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Who Owns the World? Art & Politics in the Weimar Republic

Lynette Roth

The Art Lover by American artist Mervin Jules depicts a bald, bespectacled man viewing a painting 
RI�GHPRQVWUDWLQJ�ZRUNHUV�LQ�D�VPRNH�ıOOHG�LQGXVWULDO�ODQGVFDSH��>ıJ���@�-XOHVŖ�DHVWKHWH�SOD\V�RQ�
stereotypes of ruling-class wealth and privilege, while his painting-within-a-painting memorializes 
WKH�LQIDPRXV������/LWWOH�6WHHO�VWULNH��GXULQJ�ZKLFK�SROLFH�ıUHG�RQ�XQDUPHG�XQLRQL]HG�VWHHOZRUNHUV�
protesting low wages and poor working conditions. The exhibition Who Owns the World? Art & 
Politics in the Weimar Republic at the Harvard Art Museums pairs The Art Lover with German interwar 
art from the Busch-Reisinger Museum and the Collection of Merrill C. Berman. Taking its name from a 
�����ıOP�E\�%HUWROW�%UHFKW�DQG�6ODWDQ�'XGRZ�DQG��Who Owns the World? also addresses issues of 
class disparity, unemployment and dire working-class living conditions during the Weimar Republic. 
In this context, the Jules painting acts as an important thought prompt for engaging with its German 
predecessors. What is the role of the artist and the artwork in class struggle? What happens when 
images of protest become a commodity? The actual frame of The Art Lover mirrors that depicted in 
WKH�VFHQH��IXUWKHU�DOLJQLQJ�WKH�FRQWHPSRUDU\�YLHZHU�DQG�WKH�SDLQWLQJŖV�ERXUJHRLV�VXEMHFW�LQ�WKH�DFW�
RI�ORRNLQJ��2Q�WKH����WK�DQQLYHUVDU\�RI�WKH�IRXQGLQJ�RI�*HUPDQ\ŖV�ıUVW�GHPRFUDF\��Who Owns the 
World? encourages museumgoers to consider the relationship between art and class consciousness 
as well as their own role as consumers of such imagery, both historical and contemporary. 
 
In the midst of upheaval in Germany after the First World War, numerous artist groups were formed 
with the aim of transforming society. There were more than forty such art associations in the Weimar 
Republic, many of whom adopted the nomenclature of socialist or communist movements (e.g., 
ŗZRUNHUŘ�RU�ŗFRXQFLOŘ��WR�VLJQDO�DĴQLW\�ZLWK�UHYROXWLRQDU\�SROLWLFV�1��0DQ\�RI�WKHVH�JURXSV�KDG�ı]]OHG�
by the mid-1920s amidst relative stabilization. And yet artists with a range of stylistic approaches 
IRUHJURXQGHG�FODVV�VWUXJJOH�DQG�WKH�PDWHULDO�DQG�FXOWXUDO�FLUFXPVWDQFHV�RI�ZRUNHUVŖ�OLYHV�ZHOO�
LQWR�WKH�ıQDO�\HDUV�RI�*HUPDQ\ŖV�ıUVW�GHPRFUDF\��0DQ\�RI�WKHVH�DUWLVWV�ZHUH�DVVRFLDWHG�ZLWK�WKH�
German Communist Party or other radical organizations on the German left. They hailed from across 
the country: Berlin, but also Cologne, Dresden, Hannover and Karlsruhe. And, in an age of new 
WHFKQRORJLHV�VXFK�DV�ıOP�DQG�SKRWRJUDSK\��PDQ\�UHPDLQHG�FRPPLWWHG�WR�SULQWPDNLQJ��GUDZLQJ�DQG�
painting as a means to unite artistic form with left-wing politics.

Socially critical art of the Weimar period has often been considered synonymous with the “left-wing” 
of Neue Sachlichkeit �1HZ�2EMHFWLYLW\���DV�H[HPSOLıHG�LQ�WKH�ZRUN�RI�2WWR�'L[�DQG�*HRUJH�*URV]��$�
number of key artists fall outside this category, however, or actively challenged it at the time. Part of a 
JURXS�RI�ıJXUDWLYH�DUWLVWV�LQ�+DQQRYHU�DVVRFLDWHG�ZLWK Neue Sachlichkeit, Erich Wegner nonetheless 
dismissed the term, emphasizing instead the relationship between pictorial and social problems: “If art 
LV�WR�KDYH�D�VHQVH�DQG�D�SXUSRVHőLW�PXVW�QRW�ORVH�LWV�FRQQHFWLRQ�WR�OLIH��WR�LWV�RZQ�WLPH��:H�ıQG�WKH�
problems that become the focus of our artistic experiences in our environment.”2��:HJQHUŖV�VFHQHV�
of sailor life—as seen in Labor on Board�>���@ŠUHFDOO�WKH�VDLORUVŖ�UHYROW�LQ������ZKLFK�WULJJHUHG�WKH�
1  Vernon L. Lidtke, “Abstract Art and Left-Wing Politics in the Weimar Republic,” Central European History 37, no. 1 (2004), 
pp. 49–90. 
2  Wegner, Erich. “Neue Wege der Malerei junger hannoverscher Künstler, Hannoverscher Anzeiger, Illustrierte Zeitung, January 
27, 1929 as cited in Neue Sachlichkeit in Hannover Kunstverein Hannover, 1974, p. 125. Translation mine.
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1RYHPEHU�5HYROXWLRQ�DQG�XOWLPDWHO\�WKH�HQG�RI�WKH�*HUPDQ�(PSLUH��7KH�ıJXUH�LQ�WKH�IRUHJURXQG�
grasps a rope, and yet his arm and hand, painted black with a thin white outline, resemble the raised 
ıVWV�RI�GHPRQVWUDWLQJ�ZRUNHUV�FRPPRQ�LQ�GHSLFWLRQV�RI�FODVV�VWUXJJOH�DW�WKH�WLPH��7KH�PRQXPHQWDO�
horizontality of the ships and the vertical pull of the sailors, underscored at center by a red pole, 
LPSOLHV�WKH�GLĴFXOW\�RI�WKH�WDVN�DW�KDQG��

,Q�WKH�YRODWLOH�SROLWLFDO�FOLPDWH�RI�LQWHUZDU�*HUPDQ\�DUWLVWV�GLVFXVVHG�QRW�MXVW�WKH�LPSRUWDQFH�RI�
depicting social and political content, but also how best to do so for a working-class audience. Like 
Wegner, Cologne artist Franz Wilhelm Seiwert dismissed Neue Sachlichkeit, arguing instead for what 
he saw as a necessary synthesis of form and content: “Every artwork carries within it the possibility 
WR�UHDG�RXW�WKH�VRFLDO�FRQGLWLRQV�LQ�ZKLFK�LW�ZDV�PDGH��$QG�WKLV�QRW�MXVW�VLPSO\�LQ�ZKDW�LV�GHSLFWHG��
but much more in how it is made.”3  Uncertain that abstraction could be understood by viewers, 
Seiwert grappled with how an artist might show the world without resorting to mimetic representation. 
Works such as Proletarians�>��@�DQG�Betriebsorganisation�>��@�WKXV�UHYHDO�QRW�MXVW�KLV�FRPPLWPHQW�
to the depiction of the industrial worker, but also his attempt to increase legibility by using clear and 
reduced forms. While lines reminiscent of conveyor belts in Betriebsorganisation largely encapsulate 
WKH�ıJXUHV��VHH�DOVR Factory >��@���WKH�LQGLYLGXDO�LV�QRW�ZKROO\�VXERUGLQDWHG�WR�WKH�PDFKLQH�4  In both 
SULQWV��ZRUNHUV�IDFH�LQ�GLĳHUHQW�GLUHFWLRQV�DQG�UHWDLQ�UHFRJQL]DEOH�SK\VLRJQRPLHVŠD�WHOOLQJ�FRQWUDVW�
to the unity of the proletariat as seen in The Mass >��@�E\�+DQV�6FKPLW]��D�FORVH�FRQWHPSRUDU\�
RI�6HLZHUWŖV��+HUH�WKH�UHJLPHQWDWLRQ�RI�ZRUNLQJ�OLIH�WUDQVIRUPV�WKH�ıJXUHV�LQWR�VHYHQ�RI�WKH�VDPH��
standing together in amassed strength and solidarity.

Gerd Arntz met Seiwert in 1920 and would later credit him and his close collaborator, Heinrich 
Hoerle, for the realization that “art could also be employed politically.”5  The three men would later 
form the core of a group called the Cologne Progressives, which sought to reimagine artistic form 
along political lines. In a conscious attempt to increase the legibility of his political content, Arntz 

3  Seiwert, F. W. “Unser Maibild,” Sozialistische Republik, May 4, 1925. Reprint in Bohnen/Backes, eds. Franz W. Seiwert: 
Schriften (1978), p.47.
4  The repetition of the letters “B” and “O” refer to the German acronym for individual organizations within factories at the basis 
of the General Workers’ Union (Allgemeine Arbeiter-Union), which Seiwert joined around that time.
5  Gerd Arntz in an interview with Marie Hüllenkrämer, “Die Kraft der einfachen Form,” Kölner Stadtanzeiger, no. 189/37, Au-
gust 15/16, 1987. 

VLPSOLıHG�WKH�KXPDQ�IRUP�DQG�IUHTXHQWO\�HPSOR\HG�DQ�RSSRVLWLRQDO�VWUXFWXUH�PLUURUHG�LQ�WKH�EODFN�
and white of his printmaking. Like Residential Building�>��@��The Order >��@�LV�GLYLGHG�LQWR�WKUHH�GLVWLQFW�
segments corresponding to the upper, street, and basement levels of a building. In The Order this 
cross-section of modern urban life acts a metaphor for the hierarchy of the social order; for instance, 
no stairs lead to the uppermost section. Arntz addresses here not only the disparity between upper-
class leisure and working-class labor, but the pervasive subordination of the (faceless) individual to 
the mass: in entertainment (dancing girls in an exclusive club), the military (soldiers on the street), 
and industry (workers below ground). In 12 Houses of Our Time, selections of which are in the 
Berman collection, Arntz further divides the social sphere, relegating people to certain spaces within 
VSDFHV�VXFK�DV�D�IDFWRU\�>��@�RU�VWDGLXP�>��@��,Q�WKH�ODWH�:HLPDU�SHULRG��$UQW]ŖV�SULQWPDNLQJ�ZRXOG�
continue alongside his work for the Viennese Social and Economic Museum (Gesellschafts- und 
Wirtschaftsmuseum���7KH�PXVHXPŖV�GLUHFWRU��2WWR�1HXUDWK��DLPHG�WR�GHYHORS�D�XQLYHUVDO�V\VWHP�IRU�
SUHVHQWLQJ�VRFLR�HFRQRPLF�IDFWV�WR�WKH�JHQHUDO�SXEOLF�DQG�$UQW]�GHYHORSHG�D�ODQJXDJH�RI�VLPSOLıHG�
symbols to replace statistical graphs and numbers. The universally recognizable pictorial statistics 
(Bildstatistik), later called Isotypes (International System of Typographic Picture Education), form the 
EDVLV�IRU�WKH�PRGHUQ�GD\�SLFWRJUDP��XELTXLWRXV�LQ�LWV�DSSOLFDWLRQ�LQ�HYHU\WKLQJ�IURP�WUDQVSRUWDWLRQ�
VLJQV�WR�SURGXFW�ODEHOV��VHH�WKH�PDMRU�SXEOLFDWLRQ�RI�WKH�9LHQQHVH�6RFLDO�DQG�(FRQRPLF�0XVHXP��
Society and Economy >��@��

Particularly in the early years of the Weimar Republic, prints played a key role in the dissemination of 
LPDJHU\�DQG�LQIRUPDWLRQ�WR�WKH�PDVVHV��6HLZHUWŖV�SULQWV�ZHUH�IUHTXHQWO\�UHSURGXFHG�LQ�D�QXPEHU�RI�
MRXUQDOV��LQFOXGLQJ�WKH�%HUOLQ�EDVHG�Die Aktion��D�SRSXODU�OHIW�ZLQJ�PDJD]LQH�ZLWK�EURDG�UHDFK�>���
��@��,Q�3UDJXH�LQ�������$XJXVWLQ�7VFKLQNHO�ZDV�JUHDWO\�LQĲXHQFHG�E\�D�SULQW�RI�6HLZHUWŖV�DSSHDULQJ�LQ�
Die Aktion and would go on to make work such as Everyday Life�>��@�DQG Workers I >��@�6  A Dutch 
DUWLVW��3HWHU�$OPDŖV�DUWLVWLF�SURGXFWLRQ�ZDV�DOVR�LQĲXHQFHG�E\�WKH�ZRUN�RI�WKH�&RORJQH�3URJUHVVLYHV��
who counted him among their own. His eight social portraits illuminate positions of power in society—
ıJXUHV�ZKR�ZRXOG�KDYH�EHHQ�LGHQWLıDEOH�WR�FRQWHPSRUDU\�YLHZHUV��D�PLQLVWHU��D�JHQHUDO��D�SULHVW��
D�MXGJH��D�GLSORPDW��D�MDLOHU��D�EDQNHU��DQG�D�ODZ\HU��>�����@�/LNH�6HLZHUW�DQG�$UQW]��$OPD�VRXJKW�
legibility in his work, designing his prints as a series to enable the viewer to compare and contrast 
them.7  

$Q�XQWLWOHG�GUDZLQJ�E\�+DQQD�1DJHO�IURP������>���@�RĳHUV�D�VWDUN�FRQWUDVW�WR�IDPLOLDU�:HLPDU�
SHULRG�GHSLFWLRQV�RI�ŗPDQ�DQG�PDFKLQH�Ř�1DJHOŖV�GUDZLQJV�DUH�FKDUDFWHUL]HG�E\�EROG�JUDSKLWH�
OLQHV�DQG�WRXFKHV�RI�FRORU�ZDVK��VLPLODU�WR�WKH�ZRUN�RI�KHU�PRVW�LQĲXHQWLDO�WHDFKHU�DW�WKH�%DGLVFKH�
Landeskunstschule in Karlsruhe, Karl Hubbuch (see, for example, Light Thriller�>���@���+HUH�D�KDOI�
QXGH�IHPDOH�ıJXUH�SHUFKHV�SUHFDULRXVO\�RQ�WKH�ZKHHO�RI�D�SULQWLQJ�SUHVV��+HU�EREEHG�KDLUVW\OH�
(Bubikopf) can be associated with the liberated “New Woman” of the decade, yet the slump of her 
body suggests the toll of hard – and, explicitly, female – labor. Working-class women also appear 

6  Die Aktion represented views of dissenting radicals who formed splinter groups such as Kommunistische Arbeiter Partei 
Deutschlands (German Communist Workers‘ Party; KAPD), which split from the KPD in 1919 and Allgemeine-Arbeiter Union 
(General Workers‘ Union; AAU).
7  In 1930, Alma organized the international exhibition Socialist Art Today, with the aim of featuring art related to the labor move-
ment, class struggle, and social conditions. The exhibition included many of the artists whose work is in the Merrill C. Berman 
collection.

BÄN���D
Mervin Jules, The Art Lover, 1937
Tempera on composite board, 9 5/8 x 12 5/8” (24.4 x 23.1 cm)
Harvard Art Museums/Fogg Museum, Donated by Jack Sando 
‘62 and Judith Sando, in appreciation of Professor Seymour 
Slive, 2005.114
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LQ�$UQW]ŖV Midday in Front of the Factory�>��@�DQG�Workers’ Colony�>��@��ZKLFK�EOXU�WKH�OLQH�EHWZHHQ�
public and private; exterior courtyards like those shown here often served as gathering places and 
playgrounds for working-class families. 

,Q�WKH�\HDUV�IROORZLQJ�:RUOG�:DU�,��*HUPDQ\ŖV�QHZ�GHPRFUDF\�VWUXJJOHG�ZLWK�PDVVLYH�XQHPSOR\PHQW�
DQG�K\SHULQĲDWLRQ��,Q�������D�JURXS�RI�VHYHQ�SROLWLFDOO\�HQJDJHG�DUWLVWV�SURGXFHG�D�SRUWIROLR�
entitled Hunger�WR�EHQHıW�WKH�,QWHUQDWLRQDO�:RUNHUVŖ�$LG��International Arbeiter Hilfe), a transnational 
propaganda and relief organization that raised funds to support impoverished workers. Otto Nagel, 
who contributed a portrait of a worker to the portfolio, was deeply involved in the organization and 
RYHUVDZ�LWV�$UWLVWVŖ�5HOLHI�SURJUDP��2WWR�'L[��.ËWKH�.ROOZLW]��(ULF�-RKDQVRQ�DQG�+HLQULFK�=LOOH�IRFXVHG�
on the plight of working-class women and children. Others highlighted the growing socio-economic 
LQHTXDOLW\�LQ�WKH�:HLPDU�5HSXEOLF��,Q�*URV]ŖV�SULQW�>ıJ���@��IRU�H[DPSOH��JDXQW�IDFHG�ZRUNHUV�JD]H�
XSRQ�D�GHOLFDWHVVHQŖV�ULFK�VSUHDG�RI�VDXVDJHV�DQG�FKHHVH��WKH�VWRUHIURQW�ZLQGRZ�DFWLQJ�DV�D�
physical reminder of class disparity. A similar scene appears in the crowded streets of Berlin in 
.DUO�+ROW]ŖV�Friedrichstrasse�>��@�RU�*HUG�$UQW]ŖV�JOHDPLQJ�VKRS�ZLQGRZ�>��@�UHSOHWH�ZLWK�ZRUNHUV�
(suspended on a platform) charged with keeping it clean. 

7\SLFDO�RI�*HUWD�2YHUEHFNŖV�VPDOO�VFDOH�ZRUN�IURP�WKH�HDUO\�����V��After Work’s End (also called 
Before a Thunderstorm��>��@�RĳHUV�D�UHODWHG�SHUVSHFWLYH�RQ�WKH�ZLGHVSUHDG�IRRG�VKRUWDJH�DPRQJ�WKH�
working class. In it, workers at a distance from brick tenement buildings tend to their garden plot in an 
eerie light. Inspired by the ideas of 19th-century German physician Daniel Gottlob Moritz Schreber, 
VXFK�JDUGHQ�DOORWPHQWV�ZHUH�D�PHDQV�WR�FRPEDW�XUEDQ�IDPLOLHVŖ�PDOQXWULWLRQ�DQG�ODFN�RI�IUHVK�DLU�
in the wake of rapid industrialization. Indeed, food produced in such gardens became essential for 
PDQ\�IDPLOLHVŖ�VXUYLYDO��)URP������WR�������2YHUEHFN�DWWHQGHG�WKH�+DQQRYHU�6FKRRO�RI�$UWV�DQG�
Crafts where she met other emerging artists, among them Wegner and Ernst Thoms. Her scene, 
VXJJHVWLQJ�D�GHSUHVVLQJ�GLVFRQQHFW�IURP�QDWXUH��ıQGV�DQ�LGHDO�FRXQWHUSDUW�LQ�7KRPVŖ�Drunkard in a 
Bar�>���@��,Q�LW��D�ORQH�ZRUNHU�VWUXJJOHV�WR�UHPDLQ�XSULJKW�DW�WKH�EDU��KLV�OHJV�VWUDLJKW�RXW�EHORZ�KLP��
7KH�VROHV�RI�KLV�VKRHV�DUH�QRW�ıUPO\�SODQWHG�RQ�WKH�ĲRRU�EXW�WXUQHG�LPSRVVLEO\�WRZDUGV�WKH�YLHZHU��
7KRPV�SOD\V�ZLWK�SHUVSHFWLYDO�FRQWUDGLFWLRQV�WKURXJKRXW�WKH�ZRUN��WKH�GL]]\LQJ�URRPV�UHĲHFWLQJ�WKH�
GUXQNDUGŖV�ODFN�RI�IRFXV��/LNH�WKH�ıJXUH�LQ�D�PLUURU��WKH�YLHZHU�EHFRPHV�D�YR\HXU�RI�WKH�ZRUNHUŖV�
isolation and desperation. Although he would later become the most successful of his Hannover 
FROOHDJXHV��7KRPV�ZRUNHG�DGGLWLRQDO�MREV�LQ�RUGHU�WR�VXSSRUW�KLPVHOI�GXULQJ�WKH�SHULRG�RI�HFRQRPLF�
and political instability after World War I, which he called the “Severity (Schwere) of the Golden 
Twenties.”

A founding member of the Rote Gruppe��5HG�*URXS���D�FRPPXQLVW�DUWLVWVŖ�DVVRFLDWLRQ�GHGLFDWHG�
to art in the service of class struggle, Georg Scholz became well-known in the early 1920s for his 
ELWLQJ�VRFLDO�FRPPHQWDU\�H[HPSOLıHG�LQ Industrial Farmers�>���@��7KLV�OLWKRJUDSK�DIWHU�D�SDLQWLQJ�LV�
staged as a family portrait of a straitlaced couple and their acne-ridden child. The boy demonically 
WRUWXUHV�D�IURJ��ZKLOH�WKH�PDQ�FOXWFKHV�D�ELEOH�DQG�KLV�ZLIH�FUDGOHV�D�SLJ��6DFNV�RI�ĲRXU�DUH�SLOHG�LQ�
the corner of the sparse interior. Outside the window, a plump priest waves his arm in blessing, his 
stomach revealing an illuminated poultry dinner inside. Usurious farmers (Wucherbauern) were those 
ZKR�SURıWHG�IURP�WKH�ODFN�RI�IRRG�LQ�WKH�FLWLHV�GXULQJ�:RUOG�:DU�,�DQG�LQ�WKH�VXEVHTXHQW�LQĲDWLRQDU\�

period. They are the agricultural counterparts to the capitalistic exploitation in urban environments as 
VHHQ�LQ�6FKRO]ŖV�FLJDU�VPRNLQJ�SURıWHHU�LQ�DQ�DXWRPRELOH�LQ�Newspaper Carriers >���@�RU�WKH�1DWLRQDO�
Socialist protagonist of the watercolor Swastika Crusader (in the Café)�>���@��ZKLFK�ZDV�DOVR�LVVXHG�
as a print. 

If his contemporaries often described the industrial and agricultural spheres as at unreconcilable 
odds, in his 1932 City and Country >��@�6HLZHUW�SUHVHQWV�WKHLU�XQLıFDWLRQ��7KH�SULQW�GHSLFWV�DQ�
LQGXVWULDO�ZRUNHU�DQG�D�SHDVDQW�IDUPHU�KROGLQJ�D�KDPPHU�DQG�D�VLFNOH�UHVSHFWLYHO\��7KH�ıJXUHVŖ�RWKHU�
KDQGV�ORFN�LQ�D�VLQJOH�UHFWDQJXODU�VKDSH�QHDU�WKH�FRPSRVLWLRQŖV�FHQWUDO�D[LV��7KLV�ŗKDQGVKDNHŘ�MRLQV�
WKH�ıJXUHV�DQG�WKH�WZR�GLVWLQFW�UHDOPV�RI�WKH�SULQW��RQ�WKH�OHIW��WKH�LQGXVWULDO�VSKHUH�ZLWK�LWV�IDFWRU\�
building and smokestacks. On the right-hand side, distinct carved planes can be read as country 
ıHOGV�VHHQ�IURP�DERYH��7KH�VXEMHFW�ZRXOG�KDYH�EHHQ�UHDGLO\�UHFRJQL]DEOH�DW�WKH�WLPH�DV�D�XWRSLDQ�
YLVLRQ�RI�D�FODVVOHVV�VRFLHW\��WKRXJKW�DFKLHYDEOH�RQO\�E\�WKH�FRPELQHG�HĳRUWV�RI�LQGXVWULDO�ZRUNHUV�
DQG�IDUPHUV��7KH�PRWLI�RI�ZRUNHU�SHDVDQW�XQLıFDWLRQ�ZDV�D�6RYLHW�HPEOHP�XVHG�IUHTXHQWO\�GXULQJ�WKH�
LQWHUZDU�SHULRG��VHHQ�DOVR�LQ�+RHUOHŖV�VHOI�SRUWUDLW�Worker in the Busch-Reisinger Museum collection. 
In Mass >ıJ���@��6HLZHUW�GHSLFWV�VHYHQ�ıJXUHV�LQ�D�ZLGH�UDQJH�RI�SDLQW�FRORUV�DSSOLHG�LQ�GLVWLQFW�SODQHV�
ZLWK�WKLFN��YLVLEOH�EUXVKVWURNHV��7KH�UHFWDQJXODU�SODQHV�WKDW�ĲDQN�WKH�JURXS�UHIHU�WR�IDFWRU\�EXLOGLQJV�
DQG�IDUP�ıHOGV��7KH�SXUHVW�ZKLWH�LV�UHVHUYHG�IRU�WKH�KHDG�RI�WKH�FHQWHUPRVW�ıJXUH��FUHDWLQJ�D�IRUZDUG�
WKUXVW�WR�WKH�JURXS��'HVSLWH�WKH�DEVHQFH�RI�V\PEROLFDOO\�UDLVHG�ıVWV�RU��LQ�IDFW��DQ\�DUPV�DW�DOO��WKH�
ıJXUHV�DUH�FOHDUO\�MRLQHG�LQ�FROOHFWLYH�GHPRQVWUDWLRQ��6HLZHUW�KHUHE\�FKDOOHQJHG�FRPPRQ�GHSLFWLRQV�
of revolution in an idealized singular socialist “hero.” As critic Ernst Kállai described it at the time this 
“patchwork” forms “an undividable unity: all for one, one for all.”8

8  Ernst Kállai, “In memoriam Franz Wilhelm Seiwert” Forum 3, no. 9 (1933, p. 254.)

BÄN���D
George Grosz , Hunger, from the portfolio “Hunger”, 1924.
Lithograph, 13 3/8 x 9 7/16” (34 x 24 cm) 
Harvard Art Museums/Busch-Reisinger Museum, Gift of the Fine 
Arts Library, Harvard College Library, 2009.11.2

BÄN���D
Franz Wilhelm Seiwert, Mass, 1931
Oil on wood, 22 13/16 x 11 1/4” (58 x 28.5 cm)
Harvard Art Museums/Busch-Reisinger Museum, 
Richard Norton Memorial Fund, 2015.43
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Karl Holtz, Friedrichstrasse (Friedrich Street), c. 1920.
Lithograph on paper, 20 1/2 x 13 7/8” (52 x 35.2 cm)
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Karl Holtz, Untitled, c. 1920.
Lithograph on paper, 23 x 16 3/4” (58.6 x 42.5 cm)

Rudolf Schlichter, Dachluke (Escape Hatch), 1920s.
Ink on paper, 21 3/8 x 18 1/4” (54.3 x 46.4 cm)
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Rudolf Schlichter, Californische Bar (California Bar), c. 1919.
Lithograph on paper, 41 x 39 1/2” (104.1 x 100.3 cm)

Rudolf Schlichter, Der Schöner Joseph (Handsome Joseph), 1925-1926.
Pencil on paper, 24 3/4 x 18 3/4” (63 x 47.5 cm)



20

Rudolf Schlichter, Liebesspiel (Amorous Play), c. 1919.
Lithograph on paper, 47 1/2 x 32” (120.7 x 81.3 cm)
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COLOGNE
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Peter Alma, Sociale Portretten (Social Portraits), 1929-1931.
Linocut on paper, 10 9/16 x 12 1/4” (26.8 x 31.1 cm)

Included in Harvard Art Museums exhibition

Peter Alma, Sociale Portretten (Social Portraits), 1929-1931.
Linocut on paper, 11 1/18 x 12 1/4” (28.2 x 31.1 cm)

Included in Harvard Art Museums exhibition



26 27

Peter Alma, Sociale Portretten (Social Portraits), 1929-1931.
Linocut on paper, 11 1/18 x 12 1/4” (28.2 x 31.1 cm)

Included in Harvard Art Museums exhibition

Peter Alma, Sociale Portretten (Social Portraits), 1929-1931.
Linocut on paper, 11 1/4 x 12 1/4” (28.6 x 31.1 cm)

Included in Harvard Art Museums exhibition



28 29

Peter Alma, Sociale Portretten (Social Portraits), 1929-1931.
Linocut on paper, 11 1/18 x 12 1/4” (28.2 x 31.1 cm)

Included in Harvard Art Museums exhibition

Peter Alma, Sociale Portretten (Social Portraits), 1929-1931.
Linocut on paper, 11 1/18 x 12 1/8” (28.2 x 30.8 cm)

Included in Harvard Art Museums exhibition



30 31

Peter Alma, Sociale Portretten (Social Portraits), 1929-1931.
Linocut on paper, 11 1/18 x 12 1/2” (28.2 x 31.7 cm)

Included in Harvard Art Museums exhibition

Peter Alma, Sociale Portretten (Social Portraits), 1929-1931.
Linocut on paper, 11 1/18 x 12 3/8” (28.2 x 31.4 cm)

Included in Harvard Art Museums exhibition



32 33

Gerd Arntz, Holzschnitt mit Pferden (Woodcut with Horses), 1923.
Woodcut on paper, 14 1/2 x 10” (37 x 25.5 cm)

Gerd Arntz, Erschossen um nichts (Shot for Nothing), 1924.
Woodcut on paper, 15 3/4 x 10 1/2” (40.2 x 26.7 cm)



34 35

Gerd Arntz, Beschissen um alles (Taken for Everything), 1924.
Woodcut on paper, 10 1/2 x 5 1/8” (26.8 x 13 cm) - left
9 7/8 x 5 1/2” (25.2 x 14 cm) - right

Gerd Arntz, Amerikanisches (American), 1924.
Woodcut on paper, 13 x 9 1/2” (33 x 24 cm)



36 37

Gerd Arntz, Théatre (Theater), 1924.
Woodcut on paper, 12 x 8 5/8” (30.4 x 21.8 cm)

Gerd Arntz, Arbeiterkolonie��:RUNHUVŖ�&RORQ\��������
Woodcut on paper, 11 3/4 x 8 1/4” (30 x 21 cm)



38 39

Gerd Arntz, Ausstellung Arntz Holzschnitte (Exhibition of Arntz Woodcuts), 1925.
Letterpress on paper, 11 3/16 x 15” (28.4 x 38.1 cm)



40 41

Gerd Arntz, Schaufenster I (Showcase I), 1925.
Woodcut on paper, 14 x 9 3/8” (35.5 x 23.6 cm)

Gerd Arntz, Strandbad (Beach), 1925.
Woodcut on paper, 14 x 9 3/8” (35.5 x 23.6 cm)



42 43

Gerd Arntz, Paternoster, 1926.
Woodcut on paper, 12 1/4 x 6 3/4” (31 x 17 cm)

Gerd Arntz, Die Ordnung (The Order), 1926.
Woodcut on paper, 12 7/8 x 10 3/4” (32.8 x 27.4 cm)

Included in Harvard Art Museums exhibition



44 45

Gerd Arntz, Charles Louis Philippe, 1927.
Woodcut on paper, 12 x 9” (30.8 x 23 cm)

Gerd Arntz, Mittag vor der Fabrik (Midday in front of the Factory), 1927.
Woodcut on paper, 9 1/2 x 14” (24 x 25.8 cm)

Included in Harvard Art Museums exhibition



46 47

Gerd Arntz, Fabrik (Factory), 1927.
Woodcut on paper, 13 3/4 x 11 3/8” (35 x 29 cm)

Gerd Arntz, Theater, 1927.
Woodcut on paper, 16 3/8 x 10 1/2” (41.5 x 26.5 cm)



48 49

Gerd Arntz, Sporthalle (Stadium), 1927.
Woodcut on paper 16 1/8 x 10 1/2” (41 x 26.5 cm)

Gerd Arntz, Wohnhaus (Residential Building), 1927.
Woodcut on paper 14 3/4 x 11 3/8” (37.5 x 28.7 cm)



50 51

Gerd Arntz, Gesellschaft und Wirtschaft (Society and Economy), 1930.
Photomechanical prints on paper, 12 1/16 x 23” (30.6 x 58.4 cm)

Gerd Arntz, 6FKLĳHUVWUHLN�,��6DLORUVŖ�6WULNH��������
Oil on board, 47 1/4 x 31 1/2” (120 x 80 cm)



52 53

Gerd Arntz, Arbeitslose (Unemployed), 1931.
Woodcut on paper 14 1/2 x 10 5/8” (36.8 x 27 cm) Gerd Arntz, Weisser Terror (White Terror), 1932.

Woodcut on paper, 13 3/4 x 9 3/4” (34.8 x 24.7 cm)



54 55

Gerd Arntz, Krieg (War), 1931.
Woodcut on paper 14 1/2 x 10 1/2” (36.7 x 26.7 cm)

Gerd Arntz, Oben und unten (Above and Below), 1931.
Woodcut on paper, 14 1/2 x 10 3/8” (36.7 x 26.5 cm)



56 57

Gerd Arntz, Wahldrehscheibe (Election Wheel), 1932. 
Woodcut on paper, 13 3/4 x 9 5/8” (34.8 x 24.5 cm)

Heinrich Hoerle, Mann und Frau (Man and Woman), c. 1930.
Linocut on paper, 6 5/8 x 5 3/8” (16.8 x 13.7 cm)



58 59

Heinrich Hoerle, Zwei Männerköpfe (Two Male Heads), 1932.
Wax on cardboard and panel, 13 3.4 x 18 7/8” (35 x 48 cm)

Hans Schmitz, Die Masse (The Mass), 1922. 
Linocut on paper, 11 1/8 x 8 3/4” (28 x 22 cm)

Included in Harvard Art Museums exhibition



60 61

Franz Wilhelm Seiwert, Der Strom, to Dore Leeser-Freundlich, 1919. 
Linocut on card, postcard, 5 1/2 x 3 1/2” (14 x 8.9 cm)

Franz Wilhelm Seiwert, Die Aktion, vol. 12, no. 41/42, 1922.
Letterpress on paper, magazine, 11 1/2 x 8 3/4” (29.2 x 22.2 cm)



62 63

Franz Wilhelm Seiwert, Die Aktion, vol. 12, no. 43/44, 1922. 
Letterpress on paper, magazine, 11 5/8 x 8 3/4” (29.5 x 22.2 cm)

Franz Wilhelm Seiwert, Die Fabrik (The Factory), 1920s. 
Linocut on paper, 15 3/8 x 12 1/8” (39.1 x 30.8 cm)



64 65

Franz Wilhelm Seiwert, Arbeiter (Worker), 1920s.
Ink on paper, 8 1/2 x 5 5/16” (21.6 x 13.5 cm)

Franz Wilhelm Seiwert, Menschen im Gefängnis (People in Prison), 1922. 
Woodcut on paper, 6 7/8 x 5 5/8” (17.5 x 14.3 cm)



66 67

Franz Wilhelm Seiwert, Solidarität (Solidarity), c. 1922.
Pastel on paper, 10 1/2 x 8 5/8” (26.8 x 22 cm)

Included in Harvard Art Museums exhibition

Franz Wilhelm Seiwert, Proletarier (Proletarians), c. 1922.
Linocut on paper, 7 3/4 x 6 1/4” (19.7 x 15.8 cm)

Included in Harvard Art Museums exhibition



68 69

Franz Wilhelm Seiwert, BO (Betriebsorganisation), 1922. 
Linocut on paper. 9 5/8 x 7” (24.4 x 17.8 cm)

Included in Harvard Art Museums exhibition

Franz Wilhelm Seiwert, Gruppe mit überwiegend eckigen 
Köpfen �*URXS�ZLWK�SULPDULO\�VTXDUH�KHDGV������F��������
Linocut on paper, 11 1/2 x 8 1/8” (29.2 x 20.6 cm)



70 71

Franz Wilhelm Seiwert, Shelleÿ Kampf: Zahllos Seid Ihr Nichts Sind Sie!, c. 1924.
Lithograph on paper, 6 7/8 x 4 1/8” (17.5 x 10.5 cm)

Franz Wilhelm Seiwert, Demonstration, 1925.
Oil on canvas, 35 x 26 3/4” (89 x 68 cm)



72 73

Franz Wilhelm Seiwert, Der Lumpenball im Silberkranz, c. 1930s. 
Letterpress on paper, 5 3/4 x 4 1/8” (14.6 x 10.5 cm)

Franz Wilhelm Seiwert, Das 1ige Fest Kölner Künstler, c. 1930s.
Letterpress on paper, 5 7/8 x 4 1/2” (14.9 x 11.4 cm)



74 75

Franz Wilhelm Seiwert, Lumpenball, Das Fest Der Progressiven Künstler, 
1930. Letterpress on paper, postcard, 5 3/4 x 4 1/8” (14.6 x 10.4 cm)

Franz Wilhelm Seiwert, Der 2te Lumpenball, 1931. 
Letterpress on paper, 5 13/16 x 4 1/8” (14.8 x 10.5 cm)



76 77

Franz Wilhelm Seiwert, Stadt und Land (City and Country), 1932. 
Linocut on paper, 10 7/8 x 12 1/4” (27/7 x 31 cm)

Included in Harvard Art Museums exhibition
Augustin Tschinkel, :DĳHQVHJQXQJ (Blessing Weapons), 1928.
Linocut on paper, 11 x 8 1/2” (27.9 x 21.5 cm)



78 79

Augustin Tschinkel, 3URıWJHVHOOVFKDIW��3URıWDEOH�6RFLHW\���������
Linocut on paper, 12 x 9” (30.6 x 23 cm)

Augustin Tschinkel, Vorstadt (Suburb), 1928.
Linocut on paper, 5 3/8 x 7 1/4” (13.7 x 18.4 cm)



80 81

Augustin Tschinkel, Weg zur Arbeit (Way to Work), 1929.
Linocut on paper 18 1/8 x 11 5/8” (46 x 29.5 cm)

Augustin Tschinkel, Amerikanisches Denkmal (American Monument), 1929. 
Linocut on paper, 11 5/8 x 8 7/8” (29.5 x 22.5 cm)



82 83

Augustin Tschinkel, Der verliebte Schneider (The Beloved Tailor), c. 1930.
Ink, gouache and pencil on paper, 11 1/4 x 8 1/2” (28.6 x 21.6 cm)

Augustin Tschinkel, Der verliebte Schneider (The Beloved Tailor), c. 1930.
Ink, gouache and pencil on paper, 11 1/4 x 8 1/2” (28.6 x 21.6 cm)



84 85

Augustin Tschinkel, Alltag (Everyday Life), 1930.
Woodcut on tissue paper, 11 1/8 x 9” (28 x 22 cm)

Included in Harvard Art Museums exhibition
Augustin Tschinkel, Arbeiter I (Workers I), 1930. 
Linout on paper 12 x 8 5/8” (30.7 x 22 cm)



86 87

Augustin Tschinkel, Liebe und Ordnung (Love and Order), 1930. 
Linocut on paper 14 x 9 1/2” (35.4 x 24 cm)

Augustin Tschinkel, =XP�:DOıVFK (The Whale House), 1930. 
Linocut on paper, 11 3/4 x 11 5/8” (30 x 29.7 cm)



88 89

Augustin Tschinkel, Wahlversprechungen (Election Promises), 1932. 
Linocut on paper, 11 x 9 7/8” (28 x 25 cm)

Augustin Tschinkel, Die Friedenstauben (The Doves of Peace), 1932. 
,QN��FROODJH�DQG�RSTDXH�ZKLWH�RQ�SDSHU���������[������Ř�����[����FP�



91

DRESDEN



93

Bernard Kretzschmar, Tod des Sekretärs K (The Death of Secretary K), 1922. 
'U\SRLQW�DQG�DTXDWLQW�RQ�SDSHU���������[���Ř�������[������FP�



95

HANNOVER



97

Grethe Jürgens, Bei Heinrich II �$W�+HLQULFKŖV�,,���������
India  ink and colored pen on paper, 11 1/8 x 9 3/8” (28.3 x 23.8 cm)



98 99

Hans Mertens, Küchen-Stilleben (Kitchen Still Life), 1933. 
Watercolor on paper. 20 1/8 x 13 3/8” (51 x 34 cm)

Gerta Overbeck, Vor einem Donnersturm (Before a Thunderstorm), 1922. 
Gouache, pencil and ink on paper. 13 1/8 x 9 1/8” (33 x 23 cm)

Included in Harvard Art Museums exhibition



100 101

Ernst Thoms, Trunkenbold in Kneipe (Drunkard in Pub), 1922. 
Gouache and ink on paper, 13 3/8 x 10 5/8” (34.1 x 27.3 cm)

Included in Harvard Art Museums exhibition

Erich Wegner, Arbeit an Bord (Work on Board), 1920s. 
Gouache on paper, 13 1/4 x 9 3/8” (34 x 24 cm)

Included in Harvard Art Museums exhibition



102

Erich Wegner, Seemannskneipe��6DLORUVŖ�'LYH���������
Pencil and watercolor on paper 16 1/8 x 14 1/4” (41 x 36 cm)



105

KARLSRUHE



107

Karl Hubbuch, Jannowitzbrücke Berlin, 1922.
Etching on paper, 16 1/16 x 12 3/16” (40.8 x 31 cm)



108 109

Karl Hubbuch, Notausgänge der Ehe (Emergency Exits of Marriage), 1923.
Lithograph on paper, 15 3/8 x 14 3/16” (39 x 36 cm)

Included in Harvard Art Museums exhibition
Karl Hubbuch, Die Mörderzentrale (Murder Central), 1923.
Drypoint on paper, 8 3/8 x 7 1/2” (21.3 x 19 cm)



110 111

Karl Hubbuch, 'HQ�)URPPHQ�%DXHUQ��GHQ�3IDĳHQ�XQG�*HQGDUPHQ
(Pious Peasants, Priests, and Policemen), 1923.
Watercolor, pencil and ink on paper, 12 5/8 x 12” (32 x 30.5 cm)

Karl Hubbuch, Im Rausch des Irrens (Intoxication of the Lunatics), c. 1923.
Lithograph on paper, 24 1/16 x 17 13/16” (61.2 x 45.3 cm)



112 113

Karl Hubbuch, Notausgänge der Ehe (Emergency Exits of Marriage), c. 1923.
Pencil on paper, 14 7/8 x 12 1/2” (37.8 x 31.8 cm)

Karl Hubbuch, Leichter Krimi (Light Thriller), 1925.
Pencil, colour crayon, indian ink und watercolour on paper, 
21 3/8 x 16 1/2” (54.1 x 41.9 cm)



114 115

Hanna Nagel, Untitled, 1929.
Pencil and watercolor on paper, 16 3/4 x 11 1/4” (42.5 x 28.6 cm)

Included in Harvard Art Museums exhibition

Georg Scholz, Industriebauern (Industrial Farmers), 1920. 
Hand-colored lithograph on paper, 16 1/2 x 19 5/8” (41.9 x 49.8 cm)

Included in Harvard Art Museums exhibition 



116 117

Georg Scholz, Zeitungsträger (Newspaper Carriers), 1921.
Lithograph on paper, 12 1/8 x 15 3/4” (31 x 40 cm)

Included in Harvard Art Museums exhibition
Georg Scholz, Apotheose des Kriegervereins, 1921.
Lithograph on paper, 22 5/8 x 17 1/8” (57 x 43 cm)



118 119

Georg Scholz, Hakenkreuzritter (Im Café) (Swastika Crusader (in the Café)), 1921. 
Watercolor on wove paper, 19 3/8 x 11 7/8” (49 x 30 cm)

Georg Scholz, Die Herren der Welt (Masters of the World), 1922.
Lithograph on paper, 19 5/8 x 16 1/2” (49.8 x 41.9 cm)




