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Behrens, Ranciére has argued that ::....?.:ﬂv..ﬂ.;:... th ”__ * _:Wa:.. s

forms, was traversed by an ethos of design, w oyl _ " ..._“ZL_E. (the

r ar - we should add in this context - the screen) came 10 be g, " the

7i?~_, - sroposing new modes of collective life: a space for _.:_,_...m__m s [l
H“S—.ﬁ...“&*?“—. to reorder percephion ..:._n_ vedistriinte: dhe shared 5 J‘_ua_y
world where the traditional forms of religious and courtly ceremony _Qﬁﬂ
held sway.” :

For 95?5... wishing to investigate the ramifications of Ranciére’s
modermism for film and moving images, Ruttmann offers an ideq)
While histories of avant-garde film stress Ruttmann’s beginnings as 5 Painggg
the Munich art scene before the war, it is worth recalling that he wag mros
graphic designer and poster artist and in fact made his living, at least in o a
by designing advertising posters.” Ruttmann would go on, of course, to _umB_“

ane of the pioneering figures of abstract film, whose LicHTtspig Opyg 1, firy
screened in May 1921, is by many accounts the first abstract film ever showy
publicly. But Ruttmann was also among the first experimental mhaamrm._wr
along with Lotte Reiniger - to delve into product ad vertising with his film gy
Sumcer. EN Fiim v FARBEN (THE VicTor. A Frim in C OLORS), an macm&mﬂ:ﬁ_.
for Excelsior tires completed one year after Licurspier, Opus Lin April 1922
And advertising would continue to form a major part of Ruttmann’s oeuyre
throughout the 1g20s, including at least six animated product maﬁﬂmmm:..miu
made for Julius Pinschewer between 1922 and 19277
advertisements that have been Jost.*
tisements in both their contextual and
a different understanding not only
modernist film culture, but also of th
deed of abstract animation itself, its u
Far from being understood uniform
abstract film could and did appear b

as a form rife with financial and ind

Companng Malla

_.m.m&.._m of
Case stugy

as well as other animateq
Examining the surviving animated adver-
formal dimensions, this chapter suggests
of the place of advertising film within
e aesthetics of advertising film — and in-
ses and its possible meanings in the 19205
ly as a resistance to the culture industry,
oth to filmmakers and advertising theorists
Ba , ustrial possibilities, a means for harnessing
ﬁa”ﬁ ncﬁmﬁﬁm, and a _._o.a.m_ point around which a filmmaker like
ey chumh “‘_.n. _““..38 @ certain type of professional expertise. As 1 will
abstract film, while ulii wwa_...m&mw:_mzﬁm i s v ::&Emnm:&awa&
N s E,.._wm y En:a:..m abstraction and figuration to stage a
ey eaning that was Partand parcel of early advertising theo-

Stills from Ruttmann, Licurserer Opys | 1921 ) an

d DER S1ECER
EiN Fiesm iv FARBEN (1923)

Absolute Film and the Psychophysical Image: Ruttmann’s
Ovrus Films

Seen against the backdrop of debates about Ruttmann's formalism, what makes
his animated advertisements particularly interesting is the way in which they
seemn to hover between abstract “absolute” formalism and denotative referenti-
ality, constantly moving back and forth between abstract-elementary forms and
recognizable objects and thus highlighting the fluid border between the two.
Throughout Ruttmann’s advertisements from this period, one finds precise
echoes of the forms operative in his Opus films, but those forms now morph
into identifiable faces, bodies and objects. Thus in Der Siecer, the dance of
round and angular forms from Lichrseier Opus | becomes a struggle between
anthropomorphized spikes and Excelsior tires; similarly, the round and paisley
shapes from Licuspier Opus 11 (1922) become two arguing heads in the 1922
advertisement for Kantorowicz liqueur, Das Wuniper. Ein Frim ix Farsen (Tue
MiracLe. A FiLm v CoLors); the spirals from Opus 1V (1925) become the ser-
pentin the Garden of Eden in the 1925 flower advertisement DAs WIEDERGEFUN-
DENE PARADIES (PARADISE REGAINED); and the geometric shapes from Ruft-
mann'’s later Opus films become the stairs on which the ravaged German nation
climbs to health in DEr AursTiec (THE ASCENT), a 1926 advertisement for the
“Gesolei” exhibition on health, welfare and physical fitness."' ZE. is Ruttmann
alone here; examining the range of advertising work by ma_um:m:md.& fva-
makers, one can find similar correspondences in works ranging from
Reiniger’s 1922 Nivea advertisement DAs GEHEIMNIS DER MARQUISIN ﬁi.._“
its echoes of her early ornamental silhouette shorts) to Fischinger's cigare
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Stills from Ruttmann, Orus 11 (1922) and DER AUFSTIEG (1926)

advertisement MuraTTi GREIFT EIN (MURATTI STEPS IN, 1934), which Portenq
the aesthetics of his KompPosiTION 1N BLAU (1935). '
In asking what made possible the translation of experimental forms from gh.
stract film to advertising, it is worth reconsidering, here at the wcmmgw_._w\ Ruti. _
mann’s “absolute” films themselves. In his 1926 study Expressionismuys tind Fily
{Expressionism and Film), the critic Rudolf Kurtz described the abstract work of
Richter and Ruttmann, not surprisingly, as an effort to do away with the *

chological” dimensions of spectatorship — i.e g

gic . all of the processes of cognition,
association and temporal ordering by which spectators normally identify things
and people and piece together stories — in order to access elementary forms and

laws of movement. But if abstract film emptied out the “psychology” of specta-

ﬂ.ﬁ_.z.n. it nonetheless left room for, and even cultivated, a “psychophysical”

e . . - Hw_ﬂ.w ﬁm_ -
ch Hum_n—“m
&-E—EP n ff.__.—n_u mum mm_:_ m_wn_wv an men rea on :_.:: 5 tors. E

Despite its rejection of the possibility for psychological comprehension, absolute art

grﬁ_mn:wh”uﬁ m‘?.ﬂm cw audiences in certain cases. Only this is not an act of con-

.ﬂ-ﬁr_ t perceives forms in their pure relations to one another, but rathera

gagmxﬁaﬁm m:__mn“_s_? familiar from psychophysics: the spectators feels his way
'matical forms [fi ich in di i i

ik _._.Ezi..msr N [fiihit sich in die mathematischen Formen ein] and an-

rresponding sensations. This proce - i
Sy = process oceurs at an unconsclous

gﬁ:ﬂagﬂﬁ.
him through their varioys
Egﬂg&s?

1y lines and form relations lead the spectator’s
making him move with their movements and guiding
hc.wmwmﬁ of clarity - so that a mental counter-image arisés

ggle. harmony or reconciliation of the forms on the

stills from Lotte Re , Das ORNAMENT DES vERLIENTEN HERZEN
Das GEHEIMNIS DER MArQuisin (1a2
Kurtz's reference to “psychophysics” here is hardly fortuitous: already in the

late 19th century, the idea that the sight of movement could provoke a tendenc

toward counter-movements within the spectator was a standard axiom of psy
chophysical research, invoked by scientists such as Charles Féré and Théodule

Ribot — under the term “psychomotor induction” - to explain all sorts of phe-
nomena from telepathy to the predilection for popular spectacles of movement
such as sports.” This emerging model of spectatorship also came to inform a
widespread understanding of film as a medium of visual movement that could
affect spectators psychosomatically inducing “counter-movements” at the mi-
QAT_.,T%N...._S_..EQ_ level." As late as 1927, a writer for the journal Filmtechmik, in
an article entitled “Von der Psychomechanik des Zuschauers” (“On the Psycho-
mechanics of the Spectator”) could still rely on this psychophysical explanation
to argue that movement shown on the screen could elicit tendencies toward
elementary counter-movements in spectators: “When we see a movement, it
calls forth in us a need to produce our own movement in turn. When executed
correctly, it ‘hits’ its target and infects us. |...| These are qualities that make man
an appropriate object for film's effects.”™> But while it could theoretically be ap-
plied to any form or genre of filmmaking, this notion that visual movement
could call forth counter-movements in spectators proved particularly attractive
for describing the desired effects of abstract film, which was widely ::.._&1"8&
as an effort to bracket out ﬂmwnro_om..g_ “content” precisely in order H isolate
and amplify such vmmnrougmmoﬂoﬂnp_ mechanisms. Not only for ?..uwa_m_. such
as Kurtz, but also practitioners such as Hans Richter .,_m_z absolute _.__E among
other things as a field for cultivating the Ewnroﬁrqmnn_,woiaﬂumﬁdﬁﬁm
images. As Richter explained in a 1924 text “Die schlecht QEE.W:«. . S oo
Badly Trained Soul”): “This film here offers no ‘stopping points,” at which ¢
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: s, But such statements do tell us msz.z.__:_.sm m_ww:. the j deas 5 Iy
mq?ﬂu- ..?l,_a.n e the very emergence of “absolute” film in the 19204 ._._“d
_._‘.o:qn?ﬁﬂﬂw HH”MF& :.:.“.,._.s,_ﬁ_v. by artistic questions, but alsg by a ,.H_Q,.s_
M:MH.,“._” ?.w.,r?,_cm_ca_ understanding for ﬁm..f.r..:w:.u_mmnm_ .ﬁ.?ﬁm. In this, m_”
solute film can be read, at least in part, as the S__E:.:,:.E: of a broader bl
paradigm shift already begun in the 19th w»._._EJw w .—E, h has _uwm__._ the focus %
much recent media archeology. Like the visual nq,mn:omm and m_wno:_.wmm xap,
these films were created for an embodied spectator, e

ined by Jonathan Crary, : n d
for whom the faculties of attention, sensation and affect mobilized in acts of

visual consumption had become the new terrain of social power.'? Like g,
modemist poetry examined by Friedrich Kittler, moreover, these filmg Carrigg
into aesthetic production a “flight of ideas” inaugurated by psychophysic,
Kittler saw Hermann Ebbinghaus’s use of meaningless syllables to measurg |
quantitative memory capacity as the paradigmatic incamation of a new regime |
of materialist media experience, one that would find its aesthetic continuatioy
in the experimental “nonsense” poetry that emerged some 20 years later iy
works by Kurt Schwitters or Christian Morgenstern."® A similar relation be. |
tween art and science can be observed in absolute painting and film, which op-
erates with many of the same parameters on the visual level. The attention fo
elementary forms, for example, as well as the effects of primary colors and color
combinations, were standard components of psychophysical experimentation -
and scientists invented all sorts of apparatuses for testing them, such as the
“form board” devised by Edouard Séguin in 1866 and subsequently used in
children's education and in performance intelligence tests, or the “Farbenkre-
sel” (color wheel) designed to test the perception of color combinations. Both
an.qnuw were still being used in the 1920s in the field of psychotechnics for in-
telligence and aptitude testing, as suggested by their inclusion in publications
% as Methoden der S.?.ﬁ%nﬁﬂﬁ&m&m% (Methods of Economie Psychology) by
nm:smz ._..mwnroan_.::am: Fritz Giese,'% Indeed, one could point to numer
“:.mu ”ﬁzg F?‘mﬁ. the modernist textual phenomena noted by Kittler and
' €xperimentations of absolyte filmmaking. Just as Mallarmé discov-
m_dn_m._mﬁﬁcngnma:rei_.%m age for defini s Hans
Richter highlighted the - vm ge for m?.E._.m the black of letters, so
ty of black and white through the sudden rever

sal of mm.:_.m and Al
e ¥ ground in his first rh . : in
his Filmstudie (Film Stuy) of ; 6. ythm film, a motif he would return to

I Absolute Adyer tising

1

Color wheel, illustration fram Fritz Giese, Methoden der
Wirtschaftspsychologie (1927)

Stills from Hans Richter, Rayramus 21, reversal of figure and ground

Advertising Psychology and the Uses of Abstraction

ppear less as a mode of
laboration of new tech-
mbodied object of psy-
It was precisely

Seen in this light, the absolute film of the 19208 would a
resistance to mass culture than as one part of a broader e
niques of spectatorship, where the viewer figures as mnz e s
chophysical testing rather than as a hermeneutic inferp
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journal Industriclle Psyche ....n.,.,...::,uf. .:_.:.., journal o
Institut fir Wirtschaftspsychologie mentioned above), In s;..:.,_._ the mﬂ.?_m:_
i .H, _”.._:#. Kurtzig distinguished three prevalent :.x.su.m ol E?cl.!.:m
”.__.H.. ._.._.H..H:c”::u,. E..E:r caricature (the most widespread form at the time), the
raceful silhouette in the style of Lotte Reiniger, and what m.:m dubbed the “ab.
m. te” advertising film — a designation she almost certainly took from the
_.H,:,“w discussed matinee DER ABSOLUTE Fiim :c.n_..;, ..Erm..ﬁ. Ruttmann’s Opyy
1L 11 and IV had their public debuts a year mml__.uﬁw It was Ruttmann’ i
mated advertisements that formed the model for the final category, and Ky qﬁw
duly illustrated her article with still from DER AUFSTIEG, Ruttmann’s 1926 5.
vertisement for the Diisseldorf Gesolei exhibition of body culture and sociy
welfare. Such abstract film, she argued, drew its efficacy above all from the psy-
chophysical power of rhythmical movement:

on advertising film for the :._..
..xzw

filiy,

Absalute film, this latest type of artistic film, offers no rounded stories. Rather, it
attempts to give visible expression to ideational content through the movement of
ornaments and figures; it works above all through the rhythmical power of moye
ment, which brings the spectator into resonance with its movements [den Zuschauer
zum Mitschwingen bringt] and allows him not simply to see and understand evenys
on the screen, but also to experience them.”

If Kurtzig's conception of Ruttmann’s absolute film and its usefulness for adver-
tising sounds like the descriptions of Rudolf Kurtz cited above, this is hardly a
coincidence. Like the author of Film und Expressionismus, she held out the hope
that absolute film, by peeling off the layers of narrative and psychological asso-
ciations, could enhance film's psychophysical force, its ability to make specta-
tors “move with” (mitschwingen) the images on the screen.

It was precisely this notion of “mitschwingen” that attracted advertising the-
orists to absolute film in their desire to harness spectatorial attention. The same
year as Kurtzig's article for Industrielle Psychotechnik, another advertising theor-
..m» m._.:M H.mc.: nm_._mwn_ a small sensation in the ad vertising world with the pub-
H.w_“cﬂ NH“ HMH Hﬂnmx%wﬁan,..ﬂ wnd x«%xaﬁ m__m ,mwa:mxamnrmm Prinzip in der Re-

L nance as Economical Principle in Advertising).”" Drawing

on 8:@:@9&% research in work science and engineering, Pauli argued that
rhythmical presentations of advertise,

ments (in print, electric signage and film)
could lend them a quasi-hypnoti . ‘ m..ﬂ I
ments of the spectators’ rone - " CT OVer spectators by adjusting the move:

o wﬁ%mnn&nm:t to leave an inextinguishable im*
- P side effects; for every consumer is immediately
resonance of these __mrwm and syllables.”>* Like Kurtzig, Paull
: of the adyertisommer, thythm in the experience of “mitschwingen,” the
; ment to make spectators “move with” the H_._%:E&o&.

|, Absolyte __P.?E.:._._._w
41

1. When “the advertisemeny’s oscillations” ("W
rectly calibrated, he arguied, the spectator himself becomes “a part of tt

ing system” (“Teil des m_,..ji._:nmw_m.m_jm:w,f Little E:Jn_m_.. ﬂ..rﬂfj_.. _”“._j
pauli would take interest in Ruttmann’s abstract thythmical films _Sinﬂ.:.‘.. :..__L
game year for e Reklame, he singled out Ruttmann’s Deg m_mnmx,._ﬁn_ C?..ﬁi_mr.

DERGEFUNDENE ParADIES for offering what he described as “the

1 colors for effects al ith a clearl novel use of
- rms and colors for effects along with a clearly recogniz: . .
forms 54 y recognizable approach to rhyth-

...,_.rm«.l._s._:x::xc:_. \

mical organization.

Interestingly, Ruttmann himself would adopt similar language of “Schwin-
gen” to describe the effects he sought to attain with his “optical music.” De-
scribing his BERLIN film in 1927, Ruttmann wrote: “And if | have succeeded in
pringing the audience into oscillation [zum Schwingen zu bringen], to make
them experience the city of Berlin, then | have attained my goal.”** Scholars
have often commented on Ruttmann’s conceptualization of film as a means of

provoking the experience of movement. Jeanpaul Goergen, for example, de-
scribes Ruttmann’s project in BErLIN as follows:

In fact, Ruttmann does not see himself [...| as a reporter. |...] He attempts rather to
bring about a new artistic reality; he observes Berlin with an aesthetic gaze and at-
tempts to transmit his arfistic feelings to the spectator. He wants to intoxicate specta-
tors, to set them into motion [zum Schwingen bringen, to trigger vibrations.™

As we have seen, however, the desire to provoke movement (“Schwingen”) in
resonance with the rhythmical image was not simply an “aesthetic” endeavor
opposed to reality, but rather the object of intense advertising research, which
understood “Schwingen” and “Mitschwingen” as an eminently useful econom-
ical phenomenon. This was a form and a language of advertising expertise: one
that Fritz Pauli explicitly adopted from engineering treatises such as Heinrich
von Schieferstein’s “Die Ausniitzung mechanischer Schwingungen im Maschi-
nenbau” (“Harnessing Mechanical Oscillations in Mechanical Engineering,”
1925), and one that Ruttmann likely adopted from advertising experts such as
Pauli.*” That Ruttmann understood animated advertising as a forum for gener-
ating such forms of “resonating” spectatorship is also suggested by several of
his later animated advertisements. In the 1926 Gelosei advertisement Der Auk-
STIEG, in which an allegorical “Michel” figure representing the German nation
climbs back to health after the ravages of war and inflation, the character’s re-
stored vitality is marked by his ability to turn flips in resonance with the ,wo\
thythmical waves flowing at the bottom of the image. Similarly, in an advertise-
ment for AEG radio equipment from the same year, SPIEL DER VEREE ﬁm.r»n.mo_”
THE Waves ‘<tener. receiving the sound of an African drumbea
_ ). a European listener, 8 i b o
via his radio headphones, smiles as he rocks back and mE,E inp mpm: 5
nance with the waves of the radio. Although serving the mmasiiote Prpece
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gne point on which .m_n,__..wq_.:.,w_zx psychology contradicted the “flight of ideas”
__:,:_ﬂ.,_E_E._ __.d< ﬁmrnr:_urw.m_.mm_j testing was precisely the question of meaning
and recognition- d...mxrﬁ Konig, for example, in the same book cited above,
identi ied ::..é_ﬁ::nﬁm_ goals woﬂ,m successful advertisernent: capturing the at-
tention, producing pleasure and stimulating memory. And he argued — even as
e axtolled at length the benefits of Ebbinghaus's experiments in meaningless
syllables for advertising research — that the use of identifiable objects was critical
ta all three phases. First, while novel impressions can stimulate our curiosity,
the qualities of familiarity (Vertrautheit) and meaningfulness (Bedeutsamkeit)
capture the attention a._nwﬂm effectively because the objects thus recognized speak
to .,,.“.;.E,E::.% interests.”® Secondly, in terms of pleasure, Konig argued that,
alongside other factors such as harmony of form or the use of humor, the very
familiarity of objects served to stimulate spectatorial pleasure: “According to a
well-known psychological law, the pleasure we receive from the very act of re-
cognizing something is easily transferred to that object itself.”™ Finally, and in
_,__:.9,_ distinction to Ebbinghaus, Konig argued that while meaningless syllables
might provide the ideal zero-degree material for testing perception and mem-
ory, in actual practice, representations allowing for meaningful associations
were much more affective at stimulating memory. Customers, he argued, per-
ceive and retain meaningful words much more effectively than “concatenations
of meaningless syllables [Verbindungen sinnloser Silben].”®* The same logic,
moreover, applies to images: “Memory can and must be supported by images,
drawing and diagrams that are, to the greatest extent possible, meaningful and
casy to perceive and understand.”** Similarly, for trademark design, Konig ar-
gued: “Trademarks should be meaningful, for the figures that are retained and
distinguished from others are above all those that provoke an associative chain
of thoughts and a process of interpretation.”®

Within certain parameters, then, advertising theory actually sought to temper
the evacuation of meaning that characterized both modern psychophysics and
much experimental art. But I would hasten to add that this was not in order to
return to any 18th-century model of spiritualizing or interiorizing rmqamnmcznm,.
Rather, the call for “meaningful” associations was made in the very interest of
increasing the advertisement’s material efficacy with actual consumers: Q.Ex a
combination of signifiers and signifieds, only a mix of abstraction mﬂ,a identifi-
able content, could elicit the maximum productivity of the attention N.Ea of
memory that advertisers sought and thus guarantee the advertisement’s real-
world success. S

At this point, we can better understand how wcz_&m:n.m advertising m,:_m_..m =
with their slippage between abstraction and figuration - took _”_ﬁh...,_mmﬂcqm”g.
advertising theory as it had developed by the 19205. Indeed, mmp:_.wm “ﬂmnm:.::w
dolf Kurtz, Ruttmann’s absolute films themselves already contained sc

Still from Ruttmann, SPIEL DER WELLEN (1925)

advertising radio equipment, the image also offers an intermedial corollary for
the filmic dispositif Ruttmann sought to create with advertising film: one that -
like Fritz Pauli’s calibrated advertisements — would cause spectators to move in
resonance with the representations unfolding on the screen.5* Thus Ruttmann’s
abstract “Wellenbewegung” represented something more than a mere artistic

Muﬁ:eﬂmnoﬁ it was, rather, part and parcel of an expert research on advertising
esign.

From Abstraction to Figuration: Ruttmann’s Animated
Advertisements in Context

Interestingly, for all of thei ‘
i nmmwm all of their enthusiasm for abstract forms, colors and rhythms,

dvertising theorists 5
extent to which his wn.wm_.mmw::m who discussed Ruttmann acknowledged the

—==cept of “absolute” cin g films had, in fact, deviated from the central pre-
This tno, howeves, o ”M._m c.:.o_.ﬁ_._‘zdm reintroduction of identifiable objects:
» could find a justification in advertising Emo_.%. Indeed, the




er, IM LANDE DER APPACHEN (1919)

from Harry Ji

of this mixture of abstraction and recognition key to the successful advertise
ment. In the endless multitude of rounded, wave-like and pointed forms popu-
lating Ruttmann’s films, as well as their lively interaction on the screen, Kurtz
saw a far greater degree of what he called “organic associations” or “organic
reminiscences” (organische Anklinge) — and thus far greater room for psycho-
logical operations — than in the reductive geometry of Viking Eggeling and
Hans Richter: “The strong attraction of Ruttmann's films lies in their psychalo-
gical impulses, which continually account for their efficacy. His compositions
are animated by a drama in which the actors are mathematical forms that con-
fain a wealth of organic associations.”®* This tendency toward psychological
associations might account for the ease
thetics were adaptable to figuratiyve
he created to depict Kriemhild’s
where his familiar abstract shapes
eagles. But Kurtz also sees itasafa

with which Ruttmann’s elementary aes-
animation, as for example in the sequence
dream in Fritz Lang’s NiBELUNGEN (1924)
morph into silhouettes of a falcon and two
o ctor that lent itself particularly well to adver-
tising. “Just how great a wealth of expression is contained in these colorful

B peass
oo % movement can be seen in the fact that Ruttmann had considerable suc-
vt h an industry advertising film in this style, s

"

mtinually make and undo before cur eves A 3 S _

s first advertising flm DeEr Siecen, 3 fire sdverfimemrsnt cre
i | by the Hannover Gummiwerke Excelsior For bis filen. Buttrsrr b
from a previous advertisemnent for Excelsior tires b rarrv [ower

LANDE DER APPACHEN (IN THE LAND OF TH

Jaeger’s film relied on a well-tried adventure scenario, however trmnar
film looks back to the design aesthetics of advertising posters to construct 2
drama of elementary forms. Following a title card reading “Der Sieger: ein Film
in Farben,” the film opens onto a clearly identifiable image of a tropical land-
scape, over which a sun then rises, reflected in the lagoon below. But hardly
have we had time to absorb this harmonious image — with its static and ba-
lanced composition of palm tree, sun, water and mountain — when it is immedi-
ately transformed by a dark and menacing storm cloud into an abstract field of
frenetic explosions followed by a dance of circular and paisley forms in primary
colors of red, blue and yellow.

This transformation has everything to do with pleasure. For Der SiEGER will
recount precisely the effort to reinstate the lost idyll of the mm_m_u_._m?zm. image on
a higher, industrial plane, and the Excelsior tire will form the agent of that sub-
lation, As the tropical lagoon disappears in the opening mﬁ?mn_um_. Q_....ﬂ_< the form
of the circle remains, no longer denoting a sun, but simply constituting one ele-
mentamong others in an abstract graphic conflict of colored shapes. Soon, how-
ever, this circle — the dominant form of Ruttmann’s film - will morph back _.ic
an object, namely the Excelsior tire, which rolls over abstract waves, m,m.c&mﬂdnmm
fectangles, and finally a new industrial landscape, all presented in various
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Shll from Ruttmann, DER SIEGER (1922)

combmations of red, green, blue and vellow. Throughout these transformations,
the tire — here recalling Jager's scenario - is characterized by its bouncy ela sticity
and its corresponding ability to withstand the shocks of Ruttmann’s angry
spikes. But seen within Ruttmann’s new abstract technological environment,
this theme of elasticity takes on new connotations, recalling George Grosz’s con-
tention, in his 1917 poem “Man muf Kautschukmann sein” (“One Must be Like
Rubber”), that modemn consciousness had to become as elastic as rubber in or-
der to adapt to the jolts of the technological environment, with its traffic acd-
dents, explosions and dizzying heights.® Indeed, in an image reminiscent of
Freud’s postwar description of consciousness as a protective shield, the elastic
tire now encircles the sun itself, which smiles in glee as if happy to be shielded
from the kinds of storms that destroyed the former paradise. Finally, at the end
of the film, the tire will literally become a new sun, filling the screen with its

glowing yellow halo. As the culmination of a narrative of paradise lost and

found, Ruttmann'’s sunny tire is thus associated with much more than simply

a smooth :n_n.” the pleasure this ad promises is one of psychic stability, the plea-

sure of wmwnn:m to the perceptual shocks of war and indusirial modernity -

waﬁ.snrm_ i_.zae as E:ﬂ. Ward has shown, included the exponential increase in
vertising itself with its constant claims on consumer attention,*7

Most i :
‘mportantly, however, this loss and restoration of stability is echoed, an

the fo ] )
*lormal level, by a drama of the disappearance and restoration of identifiable
from the representation il

forth movement, as I argued abové:
shapes and meaningful forms (or “organi¢

I Absoliute )ain.:...-
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stions”) already present in advertising theory itself. But within the context
tmann’s narrative of paradise lost and found, this tension cannot but also

“abstraction” and

nd
| mpatityys 1908), Worringer associated naturalistic representations with a rela-

il trust and “familiarity” (Vertraulichkeit) between the observing subject
nd its environment, while he understood abstraction as a compensatory activ-
_;, undertaken in reaction to a sense of anxiety before a chaotic or threatenin =
oternal world.®® Worringer m::_u_._:_.d such an anxiety above all to “primitive”

cultures, but he also saw it at work in Em burgeoning avant-garde movements

of the early 20th century (e.g. H_.:Im_" painting), and compared it the signature

modern pathologies discussed in the ﬂ&«nrs_omﬁm_ literature of his day, citing
ihe well-known condition of agoraphobia (“Platzangst”) as an explanation for
the elimination of three dimensional space in the abstract surface.™ In unmak-
ing and remaking the perceptual world of objects on the surface of the filmic
,..__:Em. Ruttmann’s film rehearses, as it were, Worringer’s conceptual opposi-
tion, passing from an aesthetic of empathy to one of abstraction and back again.
And the tire, as the successor to Ruttmann's abstract circle, figures as the agent
of this process.

a1l Wilhelm Worringer's theory of the dualism between
P athy” in visual art. In his study Abstraktion und Emfiitung (Abstraction

Riding the Curve of Modernity’s Information Flows

Of course, Ruttmann’s abstraction differs from that described by Worringer in
that it occurs not only at the level of spatial forms, but also at the level of g«-
al movement. In his much-discussed essay “Malerei mit Zeit” (“Painting with
Time”), an unpublished text written shortly after WWI, Ruttmann nmmn:cmn his
own transition from painting to film as an effort to Fqca:nm._.gxmﬂmzn into
visual art. But he also emphasized his desire to isolate E.E. visualize mvmﬂmn
trajectories of movement, a project he understood as a reaction to a .wo.ﬁ:u&-w
“hostile” environment, namely one characterized by a the acceleration of per-
ception and a surplus of information:
Telegraphs, high-speed trains, stenography, wr%omﬁvﬁ‘. «.»w?%m”“nh%wﬁa:ﬂ
chines, etc. [...] have brought about a speed in the transmission wm mie L
Previously unknown. For the individual, this speed with s;..:nr oty L
mitted results in a state of continuous inundation by material that can no longe
Processed by traditional methods.”
Nearly all of the media and technologies described here —
train and the rotary press — would play key roles seven years

most explicitly the
later in Ruttmann’s




"oMwl the

Unena of Mudugsle

winyg, from La méthode
graphique dans les senoes | 1885

Bexuix film as the catalysts of a process in which perception literally becomes
blurred by acceleration.”™ But already in his 1920 essay, Ruttmann saw this tech-
:c_-s»ﬁ.rd_. transformation as the kev factor underlying his own explorations in
abstract animation. For it is above all in reaction to this sense of accelerated
information flows, he argued. that art needed to abstract from the contingenl
details of individual images to focus on limes of movement:

[AJs a result of the increased speed at which individual data is cranked out, the gaze
is now diverted from individual contents to the overall trajectory of a curve formed
from the various points, a phenomenon that unfolds in time. Thus the object of our
observation is now temporal development and the physiognomy of a curve caught it
continuous transformation, and no longer the static disposition of individual
sints.”

Ruttmann’s language of “curves” here recalls a long tradition of abstract r&
ﬂ-ﬂwgpva,c:m.om movement stretching back into the 19th century: namely the
scientific motion curves, by which 1gth-century physiologists sought to repr
sent abstract #.._?..Snmm of movement and change. Such curves came in many
forms: .-ann_n:wuﬁ_nm_ curves of fﬂ.mw_E:m and heartbeat registered by pneum®
mnw_v.ﬂn ng:w_mhs Ographs; the trajectories of force and fatigue inscribed BY
...w”“vrc or =_M ch Pt of _uom._ﬂ,w Eo_mﬁn_ by Marey’s geometrical chronoph®
ik ronocyclegraphic studies of Frank and Lilian Gilbreth. But ®
visual representations, all of these “curyes” shared oo 1HE
effort to bracket the contingent details of indivi 4 _mvc_. of zsn.:..mnn 10 s

elementary arc of a movement or a 4 of individual bodies so as to visualize
evelopment.” However, this is not to argt®

Eienne-Jules Marey, brajector

that Ruttmann sought simply to transpose the epistemological project of 19th-
century motion “curves” onto film; on the contrary, as his description of the
¢'s “continuous transformation” suggests, Ruttmann’s motivation for tem
poral abstraction was not to isolate trajectories of movement for study in a static
image, but to create a new vocabulary of abstract movement-patterns unfolding
in time (Ruttmann goes on to provide a long list of such movements with names
such as “wave-like” (wellenférmig), “dance-like” (tanzartig), “snake-like”
{schlangenartig), “galloping” (galoppierend), “raging” (tobend), etc.) In other
words, at stake, in Ruttmann’s filmic abstractions, was no longer an epistemolo-
gical project, but rather an experiential one. This was, to be sure, a Bergsonian
project, with precursors in the widespread use of color organs of the 1g10s or in
Loie Fuller’s light and electricity dances.” But it was also motivated by a desire
to adapt vision and spectatorship to the information overload that EE@E:&_E
overwhelm subjective perception. While such a project clearly resonates with
Worringer’s view of abstraction as a reaction to a hostile environment, that en-
vironment is now defined explicitly by technology (mass B.man_ and ._..m.m.a
transportation) rather than nature, and the central quality of its “chaos” 1S
temporal one linked directly to the modemn experience of acceleration. d.:m,
was, we might recall, the same experience that __smo:.d&. the %emfm:um:”:w.
advertising psychology itself, with its constant search for new way® & S0 L
ing the fleeting attention of consumers caught between s
Movement,
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back to DER SiEGER, one could thus argue that the real pleasure Pro,
emblem of acceleration if there ever was one _ o
sists precisely in its promise t navigate _rﬁ new m:ma._z:u& 5:.:5 by oé:ﬁ&.ﬁ
the restoration, as it were, of the lost va_,m.n_,.ﬁ of mr_.r. :.ﬁr:_—“_m image on a highe,
industrial plane. In this narrative of paradise _,,uﬁ s,sm found, jdqmo,ﬂ.mn Deg S
cEx establishes a pattern that will be repeated in different ,_m.:m:o:m in severy) p
Ruttmann’s subsequent advertising films, in whi chpleasure is canstantly €Vokey
through an eminently Freudian narrative of restoring a state F.% #.:_::c:w mxmmmsm
before the tension or conflict introduced by the play of graphic forms.” Thig .~
rative finds its most explicit expression in Ruttmann’s 1925 ad Das wiepggg,
rUNDENE PARADIES, which recounts a modified version of the expulsion from
the Garden to promise viewers that flowers will literally “awaken memorjeg of
paradisiacal pleasures.” But the promise of pleasure is also present in film such
as Das WunDEr, where alcohol has the magical power to resolve conflict; in the
1926 film Seier DER WELLEN, where the AEG radio receives waves from an Af.
can landscape transporting the latter into the protected space of a Europeay
radio-listener’s headphones; or DEr AUFsTIEG, in which the Gesolei exhibition
promises to restore the nation to its healthy state before the ravages of warfare
and hyperinflation. Thus, these films repeatedly stage moments of anxiety linked
to the destruction of pleasurable origins through graphic conflict only to promise
their restoration on a higher plane by means of industrial products. At the formal
level, this back-and-forth between pleasurable stasis and unpleasurable conflict
finds its parallel in the very tension between the unfamiliar world of abstract
forms and figurative images of familiar things. Like Freud’s child, Ruttmann’s
advertisements thus constantly throw away the object only to reel it in againina
repetitive back-and-forth trajectory between empathetic description and defen-
sive abstraction, where the commodity and the trademark figure as the agents of
anew trust in the world of things and three-dimensional space.

Pleasure was, not surprisingly, a central preoccupation for proponents of the
advertising film and their conceptualization of the audience. In a 1926 article for
Die Reklame, for example, Fritz Pauli argued that the darkened movie theater
had the unique advantage over billboards, newspapers or radio of completely
monopolizing the spectator’s captive attention:

Coming .

ised by Ruttmann's tire —an

deli ) has to register the advertisement, whether it wants to or not. One can

.wmﬂﬁ_w.ae.mamm the advertisements section of a newspaper; one can more or less

?ﬂ” m.,mwﬁ om.qwmmn and electric advertisements; one can take off one’s head

ol E._w_m B.u,_a advertisements or sim ply turn off the receiver: but it is not €asy

one’s eyes in the movie theater.”®

However, Pauli congi
* ontinyg - i

backfire if didactic or _u”mn_ puch s compulsory claim on the attention could

ring films failed to please spectators through humer o
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Kunat, s sis wesbend file

Heuss it dor Werlefilm wus dem grafisiggen
W rlepian mickt mus iinsegradesbon Sein [T e
rifers mit der Seggemirinds das Wertes. Ea isn wft mech
mrker. Aber nack immer mivkt sind lmsse Mdghich
Eiors sried, Wisks Fomger s s s weguiti

Caricature of film audiences, from Die Reklame (1927)

interesting tricks: “Audiences do not wish to feel cheated, as it were, out of their

time or their ticket price. [...] They wish to be amused, thrilled or educated in an

interesting way. When this is the case, they feel entertained and regard the

product being advertised with favor”” Pauli’s argument here was echoed

more or less verbatim in numerous other books and articles from the time,”
and it found an illustration the following year on the title page of a special issue
of Die Reklame devoted to advertising film, on which a caricature drawing com-
pared bored, angry and entertained audiences to suggest that pleasure played a
central role in the success of filmic advertisements. Nor was Pinschewer himself
unaware of such theories, as he would later resort to the same argument to ex-
Plain the prevalence of animation in advertising film:

. . ‘.*‘g 5
A particular advantage of film advertising resides in the fact that spectators sitng,

the darkened room cannot avoid paying attention to the e Tmnnwm_w ﬂ:wwﬂ “.__mwa
son, the advertising content should be presented in a v_mmwﬁﬂw_m_ﬂoﬂ”:ﬁ animation
the reason why people prefer to clothe m%m&mpn,m Gbm o _". nt?
[Trickfilmy, for animation satisfies the need for relaxing entertainmert:
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Sill from Ruttmann, Das WUNDER (1922)

It was also in the interest of stimulating such pleasure that product advertise. |

ments resorted from the beginning to strategies of humor, a topic much dis
cussed in the literature on advertising and one of the principal motivations for
the widespread use of caricature animation in film advertisements of the 1920
As one writer for SEIDELs REKLAME put it in 1927, “Audiences today want hu-
mor. The animated film offers the possibility of conjuring up the most grotesque
Chaplinades, the most fantastical improbabilities on the screen.”™ In particular
advertisers called for the use of gentle humor typical of German print caricature
traditions as opposed to the biting satire of Dada and expressionist cabaret. Ty-
pical, in this respect, was a 1927 article by the animator Lutz Michaelis, who
argued that the advertising animator “should ensure that he does not develop
aggressive humor (satire); rather, his figures should be based in a jovial humor

ous characterization. (To draw on a crass comparison, Wilhelm Busch’s caric®
tures are funny and jovial, while Omcnmm Grosz's every pen-stroke is caushic and
aggressive).”!

Although Ruttmann’s experimental advertisements sought to &mm:mim_._&
themselves from the caricatures of animators such as Michaelis and Harry Jaget
he was not averse to em ploying such moments of gentle humor - for examplé!"

mrm Kantorowicz film, where the bickering faces begin to kiss one another lov:
ingly after consumin

But as I have argu
le

g the liqueur from the bottle conjured up by a magicia®

_ ed, his films also sought to produce pleasure at the ?_..Ew_
vel through the play of abstraction and empathy, by which Ruttmann contit
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__....f !?._w"_.,_.__ T».q..”...w.u:c.m_ reactions to the 1o
o .

w _?....T.J..._Hf_ﬁ
} these advertisements were concerne

al conditions with
" 3 d. If Ruttmann’s commodity objects
pr mised pleasure, this was above all through their promise to navigate this

W world of accelerated information, and more precisely to restore a sense of
trust in the new landscape of people, objects and information in motion. .T_.::
rani’s advertisements not only participated, with their targeted stimulation of
attention through color and movement, in the shocks of this new media envi-

ronment, but also promised to help spectators come to terms with that environ-
nt in and through acts of consumption,

me

Conclusion: Experimental Advertisements and the
Governance of Perception

In conclusion, | might add that although I am focusing on Ruttmann in this
book, the play of abstraction and empathy | have followed here was not entirely
unique to his films, but found many imitators in the world of film advertising
during the interwar years. From Ewald Schumacher’s 1925 advertisement
FLAMMENTANZ (DANCE oF FLAMES), where the flames produced by the gas fuel
transform from abstract forms into personified dancers and back again, to the
cigarette commercials by Hans Fischerkoesen (e.g. Sciiari uno Ravcn [Sounn
AND SMOKE], 1933), Wolfgang Kaskeline (Zwer Farsen [Two Corors], 1933)
and Oskar Fischinger (MURATTI GREIFT EIN, 1934), With their play of m.ﬂ.mﬂma
movement and recognizable objects, the alternation of abstraction and figura-
tion constituted an important strategy of filmic advertisement in the 1920. Giv-
en the involvement of avant-garde and experimental artists in these films, one
could easily read them as neglected examples of what Gilles G.m..mcsm has 2:.&
“liquid” or “gaseous” perception in modernist mxﬁmn_.:m.:g_ cinema; ungaﬁm
to Deleuze, a good deal of early mx_um_.:.:m:np.__ filmmaking m.?.z..ﬁ?.w to rw_cm_w
come territorialized modes of instrumental perception to attain - Ea _.mmwm._ o
a Bergsonian realm of pure fluctuation or _._b_,ﬁ.mm_ <m9ﬂ:5: ,c:ﬂ._m_”#iz__..r
Above all Vertov, Deleuze argued, sought "t _.mm..nr another ﬂ?hwmna _" g
is the genetic element of all perception.”™ But in order t0 E“w”m:c_ advertis-
stakes of the preoccupation with abstract ina i) .ﬁﬁﬂm context of adver-
ing films of the 1920s, it is also crucial to read ﬁmu‘.r”c_: ﬂc iheories of advertis-
tising culture — and more specifically to see their En.. w_,Hs ovement between
ing pleasure. It was precisely in the gnr.wﬁ.# m ”ﬁpazm and its recupera-
abstraction and familiar objects, between the 1085 &' W6 L B egiged.

tion in the commodity, that the pleasure and efficacy
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Still from Hans Fischerkoesen, ScHALL UND RAUCH (1933)

Far from challenging that efficacy or undermining the “usefulness” of the im.
age, the mcmzﬂ.mmam.m_::.:m kers who v._m..mnmﬁm_.mn_ in product advertising in the
19208 affirmed it. If these filmmakers were attracted to advertising, this was not
on account of a financial compromise or as pa rt of a campaign of subversion,
but because advertising n_.oi.a.& a forum in which to demonstrate the film-
maker’s expertise, and the relevance of that expertise for a technological-indus
trial society. Abstraction, movement and rhythm, that is, were not simply artis
tic elements, but also scientific and practical ones: the building blocks of
“management images” that might regulate perception, attention and audience
reactions. Reducing the image to its “psychophysical” potential, Ruttmann's
“absolute” film promised to harness this governing power of the image. As we
will see in the following chapters, Ruttmann’s subsequent turn toward phote
graphic images and montage might have constituted a break in appearant
from his abstract animation, but he would continue to fashion cinema as @ tool
for managing mass culture throughout his career.

7. The Cross-Section: Images of the
world and Contingency Management in

Ruttmann’s Montage Films of the L
1920s (1927-1929) e

introduction

In the last chapter, I M_J..‘_\_m.ﬂ_ that abstract design was never simply an aesthetic
phenomenon, but also the object of psychophysiological P.ﬁuzw._. much of it
carried out within the new science of advertising psychology. The participation
in advertising on the part of Ruttmann and other filmmakers could hardly be
written off as a compromise of aesthetic principles; it was, rather, a _:w.:.n._ ex-
tension and application of their own experiments in abstract film n_mnﬁ..__ which
were carried out within a horizon of application. In a broader sense, we saw
that Ruttmann understood reduction and abstraction as a potential answer to a
problem of perception in modernity. Drawing on the convention of the scientific
veurve,” he saw the aesthetics of abstraction as a means of training perception
to operate within the new technological and mass-mediated public spheres of
the early 2oth century, spheres defined above all by acceleration and the increas-
ing accumulation of mental and visual “data.”

One could easily carry this analysis of “perception training” over to the film
that sealed Ruttmann’s international fame i 19208 and since, his magnum opus
BERLIN. DIE SINFONIE DER GROSSSTADT (Beruin. THE SyMpHONY OF A GREAT
City, 1927), in which Ruttmann used montage to depict the teeming life of the
metropolis from morning until nightfall." As has often been pointed out, wE_T
mann’s first full-length film, despite replacing animation with ﬁ..._o»cmamﬂ,_.ﬁ
images, retained a schematic “musical” quality in its imitation of the symphonic
form, its division into five “acts” of varying intensities, and its nm:...,.,_.mzo: of
visual montage with the musical score by Edmund Meisel. Upon the film's pre-
miere, critic Herbert Jhering spoke of Ruttmann’s “Bildmusik” (image m.,__._m__ R
BeRLIN,® and Béla Baldzs would invoke the term “optische z__.,_m_,_w \gpuiea e
sic) to describe Berri in his book Der Geist des Films (The muﬁ: of il Eww%ﬁ
mzvmﬁ:mﬂ scholars have largely followed in the same path: ~_m;_% a ﬂmﬂ.ﬁm
quality, moreover, would appear to have informed ?E%Emh. m_mmw_. seript,
of the film. As Goergen notes, rather than basing the mﬁ: DME_ scenes; each
Ruttmann employed a kind of card catalogue for the Indivt

‘ t also, as on€
card included not only a description of the scenes content, bu




