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Cabaret Voltaire (1916), 1960s, oil on canvas, 101x74 cm,
collection of Janco-Dada Museum
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Opposite: Marcel Janco at his Ein Hod studio, 1950s, unknown
photographer, private collection
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Tristan Tzara's Mask, 1960, silk screen on cardboard,

25x18 cm, collection of Janco-Dada Museum
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Untitled, 1960-1966, aluminum, 60x45 cm, private collection
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White on White, 1960s, plaster on cardboard, 56x40.5 cm, collection of Janco-Dada Museum
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Construction No. 3, 1960s, wood, iron and metal wire, 96x87x25 cm, collection of Janco-Dada Museum
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Green and Black, 1960s, Dadalit: silk screen on plaster on jute on hardboard, 62.5x52.5 cm, collection of Janco-Dada Museum
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NTXT-IPY' [INTID 90IX 0“0 39X49 ,0ITN 7y DY, DWYN NIXDA 7V 60-1 NIY ,(1917) XTXT NbWD
Dada Surface (1917), 1960s, oil on masonite, 49x39 cm, collection of Janco-Dada Museum
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Composition, 1960s, Dadalit: silk screen on plaster on jute on hardboard, 70x50 cm, collection of Alkara Galley, Daliat Al-Carmel
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Mandolin and Dice, 1970s, Dadalit: silk screen on plaster on jute on hardboard, 43x59.5 cm, private collection
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Red Arrow (1921), 1960s, Dadalit: silk screen on plaster on jute on plywood, 42x56 cm, Biderman Private Art Collection, Kfar Shmaryahu
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Untitled, 1960s, aluminum on iron surface, 12x7 cm, collection of Krymolowski Family
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Untitled, early 1980s, gold cast on aluminum surface, 11x7.5 cm, collection of Janco-Dada Museum
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VXN 7V 20T NINI7,DWYN INDA 7V 80-0 NNY N'UX1 NN K77
XTINT-IP2 [IX'TID 901X 0“0 7X9 7112

Untitled, early 1980s, gold plates on iron surface, 9x7 cm,
collection of Janco-Dada Museum

in Ein Hod. Janco created his beloved shapes in
cement, clay, paper, metal and other materials.>
His last known series of reliefs was made of gold
and completed just before his death in 1984.6

Half a century ago, the writer Benjamin Galai
wrote as follows about Marcel Janco, to mark
the 50th anniversary of Dada: "Bucharest -
Zurich - Paris — Bucharest — Ein Hod. Fifty
years of Dada, years of Janco. The eternal
rebel, sticking tram tickets to the earpieces

of telephones, goes on sticking one dream to
another, one gallery to another, and creates his
own delightful corner... and just as he founded,
at his own expense, the first Dadaist periodical,

he is still prepared to found academies, to
arrange general exhibitions, to quarrel with

his friends, to establish literary cabarets, to
decorate the road that runs down to the sea
from his village with witty paintings - and if this
isn't enough — to engage in painting, sculpture,
ceramics, and gobelins."?

Endnotes

1. Asection of the poem White on White that Jean Arp
dedicated to Marcel Janco. In commemoration of their
joint experiments between 1916 and 1919 and Janco's
white reliefs. In: M.L. Mendelsohn, Marcel Janco,
Massada, Tel Aviv, 1963, p. 20 (Hebrew).

2. Hans Richter, Dada Art and Anti-Art, Thames and
Hudson Ltd, London, 1965, p. 23.

3. Mendelsohn, p. 9.

4. See also: Anca Bocanet, “Marcel Janco - Designer for the
Theater," Adventure in the Theater, exhibition catalogue,
Janco-Dada Museum, Ein Hod, 2000, p. 35.

5. See also: Raya Zommer-Tal, Climbing a High and Steep
Mountain, Janco-Dada Museum, Ein Hod, 2008, pp. 15-16
(Hebrew).

6. The entire series, which comprises 12 works, was
purchased by Michael and Galia Albin as part of their
contribution to Keren Libi, and in 2009 Galia Albin
contributed it to the museum in memory of Michael Albin.

7. Benjamin Galai, "Marcel Janco," Moznaim, 1973, p. 362.
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elegance and a kind of urban structure that
hovers over the compositions.

Although the Dada period was brief, it had

a considerable impact on the development

of Janco's work throughout his life. Upon

his return to Bucharest in the early 1920s,

the geometrical patterns and the structures
featured in the illustrations in the periodicals
in which he had a hand, and particularly in
Contimporanul. In these periodicals there
appeared also sketches of utopian structures
and designs for theater sets, whose asymmetry
and explosion of shapes are reminiscent of
the works from his Dadaist period.# Most

of the works that Janco produced in Zurich
and in Romania did not make the journey to
Palestine, to which he and his family arrived in

-DADA 7:n12in inn NIYIT' X7 NITD 022 b'72N DI7¥N A7 b'7an
XTNT-IPAINTID 901X, 1917 1711 )X JIIDXI NA90 D77

Relief 7A, photo of a plaster relief, unknown measures, from:
DADA 1 - Literary and Artistic Collection, Zurich, July 1917,
collection of Janco-Dada Museum
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7Y 11,1925 ,972701 WNIT TIWNT ANIND
Sketch for post and telegraph office, 1925, ink on paper

January 1941. He returned to the compositions
and techniques of the Dada period in a series
of reconstructions he produced during the
final thirty years of his life in Israel. The works
he created here include masks, collages,
sculptures and oil paintings, as well as a series
of experiments in plaster. Many of them were
done in Iche and Aviva Mambush's printshop



Marcel Janco
Late DADA, Early DADA

Raya Zommer-Tal

“It is only when someone seeks to combine all
the natural senses

in his painting, in his poetry, and in his music,
that he breaks free of restrictions,

of stubbornness,

of the routine of studied art,

of the fear of change and of time,

of sloth and of gray cloudiness”

Jean Arp!

Marcel Janco was one of the most influential
and active artists at the Cabaret Voltaire in
Zurich, and among the members of the Dada
movement from its inception. He took part in
exhibitions and contributed illustrations to Dada
periodical and to posters advertising evenings
at the Cabaret. These young artists were
constantly searching for a new artistic language.
Studying architecture at the time at Zurich's
polytechnicum, Janco began experimenting
with collage, assemblage and plaster. The
works were "carved" in the special material,
some painted and others left in their natural
color (they subsequently inspired Jean Arp's
poem White on White). Janco's experience

in architecture and his tendency toward
constructivism influenced the shapes of the
reliefs, which were built of simple and clear-cut
geometrical shapes, arranged in well-ordered
layers that erupted rhythmically from the static
surface, generally at some central point. As
Hugo Ball noted in his diary, they had "a logic
of their own, devoid of bitterness or irony."?

,0"0 30x42 11 D'72N, DMWY NXDN 7V 60-N NNW |27 7y 277100
XTNT-1P2 [IX'TID 90IX

Opposite: White on White, 1960s, paper relief, 42x30 cm,
collection of Janco-Dada Museum

:M2INN MR, AYIT X7 NITN, 7012 1010171712 ,XY 3 pInop
XTNT-IPY' [IXTID QOIX, 1917 *71 Y, JIIDXI 1190 27 -DADA 1
Construction 3, wood, iron and metal wire, unknown measures,
from: DADA 1 - Literary and Artistic Collection, Zurich, July 1917,
collection of Janco-Dada Museum

M.L. Mendelsohn wrote of Janco's work Prayer,
that the shape of an arrow that extends beyond
the frame of the composition perhaps alludes
to a solution to be found in higher spheres.3
Many of the works are contained within an
oval structure. In his collages Janco combined
various materials, such as newspaper cuttings,
bits of paper and even feathers. His sculptures
were made of bent metal cables, as in the
sculpture Construction No. 3. Marcel Janco's
Zurich works evoke an erupting energy and
abstract elements alongside an architectural
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21.

22.

23.

(see note 3 above). Janco writes that twelve years
had passed since his pilgrimage and immigration. He
first visited Palestine in 1938, before migrating to the
country in 1941. A photograph of Janco and friends at
the Hula Valley in 1938 is kept in various archives.

Janco refers to his figurative work, a topic that surfaced
frequently in the interviews he gave, in an interview
held with Haim Ben-Ari, May 25, 1976, p. 6: “ haven't
become a figurative [artist]. | don't think it's correct

to call my paintings figurative. | twice had to start my
work from the beginning. When | came to the country,
painting was pretty backward, far from everything
done in Europe, because a man who seeks to spring
forward must step back 10 meters...so did | step back
50 as to pull everyone along with me toward modern
art" Yigal Tsalmona likewise addressed this topic in the
context of the series of pogrom paintings, asserting that
Janco understood that the local audience was not yet
prepared to accept the avant-garde art he had produced
prior to his immigration. See Tsalmona Y., 100 Years of
Israeli Art, The Israel Museum, Jerusalem, 2010, p. 167.

For example, exhibitions at Tel Aviv Museum in
1942 and 1948, and at Bezalel in Jerusalem in 1949,
and his participation in the Venice Biennale in 1948.
In interviews with the press and with scholars, Janco
regards himself as the founder of the Ofagim Hadashim
movement, despite the prevalent view that it was
Zaritsky who initiated and founded the group. This
claim appears in notes for an interview conducted
by Professor Gila Balas, kept in the artist's file in Beit
Tsifer Archive, but from a conversation with Professor
Balas and a reading of her books, it emerges that while
Janco was indeed among the foremost leaders of the
movement, Zaritsky was its founder. Janco designed
the invitation to Ofagim Hadashim's first exhibition. See
Balas G., Ofagim Hadashim, Reshafim, 1980, pp. 20-25,
and 128-129, and Modan, 2014. Yigal Tsalmona, on
the other hand, recognizes two abstract trends within
Ofagim Hadashim, and emphasizes Janco's contribution
to the initiative. See Tsalmona Y., 100 Years of Israeli
Art, pp. 167-169.

Dr. Gavriel M., Ten Reproductions of Metal Variations
on Plaster Reliefs from 1916, 1966 (Hebrew).

See Zommer-Tal Raya's article in this catalogue.

24,

25.

26.

27.

This is discussed by Flam in the introduction to the book
by Motherwell and Flam, The DADA Painters and Poets
(see note 3).

Dr. Gamzu Haim, "Art Criticisms", Introduction to
the catalogue of the exhibition: Marcel Janco - a
Retrospective Exhibition at the Tel Aviv Museum of
Art, 1972, The Tel Aviv Museum of Art, 2006, p. 152
(Hebrew).

"On the Social and Economic Organization of the Artists
Village", see Zommer-Tal Raya, Climbing a Tall and
Steep Mountain, pp. 11-12, 15 (Hebrew).

Marcel Janco, edited by A.B. Yaffe, Masada, 1982, p. 46
(Hebrew).
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artists village, as Dr. Gamzu maintained at the
opening of a retrospective exhibition in Tel Aviv
Museum in 1972.25

Janco considered his endeavor to establish the
artists village to be part of the realization of

the ideas of Dada, since it involved cooperation
among artists from diverse disciplines,
combining high art with craftsmanship according
to the vision of the "artisan artist," and the idea
of the artist who makes a living from his work

in print workshops, sculpture, ceramic work and
weaving.26

The international interest displayed in “the
phenomenon of the Dadaist movement,” the
memoirs written by the Cabaret Voltaire artists,
and the numerous essays published in their wake
by scholars of art in which Janco is mentioned
and accorded recognition as one of the trail-
blazing artists, have certainly contributed to the
renewed interest in his Dada style.

A century later, we realize that the works
reconstructed by the artist from the DADA
period are of important didactic value. By
viewing them in an exhibition, we are able to
study and experience them, not only through
photographs in catalogues and books.

It would appear that this is not merely a matter
of the ageing artist's nostalgic return to the
magnificent past of his youth in an attempt to
regain former glory. Judging by his declarations
in countless interviews, Janco really did believe
that he had always worked and created in the
light of Dadaist principles. Throughout the long
years of work, he regarded the sources and
ideas born there, at Cabaret Voltaire, to be a
major inspiration in his artwork.

In the preface of an album that appeared late in
his life edited by A.B. Jaffe, Janco made a clear
statement of the significance of Dada for him,
and thereby defines the meaning of art for him:

“This new art is the appearance of shapes
and colors that is comprehensible to all. ...

universal art because it is abstract. . .the
true international language, which may
create a brotherhood of nations. And

mankind deserves the best of art, and its
mission is to lead and to illuminate it.”2’
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upheavals, and generations of artists had adopted
the ideas and worked with a variety of styles,
from the abstract to figurative and back again.
Obviously enough, principles considered radical,
revolutionary and subversive at the beginning

of the twentieth century that were subsequently
widely adopted by later movements cannot be
considered avant-garde in the 1970s.

In its infancy, Dada was a movement that
attacked traditional, familiar and comprehensible
art. The numerous movements that sprang

up later, some influenced by its ideas and

their development, in particular the abstract
movements that emerged in the USA such as
pop-art, environmental art, conceptual art, the
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installation and performance art, all turned the
concept of anti-art into something conventional
and comprehensible. The questions that
Dadaism posed and the artistic boundaries it
broke through were expanded over the years,
and that which was considered absurd back
then, itself turned into part of the mainstream.24

Perhaps Janco's return to Dadaism was driven
by the nostalgia of an ageing artist for the period
of his youth, which had won him international
recognition, in a quest to reproduce his past
success. And perhaps this was a step toward self-
renewal following a period of slowing down in
his work, during which he engaged in strenuous
efforts to promote the foundation of the Ein Hod



not, with such an exhibition, illuminate
what lies in store in art and prevent the
fall of ‘Socialist Realism’? I think that the
problems we pointed to in 1917-19 have
yet to be solved...”13

We learn from this letter something of what
Janco felt deeply about in that period. The
divided self of someone who grew up in Europe
and achieved success and recognition as an
avant-garde artist and now encountered in his
new home the rigors of climate, the language
and the difficulty of making a living. He sought
to reproduce his success by proposing a joint
exhibition with trail-blazing artists who were
there together with him when Dada was
conceived and had meanwhile spread far and
wide. He believed in abstract art and was aware
of the figurative work he produced in the early
years of his life in Land of Israel, in which he
depicted the human and natural landscapes of
the country, the fighters, the immigrants, biblical
figures, and so forth.20

Some ten years after his arrival, and despite

his artistic success in the country and the
recognition he received as a well-known artist,
and having presented significant exhibitions,21
Janco was still nostalgic about the world he left
behind in Europe, and emphasized to his friend
the difficulties rather than his successes.

The Return to DADA (or: DADA is not Dead!)

As years passed by the concept Dada became an
icon for Janco, symbolizing the grand revolutionary
past of his first artistic steps. Notwithstanding
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his many achievements since then, he regarded
that period as the height of his creativity in which
he blazed a trail; a period that contained the
fundamental ideas in which, so he maintained, he
believed, and in the light of which he worked.

The works inspired by Dada that Janco created
in later years include plaster reliefs, abstract
compositions with the word DADA, on occasion
inversed, reconstruction of early works from
drawings and photographs, and reconstruction
of masks, collages, plaster reliefs and some
sculptures. A special series that Janco created
comprises reliefs made of pieces of metal in
geometrical forms, which are reminiscent of Jean
Arp's "clean” collages on paper and cardboard.
These reliefs were based on sketches for plaster
reliefs made during 1916-1919. In a booklet of
photographs of the metal works, issued for their
exhibition in 1966, Janco wrote as follows:

“In 1960 I came upon the sketches of

my first reliefs. As I looked at them, a
new idea came to me. I sought to enrich
these shapes, to retrace my steps — in

a race against time — to reexamine the
calculations, to rebuild my constructions.
I saw this as a great privilege, I found
myself in an ideal world of searching for
origins, in the playful world of shapes that
I cherish so, in the world of expression of
constructed harmony.”??

In the metal reliefs we find an explicit return

to Dada through experimentation with new
materials. Janco subsequently produced a series
of aluminum reliefs combined with gold.23

The later works inspired by Dada created
between 1960 and 1980 are not innovative.
Both local and international art had undergone
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Janco reiterates the argument that one must
remove the partitions between fields of art,
and returns to the influence of Dadaism on
architecture:

“Architecture merges thinking about the
function with an esthetic solution...Dada
influenced abstract painting, graphics,
constructivism and composition...the
materials we used were humanistic, plaster
and jute...these were experiments...”16

Janco also created a series of three-dimensional
works titled "Constructions”, made out of various
interwoven readymade materials such as metal,
iron wires and wood placed on a wooden base,
which form an abstract composition. Some of
these works were subsequently reconstructed.

Once the Cabaret Voltaire artists had dispersed,
each in their own way adopted some of the
movement's principles that suited their outlook
and continued on their way to Paris, Berlin,
Hannover and later to New York.17 Janco
continued his architectural studies, and following
a brief stay in France he returned to Romania.
He engaged in art throughout the period, wrote
about and occupied himself with architecture
and constructed avant-garde buildings, most

of which can be still found in Bucharest. We
can learn about Janco's time in Romania and

his architectural work there in articles by Janco
himself and by Anca Bocanet, in the catalogue
of an exhibition held in 1996 at the National
Museum of Romania in Bucharest.18

Following the worsening anti-Semitism in
Romania, in 1941 Janco migrated to Palestine
with his family. Here he began a new chapter in
his artistic career. He became part of the local
art scene, addressing topics associated with

the local natural and human landscape, and the
dramatic historical events associated with the
foundation of the state of Israel, while in his
artworks he returned to figuration. He worked
as an architect and a teacher, was among the
leading founders of Ofagim Hadashim, and
founded the artists village Ein Hod. He was
recognized as a well known artist and had
apparently adapted well to Israel, but in 1950 he
wrote to Hans Richter as follows:

“You are no younger and I too have
changed somewhat. I left Europe, hoping
to find ‘Tahiti, like Gaugin, for my pictures,
but I was wrong. The weather here is harsh
and you have to work like mad to survive.
..with my pilgrimage and migration over
the past twelve years, I have lost all my
connections in Europe. On the other hand,
I believe that my painting, for which I have
sacrificed all, as if for a genuine love, has
continued at full strength,

True, I haven’t always painted abstract,
because I believe that the artist must say
something, without being a deformist
or an expressionist. My painting tends
toward strong expression, as you would
find in folk art.. I believe that I am still
fundamentally close to Dada, to the real
Dada that always defended the forces of
creativity, instinctive and fresh, colored
by folk art that one can find in the simple
human being.

... aretrospective group exhibition with
Klee, Arp, Richter, Calder, Eggeling,
Janco, Huelsenbeck, Man Ray, Ernst and

others could be an event in Paris in 1950
or 1951. What do you think? Could we
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by architecture. Janco was well aware of the
apparent contradiction between his activities,
which he addressed and explained in an article
he wrote following a lecture he delivered at

the ETH in 1918.8 In this lecture Janco seeks

to link the two disciplines and to bridge the
conceptual disparities between them. He claimed
that abstract art would connect plastic art to
architecture. He referred to the history of art and
in particular to the Renaissance period, during
which artists engaged in all art media, painting,
sculpture and architecture. As an example of

the connection to architecture, he points to the
plaster reliefs he made toward the end of the
Dada period. These reliefs were produced by
experimentation with material, and subsequently
served the interior architecture that Janco
produced for the buildings he designed upon his
return to Bucharest.3

Years later Janco elaborated further on this
theme in two articles titled "Creative Dada"

and "Dada at Two Speeds", in which he draws
a line between the nihilistic element of the
movement, represented by the views of Tzara,
and its creative, constructive element, to which
he attributes his own work.10 He maintains
that the masks, the live performances and the
dance at Cabaret Voltaire were means toward
abolishing the conventional forms of art. The
negative speed produced a destructive effect of
cancelling out existing art, while the next stage,
the positive speed, could then facilitate a new
artistic beginning.

In his book Art and Anti-Art (1965)11, Hans
Richter, one of the originators of Dadaism,
differentiates between the masks, which
represent the negative aspect of Dada, and
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the plaster reliefs, which express its positive,
constructive aspect. He thereby considers the
reliefs to be part of the works influenced by
Dada. The discussion of the plaster reliefs as a
bridging element between the Dada period and
Janco's architecture features prominently in Adele
Avivi's study12, which addresses the impact made
by Dada on Janco's architectural work.

The plaster reliefs, which appear once again

in the artist's late works, portray abstract
geometrical forms and were made by carving
out material from the plaster after it was poured
into the mold, in a manner reminiscent of the
woodcut technique that Janco employed to

print posters and prints. The margins remained
untouched, the surfaces were irregular, and

the varying elevations produced a three-
dimensional effect. Other than the work titled
White on White (1917), the reliefs were painted,
some in ancient tempera colors inspired by the
Renaissance artists. The color was then gouged
to produce an effect of something old and
irregular, which bore the traces of the artist's
manual intervention.’3

In his poem titled Marcel Janco, Tzara writes:

“He makes reliefs to be constructed in the
wall architectural totality

productive protest against the frame and
the baroque.”%

Avivi maintains 1> that these lines originate in
an early reference by Janco to the plaster reliefs
as works for interior architecture, as an integral
part of the structure and as an element that
links architecture to Dada and expresses the
artist's objection to framing pictures and to the
adornments of the Baroque. In later interviews
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Oriental Mask, 1960s, mixed media, 32x23 cm, collection of
Janco-Dada Museum

have survived, and are housed in museums
and archives around the world. This can be
attributed to the nature of the works, which
were meant to symbolize temporariness and
were therefore made of perishable materials.
Furthermore, the members of the group soon
dispersed to all corners of the world (which
then underwent another war), and failed to
appreciate the movement's importance or to
foresee its long-term influence. Yet among
these few surviving objects, Janco's works
of that formative period are presented as

an example in the numerous books, studies
and essays written over the years about the
movement.

Between art and architecture, relief, sculpture
and mask

Among the works that Janco created during the
Cabaret Voltaire period was a series of masks
designed for the performances of the cabaret.
They were painted in strong colors, and designed
to impress from afar in the relatively small space
of the cabaret. The masks were generally made
of cardboard, paper, horse hairs, iron wires,
cloths and other perishable materials. They
were innovative, original and daring, reminiscent
perhaps of ancient Greek or Japanese theater,

or African masks. Their impact was surprising,
generating movement and melodramatic
gestures that bordered on insanity. They
encouraged improvisation of movement and a
dynamic playfulness, and became the central
element in drama and performance. What
enchanted performers and audience alike was
the fact that the masks lacked human expression
and emotion, and functioned as frightening and
disturbing figures. They stimulated enthusiasm
among performers and encouraged the audience
to participate in the show.

“This was the essence of what they sought
to express in a spontaneous, absurd,
liberated and liberating manner.”’

During the entire period (1916-1919) that Janco
was part of the leading group of the Dada
movement, as mentioned, he studied architecture
at the ETH technological institute in Zurich.
These two activities may presumably appear
incompatible, since they constitute two poles of
art — on the one hand the destructiveness and
the avant-garde of Dadaist ideas, and on the
other, the order and rational principles required
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Marcel Janco, Richard Huelsenbeck, Jean Arp,
Sophie Tauber and Hans Richter, as well as
others, who included Modigliani and Kandinsky.2

The artists who gathered in Zurich from
different locations combined political activism
with various types of artistic expression under
the slogan DADA. The movement rebelled
against "institutionalized” art, and in the
evenings at Cabaret Voltaire they would recite
poetry, act out scenes from plays, perform
dance pieces, and exhibit works of avant-
garde art they considered to be nihilistic and
to break rules and forms, and sought to be as
provocative as they could. That DADA began
in Zurich - a peaceful, neutral, bourgeois and
prosperous city — was made possible by the
liberal atmosphere and freedom of speech
and of the press that prevailed there. It was
there that DADA's subversive and scandalous
messages could be loudly proclaimed.3

The DADA Manifesto, written by Tristan Tzara
and published in 1918,4 lays out the movement's
principles. Among these were the abolition

of traditional and conventional forms of art;
conveying a message of protest against the
destruction of culture by the war, by means of
distorted forms; the use of modern marketing
methods to convey messages; the creation of
avant-garde, subversive art through cooperation
among artists from different disciplines; the
mechanized creation of elements from everyday
materials; the integration of readymade
components; experimentation with new
techniques, such as the study of randomness and
automatism (working as a result of a spontaneous
urge); the creation of collages and three-
dimensional assemblages; and the incorporation
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of texts, performance, poetry and music.

Many years later, Walter Benjamin wrote that
at Cabaret Voltaire in Zurich in 1916, the image
of art as a sublime creation was destroyed, and
was replaced by the desire to shock and convey
amessage of destruction in the face of the
period's manifestations of violence. For example,
by attacking the poetics of poetry by reciting
words without meaning, a “salad of words," or
by sticking used railway tickets on to a painting
by Jean Arp.>

Although the Dada movement operated for only
a brief period, its influence was immense, and
over time its techniques became an integral
part of the expression of modern art. In Alfred
Barr's renowned table,6 in which he portrays by
means of graphs the art movements of the early
twentieth century and the relations between
them, he places Dadaism between Cubism and
Futurism in Paris, Suprematism in Moscow, and
Expressionism in Germany, and notes that it
influenced Surrealism and is linked to modern
architecture and to the Bauhaus. Barr's analysis
helps us understand the influences, the "isms"
that Dada attacked, and its link to architecture,
which is of particular interest in Janco's case,
since during this period he studied architecture,
as further discussed below.

Marcel Janco was a leading member of the
group, and expressed its ideas through plastic
works, posters, paintings, drawings, illustrations
for pamphlets and books of poetry, costumes
and particularly masks, which over time came to
symbolize Dadaism.

Only a few of the works and photographs
produced at the time when the group was active



Marcel Janco - Late DADA

The Return to Dada in the Artist's Late Work

Ady Greenfeld

“I was true to my past, I continued to
fulfill the revolutionary ideas of DADA.
The artist is by nature a revolutionary, he
doesn’t reconcile himself to what exists, he
dreams about social change.”!

Marcel Janco (1895-1984), was a
multidisciplinary and diverse artist. His long
career spanned periods of significant ongoing
change in the history of art. Janco took the

first steps on his artistic path in the traditional
atmosphere of early twentieth-century Romania.
He went on to study architecture in Zurich,
where he became one of the founders of the
revolutionary avant-garde Dada movement.
Although Dada as such lasted for only a few
years in Central Europe, it made a major impact
on the development of modern art and the
dissemination of abstract art ideas.

Janco returned to Bucharest from Zurich and
worked as an artist, an architect, and a promoter
of modern art. Following worsening anti-
Semitism in Romania during World War II, he
left the country and immigrated to Palestine,
where he began a new phase of his career. As
an internationally recognized artist, he continued
to introduce innovative and creative ideas and
played an influential role in the introduction

of modernism and abstract art to Israel's
developing art scene. He was one of the leaders
of the New Horizons abstract movement, and
played a significant part in founding the artist
village of Ein Hod. Janco developed a distinct
artistic language with familiar characteristics
that are clearly noticeable in the artwork he
created throughout his life.

In his later years Janco revisited his early period
to create and reconstruct a series of works
inspired by the ideas and spirit of Dadaism.
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About DADA

The Dada movement was born from the literary
encounters and activity of a group of artists,
poets and thinkers in Zurich in early 1916, who
used to gather in a tavern they called Cabaret
Voltaire. Coming from diverse backgrounds, they
all sought to protest against the violence and
destruction brought on by World War I. Shocked
and disillusioned, they regarded the war as

a failure of western culture that had brought
disaster on the people of Europe of both camps.
They met, exchanged opinions and ideas, wrote,
argued, exhibited and demonstrated against the
nationalistic ideas that had, so they believed,
brought about the war. They subsequently
founded a periodical in which they expressed
the ideas they worked out during their meetings.
Among the participants and the writers were
Hugo Ball, Emmy Hennings, Tristan Tzara,
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