie kann unter Umstanden
Kunst sein”: Kurt Schwitters,
Typographie und Werbegestaltung,
exh. cat. (Wiesbaden: Das Museum,

1990), which includes catalogue
raisonné-like entries on individual
pieces. In the years since the
publication of this catalogue, a number
of designs by Schwitters, including this
one, have come to light that do not
appear there.

VERMERZT

views from twenty centimeters away, the main lines are
far too huge and the secondary lines are illegibly tiny.

[..] The single, giant letters, incorporated like ornaments,
are confusing. All of this is very impractical and time-
consuming for the reader who doesn't want to solve a
picture-puzzle but needs to work rationally. [..] Schwitters’
eighth thesis recommends that the choice of the typeface
be based on simplicity and beauty and the eschewal of
weight and embellishment, but in his composition there’s
neither simplicity nor beauty, but a lot of weight and
embellishment.

Leonhardt conceded that “as long as this type of
advertising design is still new and remains perplexing,
it makes a deep impression” but he questioned its
effectiveness for advertising. “As long as this high
seriousness in Schwitters’ works is not completely clear,
you can't avoid the impression that you're dealing with
pranks.” Leonhardt concluded on a moralistic note:

Germany'’s newly developing economy won't find friends
with shock effects and sensationalism nor will such
methods renew the moral strength it requires. Posters
and advertising, with which the Germans are bombarded
every day, have an instructive potential for the people
that no advertising executive should overlook. They
have a great responsibility. (23)

A page especially designed for the journal by Schwitters
followed Leonhardt’s article [fig. 712 With its free mix

of fonts, borders, arrows, and rotated text, as well as
areas of emphatic (white) emptiness and (black) fill,
this eye-catching composition effectively declares its
own “printed character” (thesis 8) but underscores
many of Leonhardt’s misgivings. It fails to convey a
clear hierarchy of information and, instead, functions

as something of a visual puzzle. Because the words are
nowhere spelled out, it takes the reader time to realize
that the initials “ABG” stand for Archiv fiir Buchgewerbe
und Gebrauchsgraphik and to understand that the
design is, in fact, a proposal for an advertisement or
redesign of the cover of the current issue. Its allover,
non-hierarchical aesthetic might, in fact, be said

to retain vestiges of Dada’s solipsism (to use Leah
Dickerman'’s rich term), its introversion and resistance
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Fig. 8

Kurt Schwitters, advertisements
for Buchheister Billige Kissen
(“cheap pillows”), Buchheister
Weihnachts-Handarbeit
(“handmade Christmas crafts”),
and |. C. Herold Glas Porzellan,
Steingut (“glass, porcelain, and
stoneware”), 1925-26

[details of CAT. 38 and 37]

=
Leah Dickerman, “Dada’s Solipsism,”
Documents, no. 19 (Fall 2000): 16-19.
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These advertisements also appeared
in Merz, no. 20 (1927) [fig. 1] and

in Schwitters’ article, “Gestaltende
Typographie,” in “Moderne
Typographie und Reklame,” special
issue, Der Sturm 19, no. 6 (September
1928): 268-69; repr. in Schwitters, Das
literarische Werk, 5:311-15 (images, on
pp. 314-15); and trans. as “Designed
Typography,” Design Issues 9, no. 2
(Fall 1993): 66-68.
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to clear, forthright communication™ Schwitters’ ABG
page shares this lingering aesthetic with examples of
his graphic design work that he chose to reproduce on
the promotional materials for the Merzwerbezentrale at
this time, namely the eye-catching but confusing ads for
Buchheister (Billige Kissen and Weihnachts-Handarbeit)
and . C. Herold [fig. 81 As in all else, however, Schwitters
did not remain static as a graphic designer but evolved,
taking lessons, one might say, from “professionals” like
Leonhardt, from his avant-garde colleagues, and, no
doubt, from clients.

Schwitters revised his brand. By the latter half of the
1920s, he dispensed with his initial logos, revised his
terminology, and even went so far as to purge “Merz”
from the name of the firm. The Merzwerbezentrale
became Werbe-Gestaltung Kurt Schwitters. The term
Gestaltung—translatable as “shaping,” “formation,” or
“configuration” or, more conventionally, as “design”—
had particular significance and currency among the
avant-garde of the day. It implied an essentializing or
abstraction of form that, in its theoretical basis, went
far beyond traditional Gebrauchsgrafik (applied graphic
arts). Schwitters based the new logo for the Werbe-
Gestaltung Kurt Schwitters on the form “M” but without
an overt reference to Merz [fig. 9. These shifts in the
presentation of his design practice coincided with
the founding of Der Ring “neue Werbegestalter” (The
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For a comprehensive study of this
organization, see: “Typographie
kann unter Umstanden Kunst sein”
Ring “neue Werbegestalter’, die
Amsterdamer Ausstellung 1931,

exh. cat. (Wiesbaden: Das Museum,
1990). The most important manifesto
by Ring members is Heinz Rasch
and Bodo Rasch, eds, Gefesselter
Blick (Stuttgart: Wissenschaftlicher
Verlag Dr. Zaugg & Co,, 1930).
6

See especially the following:
“Gestaltende Typographie,” (cited
above); “Moderne Werbung,”
Typographische Mitteilungen 25,
no. 10 (1928): 239-40, trans. as
“Modern Advertising,” Design
Issues 9, no. 2 (Fall 1993): 69-77;
“Ausgelaufene Handlungen,”

Der Sturm 19, no. 8 (November
1928): 3067, repr. in Schwitters,
Das literarische Werk, 5:316-17;
“Uber einheitliche Gestaltung von
Drucksachen,” Papier-Zeitung, no.
48 (1930): 1436, 1438, 1440 repr.

in Schwitters, Das literarische

Werk, 5:324-34; “Kurt Schwitters,”

in Gefesselter Blick, 88-89, repr.

in Schwitters, Das literarische

Werk, 5:335-36; and “Ich und

meine Ziele,” Merz, no. 21 (1931):
116-17, repr. in Schwitters, Das
literarische Werk, 5:340-49. On
Schwitters’ lectures, see Carola
Schelle, “Anmerkungen zu den
verschiedenen Lichtbildvortragen
von Kurt Schwitters,” in “Typographie
kann unter Umstdnden Kunst

sein” Kurt Schwitters, Typographie
und Werbegestaltung, exh. cat.
(Wiesbaden: Das Museum, 1990),
108-17, and Luke, Kurt Schwitters, 37,
253n4, and 56.

7 _

“Anregungen zur Erlangung einer
Systemschrift,” appeared in i10, vol. 1,
nos. 8-9 (August-September 1927):
312-15 and (slightly revised) in Der
Sturm 19, no. 1 (April 1928): 196, and
nos. 2-3 (May-June 1928): 203-6;
repr. in Schwitters, Das literarische
Werk, 5:274-78. This quotation is
from the article “Modern Advertising”
(1928), according to the translation
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Circle of New Advertising Designers), a promotional
organization spearheaded by Schwitters in mid-June
1927" The organization's name paid homage to, and
implied continuity with, Der Ring, an association of
architects founded the previous year to promote the
Neues Bauen (New Construction). The goal of Der
Ring “neue Werbegestalter”, like that of its architectural
namesake, was to give voice to and promote the work
of like-minded, forward-thinking, artist-designers as a
unified front, in publications and in exhibitions.

Both under the auspices of Der Ring “neue
Werbegestalter” and independently of it, Schwitters
lectured and published extensively on the topic of
graphic design in the late 1920s, offering a theoretical
counterpart to his practical work® In 1927 and 1928
he published articles detailing the development of his
own “Systemschrift” (system writing)—a new typeface
that unlike “our historically evolved script,” offered
visual signs that are “as distinct as tones sound.””
Schwitters employed his Systemschrift in a few realized
designs, including his Opel-Tag poster [cat. 44], which
retains something of the Dada aesthetic—extreme
shifts in scale, allover composition—but in which the
size and position of elements now respect hierarchy,
allowing the reader to glean information with greater
efficiency. Schwitters’ revised theory of graphic design
of the late 1920s emphasized legibility and split
second comprehensibility: “The tempo of [today’s]
commerce requires clarity and the rapid legibility of
the text employed.™ It also extolled the virtues of
standardization: “The supreme achievement of quality
is obtained through precision, the ideal of simplicity
through standardization and normalization.” It even
argued for the responsibility of modern aesthetics in
terms of a moral imperative:

The sum total of all the best efforts to rise above the age,
to advance and enlighten these times on which the future
will build, that is timely [...]. Consistency from the present
times toward the goal of future construction, rather than
individual striving, is timely. Advertising, which in this
sense is modern, is up-to-date and certainly conquers

time.®

Schwitters’ 1930 booklet Die neue Gestaltung in der
Typographie (The new formation in typography)

[fig. 10] offered an austere, elegant, textual-visual
graphic summation of these evolved theses. It was a
pedagogical handbook of clear, demonstrative principles
that, in the tradition of the Bauhausbucher (Bauhaus
Books), served pedagogical and promotional ends, the
two inexorably entwined.2°

Clients

The active years of Der Ring “neue Werbegestalter”
(1928-31) were also Schwitters’ most productive as

a graphic designer. His base of operations was his
hometown Hanover, where he secured contracts with
both private business and with the public administration.
As had been the case with the Gunther Wagner firm,
many of these private clients—the cookie manufacturer
Bahlsen [cat. 61-64, 69-71]; the printer Edler & Krische
[cat. 45 and 46]; the maker of tubular steel furniture
Celler Volks-Mobel [cat. 55 and 56]; and the exhibiting
societies the Kunstverein Hanover and Kestner-
Gesellschaft [cat. 48 and 81]—grew from personal
connections.? Work for these organizations allowed
Schwitters to put his theory into practice, to refine

it, to dispel the Dada-prankster image, and to prove
himself a serious, responsible, and effective designer.
Schwitters’ designs of this period, such as his poster
for the 97 Grosse Kunstausstellung (97th Great art
exhibition) [cat. 48], combine principles of abstraction
with the mechanical properties of the printing press

to produce visually striking compositions in which
information is clearly and rapidly transmitted. In the
Neue Gestaltung brochure Schwitters argued (with
the assistance of diagrams) that the two-dimensional
plane, divided irregularly and asymmetrically according
to the orthogonal law of the picture plane, is stable
and “quiet” and has the positive, desired potential to
orient the viewer [fig. 10, left]. The cover of Merz no.
20 exemplifies this approach and, with its large-scale,



in Design Issues 9, no. 2 (1993): 70.
Schwitters was not alone among avant-
garde artists of the time in engaging the
challenge of creating new, systematic
typefaces. See Ellen Lupton’s incisive
discussion of Herbert Bayer’s “Universal”
lettering (1925, 1927) and Joseph
Albers’ “Kombinations-Schrift” (1926)

in Barry Bergdoll and Leah Dickerman,
eds, Bauhaus 1919-1933: Workshops
for Modernity, exh. cat. (New York: The
Museum of Modern Art, 2009), 200-3.
8__

Schwitters, “Modern Advertising,” 70.
9

Both passages quoted here are in
Schwitters, “Modern Advertising,” 69.
20

Schwitters had been invited by Walter
Gropius and Lazslé Moholy-Nagy to
prepare a book for the Bauhausbucher
series. His “Merz-Buch” was announced
in the series’ promotional materials in
1924, 1925, and 1926 and was intended
by Schwitters to also function as the
tenth issue of Merz magazine, but it
was never realized. Jan Tschichold's
landmark pedagogical treatise Die
neue Typographie: Ein Handbuch

fur zeitgemdss Schaffende (Berlin:
Bildungsverband der deutschen
Buchdrucker, 1928) served as the
immediate precedent for Schwitters’
Die neue Gestaltung.

21

Fritz Beindorff (of Glinther Wagner)
and Hermann Bahlsen, for example,
were Hanover collectors of modern

art; Edler & Krische was a printer of
books including Schwitters’ own Anna
Blume (1919), and Schwitters had

been exhibiting with the Kunstverein
Hannover and Kestner-Gesellschaft
since 1913 and 1916, respectively. These
and other relationships are detailed in
Schmalenbach, Kurt Schwitters, and
Webster, Kurt Merz.

Fig.

Fig.9

10

Kurt Schwitters, Die neue Gestaltung in

der

Typographie (The new formation in

typography) (Hanover, 1930), 10-11
Letterpress on paper

5%
Mer

X 4 Yiin. (149 x 21,6 cm), open
rill C. Berman collection

[CAT. 73]

Kurt Schwitters, logo for
the Werbe-Gestaltung
Kurt Schwitters, 1930
[detail of CAT. 76]
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Werner Heine, “Futura’ without
a Future: Kurt Schwitters’
Typography for Hanover Town
Council, 1929-1934," Journal of
Design History 7, no. 2 (1994):
127-40. This article originally
appeared in “Typographie kann
unter Umstdnden Kunst sein’:
Kurt Schwitters Typographie
und Werbegestaltung, exh. cat.

(Wiesbaden: Das Museum, 1990),

92-96.
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off-center photograph, established a kind of prototype
or formula suitable for a range of clients including Celler
Volks-Mobel and Edler & Krische [fig. 111.

Schwitters could no longer be accused of trafficking
in “picture-puzzles,” “shock effects,” or “sensationalism.”
His success in creating eye-catching designs that
foregrounded a product or established what we would
today call corporate identities (or that served both ends
simultaneously) [cat. 60, 69-71] recommended him to
the heart of the establishment itself, a client beholden
not to the bottom line, but to the public trust: the Stadt
Hannover (Hanover City Council). Werner Heine, an
archivist at the Stadtarchiv Hanover uniquely privy to
the full scope of this work, tallies over a hundred pieces
of stationery that Schwitters created for the Hanover
City Council during his period of employment from 1929
to 1934.22 These included letterheads, questionnaires,
certificates, and receipts for its various branches,
including the hospital, welfare office, and sanatorium
[cat. 57-59 and 77], all of which were unified by the
consistent use of Futura typeface, functional graphic
rules, and Schwitters’ adaptation of the traditional
clover leaf symbol of Hanover. Heine's remarkable study

ol e EDLER&KRISCHE

Celler Volks-Mdbel (Celle
“People’s Furniture™) brochure
(ca. 1929), and Edler & Krische
brochure (ca. 1927-28)

Merrill C. Berman collection
[CAT. 40, 55, and 46]

places this body of work within the context of Germany’s
standardization of DIN norms (Deutsche Industrie-Norm),
offering a powerful visual demonstration of the alignment
of industry, government, and the avant-garde in their
enthusiasm for Taylorism and standardization at this
historical juncture.

In the late 1920s, Schwitters’ work for the city of
Hanover also extended to instructive signage for the
riders of Ustra (Uberlandwerke und StraBenbahnen
Hannover), the city’s public street car company [cat. 65—
68], as well as to posters, brochures, and other materials
for the Stadtische Buhnen Hannover (Hanover Municipal
Theaters). Intended to appear in the bustling streetcars
themselves, thus in the center of the maelstrom of urban
life, the Ustra signage both reflected its surroundings and
fought for attention within them through a combination
of bold graphic elements, syncopated typographical
spacing, and sharp photos —“photographic illustration
is clearer and therefore better than hand-drawn
illustration"—of an attractive, fashionable, young woman
(for “a great deal of advertising design cleverly takes
advantage of the characteristic that men gladly observe
beautiful women”)?. By contrast, Schwitters’ work for
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The first passage quoted here is
from Schwitters, “Thesen,” 97, thesis
8 [see fig. 5]; the second, from
Schwitters, “Designed Typography,”
67.

L

As had been the case in 1934, when
reactionary forces reinstated the
traditional Fraktur-Schrift (Gothic
typeface) in Schwitters” modern
Hanover Town Council stationary—
to bizarre, hybrid effect (see Heine,
“Futura’” 138)—by 1937 the Hanover
Municipal Theaters similarly
reinstated Fraktur-Schrift in their
publicity materials. Compare the
“before” and “after” in cat. 86 and 87.
25

Maud Lavin, “Advertising Utopia:
Schwitters as Commercial Designer,”
Art in America 73, no. 10 (October
1985): 137.
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Schwitters, “Ich und meine Ziele,”
Merz, no. 21 (1931): 115, as translated
in Transition, no. 24 (June 1936): 92.
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Fig. 12

Kurt Schwitters, letterhead for Stadtisches
Firsorgeamt Karlsruhe (Karlsruhe Municipal
Welfare Office) as reproduced in Die neue
Gestaltung in der Typographie (The new
formation in typography) (Hannover, 1930), 14
[CAT. 73]

the Hanover Municipal Theaters exemplifies some of his
purest use of abstraction for advertising [cat. 78, 82-85],
as well as playful typography reminiscent of Pelikan [cat.
79], whose “agitated,” off-kilter composition, according
to the Neue Gestaltung brochure, was “aggressive” and
unresolved and thus well-suited for advertising [fig. 10,
right].®

Though the bulk of Schwitters’ clients were Hanover-
based, he also received commissions for design work
elsewhere. Among his most successful campaigns was
the publicity material for the Dammerstock-Siedlung
(Dammerstock Housing Estate), an exhibition of
functional modern housing for the city of Karlsruhe
overseen by his long-time friend Walter Gropius and the
architect Otto Haesler, designer of the Celler Volks-Mébel
furniture [cat. 49-54]. The striking logo for Dammerstock
consisted of a flat, black, almost-trapezoidal shape based
on the estate’s ground plan. This distinctive form was
topped with the word “dammerstock,” the outsized d
(almost an exact inversion of Schwitters’ distinctive p
for Pelikan) precariously perched at the ground plan’s
upper left corner, creating a compositional pivot-point
with the tension of a high-wire balancing act. Whether it

appeared on the red catalogue cover, the white ground
of stationary, or the textured and modulated color field of
the poster “as if it were a rising sun in a new world,”” this
elegant device linking name and terrain always appeared
in isolation, set off against the flat ground of the printed
matter. As a verbal/visual calling card, the Dammerstock
logo exemplified the Neue Gestaltung at its most eye-
catching, conceptually succinct, and communicative. Its
success led to Schwitters’ subsequent employment by
the municipality of Karlsruhe redesigning its stationery
and city emblem [fig. 12].

Revaluation

Just as advertisements, tramway tickets, chocolate
wrappers, and other once-active, once-functional
fragments of contemporary existence were salvaged from
the garbage heap and reactivated within the economy
of Merz, so too were the discards of Schwitters’ own
contributions to the surfeit of modern advertising that
bombarded (to use Leonhardt’s term) German city
dwellers in the 1920s. Instances of Schwitters’ inserting
his own advertising and promotional materials for
Bahlsen, Pelikan, and other clients in his Merz collages
abound. According to the artists’ account, even one of
the grottoes of his Merzbau (Braunschweig-Luneburg)
contained “houses from Weimar by Feininger, Persil
advertising, and the heraldic sign of Karlsruhe designed
by me” [fig. 121 When salvaged fragments were
inserted into the context of Merz, they were subject to
both loss and gain: their use-value—as advertisements,
tickets, wrappers, etc.—was traded for what we might
call their formal- or aesthetic-value—color, pattern,
texture. But this transaction, | would suggest, was not
clean. It left a kind of residue or trace; an afterimage

or palimpsest of each object’s lost value. One might
even say that this residue constitutes the source of the
Merz's poetic complexity and depth. Like the invalidated
streetcar ticket at the center of Schwitters’ Karlsruhe
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Fig.13

Kurt Schwitters, Karlsruhe, 1929
Cut-and-pasted printed papers
and crayon on printed board

16 %6 x 11 % in. (42.3 x 29.6 cm)
The Museum of Modern Art,

New York. The Riklis Collection
of McCrory Corporation, 953.1983
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Fig. 14
Kurt Schwitters, untitled (dam),
1929. Collage, dimensions
unknown. Current location
unknown. Photo courtesy of the
Kurt Schwitters archive at the
Sprengel Museum Hannover
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See Walter Benjamin, “Kapitalismus als
Religion,” translated by Chad Kautzer
as “Fragment 74: Capitalism as
Religion” in Religion as Critique: The
Frankfurt School’s Critique of Religion,
ed. Eduardo Mendieta (New York:
Routledge, 2005), 259-62. Also cited
in Zeller, “Aus Mull,” 367n69.
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Luke, Kurt Schwitters, 56; Lavin,
“Advertising,” 139; and Alfred Kemény,
writing on César Domela under the
pseudonym Durus, “Fotomontage,
Fotogramm,” Der Arbeiter-Fotograf 5,
no. 7 (1931): 166-68, quoted in Maud
Lavin, “Photomontage, Mass Culture,
and Modernity: Utopianism in the
Circle of New Advertising Designers,”
in Montage and Modern Life,
1919-1942, ed. Matthew Teitelbaum
(Cambridge, Mass.: MIT Press and
Boston: Institute of Contemporary
Art,1992), 51, and in Lavin, Clean New
World: Culture, Politics, and Graphic
Design (Cambridge, Mass.: MIT Press,
2001, 38.
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Lavin, Clean New World, 45.
30

Lavin, “Photomontage,” 53.

collage [fig. 13] stricken through with the conductor’s
nullifying mark, the once vital, once functional material
components of the Merz collages, formerly vibrant and
possessed of an imbued power—monetary, functional,
or otherwise—have been rendered impotent, mere
vestiges of their former selves. In the Dammerstock
collages [figs. 13 and 14], Schwitters’ efficient,
communicative logo retains its visual power and its
material properties but, cropped, fragmented, rotated,
and partially concealed, it has been violated, rendered
mute. Legal tender removed from circulation is not just
paper, it is a material manifestation of absence and
loss. Schwitters’ collages lay bare what Walter Benjamin
described as the magical, faith-based, irrational nature
of economics, in which “value” is just as arbitrarily
bestowed as it is withdrawn.?’

Early Schwitters scholarship tended to relegate the
artist's graphic design work as peripheral to his main
achievement. It was work for hire, a means to make
a living. In the worst case, it was work that not only
lacked a critical edge, but seamlessly instrumentalized
“critical, self-reflexive artistic modalities in the service
of capital and technological rationality,” signified
“consent to the status quo rather than a demand for
its transformation,” or served as “outright propaganda
for the capitalist system.””® Maud Lavin was the first to
seriously consider Schwitters’ graphic design work as
integral to his oeuvre and to grapple with its apparent
ideological betrayal. Advertising, Lavin argued, was a
natural outgrowth of Schwitters’ “serious and prolonged
engagement with mass culture,” which had been integral
to Merz from its inception.” Working within the system
allowed Schwitters “to contribute to mass culture, to
sway it toward functionalism, rationality, and a glorifying
of production.?® These astute observations might be
further framed within Zeller’'s paradigm of multiple
economies: the German economy, which, as a result
of the Dawes Plan, stabilized in late 1924, providing a
healthy environment for Schwitters’ business to prosper;
and Schwitters’ alternative Merz economy, which
drew inspiration from close, critical observation of the
former. Schwitters approached his graphic design work

with seriousness and even, as Lavin has noted, with
true conviction. It provided him with a stable income,
to be sure, but beyond that, it transformed him from

a canny observer to a participant; from a successful
entrepreneur on the circumscribed stage of the avant-
garde to a professional, testing his skills and theories
on a broader public. The experience of serving clients,
commanding split-second attention, and communicating
with unerring pitch and efficiency could not help but
feed Schwitters’ complex, contradictory musings on
modernity—the discursive terrain of Merz.
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1

Cover for Der Sturm

[The storm] 10, no. 4 (1919)
Letterpress on paper

17 x 8 Ysin. (302 x 206 cm)
Merrill C. Berman collection

DERSTURM

MONATSSCHRIFT /| HERAUSGEBER: HERWARTH WALDEN
ZEHNTER JAHRGANG / VIERTES HEFT

Kurt Schwitters: Abstraktion
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2,

Cover for Kurt Schwitters, Anna Blume: Dichtungen
[Anna Flower: Literary works], Die Silbergaule 39-40
(Hanover: Paul Steegeman, 1919)

Lithograph on paper

8% x5 Vi in. (219 x 144 cm)

Lafuente archive

3.

Cover for Christof Spengemann, Die Wahrheit iiber Anna
Blume: Kritik der Kunst; Kritik der Kritik; Kritik der Zeit [The
truth about Anna Blume: Critique of art; critique of criticism;
critique of the times] (Hanover: Der Zweemann Verlag, 1920)
Lithograph on paper

8 x 52 in. (22 x 14 cm)

Lafuente archive

Fundacion Juan March
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&4, 5.

Die Kathedrale: 8 Lithos von Kurt Schwitters [The cathedral: Cover for Melchior Vischer, Sekunde durch Hirn, Ein

8 lithographs by Kurt Schwitters], Die Silbergaule 41-42 unheimlich schnell rotierender Roman [Seconds through
(Hanover: Paul Steegemann Verlag, 1920) the brain: An uncannily fast-rotating novel], Die Silberg&ule
Lithograph and collage (cover) on paper 59-61 (Hanover: Paul Steegemann Verlag, 1920)

8 %6 x 5 % in. (22.4 x 14.3 cm) Lithograph on paper

Merrill C. Berman collection 8 7 x 5% in. (225 x 146 cm)

Merrill C. Berman collection
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MZ 192,1921

7

Collage and watercolor with newspaper,

gilt paper, and cloth

4 %6 x 3% in. (122 x 95 cm)

Private collection
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10.

MZ 347 Gaahden, 1922
Collage on paper

7 %6 x5 %6 in. (192 x 131 cm)
Galeria Leandro Navarro,
Navarro-Valero collection

4



8.

Cover for Kurt Merz Schwitters, Die Blume Anna: Die neue Anna
Blume; eine Gedichtsammlung aus den Jahren 1918-1922 [The flower
Anna: The new Anna Flower; a collection of poems from the years
1918-1922] (Berlin: Verlag Der Sturm, 1922)

Letterpress on paper

9 %46 x 6 s in. (25 x 17 cm)

Merrill C. Berman collection

42

n

Kurt Schwitters and

Theo van Doesburg

Poster for Kleine Dada Soirée
[Little Dada soirée], 1922-23
Lithograph on paper

1 7% x 1% in. (30.2 x 29.8 cm)
Merrill C. Berman collection



.Iobo\ﬁ\‘\ﬁnﬂ.k\:ﬂk -7

MZ dNND N7 LLT & &L/ OAN T =

ww\wt\(mgzuo I ILON TNA
@ ANIZYIWHISNINHVI

Iz

NIHISILOWNITHY 138 - L

DA VEST PAS

UNE ECOLE LITTE 3
RAIRE HURLE mmm =~

‘ \/Gw.,l‘.\}‘m.lbxw

w__ A,

“




12.

Untitled (Amsterdam), 1923
Stamp drawing and collage
8" x 5% in. (209 x 146 cm)
Merrill C. Berman collection
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14.

“Holland Dada” issue, Merz, no. 1 (January 1923)
Letterpress on paper

Inhalt: DADA IN HOLLAND. KOK: GEDICHT. BONSET: GEDICHT; AAN ANNA BLOEME.

Inhait: DADA IN HOLLAND. KOK: GEDICHT. BONSET: GEDICHT; AAN ANNA BLOEME. Die Zeitschrift des geistigen Arbeiters ist MERZ

PICABIA: ZEICHNUNG. HANNAH HOCH: ZEICHNUNG; WEISSLACKIERTE TUTE

B . s s e 0 A A T SR Aus dem Inhalt: —-i—. Manifest Proletkunst. das schiffchen

MERL

>l

HOLLAND NUMMER

N

e e
B

JANUAR 1923 APRIL 1923

HERAUSGEBER: KURT SCHWITTERS REDAKTEUR: KURT SCHWITTERS

HANNOVER - WALDHAUSENSTRASSE 5" MERZVERLAG HANNOVER - WALDHAUSENSTR. 5"
15.

“Nummer i” [i issuel, Merz, no. 2 (April 1923)
Letterpress on paper

8 ie x 5 ¥ in. (221 x 141 cm) 8 % x5 %sin. (222 x 141 cm)

Merrill C. Berman collection

Merrill C. Berman collection
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16.

“Banalititen” [Banalities] issue,
Merz, no. 4 (July 1923)
Letterpress on paper

9% x5 % in. (232 x 146 cm)
Merrill C. Berman collection
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' Das WEIB

BANALITATEN
‘lhd\Bg wollen jetzt atwa s Y

?mer noah ein; {chs-bs—hs-t.\

h‘ildatar'&k n sein? E It
3) wealchs Farbe hat der cha\t?'

KUENSTLER
euch solidarisch m(a r Kuﬂttl..
MERZ

kiebt, leimt, kittet alles und .
Hlll knmpf’t gegen Extrama !;\a""
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Dor Mana, dor Euch harausfordart, fc

vt Kommt abar sineé Haras i gieigh.

NA BLUME — AUGUSTE BOLTE =

ranz Mullers ﬁh.tf‘rﬂhﬂin_g. ¥

1.) ANNA B E hat ein Vogel. »

DIE BLUME A-N-N-A"

Sin Lﬁlﬂllll" Llrll.Wl.Llllnlﬂl.sch\!li Bla Schwain, 17

Sie rmd ﬂﬂwﬂnh Ha nmu:‘ &'- Trottel,

Sin bibdon Aas, Sia Rindskaffar, Sio Lausenss|

MAMA, DR STEHT EU-HANN! |

q‘u?éh seina Being, 1
Ich hm &in Hllm ich habe keinal

X
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MEMOIREN. mm\\éwu:s w BLEIE" ©
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PR -\“"
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13.

Flyer for “Banalititen” [Banalities] issue,
Merz, no. 4 (July 1923), ca. 1920-23
Letterpress on paper

5 %6 x 3 %6 in. (141 x 91 cm)

Merrill C. Berman collection

Text declares,"Merz klebt, leimt, kittet alles
und Merz kampft gegen Extremes!” [Merz
sticks, glues, and cements everything, and
Merz fights against extremes!]

17.

“Banalitaten” [Banalities] issue,
Merz, no. 4 (July 1923): 38-39
Letterpress on paper

9% x5 % in. (23 x 146 cm)
Lafuente archive
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Wir?

MERLZ.

-KURT SCHWITTERS

ANNA BLUME
O o, Deletle msiver: sichemaowsasig Sins. ich
liche ‘dir! — Du deiner dich dir, ich dir.

DAS WEIB ENTZUCKT DURCH SEINE BEINE
ICH BIN EIN MANN, ICH HABE KEINE.
KURT SCHWITTERS

Dy xebbrt (beiliafig] nich hizrhes

Wer bist du, ungeciblies Frawenclmmer? Du bist
Die Lewte sagen, du wirest, — lall
sie sagen, wic wivsen nieht, wie der Kirchiurm steb,
Du tidgsl des Met auf deinen Fillen ssd wanderst
auf die Minde, sel den Ninden wanderst du.
Mallo, defee rolen Kieiter, In weille Falien rersig)
Rol Tiebe Ich Asaa Blu
deiner dick d
D gebiet (beildafig) in die kalie Glst,
Hote Blume, robe Aasa Biwme, wie sagen die Leute?
Prefalrage: 1) Anan Bleme hat ein Vogel,
2} Assa Blume il rol,

ist du?

LESEN SIE DIE ZEITSCHRIFT MERZ. REDAKTION HANNOVER, WALDHAUSENSTRASSE 5

19.

Advertising poster for Merz, including the artist’s poem
“Anna Blume” and collage Kirschbild [Cherry picture], ca. 1923
Letterpress on paper

18 Y6 x 23 in. (46 x 584 cm)

Merrill C. Berman collection

Blay ist die Farbe deines geiben Mamres.
ot sz das Girren delnes griinen Vogehs.
Da schlichtes Midchen im Alltgakleid, du Hebes J 1
trlses Tier, ich lebe dir! — Du deiner dich dir, ich k)
dir, ds mir, —
Uas geliirt beilinfig) in die Ghsenkisie

ron lighe feh dirt ~ Dy

L) Welche Parbe Bat der Vogel?

Assa Blome! Anma, a.n-wes, ich trindle deines
Names, Deln Name troplt wie weiches Rindertaly.
Wieillt du e, Anna, weilll du ex schon?
Mzn kamn dich swch von Wimden lewen, wad du, du
Herrlichste von allen, du ¥t ves hintee whe von
vorne
Rins

men-a,

trisdel stecichels Sber meinen Hichen.
Anna Biwme. du frophes Ties, ich licde dirl
KURT SCHWITTERS

KIRSCHBILD KURT SCHWITTERS
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18.

“Imitatoren watch step!” [Imitators, watch step!]
issue, Merz, no. 6 (October 1923)

Letterpress on paper

8% x5 Ve in. (222 x 144 cm)

Merrill C. Berman collection

Alternate issue title on back cover, “Arp no. T:
Propaganda und Arp” [Arp no. 1: Propaganda and Arp]

48
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- ALLGEMEINES

MERLZ

MERZ IST FORM. — DADA IST MEHR ALS DADA (HAUSMANN) PRuGHAMM

1 DICHTUNGEN VON ARP, BONSET ODER TZARA
1 mZE TUTE

AUSWAHL UND REIHENFOLGE FREIBLEIBEND.

KURT SCHWITTERS

MERZ-ABENDE FANDEN STATT U. A. IN AMSTERDAM BERLIN BRAUNSCHWEIG
BREMEN DELFT DRACHTEN DRESDEN EINBECK DENHAAG HAARLEM HAM-
BURG HANNOVER s'HERTOGENBOSCH HILDESHEIM JENA LEER LEIDEN
LEIPZIG LUNEBURG MAGDEBURG OHLENDORF PRAG ROTTERDAM SELLIN

UTRECHT VRESTORF WEIMAR WORPSWEDE ENORM SUCCESS.
QUALITAT UNSERE BESTE REKLAME.

vie zemschnFt MERZ w1 oas orrzieuie
ORGAN GER BEWEGLNG. IAHRESADONNEMENT 33
BESTELLEN SIE BEI RECAKTION MERZ HANNOVER.
WALDHAUSENSTIL 8% - UESTELLEN S SOFORT.

LNTENTAILLE
S e TR, S L T R AT,

[ S S

20.

Advertising flyer for Allgemeines Merz
Programm [General Merz program], 1923
Letterpress on paper

12x 8 ¥ in. (305 x 21.3 cm)

Merrill C. Berman collection



65 NASCI 65

MERL

MERZ ist Form. Formen heili entformeln.
Aus dem Inhalt:

s MAGDEBURG
DADA COMPLET (Nr. 2|

PROUN — LISSITZKY

DER TAPS

DADAISTEN

CONFERENCE SUR DADA von TZARA

DEXEL, GROPIUS, HOECH, ARP
CHARCHOUNE
madama madame aaame

VORANZEIGE NASCH

Organ der Bewegung. JTahresabonnemen) 3 M,

2 Besellen Sie bei Redakfion MERZ Hannover,

Band Ly Nr. 7. Watdhausensle, 55— Bestellen Sie safart.
Januar 1924

Redaktion des Merzverlages:

Kurt Schwitters, Hannover, Waldhausensir. 5'

21.

Merz, no. 7 (January 1924)

Letterpress on paper

12%x 9 Yuin. (314 x 235 cm)

Merrill C. Berman collection

Text on cover reads, “Merz ist Form. Formen heif3t
entformeln” [Merz is Form. Form means metamorphosis]
(for the neologism entformeln, see Elderfield, Kurt
Schwitters [New York, 1985], 163)

SMERT9

DIESES DOPPELHEFT IST ERSCHIENEN UNTER DER REDAKTION VON
EL LISSITZKY UND KURT SCHWITTERS

NATUR VON LAT. NAS(I

D.|. WERDEN ODER ENT.
STEHEN HEISST ALLES
WAS SICH AUS SICH
SELBST DURCH EIGENE
KRAFT ENTWICKELT
GESTALTETUND BEWEGT

KLEINER BRONHAUS

K. SCHWITTERS

TYPOGRAPHIE ANGEGEBEN VOM EL LISSITZRY

HERAUSGEBER

KURT SCHWITTERS, HANNOVER, WALDHAUSENSTR, 5

p REDAKTION DES MERZVERLAGES

BAND2,Nr.8/8

APRIL
JULl
1924

Nature, du latin NJ \S C I signitio devanir, provenier, c'est & giro toul ca gul par

%1 propes force, 88 dévaloppe, ae forme, se moul

22.

Kurt Schwitters and El Lissitzky

“Nasci” issue, ed. Schwitters and Lissitzky, Merz,

nos. 8-9 (April-July 1924)

Letterpress on paper

12 x 9V in. (305 x 235 cm)

Merrill C. Berman collection

Text on cover reads, “Natur von Lat. nasci d.i. werden oder entstehen heisst alles,
was sich aus sich selbst durch eigene Kraft entwickelt gestaltet und bewegt”
[Nature—from Latin nasci, i.e, to become or to come into being—signifies
everything that by itself, of its own power, develops, takes shape, and moves.]
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“Typoreklame: Pelikan-Nummer”
[Typographic advertising: Pelikan issuel,

Merz, no. 11 (November 1924)
M ERZRELIEF vou serre ST WIT ZAMLEEICHEN MERZBILOERN, MERZZEICHNUNBEN, 'n'rgl :
POGRAPHIS KUNGEN AUBGESTELLT AUF DEN BEIDEN BRO!

Letterpress on paper
N x8%in.(292 x 22.2 cm) MERZAUBATELLUNGEN mwmmm EERTHERCEAELLECHATT, FEORUAR 1925 BERUIN, STURM,
POTSDAMERSTRASSE 1M, UND ANDEREIN. Besacnon Slo gle grodan Merzausaisliongen’

Merrill C. Berman collection — % L.
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26.

“Typoreklame: Pelikan-Nummer”
[Typographic advertising: Pelikan issuel,
Merz, no. 11 (November 1924): 91-92
Letterpress on paper

1% x8 % in. (29 x 22.2 cm)

Lafuente archive
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27.

Kurt Schwitters and Kéte Steinitz

Die Mérchen vom Paradies [The fairy tales from
Paradise] (Hanover: APOSSverlag, 1924)
Letterpress on paper

10 i x 8 Y5 in. (27.2 x 21.2 cm)

Lafuente archive

Reprinted as Merz, nos. 16-17 (1925)



29,

Kurt Schwitters, Kate Steinitz,
and Theo van Doesburg

“Die Scheuche” [The scarecrow]
issue, Merz, nos. 14-15 (1925)
Letterpress on paper

87 x 9 % in. (206 x 24.4 cm)
Merrill C. Berman collection

30.

Kurt Schwitters, Kate Steinitz,
and Theo van Doesburg

Die Scheuche: Mdrchen

[The scarecrow: Fairy tale]
(Hanover: APOSSverlag, 1925)
Lithograph on paper

6 s x &4 s in. (20.3 x 24.5 cm)
Lafuente archive
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28.

Envelope for Merz Werbezentrale
[Merz Advertising Agency]
Letterpress on paper

8/ x 1% in. (225 x 295 cm)
Merrill C. Berman collection

IBNETE, PACKUNGEN,
LICHTREKLAME, TEXTE

HANNOVER, WA

LICHER PLAKATE, BILDREKLAME, TYPOSIBNETE,

IHISCHE ANORDNUNG, KATALOSE, FREISLISTEN, ANZEIEN,

54

31.

Postcard, “Einladung zum Merzabend”
[Invitation to Merz evening], 1925
Letterpress on card

6 x 4 /s in. (156 x 105 cm)

Merrill C. Berman collection

Filled in, in Schwitters” hand, specifying date
and location: November 21, 1925, at the artist’s
home (WaldhausenstraBe 5)

1§ MLSNISNYHATYM "HIAONNYH ‘ZHIW NOILMVATY ‘¥IANISAY

32.

Theo van Doesburg

Receipt for subscription to

the journal De Stijl, 1924-25

Ink and pencil, and letterpress
on paper

4 Y x 1 e in. (108 x 297 cm)
Merrill C. Berman collection
Made out to Bauhaus student
Alma Buscher by Kurt Schwitters
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33.

Kurt Schwitters liest Marchen
vor [Kurt Schwitters reads
fairy tales], ca. 1925

Photocollage with printed letters,

printed wrapper, handwriting,
cut paper, and paste

13 % x 9 Vs in. (34.3 x 24 cm)
Merrill C. Berman collection

Hanne VER WAuDHAusENSfR
Linie 1 x11., 18
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AUFGABEN.
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WURDEN.

KOCH SICH MIT IHR BEFASSEN

34.

Demonstration of principles of graphic
design, in issue titled “Bugra-Messe,” i.e.,
Buchgewerblich-graphische Mustermesse
des Deutschen Buchgewerbevereins [Book
and Graphic Arts Fair of the German Book
Trade Association], Archiv fir Buchgewerbe
und Gebrauchsgraphik [Archive for book
craft and applied graphic art], 62, nos. 1-2
(Spring 1925): opp. p. 24

Lithograph on paper

12% x 9 % in. (314 x 238 cm)

Merrill C. Berman collection



35.

Order card for publications of the
APOSS-Verlag from the series Neue
Architektur [New architecture] and Marchen
unserer Zeit [Fairy tales of our time], 1925
Letterpress on paper

5% x 82 in. (149 x 216 cm)

Merrill C. Berman collection

36.

Postcard for Merz Werbezentrale
[Merz Advertising Agency], 1925-27
Letterpress on card

4 Y x 6in.(105x 152 cm)

Merrill C. Berman collection

Slogan reads, “Die gute Reklame ist billig”
[Good advertising is cheap]

37.

Postcard for Merz Werbezentrale
[Merz Advertising Agency], ca. 1926
Letterpress on card

4 Y x 5% in. (105 x 14.6 cm)

Merrill C. Berman collection

AP

OSS-VERLAG

SERIE NEUE ARCHITEKTUR
Heft 1, Hilberseimer: Grofistadtbauten] Mk. 2.00
Heft 2, Mahlberg u. Kosina: Verkehrs-
bauten (Heft 2 wird vorbereitet) | Mk. 3.00
SERIED: MAERCHEN UNSERER ZEIT

Heft 1, Schwitters-Steinitz: Die Marchen

yomiFaradiese i . s e Mk. 3.20
Heft 2, Schwitters - Steinitz-Doesburg: Die
Sehetche .. .. bo Lot Mk. 1.50

wHeynaN eyasiydesbodiy
ipuelb js1 syoneyos sig”

ajeysBimpn ‘yoequyoy g

9}seso

u

l

DIE NEUE ARCHITEKTUR

ist das brennende Problem unserer Zeit. von
dessen Losung zuletzt unsere ganze Kultur ab-
hangt. Unsere Architekturbiicher sind knapp, sach-
lich, allgemein verstandlich, geben dem Laien
Aufklarung, dem Fachmann Anregung. Das
Heft ,Grofistadtbauten” enthalt 31 Abbildungen

A

Aus den Kritiken iiber ,Die Mérchen vom Paradiese”:
.Eigener, noch megehorlerMarchenton "~ Echte Marchen-
stimmung — .Ganz neue Form des Mérchens, ganz aus der
Panthasie des Klndesgehor&n ' — ,Voll wirklichem Kinder-
humor, Kinderpsychologie,” — .Die Marchen unserer Zeit."

APOSS -VERLAG HANNOVER GEORGSTR. 34
Auslieferung fiir den Buchhandel nur durch Carl Fr. Fleischer, Leipzig

DIE GUTE REKLAME

e R

MERZ

WERBE-ZENTRALE
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0= KURT SCHWITTERS
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ist sachlich, klar und knapp, verwendet moderne Mittel, hat Schlagkraft der Form. Ein geri
Mass hochworhger Reklame Gbersteigt an Wirkung eine

DIE BUTE REKLAME
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fest 35Prz. @

bar 40 Prz. :l._

mind. 5 St. bar 45Prz. ¥

Partie 11-10 bar 45 Prz. =
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Sraied by K sNE H{ 135,00

Sehr
geehrter

®
Herr

BISMARCK

2 Entwiirfe von Kurl Schwilters:

HANNOVER wmrm&

IST BILLIG

b A

9 g g 1

“doeey Eisenstuckatr. S4p,

pliegte zu sagen: Das Bier verfchlt seinen Zweck, wenn es nicht
getranken wird®. Und so kann man sagen: ,,Die Reklame verfehit
ihren Zweck, wenn sie nicht gelesen wird®, Aber nur die wirkungs-
wolle Rekinme wird gelesen und hat deshalb Existenzborechligung.

Die unterzeichnete Merz Werbe schafft [hmen die wirkungs-
vollsten Anzeigen, textlich wie auch typographisch. Unsere Eatwilrfe
sind kinstlerisch und reklametechnisch bin ins Letzte durchdacht und
dabei micht teurer, als ilblich, Ein Versuch wird Sie von unserer
Lfilkl.mha!ahlgkul resthos dberzeugen. Scheoken Sie uns Thr Vertrauen und geben Sie
uns zur Probe eino kisine Bestellung. Wir liefern unter anderem Entwiirfe fGr Zeitungs-
anzeigen, Prospekte (Text und Inkalt), Sch. P

und -Kaple, Pastkarten, Tlten, Propsgandaschriften usw

Bitte senden Sie lore Antwort an Merz Werbe, Hannover, Waldhausenstr, 511
und beachten Sie unseren Rat, una gleich zu schreiben, damit Sie es im Drange der
Arbeit nicht wieder ‘vargessen,

Hochachtungsvall

Telefon 3504 Nord, Neben.
anschlufl Fischer. Adresse
fir Dresden: M. v. Plato,

Telelon 42963

Mﬂféfém %y MERZ

RERSEITNTRALE
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EINGEFUHRTER
FIRMEN 31,552

REKLAMEZEICHNER

WERBEZENTRALE

KURT SCHWITTERS

HANNOVER,WALDHAUSENSTR. 5

MERZ

WEREBEZENTRALE

38.

Flyer for Merzwerbezentrale [Merz
Advertising Agency], 1926-27
Letterpress on paper

T x11in. (279 x 279 cm)

Merrill C. Berman collection
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UCHHEISTER
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39.

Postcard, “Einladung zum Merz Vortragsabend”
[Invitation to Merz lecture eveningl, 1926

Letterpress on card

5 %6 x 4 Y6 in. (14.8 x 106 cm)

Merrill C. Berman collection

Featuring “Dichtungen: Groteske, Satire, Lyrik, Epik, dada,
Urlautdichtungen” [poems: grotesque, satire, lyric, epic,
Dada, and primal sound poetry] by Kurt Schwitters

40.

“Katalog der Grossen Merzausstellung” [Catalogue
of the Great Merz Exhibition] issue, Merz, no. 20
(March 1927)

Letterpress on paper

9 %6 x 6 % in. (24.3 x 16.8 cm)

Merrill C. Berman collection
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Grimm glimm goimm bimbimm faebr Erafiig beginnes) "
Grimm glimm grimm bimbimm
Grimm glimm grimm. bimbimm
Geimm glimm gnirom bimbimm
Grimm glimm jgnimm bimbimem
Grimm glmm gnimm bimbimm
Grimm glimm gnimm bimbimms
Grimm glimm gaimm bimbimm

Bumm bimbimm bamm bimbimm "
Bumm bimbimm bamm bimbimm
Bumm bimbimm bamm bimbimm
Bumm bimbimm bamm bimbimm

Bemm bemm "
Bemm bemm
Bemm bemm
Bemm bemm

kodenz(ad libitum ) (o dieser stelle folgt die kadenz die badens
hann vom vortragenden auy teilen der ganzen somale nes gestaltet
werden. ich laise statt dessen bier eine allgemeine badenz mit nenen
themien folgen )

Priimisil Vg
Priimiiricei
Pridmiiien 100 7

Priimiititti s
Priimiiriet:
Priimiirizzi

Eg

Priimiititri tootas 17a

Priimiititt tootas

Primiititti tuutas
Priimiitieti routas

Prifmiititei tootastuy 7
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Priimiinitti tootaatun
Priimiicirti fuutaatoo
Priimiitieti nusczatoo
Tarea rana tuutaa (oo
Tarea ratta fuutaa (00

eraras—— VEILCHE N=

1211

Tara rana ruiiBe miife
Tatea ratta tuliBe milEe
Tarea rasra ruiiBp twiiEe
Tata taa tuiiEe puiike

Tilla lalls cifls Jalla
Tilla lalls tifls lalla
Tilla lalla cilla lalla
Tills lalla cilla lalla
Tuii vwii i ouii
T vusii o i
Tee tee tee tee
Tee 1ee tee tee
Tudi neii ruii ol
Tuii vwii nadi oid
Tee e tec tee
Tee tee toe tee

Taea catta cuiiBe ruitfe
Tama ras ruiiEe miibe
Tatra rama tuiiEe rwiike
Tama rana twiiBe wiife
Tilla lalla cilla lalls
Tilla lalla cilla lalla
Tilla lalla cilla lalla
Tilla lalla cilla lalls

Tuii meii ouii ¢

Tudi vl cuii ¢
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HEFT

Eine kleine Sammiung von Merz-Dichtungen aller Art

= Wt it

1931

MERZ-VERLAG, HANNOVER, WALDHAUSENSTRASSE 5

42,

“Erstes Veilchenheft” [First
violet issuel, Merz, no. 21 (1931)
Letterpress on paper

8% x 12 Y in. (21.3 x 316 cm)
Merrill C. Berman collection

43.

Kurt Schwitters (text) and
Jan Tschichold (typography)
“Ursonate” issue, Merz,

no. 24 (1932).

Letterpress on paper

8 %6 x5/ in. (211 x 149 cm)
Lafuente archive




bLb.,

Poster for Opel-Tag: Grosser Auto
Blumen Korso [Opel Day: Great car
and flower parade], 1927

Lithograph on paper

33%x 23 % in. (851 x 60.3 cm)

Merrill C. Berman collection

Large text at center reads, “Pramierung
der am schonsten dekorierten Wagen”
[A prize for the most beautifully decorated
car]; poster printed in Schwitters’ own
“Systemschrift” typeface

PEL-TAD 24

o i
GROSSER AUTO BIUMEN KORS0

ABFAHRT TOUHR VONDEN OPEL WERKSTRTIEN. MAINZER LANDSTRASSE
UBER BAHNHOF. KRISERSIR.ZEL ANLAGE, BOCKENH.LDSTR.VIKTORIA:
ALLEE ZUM AUSSTELLUNGGELANDE .

ANKUNFT 1130UHR.

PRAMIERUNG DER
AM SLHONSIEN DEKORIERTEN WAGEN.

AB16UHR FESTKONZERT DER OPEL-KAPELLE.

UM23UHR VERLOSUNEG VON EINEM OPEL-WAGEN UND
20 OPEL-FAHRRADERN.
KONZERT DES
AUSSTELLUNGS-ORMHESIERS.

EINTRITTIM.

MIT JEDER EINTRITTSKARTE WIRD EIN eI FREIIOS HUEEEEEBEN

IWUSTEN & CLERRNKTURT AM SYSTEMSIHAIFT. K SEWITIERS . F.



46.

Das Lose-Blatt-Buch [The loose-leaf book],
brochure for Edler & Krische Hannover,

TT B H Geschéftsbiicherfabrik [business ledger
- - and book manufacturer], ca. 1927-28
. ik i Letterpress on paper
mit den Fiihrungsstangen 1% x 8% in. (298 x 21 e
3 Y --I 33

Merrill C. Berman collection
E 4

7

//
kleines

LINIATUREN

MUSTERBUCH

EDLER&KRISCHE
HANNOVER

ol
GESCHAFTSBUCHERFABRIK D R
<o Bl et S ] EDLER&KRISCHE

KOUN AM RHEIN. HERZOGSTRASSE NR. 8 HANNOVER

GESCHAFTSBUCHERFABRIK

45.

Kleines Liniaturen Musterbuch [Small sample
brochure of ruled books] for Edler & Krische
Hannover, Geschéftsbiicherfabrik [business
ledger and book manufacturer], ca. 1927-28
Letterpress on paper

5% x 8% in. (149 x 21.3 cm)

Merrill C. Berman collection

62



47.

Gebrochenes grosses U fiir dadA
[Broken large U for dadAl, 1928
Collage on paper

12% x 9 Y in. (32 x 24 cm)
Private collection

Fundacion Juan March
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52,

Envelope for the exhibition Dammerstock-
Siedlung: Die Gebrauchswohnung [Dammerstock
housing estate: The functional dwelling], 1929
Letterpress on paper

5 Wi x 6 %5 in. (145 x 16.2 cm)

Merrill C. Berman collection

53.

Postcard for the exhibition Dammerstock-
Siedlung: Die Gebrauchswohnung [Dammerstock
housing estate: The functional dwelling], 1929
Letterpress on paper

4% x5 /8in. (105 x 149 cm)

Merrill C. Berman collection

Addressed to Hannes Meyer, Walter Gropius's
successor as director of the Bauhaus

54.

Brochure with ground plan of the exhibition
Dammerstock-Siedlung: Die Gebrauchswohnung
[Dammerstock housing estate: The functional
dwelling], 1929

Letterpress on paper

8 % x 1 % in. (213 x 29.8 cm)

Merrill C. Berman collection

Fundacion Juan March



50.

Exhibition catalogue for Dammerstock-
Siedlung: Die Gebrauchswohnung
[Dammerstock housing estate: The functional
dwelling] (Karlsruhe: Landeshauptstadt
Karlsruhe, 1929)

Letterpress on paper

8 Vi x 1% in. (21x 298 cm)

Lafuente archive

66



51 i :
Poster for the exhibition Dammerstock- | . : . - ;

Siedlung: Die Gebrauchswohnun A
Do vom 29. 9. bis zum 27.10.1929
Lithograph on paper oberleitung professor dr. walter gropius.
32 % x 227/ in. (829 x 581cm)

Merrill C. Berman collection

67



celler volks-mobel

VI gut konstruierte metallmobel fir niedrigen preis
M nach entwiirfen von architekt otto haesler, celle

nr. 5 der runde klapptisch musterschutz nr. 1106160
lackiertes stohlgestell = klappplotte ous gebeiztem sperrholz = stitze in
der mitte, ausreichend raum fir die fiBe - zusommenlegbar = beim auf-

bewahren geringer roumverbrauch

[ TR W GHT s e oeee — 0 = {]
metallwarenfabriken altona-celle

celle in hannover drohtanschrift: metallbett celle, fernruf celle nr. 3779 und 3780

typ. schwitters

drudc:  schrdar

55. 56.

Brochure for inexpensive metal furniture Advertisement for Celler Volks-Mébel,
designed by architect Otto Haesler for Celler Metallwarenfabriken [Celle “People’s Furniture,”
Volks-Mébel [Celle “People’s Furniture”], metal wares factories], Altona-Celle, ca. 1929
Hanover, ca. 1929 Lithograph on board

Letterpress on paper M % x 8 Vuin. (298 x 21cm)

1% x 8 Vuin. (298 x 21cm) Merrill C. Berman collection

Merrill C. Berman collection

68



KRANKENHAUS 1l HANNOVER whl

mrmssunesst:mim

Krankenhaus-Direktion 1.
LA

57.

Discharge certificate for the Krankenhaus Il

[Hospital I1], issued by the Stadtverwaltung

Hannover [Hanover Town Council], ca. 1929

Letterpress on paper -
5% x 8 %sin. (146 x 211 cm) E‘: 2
Merrill C. Berman collection

Questionnaire for the Stadtisches
Tuberkulosekrankenhaus Heilstatte Heidehaus
[State Tuberculosis Hospital, Sanitorium
Heidehaus], issued by the Stadtverwaltung
Hannover [Hanover Town Council], ca. 1929
Letterpress on paper

1% x 8 Vuin. (298 x 21 cm)

Merrill C. Berman collection

60.

Invoice for Buchdruckerei Buchbinderei Wilhelm
Schréer [Wilhelm Schréer Printing House and
Bindery], Hanover, ca. 1929

Letterpress on paper

11 e x 8 %6 in. (29.7 x 20.8 cm)

Merrill C. Berman collection

D o

aus - _W'dﬁ.ham L]
TAEE in das Stadrisch L fg

und heute entlassen.

r_uﬁnmm, den w N 19

ey

m %Wmumiﬁlmm fv

sine  Hilfsbedirftigen, d  am

VERNEHMUNC

1%

Fundacion Juan March

Letterhead for the Stadtisches
Tuberkulosekrankenhaus
Heilstatte Heidehaus,
Stadtverwaltung Hannover
[State Tuberculosis Hospital,
Sanitorium Heidehaus], issued
by the Stadtverwaltung
Hannover [Hanover Town
Council], ca. 1929

Letterpress on paper

4% x 7% in. (125 x 197 cm)
Merrill C. Berman collection

69



70

Tel-PACKUNG

ERHALT DIE WARE
FRISCH U. KNUSPERIG

H.BAHLSENS
HKEKS-FABRIK
HANNOVER

61.

Advertisement for Leibniz-Keks [Leibniz
Cookies], H. Bahlsens Keks-Fabrik [Hermann
Bahlsen’s Cookie Factoryl, Hanover, ca. 1929
Letterpress on board

10 Va x 6 7 in. (26 x 175 cm)

Merrill C. Berman collection

62.

Advertisement for Leibniz-Keks [Leibniz
Cookies], H. Bahlsens Keks-Fabrik [Hermann
Bahlsen’s Cookie Factory], Hanover, ca. 1929
Letterpress on board

5% x7in. (146 x 178 cm)

Merrill C. Berman collection

|EIBNIZ-
KEKS

ET TET-PACKUNG

ERHALT DIE WARE
FRISCH U. KNUSPERIG

H.BAHLSENS
KEKS-FABRIK A-G-
HANNOVER

Drech von Placher & Wittig In Leipeg



63.

Advertisement for Leibniz-Keks [Leibniz Cookies],
H. Bahlsens Keks-Fabrik [Hermann Bahlsen’s Cookie
Factory], Hanover, ca. 1929

Letterpress on paper

5% x7in. (137 x 178 cm)

Merrill C. Berman collection

64.

Postcard for Leibniz-Keks [Leibniz Cookies], H.
Bahlsens Keks-Fabrik [Hermann Bahlsen’s Cookie
Factory], Hanover, ca. 1929-30

Letterpress on card

4% x5 % in. (105 x 146 cm)

Merrill C. Berman collection

69.

Invoice for H. Bahlsens Keks-Fabrik [Hermann
Bahlsen’s Cookie Factoryl, Hanover, ca. 1929-30
Lithograph on paper

11x 8% in. (279 x 219 cm)

Merrill C. Berman collection

Dated July 9, 1930, and addressed to

Firma Hans Feil in Klagenfurt

LEIBNIZ-
KEKS

HBAHLSENS
KEKS-FABRIK A'G-
HANMOVER

st ® 0 PNANGERK

TET PACKUNG
ERHALT DIE WARE
FRISCH UND KNUSPERIG

H.BAHLSENS KEKS-FABRIK K-G, HANNOVER
FERNRUF: SAMMEL-NR. 66041 /| TEL.-ADR.: KEKSBAHLSEN HANNOVER
REICHSBANK-GIRO-KONTO | POSTSCHECK-KONTO HANMOVER NR. 32
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ORI 0 bR

Deinen Fahrschein,
Deinen alten,

Darfst Du gern fur

Dich behalten.
el PG LA

THI il !
10

Rechte Hand amrechten Griff
So steig ein beim Abfahrtspfiff

ERE L VLY =5

il einsteigen

- > CAunt 5 =]
St_ei st Du aus, merk Dir den Kniff
Linke Hand am linken Griff

Reiseziel und Strecke melde

Zahle stes Ie;m Gelde

i 77 | 2 I s e 8

'Wenn der L:chaffr_}?tr
| Zahle. Dich vergift,

wenn Du ehrlich bist

65.

Kurt Schwitters (design) and Hermann Strodthoff (text)
Notice for display in streetcar, for Ustra (Uberlandwerke
und Strassenbahnen Hannover A.-G. [Hanover Electric
Plants and Streetcars, Inc.]), ca. 1929

Lithograph on card

6% x12in. (156 x 305 cm)

Merrill C. Berman collection

Slogan reads, “Deinen Fahrschein, Deinen alten,/ Darfst Du
gern fur Dich behalten” [Your ticket, though it's used and
spent,/ Do keep it safe, untorn, unrent.]

66.

Kurt Schwitters (design) and Hermann Strodthoff (text)
Notice for display in streetcar, for Ustra (Uberlandwerke
und Strassenbahnen Hannover A.-G. [Hanover Electric
Plants and Streetcars, Inc.]), ca. 1929

Lithograph on card

87> x121in. (216 x 305 cm)

Merrill C. Berman collection

Slogan reads, “Rechte Hand am rechten Griff/ So stieg ein
beim Abfahrtspfiff/ Steigst Du aus, merk Dir den kniff/ Linke
Hand am linken Griff” [Your right hand on the right-hand
handle:/ That's how you get on when the whistle blows./ And
when you're leaving, here’s the trick:/ Your left hand on the
left-hand handle goes.]

67.

Kurt Schwitters (design) and Hermann Strodthoff (text)
Notice for display in streetcar, for Ustra (Uberlandwerke
und Strassenbahnen Hannover A.-G. [Hanover Electric
Plants and Streetcars, Inc.], ca. 1929

Lithograph on card

675 x121in. (156 x 305 cm)

Merrill C. Berman collection

Slogan reads, “Reiseziel und Strecke melde/ Zahle stets
mit kleinem Gelde” [Inform us of your route and where

you want to go;/ And then to pay us please use small
change, once we know.]

68.

Kurt Schwitters (design) and Hermann Strodthoff (text)
Notice for display in streetcar, for Ustra (Uberlandwerke
und Strassenbahnen Hannover A.-G. [Hanover Electric
Plants and Streetcars, Inc.]), ca. 1929

Lithograph on card

5 %6 x 121in. (13.2 x 305 cm)

Merrill C. Berman collection

Slogan reads, “Wenn der Schaffner Dich vergiBt,/ Zahle, wenn
Du ehrlich bist” [Distracted conductors might not see you
there;/ Assuming you're honest, you'll pay them your fare.]



F'l TOPOGRAPHIE DER TYPOGRAPHIE DIE NEUE F'l
von EL LISSITZKY . GESTALTUNG

(ous Zeitschrift Merz vom Juli 1923)

. Die Warter des gedruckten Bogens werden abge- iN D ER TYPOG RAPH I E

sahen, nlditobghibr, - VON KURT SCHWITTERS
2. Durch kenventionelle Werte teilt man Begriffe mit,
durch Buchstaben soll der Begriff gestaltet werden. HANNOVER / WALDHAUSENSTR. 5
3. Okonomie des Ausdrucks - Optik anstatt Phonetik. Prinalp der Peinalp dar
4. Die Gestaltung des Buchraumes durch das Material ORIERTIERING INRERLIG
des Satzes nach den Gesetzen der typographisch |
Mechanik mufl den Zug- und Drucksy des

Inhalts entsprechen.
. Die Gestaltung des Buchraumes durch das Material
der Klischees, die die neve Optik realisieren. Die
listische Realitat des vervollk

tn

Al..rges.
6. Die kontinuierliche Seitanfolge — das bioskapisch
Buch.
7. Das neue Buch fordert den neven Schrift- Steller.
Tintenfafl und Génsekiel sind tot. |
8. usw. |
Bewahren Sie disses Heftchen ouf, es folgen In dor Sere B °

ondere Hofte Gber die Druckgestaltung verschiedener Spezial-
gebiete, EURT SCHWITTERS

Y

73.

Die neue Gestaltung in der Typographie [The new
formation in typography], brochure (Hannover, 1930)
Letterpress on paper

5% x4 Y. in. (149 x 10.8 cm)

Merrill C. Berman collection

72.

Reichsforschungs-Gesellschaft fir Wirtschaftlichkeit
im Bau- und Wohnung 1 [National R h
Society for Economical Construction and Housing],

Die billige, gute Wohnung: Grundrisse zum
zusétzlichen Wohnungsbau [The inexpensive, good
dwelling: Outlines for additional housing], brochure
(Berlin: Die Baugilde, 1930)

Letterpress on paper

11 e x 8 Y in. (297 x 21 cm)

Merrill C. Berman collection
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DRUCKSACHE

MERZ-WERBE

KURT SCHWITTERS
HANMNOVER
WALDHAUSENSTRASSE 5

KURT SCHWITTERS

SCHRIFTSTELLER

Hannover, Waldhaufenftr. 5

75.

Envelope with return address for

“Kurt Schwitters Schriftsteller”

[Kurt Schwitters, writer], ca. 1930
Letterpress on paper

4% x 6 % in. (114 x 16.2 cm)

Merrill C. Berman collection

Addressed to Piet Zwart and used to mail
brochure, Die neue Gestaltung in der
Typographie [The new design in typography]
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74.

Envelope for Merz-Werbe Kurt
Schwitters [Merz Advertising Kurt
Schwitters], ca. 1930

Letterpress on paper

4% %6 %in. (111x 162 cm)

Merrill C. Berman collection

Enclosed with brochure, Die neue
Gestaltung in der Typographie [The new
design in typography]

u.c

WERBE-GESTALTUNG

KURT SCHWITTERS

HANNOVER
WALDHAUSENSTR.5 - FERNRUF 28746

Bitte lesen Sie dieses kleine
Heftchen sorgfdltig, um zu

prifen, ob in dieser Weise
gestaltete Drucksachen auch
lhrenBetriebférdernkénnten
Dann kommen Sie zu mir.

Falls Sie meinen Besuch win-
schen, bitte ich um Nachricht.

76.

Flyer advertising Werbe-
Gestaltung Kurt Schwitters
[Advertising Design Kurt
Schwitters], 1930
Letterpress on paper

5% x 4 V.in. (149 x 108 cm)
Merrill C. Berman collection
Enclosed with theoretical treatise
Die neue Gestaltung in der
Typographie [The new design
in typography]



STADTISCHES WOHLFAHRTSAMT HANNOVER, den 19
Friedrichstrafie 17

HEINRICH ZILLE

Wir haben lhnen und vom an b
eine Unterstiitzung bewilligt. f \I
Die Unterstiitzung wird monatlich im voraus von der Wohlfohriskasse gezahlt.

Diese Benachrichtigung und die Ki llkarte des Arbeitsamis sind bei der Zahlung vorzuzeigen.

Eink anderungen der Untersti und der unterhaltspflichtigen Angehdrigen, sowie

das Ableben der Unterstiitzten sind uns sofort mitzuteilen.

HERRN
FRAU
-STRASSE Nr.
138 Aktenzeichen Liste
e EINTRITT RM 1.—, fiir Mitglieder frei, fir Lehrer u, Studierende RM 0.50
Gruppenfihrungen pro Schiler RM 0.20.
JAHRESBEITRAG fir Mitglieder {Familienkarte) vom 1. Oktober 1931 bis
30. Seplember 1932 gillig RM 15.—, fiir Forderer RM 50.—.  Postscheck-
konto: Nr. 25242 Hannover.
77. GECFFNET: 10 bis 13.30 Uhr und 14 bis 19 Uhr, Sonntags: 11 bis 13 Uhr,
FOHRUNGEN: Sonnabend 17, Okiober, 17 Uhr; Sonntag, 18. Oktober,
Form declaring payment allotment 81. 11.30 Uhr; Sonntag, 1. Movember, 11.3¢ Uhr
 pee UMSER AUSSTELLUNGS- UND VORTRAGS-PROGRAMM siehe 6. Seil
from the Stadtisches Wohlfahrtsamt Exhibition catalogue for Heinrich % K-s-‘.;:gs 2 e
[Municipal Welfare Office] issued Zille, October 1-November 1, 1931
by the Stadtverwaltung Hannover (Hanover: Kestner-Gesellschaft, KESTN ER'GESELLSCHAFT HANNOVER
[Hanover Town Council], ca. 1930 [1931D) 115. AUSSTELLUNG VOM 1. OKT. BIS 1. NOV. 1931
Letterpress on paper Letterpress on paper
5% x 8 V4in. (149 x 21 cm) 7% x5 % in. (197 x 14.3 cm)
Merrill C. Berman collection Merrill C. Berman collection



AUCH SIE

KONNEN

bei den jetzigen Preisen
abonnieren

im OPERNHAUS
wmdSCHAUSPIELHAU

Aam<0ZZ>T N ZmZIcw mIAw—-Od-n

Die Theaterkassen erteilen jede Auskunft!

Bestellungen bis zum 15. Juni

Typ: Schwitiers LIRS —

78.

Advertising flyer for subscriptions to the Opera House
and Playhouse of the Stadtische Biihnen Hannover
[Hanover Municipal Theaters], ca. 1930

Letterpress on paper

878 x6 Ve in. (225 x 17 cm)

Merrill C. Berman collection

Slogan reads, “Auch Sie kénnen bei den jetzigen

Preisen abonnieren” [Even you can subscribe with

the current prices]

76

STADTISCHE BUHNEN HANNOVER
SPIELZEIT 1930731

79.

Advertising brochure for subscriptions to the Opera
House and Playhouse of the Stadtische Biihnen
Hannover [Hanover Municipal Theaters], 1930
Letterpress on paper

8":x5%in. (21 x 146 cm)

Merrill C. Berman collection

Slogan reads, “Weshalb Sind Sie nicht im Opernhause und
im Schauspielhause abonniert?” [Why aren’t you subscribed
to the Opera House and Playhouse?]



80.

Untitled (Lzer Cassel), ca. 1931
Collage on paper

6 %6 x5 Vi in. (167 x 128 cm)
Private collection

Fundacion Juan March
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STADTISCHE
BUHNEN
HANNOVER

STADTISCHE
BUHNEN
HANNOVER

OPERNHAUS
L it

OPERNHAUS

82. 83.

Brochure for Stadtische Biihnen Hannover, Brochure for Stadtische Biihnen Hannover,
Opernhaus [Hanover Municipal Theaters, Opernhaus [Hanover Municipal Theaters,
Opera House], 1929-30 Opera House], 1930-31

Letterpress on paper Letterpress on paper

9% x 6 % in. (239 x 16.8 cm) 9V x 6 s in. (241 x 175 cm)

Merrill C. Berman collection Merrill C. Berman collection

]
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84.

OPERNHAUS

STADTISCHE
BUHNEN
HANNOVER

%

Brochure for Stadtische Biihnen Hannover,
Opernhaus [Hanover Municipal Theaters,
Opera House], ca. 1932

Letterpress on paper

8 %6 x 6 V4 in. (217 x 159 cm)

Merrill C. Berman collection

SCHAUSPIELHAUS

STADTISCHE
BUHNEN
HANNOVER

TeT

g

Brochure for Stadtische Biihnen Hannover,
Schauspielhaus [Hanover Municipal Theaters,
Playhouse], 1932

Letterpress on paper

8% x 6 :in. (219 x 159 cm)

Merrill C. Berman collection

79



80

STADTISCHE BUHNEN HANNOVER

Spiel- und Probenplan vom 22. bis 30. Mai 1932

86.

Poster for Stadtische Biihnen Hannover
[Hanover Municipal Theaters], heading
typeface designed by Schwitters, 1932
Lithograph on paper mounted on paper
18 % x 13 V2 in. (511 x 381 cm)

Tag Opernhaus Pren| Ab,  Schauspleihaus Opernpraben Schausplalpraben Merrill C. Berman collection
e 7 Pva - 7
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87.

Designer unknown

Poster for Stadtische Biihnen Hannover
[Hanover Municipal Theaters], 1937
Lithograph on paper mounted on paper
21x16 % in. (533 x 42.5 cm)

Merrill C. Berman collection

Issued after Kurt Schwitters’ contract was
canceled and the typeface reverted to
Fraktur (“Gothic” or Blackletter)

Fundacion Juan March




Fundacion Juan March

Untitled (VINSTRE), 1936-37
Collage on paper

183 % x 9 % in. (34 x 245 cm)
Guillermo de Osma, Madrid



89.

Blue Ivory, 1946

Collage and oil on cardboard
9x7%in. (229 x 191 cm)
Private collection

Fundacién Juan March

83



90.

Falling Red, 1947

Collage

14 x 12 %e in. (369 x 31.3 cm)
Private collection

84

Fundacion Juan March



91.

Mackintosch, 1947

Collage on paper

14 x 1 Ve in. (355 x 282 cm)
Private collection

Fundacion Juan March
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Except where otherwise indicated,
all works are by Kurt Schwitters.
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1

Cover for Der Sturm [The storm] 10,
no. 4 (1919)

Letterpress on paper

17 x 8 Vs in. (30.2 x 206 cm)

Merrill C. Berman collection

2,

Cover for Kurt Schwitters, Anna
Blume: Dichtungen [Anna Flower:
Literary works], Die Silbergaule 39-40
(Hanover: Paul Steegeman, 1919)
Lithograph on paper

8% x5 Vs in. (219 x 144 cm)

Lafuente archive

3.

Cover for Christof Spengemann, Die
Wahrheit iiber Anna Blume: Kritik der
Kunst; Kritik der Kritik; Kritik der Zeit
[The truth about Anna Flower: Critique
of art; critique of criticism; critique of
the times] (Hanover: Der Zweemann
Verlag, 1920)

Lithograph on paper

8 e x 5 /2in. (22 x 14 cm)

Lafuente archive

4.

Die Kathedrale: 8 Lithos von Kurt
Schwitters [The cathedral: 8 lithographs
by Kurt Schwitters], Die Silbergaule
41-42 (Hanover: Paul Steegemann
Verlag, 1920)

Lithograph and collage (cover)

on paper

86 x 5 % in. (224 x 14.3 cm)

Merrill C. Berman collection

5.

Cover for Melchior Vischer, Sekunde
durch Hirn, Ein unheimlich schnell
rotierender Roman [Seconds through the
brain: An uncannily fast-rotating novel],
Die Silbergaule 59-61 (Hanover: Paul
Steegemann Verlag, 1920)

Lithograph on paper

86 x 5 % in. (225 x 146 cm)

Merrill C. Berman collection

6.

Cover for Melchior Vischer, Sekunde
durch Hirn, Ein unheimlich schnell
rotierender Roman [Seconds through
the brain: An uncannily fast-rotating
novel], Die Silbergéule 59-61 (Hanover:
Paul Steegemann Verlag, 1920)
Lithograph on paper

876 x 5% in. (225 x 146 cm)

Lafuente archive

7.

MZ192,1921

Collage and watercolor with newspaper,
gilt paper, and cloth

4 %6 x 3% in. (122 x 95 cm)

Private collection

8.

Cover for Kurt Merz Schwitters, Die
Blume Anna: Die neue Anna Blume;

eine Gedichtsammlung aus den Jahren
1918-1922 [The flower Anna: The new
Anna Flower; a collection of poems from
the years 1918-1922] (Berlin: Verlag Der
Sturm, 1922)

Letterpress on paper

Catalogue of works on display

946 x 6 Vi in. (25 x 17 cm)
Merrill C. Berman collection

9.

Cover for Kurt Merz Schwitters, Die
Blume Anna: Die neue Anna Blume;
eine Gedichtsammlung aus den Jahren
1918-1922 [The flower Anna: The new
Anna Flower; a collection of poems from
the years 1918-1922] (Berlin: Verlag Der
Sturm, 1922)

Letterpress on paper

87 x5 %6 in. (225 x 15 cm)

Lafuente archive

10.

MZ 347 Gaahden, 1922

Collage on paper

7 %6 x5 %6 in. (192 x 131 cm)

Galeria Leandro Navarro, Navarro-Valero
collection

1.

Kurt Schwitters and Theo van
Doesburg

Poster for Kleine Dada Soirée [Little
Dada soirée], 1922-23

Lithograph on paper

1% x 1% in. (30.2 x 29.8 cm)

Merrill C. Berman collection

12.

Untitled (Amsterdam), 1923
Stamp drawing and collage
84 x5 ¥4 in. (209 x 14.6 cm)
Merrill C. Berman collection

13.

Flyer for “Banalitaten” [Banalities] issue,
Merz, no. 4 (July 1923), ca. 1920-23
Letterpress on paper

5 %6 x 3 %6 in. (141 x 91 cm)

Merrill C. Berman collection

Text declares,"Merz klebt, leimt, kittet alles
und Merz kampft gegen Extremes!” [Merz
sticks, glues, and cements everything, and
Merz fights against extremes!]

14.

“Holland Dada” issue, Merz, no. 1
(January 1923)

Letterpress on paper

8 Wis x 5 % in. (221 x 141 cm)
Merrill C. Berman collection

15.

“Nummer i” [i issuel, Merz, no. 2
(April 1923)

Letterpress on paper

8% x5%e6in. (222 x 141 cm)
Merrill C. Berman collection

16.

“Banalititen” [Banalities] issue,
Merz, no. 4 (July 1923)
Letterpress on paper

9% x5%in. (232 x 146 cm)
Merrill C. Berman collection

17.

“Banalitaten” [Banalities] issue, Merz,
no. 4 (July 1923): 38-39

Letterpress on paper

9% x5 % in. (23 x 146 cm)

Lafuente archive
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18.

“Imitatoren watch step!” [Imitators,
watch step!] issue, Merz, no. 6
(October 1923)

Letterpress on paper

8% x5 in. (22.2 x 144 cm)

Merrill C. Berman collection

Alternate issue title on back cover, “Arp
no. 1: Propaganda und Arp” [Arp no. 1:
Propaganda and Arp]

19.

Advertising poster for Merz, including
the artist’s poem “Anna Blume” and
collage Kirschbild [Cherry picturel,
ca. 1923

Letterpress on paper

18 75 x 23 in. (46 x 584 cm)

Merrill C. Berman collection

20.

Advertising flyer for Allgemeines Merz
Programm [General Merz program], 1923
Letterpress on paper

12 x 8 % in. (305 x 21.3 cm)

Merrill C. Berman collection

21.

Merz, no. 7 (January 1924)

Letterpress on paper

12 % x 9 V. in. (314 x 235 cm)

Merrill C. Berman collection

Text on cover reads, “Merz ist Form.
Formen heil3t entformeln” [Merz is Form.
Form means metamorphosis] (for the
neologism entformeln, see Elderfield, Kurt
Schwitters [New York, 1985], 163)

22,

Kurt Schwitters and El Lissitzky
“Nasci” issue, ed. Schwitters and
Lissitzky, Merz, nos. 8-9 (April-July
1924)

Letterpress on paper

12 x 9 V4 in. (305 x 235 cm)

Merrill C. Berman collection

Text on cover reads, “Natur von Lat. nasci
d.i. werden oder entstehen heisst alles,
was sich aus sich selbst durch eigene
Kraft entwickelt gestaltet und bewegt”
[Nature—from Latin nasci, i.e, to become

88

or to come into being—signifies everything
that by itself, of its own power, develops,
takes shape, and moves.]

23,

Kurt Schwitters and El Lissitzky

Cover for “Nasci” issue, ed. Schwitters
and Lissitzky, Merz, no. 8-9 (April-July
1924)

Letterpress on paper

12x 9 V4 in. (305 x 235 cm)

Merrill C. Berman collection

24,

Kurt Schwitters and El Lissitzky
“Nasci” issue, ed. Schwitters and
Lissitzky, Merz, nos. 8-9 (April-July
1924)

Letterpress on paper

12 x 9 V4 in. (305 x 235 c¢cm)

Lafuente archive

25,

“Typoreklame: Pelikan-Nummer”
[Typographic advertising: Pelikan issuel,
Merz, no. 11 (November 1924)

Letterpress on paper

MY x8%in. (292 x 222 cm)

Merrill C. Berman collection

26.

“Typoreklame: Pelikan-Nummer”
[Typographic advertising: Pelikan issuel,
Merz, no. 11 (November 1924): 91-92
Letterpress on paper

1% x 8% in. (29 x 22.2 cm)

Lafuente archive

27.

Kurt Schwitters and Kate Steinitz
Die Mérchen vom Paradies [The
fairy tales from Paradise] (Hanover:
APOSSverlag, 1924)

Letterpress on paper

10 "6 x 8 %8 in. (27.2 x 212 cm)
Lafuente archive

Reprinted as Merz, nos. 16-17 (1925)

28.
Envelope for Merz Werbezentrale [Merz
Advertising Agency]

Letterpress on paper
87 x 1% in. (225 x 295 cm)
Merrill C. Berman collection

29.

Kurt Schwitters, Kate Steinitz, and
Theo van Doesburg

“Die Scheuche” [The scarecrow] issue,
Merz, nos. 14-15 (1925)

Letterpress on paper

8% x 9 %in. (206 x 244 cm)

Merrill C. Berman collection

30.

Kurt Schwitters, Kate Steinitz, and
Theo van Doesburg

Die Scheuche: Marchen [The scarecrow:
Fairy tale] (Hanover: APOSSverlag,
1925)

Lithograph on paper

6 Ve x 4 Vain. (203 x 245 cm)

Lafuente archive

31.

Postcard, “Einladung zum Merzabend”
[Invitation to Merz evening], 1925
Letterpress on card

6 s x 4 Ysin. (156 x 105 cm)

Merrill C. Berman collection

Filled in, in Schwitters” hand, specifying
date and location: November 21,1925, at
the artist's home (WaldhausenstraBe 5)

32.

Theo van Doesburg

Receipt for subscription to the journal
De Stijl, 1924-25

Ink and pencil, and letterpress on paper
4% x 11 e in. (108 x 29.7 cm)

Merrill C. Berman collection

Made out to Bauhaus student Alma
Buscher by Kurt Schwitters

33.

Kurt Schwitters liest Marchen vor

[Kurt Schwitters reads fairy tales],

ca. 1925

Photocollage with printed letters, printed
wrapper, handwriting, cut paper, and paste
13 %x 9 Vs in. (34.3 x 24 cm)

Merrill C. Berman collection

34.

Demonstration of principles of graphic
design, in issue titled “Bugra-Messe,” i.e.,
Buchgewerblich-graphische Mustermesse
des Deutschen Buchgewerbevereins
[Book and Graphic Arts Fair of the
German Book Trade Association], Archiv
fiir Buchgewerbe und Gebrauchsgraphik
[Archive for book craft and applied
graphic art], 62, nos. 1-2 (Spring 1925):
opp. p. 24

Lithograph on paper

12%x9 % in. (314 x 238 cm)

Merrill C. Berman collection

35.

Order card for publications of the APOSS-
Verlag from the series Neue Architektur
[New architecture] and Marchen unserer
Zeit [Fairy tales of our time], 1925
Letterpress on paper

5% x 8% in. (149 x 216 cm)

Merrill C. Berman collection

36.

Postcard for Merz Werbezentrale
[Merz Advertising Agency], 1925-27
Letterpress on card

4 Y x 6in. (105 x 15.2 cm)

Merrill C. Berman collection

Slogan reads, “Die gute Reklame ist billig”
[Good advertising is cheap]

37.

Postcard for Merz Werbezentrale
[Merz Advertising Agency], ca. 1926
Letterpress on card

4 Y x 5% in. (105 x 146 cm)

Merrill C. Berman collection

38.

Flyer for Merzwerbezentrale [Merz
Advertising Agency], 1926-27
Letterpress on paper

M x11in. (279 x 279 cm)

Merrill C. Berman collection

39.

Postcard, “Einladung zum Merz
Vortragsabend” [Invitation to Merz
lecture eveningl, 1926



Letterpress on card

5% x 4 %6 in. (14.8 x 106 cm)

Merrill C. Berman collection

Featuring “Dichtungen: Groteske, Satire,
Lyrik, Epik, dada, Urlautdichtungen” [poems:
grotesque, satire, lyric, epic, Dada, and
primal sound poetry] by Kurt Schwitters

40.

“Katalog der Grossen Merzausstellung”
[Catalogue of the Great Merz Exhibition]
issue, Merz, no. 20 (March 1927)
Letterpress on paper

9 %6 x 6 % in. (243 x 168 cm)

Merrill C. Berman collection

4.

“Katalog der Grossen Merzausstellung”
[Catalogue of the Great Merz Exhibition]
issue, Merz, no. 20 (March 1927)
Letterpress on paper

9 %6 x 6 % in. (243 x 168 cm)

Lafuente archive

42,

“Erstes Veilchenheft” [First violet issue],
Merz, no. 21 (1931)

Letterpress on paper

8% x 12 s in. (21.3 x 316 cm)

Merrill C. Berman collection

43.

Kurt Schwitters (text) and Jan Tschichold
(typography)

“Ursonate” issue, Merz, no. 24 (1932).
Letterpress on paper

8 %6 x5 8in. (211 x 149 cm)

Lafuente archive

44,

Poster for Opel-Tag: Grosser Auto Blumen
Korso [Opel Day: Great car

and flower parade], 1927

Lithograph on paper

332 x 23 ¥+ in. (851 x 60.3 cm)

Merrill C. Berman collection

Large text at center reads, “Pramierung
der am schonsten dekorierten Wagen” [A
prize for the most beautifully decorated
car]; poster printed in Schwitters’ own
“Systemschrift” typeface

45,

Kleines Liniaturen Musterbuch

[Small sample brochure of ruled

books] for Edler & Krische Hannover,
Geschéftsbiicherfabrik [business ledger
and book manufacturer], ca. 1927-28
Letterpress on paper

5% x 8% in. (149 x 21.3 cm)

Merrill C. Berman collection

46.

Das Lose-Blatt-Buch [The loose-leaf
book], brochure for Edler & Krische
Hannover, Geschéftsbiicherfabrik
[business ledger and book manufacturer],
ca.1927-28

Letterpress on paper

M % x 8 Vin. (298 x 21cm)

Merrill C. Berman collection

47.

Gebrochenes grosses U fiir dadA
[Broken large U for dadAl, 1928
Collage on paper

12 % x 9 7 in. (32 x 24 cm)
Private collection

48.

Poster for 97. Grosse Kunstausstellung
[97th great art exhibition], Kiinstlerhaus,
Hanover (February 24-April 14, 1929),
1929

Lithograph on board

13% x 18 78in. (38 x 48 cm)

Merrill C. Berman collection

49.

Exhibition catalogue for Dammerstock-
Siedlung: Die Gebrauchswohnung
[Dammerstock housing estate: The
functional dwelling] (Karlsruhe:
Landeshauptstadt Karlsruhe, 1929)
Letterpress on paper

8% x 1% in. (21 x 29.8 cm)

Merrill C. Berman collection

50.

Exhibition catalogue for Dammerstock-
Siedlung: Die Gebrauchswohnung
[Dammerstock housing estate: The
functional dwelling] (Karlsruhe:
Landeshauptstadt Karlsruhe, 1929)

Letterpress on paper
8Yu x 1% in. (21 x 298 cm)
Lafuente archive

51.

Poster for the exhibition Dammerstock-
Siedlung: Die Gebrauchswohnung
[Dammerstock housing estate: The
functional dwelling], 1929

Lithograph on paper

32 % x 22 5 in. (829 x 581 cm)

Merrill C. Berman collection

52.

Envelope for the exhibition
Dammerstock-Siedlung: Die
Gebrauchswohnung [Dammerstock
housing estate: The functional
dwelling], 1929

Letterpress on paper

5V x 6 Y6 in. (145 x 16.2 cm)

Merrill C. Berman collection

53.

Postcard for the exhibition
Dammerstock-Siedlung: Die
Gebrauchswohnung [Dammerstock
housing estate: The functional
dwelling], 1929

Letterpress on paper

4 Y x5 % in. (105 x 149 cm)

Merrill C. Berman collection
Addressed to Hannes Meyer, Walter
Gropius's successor as director of the
Bauhaus

54.

Brochure with ground plan of the
exhibition Dammerstock-Siedlung: Die
Gebrauchswohnung [Dammerstock
housing estate: The functional
dwelling], 1929

Letterpress on paper

8% x11%in. (213 x 298 cm)

Merrill C. Berman collection

55.

Brochure for inexpensive metal furniture
designed by architect Otto Haesler

for Celler Volks-Mobel [Celle “People’s
Furniture”], Hanover, ca. 1929

Letterpress on paper
1% x 8 Vuin. (298 x 21 cm)
Merrill C. Berman collection

56.

Advertisement for Celler Volks-Mébel,
Metallwarenfabriken [Celle “People’s
Furniture,” metal wares factories],
Altona-Celle, ca. 1929

Lithograph on board

1% x 8 Vuin. (298 x 21 cm)

Merrill C. Berman collection

57.

Discharge certificate for the
Krankenhaus Il [Hospital I1], issued
by the Stadtverwaltung Hannover
[Hanover Town Council], ca. 1929
Letterpress on paper

5% x 8 %6 in. (146 x 211 cm)

Merrill C. Berman collection

58.

Letterhead for the Stadtisches
Tuberkulosekrankenhaus Heilstatte
Heidehaus, Stadtverwaltung
Hannover [State Tuberculosis
Hospital, Sanitorium Heidehaus],
issued by the Stadtverwaltung
Hannover [Hanover Town Councill,
ca. 1929

Letterpress on paper

46 x 7% in. (125 x 197 cm)

Merrill C. Berman collection

59.

Questionnaire for the Stadtisches
Tuberkulosekrankenhaus Heilstatte
Heidehaus [State Tuberculosis Hospital,
Sanitorium Heidehaus], issued by the
Stadtverwaltung Hannover [Hanover
Town Council], ca. 1929

Letterpress on paper

1% x 8 Y in. (298 x 21 cm)

Merrill C. Berman collection

60.

Invoice for Buchdruckerei Buchbinderei
Wilhelm Schréer [Wilhelm Schroer
Printing House and Bindery], Hanover,
ca. 1929

89



Letterpress on paper
116 x 8 %6 in. (29.7 x 20.8 cm)
Merrill C. Berman collection

61.

Advertisement for Leibniz-Keks
[Leibniz Cookies], H. Bahlsens Keks-
Fabrik [Hermann Bahlsen’s Cookie
Factory], Hanover, ca. 1929
Letterpress on board

10 Y4 x 6 /8in. (26 x 175 cm)

Merrill C. Berman collection

62.

Advertisement for Leibniz-Keks [Leibniz
Cookies], H. Bahlsens Keks-Fabrik
[Hermann Bahlsen’s Cookie Factory],
Hanover, ca. 1929

Letterpress on board

5% x7in. (146 x 178 cm)

Merrill C. Berman collection

63.

Advertisement for Leibniz-Keks
[Leibniz Cookies], H. Bahlsens Keks-
Fabrik [Hermann Bahlsen’s Cookie
Factory], Hanover, ca. 1929
Letterpress on paper

5% x 7in.(137 x 1778 cm)

Merrill C. Berman collection

64.

Postcard for Leibniz-Keks [Leibniz
Cookies], H. Bahlsens Keks-Fabrik
[Hermann Bahlsen’s Cookie Factory],
Hanover, ca. 1929-30

Letterpress on card

4 Y x5 % in. (105 x 146 cm)

Merrill C. Berman collection

65.

Kurt Schwitters (design) and
Hermann Strodthoff (text)
Notice for display in streetcar, for
Ustra (Uberlandwerke und
Strassenbahnen Hannover A.-G.
[Hanover Electric Plants and
Streetcars, Inc.]), ca. 1929
Lithograph on card

6 8 x 12 in. (156 x 30.5 cm)
Merrill C. Berman collection
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Slogan reads, “Deinen Fahrschein, Deinen
alten,/ Darfst Du gern fur Dich behalten”

[Your ticket, though it's used and spent,/
Do keep it safe, untorn, unrent.]

66.

Kurt Schwitters (design) and Hermann
Strodthoff (text)

Notice for display in streetcar, for Ustra
(Uberlandwerke und Strassenbahnen
Hannover A.-G. [Hanover Electric Plants
and Streetcars, Inc.]), ca. 1929
Lithograph on card

87 x12in. (216 x 305 cm)

Merrill C. Berman collection

Slogan reads, “Rechte Hand am rechten
Griff/ So stieg ein beim Abfahrtspfiff/
Steigst Du aus, merk Dir den kniff/ Linke
Hand am linken Griff” [Your right hand

on the right-hand handle:/ That's how
you get on when the whistle blows./ And
when you're leaving, here’s the trick:/
Your left hand on the left-hand handle
goes.]

67.

Kurt Schwitters (design) and Hermann
Strodthoff (text)

Notice for display in streetcar, for Ustra
(Uberlandwerke und Strassenbahnen
Hannover A.-G. [Hanover Electric Plants
and Streetcars, Inc.]), ca. 1929
Lithograph on card

6 8 x 12 in. (156 x 30.5 cm)

Merrill C. Berman collection

Slogan reads, “Reiseziel und Strecke
melde/ Zahle stets mit kleinem Gelde”
[Inform us of your route and where you
want to go;/ And then to pay us please
use small change, once we know.]

68.

Kurt Schwitters (design) and Hermann
Strodthoff (text)

Notice for display in streetcar, for Ustra
(Uberlandwerke und Strassenbahnen
Hannover A.-G. [Hanover Electric Plants
and Streetcars, Inc.]), ca. 1929
Lithograph on card

5% x 121in. (132 x 30.5 cm)

Merrill C. Berman collection

Slogan reads, “Wenn der Schaffner Dich
vergiBt,/ Zahle, wenn Du ehrlich bist”
[Distracted conductors might not see you
there;/ Assuming you're honest, you'll pay
them your fare.]

69.

Invoice for H. Bahlsens Keks-Fabrik
[Hermann Bahlsen’s Cookie Factory],
Hanover, ca. 1929-30

Lithograph on paper

M x8%in. (279 x 219 cm)

Merrill C. Berman collection

Dated July 9, 1930, and addressed to Firma
Hans Feil in Klagenfurt

70.

Invoice for H. Bahlsens Keks-Fabrik
[Hermann Bahlsen’s Cookie Factory],
Hanover, ca. 1929-30

Lithograph on paper

M x87in. (279 x 216 cm)

Merrill C. Berman collection

Dated October 8,1931, and addressed
to Ph. Gerhard, Drogen + Kolw. in
Kirchheimbolanden

.

Invoice for H. Bahlsens Keks-Fabrik
[Hermann Bahlsen’s Cookie Factory],
Hanover, ca. 1929-30

Lithograph on paper

M Wie x 8 Ve in. (297 x 21 cm)

Merrill C. Berman collection

Dated May 4, 1938, and addressed

to Fr. F. Mantels and Bruno Burkhardt in
Herzberg

72.

Reichsforschungs-Gesellschaft

fur Wirtschaftlichkeit im Bau- und
Wohnungswesen [National Reseach
Society for Economical Construction
and Housing], Die billige, gute
Wohnung: Grundrisse zum zusétzlichen
Wohnungsbau [The inexpensive, good
dwelling: Outlines for additional housing],
brochure (Berlin: Die Baugilde, 1930)
Letterpress on paper

116 x 8 V4 in. (297 x 21 cm)

Merrill C. Berman collection

73.

Die neue Gestaltung in der Typographie
[The new formation in typographyl,
brochure (Hanover, 1930)

Letterpress on paper

5% x 4 Vuin. (149 x 108 cm)

Merrill C. Berman collection

74.

Envelope for Merz-Werbe Kurt
Schwitters [Merz Advertising Kurt
Schwitters], ca. 1930

Letterpress on paper

4% x 6% in.(111x 162 cm)

Merrill C. Berman collection
Enclosed with brochure, Die neue
Gestaltung in der Typographie [The
new design in typography]

75.

Envelope with return address for
“Kurt Schwitters Schriftsteller”
[Kurt Schwitters, writer], ca. 1930
Letterpress on paper

4% x 6 %in. (114 x 162 cm)

Merrill C. Berman collection
Addressed to Piet Zwart and used to
mail brochure, Die neue Gestaltung in
der Typographie [The new design in
typography]

76.

Flyer advertising Werbe-Gestaltung
Kurt Schwitters [Advertising Design
Kurt Schwitters], 1930

Letterpress on paper

5% x 4 Y in. (149 x 10.8 cm)

Merrill C. Berman collection

Enclosed with theoretical treatise Die
neue Gestaltung in der Typographie
[The new design in typography]

77.

Form declaring payment allotment
from the Stadtisches Wohlfahrtsamt
[Municipal Welfare Office] issued by
the Stadtverwaltung Hannover
[Hanover Town Council], ca. 1930
Letterpress on paper

5% x 8% in. (149 x 21cm)

Merrill C. Berman collection



78.

Advertising flyer for subscriptions to
the Opera House and Playhouse of the
Stadtische Bliihnen Hannover [Hanover
Municipal Theaters], ca. 1930
Letterpress on paper

8 x 6 Vs in. (225 x 17 cm)

Merrill C. Berman collection

Slogan reads, “Auch Sie kénnen bei den
jetzigen Preisen abonnieren” [Even you
can subscribe with the current prices]

79.

Advertising brochure for subscriptions
to the Opera House and Playhouse of the
Stéddtische Bliihnen Hannover [Hanover
Municipal Theaters], 1930

Letterpress on paper

8% x5 % in. (21 x 146 cm)

Merrill C. Berman collection

Slogan reads, “Weshalb Sind Sie

nicht im Opernhause und im
Schauspielhause abonniert?” [Why

aren't you subscribed to the Opera House
and Playhouse?]

80.

Untitled (Lzer Cassel), ca. 1931
Collage on paper

6 %6 x 5 Ve in. (16.7 x 12.8 cm)
Private collection

81.

Exhibition catalogue for Heinrich Zille,
October 1-November 1, 1931 (Hanover:
Kestner-Gesellschaft, [1931])
Letterpress on paper

7 % x5 % in. (197 x 14.3 cm)

Merrill C. Berman collection

82.

Brochure for Stadtische Biihnen
Hannover, Opernhaus [Hanover
Municipal Theaters, Opera Housel,
1929-30

Letterpress on paper

9% x 6 %in. (239 x 16.8 cm)

Merrill C. Berman collection

83.

Brochure for Stadtische Biihnen
Hannover, Opernhaus [Hanover
Municipal Theaters, Opera Housel,
1930-31

Letterpress on paper

9% x 6 % in. (241 x 175 cm)

Merrill C. Berman collection

84.

Brochure for Stadtische Biihnen
Hannover, Opernhaus [Hanover
Municipal Theaters, Opera Housel,
ca. 1932

Letterpress on paper
8 %6 x 6 V4 in. (217 x 159 cm)
Merrill C. Berman collection

85.

Brochure for Stédtische Biihnen
Hannover, Schauspielhaus [Hanover
Municipal Theaters, Playhouse], 1932
Letterpress on paper

8% x 6 4 in. (219 x 159 cm)

Merrill C. Berman collection

86.

Poster for Stadtische Bithnen Hannover
[Hanover Municipal Theaters], heading
typeface designed by Schwitters,

1932

Lithograph on paper mounted on paper
18 % x 13 V2in. (511 x 381 cm)

Merrill C. Berman collection

87.

Designer unknown

Poster for Stadtische Bithnen Hannover
[Hanover Municipal Theaters], 1937
Lithograph on paper mounted on paper
21x16 % in. (63.3 x 42.5 cm)

Merrill C. Berman collection

Issued after Kurt Schwitters’ contract was
canceled and the typeface reverted to
Fraktur (“Gothic” or Blackletter)

88.

Untitled (VINSTRE), 1936-37
Collage on paper

183% x 9 % in. (34 x 245 cm)
Guillermo de Osma, Madrid

89.

Blue Ivory, 1946

Collage and oil on cardboard
9x7%in. (229 x 191 cm)
Private collection

90.

Falling Red, 1947

Collage

14 Y2 x 12 %6 in. (369 x 31.3 cm)
Private collection

91.

Mackintosch, 1947

Collage on paper

14 x11 % in. (355 x 282 cm)
Private collection
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CUENCA [Catalogue-Guide]. Text by
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Gustavo Torner, Gerardo Rueda and
Fernando Zdbel. Bilingual ed. (Spanish/
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espafioles. Multilingual ed. (Spanish, English,
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¥ MUSEO DE ARTE ABSTRACTO ESPANOL.
CUENCA [Catalogue-Guide]. Texts by Gustavo
Torner, Gerardo Rueda and Fernando Zdbel.
Bilingual ed. (Spanish/English). Published by
the Museo de Arte Abstracto Espariol, Cuenca
(2" ed, rev. and exp.)

1975

% OSKAR KOKOSCHKA. Oleos y acuarelas.
Dibujos, grabados, mosaicos. Obra literaria.
Text by Heinz Spielmann

¥ EXPOSICION ANTOLOGICA DE LA

CALCOGRAFIA NACIONAL. Texts by Enrique
Lafuente Ferrari and Antonio Gallego

% | EXPOSICION DE BECARIOS DE ARTES
PLASTICAS

1976
+ JEAN DUBUFFET. Text by Jean Dubuffet

% ALBERTO GIACOMETTI. Coleccién de la
Fundacion Maeght. Texts by Jean Genét,
Jean-Paul Sartre, Jacques Dupin and
Alberto Giacometti
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¥ ARTE USA. Text by Harold Rosenberg
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Louis Aragon (in French) @

¥ ARTE ESPANOL CONTEMPORANEO.
COLECCION DE LA FUNDACION JUAN MARCH.
[This catalogue accompanied the exhibition
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PLASTICAS
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+ MINIMAL ART. Text by Phyllis Tuchman

# PAUL KLEE. Oleos, acuarelas, dibujos y
grabados. Text by Paul Klee

¥ MIRRORS AND WINDOWS. AMERICAN
PHOTOGRAPHY SINCE 1960. Text by John
Szarkowski. English ed. (Offprint: Spanish
translation of text by John Szarkowski).
Published by The Museum of Modern Art,
New York, 1980

¥ MEDIO SIGLO DE ESCULTURA: 1900-1945.
Text by Jean-Louis Prat

¥ MUSEO DE ARTE ABSTRACTO ESPANOL.
CUENCA. FUNDACION JUAN MARCH
[Catalogue-Guide]. Texts by Gustavo
Torner, Gerardo Rueda and Fernando Zdbel
FERNANDO PESSOA. EL ETERNO
VIAJERO. Texts by Teresa Rita Lopes, Maria
Fernanda de Abreu and Fernando Pessoa
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% PIET MONDRIAN. Oleos, acuarelas y dibujos.
Texts by Herbert Henkels and Piet Mondrian
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¥ ROBERT Y SONIA DELAUNAY. Texts by Juan
Manuel Bonet, Jacques Damase, Ramon
Gémez de la Serna, Isaac del Vando Villar,
Vicente Huidobro and Guillermo de Torre

¥ PINTURA ABSTRACTA ESPANOLA: 1960-1970.
Text by Rafael Santos Torroella

¥ KURT SCHWITTERS. Texts by Werner
Schmalenbach, Ernst Schwitters and Kurt
Schwitters

% VIl EXPOSICION DE BECARIOS DE ARTES
PLASTICAS

1983

¥ ROY LICHTENSTEIN: 1970-1980. Text by
Jack Cowart. English ed. Published by
Hudson Hill Press, New York, 1981

% FERNAND LEGER. Text by Antonio Bonet
Correa and Fernand Léger

# PIERRE BONNARD. Text by Angel Gonzélez
Garcia

¥ ALMADA NEGREIROS. Texts by Margarida
Acciaiuoli, Antonio Espina, Ramén Gémez
de la Serna, José Augusto Francga, Jorge
de Sena, Lima de Freitas and Almada
Negreiros. Published by the Ministério da
Cultura de Portugal, Lisbon, 1983

¥ ARTE ABSTRACTO ESPANOL EN LA
COLECCION DE LA FUNDACION JUAN MARCH.
Text by Julidn Gallego

¥ GRABADO ABSTRACTO ESPARNOL.
COLECCION DE LA FUNDACION JUAN MARCH.
Text by Julidn Gallego. [This catalogue
accompanied the exhibition of the same
name that traveled to 44 Spanish venues
between 1983 and 19991]

HENRI CARTIER-BRESSON.
RETROSPECTIVA. Text by Ives Bonnefoy.
French ed.

1984

® EL ARTE DEL SIGLO XX EN UN MUSEO
HOLANDES: EINDHOVEN. Texts by Jaap
Bremer, Jan Debbaut, R. H. Fuchs, Piet de
Jonge and Margriet Suren

¥ JOSEPH CORNELL. Text by Fernando
Huici
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% FERNANDO ZOBEL. Text by Francisco Calvo
Serraller. Madrid and @

¥ JULIA MARGARET CAMERON: 1815-1879.
Texts by Mike Weaver and Julia Margaret
Cameron. English ed. (Offprint: Spanish
translation of text by Mike Weaver).
Published by John Hansard Gallery & The
Herbert Press Ltd, Southampton, 1984

« JULIUS BISSIER. Text by Werner
Schmalenbach

1985

¥ ROBERT RAUSCHENBERG. Text by
Lawrence Alloway

¥ VANGUARDIA RUSA: 1910-1930. Museo y
Coleccion Ludwig. Text by Evelyn Weiss

¥ DER DEUTSCHE HOLZSCHNITT IM 20. Text
by Gunther Thiem. German ed. (Offprint:
Spanish translations of texts). Published
by the Institut fur Auslandsbeziehungen,
Stuttgart, 1984

¥ ESTRUCTURAS REPETITIVAS. Text by Simdn
Marchéan Fiz

1986

¥ MAX ERNST. Texts by Werner Spies and
Max Ernst

¥ ARTE, PAISAJE Y ARQUITECTURA. El arte
referido a la arquitectura en la Republica
Federal de Alemania. Texts by Dieter
Honisch and Manfred Sack. German

ed. (Offprint: Spanish translation of
introductory texts). Published by the
Institut fur Auslandsbeziehungen, Stuttgart,
1983

% ARTE ESPANOL EN NUEVA YORK: 1950-1970.
Coleccion Amos Cahan. Text by Juan
Manuel Bonet

¥ OBRAS MAESTRAS DEL MUSEO DE
WUPPERTAL. De Marées a Picasso. Texts
by Sabine Fehlemann and Hans Gunter
Wachtmann

1987

+ BEN NICHOLSON. Texts by Jeremy Lewison
and Ben Nicholson

# IRVING PENN. Text by John Szarkowski.
English ed. published by The Museum of
Modern Art, New York, 1984 (repr. 1986)

¥ MARK ROTHKO. Texts by Michael Compton
and Mark Rothko

1988

# EL PASO DESPUES DE EL PASO EN LA
COLECCION DE LA FUNDACION JUAN MARCH.
Text by Juan Manuel Bonet

¥ ZERO, A EUROPEAN MOVEMENT.

The Lenz Schonberg Collection. Texts by
Dieter Honisch and Hannah Weitemeier.
Bilingual ed. (Spanish/English)

% COLECCION LEO CASTELLI. Texts by Calvin
Tomkins, Judith Goldman, Gabriele Henkel,
Leo Castelli, Jim Palette, Barbara Rose and
John Cage

¥ MUSEO DE ARTE ABSTRACTO ESPANOL.
CUENCA. FUNDACION JUAN MARCH
[Catalogue-Guide]. Text by Juan Manuel
Bonet (1" ed.)

1989

% RENE MAGRITTE. Texts by Camille
Goemans, Martine Jacquet, Catherine de
Croés, Francois Daulte, Paul Lebeer and
René Magritte

¥ EDWARD HOPPER. Text by Gail Levin
% ARTE ESPAROL CONTEMPORANEO. FONDOS

DE LA FUNDACION JUAN MARCH. Text by
Miguel Fernandez-Cid

1990

+ ODILON REDON. Coleccién lan Woodner.
Texts by Lawrence Gowing, Odilon Redon
and Nuria Rivero

+ CUBISMO EN PRAGA. Obras de la Galeria
Nacional. Texts by Jiti Kotalik, Ivan
Neumann and Ji t Setlik

¥ ANDY WARHOL. COCHES. Texts by Werner
Spies, Cristoph Becker and Andy Warhol

# COLLECCIO MARCH. ART ESPANYOL
CONTEMPORANI. PALMA. FUNDACION JUAN
MARCH [Catalogue-Guide]. Text by Juan
Manuel Bonet. Multilingual ed. (Spanish,
Catalan and English)

1991

¥ PICASSO. RETRATOS DE JACQUELINE. Texts
by Héléne Parmelin, Maria Teresa Ocafia,
Nuria Rivero, Werner Spies and Rosa
Vives

+ VIEIRA DA SILVA. Texts by Fernando Pernes,
Julidn Gallego, M? Jodo Fernandes, René
Char (in French), Anténio Ramos Rosa (in
Portuguese) and Joham de Castro

% MONET EN GIVERNY. Coleccion del Museo
Marmottan de Paris. Texts by Arnaud
d'Hauterives, Gustave Geffroy and Claude
Monet

¥ MUSEO DE ARTE ABSTRACTO ESPANOL.
CUENCA. FUNDACION JUAN MARCH
[Catalogue-Guide]. Text by Juan Manuel
Bonet (2™ ed))

1992

¥ RICHARD DIEBENKORN. Text b\/ John
Elderfield

¥ ALEXEJ VON JAWLENSKY. Text by Angelica
Jawlensky

+ DAVID HOCKNEY. Text by Marco
Livingstone

% COLLECCIO MARCH. ART ESPANYOL
CONTEMPORANI. PALMA. FUNDACION JUAN
MARCH [Catalogue-Guide]. Text by Juan
Manuel Bonet (German ed.)

1993

¥ MALEVICH. Coleccién del Museo Estatal
Ruso, San Petersburgo. Texts by Evgenija
N. Petrova, Elena V. Basner and Kasimir
Malevich

¥ PICASSO. EL SOMBRERO DE TRES PICOS.
Dibujos para los decorados vy el vestuario
del ballet de Manuel de Falla. Texts by
Vicente Garcia-Marquez, Brigitte Léal
and Laurence Berthon



¥ MUSEO BRUCKE BERLIN. ARTE
EXPRESIONISTA ALEMAN. Text by Magdalena
M. Moeller

1994

¥ GOYA GRABADOR. Texts by Alfonso
E. Pérez-Sdnchez and Julidn Géllego

¥ ISAMU NOGUCHI. Texts by Shoji Sadao,
Bruce Altshuler and Isamu Noguchi

¥ TESOROS DEL ARTE JAPONES. Periodo Edo:
1615-1868. Coleccion del Museo Fuji, Tokio.
Texts by Tatsuo Takakura, Shin-ichi Miura,
Akira Gokita, Seiji Nagata, Yoshiaki Yabe,
Hirokazu Arakawa and Yoshihiko Sasama

% FERNANDO ZOBEL. RIO JUCAR. Texts
by Fernando Zébel and Rafael Pérez-
Madero @

1995

¥ KLIMT, KOKOSCHKA, SCHIELE. UN
SUENO VIENES: 1898-1918. Texts by
Gerbert Frodl and Stephan Koja

¥ ROUAULT. Texts by Stephan Koja, Jacques
Maritain and Marcel Arland

¥ MOTHERWELL. Obra gréfica: 1975-1991.
Coleccion Kenneth Tyler. Text by Robert
Motherwell @

1996

¥ TOM WESSELMANN. Texts by Marco
Livingstone, Jo-Anne Birnie Danzker,
Tilman Osterwold and Meinrad Maria
Grewenig. Published by Hatje Cantz,
Ostfildern, 1996

¥ TOULOUSE-LAUTREC. De Albi y de otras
colecciones. Texts by Daniele Devynck and
Valeriano Bozal

¥ MILLARES. Pinturas y dibujos sobre papel:
1963-1971. Text by Manuel Millares @ ®

® MUSEU DART ESPANYOL CONTEMPORANI.
PALMA. FUNDACION JUAN MARCH [Catalogue-
Guide]. Texts by Juan Manuel Bonet and
Javier Maderuelo. Bilingual eds. (Spanish/
Catalan and English/German, 1 ed.)

¥ PICASSO. SUITE VOLLARD. Text by Julidn
Géllego. Spanish ed, bilingual ed. (Spanish/
German) and trilingual ed. (Spanish/
German/English). [This catalogue
accompanied the exhibition of the same
name that, since 1996, has traveled to
seven Spanish and foreign venues.]

1997

¥ MAX BECKMANN. Texts by Klaus Gallwitz
and Max Beckmann

% EMIL NOLDE. NATURALEZA Y RELIGION.
Text by Manfred Reuther

¥ FRANK STELLA. Obra gréfica: 1982-1996.
Coleccion Tyler Graphics. Texts by Sidney
Guberman, Dorine Mignot and Frank Stella
00

% EL OBJETO DEL ARTE. Text by Javier
Maderuelo @ ®

¥ MUSEO DE ARTE ABSTRACTO ESPAROL.
CUENCA. FUNDACION JUAN MARCH
[Catalogue-Guide]. Texts by Juan Manuel
Bonet and Javier Maderuelo. Bilingual ed.
(Spanish/English, 1% ed.)

1998

¥ AMADEO DE SOUZA-CARDOSO. Texts by
Javier Maderuelo, Antonio Cardoso and
Joana Cunha Leal

¥ PAUL DELVAUX. Text by Giséle Ollinger-
Zinque

¥ RICHARD LINDNER. Text by Werner Spies

1999

¥ MARC CHAGALL. TRADICIONES JUDIAS.
Texts by Sylvie Forestier, Benjamin Harshay,
Meret Meyer and Marc Chagall

% KURT SCHWITTERS Y EL ESPIRITU DE LA
UTOPIA. Coleccidn Ernst Schwitters. Texts
by Javier Maderuelo, Markus Heinzelmann,
Lola and Bengt Schwitters

+ LOVIS CORINTH. Texts by Thomas Deecke,
Sabine Fehlemann, Jurgen H. Meyer and
Antje Birthalmer

# MIQUEL BARCELO. Ceramiques: 1995-1998.

Text by Enrique Juncosa. Bilingual ed.
(Spanish/Catalan)@

% FERNANDO ZOBEL. Obra gréfica
completa. Text by Rafael Pérez-Madero.
Published by Departamento de Cultura,
Diputacion Provincial de Cuenca, Cuenca,
1999 @ ©

2000

¥ VASARELY. Texts by Werner Spies and
Michéele-Catherine Vasarely

¥ EXPRESIONISMO ABSTRACTO. OBRA SOBRE
PAPEL. Coleccion de The Metropolitan
Museum of Art, Nueva York. Text by Lisa
M. Messinger

SCHMIDT-ROTTLUFF. Coleccién Briicke-
Museum Berlin. Text by Magdalena

M. Moeller

+ NOLDE. VISIONES. Acuarelas. Coleccién
de la Fundacion Nolde-Seebll. Text by
Manfred Reuther @ @

# LUCIO MURNOZ. INTIMO. Text by Rodrigo
Mufioz Avia @

¥ EUSEBIO SEMPERE. PAISAJES. Text by
Pablo Ramirez @ @

2001

® DE CASPAR DAVID FRIEDRICH A PICASSO.
Obras maestras sobre papel del Museo
Von der Heydt, de Wuppertal. Text by
Sabine Fehlemann

¥ ADOLPH GOTTLIEB. Text by Sanford Hirsch

¥ MATISSE. ESPIRITU Y SENTIDO. Obra sobre
papel. Texts by Guillermo Solana, Marie-
Thérese Pulvenis de Séligny and Henri
Matisse

¥ RODCHENKO. GEOMETRIAS. Texts by
Alexandr Lavrentiev and Alexandr
Rodchenko @ ®

2002

% GEORGIA O'KEEFFE. NATURALEZAS INTIMAS.
Texts by Lisa M. Messinger and Georgia
O'Keeffe

% TURNER Y EL MAR. Acuarelas de la Tate.
Texts by José Jiménez, lan Warrell, Nicola
Cole, Nicola Moorby and Sarah Taft

¥ MOMPO. Obra sobre papel. Texts by
Dolores Duran Ucar @

¥ RIVERA. REFLEJOS. Texts by Jaime
Brihuega, Marisa Rivera, Elena Rivera, Rafael
Alberti and Luis Rosales @

¥ SAURA. DAMAS. Texts by Francisco
Calvo Serraller and Antonio Saura @ ©

2003

¥ ESPIRITU DE MODERNIDAD. DE GOYA
A GIACOMETTI. Obra sobre papel de la
Coleccién Kornfeld. Text by Werner Spies

% KANDINSKY. ORIGEN DE LA ABSTRACCION.

Texts by Valeriano Bozal, Marion
Ackermann and Wassily Kandinsky

# CHILLIDA. ELOGIO DE LA MANO. Text by
Javier Maderuelo @ @

¥ GERARDO RUEDA. CONSTRUCCIONES. Text
by Barbara Rose @

% ESTEBAN VICENTE. Collages. Texts by José
Maria Parrefio and Elaine de Kooning ®

# LUCIO MUNOZ. INTIMO. Texts by Rodrigo
Mufioz Avia and Lucio Mufioz @

MUSEU DART ESPANYOL CONTEMPORANI.
PALMA.FUNDACION JUAN MARCH
[Catalogue-Guide]. Texts by Juan Manuel
Bonet and Javier Maderuelo. Bilingual eds.
(Catalan/Spanish and English/German,

2" ed. rev. and exp.)

2004

¥ MAESTROS DE LA INVENCION DE LA
COLECCION E. DE ROTHSCHILD DEL MUSEOQ
DEL LOUVRE. Texts by Pascal Torres
Guardiola, Catherine Loisel, Christel Winling,
Genevieve Bresc-Bautier, George A.
Wanklyn and Louis Antoine Prat

¥ FIGURAS DE LA FRANCIA MODERNA. De
Ingres a Toulouse-Lautrec del Petit Palais
de Paris. Texts by Delfin Rodriguez, Isabelle
Collet, Amélie Simier, Maryline Assante di
Panzillo and José de los Llanos. Bilingual
ed. (Spanish/French)
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+ LIUBOV POPOVA. Text by Anna Maria
Guasch@ ®

¥ ESTEBAN VICENTE. GESTO Y COLOR.
Text by Guillermo Solana @

¥ LUIS GORDILLO. DUPLEX. Texts by Miguel
Cereceda and Jaime Gonzélez de Aledo.
Bilingual ed. (Spanish/English) @ @

¥ NEW TECHNOLOGIES, NEW ICONOGRAPHY,
NEW PHOTOGRAPHY. Photography of the

80’'s and 90's in the Collection of the Museo
Nacional Centro de Arte Reina Sofia. Texts by
Catherine Coleman, Pablo Llorca and Maria
Toledo. Bilingual ed. (Spanish/English) @ ®@

KANDINSKY. Acuarelas. Stadtische Galerie
im Lenbachhaus, Munich. Texts by Helmut
Friedel and Wassily Kandinsky. Bilingual ed.
(Spanish/German) @ ®

2005

¥ CONTEMPORANEA. Kunstmuseum
Wolfsburg. Texts by Gijs van Tuyl, Rudi
Fuchs, Holger Broeker, Alberto Ruiz de
Samaniego and Susanne Kohler. Bilingual
ed. (Spanish/English)

¥ ANTONIO SAURA. DAMAS. Texts by
Francisco Calvo Serraller and Antonio
Saura. Bilingual ed. (Spanish/English)

¥ CELEBRATION OF ART: A Half Century of
the Fundacion Juan March. Texts by Juan
Manuel Bonet, Juan Pablo Fusi, Antonio
Mufioz Molina, Juan Navarro Baldeweg
and Javier Fuentes. Spanish and English
eds.

¥ BECKMANN. Von der Heydt-Museum,
Wuppertal. Text by Sabine Fehlemann.
Bilingual ed. (Spanish/German) @ ®

¥ EGON SCHIELE: IN BODY AND SOUL. Text
by Miguel Sdenz. Bilingual ed. (Spanish/
English) @ @

« LICHTENSTEIN: IN PROCESS. Texts by Juan
Antonio Ramirez and Clare Bell. Bilingual ed.
(Spanish/English) @ ®

¥ FACES AND MASKS: Photographs from

the Orddéfiez-Falcon Collection. Text by
Francisco Caja. Bilingual ed. (Spanish/
English) @ ®
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¥ MUSEO DE ARTE ABSTRACTO ESPARNOL.
CUENCA. FUNDACION JUAN MARCH
[Catalogue-Guide]. Texts by Juan Manuel
Bonet and Javier Maderuelo. Bilingual ed.
(Spanish/English, 2™ ed.)

2006

« OTTO DIX. Text by Ulrike Lorenz.
Bilingual ed. (Spanish/English)

¥ CREATIVE DESTRUCTION: Gustav Klimt,

the Beethoven Frieze and the Controversy
about the Freedom of Art. Texts by Stephan
Koja, Carl E. Schorske, Alice Strobl, Franz A.
J. Szabo, Manfred Koller, Verena Perhelfter
and Rosa Sala Rose, Hermann Bahr, Ludwig
Hevesi and Berta Zuckerkandl. Spanish,
English and German eds. Published by
Prestel, Munich/Fundacion Juan March,
Madrid, 2006

+ Supplementary publication: Hermann
Bahr. CONTRA KLIMT (1903). Additional texts
by Christian Huemer, Verena Perlhefter,
Rosa Sala Rose and Dietrun Otten. Spanish
semi-facsimile ed, translation by Alejandro
Martin Navarro

LA CIUDAD ABSTRACTA: 1966. El nacimiento del
Museo de Arte Abstracto Espafiol. Texts by
Santos Julia, Marfa Bolafios, Angeles Villalba,
Juan Manuel Bonet, Gustavo Torner, Antonio
Lorenzo, Rafael Pérez Madero, Pedro Miguel
Ibéfiez and Alfonso de la Torre

GARY HILL: IMAGES OF LIGHT. Works from the
Collection of the Kunstmuseum Wolfsburg.
Text by Holger Broeker.

Bilingual ed. (Spanish/English) @ ®

GOYA. CAPRICHOS, DESASTRES, TAUROMAQUIA,

DISPARATES. Texts by Alfonso E. Pérez-
Sanchez (11" ed, 1 ed. 1979). [This
catalogue accompanied the exhibition

of the same name that, since 1979, has
traveled to 173 Spanish and foreign venues.
The catalogue has been translated into
more than seven languages.]

2007

ROY LICHTENSTEIN: BEGINNING TO END.
Texts by Jack Cowart, Juan Antonio
Ramirez, Ruth Fine, Cassandra Lozano,
James de Pasquale, Avis Berman and
Clare Bell. Spanish, French and English
eds.

Supplementary publication: Roy Fox
Lichtenstein. PAINTINGS, DRAWINGS

AND PASTELS, A THESIS. Original text by
Roy Fox Lichtenstein (1949). Additional
texts by Jack Cowart and Clare Bell.
Bilingual ed. (English [facsimile]/Spanish),
translation by Paloma Farré

THE ABSTRACTION OF LANDSCAPE: From
Northern Romanticism to Abstract
Expressionism. Texts by Werner Hofmann,
Hein-Th. Schulze Altcappenberg, Barbara
Davyer Gallati, Robert Rosenblum, Miguel
Lépez-Remiro, Mark Rothko, Cordula Meier,
Dietmar Elger, Bernhard Teuber, Olaf Morke
and Victor Andrés Ferretti. Spanish and
English eds.

Supplementary publication: Sean Scully.
BODIES OF LIGHT (1998). Bilingual ed.
(Spanish/English)

% EQUIPO CRONICA. CRONICAS REALES. Texts
by Michele Dalmace, Fernando Marias

and Tomds Llorens. Bilingual ed. (Spanish/
English) @ ®

BEFORE AND AFTER MINIMALISM: A Century
of Abstract Tendencies in the Daimler
Chrysler Collection. Virtual guide:
www.march.es/arte/palma/anteriores/
CatalogoMinimal/index.asp. Spanish,
Catalan, English and German eds. @

2008

MAXImin: Maximum Minimization in
Contemporary Art. Texts by Renate
Wiehager, John M. Armleder, llya
Bolotowsky, Daniel Buren, Hanne Darboven,
Adolf Holzel, Norbert Kricke, Heinz Mack
and Friederich Vordemberge-Gildewart.
Spanish and English eds.

TOTAL ENLIGHTENMENT: Conceptual Art

in Moscow 1960-1990. Texts by Boris
Groys, Ekaterina Bobrinskaya, Martina
Weinhart, Dorothea Zwirner, Manuel Fontén
del Junco, Andrei Monastyrski and llya
Kabakov. Bilingual ed. (Spanish/English).
Published by Hatje Cantz, Ostfildern/
Fundacién Juan March, Madrid, 2008

¥ ANDREAS FEININGER: 1906-1999. Texts by
Andreas Feininger, Thomas Buchsteiner,
Jean-Francois Chevrier, Juan Manuel Bonet
and John Loengard. Bilingual ed. (Spanish/
English) @ ®

JOAN HERNANDEZ PIJUAN: THE DISTANCE OF
DRAWING. Texts by Valentin Roma, Peter
Dittmar and Narcis Comadira. Bilingual ed.
(Spanish/English) @ @

Supplementary publication: IRIS DE PASCUA.
JOAN HERNANDEZ PIJUAN. Text by Elvira
Maluguer. Bilingual ed. (Spanish/English)

2009

TARSILA DO AMARAL. Texts by Aracy Amaral,
Juan Manuel Bonet, Jorge Schwartz,
Regina Teixeira de Barros, Tarsila do
Amaral, Mario de Andrade, Oswald de
Andrade, Manuel Bandeira, Haroldo de
Campos, Emiliano di Cavalcanti, Ribeiro
Couto, Carlos Drummond de Andrade,
Anténio Ferro, Jorge de Lima and Sérgio
Milliet. Spanish and English eds.

+ Supplementary publication: Blaise
Cendrars. HOJAS DE RUTA (1924). Spanish
semi-facsimile ed, translation and notes by
José Antonio Millan Alba

Supplementary publication: Oswald de
Andrade. PAU BRASIL (1925). Spanish semi-
facsimile ed, translation by Andrés Sanchez
Robayna

CARLOS CRUZ-DIEZ: COLOR HAPPENS.

Texts by Osbel Suérez, Carlos Cruz-Diez,
Gloria Carnevali and Ariel Jiménez. Spanish
and English eds. @ ©

Supplementary publication: Carlos Cruz-
Diez. REFLECTION ON COLOR (1989), rev. and
exp. Spanish and English eds.



® CASPAR DAVID FRIEDRICH: THE ART OF
DRAWING. Texts by Christina Grummt,
Helmut Bérsch-Supan and Werner Busch.
Spanish and English eds.

MUSEU FUNDACION JUAN MARCH, PALMA
[Catalogue-Guide]. Texts by Miquel Segui
Aznar and Elvira Gonzélez Gozalo, Juan
Manuel Bonet and Javier Maderuelo.
Catalan, Spanish, English and German eds.
(89 ed. rev. and exp.)

2010

WYNDHAM LEWIS (1882-1957). Texts by Paul
Edwards, Richard Humphreys, Yolanda
Morato, Juan Bonilla, Manuel Fontan del
Junco, Andrzej Gasiorek and Alan Munton.
Spanish and English eds.

Supplementary publication: William
Shakespeare and Thomas Middleton. TIMON
OF ATHENS (1623). With illustrations by
Wyndham Lewis and additional text by Paul
Edwards, translation and notes by Angel-
Luis Pujante and Salvador Oliva. Bilingual ed.
(Spanish/English)

Supplementary publication: Wyndham
Lewis. BLAST. Revista del gran vértice inglés
(1914). Additional texts by Paul Edwards
and Kevin Power. Spanish semi-facsimile
ed, translation and notes by Yolanda
Moratd

® PABLO PALAZUELO, PARIS, 13 RUE SAINT-
JACQUES (1948-1968). Texts by Alfonso de la
Torre and Christine Jouishomme. Bilingual
ed. (Spanish/English) @ ©

THE AMERICAN LANDSCAPES OF ASHER

B. DURAND (1796-1886). Texts by Linda S.
Ferber, Barbara Deyer Gallati, Barbara
Novak, Marilyn S. Kushner, Roberta J. M.
Olson, Rebecca Bedell, Kimberly Orcutt and
Sarah Barr Snook. Spanish and English eds.

Supplementary publication: Asher

B. Durand. LETTERS ON LANDSCAPE PAINTING
(1855). Spanish semi-facsimile ed. and
English facsimile ed.

PICASSO. Suite Vollard. Text by Julidn
Gdllego. Bilingual ed. (Spanish/English)
(Rev. ed, 1% ed. 1996)

UN COUP DE LIVRES (UNA TIRADA

DE LIBROS). Artists’ Books and Other
Publications from the Archive for Small
Press & Communication. Text by Guy
Schraenen. Bilingual ed. (Spanish/English)
00
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¥ COLD AMERICA: GEOMETRIC ABSTRACTION
IN LATIN AMERICA (1934-1973). Texts by
Osbel Suarez, César Paternosto, Maria
Amalia Garcia, Ferreira Gullar, Luis Pérez-
Oramas, Gabriel Pérez-Barreiro and Michael
Nungesser. Spanish and English eds.

WILLI BAUMEISTER. PINTURAS Y DIBUJOS.
Texts by Willi Baumeister, Felicitas
Baumeister, Martin Schieder, Dieter

Schwarz, Elena Pontiggia and Hadwig Goez.

Spanish, German and Italian eds. @

ALEKSANDR DEINEKA (1899-1969). AN
AVANT-GARDE FOR THE PROLETARIAT. Texts
by Manuel Fontan del Junco, Christina
Kiaer, Boris Groys, Fredric Jameson,
Ekaterina Degot, Irina Leytes and
Alessandro de Magistris. Spanish

and English eds.

Supplementary publication: Boris Uralski.
EL ELECTRICISTA (1930). Cover and
illustrations by Aleksandr Deineka. Spanish
semi-facsimile ed, translation by lana
Zabiaka

2012

% GIANDOMENICO TIEPOLO (1727-1804): TEN
FANTASY PORTRAITS. Texts by Andrés Ubeda
de los Cobos. Spanish and English eds.

VLADIMIR LEBEDEV (1891-1967). Texts by
Masha Koval, Nicoletta Misler, Carlos Pérez,
Francoise Léveque and Vladimir Lebedev.
Bilingual ed. (Spanish/English) @ @

PHOTOMONTAGE BETWEEN THE WARS
(1918-1939). Texts by Adrian Sudhalter and
Deborah L. Rolddn. Spanish and English
eds. @ @

¥ THE AVANT-GARDE APPLIED (1890-1950).
Texts by Manuel Fontan del Junco, 381

Hollis, Maurizio Scudiero and Bruno Tonini.
Spanish and English eds.

TREASURE ISLAND: BRITISH ART FROM
HOLBEIN TO HOCKNEY. Texts by Richard
Humphreys, Tim Blanning and Kevin
Jackson. Spanish and English eds.

2013

¥ ON DOMESTIC LIFE: SEVENTEETH-CENTURY
FLEMISH AND DUTCH STILL LIFES. Texts by
Teresa Posada Kubissa

EDUARDO ARROYO: RETRATOS Y RETRATOS.
Texts by Eduardo Arroyo, Manuel Fontan
del Junco, Oliva Maria Rubio, Fabienne di
Rocco and Michel Sager. @ ©

PAUL KLEE: BAUHAUS MASTER. Texts by
Fabienne Eggelhofer, Marianne Keller
Tschirren and Wolfgang Thoner.
Spanish and English eds.

DAY DREAMS, NIGHT THOUGHTS. FANTASY
AND SURREALISM IN THE GRAPHIC ARTS
AND PHOTOGRAPHY. Texts by Yasmin
Doosry, Juan José Lahuerta, Rainer
Schoch, Christine Kupper and Christiane
Lauterbach. Spanish and English eds.

2014

GIUSEPPE ARCIMBOLDO. TWO PAINTINGS
OF FLORA. Texts by Miguel Falomir, Lynn
Roberts and Paul Mitchell. Spanish and
English eds.

JOSEF ALBERS: MINIMAL MEANS, MAXIMUM
EFFECT. Texts by Josef Albers, Nicholas
Fox Weber, Jeannette Redensek, Laura
Martinez de Guerefiu, Maria Toledo and
Manuel Fontan del Junco. Spanish and
English eds.

JOSEF ALBERS: PROCESS AND PRINTMAKING
(1916-1976). Text by Brenda Danilowitz.
Spanish and English eds. @ ©

KURT SCHWITTERS. AVANT-GARDE AND
ADVERTISING. Texts by Javier Maderuelo
and Adrian Sudhalter. Spanish and English
eds. @O

For more information: www.march.es
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