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Artist and scholar have  
more often than not been  
seen as antithetical, one  
being submerged in the 

creative experience, the other looking 
back at it, trying to figure heads or 

tails. As an artist I had made my bed 
in that land of the non-filtered, giving 
little thought to the world of scholar-
ship until I discovered something 
of a conundrum one evening while 
teaching photocollage/montage at the 
Corcoran College of Art and Design.
 After an evening of slicing and dic-
ing, having mutilated a good number 
of vintage Life magazines, I came 
across an image in one of them that 
very clearly resonated with a distinct 
bell of recognition. The image was 
that of a red leather door (the entrance 
to the rare book room in Harvard’s 
Houghton Rare Book Library) within 
which there was a window surrounded 
by brass convex studs, through which 
one could see a man in a suit at a table 
of books. Where had I seen this be-
fore? It was only the evening before 
that my class had viewed slides as 
we took a look at the brilliant collage 
artist Hannah Höch and her ground-
breaking photomontage work that 
anchored the Berlin Dada movement. 
A number of the images where taken 
from Maude Lavin’s book Cut with the 
Kitchen Knife: the Weimar photomon-
tages of Hannah Höch, her treatise on 
Höch’s work of this period and its sig-
nificance to the women’s movement. 
One especially beautiful montage 
graces the cover of her book, that of 
a mysterious, androgynous figure that 
Höch entitled Dompteuse, (Tamer), 
circa 1930.
 As often happens while making 
a photocollage, a synapse will occur 
connecting an image in front of you 
with some long-lost, thought-to-be-
forgotten image from a past hunt. That 
happening here, it did not take long 
to know with certainty that this image 
of a leather, windowed door was the 
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backdrop chosen by Höch to display 
her wildly androgynous being. It was 
quite an exciting discovery. Just to be 
connected, in some small way, with 
such a important image felt a privi-
lege.
 Off I went to bed that night and 
to work the next day with this lovely 
discovery only to find the excitement 
turning into something of an irritation, 
as if something there was not quite 
right. In re-examining the Life maga-
zine image and Dompteuse, I con-
cluded there was something “wrong,” 
well maybe not wrong in the full sense 
of the word but just something incon-
gruous — a mystery that begged to be 
solved — and this is where I stepped 
out of the role of the artist and put on 
the hat of the scholar on a mission 
to solve a mystery. In a nutshell, the 
lovely Dompteuse, circa 1930, is sur-
rounded by this beautiful photograph 
of a brass studded door, published in 
Life magazine in March of 1959! In-
deed a mystery, so back into the past I 
went.
 Was that an old picture published 
in a new article? Was the date simply 
wrong on this pivotal image from the 
Weimar Period? Was it a fake? Some 
other possible solution? None of the 
above?
 With all this in mind Dompteuse 
began to appear quite different to me. 
Looking back at Höch’s collage in 
this light something became embar-
rassingly obvious. When seen in the 
context of all the other Weimar Period 
collages it just stands out like a sore 
thumb, misplaced, simply too beauti-
ful to be believed. Every collage of the 
1930s I had seen was a composite of 
black and white images, produced us-
ing the common color application pro-
cess known as “fake color,” where one 
would lay down a flat color tint on top 
of which would be printed the black 
and white halftone. But in no instances 
were any of them true, full-color re-
productions — that is except when it 
comes to Dompteuse. Here it is a very 
different story. The rich brass/brown 
tones that frame the central figure are, 
without a doubt, reproduced in full-
color — at the time a process that was 
too expensive and time-consuming to 
be used in most mass publications.

 Could this be an original color 
photograph? Unlikely, with the size of 
this collage being the exact size of the 
full-bled image found in the 1959 Life 
magazine (26x35 cm). Was it a fake? 
Again not likely since Dompteuse had 
been mentioned in Höch’s exhibition 
lists while she was still alive and at 
that exact size.
 Didn’t get it. Still irritated. 
 Having produced numerous col-
lages myself, I know that one tech-
nique that can be used to an interesting 
effect is the torn image. It often leaves 
a paper white edge that can contribute 
to the texture of the collage, as seen in 
Dompteuse, for example. This tearing 
technique, if used through multiple 
images glued upon one another, will 
show a distinct layering effect. It is a 
method rarely seen in Höch’s collage 
work.
 After carefully viewing the layered 
edges surrounding the central image 
of Dompteuse it is clear that the Life 
magazine page is not a page with the 
center torn out and glued over the 
androgynous figure, but is the back-
ground upon which the figure is glued. 
The makeup of the central image 
itself, casting aside the Life magazine 
image, is consistent with the reproduc-

tions used in the collages of the 1930s 
Weimar Period, in that black and white 
“fake color” reproductions were used. 
I think I have enough to make a pretty 
good guess as to what we have here.
 There is enough evidence to say 
that Hannah Höch most likely cre-
ated this collage in the 1930s and then 
decided to rework it in the late 50s to 
early 60s. She took the original, tore 
off the collaged areas surrounding the 
central image (leaving the layered, 
torn edges) then proceeded to re-glue 
what was left of the original Dompt-
euse upon the upside down image of 
the library door. That she reworked 
Dompteuse at some point after 1959 
is indisputable. Why she did this is as 
much a mystery as the Tamer itself. 
Even though it is impossible to know 
for certain Höch’s intentions in per-
forming this reconfigura-tion, there are 
enough tantalizing clues left behind 
to not only attempt a reconstruction 
of the original Dompteuse but also to 
give a reasonable hypothesis as to why 
Höch would want to alter this pivotal 
collage.
 Closely observing the collage’s 
central figure and its torn edges one 
sees that it is made up of three glued 
pieces — the androgynous figure itself 
along with two small black pieces; one 
narrow rectangle (middle left); and 
one triangle to the left of the seal. Like 
pieces to a puzzle, one can attempt 
to match the torn edges of the two 
black pieces to the shape of the edges 
surrounding the central figure. When 
doing this one sees that the triangular 
piece fits perfectly into the right-angle 
shape just above the seal’s head, ex-
tending the field of black upon which 
the seal is placed. Using some of the 
other indicators as to the areas of color 
that extended out around the figure in 
the original, I have reconstructed what 
its original background might have 
looked like (above).
 But there is still one more formal 
clue that I believe is the most reveal-
ing as to why she decided to rework 
this collage. 
 There is an area in black, to the 
right of the seal that seems to indicate 
the right, outside edge of the original 
background. It is in the form of a 
straight, black edge tilting left. Us-

Dompteuse, proposed reconstruction by Joe 
Mills of the 1930 state
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ing that indicator, I repositioned the 
central figure to what I believe was its 
original orientation, tilting it back to 
the right until that straight edge was a 
perfect 90 degree vertical. What one 
sees in this repositioning is striking in 
its effect upon the character of Dompt-
euse. It is one of going from a figure 
of confidence (enhanced by the effect 
of the bridge of the nose being more 
perpendicular to the picture plane and 
arms crossed, tilted left) to a much 
sadder, more withdrawn figure (as the 
head tilts more right and the arms be-
come almost parallel).
 I, in a minority, have always seen 
Dompteuse as a mysterious figure star-
ing me down, with slight indicators 
of her pupils peering out between the 
slits of her eyelids. This sense of eye 
contact is almost completely lost with 
the reorienting of the Dompteuse’s 
position. Given this change of charac-
ter, along with the almost regal impact 
of the crown-like shape the top of her 
head takes, and the gold-like studs 
surrounding the figure, the work gives 
me food for thought in imagining a 
more mature and confident artist look-
ing to express her more evolved state 
through this reconfiguration.
 Hannah Höch’s personal history 
sheds more light on why she decided 
to reconfigure Dompteuse, details that 
demand the attention of a scholar, 
which I am not. I am the artist “try-
ing to figure heads or tails.” Peter 
Boswell, curator of the Miami Art 
Museum, and co-curator of the exhibi-
tion “The Photomontages of Hannah 
Höch,” who independently discovered 
the same conundrum of the reconfig-
ured Dompteuse, will view this dis-
covery from the perspective of history. 

J.M.

I first became familiar with  
Dompteuse while co-curating the  
exhibition “The Photomontages of 

Hannah Höch,” presented at the Walk-
er Art Center in 1996.1 From the first, 
it was apparent that the photomontage 
was an important one, since it dealt 
with the issue of gender so central 
to Höch’s work from the 1920s and 
’30s. The collage itself belonged to the 

Kunsthaus Zürich, home to one of the 
premier collections of Dada art in the 
world. Since it appeared to have been 
made sometime around 1930, it was 
possible, even likely, that Dompteuse 
had strongly autobiographical implica-
tions, presenting a veiled commentary 
on Höch’s lesbian relationship with the 
Dutch poet Til Brugman, with whom 
she was involved from 1926 to 1935. 
It was also an exceptionally beautiful 
work, the dominating, androgynous 
central figure poised on a rich brown 
field of leather and surrounded by a 
halo of gleaming brass studs, gazing 
down on the dwarfed head of a seal 
cunningly endowed with human eyes 
and mouth. The image was striking 
enough to have been selected to grace 
the cover of an important earlier book, 
Maud Lavin’s Cut with the Kitchen 
Knife: the Weimar Photomontages of 
Hannah Höch (New Haven: Yale Uni-
versity Press, 1993).
In the course of doing research for the 
exhibition, I had made an interesting 
discovery relating to Dompteuse. My 
co-curator for the exhibition, Maria 
Makela, and I had searched through 
old magazines in search of the source 
images Höch had used for her photo-
montages. Maria had focused on the 
years up to 1945, while I, with the 
help of research assistant Kristin Mak-
holm, had focused on the years after 
1945. Kristin had found a reference to 
a 1959 payment for a subscription to 
Life magazine in the Höch Archives, 
housed at the Berlinische Galerie.2 

Following this clue, I conducted an 
in-depth search of the international 
edition of Life magazine, Life Interna-
tional, in the hope of finding some of 
Höch’s source images. The hunt had 
led me to identify about fourteen im-
ages that Höch had snipped out for her 
collages.
One image I had run across was of the 
door of Harvard’s Houghton Library, 
taken by Dmitri Kessel  and repro-
duced in an article titled “Storehouse 
of Scholarship” in the April 27, 1959 
issue of Life International. The photo-
graph showed a leather door adorned 
with brass studs and penetrated by a 
window, through which a man could 
be seen seated at a table and surround-
ed by books. The image was almost 
identical to the background image 
of leather and brass in Dompteuse, 
though Höch had turned it upside 
down for compositional purposes.
There was, however, one crucial dif-
ference: the row of brass studs on the 
left side of Dompteuse did not appear 
in the Life International image. This 
absence forced me to conclude that 
Höch must have gotten the Kessel 
photograph from a different printed 
source, one in which the row of studs 
had not been cropped out. Although 
there was reason to suspect that the ac-
cepted dating of Dompteuse as c. 1930 
was questionable, the photomontage 
could not be re-dated until the precise 
printed source had been located. Since 
my discovery of the Kessel image was 
made just before the catalogue for 

“Storehouse of Scholarship,” Life International, April 27, 1959



17

The Photomontages of Hannah Höch 
went to print, we made no mention of 
it in the catalogue. Once the catalogue 
went to print and the exhibition went 
on view, I did not pursue the issue 
further.
So I was not altogether surprised when 
an artist named Joe Mills contacted 
me in 2001 and said he had found the 
background image for Dompteuse 
in the March 9, 1959 issue of Life 
magazine. Articles from Life were 
frequently reprinted several weeks 
later in Life International. However, I 
was surprised when Mills insisted that 
the Höch image matched up perfectly 
with his image from Life — including 
the row of studs. Even the dimensions 
were the same, he told me. He e-
mailed a photo of the Life image along 
with one of the Dompteuse. In com-
paring the images, I had to conclude 
that he was correct; the Life image was 
the source. 
The contradiction between the Life 
and Life International images per-
plexed me. I suggested to Joe, who 
lived in Washington, DC, that he go 
to the Library of Congress, where I 
had done my research, and look up 
the April 27, 1959 issue of Life Inter-
national. When he did so, he reported 
an interesting discovery. The Kessel 
image had been reproduced in Life on 
a left-hand page, so the row of studs 
was nestled in to the binding. When it 
was reproduced in Life International, 
it was on a right-hand page. Since the 
studs would have been more obtrusive, 

the editors of Life International had 
cropped them out; hence the disparity 
in the two images. 
In researching Höch’s source images, I 
had gone on the assumption that, since 
she was living in Germany, she would 
have subscribed to the international 
edition of Life. Joe’s discovery proved 
that, at least in this case, I had been 
wrong: she had access to the American 
version. The implications of this are 
significant. As a result of my earlier 
research, I knew that the two versions 
were closely related, but by no means 
identical. Many articles that appeared 
in Life were reproduced in Life In-
ternational, though some were not, 
presumably because they were geared 
to an American audience. Likewise, 
some Life International articles never 
appeared in Life. The greatest differ-
ence was in the advertising, which 
was dramatically different in the two 
versions, geared as they were toward 
different audiences. This means that 
the dates of Höch’s source images as 
published in the Walker catalogue — 
all of which cite Life International  
— may need to be revised, with new 
dates given for when the images ap-
peared in the American version. It also 
means that a thorough search of the 
American Life may also yield more 
source photos for Höch’s collages in 
articles and advertisements that did 
not appear in Life International.
During the summer of 2001, I was 
able to visit the Kunsthaus in Zürich 
and view Dompteuse side-by-side with 

an original page – lent to me by Joe 
Mills – from the 1959 Life magazine 
with the Kessel image of the Hough-
ton Library door. Although I had to 
view Dompteuse in its frame, any 
doubts that this had been Höch’s origi-
nal source image vanished completely. 
The sizes of the two images were 
indeed identical. The row of studs was 
also identical and all the creases and 
tonal gradations of the leather matched 
up perfectly. The only difference was 
in the color, for the light-sensitive inks 
in the printed image in Dompteuse had 
faded compared to the page I had from 
Life magazine, which had rarely been 
exposed to light.
The discovery of the Life image from 
1959 as a source for Dompteuse 
means, of course, that the date of the 
work must be revised. The tradition-
ally accepted date of c. 1930 had come 
from Höch herself. There are two 
black-and-white photos of the photo-
montage in her archives inscribed with 
the date 1930.3 The earliest published 
mention of the work is in the cata-
logues of a solo exhibition at the Gal-
erie Nierendorf in Berlin in November 
1964, on the occasion of Höch’s 75th 
birthday. The catalogue features a 
small photograph of the photomontage 
in its current state and the dimen-
sions are consonant with its current 
dimensions. In 1966, Dompteuse was 
shown again with a date of c. 1930 at 
the Marlborough Fine Arts in London, 
where the celebrated Chicago collector 
E. A. Bergman purchased it.4

With the background image dated 
as 1959, the question now becomes 
whether there is any reason to believe 
that the central figure and the seal in 
the lower right are also not from the 
1930s The fact is, we have as yet been 
unable to find a reference to Dompt-
euse in any documentary sources dat-
ing from the 1930s. But this absence 
should not be over interpreted. Maria 
Makela, co-curator of the 1996 Walker 
exhibition, has pointed out that in the 
checklist for Höch’s first major ex-
hibition of photomontages, in Brno, 
Czechoslovakia in 1934, there are sev-
eral references to unidentifiable unti-
tled works and to works listed only as 
being from the series Liebe, which in-
variably featured couples, sometimes 
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of the same sex. Makela suggests that 
in its original form Dompteuse may 
have been one of these works. Its cur-
rent title may only have been given 
to it when it was reworked sometime 
after 1959. 
A close examination of Dompteuse 
suggests that the central image does, 
in all probability, belong to some time 
around 1930. Höch had mounted the 
Life image on a piece of thick ma-
nila colored paper, which serves as a 
stiffener. The central collage of the 
figure and the seal, which appears to 
have been torn all around the edges, 
had itself been mounted on a backing 
of thick brown paper and has been 
glued on top of the Life image. The 
tearing of the central collage revealed 
details of the papers: the thickness and 
coarseness of the brown backing pa-
per; that the black of the background 
paper was a printed black rather than 
the paper itself being black; that a 
green background paper had been 
glued on top of the black, and a dark, 
red-brown paper — visible to the right 
of the head and left of the biceps   — 
was glued on top of both the black and 
the green. Of the figural elements, the 
mannequin head had been glued down 
first, then the arms, then the brown 
embroidered vest; the upper thigh of 
the legs had been cut along a shadow 
line and therefore would not have been 
as tapered in the original source im-
age. 
The combination of the tearing and 
the layering convinced me that the 
central image had not been altered, but 
had been taken whole out of an earlier 
collage.5 Working on that assumption, 
Joe Mills has reconstructed what the 
original image may have looked like. 
In Mills’s reconstruction, Dompteuse 
seems closely related to a number 
of Höch works from the late 1920s 
and 1930s. The geometric, banded 
background relates to such works as 
Denkmal II: Eitelkeit (1926), Liebe 
(c. 1926), Negerplastik (1929), and 
Die Starken Männer (1931). Some of 
the colors of the background paper 
even seem to relate to those in other 
works, such as the brown in Liebe 
(c. 1926). Thus, despite the lack of 
firm documentation, it seems almost 
certain that the bisexual mannequin 

figure in Dompteuse on a black, green, 
and brown background dates from c. 
1930.6

It would appear then, that at some time 
between 1959, when the Life image 
appeared, and 1964, when Dompteuse 
appeared in its current state in the 
Galerie Nierendorf exhibition, Hannah 
Höch modified the original photo-
montage from c. 1930 and retitled it 
Dompteuse.7 The subsequent ques-
tion is: Is it possible to narrow this 
five-year time frame, and to make an 
informed speculation as to why Höch 
reworked the piece at that time? 
I think we can. Fundamentally, Höch 
had abandoned the figure as the pri-
mary subject of her photomontage 
work between about 1940 and 1963. 
Her work in that period had focused 
on surrealist fantasies that gradually 

enjoying a newfound celebrity after 
years of obscurity. Galleries and mu-
seums were rediscovering Dada and 
Höch suddenly found her work from 
the Weimar era in demand for solo 
gallery exhibitions and museum group 
shows. In 1961, for the first time in 
her career, she obtained regular gallery 
representation, thanks to Florian and 
Inge Karsch of Berlin’s Nierendorf 
Galerie. 
In part, this renewed interest in the 
work of Höch and her Dada colleagues 
was the result of the development of 
so-called Neo-Dada art in the 1950s 
and especially the explosive emer-
gence of Pop art in 1962 and 1963. 
Just as Höch and her Dada colleagues 
had done some forty years earlier, 
Pop artists turned to the mass media 
for their imagery. In the U.S., Andy 
Warhol accentuated the lips, eyes, and 
hair of Marilyn Monroe, Liz Taylor, 
and Jackie Kennedy in mock hom-
age to American womanhood; Roy 
Lichtenstein turned to advertisements 
and war and romance comic books for 
his inspiration; Robert Rauschenberg 
began his silkscreen paintings featur-
ing images culled from the media; 
James Rosenquist used the techniques 
of billboard painting to create giant 
images drawn from consumer culture; 
and Tom Wesselman created his Great 
American Nude series, often collaging 
in images of consumer products pur-
loined from advertisements. In Britain, 
Richard Hamilton, Edouardo Paolozzi, 
and other members of the Independent 
Group had been incorporating maga-
zine images into their work since the 
1950s. In France, Mimmo Rotella, 
Raymond Haines, and Jacques de la 
Villeglé were producing their décol-
lage billboard posters, often featuring 
seductive movie stars, and Martial 
Raysse was in the process of creating 
new icons of continental femininity. 
Höch could hardly have helped but 
feel that this young generation was 
reviving strategies and imagery that 
she and her Dadaist compatriots had 
initiated 40 years earlier. 
Under the circumstances, she likely 
felt the urge to revisit the work that 
made her famous. From 1963 to the 
early 1970s, using color reproductions 
that had not been widely available 

evolved into non-objective abstrac-
tions. Höch returned to the figure 
as a prime motif in 1963, with such 
works as Hommage à Riza Abasi and 
Grotesk. Other important figurative 
collages include Das Fest kann be-
ginnen (1965), Fremde Schönheit II 
(1966), Das Ewig Weibliche II, (1967), 
Entartet (1969), and Angst (1970). 
There are still others that refer to the 
figure — or more properly, the face — 
without being fully figurative. 
There are two likely reasons why 
Höch took up the figure again in the 
1960s. In the late 1950s, Höch was 
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to her in the 1920s and ’30s, Höch 
created a series of wickedly mordant 
images of the New Woman of the 
1960s that updated her feminist inves-
tigations of the inter-war period and 
provided an edgier view of female 
sexuality than any of the work by her 
younger male colleagues in Europe 
and America. 
It was in this context that Höch seems 
to have returned in 1963 or 1964 to an 
untitled collage from earlier in her ca-
reer and pasted its torn-out central im-
age onto a colorful new background to 
create Dompteuse as we now know it.8 
The discovery that the Dompteuse that 
we are now familiar with dates from 
the 1960s rather than the 1930s does 
not diminish the importance of the 
piece. The core image of the athletic, 
androgynous fashion plate towering 
over the smaller image of an anthropo-
morphized seal almost certainly dates 
back to c. 1930, as we have always 
believed. But the realization that the 
full composition of Dompteuse as 
it now exists, with all its rich color 
tones of leather and brass, was the 
product of a later reworking, should 
encourage us to look more closely at 
Höch’s work of the 1960s. Her figura-
tive photomontages from this period 
should be considered in conjunction 
with the spread of Pop art throughout 
Europe and the U.S., especially such 
younger German contemporaries 
as Wolf Vostell, Sigmar Polke, and 
Gerhard Richter. Höch’s view of the 
feminine condition in the Swinging 
Sixties is characterized by a vibrant 
energy laced with a mordant and skep-
tical wit. While endowed with a joie 
de vivre typical of the period, her im-
ages of women are more psychologi-
cally insightful than those of her male 
contemporaries, who rarely penetrate 
beyond the surface image of woman 
as an object of delectation. To consider 
Höch’s work only by what she did in 
the Weimar period is to give her short 
shrift. It is time to acknowledge the 
full scope of the achievements of this 
grande dame of the mediated image.

P.B.

Endnotes

1. The Photomontages of Hannah 
Höch, (Minneapolis: Walker Art Cen-
ter, 1996).

2. Ibid., p. 203.

3. For this information, I am indebted 
to Ralf Burmeister, archivist of the 
Hannah Höch Archives at the Ber-
linische Galerie, who conveyed this 
information to me in an e-mail dated 
March 14, 2002. Höch’s works are 
notoriously hard to date. Many of 
them have no dates, or dates (and 
signatures) that were clearly added 
afterwards. (See “A Note on the Dat-
ing of Höch’s Photomontages” in The 
Photomontages of Hannah Höch. 
Minneapolis: Walker Art Center, 1996, 
p. 2.) Dompteuse bears a signature on 
the background image taken from Life 
magazine, but no date. The signature, 
“H.H.,” is written in ballpoint pen, a 
post-WWII invention. It is therefore 
no help in securing an early, 1930s 
date for the piece.

4. Hannah Höch, Kunstblätter No. 6. 
(Berlin: Galerie Nierendorf, 1964) and 
Hannah Höch (London: Marlborough 
Gallery, 1966). Bergman appears to 
have owned the work until at least 
the late 1970s. The Kunsthaus Zürich 
bought it in 1981 from the Galerie 
Folker Skulima in Berlin. E-mail to 
the author from Regina Vogel, Graph-
ics Department, Kunsthaus Zürich, 
August 6, 2001.

5. A number of people have mentioned 
that the fact that the central image was 
torn rather than cut seems unusual in 
Höch’s production and supports the 
idea that this was the result of a later 
reworking. But in truth several works 
from the 1920s feature images or pa-
pers that have been torn rather than 
cut. These include Equilibre (1925), 
JB und sein Engel (1925), and Dame 
mit Facher (1926).

6. One thing that may remain in ques-
tion is the seal head in the lower right. 
The seal could well be original. The 
central figure seems to look down di-

rectly at it, dominating it. As we have 
noted, the presence of pairs of figures 
is common in Höch’s Liebe series and 
other works from the 1920s and ’30s. 
Technically, however, there is nothing 
to indicate that the seal may not have 
been a later addition. It has not been 
ripped and it is glued onto the black 
with nothing overlapping it. Neverthe-
less, until some evidence is discovered 
to prove differently, I am inclined to 
believe that the seal was part of the 
original composition from around 
1930.

7. Although it is unusual for Höch to 
modify an existing collage, it is not 
unprecedented. Ralf Burmeister, of the 
Berlinische Galerie, informs me that 
there is evidence in the Höch Archives 
of at least two collages that Höch 
altered at some time: an untitled ab-
stract work and Die Gymnastiklehrerin 
(1925). At this point, we can only 
speculate as to why Höch may have 
wanted to rework the composition that 
serves as the basis for Dompteuse.

8. It is not unusual that Höch may 
have waited until 1963 or 1964 to use 
the 1959 Life image. It appears that 
she kept the magazines in her studio 
for years after they were issued. All 
the Life International images that I 
had found in Höch’s photomontages 
had been published between April 
1959 and June 1960, yet the photo-
montages they appeared in date from 
1962 to 1970. Since at least one of 
Höch’s source images now appear to 
be from the American version of Life, 
the dates of these source images may 
need to be revised, but it is probably 
just a matter of pushing them several 
weeks earlier, since, as we have noted 
before, articles tended to be printed 
first in the American Life and then re-
produced in Life International. One of 
the great frustrations of doing research 
on Höch’s source images is that appar-
ently many cut up magazines found in 
her studio after her death were thrown 
out without being properly docu-
mented.  ■


