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INTRODUCTION

The larger, more eye-catching, obtrusive, and exotic the
advertisement, the less the likelihood that it deals with a
real and solid business.

—Rudolf Cronau, in Germany’s first
advertising handbook, 1887

In 1911 a Dusseldorf cigar retailer by the name of Eduard Palm registered
a trademark with the German Imperial Patent Office (see Plate 1). Orig-
inally designed as a poster by the renowned graphic artist Julius Klinger,
the new profession of advertising in Germany heralded it as a master-
piece of form and color. It was also lauded as a clever use of humor, for
it plays upon a verbal joke, namely the similarity of the retailer’s last
name to the tropical tree (Palme in German). The glowering, smoking
African figure almost adds a visual exclamation mark to the textual
wordplay. The figurine might also seem to incorporate the brand name,
a sort of virtual spokesperson not entirely unlike famous predecessors
such as the Quaker man of Quaker Oats (first appearing in ads in the
1880s) or the Michelin Man (1898). Though it never became as famous
as other German commercial icons such as the pale, slender white woman
of Persil (laundry soap) or the black serving moor of Sarotti (chocolate),
it remained in use for more than eighty years in Berlin, Diisseldorf,
Frankfurt am Main, and many other German cities. In the late 1990s a
larger tobacco consortium purchased the fourteen stores of the Eduard
Palm chain, and the brand disappeared from Germany and from German
history.!
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Scholars have looked at this image, and other images like it, from two
entirely different vantage points. The first is to see it as an aesthetic tri-
umph, and correspondingly as a model of advertising acumen. The Palm
image is indeed an exemplary work of graphic design: a minimalist palm
tree arcs through and over the firm name, culminating in a verdant clus-
ter that compositionally balances the lopsidedness of the first capital P.
Looping gray smoke rings, the largest in the optical center of the poster,
lead the eye incrementally back to the red O of the figure’s lips—and thence
to the cigar. We then realize that the palm tree itself bows under the weight
of the glaring, yet innocuous homunculus. Finally, the product itself, “ci-
gars,” appears in knock-out type underneath, subtle as an afterthought.
This is a beautiful example of the Sachplakat (Object Poster), a commercial
style that arose in Berlin and Munich after 1905 that used bold, aestheti-
cized design to convey a vivid advertising message with minimal text.
The Object Poster came as a reaction to the more ornate predecessors of
Jugendstil and Art Nouveau, its simpler mode deemed more suited to the
hectic pace of the modern city. This New Objectivity has aptly been
termed the German Modern.> Whether one traces the genesis of this new
design style back to the genius of individual artists, or to the evolution of
professional advertising as a new communicative mode of capitalism, or
to the acumen of the modern entrepreneur adopting new techniques
of branding (all three origins have been averred), the emergence of the
Object Poster definitively established Germany as a world leader of graphic
design.?

A second stance from which to look at this image is to zero in more
critically on the precarious position of the black figure itself. Given the
violent history of European colonialism and racism in the nineteenth cen-
tury, this view is less rosy. Caricatures of black figures appear in the ad-
vertising of most nations that were colonial powers (and many that were
not) and are seen to reflect a Europe-wide popular culture defined by a
diffuse sense of racial identity if not an active racism.* Advertisements in
the vein of Eduard Palm’s are often seen as reflective of the political
economy of European colonialism. The presence of black figures in Brit-
ish and American tobacco ads, for instance, are seen as a legacy of tobacco
plantation slavery, or even as a literal referent to the racial hierarchies
around 1900 that still suffused the economies in the colonies that produced
tobacco.” The presence of the black figure might also be seen as a reflec-
tion of the popularity of the “science” of race over the nineteenth century
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or, less sinisterly, as a reflection of a broad fascination with an exotic
“Other.”® Germany came belatedly to imperialism just as it came belat-
edly to national unification; an advertisement like that of Eduard Palm
might be said to merely reflect its new role as colonizer.”

We are left with the same logo used to illustrate two very different
historical phenomena—the rise of modern advertising culture and the
subjugation of colonized peoples. It is one argument of this book that the
two phenomena are, in fact, closely intertwined. The Eduard Palm logo
is indeed a sign of Germany’s advancing commercial modernity, exempli-
fying a new modern commercial aesthetic that would attain full fruition
in the modern consumer and artistic flowering of the Weimar Republic.
Yet it is simultaneously the mark of the power of the colonizer, reflecting
a narcissistic interest in the exotic and a casualness with racism that was
instrumental to Germany’s often brutal projection of rule overseas. Mo-
dernity, however defined, so often seems to possess a Janus face.

Yet neither angle of approach, whether seeing the Eduard Palm de-
sign as innovative and modern or as racially insensitive and anachronistic,
appreciates the full cultural landscape in which it sits. First and foremost,
this image was never, at any point, just a single illustration. It was one
droplet in a visual cascade. It appeared as chromolithographs lining the
street and plastered onto walls of train stations. It was painted onto store
display windows and laminated onto porcelain storefront signs. It circu-
lated, as a black-and-white insert, in newspapers and tabloids seen by
readers numbering in the millions. It rolled through the city on the sides
of new electric delivery trucks; it was carried back into the home as a
chromolithographed cigar tin; and as a package-sealing stamp, it was col-
lected and doted over by adults and children alike. More important, tens
of thousands of designs, many of them cut from the same cloth, were
mass-reproduced by thousands of other firms and circulated in similar
ways—a veritable tide of visuality washing through the urban landscape.

Four decades earlier, at the founding of the German nation, there was
no such pictorial ocean. Though chromolithography traces as far back as
the 1830s, five-color printing for such a trifle as a throwaway poster or
advertising stamp before the 1880s was economically impracticable. In
the 1860s lithographs were found in expensive journals and books and
were purchased to hang as art above the mantelpiece. Technological in-
novations, such as the rotary press, offset printing on tins, and, eventually,
offset printing on paper, would all make image reproduction cheaper and
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more readily available. Far more important, however, was a fundamental
transformation in the economic, social, and cultural priorities of Ger-
mans. In 1870 the desire to pay for thousands or millions of images to be
circulated among the public to stimulate sales might have been techno-
logically possible, but it was commercially risky, socially unacceptable,
and culturally peculiar. By 1911 it was ordinary.® On the eve of the First
World War, the stirrings of a mass consumer society had already pro-
foundly altered not only the tenor of economic life but the cultural land-
scape as well.

The German nation had also changed in other ways. In 1887 the first
advertising handbook appeared in Germanys; just three years earlier, how-
ever, Germany had staked a claim to colonial dominion over territory in
West and South-West Africa (now Namibia). A small but vocal minority
of Germans looked to colonialism as the solution to all of Germany’s so-
cial problems, but they were quickly disappointed; despite a brief surge of
interest (buoyed largely by the press), the German public seemed, at least
to the die-hard colonial “enthusiasts,” to largely ignore Germany’s colo-
nies. The German public could engage with themes of colonialism outside
of these enthusiasts’ purview, as we will see; but as a topic of politics and in
the public sphere, Germany’s colonies often took a back seat to other press-
ing issues of the day. In 1904, however, this all changed when Germany’s
ostensible subjects, the Herero, rose in armed revolt. Germans waged a
colonial war in South-West Africa but with extreme brutality, using
genocidal rhetoric and genocidal tactics. The appearance of Eduard Palm’s
glowering native on the heels of this colonial warfare and genocide might
seem, on the face of it, odd—controversial or even confrontational. As this
book will show, however, there was nothing unusual at all about Klinger’s
design or Eduard Palm’s use of it; countless such figures were appearing
then, all increasingly similar to each other. It is the task of this book to
explain why, though German physical rule of its colonies swung through
phases of apathy, brutality, and reform, commercial imagery of the colo-
nies followed a more linear historical trajectory. Visuality, we will see,
answered to its own logic—a logic that revolved around the dynamics of
commercialized pictorial power.

The history of commercial visuality in Germany is a fascinating one.
Advertising’s empire was built, in part, on the advertising of empire. The
notion of adorning a product with an illustration, of fusing commerce
with image, first emerged in Germany, curiously enough, intertwined with
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elements that many have termed colonial, using the broadest sense of the
word. Pioneers of German commercial culture looked overseas, at exotic
lands, at exotic peoples, at the commercial cultures of other colonizing
nations, and (eventually) at their “own” colonies. Yet advertising in Ger-
many was not only an observer, importer, and imitator; it would soon
carve out its own dominion. It would build its own “empire” in Germany
and beyond. The empire of advertising is an enormous realm; its domain
can be mapped in countless ways. This book traces it by focusing on a single
thread, the growing hegemony of a single visual construction of race. In
Germany advertising generated a new vision of race that not only over-
shadowed earlier ideological constructions, but also pointed to and even
produced a new social identity. Benedict Anderson famously described
nations as imagined communities.” This book explores one of the diverse
processes by which identity, racial and national both, were not just imag-
ined, but materially imaged. In color.

The larger arc of the visual commercial culture of race is foreshadowed
here in four images. The first is a so-called Tobacco Moor (Tabakmohr)
from the second half of the nineteenth century (Figure I.1). The second,
from 1900, is a trademark for cigarettes that references a famous Shake-
spearean play (Figure 1.2). A soap advertisement from 1905 is the third; its
illustration plays upon an old German adage about the futility of trying to
“wash a moor white” (Figure 1.3). Finally, we come to the Sarotti Moor,
the brand of a leading Berlin chocolate manufacturer in the second de-
cade of the twentieth century (Figure [.4). At first glance, all of these im-
ages might seem broadly similar: each is an illustration used in some sort
of mercantile setting, and each falls under the same descriptive rubric—
“the moor”—a term denoting blackness and which holds a long history
and a dense web of associations.'” Any superficial similarities, however,
obscure the profound distinctions between them.

Seen side by side, these images immediately reveal a host of differences
in style, artistic technique, and quality of reproduction. The gulf that sepa-
rates them, however, is far wider even than any point-by-point compari-
son of the pictures would indicate. For the crucial aspects of each image
are those not seen: the historical backdrop; the images’ commercial and
cultural functions; and their potential viewing audiences. The Tobacco
Moor (Figure 1.1) was a traditional icon, carved into a cliché block that
could stamp the image onto the wrapping of tobacco packages. (This par-
ticular one was actually registered as an early trademark in 1875 by a small



6 Introduction

[To view this image, refer to
the print version of this title.]

Figure 1.1  Tobacco label featuring a Tobacco Moor (Tabakmohr) from before 1875, by
Ubbo & Petersen of Norden. Source: Warenzeichenblatt des Kaiserliches Patentamts (hereafter
WZB) (1896): 383, reg. no. 14896.

tobacconist in the town of Norden, but was likely used for centuries, un-
changed, before that.) The image’s clarity in reproduction is poor, and it
therefore relies upon long-standing allegorical markers—an old-style
pipe and tobacco-leaf skirt (native), a barrelhead (trade), and a topcoat
(European)—to be recognizable. Only a few local customers would have
seen it, stamped (perhaps) onto a parcel tucked under their arm on the way
home from the tobacconist.

The trademark for Othello cigarettes around 1900 (Figure 1.2), on
the other hand, was a different thing entirely: a professionally crafted en-
graving that made use of more sophisticated design techniques, it was suit-
able for reproduction in quantity in a newspaper’s advertising section.
Fashioned for a short-lived brand of cigarettes produced by a midsized
Dresden manufacturer at the turn of the century, it is an inside joke: to
use Othello, “the Moor of Venice,” in a tobacco ad is a riff on the vener-
able Tobacco Moor (above), but now cleverly updated for a more cosmo-
politan clientele."" Whether all viewers would have caught the looping
reference to Dutch tobacco culture via English literature remains an
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[To view this image, refer to
the print version of this title.]

Figure 1.2 Othello “Moor” cigarette advertisement, 1900, by A. M. Eckstein & Sohne
of Dresden. Source: WZB (1900): 162, reg. no. 41840.

open question. There is no doubt, however, that the physical reach of the
image—reproduced in newspapers—is of an entirely different scale than
that of its predecessor. It not only denoted the merchants” wares, but under-
wrote a new economy of print media; for this image (and others like it)
subsidized newspapers, thereby lowering subscription prices, which in-
creased circulations and extended the physical and social reach of the im-
age itself.

The figures in the 1905 soap advertisement by the Georg Schicht
company in AuBig, on the other hand, stands at an even denser tangle of
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[To view this image, refer to
the print version of this title.]

Figure 1.3 Soap advertisement from 1905, by Georg Schicht, Auig (Austria). Source:
WZB (1905): 675, reg. no. 77688.

visual threads (Figure I.3). Schicht is an Austrian firm, but it crafted this
advertisement for the German soap market.'> The graphic artist has skill-
fully staged a scene that makes multiple references, and produced it as an
intaglio for mass reproduction in tabloids or humor magazines—new
media that had circulations in the hundreds of thousands. The scene taps
into the centuries-old parable concerning the futility “of attempting to
wash a moor white”: these two African boys, no matter how hard they
scrub, will never be able to wash their blackness away. The classic parable
would be known to a wide range of German viewers. Far more impor-
tant, it would have been paraded before their eyes much more recently, in
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a mass of soap advertisements crafted after the 1890s."* On a more imme-
diate level, this ad is derivative of a different source—one of the most fa-
mous American logos, the Gold Dust Twins of the Fairbanks Company of
Chicago, which featured two black American children scrubbing each
other in a washtub. In 1901 Fairbanks had registered the logo for use in
Germany; the Schicht firm promptly plagiarized it—cashing in on the
Gold Dust Twins cachet but moving the tableau to Africa to absolve
themselves of copyright infringement. At the same time, Schicht was also
borrowing from two decades of British advertising by Pears and Sunlight
that used colonial natives to sell soap as a “civilizing” commodity.'
(Note, for instance, how the bare feet of the African natives are drawn as
if reflecting sunlight, which subtly serves to call attention to the fact that
the poor Africans have no shoes.) Last, the image taps into the topicality
of Germany’s own colonial project in Africa—a project that had, as of
1905, taken a turn toward extreme violence. An American theme, pirated
by an Austrian firm, given a classical overlay from a Greco-Roman para-
ble that provided the pattern for a British ad, but transported to Africa in
order to “Germanize” it—this vignette was truly transnational.

The last image, that of the Sarotti Moor (Figure [.4), mass-produced
a stereotype in both the figurative and the literal senses of the word.
Crafted by the master designer Julius Gipkens and trademarked in 1919,
the Sarotti Moor was reproduced in literally endless variations, as a poster,
as an ad insert, as cardboard wrapping, as a chromolithographed tin box, as
a newspaper insert, and even as a collectible figurine. As one of the most
widely recognized commercial icons in German history, the image has
been seen by well over 200 million people, to estimate conservatively, and
likely ten times that number. Sarotti’s image was crafted for a new kind of
viewer, the German consumer. This stereotype was in no way original; it
was wholly in line with virtually every other depiction of black figures in
mass consumer culture after 1910, drawing upon a fixed template of graphic
conventions that pushed products ranging from shirt collars to accordi-
ons. Gipkens simply drew his figure the way all black figures were being
drawn. Indeed, its key pictorial elements—the bright red lips, rounded
head, and indeterminate maturity—had become so ubiquitous by the sec-
ond decade of the twentieth century that they bore the interpretive weight
of the image; they had become obligatory.'

One might reasonably ask what an African native or orientalized
black figure has to do with cigars manufactured in Cuba, with soap
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[To view this image, refer to
the print version of this title.]

Figure 1.4 1925 version of the Sarotti
Moor drawn by Jarosy. Source: Die Annonce
1 (1925).

manufactured in Austria, or with chocolate manufactured in Germany.
These images did not reflect the origins of the products—they were in no
meaningful way reflections of actual trade relations, colonial or otherwise,
as we will see. In fact, the widening gulf between the tangible reality of a
good and the “aura” forged by its representation—pace Walter Benjamin—is
a hallmark of modern consumer society.'" In Germany that gulf emerges
at the fin de siécle, even before the highly polished “surfaces” of Weimar."”
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A more pointed and historically precise way to phrase the question would
be to ask: why should these natives, or these black figures with enormous
red lips, oversized eyes and ears, and bumpy heads, be reasonably expected
to inspire a German viewer—a German viewer of 1900, but nof ear-
lier—to purchase the product? This is a complicated question, but the crux
of the matter. Consumer society did not arise mechanistically out of some
abstract principle of supply-and-demand economics; it was learned. This
book therefore pursues two different avenues. The first is to trace how
images in general, and how illustrations of blacks in particular, came to be
seen as not only legitimate for commercial use, but as necessary for com-
mercial success. The second is to see how such illustrations might have
“worked”; though the complexities of reception can never truly be es-
caped, commercial imagery itself, as a corpus, provides clues to its own
interpretation.

In Germany both the motifs of visual advertising and the initial con-
viction that those motifs would “work” came initially from an overseas
gaze. German visual advertising was constructed transnationally; it
emerged by looking at the “modernity” of America or Britain. And some
of its practices emerged by gazing at the “savagery” of Africa. The cir-
culation of these overseas visions was guided by a multiplicity of coop-
erating and countervailing forces in Germany, ranging from organized
politics to new media to new commercial enterprises and practices. As
we will see, vignettes such as those for Schicht’s soap and Palm’s tobacco
were initially connected with a particular sort of overseas gaze—namely
one loosely bound up with the German colonial project, in the broad
sense.'® Themes such as overseas exoticism, obsession with imperial
Britain, fascination with primitives, and delineations of racial difference
were all also found in more expressly political German colonialism. In
Germany a number of institutions of colonialism, such as the German
state (particularly the Colonial Section of the Foreign Office), pressure
groups (such as the German Colonial Society), and academic institutions
(such as Berlin’s Museum for Ethnology), generated or circulated their
own representations that dealt with Germany’s overseas colonial effort.
Over time, however, commercial imagery became only more detached
from such overt, official sources. Yet it only became all the more power-
ful because of this autonomy. It was able to convey fantasies of colonial
rule and disseminate alluring visions of racial difference to a cross-
section of Germans far beyond those who were directly engaged in, or
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even evinced any interest in, the prosaic realities of the German colonial
empire.

The Limits of the Colonial Archive

In the world of letters, imagining “the colonial” had long played an im-
portant role. In the eighteenth century, long before there was a German
empire or even a German state, German literature, drama, travel writing,
and scientific texts all engaged in fantasies of colonial rule that fictively
described the Germans as superior colonizers in the New World. Such fan-
tasy even helped, it has been convincingly argued, to prophesy German
nationhood itself."” Even after Germany first claimed actual political domin-
ion over colonies in Africa and the Pacific in the mid-1880s, the colonies, as
an abstraction, continued to offer a literary terrain in which issues of political
and social crisis could be discursively worked through. In the world of text,
“the Colonies” posed an imaginative space onto which new social orders,
fantasies of racial superiority, or desires for gender emancipation could be
projected.?” One of the peculiarities of German colonialism after 1885,
however, was the degree to which such imaginings in the world of print
became organized in specific institutions—institutions that then made
public claims to expertise and even exclusive dominion. And they sought
to steer the public sphere and to sway popular audiences by a variety of
means.

The relationship between the discursive and the coercive is the lynch-
pin of modern colonial history, and such “tensions of empire” had enor-
mous social consequences for colonies and metropole alike. We have
learned from historians and sociologists, for instance, how colonialist
ideas and practices dramatically affected the social world through avenues
such as policy debates, the dicta of scientific professions, the professional
inscription of ethnographic prejudices, and even the propaganda of politi-
cal activists. Constructions of ethnography held enormous ramifications
for the native policies of the German colonial state, for instance, while
German utopian conceptions manifested in mechanisms of rule that ran
up against pragmatic practices and conflicting interests. German efforts to
construct a colonial inflection of “modernity” held wide-ranging impli-
cations for colonial settlement, environmental and education policies, and
anti-miscegenation laws.?! Colonial contexts, in turn, had an impact on
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the social world back on the German metropole. Debates over policies
in the colonies parsed the meaning of “race” as the legal determinant for
citizenship in Germany.?> Women’s colonial activism reshaped publicly
permissible gender roles.?> Colonialism similarly structured scientific
thought: the structures of colonial medicine, anthropology, and even plan-
ning fed into the pervasiveness of eugenicist thinking more broadly in
German society, which proved so insidious in later decades.?* Thus such
disparate professional groups as lawyers, politicians, scientists, academics,
and political activists developed professional practices and political ideol-
ogies that drew from colonial practice and colonialist rhetoric.

In most of these scholarly investigations of the influence of the colo-
nial project across German society, however, the organized colonialists con-
tinue to occupy the most prominent place. Colonialist publishing houses
churned out a vast array of publications on colonial themes for their
members to purchase. These publications, including many essays written
for (or planted in) mainstream media, all stem from a centralized secre-
tariat, staffed by a fairly small group of middle-class nationalists. The
“message” in these publications is thereby remarkably consistent, and they
compose the bibliographic mainstay of many scholarly investigations. The
colonial archive—or more precisely the colonialists’ archive—continues to
construct the central narrative of the importance of colonialism to Ger-
man society and culture more broadly. There is a very real question, how-
ever, as to whether the colonial archive can ever inform us meaningfully
about its own limitations and blind spots.

Commercial culture, with its diffuse points of origin, offers a new op-
portunity. It resists investigation through institutional or organizational
lenses, but this very dispersal can offer an entry point into a broader view
of society. By way of comparison, scholars have shown how British and
French advertising were infused with diffusely produced images of impe-
rial rule; the imperial roots of British commodity culture, for instance,
and the centrality of blackness in advertising in jazz-age France each
point to linkages between the colonial encounter on the one hand, and
metropolitan advertising on the other.?®> For Germany, however, there have
been few investigations of commercial culture.” Indeed, apart from filmic
representations—cinema and photography—there has been very little in-
vestigation of colonialism and colonial themes in German visual culture
more broadly.”” Yet at the fin de siécle, far more Germans saw engraved
illustrations than saw photos or films.
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The relationship between commercial culture, colonization, and visu-
ality is a complex one. As this book will demonstrate, the imagery associ-
ated with “the colonial” constituted a substantial and even formative ele-
ment in German advertising as well as in other forms of mass-produced
visual culture. German advertising reveals the influence of the intense na-
tionalistic competition of Weltpolitik, the cooperative pan-European proj-
ect of the “civilizing mission,” and even the global network of scientific
discovery and commercial exchange. Commercial interests inside of Ger-
many in the 1880s and 1890s drew indiscriminately from each of these
facets. Yet German mass-reproduced culture did more than just borrow;
it disseminated imagery of colonialism to an audience far broader than
that ever reached by any institution. Ads were seen by far more Germans
than any colonialist’s talk on tropical hygiene or any museum’s painstak-
ing ethnographic construction. As advertising mass-reproduced the im-
agery of colonialism to serve commercial ends, it increasingly veered from
and then overshadowed the scientific, nationalistic, religious, and even
mercantile missions of official German colonialism. Institutions, the tra-
ditional purveyors of colonial ideology, could not match the new scope of
mass culture.

Adpvertising: From Gallery to Arcade

Over the first decade of the twentieth century, visual advertising (Bildreklame
in German) fundamentally transformed the German landscape.?® Though
early advertising writers declared their profession to be “as old as lan-
guage,” scholars recognize that advertising involved a communicative
revolution that took place just before the end of the nineteenth century.?’
This book will argue that the first appearance of visual advertising in the
1880s and 1890s can be seen to draw a great deal of creative inspiration
and commercial acumen from visions of overseas encounters. One of the
strange aspects of German advertising, however, is the degree to which
these themes and tropes are nof seen in the professional literature, and in
the successive scholarship that is built upon it. Like colonialists, advertis-
ing professionals, it turns out, have their own “archive”—or rather, their
own museum. From the first, advertising professionals struggled to legiti-
mize their place in German society. They accomplished this, in part, by
emphasizing the aesthetic worth of their endeavor. As early as the mid-
1890s, with advertising still barely reputable, museum curators such as
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Justus Brinckmann began to hold up the very best, most exquisitely
crafted advertising posters as not only a model for inspiration but as ex-
amples of popular art.*’ Brinckmann, the pioneering curator of Hamburg’s
Museum of Arts and Crafts (Museum fiir Kunst und Gewerbe, which
opened in 1877), made no bones about his desire to use the collecting ca-
pacity of his museum to give designers something to aspire to, and thereby
elevate the work of the profession as a whole.?! Meanwhile, private collec-
tors, such as the dentist Hans Sachs, built up their own assortment of the
best, most artistic posters, which became the core collections for institu-
tions like the Deutsches Historisches Museum.?>

This tradition of focusing on the artistic poster spread beyond the
walls of the museum through publications, such as J. L. Sponsel’s Das Mo-
derne Plakat, and particularly the new design magazines, such as the Morno-
graph of German Advertising-Artists (published by a sort of virtual museum)
and the lavishly illustrated Das Plakat.*® The rich, beautiful, full-color il-
lustrations of Das Plakat are a pleasure to behold, and have made it the
centerpiece of art-historical investigations, which follow its concern to
introduce “art” into “commerce.”** Yet the beautiful posters that made it
into the attentions of museum curators (such as Brinckmann), and into
museum collections and the pages of design journals, were carefully se-
lected at every step of the way. The Object Poster is indeed an icon of mod-
ern design, but it is also an artifact of selective self-promotion—a claim to
artistic merit by poster promoters and advertising writers with their own
professional agendas. In the chapters that follow, the illustrations are every
bit as powerful and inventive as the more familiar Object Poster, but they
are also very different from those typically seen in the canon of German
design.

Seeing Germany: A Method of Visual History

Did advertising images merely echo widespread public perceptions, or
did the creators of these images produce perceptions with their advertising?
Is advertising a cultural mirror, or were advertisers the puppet masters
of the popular mind? Some version of this conundrum has structured
investigations of advertising from the very earliest days. Two divergent
approaches have tended to dominate: the first, which sees advertisers as
manipulators, often takes as a starting point the Frankfurt School’s notion
of a “culture industry.”* The second, which sees advertising as a cultural
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product, might instead look more to either semiology or cultural studies,
where advertisements can be decoded for their reflection of gender norms
and imperial ideologies.*®

The quandary is not only a problem for advertising. The relationship
between image and interpretation has haunted broader theoretical rumi-
nations from the very first coalescence of art history as an academic field,
and it remains a thorny crux of contemporary studies of visual culture.®”
The theoretical dilemma is ultimately irresolvable, yet to some degree it is
artificial. Most theoretical reflections on the manipulative capacity of im-
ages, or alternately, about the innumerable ways images can be interpreted,
seem to postulate or presuppose—even if quite subtly—an observer face to
face with an image. That is, a discrete individual, faced with a discrete indi-
vidual image. Thus formulated, the act of interpretation becomes framed
by an arbitrarily determined origin—an origin that overtly or subtly in-
corporates the intentions behind the initial production of the image—and
an arbitrary ending point—the moment when the viewer first sees the im-
age and reacts. Both observer and image are thereby each extracted from
their historical milieu—the very milieu that informed both the production
of the image and the consciousness of the observer.’® Advertising images, in
particular, need to be seen less as a laboratory test tube, held up to the light,
and more as a pattern in a downpour. Other theoretical stances, on the
other hand, particularly in some of the new approaches of visual culture,
go a bit too far in the other direction. They treat images as so fluid as to be
infinitely portable, or always open to multiplicity of interpretation—an
ocean in which viewers can see what they will.”” Each of these leads to
its own flavor of decontextualization, and both lose sight of overarching
structures of power (of all varieties, political, economic, social disciplinary,
visual) that contain and channel imagery.

Here is where historians can offer something new to the debate.
When the analysis shifts away from such an imagined juxtaposition of
a single (autonomous) observer and a single (extracted) image, and looks
instead at larger patterns of imagery over time, the dilemma over the pre-
cise relationship between any individual image and any individual’s con-
sciousness fades in significance. Viewing imagery collectively and coher-
ently, as a corpus over time, allows us to see the existence of patterns—of
ways of crafting and of seeing imagery—that are mutually reinforcing.
Oftentimes imagery that doesn’t make sense—where we today do not
understand the joke or fail to see the associative connection—offers some
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of the best opportunities to see reception at work, for it points to visual
patterns no longer in evidence. And this, in turn, gives us a window into

3

how people used to “see.” Overall, some patterns of imagery can be rec-
ognized ultimately as so pervasive, this book argues, that they collectively
constitute a visual hegemony—a codification of representation so ubiqui-
tous that those seeking to craft a representation need to deploy it to be
easily understood. In simpler terms, a broad, historical survey of visuality
might be able to tell us something about how people saw, and even how
they interpreted those images, merely by showing and analyzing what they
saw, over and over and over again.

Additionally, viewing these visual hegemonies historically allows us
to chart the discrete operations of power—whether political, social, cul-
tural, or (as I will describe) visual power—at work in constructing, main-
taining, and reshaping such hegemonies. Visual patterns were never per-
manently fixed. My emphasis throughout this book centers on the historical
dynamism of visuality—on the way that patterns of imagery shifted, and
on the political, commercial, and cultural forces that produced such shifts.
In some cases I also suggest moments in which the reverse might have
occurred—where social or political power could be produced by visual
hegemonies. Just as social practices generate images, images generate so-
cial practices. Moreover, visual hegemonies themselves are historical, and
therefore transitory—undermined by external and internal forces, as the
epilogue will suggest. My methodology of visuality in the pages that fol-
low is to approach each image with an eye toward its pictorial lineage, the
historical context in which it circulates, and the image’s power—both
within the frame of the image and outside of that frame, in the scope of its
reproduction.

At the core of this analysis lies a comprehensive visual archive, namely
the collection of trademark registration rolls of the Imperial Patent Office
(Warenzeichenblatt des Kaiserliches Patentamt). The extensive registers of text
and illustrations in the trademark registration rolls provide a great deal
more than a simple list of brand names. Businesses of every type, from
every region of Germany, rather cleverly registered their pictorial adver-
tisements in addition to their trademarks and slogans in the often futile
effort to protect them from being appropriated or stolen outright.*’ One
advertiser from 1918 likened an advertisement to a child, and waxed po-
etically that, just as the name of the newborn child is proudly noted in the
register of the Civil Registry Office (Standesamt), so the word or image of
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the ad is proudly noted in the trademark rolls of the Patent Office (Pat-
entamt)."! A methodical examination of these registration rolls from 1894
into the mid-1920s yielded a very large pool of images by which to trace
the patterns of visual mass marketing.*> Other comprehensive collections
of visual sources complement my use of the trademark registration rolls.*
The physical collections of the Deutsche Historisches Museum in Berlin,
moreover, have been especially useful, as well as those of the Museum Eu-
ropiischer Kulturen and the Ubersemuseum in Bremen. To map the con-
nections (and disconnections) of this imagery to professional circles, the
professional advertising journals and handbooks published before 1918
have been scoured; so too the records of the German Colonial Society in
the Bundesarchiv and a thorough sample of the vast array of publications
by colonial enthusiasts.

Balancing visual sources against one another reveals insights that
might not otherwise be recognized: trademark registrations, compared
against posters or against advertising stamps, shows the subtle alterations
made to illustrations when recrafted for a different medium. When Julius
Klinger’s poster designs were adapted for use as an advertising stamp, for
instance, the printers cut away all unnecessary detail, leaving—and thereby
revealing—what the printers themselves saw as the design’s most mean-
ingful or essential elements. Second, trademarks offer a more even-handed
survey of advertising imagery. On the one hand, museum collections gen-
erally contain posters originally chosen primarily for their artistic merit—
and so for their uniqueness rather then their typicality. They are therefore
hardly representative of what was actually seen. On the other hand, the
giant national brands that have survived to this day, such as Odol, Nivea,
Persil, or Sarotti, often link their imagery teleologically to their economic
success by way of highlighting the originality of their brand.** Yet these
companies were but a sliver of the vast, transitory world of commercial
imagery at the fin de siécle. The vast majority of trademarked illustrations
in the registration rolls were produced by scattered small businesses and
were as fleeting as the businesses that crafted them.*> Moreover, these gi-
ant brands, as we will see, were in no way original; they were in fact
highly derivative of broader trends.

Historians need to take visuality seriously as a dense source material
in its own right, not merely as an “illustration”—a reflection—of eco-
nomic power or of political ideology. Nor should they be used by
scholars as illustrations of observations or insights gleaned from textual
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sources.* Indeed, visual history can also tell us a great deal about non-
visual history. The decentralized production of trademark registrations
can usefully set the colonial enthusiasts’ claims to what is (and is not)
public opinion or popular appeal into sharper relief. In a similar vein,
visual trademarks reveal that advertising writers (publishing in trade
journals and handbooks) are equally self-aggrandizing; their rhetorical
claims to striking originality, or their larger assertions about the useful-
ness of tasteful decorum, can similarly be evaluated against actual prac-
tice. Overall, my research suggests that colonialists were less popular
than they claimed, and advertisers less original than they claimed. The
visual field requires its own history. By 1914 visual imagery was not
only omnipresent but was generated by dispersed producers. This does
not mean it was diverse; imitation, not originality, was the rule for
advertising. Indeed, imitation was one of the primary building blocks of
hegemony.

What these visual sources do not allow access to, however, are the
voices of the subaltern. Sander Gilman memorably described German cul-
tural and literary appropriations of blackness as “independent of any ex-
ternal reality”—in other words, as “blackness without blacks.”*’ But pio-
neering work by scholars in Germany and the United States has begun to
erode this conception. The history of the Afro-German experience from
the 1920s, and even some of the lost stories of the small African and Afri-
can American communities in Germany in the imperial period, are being
recovered.*® The recuperation of this history is an uphill struggle, for
Germany has been consistently defined as an ethnically monolithic na-
tion, despite centuries at the crossroads of multicultural exchange and
geographic migration.*” Unfortunately, in the long-overdue effort to re-
capture the multiethnic history of Germany, this book will be of little
help. As the epigraph that opened this chapter (by Rudolph Cronau)
suggests, commercial visuality is not about the social reality that lays
unseen, beneath the surface. It is about the surface—about how highly
visible constructions obscured social complexity in powerful ways. Afro-
Germans, like Africans and African Americans, could all interpret racial
imagery in very different ways, of course (just as white Germans could),
and even appropriate it. In one sterling example, a poster image (from the
firm Adolph Friedlinder), designed as an eroticized, exoticized orientalism
for a white male audience, made its way to central Africa, where it was
appropriated and reinterpreted as religious iconography by devotees of
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the indigenous cult of Mami Wata, and from there made fantastic jour-
neys further still, to Cuba and beyond.”” But such appropriations are dif-
ficult to see. The investigation of the larger patterns of commercial
imagery—and the ways that such patterns structured the visual field as a
whole—Ileaves little room for the recuperation of important but unseen
social and cultural histories. This does not mean that visual power struc-
tures are invariably repressive or offensive; the link between the racializa-
tion that this book describes and the racism of everyday discrimination is
neither axiomatic nor simple.

Envisioning German Modernity

After the fin de siecle, the emerging forces of commercial mass culture
offered a new, more powerful vision of Germany’s future by explicitly il-
lustrating a new comprehensive identity for Germans. By the First World
War, advertising appeared on every conceivable surface. Indeed, one of the
most important dynamics of commercial imagery, as this book will show,
was its ubiquity; collectively, it formed a “consumer imaginary.” Within
this consumer imaginary, both colonial power and the racial otherness of
Africans offered touchstones around which sectors of German society
could orient their engagement with modernity. Much has been written
about Germany’s relationship to the “modern.”! And there were, of
course, many touchstones for modernity in Germany—from notions of
Heimat and landscape, to gendered visions of consumerism or of domes-
ticity, to the cult of Technik, just to name three. Local sensibilities of
community in Hamburg or the Rhineland provided the motor for in-
novative developments in artistic education, urban planning, or landscape
preservation—which a modernizing state could dismiss as obstruction-
ist.>> Debates about the place of women in the domestic sphere, in the
public sphere, in the workforce, or as mothers to the nation could articu-
late and contest the very meaning of modernity.>> And the cult of techno-
logical progress could run up against fears about the unnerving pace of
modern life.>* The German consumer imaginary of the early twentieth
century included a constellation of visions, and many of these visions
touched on such areas. Depictions of idealized motherhood or of roman-
ticized childhood circulated alongside those of eroticized femininity or of
avant-garde fashion; landmarks of local culture circulated alongside more
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national visions that invoked a fetishized technology or a masculinized
militarism. Each of these multifaceted visions has its own unique histori-
cal trajectory up through the fin de siecle. Collectively, they all reflected,
contributed to, and remade identities of nation, region, social class, gen-
der, and race.

As they did so, these visions played off each other. One of the single
most ubiquitous commercial tropes in Germany at the fin de siecle, for
instance, was of a happy, slightly chubby white child with bright eyes,
clutching either a chocolate bar or his mother’s skirt, or imitating an
adult (dressed in a naval uniform, for instance) (see Figure 1.5). Some of
these pleasant images of cherubic childhood stretch all the way back to
religious iconography of Italian Renaissance painters. Yet they also am-
plified other images circulating in the consumer imaginary—namely,
those of childlike black racial figures, such as the one in the Palm adver-
tisement that opens this book. Indeed, such images of whiteness de-
pended upon the juxtaposition of contrasting images for their potency.
(In a similar way, images of eroticized femininity were sharpened by im-
ages of domestic motherhood.) To extract any single pictorial thread—in
my case, the thread of “race”—from this unfolding visual tapestry of con-
sumer imagery may be as methodologically perilous as it is a practical ne-
cessity. Focusing on race alone, for instance, overlooks the ways in which
gendered visions and racial visions mutually constructed each other. (In-
deed, a second book could easily be written on that very interaction
alone.) Among the most persistent and powerful visions in the German
consumer imaginary, however, were those that engaged with the interac-
tion of colonial rule and racial differentiation. Within the larger course of
German history, marked by extreme violence, these racial visions were
particularly salient. They have also proven particularly persistent.

Advertising Empire: Race and Visual Culture in Imperial Germany consists of
two parts, with the fin de siecle as a rough line between them. Chapters
1-3 offer a history of visuality and map the origins of mass-produced
commercial imagery before the turn of the twentieth century. Chapter 1
offers a panorama of the origins of commodity culture. As intellectuals
such as Walter Benjamin have suggested, commodities first came to be
invested with larger meanings partly through the great exhibition, which
arrayed products into artful presentations that both exalted the product
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[To view this image, refer to
the print version of this title.]

Figure I.5.  Enameled poster for Seelig’s candied corn-coffee (an ersatz coffee). Source:
Andreas Maurer and Klaus Pressmann, eds., Email-Reklame-Schilder (Ziirich: Museum fiir
Gestaltung Ziirich Kunstgewerbemuseum, 1986), 29.

and infused it with an aura of significance. In the Bremen exhibition of
1890, the first grand exhibition in Germany, goods were integrated into
a painted panorama of exotic lands and an ethnography of curious fetishes.
But why, and who held the paintbrush? Such practices of display stood at
the conflux of diverse impulses, ranging from pecuniary interest, to edu-
cational legitimacy, to political imperative, which came together on the
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common ground of the exhibition space. The tensions between these dif-
ferent interests came out six years later, in Berlin’s great Industrial Exhi-
bition of 1896, where enrapturing entertainments, gripping spectacles,
and consumable pleasures (an emphasis on the panorama’s vivid color,
if you will) were segregated from the colonialist exhibitors (a focus on
the ethnographic detail).

Chapter 2 turns to the “impressions” of other peoples—that is, the
habit of producing and reproducing, in the world of print, a distant land
in the form of a human figure. Clichés (in the literal sense) of exotic
foreigners appear as far back as the voyages of discovery in the fifteenth
century, but in the 1880s, such engraved exotics were supplanted by
a colorful new embodiment, the profit-driven “people show” (Volker-
schau). These performances of live natives were among the earliest com-
mercial spectacles of the exotic; but just as important, their visual pro-
motion introduced new visual styles to the German public sphere.
Sensational spectacles in the 1880s gave way to planographic panopti-
cism in the 1890s. From there it was but one step to chromolithographed
savagery. Together, these visual styles created a template for German
commercial culture.

Chapter 3 describes the emergence of the masters of the modern
exotic, from erudite amateurs to the professionalized experts of adver-
tising and of colonialism. The very earliest German advertisers looked
overseas for inspiration and, more important, as a means by which to es-
tablish their credentials in the German social landscape; they staked their
status (professional and social) on mastering the new, modern methods
developed in such nations as Britain and the United States. Professional
colonialists, meanwhile, wrapped themselves in the flag and needed no
further legitimation, but their rhetoric of populism, I argue, is belied by
a vision more pedantic than popular. These three chapters collectively
show some of the impulses, forces, and contradictions behind the emer-
gence of commercial visuality as a new social practice.

The second half of the book presents a visual history. Turning pri-
marily to visual sources more than any other, it sketches broad patterns of
imagery in advertising and packaging across different products and me-
dia, and traces how these patterns shifted over the first decade of the new
century. Such shifts can be seen at the confluence of events, opportuni-
ties, and unseen forces, from the refraction of thrilling news in the new
mass media, to lingering strands of colonialist ideology, to professional
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habits of iconological imitation, to the dynamics internal to advertising
itself as a mass-produced visual form.

Chapter 4 focuses on the new prevalence of the motif of the African
native in advertising and packaging around 1900. The salience and the “vi-
sual momentum” of this figure drew from a number of contexts and his-
torical confluences, from the packaging of the exotic to the commodifica-
tion of colonial warfare. But the growing popularity of the African native
as a motif also flowed from the possibilities inherent in commercial visual-
ity and the cultural and visual dynamic inherent to mass replication. While
the first half of the chapter focuses on themes, the second half introduces
several new shades to the pictorialization of colonial “rule”—a gauge that
included both conceptual and visual components. Commercial imagery
offered a “visual logic” of colonialism, but it also offered tactics at the opti-
cal level, which could unerringly guide the interpretation of the image.

Chapters 5 and 6 turn to the racialization of black figures in German
visual culture. Chapter 5 traces the patterns of racial depictions back to such
unrecognized origins as the American minstrel show, which crossed the
Atlantic in the 1880s to surface in German advertising in the 1890s, and
in particular to minstrelsy’s attendant promotional posters. American
products such as toothpaste were also imported directly into Germany
wrapped in racial imagery. Germans then repackaged their own commodi-
ties with an eye on the export market. Finally, traditional forms seen as
“German,” such as caricature, were appropriated for commercial purposes,
and in the process were redrawn. Chapter 6 maps the expanding empire
(in the figurative sense) of a racialized consumer imagery at the midpoint
of the first decade of the twentieth century. A growing hegemony of racial
depiction can be seen in relation to Germany’s genocidal war against the
Herero in South-West Africa after 1904. But it also flowed from the inter-
nal mechanics and dynamics of visual mass culture, which involved imita-
tion, exaggeration, distance recognition, and visual impact. By 1914 a
coherent vision of racial difference was stereotypified and broadcast to
virtually every person in Germany, with important implications for Ger-
man national, racial, and consumer identity. The conclusion traces the im-
port of racial hegemony in the lead-up to the First World War, with a quick
glimpse into the Weimar Republic to spotlight two of the ways that this
racial hegemony could be either playfully subverted or used as a bludgeon.



1

EXOTIC PANORAMAS AND LOCAL COLOR

Commercial Exhibitions and Colonial Expositions

In his unfinished work on the Paris shopping arcades, the essayist and
philosopher Walter Benjamin glimpsed the origins of modern advertising
in the pleasures of the great exhibitions of the late nineteenth century,
where amusements were sold en masse and commodities were laid out be-
fore the eyes of strolling spectators. He wrote, “The business of pleasure
[in the exhibition] refines and multiplies the varieties of the reactive be-
havior of the masses. In this way it prepares them to be worked upon by
advertising. The connection between this industry and the world exhibi-

991

tions is thus well-founded.”' Today we can immediately sense the par-
allel: wandering through a contemporary shopping mall, with its stylish
window displays and clamoring distractions, can seem in the same mo-
ment like a trade show and an amusement park—and also seem, in some
uncanny way, to be transporting us into a three-dimensional glossy ad-
vertising flyer. Written in the 1930s, Benjamin’s description resonates
with an earthly physicality: “pleasures,” “reactive,” “the masses,” “worked
upon.”? Benjamin’s writings overall emerge out of a long line of materi-
ally oriented thinkers tracing back to Karl Marx. Marx, the unswerving
rational materialist, had struggled a bit with the more irrational elements

of political economy. A product’s value should be equal to either the time,
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capital, and labor it took to make it, for instance, or its use-value (as with
an umbrella in a downpour), and the overvaluation of a commodity—a
costly Gucci umbrella in a sunny climate—did not fit well into a materi-
alist frame. In grappling with such processes that were really more psycho-
logical than material, Marx introduced the notion of the “commodity
fetish.” The condescension inherent in the phrase—connoting both
superstition and primitiveness—was not unintentional.> The notion of
the commodity fetish has influenced thinking on exhibitions, and on ad-
vertising, ever since.

The word “fetish” may have been more telling than Marx ever real-
ized. Originally from the Portuguese word for “charm,” it arose out of
encounters on the Guinea coast in the first wave of European coloniza-
tion in the sixteenth century to describe the Africans’ amulets and ob-
jects used for enchantment. “Fetish” quickly entered into the English
lexicon, perhaps because of its usefulness: the word could deride the excess
of idolatry, but without risking insult to legitimate objects of veneration—
because, by definition, the fetish remained an attribute of another cul-
ture, a primitive culture.* Our sacred object cannot possibly be the same
as their superstition-laden fetish. But by the nineteenth century, the
word had expanded; particularly after Freud, it became synonymous
with any nonrational obsession. Today the word has come full circle, with
some contemporary scholars arguing that Europeans’ obsession with
the primitive cultures of other parts of the world itself amounted to
fetishism.>

This book will point to a relationship that is more than just one of
terminology. The fetishization of the commodity—in the broadest sense,
the taproot of consumerism—was connected to the commodification of
the fetish—in the sense that the “fetish” here stands as an encapsulation
of an exotic, overseas culture. In Germany, the exhibition played a cru-
cial early role in both processes, facilitating the means by which repre-
sentation and commodity could be and would be more tightly bound
together. The connection of commodities to broader meanings did not
occur only in the misperception of the material, as Marx would have it,
or solely in the mimesis (reactive behavior) per Benjamin’s reflections.® It
also took place in the realm of the eye. And in late nineteenth-century
Germany the grand exhibition became one staging ground for a new
visual strategy—a visual strategy that looked to distant shores for its en-
tertaining character.
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The grand exhibition of the nineteenth century was many things: a
shrine to science, a marker of Europeans’ progress, an arena for national-
istic competition, and even a theater of cultural diversity. The success of
Britain’s legendary Crystal Palace in 1851 inspired a procession of great
exhibitions in Paris, Amsterdam, and other European capitals, each one
larger, more costly, and better attended than the one before. These exhi-
bitions reflected the capacity of the European industrial age. Equally im-
portant, they also helped to construct its worldview; some have seen these
exhibitions as a building block of Western identity itself—an “exhibition-
ary complex” that drove Europeans to arrange the bewildering multiplic-
ity of the world into discrete and comprehensible parts, and then display
these parts as a way to showcase their own cultural power.” Yet one of the
most important aspect of the grand exhibitions, often overlooked, was
that they were wondrously, uniquely entertaining. They were a business
of pleasure, and this accounts for a great deal of their prominence in Euro-
pean social and cultural life. As Walter Benjamin wrote: “world exhibi-
tions are places of pilgrimage to the commodity fetish . . . [They|] open
up a phantasmagoria which a person enters in order to be distracted.®

In Germany the business of pleasure as part of the exhibitionary com-
plex followed a circuitous route. None of the largest international exhibi-
tions in the 1860s, 1870s, and 1880s were in German lands. The closest
was the World’s Fair in Vienna in 1873. Exhibitions in Berlin or Munich
before the late nineteenth century remained smaller local or regional af-
fairs.” Belated German unification factored into Germany’s belated cul-
ture of grand exhibitions; with the British and French exhibitions, na-
tionalism and a sensibility of international competition had often generated
financing and public attention. Moreover, the perceived provincialism of
many German territories and principalities before 1870 made them un-
likely pilgrimage sites for visitors from abroad. Perhaps more important,
however, was that the inflections of middle-class identity in the German
states (and later, Germany), with its stress on Bildung (education/erudi-
tion) and correct comportment, seemed sharply at odds with the display
practices beginning to emerge in the grand exhibitions of London and
Paris.!” British exhibition organizers began directing their appeals to cater
to audiences outside the traditional middle classes as early as the 1870s,"!
but many articulations of German middle-class identity made such popu-
larization less desirable. Germans’ “exhibitionary complex” tended to-
ward other sorts of venues, such as natural history museums.'?
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Up through the 1880s, then, Germans tended to be spectators (or
participants) rather than organizers (or directors) of the grand exhibition.
Many Germans attended the great international exhibitions in other Eu-
ropean capitals, of course, and some German industries exhibited in these
venues. Yet the most significant German spectatorship of grand exhibi-
tions was not real but virtual. The German illustrated magazines in the
1880s, casting about for dramatic events and spectacles to unfold before
the eyes of their subscribers, turned to the grand expositions in London,
Paris, and other great cities. Leipzig’s Illustrirte Zeitung, for instance, de-
voted a great deal of space to engraved illustrations from Amsterdam’s Inter-
national Colonial Exhibition of 1883."" Most Germans, seeing the grand
exhibitions only on the printed page, were spectators twice removed:
spectators of others’ spectacles. German critics, meanwhile, viewed the
Industrial Exhibitions and World’s Fairs in London and Paris from posi-
tions that ranged from envy (anxiously wringing their hands over Ger-
man weakness in this international “competition”) to scorn for English
venality and vacuity. By the 1880s, however, more Germans were calling
for a grand exhibition—a World’s Fair—to be staged in the newly unified
nation of Germany. Some declared a grand exhibition would demonstrate
to Europe and the rest of the world Germany’s national industrial might
and artistic talents. Others insisted more practically that such exhibitions
were becoming economically necessary.!* Ultimately, however, the pecu-
niary successes of British and French exhibitions pushed Germans out of
their critical distance.

The Panorama of Commodities in Bremen, 1890

In 1890 Owver Land and Sea (Uber Land und Meer), an illustrated entertainment
magazine with a penchant for taking its readers on imaginary journeys to
exotic lands and faraway places, devoted several columns to describing the
new Northwest German Commerce and Industry Exhibition, just opened
in the port city of Bremen. This exhibition was the most impressive yet
staged in Germany, and it would prove significant in the evolution of a
German commodity fetish. In characteristically flowery prose, Over Land and
Sea described the entryway to the exhibition’s Trade Pavilion as “a meeting
of intellect and fantasy for the journey to the furthest corners of the world
that the visitors are about to undertake.” It continued,
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Visions of the most distant lands and territories pass by the psyche (Geiste)
of the viewer—just like in a Panorama. All the lands of the earth have
their goods brought together here into this monumental museum of trade.
Rich ethnographic collections teach about the cultural standing (Kul-
turstand) of the different peoples. And the artistry of the murals, many of
which are pulled partway into the foreground by supplementary sculpture,
enchant with their colorful images and scenic allure.

But then it returned to the commodities:

In the midst of all this, the extraction, packaging, and stockpiling (Versta-
pelung) of all the individual commodities are shown through models and
paintings. With such a stimulating imprint, the spectator will never become
bored; as he strides through the rooms, alluring tropical regions morph into
richly-adorned temples and houses. And he will be separated only reluc-
tantly from this place of such pleasant and rich edification (Belehrung)."®

The secret to bringing pleasure into commodity displays became travel to
exotic realms. Or virtual travel, at any rate. A visitor could stride through
distant lands, according to Over Land and Sea’s evocative prose, just by
striding from room to room. At this point, at the beginning of the 1890s,
it was crucial that this vivid experience was more than just merely plea-
surable; the writer insisted the exhibition was a “meeting of fantasy and
intellect” and that the travel was not only pleasurable but richly edify-
ing. Other leisure journals, such as the Illustrirte Zeitung, echoed this
theme.'® For the German middle classes in the nineteenth century, ac-
tivities such as strolling through an exhibition and gazing at exhibits
needed that educational element; amusement without some greater goal
of self-improvement was seen as déclassé.!”” The more noble activity of
self-improvement—of becoming educated about the world—legitimized
the enjoyable activity of strolling through the exhibition gazing at spec-
tacles such as exotic landscapes. Indeed, German burghers could publicly
display their pursuit of edification, for a promenade through the exhibi-
tion was not just about seeing but about being seen. It was through the
imperative for a patina of edification that German colonialism found its
place in Bremen’s commercial exhibition.

Bremen, a venerable Hanseatic trading town, had long been con-
nected to distant parts of the world, second only to Hamburg as a chief
import and export hub for the new German empire. It is not surprising
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that a port city, rather than a city from the industrial Ruhr, would bring
the grand commercial exhibition to the new German nation. Port cities
such as Bremen and Hamburg held close economic and cultural connec-
tions with London, the birthplace of the industrial exhibition. Moreover,
as a point of exchange, port cities had not only the requisite capital to stage
large-scale commercial theater but also the incentive: merchant houses
could concretely benefit from greater public visibility in a way that, for in-
stance, coal manufacturers of the Ruhr could not. Bremen’s rivalry with
Hamburg was also a factor. Hamburg had attempted to stage a grand ex-
hibition the previous year, in 1889, but this was smaller and not entirely
successful; and Bremen’s Northwest German Commerce and Industry
Exhibition would not only learn from Hamburg’s mistakes, but capitalize
on them—and thereby demonstrate Bremen’s superiority over its mari-
time rival to the rest of Germany and the world.

Bremen’s Northwest German Commerce and Industry Exhibition also
inaugurated the first real colonial exhibition on German soil, although this
fact has gone unnoticed by historians of German colonialism.'® Bremen’s
connections with London probably fed into this colonial cast; London
was not only the world’s commercial hub, but also the showcase of the
empire. In fact, London’s Colonial and Indian Exhibition, just four years
earlier in 1886, was a thoroughly imperially minded endeavor. It featured
an opulent Indian Court of more than 100,000 square feet, displaying this
“Jewel in the Crown” of the British Empire for all (including Germans)
to covet. The 1880s overall saw a general escalation of colonialist displays
across Western Europe. The first grand exhibition to bank primarily on
colonial prestige (rather than industrial prowess) had been that of Amster-
dam, staged three years prior in 1883. Paris upped the imperial ante in
1889, building artificial “colonial villages” on the exhibition grounds,
which were populated with peoples brought in from Africa and Asia; it
netted an enormous profit."” These exhibitions not only reflected an
intensification of international competition in the colonial arena, but
also played off of (and into) British and French media interest in colonial
matters—a publicity that could generate greater ticket sales. Germany’s
transnational public gaze, in turn, was directed to these Dutch, British,
and French colonial exhibitions by Germany’s own middle-class journals,
imitating British magazines in the effort to expand circulations.?’ Bremen’s
own foray into panoramic commercial theater and colonial “color” oc-
curred at the tail end of this wave that began in London.
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Planners of Bremen’s great exhibition spared no expense. The initial
sponsorship for Bremen’s 1890 exhibition came from shipping magnates;
the “Grosskaufmann” Christoph Papendieck was instrumental in securing
guarantees of more than 300,000 marks from the “Burgher-circles” in Bre-
men, and Gustav Deetjen, “enthused with patriotism,” donated 300,000
marks.?! Built in the midst of a large park, the exhibition spanned more than
forty hectares. The large exhibition grounds were extensively landscaped,
with two central courts that facilitated promenading (and were even illumi-
nated with that new technological wonder, the electric light). The exhibi-
tion proper consisted of four main pavilions. A Machine Hall geared to
science and engineering stood next to a Hall of Art that brimmed with Re-
naissance and Baroque masterpieces. The Marine and High-Seas Fishing
Pavilion, with a stylized ship atop its cupola, presented models of the steam-
ers of Bremen’s merchant marine alongside the warships of the new German
Imperial Navy. Yet the “pear] of the exhibition” was the Trade Pavilion, in
which all the wares of the world were arrayed in panoramic fashion. In
it, local goods were next to those from a great distance, the familiar placed
alongside the exotic, and the mundane adjacent to the most rare. The
Trade Pavilion drew the most attention from commentators and visitors
alike; with more than 100 major exhibitors, it showcased Bremen’s status as
a center of Germany’s trade, and Bremen’s international reach.

As with earlier exhibitions in other nations, Bremen’s effort was torn
between a respectable, restrained display (in this case, of the city’s mercan-
tile prowess) and the need to offer amusements and entertainments to at-
tract admissions-paying crowds to cover the exhibition’s costs.?> And the
“businesses of pleasure” (as Benjamin termed it) thrived in Bremen’s exhi-
bition grounds. Orientalist architecture, from both the near and far East,
titillated the eye.?’> Among other distractions and amusements, a tethered
balloon (which had proven to be a hit at Hamburg the year before)** took
spectators up to a height of more than 600 meters, from which they could
survey the exhibition grounds and the surrounding city. Castan’s Irigarten,
a hall of mirrors, also offered an altered perspective; a paid announcement
in the official guide proclaimed Castan’s to be “The Sight Most Worth See-
ing in the Modern Era!”® Such boastfulness stood out among the other
more restrained announcements for restaurants and the like.

But what about edification? A looming danger had been confronted
before, at a smaller Commerce and Industry Exhibition staged in Ham-
burg in 1889. Constructed in haste, it met with negative responses (despite
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financial success).?® The visitors entirely ignored the exhibition halls them-
selves, one Hamburg newspaper commentator said, bristling. He bemoaned
that four-fifths of Hamburg’s visitors were “mere pleasure-seekers.” Instead
of entering the display halls to learn about Hamburg’s trade, they spent
their time with the spectacular amusements, from the hot-air balloon ride
to the Panorama.?” Another newspaper complained that the season-pass
holders “were not looking for instruction nor inspiration, but to frequent
the exhibit as a pleasant resort to relax for the duration of the summer.”?®
Yet the exhibition halls were not only the raison d’étre of the exhibition;
they were important to legitimize the pleasure-seeking in the first place.
Unfortunately, the displays in Hamburg seem to have been less than
gripping. A hint as to why can be seen in the main display hall’s name: it
was ploddingly termed “The Exhibition Hall of Overseas Raw Materials
and Half~-Manufactures.” At Bremen the following year, most of the of-
ficial guidebooks and catalogs opened by mentioning Hamburg’s earlier
effort and, perhaps somewhat cattily, expressing sympathy that there had
not been sufficient preparation time for Hamburg to make its displays
“more interesting.”%’

How to avoid the fate of Hamburg—boredom? The chief editor of
Bremen’s exhibition catalog, none other than Werner Sombart, illumi-
nated their strategy in his closing comments. Sombart, later to become
one of Germany’s preeminent economists and sociologists, began his ca-
reer working for Bremen’s Chamber of Commerce, and he wrote here:

The leading personages [of the Commerce and Industry Exhibition] en-
deavored from the very first to hold at bay the danger of a boring display
of product samples. A bit of the peculiar needed to be brought before the
eyes of the public. Out of this stemmed the effort to pull everything pos-
sible out of every land. This all had but one aim: to lend the sample wares

some “local color.”?"

Sombart’s assessment of the need for “a bit of the peculiar” and for the
goods to be lent some local “color” might at first glance seem to be nothing
more than a strategy to make the exhibition more interesting, and thereby
boost attendance and profits. But there was already plenty of stimulation on
the exhibition grounds clamoring for attendees’ attention, from the aerial
panorama of the hot-air balloon to the titillating narcissism of the fun-
house mirror. And Hamburg, the previous year—despite being profitable
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precisely because of such stimulations—had not been deemed successful.
The organizers needed to generate the right sorf of excitement. The “boring
display of product samples” needed “a bit of the peculiar” to remain com-
petitive. To keep up with the development of popular new entertainments
in order to remain the focal point of the exhibition and thereby legitimize
the whole enterprise, commodities needed to be seen as more than just
“half~manufactures.” As Sombart described, this was done by lending the
wares some of the “local color” derivative of their exotic origins. But as we
will see, color could come in a number of palettes.

Trade, in this exhibition, emerged as more than the actual (and rather
mundane) operation of warehouses, manifests, shipping timetables, and
ledger books. The Illustrirte Zeitung reported that the exhibits were de-
signed to illustrate the “circumstances behind the winning of the most
important commodities.” Trade thereby became imbued with a competi-
tive sensibility (“winning”), overheated evaluation (“most important”),
and edification, folded into a panoramic survey of exotic places. Consump-
tion, too, became more than simply perusing a stock of overseas raw mate-
rials and halt~manufactures. The Illustrirte Zeitung stressed that the exhibits
laid out the “climatic, ethnological, and scientific relationships” embodied
within the displayed commodities. In order “to present the spectator with
impressive and educational images,” the magazine insisted, “artistic and
practical work must go hand in hand.”*" The consumption of representa-
tion thereby became enmeshed with an edifying form of imaginative
travel to distant and exotic lands. According to the official guidebook, the
goal of the Trade Pavilion was “to demonstrate the dimensions and power
of Bremen’s trade before the visitors’ very eyes,” and to do so in a manner
that truly “excites interest,” but just as important, it was to “‘enrich with the
knowledge of the lands of the earth in its geographic, cultural, and ethno-
graphic peculiarities.”??

The Trade Pavilion offered “an artistic ordering, with great wall mu-
rals to provide a backdrop of fitting landscapes—murals which offer the
eye new delights and joys with every step.”® In the central foyer, a gigan-
tic statue of Atlas with the globe on his straining stone shoulders domi-
nated the entryway; red lines mapped Bremen’s trade routes with distant
parts of the world (Figure 1.1). (Also marked in red, we learn only from
other sources, were the new German protectorates in Africa and the
South Seas.) Palm trees and other exotic vegetation surrounded the statue
and lined the staircases. In the four corners of this central foyer stood the



[To view this image, refer to
the print version of this title.]

Figure 1.1 Tllustration of the Trade Pavilion interior. Illustrated journals often featured
renditions of an exhibition’s most dramatic vistas. Note how the engraver includes palm
fronds and native thatched roof (lower right) to lend a hint of the exotic to the opulence.
Red lines on the globe, one guidebook tells us, mapped Bremen’s trade routes with dis-
tant parts of the world, while a colonialist journal asserts that Germany’s colonies were
also shaded red. Source: Illustrirte Zeitung 94 (1890): 123.
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“trophies” of trade—the most important products from each of the four
corners of the earth in their crates, bales, and kegs.

Like all modern exhibitionary practices, the Trade Pavilion set about
arranging a complicated world into a simplified spatial order that was at
the same time aesthetically pleasing. The Trade Hall’s overarching orga-
nization, as the official guidebook explained, was simple: the tobacco
exhibits stood in the center of the pavilion, in recognition of tobacco’s
central place in Bremen’s economic life. The Oriental world occupied the
left wing of the hall, while North America and the rest of the Occident
occupied the right wing. Meanwhile, at the outermost ends of each wing
lay the extremes of geography—at one end the ice- and snow-world of
the northernmost lands, while emanating from the other end came “the
glow from the black continent, Africa.”?* “The thinking behind this or-
ganization,” one writer explained, “was to exhibit East and West each in
their own rooms . . . and in each apsis of these wings lies the most extreme
contrast between cold and hot.”*®> We will return to the extremes below;
here, it is important to recognize that not only was the world bifurcated
neatly into diametrical opposites—the Orient and the Occident—but that
these worlds were spatially connected by a single pivotal commodity—in
this case, that of tobacco. Tobacco had seen a fantastic increase in consump-
tion over the previous decade, much of which flowed through Bremen. But
in the larger view, the commodity was presented not only conceptually as a
unifier of East and West, but spatially, as its central pivot.

The tobacco display of the Trade Hall laid out 600 cases of tobacco
samples, with their original packing hung from the walls. A large model
of a plantation on Borneo occupied the center. Large murals, painted by
Arthur Fitger, depicted picturesque scenes of Bremen, “that most impor-
tant tobacco shipping harbor.”3® Fitger was an artist who had moved to
Bremen in 1869 and built his fame around monumentalist portrayals of
seafaring and trade. In the late 1870s, for instance, Fitger crafted enor-
mous paintings for Bremen’s Haus Seefahrt; the three at the apse of the
house’s main hall were huge allegorical figurations of continents: Europe,
flanked by Asia and Africa.”” Fitger even designed the promotional poster
for the exhibition itself; in his classically themed composition, the figure
of Roland (the traditional protector of Bremen) stands guard with sword
and shield, classical mermaids at his feet. (The poster was reproduced
in one of the very first book on advertising posters, J. L. Sponsel’s Das
Plakat.)®® Fitger’s paintings were dramatic. In the tobacco room of the
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Trade Hall in 1890, the paintings and displays seemed to linger (according
to the descriptive material) particularly on the more exotic locales, such as
South America and Sumatra—this despite the fact that, as the official ex-
hibition guidebook admitted, the largest supplier of Germany’s tobacco
was Kentucky.

At the fringes of the Trade Hall, and therefore spatially located at the
periphery of the commodity’s domain, the cold and hot regions were to
stimulate with a taste of the extreme. In fact, the African section of the
exhibition, at the far “hot” end of the Eastern hall, was the third-largest
section in the building (after the sections devoted to tobacco and to cot-
ton). In the African Hall, live palm trees flanked the staircases. A sculpture
of a lion gazed defiantly from its perch on the central podium, around
which were arrayed various colonial products from Africa: copra, palm oil,
cloves, tobacco, cotton, palm nuts, ivory, animal horns and pelts, and the
like (Figure 1.2). Darkest Africa, it is clear from space alone, was intended
to provide much of the allure—and much of the most exotic spectacle—
for the Trade Hall as a whole. Vivid, dramatic murals set the scene, while
strange masks and other startling artifacts of the primitive world shocked
with their bizarre difference. It was in this African section that, as the of-
ficial guidebook noted, “the German colonies have found their place.”

The New German Colonialism on Display

The first page of the official catalog for Bremen’s Northwest German
Commerce and Industry Exhibition explained why “until now, Germany
has not hosted a commercial exhibition in the grand style.” The catalog
explained, “Enterprises like the 1886 Colonial Exhibition in London had
seemed unachievable (unauszufiihrbar) for us. Moreover, it was not thought
[such exhibitions] would be popular (volkstiimlich). No one believed that
they corresponded to needs that were widespread in Germany too.”* The
catalog continued: “Only recently has the sea air wafted deeper into the
German interior of the Hansa cities of Bremen and Hamburg.” Some of
the new appreciation of sea air—and of the grand exhibitions of overseas
realms—was attributed (in good monarchical fashion) to the new emperor
Wilhelm II and his love for the “life of the sea.” But it then continued,
“Perhaps the ever-quicker tempo of German colonial politics (Colonialpo-
litik) has contributed to the increase in our peoples’ interest in the foreign.
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Figure 1.2 Tllustration “From the African Section: Pyramid of Elephant Tusks,” en-
graved by E. Limmer, 1890. While the figures in the engraved illustration attend to the
pile of ivory tusks, the ethnological artifacts in the foreground—animal-skull fetish and
native weapons—capture the reader’s eye. The firm that supplied the ivory for this dis-
play, Heinr. Ad. Meyer, operated primarily in the Congo Free State (under Belgian au-
thority). Source: Illustrirte Zeitung 94, no. 2464 (1890): 308.

Colonial politics thereby awakened the need to become more familiar with
our economic and cultural affairs with those overseas nations—nations
with whom we carry out trade, or with whom we are tied to (ankniip-
fen) in colonial relations.”*"

These opening comments in the catalog reveal a number of impor-

tant issues and cross-currents. The first is the mention of London’s 1886
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Colonial Exhibition. Historians have often written of “Germany’s” envy
of the British empire, but it should be recognized that any envy felt by
certain groups of Germans was not of the prosaic realities of empire—the
compromises, costs, negotiations, and everyday brutalities of which the
German public had little knowledge—but of the display of empire in
grand, well-crafted, artful stagings. German colonialists often rhapsodized
about how someday their holdings in central Africa would come together
into a new German India, for example, but the “India” they had in mind
was less Calcutta (to which few had traveled) than the Indian Court in
London, as imaginatively reproduced in engravings in British and Ger-
man magazines. The British Empire, alongside its political and economic
facets, was also a spectacle staged for its own citizenry; this spectacle was
dutifully rebroadcast to Germans in the pages of such illustrated periodi-
cals as Over Land and Sea.

The passage also admitted that, “until recently,” it was generally thought
that there was little desire for colonial pageantry within Germany. The sup-
posed new popularity of colonialism was likened to “sea air” wafting inland
from the port city to the imperial capital—which in turn implied a natural,
even causal connection between seaborne trade and colonial politics. It was
often claimed that colonialism naturally follows in the wake of commod-
ity trade, perhaps as trade’s second stage. In fact, such a claim precisely in-
verts the flow of German colonialist politics, which coalesced primarily in
inland industrial cities such as Berlin and Leipzig, and only later spread to the
port cities. Importantly, the exhibition catalog claimed that “colonial poli-
tics” contributed to, perhaps even awakened, popular interest in the world
overseas. (The German word Kolonialpolitik here can mean both colonial
policy overseas and the domestic political activities of a colonialist party.)
As we will see over the course of this book, the “popularity” of colonial-
ism or even of colonialist themes is a very complicated issue indeed, with
different inflections and articulations of colonialism emerging in different
contexts, directed at different social groups for different purposes, with
different meanings and implications. Any facile linkage between colonial
politics and popular interest is problematic, for it only begs the questions:
Popular with whom? And in what form?

In 1890 Germany had been a colonial power for only a few years. The
first official colonialist act of the German state occurred in 1884, when
Chancellor Otto von Bismarck declared German “protection” over terri-
tory on the southwest African coast. Of course, this did not mean that
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Germans were uninvolved in the second broad wave of European impe-
rialism that gained momentum after the 1860s. In fact, a great many
Germans participated in what is described today as the colonial project,
where exploration, penetration, conversion, and commercial exploitation
all operated under the patina of a cooperative ethic of scientific inquiry
and civilizing paternalism. German explorers of Africa in the 1860s and
1870s, such as Gerhard Rohlfs and Eduard Schnitzer (Emin Pasha), made
full use of British and French colonial networks, outposts, and military
resources in their own expeditions.*! German missionary societies, such
as the Rhenish mission, worked avidly in sub-Saharan Africa from as
early as the 1830s, making their way into the African interior from the
British coastal colonies.*” German naturalists and anthropologists, such as
Alfred Brehm in Africa in the 1860s and Otto Finsch in the South Pacific
in the late 1870s, collected botanical specimens or engaged in anthropo-
metric work (measuring heads) under the aegis of a broader Europe-wide
colonial science.*® Even German merchants and trading companies op-
erated quite successfully within the larger commercial network of the
British imperial economy, including the Hamburg trading houses Go-
deffroy & Sohn (in the South Pacific), O’Swald (in Zanzibar), and espe-
cially Woermann (on the West African coast), as well as Bremen’s Oloft &
Sohn (also on the west African coast). Indeed, German companies came
to virtually monopolize the west African trade by the late 1850s, even in
the British-controlled areas.** In practice, then, German individuals as well
as mercantile, religious, and scientific institutions played significant roles
in Europe’s broader penetration into non-European areas well before the
1880s. Just as important, the achievements and adventures of German
explorers, missionaries, and scientists were avidly narrated in the Ger-
man press. Middle-class magazines such as Ilustrirte Zeitung or Over Land
and Sea celebrated these men as German heroes and, in the process, par-
layed these exotic adventures into higher circulations.*> Some of them,
like Brehm and Finsch, even became regular authors for these journals.*
Germany may not have had official colonialism before 1884, but it cer-
tainly had a thriving culture of colonial engagement and colonialist
heroism."’

Colonial politics—the impetus for Germany to acquire colonies of its
own—came from several different sources. “Colonial enthusiasm” (as it
came to be called) arose initially among urban academics (and to a lesser
degree, members of missionary societies) in the 1870s.*® Most date the
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official birth of the German colonial movement to a keen public response
to Friedrich Fabri’s 1879 pamphlet, Does Germany Need Colonies? This
tract, which presented a sprawling array of arguments concerning the
vital necessity of colonies for the new German nation, went through three
editions in the first five years after publication.”” On the heels of Fabri’s
success, a number of organizations formed (or reinvented themselves) as
“commercial geography” societies.” The most significant new organiza-
tion to emerge was the German Colonial Association (Deutscher Kolo-
nialverein), founded in 1882 by a mixture of nobles and notables, travelers,
academics, and small businessmen. Though it attracted just over 3,000
members during its first year, the Association could count more than 9,000
members by its second year, and it quickly eclipsed all of the other com-
mercial geography societies.” Its avowed purpose was to “agitate” for the
acquisition of colonies, and it addressed this task primarily by means of
publications.

The actual spark for Germany’s venture into colonial rule, however,
came from a very different direction—namely, the German fortune hunt-
ers working at the periphery of the British and French territories. In 1882
a Bremen tobacco merchant, Adolf Liideritz, sought to establish a trading
branch in Lagos (in British Nigeria); after it failed in the face of British
competition, Liideritz determined in 1883 to set up a German colony at
Angra Pequeiia, to exclude British rivals, on the southwest African coast.
He and his agents signed treaties with local leaders there that ceded a
swath of territory around the port to be under German “protection.”
These would have remained only scraps of paper had not Chancellor Bis-
marck turned around and accepted this rather dubious treaty making
in 1884, cabling to Britain and France that German protection now ex-
tended over this territory in southwest Africa. The politically canny Bis-
marck had initially viewed the demands of the colonial enthusiasts with
skepticism, but in this moment he relented. Perhaps Bismarck meant to
distract the German populace from domestic political and economic tur-
moil, or perhaps this was part of a subtle diplomatic machination against
Great Britain and France.”? Either way, Cameroon and Togo in west Af-
rica were added to the list of German protectorates: with these two colo-
nies, Bismarck was likely catering to the Hamburg businessman Adolph
Woermann, an ardent colonialist and budding politician, whose Ham-
burg firm made its fortune in the west African trade.”

With colonial acquisition in the air—and more important, in the
daily headlines of Germany’s newspapers—other adventurers joined the
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fray. The charismatic, nationalistic fortune hunter Carl Peters founded
the Society for German Colonization (Gesellschaft fiir deutsche Koloni-
sation) in Berlin in the spring of 1884 to secure capital to carve out a Ger-
man empire in east Africa. He then traveled to the east African coast and
began to draw up his own treaties with local leaders, placing them under
German “protection.”* In 1885 Bismarck once again ratified the claims,
creating German East Africa (present-day Rwanda, Burundi, Tanzania,
and sections of Mozambique). In the Pacific, meanwhile, the explorer and
naturalist Otto Finsch (with Bismarck’s sanction) established claims on
northeastern New Guinea and the Bismarck, Marshall, Caroline, and Mar-
iana islands. By the turn of the century, Samoa and the Chinese port city
of Tsingtao (in Jiaozhou Bay) were added to the list of German colonial
possessions.

Germany’s plunge into official imperialism, staking claims to overseas
protectorates, therefore emerged at the confluence of three very different
forces: the growing colonialist clubs in German cities; the activities of a
handful of German adventurers at the periphery; and the political calcula-
tions of the German chancellor. The advent of official colonialism—by
which T mean both colonial policy of the state and organized colonial
politics of interest groups—was suffused throughout (pace Fabri) by a thick
rhetoric of its “national necessity.” For organized German colonialists (far
more than in Britain or France), the ideology of the civilizing mission or
the prospect of profits in colonial economics rarely appeared without an
overlay of what such projects would “mean” for Germany.

This nationalistic character pervading Germany’s colonial ideology
and colonial politics would have interesting ramifications. First, the orga-
nizations that agitated for colonial expansion all emerged first in inland
cities such as Frankfurt, Leipzig, Diisseldorf, and especially Berlin. With
the notable exception of Woermann, the venerable international trading
operations in the port cities of Hamburg and Bremen were not part of the
push for colonial dominion.*> The Hanseatic trading houses had been
operating quite profitably in the late nineteenth century’s globalization
and so were initially quite suspicious of colonialism, which smacked too
much of protectionism—their anathema.”® Berlin was the epicenter of
German colonial policy and of German colonial enthusiasm both. In 1887
the German Colonial Society (Deutsche Kolonialgesellschaft), formed out
of the merger of two predecessors, had its secretariat and executive board
firmly ensconced in the imperial capital. The Colonial Society con-
cerned itself primarily with internal politics rather than overseas trade;
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its principal charge was to agitate for German colonial expansion.’” The
early path of German colonialism, then, complicates the claim of a simple
relationship between the commercial and colonial interests at the North-
west German Commerce and Industry Exhibition. For German colonial
politics emerged first as politics.

The winds of colonialism therefore did not “blow inland” from the
port cities to the capital; instead, colonialists’ demands for colonies trum-
peted outward from the new center of political power, Berlin. Even after
Germany claimed protectorates, the Hamburg and Bremen merchant
houses remained skeptical of colonial trade—or rather, colonialist trade.
The new chartered colonial companies that administered the colonial ter-
ritories in German South-West and German East Africa in the 1890s were
based in Berlin, and they were staffed largely by amateurish, fortune-
hunting nationalists, not canny international businessmen with experience
trading in foreign lands.>®

The gulf between Hanseatic mercantile interests and Berlin’s politi-
cized colonialist politics can be seen in the very space of the Bremen ex-
hibition. The physical layout of the Trade Hall reflected an almost com-
plete segmentation of the two sectors—and in the different imaginative
geographies they each presented. The displays of the Orient and South
American sections were largely set up by trading companies or boards of
trade (Bdrse), which took charge of displaying the commodities in which
they dealt. The African wing, however, was deemed “colonial” by the
guidebooks and newspaper accounts. It was managed by a very different
set of organizations. A handful of small German trading outfits operated
in colonized Africa, although many of these operated in areas of British or
French rule, like the Transvaal or Morocco.” Only a very few exhibits
were staged by German colonial companies that held charters to operate
in German colonial territory, however.® A much larger cluster of exhibits
in the African Hall were set up by the missionary societies, in particular,
the North German Missionary Society of Bremen. The German Colonial
Society had a hand in masterminding the organization and narrative ma-
terial. And finally, the most impressive displays were those by private ex-
plorers who lent their collections, curiosities, artifacts, and trophies to the
exhibition for the duration. The most prominent among these was Otto
Finsch, the South Seas traveler, ethnologist, phrenologist, and colonialist.
Finsch’s display was by far the single most touted and most commented-
upon element in the whole of the Bremen exhibition.®!
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The Ethnographic Fetish

The catalog of the Trade Hall explained that “Africa—the part of the
world currently in vogue, and which has commanded our tense attention
unceasingly over the last few decades—does not exactly present the most
favorable conditions for economic development.”®> The conservative-
leaning family magazine Daheim went further. Describing the Oriental
wing of the Trade Hall, it reported, “The luxurious display of Indian and
east-Asian products (Erzeugnisse) are particularly noteworthy. The Orient
tempts the eyes with its all-encompassing splendor.” In the African sec-
tion, on the other hand, “it is, to be precise, the representations (Darstel-
lungsweisen)” of murals and ethnographic collections “that make this
trade-hall so interesting to the visitor.”®® In short, the Orient produced
luxury goods—goods that were saturated with the exoticism of the Far
East. Meanwhile, Africa itself was exotic. The handful of German trading
and colonial companies in Africa may have failed to muster impressive dis-
plays of products, but the murals and exotic artifacts on display in the Afri-
can Hall—not goods, not commodities, but representations—more than
compensated; they generated ample exoticism to make the African Hall the
talk of the whole exhibition. The Orient as the land of luxurious exotic
goods, and Africa as the land of the thrilling exotic display, would prove to
be an enduring dichotomy. In 1890 the latter served to invigorate the for-
mer; entertainment magazines assured readers who had not yet gone them-
selves that Bremen’s Trade Pavilion “was no boring warehouse.”** The Af-
rican section was no warehouse at all; it was in some ways a blank canvas.
Evocative murals decorated the entire Trade Pavilion, but the murals
of the African wing were particularly dramatic, according to commenta-
tors. The “glow” from the African wing came from the red-golden hues
of one of these murals, most likely a coppery African sunset. These pic-
turesque murals included a number of landscapes by several artists—
“important masters,” the exhibition catalog averred. First among these was
Rudolf Hellgrewe, who would later make his career as a reliable “colonial
artist” and illustrator, tendering his skills in landscape painting and eth-
nographic drawing to the enthusiasts of the Colonial Society.®® In 1890,
however, Hellgrewe was less compartmentalized; he helped to paint the
Panorama erected in Bremen’s main train station, for instance, that fea-
tured a steamer entering New York’s harbor. Hellgrewe’s “powerful” oil
painting of Cameroon in the African Hall was said to capture the hot and
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humid atmosphere of the tropical forest.®® He also painted a cityscape of
Zanzibar, basking in the “tranquil, colorful glow of the Orient.”®” Many
of Hellgrewe’s colonial paintings are still found on the art market; in the
1890s they set the stage for later German painters of romanticized African
landscapes.®®

Such artistry lent a bit of local color to the displays, but sometimes the
local color was shaded with colonialist ideology. A mural by the Berlin
artist Hofmann, for instance, depicted the hoisting of the German flag
over the new possessions in the South Seas. Below this iconography of
possession—the hoisted imperial flag—the artist worked in a “typology”
of the natives, according to the catalog description. Another mural painted
Mount Kamerun in impressive colors. The exhibition literature informed
viewers that Mount Kamerun was the dominant mountain of West Af-
rica, and reassured them this natural wonder was “an imposing monu-
ment to German might.”® The distant lands of Africa were indeed brought
to life through these paintings, as the exhibition guide averred. Yet the
panorama was tinted with a colonialist hue.

The highlight of the African Hall—and the highlight of the whole
exhibition, according to some commentators—was more physical: the
ethnographic artifacts. Tools, furniture, clothing, household items, weap-
ons, and fetishes from regions throughout Africa—from Morocco, to Togo,
to the Transvaal, to the South Seas (included under “Africa” because of its
colonized status)—were displayed to “illustrate the life of the natives.” Rare
collections were exhibited there for the very first time, particularly the
enormous ethnographic collection of Otto Finsch.”” Thus, according to
Sombart, “The exhibition has in the process picked up a special ethno-
graphic worth.””!

The masks, spears, drums made of animal skins, wooden idols and na-
tive fetishes, earrings, nose rings, tools, and other ethnographic artifacts
lent the African exhibition a thrilling air of the exotic, which extended to
the whole of the Trade Pavilion and outshone the offerings of the other
halls. The “primitive” artifacts visually embellished the display of products
(see Figure 1.2); a pyramid ofivory tusks, for instance, was contextualized—
and made all the more exotic—Dby the array of weapons and fetishes adja-
cent. The ivory at the exhibition, however, part of the display of the firm
of Heinrich Ad. Meyer, came not from German East Africa, but the Bel-
gian Congo.”?

With the displays concerning Germany’s own newly acquired Afri-
can colonies, such ethnographic objects, like the murals and maps, were a
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necessity, for they masked the lack of actual goods. The total value of to-
bacco exports from all German colonies even five years after the exhibi-
tion (in 1895), for example, tallied a mere 276,903 marks. This figure may
very well be inflated, but even if not, it would amount to roughly only
one-third of 1 percent of German raw tobacco imports, 89.4 million
marks’ worth in 1895.73 In an exhibition devoted to trade, the absence of
actual commodities from Germany’s own colonies could not help but be
apparent. For instance, at the center of the Trade Hall, there were 600
cases of tobacco sorts and types from all over the world—and yet only
two single leaves from German East Africa.”* Even the German Colonial
News (Deutsche Kolonialzeitung), the usually triumphalist organ of the Ger-
man Colonial Society, concluded its description of Bremen’s impressive
tobacco display on a rueful note: “hopefully, with time, tobacco cultiva-
tion will also become productive in our [German| colonial lands.”” In
publications circulated to their supporters, colonialists dealt with the weak-
ness of the colonial economy by focusing on the future—on the bountiful
wealth that would flow from Germany’s colonizing efforts some day.”®
However, while imminence can be strong tactic in rhetoric, it is a prob-
lematic display strategy. Thus the elaborate visual displays in the African
section—the murals, the ethnographic objects—served to fill the void,
for the German colonies in Africa, that was left by the absence of real
colonial products. Even official colonialist publications hinted at this:
“our possessions outside of Europe are not only shown through trade prod-
ucts and ethnological artifacts and the like, but brought vividly to life
through vibrant images.”””

Textual descriptions of ethnographic objects that came from the Ger-
man colonies alternated between fascination and condescension. A typical
description maintained that “for handicrafts, these objects without a doubt
reveal a certain natural skill; but their taste (Geschmack) is still undevel-
oped” and the forms of the handicrafts are therefore “mostly grotesque and
bizarre.””® Overall, descriptors such as “grotesque” and “bizarre” appeared
frequently in the exhibition catalogs, perhaps to guide the spectator as to
how objects from a primitive culture should correctly be seen. The text
also seems intended to intensify the dramatic aura of the objects; a whole
range of items were unmistakably presented for their shock value, such as
the skulls of “actual cannibals” and the hair of “cannibals” brought in
from the South Seas. Such evocative or shocking descriptions—actual
cannibals!—might perhaps lure visitors into the Trade Hall and away
from the stimulating amusement of the hot-air balloon rides.
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The so-styled bizarre or grotesque objects did more than merely
shock and titillate; they also flattered. When the guidebook described the
savagery of the grotesque mask as an object produced by a primitive cul-
ture or as a reflection of primitive taste, it at once asserted and certified the
superiority of the civilized culture. In the large view, moreover, the inclu-
sion of such “primitive” artifacts set the “modernity” of the other exhibit
halls, whether maritime, industrial, commercial, or artistic, into sharper
relief. Andrew Zimmerman has argued that ethnographic artifacts were
instrumental in showcasing the carefully constructed differences between
the “peoples of culture” (i.e., the colonizers) and the “peoples of nature”
(i.e., the colonized) in the world of popular science.”” In Bremen, the Af-
rican Hall revealed that this contrast appeared equally in the world of
commercial display. But we should not read this effect as the product
of an overarching master plan. It emerged as an unintended consequence
of the confluence of interests.

The catalog text that described these ethnographic objects also worked
in typologies of race—namely, as cultural attributes reified as biology. The
catalog described peoples of Togo—“largely heathen Negroes™—as a
“mostly well-built, powerful people with dark brown skin color and with
Negro-like (but not exactly hideous) facial features.” The Ovaherero of
Southwest Africa, on the other hand, are “a strong people with stamina.”
The peoples of the East African coast are deemed “rather light”; and in the
interior of East Africa live the “darker conqueror-tribes” of the Somal and
the Massai.?’ For several pages, the guide placed each ethnic tribe in its
geographical setting and on a spectrum of skin-pigmentation. An attentive
reader will notice that the darker the described skin tone, the more the text
emphasizes the strength, stamina, and warlike behavior of the described
group. In marked contrast, such pigmentation typologies were absent from
the narratives dealing with other parts of the world, such as Asia or South
America.

Was racial typology presented visually as well in the African wing?
Absent photographic record of the displays, this question is difficult to an-
swer with certainty. One hint is the plaster and wax physiognomic masks
of the South Seas explorer and colonialist Dr. Otto Finsch. These masks
had been made by molding plaster onto the faces of South Seas inhabitants,
and the masks were publicly displayed for the first time at Bremen. Finsch
had originally chosen his subjects for the clarity of their “racial” features;
in practice, physiognomies showing the greatest divergence from Western



Exotic Panoramas and Local Color 47

Europeans were those most sought after. Finsch’s masks were intended not
only to capture and preserve an authentic, scientific visuality of race, but
also to display it. The masks were painted in colors that highlighted their
facial topography and garnished with earrings and other “native” adorn-
ment. Finsch later tried to sell the masks to a number of museums across
Germany without success. Ultimately they, or wax replications thereof,
were sold to the public out of Castan’s Panopticum in Berlin.®!

We have seen that Bremen’s material commerce with the new Ger-
man colonies was not especially significant, particularly in 1890. Even
articles in colonialist publications such as the German Colonial News
lamented Bremen’s paltry commercial connections with the German
colonies—virtually nonexistent but for a handful of tiny Bremen-based
companies operating in Togo.?? Why then did Bremen construct an Afri-
can Hall that wound up being—in the words of the geographer Alwin
Oppel—the most significant colonial exhibition on the European conti-
nent? (Oppel even went so far as to say that its ethnographic component
put Bremen’s colonial displays far in front of those at the huge colonial
exhibition in Amsterdam seven years before.)® The functional effect of
the African section was to lure in visitors with exotic panoramas and bi-
zarre fetishes. Yet there is no evidence that this was orchestrated from the
top or masterminded by the larger organizers. Nor is there evidence of a
coherent colonialist ideology saturating the whole of the exhibition—
because the South American displays seem relatively free from it. On
close perusal, the official catalog and some of Bremen’s other exhibition
guidebooks are a curious ideological patchwork: the African section of
the official catalog, for instance, revels in the new German colonial rule
in Africa, while sections on China and Latin America make no reference
to colonial policy at all. Indeed, some passages in the South American
section even insist instead on the necessity of free trade—a stance inimi-
cal to the very idea of a colonial economy. In fact, it seems that sections of
guidebooks and exhibition newsletters were parceled out to different writ-
ers; and the responsibility for the section on Africa was evidently turned
over to the colonial enthusiasts of the German Colonial Society. The
evidence for this subcontracting of editorial responsibility comes from
telltale signs of style and phrasing. The prose throughout most of the
exhibition’s guidebooks for 1890 is enumerative and informative, pep-
pered with tidbits of entertaining travelogue, and boosterish, sometimes
to the point of smugness. Whenever the heading “German Colonial”
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crops up, however, the prose style lurches into something else altogether,
namely grandiloquent invocations of German nationalism and bela-
bored pedantic geography—all hallmarks of German colonialist publica-
tions. One telltale sign is the declaration that Bremen’s exhibition will
“carry the colonial idea into ever wider circles (weiteren Kreisen).”®* “Ever
wider circles” was a pet phrase of Gustav Meinecke, the editor of the Ger-
man Colonial News, and appeared in virtually every piece of prose to cross
his desk, from the front matter of Colonial Society bibliographies to the
minutes of the Colonial Society executive board on which he sat.

This colonization of the African Hall by such colonial enthusiasts as
Meinecke did not go unnoticed. The mainstream journal Ilustrirte Zei-
fung mentioned in its fourth installment on the Bremen exhibition, “The
highly controversial German colonies in Africa are represented in an ex-
tremely far-reaching display, which offers to every spectator a didactic
(lehrlich) comparison of the relative worth of the individual possessions.”
The liberal-leaning bourgeois magazine seemed unenthusiastic about the
displays on both the political and aesthetic plane. Yet it recognized that
“Incomparably more important are the ethnological collections out of the per-
sonal possessions of our African explorers, which lend us a view of the
personal relationships, the household life, the customs and habits of the
natives.”® The popular bourgeois magazine seemed unmoved by pedan-
tic displays of German colonialism in Africa but was a great deal more
impressed with the ethnographic objects in the African Hall. So too were
business interests and the nascent advertisers.

The shipping magnates of Bremen who sponsored and organized the
exhibition had been committed to making it a commercial success, and
this meant attracting a massive audience. The organizers needed some-
thing more alluring than a warehouse filled with row after row of goods,
and the African Hall would assume the task of drawing the middle classes
into the Trade Pavilion. Since Bremen’s actual African trade was minimal,
the African Hall had the fewest goods to display—and therefore the most
space, both physical and symbolic, to build an entertaining, awe-inspiring
panorama. Meanwhile, the professional colonialists of the German Colo-
nial Society, and affiliated explorers, small traders, missionaries, and ethnog-
raphers, were the self-proclaimed experts on Africa, and they stepped up
to display, describe, and fill in the local color of this “Africa.”

The Bremen exhibition, then, offered a common ground—literally—
for the broad interests of commerce, the professional self-promotion of
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scientists, and the more narrow political and cultural agenda of the colo-
nialists. These very different groups came together in their joint pursuit of
the attentions of the exhibition-going public. The organizers saw the ben-
efit of including an exotic, enticing, and socially legitimate ethnographic
component; the anthropologists and missionaries found a well-attended
forum in which to display their collections; and the colonialists organized
the ethnographic objects to cover the dearth of colonial commodities and
to bolster their ideological program. With Werner Sombart’s quip in the
exhibition guidebook about the need to infuse the sample wares with “lo-
cal color,” one sees that this color was genuinely local; it emanated as much
from the political, economic, and cultural interests in Germany as from
the exotic lands overseas.

Spectacle in Berlin, 1896

A mere six years after Bremen’s exhibition, a far larger, grander, and more
fantasy-laden exhibition appeared in the imperial capital. On the first of
May in 1896, the great Berlin Industrial Exhibition opened its gates. Situ-
ated in Treptower Park, on the banks of the Spree, it covered over a mil-
lion square meters, contained more than 4,000 exhibits, and was the larg-
est commercial or industrial exhibition to be staged in Germany until
Hanover’s Expo in the year 2000. The organizers’ stated goal was to prove
that Berlin was not just a large city (Grofistadt) but a world-class city (IWelt-
stadt) by showcasing its new industrial might. The famous poster promot-
ing the exhibition illustrates this ambition graphically: a hammer clenched
in a fist bursts up from beneath the ground (Figure 1.3). In “a spirit of
peaceful industrial competition across the entire planet,” the organizers
also explicitly aimed to surpass the successful World’s Fair of Paris (1889)
and the World Colombian Exhibition in Chicago (1893).5%¢

The staging of the Berlin Industrial Exhibition signaled a shift in the
center of gravity for commercial activity in Germany away from the
coastal Hanseatic trade cities. Over the last decade of the nineteenth cen-
tury, Berlin’s industry had grown into a driving force in the German
economy, and the extent to which Berlin’s exhibition dwarfed those held in
Hamburg and Bremen only six years previously demonstrated this primacy
in unmistakable terms. Enormous sums were spent on this exhibition, over
5 million marks, all of which the organizers expected to recoup.®” Small
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Figure 1.3  Poster for the Berlin Industrial Exhibition, 1896, by Ludwig Siitterlin. This
promotional poster became famous in the new world of poster art, and was both lauded
and reproduced in advertising handbooks and design journals. The drama and movement
at the center of this poster helped inaugurate a new, modernist poster style. Source: J. L.
Sponsel, Das Moderne Plakat (Dresden: Gerhard Kithtmann, 1897), 273.

businessmen and large manufacturers alike not only sold their wares and
services directly on the exhibition grounds but were also able to promote
their businesses to the largest audience that had ever gathered in German
lands. The proximity of product and spectacle, moreover, changed the
tenor of commodity display. The critic Georg Simmel wrote of the Berlin
exhibition that “its emphasis on pleasure seeks to forge a new synthesis
between surface appeal (aiifferliche Reiz) and the practical functions of
objects by offering the most extreme escalation of aesthetic overlay.”®
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Further, the exhibition was avidly followed in all the German news and
entertainment media, broadcasting the legitimacy of this new fusion of
practical product and aesthetic overlay to all of Germany. The exhibition
organizers emphasized that it was a showcase of production, but equally,
the great Berlin exhibition stood as a beacon for a new configuration of
consumption.

Berlin’s Industrial Exhibition admirably demonstrated the city’s in-
dustrial and commercial might. One of the largest telescopes in the world
allowed visitors an unmatched view of the heavens, and Wilhelm Ront-
gen’s first public demonstration of medical X-rays allowed a glimpse in-
side the human body. One could ride on such modern marvels as the
hanging tramway and the new electric train that ran around the periph-
ery. On a more overtly nationalistic note, mechanical models of armored
battleships—each well over three feet long, with working cannons—fought
mock naval battles on an artificial lake, to the delight of the assembled
throngs.®’

Industrial giants such as Siemens, AEG, and Borsig staged impressive
displays of technological prowess. But alongside the locomotives and huge
electric generators were the exhibits mounted by the emerging giants of
consumer goods. AGFA, for instance, occupied a major place in both the
Chemical section (Group IX) and in the separate Photography section
(Group XVII). The tobacco firm Loeser & Wolff built its own tobacco
museum, near the Hildebrand & Sohn chocolate factory. Gastronomic
delight was melded to spectacular fantasy: for instance, Hoffmann &
Tiede, manufacturing chocolate under the brand name Sarotti, built an
ornate Oriental pavilion with so-called Moorish minarets on the shore of
the Karpfen-Teich; “this sweet brand Sarotti works an unfathomable magic,
particularly on the more tender parts of the visitor,” raved one writer. Six
years after the exhibition, Hoffmann & Tiede reincorporated as Sarotti
AG, with a capital of 1.5 million marks, surpassing Cologne’s venerable
chocolatier, Stollwerk.””

As at Bremen, the huge grounds were landscaped for pleasurable
strolling, with an artificial lake built adjacent to the naturally occurring
one. Around the park, spectacular sights competed for the visitor’s gaze.
The Alpine Panorama was said to be “one of the most gripping scenes of
the exhibition.””! Carl Hagenbeck, the famed trafficker in exotic fauna
(and in exotic folk as well, as we will see in the next chapter), con-
structed a Polar Panorama; this showed animals and people side by side
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in an artificial habitat and was the first of its kind.”> The poster that pro-
moted the Panorama, printed by Adolph Friedlinder, shows a crowd of
polar bears, seals, penguins, and Eskimos clustered together, with the
caption “Sensation of the Exhibition!”?® But rival claimants to the title
were not lacking. An elevated moving walkway connected the exhibition
proper to an amusement park. In addition to the by-now-standard teth-
ered balloon rides, the park included a new water ride, where wheeled
boats hurtled dignified exhibition-goers down a steep track into a small
lake.”* (The poster promoting the water coaster exaggerated the height of
the launching tower by a factor of three and showed a bevy of attractive
young women applauding the manly courage of the intrepid coaster rid-
_)95

ers.)”” With such an array of spectacular wonders and thrilling rides, it is

no surprise that the Berlin exhibition came under criticism by some for
being too much of a “pleasure park.””°

The most spectacular component of the exhibition was the Special
Exhibition Cairo, an installation evoking that Egyptian city in all of its
Oriental splendor. Alleys from old Cairo and streets of modern Cairo
were elaborately reconstructed, and the buildings intricately decorated.
This Egyptian Orient found expression in a huge reproduction of the
Great Pyramid, framed by imported palm trees. (Photos of the kaiser
visiting the faux pyramids circulated through Berlin’s Kaiser-Panorama,
a multiseat stereoscopic viewer.) A central open square in the otherwise
densely packed grounds, meanwhile, provided the space for ethnographic
shows (Vilkerschauen); the exhibit featured more than 300 “exotics” from
North Africa, including Berbers, Nubians, Tunisians, and Egyptians,
who performed dervish whirling, sword fights, and belly dancing, and
mingled freely among the spectators. The Egyptian denizens on the
poster, printed by Adolph Friedlinder, underline this human compo-
nent of the spectacle (see Plate 2). Drawings of the architecture and of
dancing dervishes featured prominently in the German illustrated mag-
azines.”” In short, the promotion for the Special Exhibition Cairo prom-
ised it all: imaginative travel; a claim to authenticity by reproducing not
only the streets of Cairo but its denizens as well; spectacular Oriental
fantasy; and displays of exotic peoples performing unusual acts. When
visitors arrived at the Special Exhibition, they could purchase cotton
goods, pots, and Oriental carpets on its teeming, Oriental streets—
goods indelibly imprinted (and pictorially prefigured) with an exotic
experience.
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The first official Colonial Exhibition in Germany also took place in
Berlin in 1896. Sited directly adjacent to the larger paean to industry,
consumption, amusement, and exoticism, the Colonial Exhibition was
one-tenth the size. The Colonial Exhibition was autonomous in all re-
spects, from its separate organizing committee to its separate admission
and promotional material (Figure 1.4). Unlike the main exhibitions, fi-
nanced privately through private entrepreneurs and civic boosters, the
Colonial Exhibition emerged from unprecedented collaboration between
a radical-nationalist interest group (the German Colonial Society) and the
German state. The Foreign Office provided 50,000 marks to fund the
Colonial Exhibition, and its Colonial Section participated in all aspects of
planning and production, including enlisting colonial governors to send
raw materials and native peoples to Berlin for display. The Colonial Sec-
tion even paid the freight.”® Together, the Foreign Office and a specially
incorporated subsidiary of the German Colonial Society sought to stage a
tightly scripted glorification of German colonial efforts and successes.

Berlin’s was billed as the first German Colonial Exhibition. (This not
only ignored its smaller predecessor at Bremen, but also overlooked the
Colonial Exhibition in Liibeck in 1895.)?” The Colonial Office/Colonial
Society joint venture in Berlin consisted of two very distinct segments.
The first, located directly adjacent to the amusement park, was the Colo-
nial Exhibit proper. With four separate exhibit buildings and a number of
smaller pavilions, stands, cafés, and sundry displays, the Colonial Exhibit
seems sizeable—although the entirety could fit inside the Industrial Exhi-
bition’s Hall of Industry. Its various buildings ordered and classified the
German colonial project in discrete components: a Hall of Commerce
included tropical agriculture, German industry for export, and mission-
ary work; a Hall of Science presented displays on ethnology, geography,
flora and fauna of the colonies, and “tropical hygiene”; and testifying to
the backbone of the new German colonial order was a model military
barracks and a shooting range.

Colonial science, in the forms of geography, botany, anthropology,
medicine, and “race science,” was a central focus of the Colonial Exhi-
bition. This was more than a simple attempt to tap into the resonance of
scientific discourse among middle-class Germans. Indeed, the overviews
of geography, flora, and fauna in the Colonial Exhibition’s halls reflected
the central productivity of German colonialism itself; the German colo-
nial project in the year 1896 primarily generated colonial knowledge
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Figure 1.4 Promotional poster for the Colonial Exhibition of 1896 by Walter Peck. This
poster appeared in Justus Brinckmann’s exhibition of poster art in 1896 but did not find
the renown of other designs, such as Siitterlin’s Hammer poster or the poster for the
Exhibition Kairo. Source: Courtesy of Hamburg Museum fiir Kunst und Gewerbe.

rather than material goods.!”! Unfortunately for the Colonial Exhibition
organizers, the public display of this colonial knowledge revolved around
maps and language-family charts, desiccated leaves and native head-
dresses. In Bremen in 1890, such objects—particularly the more spectac-
ular ethnographic objects, such as wax face molds, cannibal hair, and bi-
zarre fetishes—could lure in spectators. A mere six years later, however,
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the ante had risen dramatically. German colonial science could offer little
to rival the X-ray machines, giant telescopes, sky-trams, or photographic
cameras just across the pond.

The organizers of the German Colonial Society also sought to dem-
onstrate the economic worth of the German colonies to this concentrated
German public. As visitors were funneled through the various segments
of the Colonial Exhibition, they were instructed on the (eventual) eco-
nomic benefits of the German colonies. In clear imitation of Bremen’s
Trade Hall six years earlier, the center of the 1896 Colonial Hall featured
a sculpture of Atlas shouldering a giant globe on which the German colo-
nies were carved in red—though this version (funded by the colonialists)

was far smaller.!”!

Meanwhile, a handful of official “German colonial
goods” were offered for sale on the Colonial Exhibition’s grounds. To this
end, an ostensibly unaffiliated commercial affiliate of the German Colo-
nial Society, the Kolonialhaus Bruno Antelmann, sold Usambara coffee
and Cameroon cocoa to the visitors at a colonialist café that took the form
of a grass-roofed hut “built in the African style.” It was located at the en-
trance to the Colonial Exhibition, arching over the path “through which
every visitor must pass.”!’> Coffee and cocoa were the only two consumer
products as yet available in the German colonial economy, however. In-
deed, the Foreign Office had participated so avidly in financing and help-
ing organize the exhibition because it wanted to facilitate the raising of
investment capital for colonial companies—companies that would, theo-
retically, pay tariffs that would balance the budgets of the Colonial Sec-
tion of the Foreign Office. But the colonial economy in 1896 was little
more developed than six years earlier. The exhibits of the small colonial
companies, such as the Jaluit Company, were still outnumbered and sur-
passed by displays by German missionary societies and private explorers.
Despite its ostensible focus on commerce, photographs reveal the Colo-
nial Hall, for instance, to be filled primarily with ethnographic artifacts
and dioramas of tropical structures, rather than consumable goods.!"
Meanwhile, in the Industrial Exhibition directly across the lake stood
the large, ornate pavilion of Hoftmann & Tiede, selling their Sarotti
chocolate. Though the more scientifically minded colonial enthusiasts
may have sneered at the building’s wildly inauthentic, fantastic orientalist
facade, they could only gaze enviously at its massive commercial success.'’*
To mask the dearth of “German colonial products,” the colonialist orga-

nizers pursued a rather duplicitous display strategy. In the Tropical House,
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most of the displayed specimens of colonial agricultural goods did not
come from territories under German rule.!'”> Even in the Colonial Hall,
where German colonial companies displayed their products, most of the
products came from trade with areas oufside of the German colonial em-
pire. The tall tower of carefully stacked ivory tusks displayed by the
Hamburg ivory trader Heinrich Ad. Meyer, for instance, was quite im-
pressive, judging by the interior photos of the Colonial Hall, but almost
all of this ivory came from African lands outside of the German sphere,
196 (The same tusk display had made an appear-
ance at Bremen six years earlier; see Figure 1.2.)

mainly the Belgian Congo.

The colonialist organizers thus trod a narrow path. As the self-
proclaimed arbiters of colonial knowledge, they insisted on authenticity
in their displays. This prevented them from offering such goods as choco-
late or coffee—both of which were “colonial goods” (Kolonialwaren) in
popular parlance—if they stemmed from Ecuador or Sumatra, places out-
side the bounds of Germany’s colonial empire. But products actually im-
ported from the lands under German colonial rule were few, expensive,
and in short supply. With the possible exception of cocoa, there were sim-
ply no success stories in the German colonial economy of 1896. There
was certainly no colony of prodigious wealth—no German “jewel in the
crown” —to occupy the pivotal place that, say, an orientalized India played
in British imperial exhibitions. Exhibitors in the German Colonial Ex-
hibit therefore fell back upon “instructional” materials; they bolstered
their displays with ethnographic artifacts, tales by triumphant military
officers of colonial skirmishes, and wall maps of Germany’s African pos-

197 The stated aim of these educational displays was “to awaken

sessions.
the urge for foreign trade.” But a glance across the pond, where Hoffmann
& Tiede offered succulent chocolates—crafted from Ecuadorian cocoa
imported through Amsterdam but layered in orientalist fantasy—would
highlight the poverty of the German colonialists’ empire. As colonialists,
their appeal was nationalistic and patriotic: Germany had finally become
a world power by gaining colonies, and it was every German’s duty to
support this worthy endeavor. Nationalistic invocations of duty could
make an effective strategy in rhetoric and in print. But as a visual strategy,
it was dry stuff indeed. The colonialists’ own Official Report confessed,
“Dead collections alone are not able to attract the great masses of the
people, on whom indeed, for financial reasons, the balancing of expenses

and income must be reckoned.”!'?8
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“The Materials Are Real . . . and So Too Are the Coloreds!”

The Colonial Exhibition’s organizers did have one dramatic spectacle up
their sleeve: the display of “real live natives” in their (reconstructed) natural
habitat. The second section of the Colonial Exhibition was the Native Vil-
lage. Three colonial villages in total were carefully built from grass and
wood shipped in from Africa and the South Pacific. Togolese, Duala (from
Cameroon), Swahili, Massai (from East Africa), Herero (from Southwest
Africa), and New Guineans were contracted (or in other ways brought in)
to populate these villages. Promotional literature for the exhibition stressed
these villages” authenticity: “the materials are real . . . and so too are the Col-
oreds!” boasted one guidebook.!” But the exhibition organizers (and par-
ticularly the chief publicist, Gustav Meinecke) were also attempting to tap
into that aura of “wild savagery” that had been so successtully capitalized
upon (and cultivated) by numerous impresarios of private “people shows”
(Vilkerschau) over the past decade and a half. As the following chapter will
show, the impresarios of these shows had discovered in the decade before
that savagery sold tickets. Colonialists, whether scientists or armchair geog-
raphers, frequently derided such popular spectacles. But here, the Colonial
Exhibition’s organizers wanted to use it—appropriately draped in a veneer
of scientific respectability—to bolster attendance and gate receipts.

The ethnographic display of the natives was intended to lure in spec-
tators, but it was also structured to convey colonial ideology. First, the
Native Village was an implicit demonstration of imperial power: during
the exhibition, order was maintained by the strict regimentation of the
movements, work, and performances of the natives. Indeed, some of
the showcased colonial natives were instructed by ethnologists on how

to properly construct their dwellings.!"

Second, this controlled display
of natives was meant in part to counteract popular perceptions of Africa
as a “savage” land, which some in the Foreign Office thought was deter-
ring German investment and prospective colonists.!!! In displaying “wild
peoples” who were contained and controlled within a colonial village—
and adjacent to exhibitions showcasing the latest military gear and tropi-
cal prophylactics—the colonialists strove to erode popular anxieties about
the “Dark Continent” by visibly demonstrating a complete mastery over
all of its known dangers. In this effort, colonialist organizers sought to
steer the audience toward an anthropological gaze, with its increasingly

fine-grained discriminations of racial science. In the memento book
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Germany and Its Colonies in 1896: Official Report on the German Colonial
Exhibition, for instance, more than forty pages were devoted to recording
the anthropometry of the displayed peoples. Every colonial native taking
part in the exhibition was minutely measured by the Berlin anthropolo-
gist Felix von Luschan. The width of his or her mouth, the size of his or her
lips, the width and length of his or her skull, the width and length of his or
her nose and ears, and scores of other bodily minutiae were recorded,
printed, and sold as an important component of the book. The measured
colonial subjects were identified first by number, such as “Togolese #14.”11?
These measurements of face and body warranted their own chapter, and
photographs of typical “natives,” frontal and profile, were included in the
appendix. This scientific prowess—with its capacity to define and ascribe
characteristics in minute detail—was one of the most compelling com-
modities the colonialists could offer.

A number of scholars have commented on how the industrial power of
Germany was set into the starkest relief by the primitive handicrafts of the
colonial natives at work in the artificial ethnographic village. That juxta-
position must have indeed been dramatic. Another juxtaposition was also
dramatic, however; the technological and commercial power of the German
industrial economy, manufacturing products such as cameras and consum-
ables such as chocolate, set into stark relief the poverty of the German colo-
nial economy. It is not too far of a stretch to say, therefore, that while Ber-
lin’s main exhibitors infused material goods with imaginative constructions,
the colonialists replaced material goods with intellectual constructions.

The Colonial Exhibition did attract more than 1 million visitors, largely
drawn, it is clear, by the Native Villages and most of all by proximity to the
Industrial Exhibition. Meanwhile, the Special Exhibition Cairo pulled in
more than 2 million, even given an admission fee almost double that
charged by the colonialists. The Industrial Exhibition itself pulled in more
than 7 million attendees.!"® Even the colonial enthusiasts’ official luxury
guide, Germany and Its Colonies in the Year 1896, otherwise noted for its
unflagging boosterism, practically admitted on the first page that the Co-
lonial Exhibition had not quite been the success that was hoped for.!!*

We must resist the temptation to see the Colonial Exhibition through
the eyes of its colonialist sponsors—as a powerful presentation of Ger-
many’s imperial might. The cheap and popular Ilustrated Official Guide to
the Betlin Industrial Exhibition 1896 did not even include the Colonial Ex-
hibition on its recommended tour. The Special Exhibition Cairo, on the
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other hand, was first on the list.""”® The Colonial Exhibition is not even
visible in a massive panoramic drawing of the Berlin Industrial Exhibition
that occupied two full pages of the Illustrirte Zeitung; it is lost in the haze
toward the back of the drawing."® When articles in the nationally circu-
lating illustrated family and entertainment journals, such as the Illustrirte
Zeitung, Daheim, and Over Land and Sea, declared the Colonial Exhibition
to be captivating, a careful look at bylines and writing styles reveals that
they were written by the colonialist organizers themselves (most often

).1"7 Even the ideological message of the Native Village

Gustav Meinecke
may have been lost entirely on the masses of visitors. A “Master Plan for
Quick Orientation,” mass-produced by the tabloid Berliner Lokal-Anzeiger,
summed up the whole complexity of the painfully reconstructed, authen-
tic ethnographic villages of Duala, East Africa, and New Guinea with a
single word: Negerdorf. Negro village.!®

The year 1896 has been described as a turning point in the identity of
Berlin, with the great Industrial Exhibition marking the transition from a
great city (Grofistadt) to a global city (IWeltstadt). In the exhibition, however,
there were on display two very different visions of what that “world” in
Weltstadf might really mean. There was, of course, the vision of a militaris-
tic Weltpolitik. The displays of naval might and of colonial mastery seen in
specific corners of the Berlin Industrial Exhibition proved that Berlin was
an imperial capital and, as such, was capable of projecting power into the
farthest corners of the world. Another vision of “Weltstadt” also emerged in
Berlin, however. As the contemporary commentator Georg Simmel ob-
served: “so it becomes clear what is meant by a ‘world city,” and that Ber-
lin, despite everything, is one: a single city to which the whole world sup-
plies the material of its labors, which are refashioned into all the essential
forms that appear in the present cultural world (Culturwelt).”'" In this vi-
sion, Weltstadt Berlin was a mecca for commodities, and a place that im-
bued those commodities with larger cultural meanings. Its role was to be
not just a city of industrial production and a nexus of material goods, but a
place where meanings of consumption itself were produced.

Conclusion

When we look for the origins of advertising in the first great exhibitions
in Germany, we find a more complicated story than that offered by
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Walter Benjamin, quoted at the beginning of this chapter. There can be
no doubt that the laying out of commodities at the commercial exhibition
indeed set the pattern for modern advertising, in that it provided one of
the first means by which commodities became infused with larger cul-
tural meanings that were intentionally produced. As the sociologist Georg
Simmel wrote in 1896, “the banal effort to show objects in their best light”
may have originated in the age-old exhortations of street vendors, but it
was at the Berlin Industrial Exhibition that this effort was refined
“through the collective display of objects to impart new aesthetic mean-
ings.”'? The objects, however, were not truly “collectively” displayed;
it only seemed that way because of spatial proximity. In truth, different
forces were at work in different portions of the exhibition, from sellers of
goods to planners and collectors of gate receipts, demonstrators of science,
purveyors of grand spectacles from Chinese pagodas to faux Egyptian
pyramids, hawkers of cheap thrills, and pedants of knowledge. The chang-
ing balance of these interests, and their relative weighting and dynamic
interactions, had an enormous impact upon the manner and range of
meanings that could infuse the commodities.

At the Northwest German Exhibition in 1890, edifying display prac-
tices stood at the confluence of commercial, exhibitionary, and political
impulses, each put forth by different groups. The shipping magnates of
Bremen sought to demonstrate Bremen’s prominence in trade with an eye
toward expanding it. They also sought to make the exhibition itself a com-
mercial success, as measured in gate receipts. To achieve both of these
goals, they needed something more alluring than tables with conventional
trade goods piled atop. In the Trade Hall, mundane displays of raw materi-
als were spiced up by integrating them with murals, dioramas, and other
exotic objects to create a virtual panorama of their land of origin. Such
commercial vistas were alluring, and also could be sold as educational—
thereby legitimizing the cultural and visual work of the exhibition.!*! In
the Trade Hall, the African wing took on much of this burden; as the sec-
tion with the fewest real products to display, it had the most space (sym-
bolic but also physical) to build a more dramatic panorama.

In Bremen’s exhibition the commodity fetish of Marx emerged liter-
ally; ethnographic artifacts from Africa and the South Seas, including
strange physiognomic face molds and the hair of “cannibals,” infused
the bales of raw tobacco or crates of tea leaves with exotic allure. The ob-
jects themselves were provided by private explorers, scientists, missionary
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societies, and even a few of the tiny German colonial companies, and the
commercialized picture of “the exotic” gained legitimacy from its patina
of ethnographic edification. Finally, the unifying textual narrative for the
African Hall was written by the professionals of the new German Colo-
nial Society. Asserting their expertise, the colonialists became the de facto
middlemen between missionaries, colonial companies, and explorers on the
one hand, and the Bremen chamber of commerce on the other. They com-
missioned wall murals, crafted display captions, and wrote whole sections
of the guidebooks, and in the process sought to place the artifacts, the
goods, and the imaginative visual travel all under a narrative arc extolling
the patriotic advance of the German colonial cause. In the process, colo-
nialists greatly exaggerated the economic importance of the German
colonies themselves through a careful strategy of elision and spatial de-
ception; tropical goods from the global market were grouped together
with displays of the German colonies. The larger lesson of 1890 Bremen,
then, is how disparate social groups, from laissez-faire tobacco importers,
to missionaries and explorers, to bombastic nationalists, could come to-
gether by fulfilling one another’s needs in the commercial sphere. Dis-
playing trade goods alongside ethnographic artifacts within a colorful
painted panorama helped to build and promote the very practice of com-
mercial spectacle by infusing it with both the mantle of science and the
appeal of overseas gaze.

A mere six years later, a great deal had changed, as seen on the sprawl-
ing grounds of the dramatic Berlin Industrial Exhibition. The organized
colonialists had now accumulated enough financial and political capital to
stage their own separate enterprise, which they termed the first German
Colonial Exhibition. It has been said that the organizers of the 1896 Co-
lonial Exhibition sought to sell ideas rather than products.!*? The truth
was that they had no products to sell. Their didactic focus on the colonial
sciences of geography and ethnography was as much a tactical necessity as
it was an outgrowth of ideology. But just six years after Bremen, the fe-
tishes of colonial contact—the masks, spears, shields, masks, arrows, skulls,
and pots—mno longer sufficed. At the adjacent Industrial Exhibition, the
great pyramid of Cairo offered a spectacle far more impressive, and the
orientalist chocolate fantasies of Hoffmann & Tiede (Sarotti) provided
consumable goods far more tangible. Following in the footprints of Carl
Hagenbeck, colonialist organizers resorted to the thrill afforded by “real
live savages.” But in their insistence that the olkerschau be instructional,
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they adhered to a rigid script of “authenticity” that—as we will glimpse
in the next chapter—would undermine its popular appeal.

As Walter Benjamin suggested, exhibitions were the earliest form of
advertising. It was commercial exhibitors who first incorporated elements
of fantasy and visual allure into their displays to lend their commodities
greater appeal to mass audiences. The character of such fantasies or such
spectacles, however, was not preordained. Exoticism offered a potent theme
for overseas wares, whether that exoticism was incarnated as the luxury of
the Orient, as virtual travel to faraway destinations, as a bit of ethno-
graphic color, as the authority of racial science, or as the patriotism of
colonialism. In the 1890s the particular variant that would ultimately
emerge triumphant had yet to be resolved.

One more innovation in the field of representation in 1896 needs to
be pointed out. Though the Native Village was a draw for the Colonial
Exhibition, it had been largely forgotten a century later, and its very exis-
tence only recently recovered by historians.!* In marked contrast, the
Berlin Industrial Exhibition remained firmly in view—mostly through
Ludwig Siitterlin’s poster for the Berlin Industrial Exhibition, which re-
mained famous over a century of graphic design (see Figure 1.3). With its
forceful hammer-in-fist design bursting forth from the ground, the poster
was a vivid visualization of Berlin’s and Germany’s industrial might. The
path by which this poster rapidly worked its way into the new canon of
advertising posters is revealing. In 1896 the poster featured prominently
in Justus Brinckmann’s art-poster exhibition, the first such in Germany.
From there it was reproduced in J. L. Sponsel’s book The Modern Poster,
which served as a design handbook for early advertisers. Stitterlin’s design
continued to feature prominently in advertising handbooks for decades,
including the influential design magazine with international reach, Das
Plakat.'** The forceful sense of power and movement at the center of Siit-
terlin’s poster is said to have helped inaugurate the modernist poster style.
Its place in history was ensured in part through perfect timing: a decade
later it would have been merely one of countless designs, no matter how
innovative. A decade earlier, however, the poster itself could never have
attained the same reach. In 1896 more than 100,000 copies of the ham-
mer poster were printed and distributed throughout Germany. Many
were even sent to other European nations. The cost was more than
300,000 marks—almost three times the colonialists’ fotal expenditure on
their Native Village. Countless imitations, spoofs, and satires of Stitterlin’s
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Figure 1.5 “The New Plant-butter Margarine—of Special Character,” advertisement
for margarine in early 1914 by the firm of Benedikt Klein, Coln-Ehrenfeld. Note that
the packaging itself, raised high above the genuflecting Arabs and palm trees, is bedecked
with illustrations of a German child. Source: WZB (1914): 119, reg. no. 190721.

poster testify to its impact in the visual realm.'”® For a decade after 1896
countless trademark registrations featured hands bursting up out of the
ground, holding some item or commodity. Some of these transported
the scene to more exotic realms (Figure 1.5). Panoramic strategies, such as
the reconstructed performers of the Native Village or the reconstructed
pyramid in the Special Exhibition Cairo, may have lured visitors in with
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promises of savage authenticity and grand spectacle. But a hundred times
that number caught a glimpse of Berlin’s great exhibition—and thereby
formed some sort of mental image of it—solely through Siitterlin’s Ham-
mer poster. The future, literally, belonged to images. Siitterlin’s poster,
like the grand trade exhibition it promoted, helped to propagate a new
visual style—a style that set the commodity into a new, powerful tableau
of meaning by placing it in a larger visual field.



IMPRESSIONS OF OTHERS

Allegorical Clichés, Panoptic Arrays,
and Popular Savagery

Bremen’s Northwest German Commerce and Industry Exhibition of
1890 included living components in its dramatic panorama of Bremen’s
global trade. Four Burmese participated in the exhibition. An elephant
was meant to accompany them from halfway around the world, but it
unfortunately died en route.! The expensive luxury edition of Bremen’s
exhibition guidebook even reproduced original photographs of the four
Burmese, posed together in the manner of a family portrait, as well as a
photo of their reconstructed “Burmese Hut.”? Photographs such as these
are treasured by historians, for they allow a seemingly genuine glimpse
into a specific instant of history. Yet for all of its timeless veracity, a photo-
graph may not offer the best approximation of how an event was actually
seen. The encounter at Bremen, for instance, was also captured in an en-
graving of a modeler from Burma practicing his craft under the watchful
gaze of the passing public (Figure 2.1). This illustration appeared in the
Hlustrirte Zeitung, and it is certain that many more Germans saw this
illustration—with its juxtapositions of work and leisure, of exotic and
refined dress, of observer and observed—than saw either the Burmese
themselves or the photograph.” In the 1890s even the reach of photo-
graphs, expensive to reproduce, remained fairly circumscribed; engraved
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Figure 2.1 Ilustration of a Burmese modeler, 1890, Northwest German Commerce and
Industry Exhibition in Bremen (1890). Source: Illustrirte Zeitung no. 2464 (1890): 308.

illustrations continued to be the far most pervasive and widespread way of
“seeing.”*

It was not by chance that the non-Europeans appearing in the
Hanseatic commercial exhibitions of 1889 and 1890 came into public
view, or that in Berlin six years later, even the conservatively minded
German Colonial Society would attempt to use African natives in its
Colonial Exhibition to lure in a broader public. The 1880s had seen the
dramatic growth of the phenomenon known as the Volkerschaunen—the
live shows of exotic peoples. Such shows initially entered the German
public sphere under the auspices of education, to show foreign habits
and folkways. But they rapidly evolved into outlandish enterprises of
sensational spectacle, and by the late 1890s, of thrilling savagery. The
change in the character of these shows between 1880 and 1895 has
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been linked to the changing character of audiences, in which a tension
played out between elite and popular forms of spectatorship. But the
changing character of audiences—and the popularization of the shows
more broadly—arose in part out of emerging new practices of promo-
tion, particularly the innovative use of visualization. Both the popular-
ity of the exotic peoples show and the visual stimulation of this popu-
larity would have significant ramifications for the emerging field of
advertising.

Primitive Exotic Clichés

Germans’ interest in peoples termed “exotic” was part and parcel of a
larger European fascination that stretched back centuries. Exotic people
were fascinating not just for their bodily difference but because they were
seen as the virtual embodiment of the distant land from which they origi-
nated. As early as the fifteenth century, exotic peoples certified the au-
thenticity of travel; they stood—literally—as proof that the newly dis-
covered regions of the world were not merely fantastic mariners’ tales.
Christopher Columbus famously brought back Native Americans (Ar-
awak) to Spain after his second voyage in 1493 as physical proof of his
discovery. (Their grim fate as slaves in Spain is less frequently recounted.)
Explorers in the sixteenth and seventeenth centuries carried back Inuit
and Native Americans, often by force, to display in Europe.® James Cook
brought back a Tahitian from his second voyage to the Pacific in 1774; the
Tahitian was put on public display, and his tattoos were said to be particu-
larly fascinating.

What is less recognized is the dynamic, even fraught relationship be-
tween the physical and the representational in such encounters. The cor-
poreality of these living stand-ins for exotic lands was less important than
the representation of their corporeality. This point is easily overlooked,
but before the nineteenth century, few people personally saw these living
representatives of distant lands. Instead, most Europeans only saw such
exotics as they appeared in lithographs and paintings—artful representa-
tions purporting to serve the same role of authentication. For instance, the
Tahitian, Omai, played a significant role in the visual record of Cook’s
voyages, but it was not his physical presence but his likeness in books and
paintings that certified Cook’s discoveries to a larger European audience.®
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Ironically, many painted and most printed representations were often
anything but authentic. When German or Dutch engravers of the six-
teenth century were tasked to depict the “Hottentots” (Khoi-san) of
southern Africa to illustrate travel accounts, for instance, they turned to
the familiar, long-established motif of the “wild man,” which derived
from illustrations of John the Baptist’s early life in the wilderness.” In fact,
the travel engravings of so-called primitives from the fifteenth up through
the mid-nineteenth century offer up a surprisingly similar repertoire of
images. Over a 400-year span, European illustrations of peoples ranging
from Patagonians to Polynesians all look remarkably similar, as the art
historian Christopher Steiner points out.® This clichéd portrayal of primi-
tives from the Americas to the Pacific Islands reveals an almost inter-
changeability among exotic figures. It had a lot to do with the preconcep-
tions and prejudices of European travelers, of course, and this complex of
preconceptions and prejudices has often been theorized as the Western
“gaze.”

But the uncanny resemblance, even interchangeability, of engraved
primitives across time and space emerges equally from a more prosaic fac-
tor: namely, the way in which images were produced and reproduced.
Not ever having seen such exotics themselves, the thousands of engravers,
painters, and others engaged in the business of image-making had little
choice but to copy one another’s styles and motifs over different media
and across different centuries. A few portraitists worked from living mod-
els, such as when Joshua Reynolds sketched and painted Omai in the
1770s, but these were exceptional cases. Most early engravers worked
from the illustrations of their predecessors. If a sixteenth-century engrav-
ing of a noble savage from the New World looks like a seventeenth-
century engraving of a Hottentot, which looks like an eighteenth-century
engraving of a Tahitian, the engravers can perhaps be forgiven, having
only these previous representations to work from.

Moreover, in some pictorial approaches, reiteration of expected mo-
tifs was entirely the point. Allegorical representation was a linchpin in the
art of early modern Europe, and allegory relied upon prior familiarity.”
Allegorical figurations were especially useful to illustrate abstract concepts,
such as Fortune, Death, Science, or later, Trade; by incorporating the ab-
straction as a human figure, it could be given a visual presence. One par-
ticularly common allegorical convention that would later become impor-
tant to the commercial world was the representation of continents as three
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human figures. This harks back to early medieval imagery, where the
three magi from the Gospels of Matthew became associated with the
three parts of the world: Europe, Africa, and the Orient.!? (The first
representations of the world as four figures—i.e., four continents—began
to emerge in the 1570s.)!! Sixteenth-century artists, engravers, and print-
makers such as Theodor de Bry, Jan van der Straet (Stradanus), Philip
Galle, Adriaen Collaert, Marten de Vos, and Marcus Gheeraerts the Elder
set the iconographic mold for these allegorical figurations of continents.

Later artists and engravers used these established allegories to repre-
sent abstract themes, such as travel or trade, on seventeenth-century maps;
this convention carried over to frontispieces for commercial treatises in
the eighteenth century, and from there to mastheads for such illustrated
journals as Over Land and Sea in the nineteenth.!”> When the Bremen artist
Arthur Fitger—who painted some of the panoramic murals in the Trade
Hall of 1890, and crafted its promotional poster—was commissioned to
depict “trade” for the Haus Seefahrt, he crafted five allegorical figures rep-
resenting the continents.”® To glance ahead: when advertising pioneers in
Britain, France, and Germany sought to represent abstract notions such as
“global trade” pictorially, they initially turned to this centuries-old alle-
gory of trade or travel as human figuration of the continents. For in-
stance, when the Liebig Company, one of the first multinational corpora-
tions, issued chromolithographed trading cards from the 1880s, a great
many of the early designs used allegorical figurations of people to show
abstract concepts such as trade and global travel.'"* For the illustration to
work, of course, these allegorical figures needed to be recognizable as the
representation of the distant land itself, and so these early advertising
cards drew on the continuity of figuration that spanned centuries of artis-
tic tradition.

The physical processes of certain types of image reproduction also fac-
tored into the interchangeability of exotic figures. Painting could convey
tremendous amounts of detail and visual texture. But inexpensive ink
printing entailed different considerations. Before the widespread adoption
of planographic techniques in the nineteenth century, illustrations were
reproduced by an engraved block, often placed in with set type. Originally
these blocks were wood; later they were copper or steel. Blocks took tre-
mendous skill to carve, and only printed items that commanded high
prices, such as luxury editions of books, could afford to commission original
engravings. For lower-cost printed matter, cliché blocks were often reused



70 Impressions of Others

from elsewhere. Copper and steel engravings in particular could be used
many times, and creatively written prose could recast the role of the adapted
image. The images could then appear again and again in different contexts,
even crossing national borders. For instance, one of the first inexpensive
illustrated journals to appear in Germany was Jakob Weber’s low-quality
Pfennig-Magazin, first published in 1833. Only the text of the Pfennig-Magazin
was set in Germany; its images were not even secondhand, but thirdhand,
for the Pfennig-Magazin purchased all of its woodcuts from the Magasin Pit-
foresque in Paris, which in turn had purchased them from the Penny Maga-
zine in London. With images from foreign sources, the corresponding Ger-
man text was “written around” whatever illustration was available." Jakob
Weber went on to found the Ilustrirte Zeitung a decade later (1843); it was a
higher-quality enterprise, and with a much higher price. Nonetheless, many
of its engravings clearly came from British publications. The engraved cliché
blocks physically crossed national borders up through the nineteenth cen-
tury, and the figurative clichés of the exotic crossed with them. The very
word “cliché,” from the French word for the engraved metal block, came
into metaphorical use in English language around the 1850s, for those pre-
set notions used again and again.!'® Inexpensive illustrated media before the
1890s, whether engravings in illustrated magazines or (as we will see) even
early chromolithographic prints, from posters to trading cards, were pro-
foundly transnational and pan-European in ways that national historiogra-
phies have entirely overlooked.

The mechanical conditions of print served to structure the visual
canon of the primitive in the mercantile world. In Europe as early as the
seventeenth century, a small range of specific wares, particularly tobacco,
used black allegorical figurations of New World exotics, affixing them to
bales of tobacco or even to individual wrapping as a referent of authen-
ticity (Figure 2.2). For several centuries these Tobacco Moors (“Blacka-
moor” in English, Tabakmohr in German) served as static icons to certify
the tobacco’s distant origins, before ultimately being reconfigured (as we
will see in later chapters) by the new capabilities of print technology and
the new demands of commerce. The Tobacco Moor clichés of the seven-
teenth and eighteenth centuries were, in a similar way to that of Colum-
bus’s or Cook’s captives, supposed to verify the distance traveled, by
standing in for tobacco’s land of origin—the New World. These early
figures of Tobacco Moors were often depicted in languid repose, harking
back directly to those sixteenth-century engravings of the voyages of dis-



Impressions of Others 71

[To view this image, refer to
the print version of this title.]

Figure 2.2 “Three Moors” label by Claus Soltau of Hamburg, from the eighteenth cen-
tury. The quality of reproduction is so low that identification is based upon allegorical
markers, such as the tobacco-leaf headdresses, pipes, feather skirts, and “dark coloring”
(crosshatching). Source: Eduard Maria Schranka, Tabak-Anekdoten: Ein Historisches Braun-
buch (Cologne: Jos. Feinhals, 1914), 16.

covery, like that of Philip Galle (from a drawing by Stradanus), where a
passive, reclining female “America” is being discovered by Vespucci.” In
many instances, the Tobacco Moor figure became the centerpiece of a
larger engraved scene that could include a palm-lined tropical shore, a
pile of cargo, a sailing ship in the background, or all of the above. By
personifying the distant land, the Tobacco Moor figure also implied the
prowess of the merchant, who demonstrably had the connections to get
the goods. Thus Tobacco Moor scenes very indirectly referenced the sys-
tems of English, French, and Dutch colonial enterprise in the seventeenth
and eighteenth centuries, for these early colonial systems facilitated the
production and transport of the goods in the first place.!®
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Figure 2.3 Label by the Genuine Dutch Tobacco manufacturer Platner & Co. of
Nuremburg, circa 1850. This freely blends allegorical markers of the New World, Africa,
and India. Source: Deutscher Verein fiir Buchwesen und Schrifttum, ed., Alte Tabakzeichen
(Berlin: Widder Verlag, 1924), 26.

When scholars today examine these Tobacco Moor images, the ques-
tion immediately turns to whether they are representations of Africans or
Native Americans.!” The figures’ geographic and ethnic identity seems dis-
turbingly fungible. Identical-looking icons, for instance, include appella-
tions that range from “Neger” to “Indianer” to “Africaner’—appellations
that today summon very different mental geographies® (Figure 2.3). Even
the very idea of a Tobacco Moor—with “tobacco” a product of the New
World, but “moor” evoking the Islamicized Orient of the Mediterranean—
invites contrasting associations.?! Indeed, with the figures themselves,
contradictory allegorical markers of exoticism were often freely blended:
bows and arrows were drawn alongside hookahs; palm trees were placed
alongside feather headdresses; crude armadillos appeared next to blocky
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elephants. Even the black figure itself might be drawn with long blond
hair.?> In North America, moreover, woodcuts identical to the Tobacco
Moor were used for a very different purpose—to sell slaves in American
newspaper classifieds.?® The fluidity of the race of the Tobacco Moor is
sometimes attributed to “popular misconceptions.”** But as a basic mer-
cantile icon, there was no misconception: the figure’s role was, first and
foremost, to be an easily identifiable catch-all marker of exotic origin.
The interchangeability of the exotic cliché paralleled patterns in
high art.?® Though far removed from the world of classical painting,
mercantile Tobacco Moor images also operated in an allegorical fashion:
namely, they deployed a specific cluster of signs, whether bow or head-
dress, leaf or feather skirt, blackness or posture, to identify the figure,
and otherwise allowed a great deal of flexibility in portrayal. This alle-
gorical mode of identification relied upon the prior familiarity of the
viewer in order to be meaningtful, but in the eighteenth and early nine-
teenth centuries, purchasers of a luxury good such as tobacco generally
came from the literate classes and could be expected to have encountered
allegorical representations of New World “noble savages” in travel writ-

ing or other book engravings.?°

As long as the merchant did not seek to
appeal beyond this educated clientele that shared this symbolic archive,
the allegorical mode of representation remained useful—particularly since
it was cheap.

Some of this mercantile dependence upon allegorical signifiers de-
rived from the technological ramifications of its inexpensive production.
For commercial images that were intended to be discarded, the high cost
of the finest copper-plate engraving was not supportable. Cheap wood
print blocks had a limited lifespan, however; fine detail might be achieved
in small quantities, but when images were printed on a large scale, detail
and quality were lost with each print. A well-known cluster of signs that
together made up a familiar referent—allegory, in other words—was
ideally suited for poorer quality, inexpensive print production. Viewers
could recognize familiar referents—sometimes little more than inky
splotches—and mentally fill in the meaning themselves. The image did
not ifself need to carry the weight of the message within its own frame;
instead, the interpretive weight was borne by the familiarity of prior
acquaintance.

By way of illustration, Figure 2.4 shows several from a fascinating
series of four Tobacco Moor figures, all from a single tobacco importer
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Figure 2.4 Three tobacco labels. A:
Circa 1750. The motto is in Latin,
French, and English. B: Circa 1830s.
C: Circa 1870s, from a steel engrav-
ing (Stahlstich). The motto is in Latin,
French, and Dutch. Source: Eduard
Maria Schranka, Tabak-Anekdoten: Ein
Historisches Braunbuch (Cologne, 1914),
31-33.
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spanning a century or more. In all of the icons, a few key symbols—the
sun with a face, the sailing ships, the black workers, the white master-
trader, and the motto, Petum optimum Subter Solem—remained constant
for more than one hundred years. The first version from the mid-
eighteenth century (Figure 2.4A) is barely perceptible; black (perhaps)
figures hold up tobacco leaves to a reclining, smoking figure, which is
likely a European, since the face is not crosshatched and the blotchy
shape atop the figure might imply a hat. Ships and a sun are recogniz-
able, though little else is. A second version, perhaps from around 1800,
reveals further detail (Figure 2.4B). The black figures are recognizable
as such by their color, and they wear the leaf skirts of the Tobacco
Moor. The European in the image has also become recognizable by his
three-cornered hat, buttoned frock coat, and high boots. A third ver-
sion (not shown here), likely from the early nineteenth century, shows a
greater inclusion of detail; the eyes, nose, and mouth of the European
are recognizable, although the black figures remain faceless. In cheap
relief printing, reproducing detail on a black face is far more difficult
than on a white one. The last image, from the mid- to late nineteenth
century, evinces both more detail and a new depth of field (Figure 2.4C).
The bodies of the black figures, however, remain the single least devel-
oped element of the composition.?” At a single glance, we can thus ap-
preciate the difficulties inherent in inexpensive reproduction before the
onset of the offset press, as well as the gradual innovations in technology
and technique as the graven image was redesigned for greater clarity
and finer detail.

The “exotic primitive” was therefore a primitive exotic—and an en-
during cliché in the literal as well as figurative sense of the word. Cheap
woodcuts of the Tobacco Moor drew on allegorical personifications of
high art to be meaningful. This offered a highly portable cliché of exoti-
cism and difference; though such clichés were used to mark tobacco sacks,
they could equally appear in a newspaper classified for slaves or (as we will
see below) to promote a Zulu show. Early modern printing woodblocks
were simply reused—and they could be reused, meaningfully, because of
the flexibility in representation based on allegorical signifiers, and because
of the long-standing artistic tradition of painting primitives with broad
brushstrokes. Clichés in early mercantile representation therefore emerged
at the crossroads of artistic convention, allegorical interpretation, and the
mechanics of print.
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Inscribing the Other: The People Show and
the Popular Press in the 1880s

In Germany in the 1880s, the presentation of living people rather rapidly
and unexpectedly developed into a massive commercial enterprise. These
Vilkerschauen, or “people shows,” were itinerant displays of “primitives”
staged before increasingly large audiences throughout Germany and Eu-
rope. The premier German entertainment magazine, Die Gartenlaube,
confided in 1884 that this “newly-reappearing display of the non-European
races of men exerts a peculiar attraction on everyone.”?® Between 1880
and the First World War, well over a hundred large-scale Vilkerschauen
toured cities throughout Germany and Europe, and these were supple-
mented by countless smaller shows that toured through fairgrounds, zoos,
and oddity museums. An array of new research has explored these displays
of “exotic” or “primitive” peoples; scholars have grappled with a range of
complex issues, from the relationship of the public with colonialism and
the colonial project, to the changing social character of audiences and its
attendant class conflicts, to the professional development of ethnography
(and race science), to the construction of German or European identity it-
self.>” In these sophisticated analyses, however, one important element in
the new popularity of the Volkerschau has been largely overlooked: the nov-
elty of its method of promotion.

Staged spectacles of supposed “savages” had been part and parcel of
carnivals and fairs, displayed alongside the freakish and the monstrous in
sideshows stretching all the way back to the Middle Ages. One turning
point in this type of show’s popularity across Europe was the success of
a show of Zulus in London in the summer of 1853.%" Just as the success of
the Crystal Palace only two years earlier inspired imitators in Paris, Am-
sterdam, and Bremen, so too did London’s Zulu show literally set the stage
for later imitators. The 1853 Zulu show’s success, however, was intensified
by a new medium; the Illustrated London News, the world’s first illustrated
weekly newspaper, had been founded only ten years earlier in 1842, and it
not only reported on the London Zulu show, but also showed it, in en-
graved illustrations circulated to all of England and the Continent.?!

“Zulu” shows sprouted up all across Europe over the next two de-
cades. Carnivals increasingly included a sideshow of one or two blacks—
termed “Zulus”—shaking a spear fiercely on a ramshackle stage at a local
audiences.* Die Wilden, an 1873 painting by the Berlin artist Paul Fried-
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rich Meyerheim, depicts just such a show: a small crowd of country folk
watch two African natives dance wildly on a stage, while an impresario oft
to the side gestures authoritatively at the “Zulu.”®** An announcement for
one of these shows in the Braunschweigische Anzeigen of 1858 boasted of a
“most curious natural oddity” consisting of two “white-born Negro girls”
(albinos) displayed alongside a “wild Indian” from North America and a
“wild Zulu-Kaffer” from the Cape of Good Hope.** The announcement
even included a poor-quality woodblock cliché of a black figure: an ill-
defined, inky splotch with a headdress, earring, bow and arrow, quiver,
and leaf'skirt. And like the Tobacco Moor of the previous century, it is dif-
ficult to say for certain whether the figure is meant to stand for the wild
American Indian (because of the bow) or the wild Zulu-Negro (because
of the blackness).

After 1880 these sideshows transformed, growing into elaborately
staged touring productions that appeared in the fairgrounds and theaters
of the largest urban centers.*® The primary agent of this enterprise, and its
most successful impresario, was Carl Hagenbeck, originally a trafficker in
exotic animals from Hamburg. Facing a downturn in the exotic animal
trade in 1875, Hagenbeck turned to exotic peoples; alongside a group of
reindeer, Hagenbeck brought in a small family of Laplanders (Sami),
displayed with all of their accoutrements and publicly performing the ac-

tivities of their daily life.

The shift from animals to people immediately
catapulted Hagenbeck to fame in Germany and throughout Europe, and
it quickly became Hagenbeck’s primary stock-in-trade. Over the next de-
cade, his shows developed into well-promoted touring productions that
teatured “peoples of nature” from the Arctic Circle to the tropics, includ-
ing Eskimos, Nubians, Hindus, Patagonians, Feuerlanders (Argentineans),
Indians (Sioux), Mongols, and Singhalese (from Ceylon). Meanwhile,
competitors immediately appeared, hoping to cash in on the people-show
circuit: Bohle and Willardt, Charles and Henry Reich, and R. A. Cun-
ningham all staged shows of their own, including of Laplanders, Native
Americans, and Australian aboriginals.?’

One of the reasons cited for Hagenbeck’s commercial success, par-
ticularly vis-a-vis the earlier carnival shows, was his claim to authenticity.
Just as authenticity (or claims to it) legitimized commercial exhibitions
to the German public (as we saw in the previous chapter), so too could it
legitimize performances. In the 1880s a new ethnographic component sepa-
rated these shows from their disreputable carnival sideshow predecessors
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by purporting to be genuine; they displayed real “peoples of nature” from
distant lands. Since many of Hagenbeck’s shows centered on practices of
daily life, whether demonstrations of cooking or primitive handicrafts,
the shows could claim to be educational, and an appropriate, legitimized
form of leisure.’®

The authenticity of the performances recast the freak show as a tour-
istic practice. Like the commercial exhibition, attending a people show
was said to be the next best thing to traveling to an exotic destination.*’
As an eloquent blurb about one of Hagenbeck’s competitors in 1891

attested:

It is by means of Pinkert’s Bedouin-Caravan, currently in Frankfurt, that
we are transported to that fairytale land of the desert. It thereby has the
advantage of being both genuine and cheap. . . . Because of it, we do not
have to undertake an expensive journey. There is no need to shell out for
a six-shot revolver, pith helmet, or veil . . . instead, one sits contentedly in
the tram, and for 10 pennies, travels into the desert—without ever leaving

the vicinity of the train station.*’

Like the commercial exhibitions, the Volkerschau of the 1880s and 1890s
professed to offer travel to exotic locales at prices that wide sectors of the
public could afford. If you could not afford the enormous expense of a trip
to South America, you could instead see Tierra del Fuego embodied in the
Fuegians. Little wonder that these more authentic shows attracted larger
crowds; Hagenbeck claimed that his third show, of Nubians (Sudanese) in
1877 in Breslau, had 30,000 visitors the first day; it supposedly reached
62,000 visitors in a single day at its peak. His most successful show purport-
edly saw more than 93,000 paying spectators in a single day.*!

The shows’ claims to authenticity were bolstered by the ties that
Hagenbeck and other impresarios cultivated with the germinating field of
anthropology. Anthropologists in Berlin and other German cities granted
their public endorsement of these people shows, in return for access to the
“natural peoples” themselves. This access was useful in an era before an-
thropological fieldwork was feasible or even thought necessary. In return,
support of anthropologists such as Rudolf Virchow and Felix von Luschan
carried legitimacy with the authorities, helping to secure police approval
or the requisite permits. The Passage Panopticum in Berlin, for example,
was allowed to present “scenes from a Tunisian harem” only after the
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police had determined that it held educational value.* The claim to being
educational was therefore an early selling point in the Volkerschau—even
when such claims to anthropological authenticity were less than truthful,
as they often were. The mantle of “science” taken on by these shows pro-
vided cover for a popular entertainment, rooted in the carnival, to move
into the leisure world of the middle classes.*

The educational component also facilitated the shows’ coverage in
the reputable middle-class press and illustrated family and entertainment
weekly magazines, such as Leipzig’s Illustrirte Zeitung, Die Gartenlaube, or
Over Land and Sea. From their birth in the 1850s to the 1880s, these maga-
zines were the primary purveyors of imagery to the middle classes and
were the precursors of the mass media of the 1890s. The most successtul
was the erudite Gartenlaube (“the Arbor”), first published in 1853, which
attained a transregional readership and the unheard-of circulation of
382,000 at its peak in 1875.* Each of these bourgeois journals sought to
offer surveys of distant lands as a way to lace its edifying content with a bit
of fascinating otherness. But it was Gartenlaube’s rivals, the Illustrirte Zei-
tung and particularly Over Land and Sea, that sought to carve out a reader-
ship with more exotic terrain. Over Land and Sea was first published in
1858 and took as its charge to “connect its readers to all parts of the world

through image-telegrams.”*

Its masthead illustrated this allegorically: a
crowned Europa in classical robes, with a book in one hand and staff of
knowledge in the other, sits atop a globe. The globe, however, is carried
on the straining backs of three figures representing the other continents:
an Egyptian (the Orient), a feathered native (America), and a turbaned
native (Africa).*

The dilemma was this: though all of these journals sought to include
glimpses of foreign lands, travel was inordinately expensive, and they rarely
had the resources to send legions of journalists and sketch artists to Africa,
Asia, or South America. The Volkerschau therefore presented an unparal-
leled opportunity: they gave these magazines a means by which to report
upon—and draw—authentic scenes of exotic peoples, but on the budget
of local reporting. In this way, the people shows and the illustrated jour-
nals grew in symbiotic fashion. For their part, the shows gained an incal-
culably valuable promotional medium that spread descriptions and imag-
ery to hundreds of thousands of potential ticket purchasers. The symbiosis
was underwritten for both parties by the shows’ ascribed authenticity, for

the authenticity provided a veneer of edification for middle-class readers
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Figure 2.5 Engraved illustration of the Singhalese (Ceylonese) Vilkerschau at the Berlin
Zoo in 1883. Note that no German spectators or Berlin landmarks are included in the
illustration, which gives the impression that this scene might actually be transpiring in
south Asia rather than Berlin. Source: Illustrirte Zeitung 81, no. 2098 (1883): 232.

and audiences, and a crucial credential for reporters and engravers. (The
Kleine Presse in Frankfurt, for instance, reviewed an 1885 show of “Aus-
tralian cannibals,” admitting that the claim of human flesh-eating might
sound like hokum, but assured readers the show’s authenticity was certi-
fied by the renowned professor Virchow.)*” The illustrations in these jour-
nals reflected this concern with edification and scientific veneer; they were
inscribed in the detailed, painstaking style commonly found in ethno-
graphic tomes (Figure 2.5).

The “educational” element emphasized by impresarios, authenticating
anthropologists, and magazine journalists and engravers should not be taken
too literally. Regardless of scientific overlay, the primary relationship be-
tween impresario and audience remained in the realm of commerce and
was measured not by the intangibles of edification but in the cold calcula-
tions of gate receipts. The people shows were first and foremost show busi-
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ness, and in show business, it was the most spectacular—the “newest
sensation”—that captured the attention of the public and pulled in larger
audiences.*® To this effect, impresarios directed their efforts to create an al-
luring aura for the viewing public, even when this worked against the au-
thentication they sought from ethnography.* As Carl Hagenbeck put it
himself, describing his “Ceylon Caravan” of 1884,

The colorful and fascinating scene of the camp; the majestic elephants
(some decorated with shining gold saddle cloths and others equipped with
working gear, carrying gigantic loads); the Indian magicians and jugglers;
the devil-dancers with their grotesque masks; the beautiful, slender, doe-
eyed Bajaderen with their dances which awaken the senses; and finally the
great religious Perr-Harra-parade—all of it worked a virtually captivating
magic which fell upon the audience.>

Popular Panoptics: Selling Sensationalism
in the Wax Museums

The very spaces in which many shows were staged reveal the growing
intrusion of popular spectacle into respectable edification. Though some
of the larger shows by Hagenbeck in the 1880s were held in zoological
gardens and other scientific establishments of the bourgeoisie, a great many
were staged in venues with less respectable credentials. These were the
“Panopticons” (Panopticum), which, coinciding chronologically with the
Vilkerschau, sprouted up across Germany in the 1880s. Castan’s Panopti-
cum was the oldest and most respectable of these establishments; molded
in the vein of Madame Tussaud’s wax museum, it was started in 1871 by
the sculptor Louis Castan and his more mechanically inclined brother,
Gustav. The Castans forged ties with scientific notables and were so suc-
cessful that they established other locations in such cities as Bremen and
Hamburg.® A few years after the Castans, Hayo Faerber opened his Han-
seatic Panopticum in St. Pauli, Hamburg, in 1879; he later incorporated it
as the Panopticum AG and by the 1890s was seeing more than 100,000
visitors annually.®? By the 1880s many more sprouted up, including
Siiring’s Universum, Umlauff’s World-Museum, Eppmann’s Moskauer
Panoptikum in Frankfurt, Gabrieles Panopticon in Munich, Paolo’s Pan-
opticum, Otto Riedel’s Panoptikum, and Willardts Panopticon.”® All of
these popular commercial museums fed from and fed into the public’s
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desire to see for themselves the bizarre, the freakish, and the outlandish,
presented in dioramas, wax displays, and live shows. The Panoptikum of
Germany thus was the direct heir of P. T. Barnum’s dime museum.>*

The importance of the Volkerschauen to these commercial museums
was clear. Most of the Panopticons had attached theaters, and they staged
shows of live natives more or less continuously from the 1880s through
1900. Castan’s business, in fact, was the primary venue for the earliest
people shows in Berlin. Louis Castan was a personal friend of the Berlin
anthropologist Rudolf Virchow, which resulted in a great deal of co-
operation; Castan allowed Virchow to measure and “study” the native
performers, while Virchow, in turn, certified to the authorities that Cas-
tan’s business performed an educational service.”® A competitor, the Pas-
sage Panopticum, opened its doors on the Friedrichstrasse in 1889 and
strove for a more sensationalistic tone, offering more extreme and grue-
some displays. It also included a thousand-seat theater.

The shows of native peoples, freaks, and other oddities were also pat-
terned by their surroundings—the permanent sculptures of wax. In the
Passage Panopticum, for instance, to get to the theater, one first entered
into the halls filled with the busts of renowned German aristocrats, scien-
tists, and academics. Then came the Hall of Peoples, displaying “typical”
types from Japan, Cameroon, Samoa, China, Russia, and other lands. We
can catch a glimpse of what these sculptures looked like; though the Pas-
sage busts were lost, some of Castan’s busts of Africans survived, housed
in Berlin’s Museum Europidischer Kulturen. They exaggerate cranial size
and facial features; the lips are painted cherry red.”” Moreover, on the
promotional poster for Otto Riedel’s Scientific Museum and Panopti-
kum, five busts of black racial types, including a Nubian and a Hottentot,
are the centerpiece of the display room. Riedel’s busts are surrounded by
displays of anatomy, freaks, modern technology, mythology, and notori-
ous crimes.”® Even the plaster and wax masks of Otto Finsch, that had
been so prominently displayed in Bremen’s Hall of Commerce in the ex-
hibition of 1890, eventually found their way to Castan’s Panopticum,
where they were exhibited—and apparently even sold.>”

The next room in the Passage Panopticum staged scenes from German
fairy tales (such as Cinderella) alongside infamous crime stories ripped from
the headlines. It also held an ethnographic collection from Cameroon,
“with many rare pieces, worth 35,000 Marks,” and—most dramatically—
the stuffed and preserved human skin of a sixteen-year-old Botokunden
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girl.” Only then—after walking through purposefully sculpted German
traditionalism and sensationally carved racial otherness—would the visitor
arrive at the theater to see the show. It was named the Hall of Abnormali-
ties, and spectacles were staged every half hour, ranging from a “Real
Harem out of Cairo!” (in fact they were Tunisians) to the freakishly hairy
Lion-Man. For a show in 1898, a banner boasted of “35 Togo Negroes!
28 Girls—5 Men—2 Children!”®! In short, rooms of waxen aristocrats
and ethnographic objects (both human and material) exhibited the estab-
lishment’s credentials, while displays such as the stufted human skin of a
West African girl offered more sensational fare to bring in customers. Na-
tionalism, science, and popular spectacle served as backdrops for the live
shows of dwarves, bearded women, snake charmers, odalisques, and last
but not least, Togolese children.

The interplay between the respectable and the sensational inside the
walls of the Panoptikum found its way out onto the streets—as design on
chromolithographed posters. This “planographic panoptics,” as I term i,
similarly contrasted German notables, German traditions, and modern
science against the thrill of racial deformity and criminal notoriety—
but in a very condensed fashion, to fit a two-foot-by-three-foot, two-
dimensional surface. Panoptikum posters generally aped the mode of the
emergent mass media. The poster for Siiring’s Universum wax museum
in the early 1890s, for instance (Plate 3) follows the layout of one of the
new illustrated newspapers: the masthead promises “New, Interesting,
Educational.” The headlines boast of “lifesize figures!” and “newest cur-
rent events!” And the text is arranged like a classified ad page, including
pointing fingers to attract the eye. Around the edges are arrayed an illus-
trated overview of the newsworthy and the noteworthy, the bizarre and
the sentimental. A mechanical professor is next to a sword-balancing
acrobat. Essa the Giant Child sits alongside Princess Pauline, the Smallest
Woman in the World. Little Red Riding Hood encounters the Wolf. The
Seven Dwarves watch over a catatonic Snow White. A German soldier
bids farewell to his family. A man and woman are roped together (a mar-
riage ceremony? a tableau of the murderer Franz Schneider?). Meanwhile,
interspersed are contrasts and aberrations: a Native American with war
paint; a profile of a black boy with a misshapen cranium; two Germans
distorted by funhouse mirrors; a robed African with dyed hair; an African
native with inserted lip- and ear plates. At the bottom, the explorer “Cas-
sati” [sic| tied to a tree.
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The more sensationalistic images in the panoply, such as the African
savages about to stab Gaetano Casati, or the pointed teeth and pierced lip
plate of the African native, were unusual for public posters in the early
1890s.9% Crafted by the firm of Adolph Friedlinder, Siiring’s was only one
of many in this new style, which included posters for Trabers Museum,
Neumann’s Museum, Paolos Panoptikum, Julius Eppmann’s Moskauer
Panoptikum, and Otto Riedel’s Panoptikum.®® Collectively, such posters
presented a popular panoptic array that juxtaposed “natives” and “freaks”
against German folklore and military heroes. What linked these diverse
things together was a new, modern sensibility of spectacle.® The commer-
cial ethic is paramount. Each spectacle is useful only insofar as it might
trigger an emotional response in a viewer—sentimentality, curiosity, hor-
ror, disbelief—that might then propel the viewer into the establishment.

The people show and the Panoptikum were more than performances
that simply catered to public curiosity. They were commercial projects,
crafting a gripping view of the world and disseminating that view
through innovative promotions. The enterprises of Hagenbeck and Cas-
tan, in fact, were at the very forefront of visual strategies that other com-
mercial enterprises, particularly manufacturers, would later adopt. The
successful displays of people in the 1880s, whether live or made of wax,
made groundbreaking (and eye-popping) use of the most recent techno-
logical innovation: the inexpensive, vivid, full-color poster. Inexpen-
sive chromolithography allowed new entrepreneurs of the 1880s such as
Hagenbeck and Castan to not only proclaim the exotic wonder of “peoples
of nature” but also to show it. Show business had become, quite literally,
“show” business.

The vast majority of the chromolithographed show posters produced
in Germany between 1880 and 1914 were the product of a single Ham-
burg firm, that of Adolph Friedlinder (1851-1904). Friedlinder had set up
his small printing business in the St. Pauli district in 1872, initially print-
ing labels for goods and products on hand presses. He moved in the rather
dubious circles of showmen and carnies—he was a board member of the
Society of Traveling Showmen (Vereins reisender Schausteller und Beruf-
sgenossen) and even printed its newsletter. By the 1870s his firm was issu-
ing posters for freak shows, circuses, panopticons, and traveling varieté acts
and American minstrel shows.®® The minstrel show posters, in fact,
were among Friedlinder’s very earliest; he crafted posters for the shows
of Brooks and Duncan (1873), Forrest and Harding (1875), Edwards and
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Harris (1882), and Astor and Belmont (1884).%° Friedlinder’s firm grew
rapidly after the purchase of a rotating lithographic press in 1883, and he
employed a growing number of graphic artists, the most well-known of
whom was Christian Bettels. Friedlinder’s first posters for Carl Hagen-
beck’s shows began to appear in the mid-1880s. Though Friedlinder
was a personal friend of Hagenbeck’s, he also undertook printing jobs
for Hagenbeck’s competition, including the ethno-sideshows of the
Circus Busch and shows at the Passage Panopticum. By the mid-1880s
Friedlinder’s chromolithographed posters were seen all over Germany.
His firm had effectively injected a new visual style into the German pub-
lic sphere—a style that stood out for its colorful vibrancy and startling
sensationalism.®’

It might be more accurate to say that Friedlinder imported this visual
style, however. The circus posters of the United States, particularly those
of P. T. Barnum, served as his models, although Friedlinder would refine
Barnum’s visual techniques. Indeed, the influence of Barnum on the de-
velopment of German popularly oriented commercial culture is as ex-
traordinary as it is unrecognized. Barnum had toured the R hineland with
General Tom Thumb in 1858, and Barnum’s extensive use of loud pro-
motions for his show made a strong impression—including on nascent
German advertising.®® Perhaps unsurprisingly, Barnum was also a pioneer
in the sensationalistic exhibition of “savages”; in 1861 his American Mu-
seum showed mammoth bears, man-monkey aberrations, and—following
in the footsteps of the London Zulu shows—of “Wild African Savages.”
These savages were allegedly Zulus, but likely costumed African-
Americans. Barnum’s first show dedicated entirely to savage spectacle—
“real Fijian Cannibals!”—toured the United States in 1872.% In Novem-
ber of that same year, he traveled through a number of German cities on
his way to the Vienna World’s Fair of 1873. Barnum’s first stop was Ham-
burg, where he purchased a boatload of live animals from Carl Hagen-
beck, who thereafter became Barnum’s main supplier, and even occa-
sional business partner. In his memoirs, Hagenbeck wrote about his
first meeting with the great Barnum—"the king of all showmen”—in St.
Pauli in November 1872.7% It might have been only a coincidence that,
only two years after his exchange with Barnum, and on the heels of Bar-
num’s successful Fijian cannibal show, Hagenbeck turned away from ani-
mals and toward the more lucrative showing of people. Hagenbeck him-
self described Barnum’s enormously profitable shows as “an American
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amalgamation of circus, cabinet-of-curiosities, and animal arena”; and
they were clearly a model for Hagenbeck, even if Hagenbeck added a
large dose of anthropological/scientific authenticity to make such people
shows more palatable to the conservative mores of the German middle
classes.”!

Barnum’s visit to Hamburg in 1872 also coincided with the founding
of Adolph Friedlinder’s new printing business. Even if there was no
personal contact between the two men, there can be no disputing that
Friedlinder’s approach to graphic design followed the American circus
poster model.”> A Friedlinder poster for Hagenbeck’s “Circus and Me-
nagerie” from 1887, for instance, shows an array of animals, some domes-
tic (such as horses), some exotic (such as zebras and elephants), leaping and
cavorting, and performing tricks (Plate 4). The sense of movement is
vivid. The show included “120 Persons . . . plus 20 Singhalese and Tamils,
Natives from the Island of Ceylon. And 2 Singhalese dwarves.”” Among the
swirling array of trained animals, the Singhalese paraded by, at the bottom
of the poster, in all of their exotic finery.

One key to Barnum’s own successes in the United States was his
vivid, aggressive promotional posters, appearing in the 1860s; twenty
years later such posters were being churned out of Hamburg. A glance at
Friedlinder’s corpus in the late 1880s reveals vivid tableaux of wild rit-
ual dances and strange, mysterious customs. A poster for a people show
staged in Umlauff’s World-Museum in the 1880s, for instance, pro-
moted “Carl Hagenbeck’s ‘newest’” (Plate 5).”°> This cavalcade included
“Devil dancers, staff-dancers, pot-dancers, as well as a Singhalese dwart’
‘“Verama—25 years old, but only 90 centimeters tall!” The poster is most
striking not for its proclamations but for its use of vivid color and the
way it shows the Singhalese dancers in a swirl of movement. Feet are
raised off of the ground, limbs are stretched out, flowing hair shows the
figures are in motion. Meanwhile, vibrant patterns and colors of dress
contrast against the dark skin, which itself is drawn to gleam with re-
flected light. The whole composition grabs the eye and excites the senses
in a collage of color and frozen movement. This type of poster differs
dramatically from the sedate and static posters in the German classical
style, like those for the commercial exhibitions. Friedlinder’s composi-
tion also diverges radically from the measured style of ethnographic il-
lustrations in the middle-class entertainment magazines (see Figure 2.5).
The show itself, as captured by a group photograph of the show’s human
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and animal performers, seems to have been a much more prosaic affair.”
The Singhalese show toured Europe from 1883 through 1885. In Berlin,
close to 100,000 people attended the Singhalese show, from which Hagen-
beck grossed approximately 32,000 marks.”> This variant of Germans’
fascination for people of exotic lands, then, was generated through an
intense promotional campaign—one that reshaped exoticism in the vi-
sual sphere, replacing the languid icons of allegory or engravings of eth-
nography for vivid, dancing spectacle.

By the 1890s Friedlinder’s firm had become one of the largest poster
printers in Germany: it created at least 2,000 different poster designs in
the decade after 1890. As the print run for each poster usually involved
3,000 or more copies, Friedlinder produced a substantial corpus of visual-
ity before the fin de siecle.”® At its peak, the firm printed 400 poster de-
signs every year. Friedlander had imported his vivid style from Barnum’s
America in the 1880s, but by 1900 he was exporting this style, crafting
posters for customers as far away as Japan, India, Australia, and even the
United States.”” The images themselves could undergo curious transoce-
anic and transcultural journeys: in a strange twist, one of Friedlinder’s
more prominent chromolithographs, of a Ceylonese snake charmer, made
its way to central Africa. There the orientalist image was reinterpreted by
devotees of the indigenous cult of Mami Wata. From Central Africa, the
image made its way across the Atlantic, where it was worked into Latino
imagery of the Catholic Saint Marta in the Americas. Finally, the image
ultimately became the centerpiece of artwork by a practitioner of voodoo
in Haiti.”®

Friedlinder’s illustrations of circuses, menageries, exotics, panopti-
cons, and sensational shows of natives became one of the first prominent
fonts of visual mass culture in late nineteenth-century Germany. The firm’s
corpus included less sensational work, of course. For the 1889 Commerce
and Industry Exhibition in Hamburg, the firm printed the traditional and
decorous official poster, even as it printed posters for Hamburg’s more grip-
ping attractions, such as Castan’s Irrgarten and the hot-air balloon ride.”” But
the most vivid posters, especially of natives, made the greatest impression.
Surviving photographs of poster-plastered walls from the fin de siecle in-
variably show at least one poster identifiable as a Friedlinder, usually a
“native” of some sort. When cartoonists lampooned the growing ubiquity
of advertising, they often chose to include a Vilkerschau poster in their
caricatures.®
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Packaging the Wildly Popular

As popular phenomena, the people show and the Panoptikum had a visi-
ble impact on the early commodity culture of imperial Germany. In some
cases, the connections were direct. The profitability of the people shows
raised the potential for money-making opportunities beyond the stage,
and this led to some of the very first examples of promotional product tie-
ins to emerge in Germany. The entrepreneurial activities of Carl Hagen-
beck’s halt-brother, John, also in the Vilkerschau business, offers a case in
point: John Hagenbeck used his contacts in Ceylon, formed while orga-
nizing a Singhalese Volkerschau, to purchase coconut, tea, and rubber plan-
tations on the island.®! Back in Germany, he then marketed tea under the
brand name Hagenbeck’s Ceylon Tea at least as early as 1895. Omitting
his first name, of course, associated his tea brand with his increasingly
legendary brother. The first advertisement for Hagenbeck’s Ceylon Tea
appeared as a component of the promotional poster for Carl Hagenbeck’s
“India” show in Berlin in 1895: the prices for John Hagenbeck’s teas are
printed on the show poster underneath the illustration of a dancing
Indian woman in a sari bedecked with exotic jewelry.®?> The lithogra-
pher was Adolph Friedlinder, whose firm increasingly drifted into ad-
vertising products by the circuitous route of product placements in
show promotions.®

A famous advertisement for Hagenbeck’s Ceylon Tea from 1899 fea-
tured a Ceylon native carrying an enormous crate of tea on his head
(Figure 2.6). Designed by Ludwig Berwald, this poster became one of the
very earliest exemplars for professional advertisers: it was reproduced in
the earliest professional literature, including in the 1899 issue of Robert
Exner’s Propaganda and again in Johannes Lemcke’s 1901 Handbook of Ad-
vertising.%* The native carrying the crate serves an authenticating role; like
the Tobacco Moor of a half-century earlier, the figure certifies that Hagen-
beck’s tea really is from a distant land, by incarnating that land in the body
of one of its denizens. Yet Berwald’s poster of 1899 differs markedly from
that of the dancing Ceylonese woman of Friedlinder’s 1895 poster; as we
will see in Chapter 4, the male figure is not just an object of a spectacle,
but a performer of labor, literally lifting the brand name above himself.

The commercial opportunities presented by the Volkerschau extended
beyond the world of showmen. As the spectacles of the shows expanded, the
shows achieved tremendous recognition, and new businesses offering new
products often sought to capitalize on the shows’ spectacle and cultural
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Figure 2.6 Poster for (John) Hagenbeck’s Ceylon Tea, designed by Ludwig Berwald,
1899. Sources: Propaganda 2, no. 1 (1899), and Johannes Lemcke, Handbuch der Reklame
(Berlin: Brockhaus, 1901), 113.

prominence. The Dresden Chemical Laboratory Lingner was one of the
first German firms to engage in intensive, ongoing nationwide advertising
campaigns, and its mouthwash Odol, appearing in 1893, was one of the very
first German brand-name products.®® One of the most prominent of Ling-
ner’s campaigns boasted that Odol was “spread to all the nations and to all
peoples!” To illustrate this slogan, the Lingner firm turned to the most visi-
ble presentation of “all peoples™ it crafted ads featuring “types” of peoples,
and circulated them first in mass-market papers, such as the Fliegende Blitter,
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Figure 2.7 Odol mouthwash advertise-
ment, 1901. “Absolutely the best mouth-
wash in the world! Spread to all peoples!”
Notice the necklace tags, which are minia-
ture likenesses of the commodity package.
Source: Fliegende Blitter no. 2912 (17 May
1901).

around 1900, and a decade later, in colonialist publications.®® These figures
were more ethnographically delineated than the allegorical figurations of
lands or continents, but drew their pictorial style from people-show promo-
tions: Odol’s first ads were of Lapps, for instance, which corresponded to
Hagenbeck’s first show of native people. A close look at Odol’s 1901 illustra-
tion of a representative of “Africa” (Figure 2.7) reveals an intriguing resem-
blance to an actual photograph of one of Hagenbeck’s African performers,
the Warrior-Queen Gumma, as seen in an issue of a showman’s journal, Der
Kurier, from 1896.%” That Odol’s graphic designer would draw from a photo
of an ethnographic performer—perhaps the only photo of an African on
hand—was not at all improbable. In fact, such stories abound. The visual
traces of the Volkerschau had ongoing impact: a nude photograph of a “Zulu
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Figure 2.8  Advertisement (by Franz Christophe) for the Berlin poster design firm Holler-
baum & Schmidt, reproduced in a professional advertising journal in 1902. Source: Modern
Reklame 1, no. 9 (1902): 126.

Princess” who had appeared in a show in Castan’s Panopticum in 1885, for
instance, was used over and over again in scientific publications, reappearing
in ethnographic compendia for decades.®®

In general, when graphic designers of the 1890s were tasked to illus-
trate the common advertising slogan “available everywhere,” some chose
to playfully twist the phrase into supposedly global distribution—and
then draw this global reach by showing a panoptic array of ethnic groups
engaging with the product. For the emerging business of poster design,
the embodiment of distant lands as peoples in a panoptic array proved
doubly irresistible, for it allowed them both to illustrate a difficult con-
cept and to demonstrate they had their finger on the popular pulse. The
Berlin firm Hollerbaum and Schmidt, for instance, advertised its own
services using scenes of four different peoples—Lapps, Native Americans,
Japanese, and Africans—admiring their posters (Figure 2.8). This recast
age-old allegorical figurations of continents into a more current symbolic
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representation of the four extremes of the earth: namely the Arctic, the
Wild West, the Far East, and darkest Africa. But it also corresponded to
the four most common types of popular shows staged in Germany: the
Vilkerschauen of Lapps, Africans, and American Indians, and the Japanese
circus/magic/acrobat shows.®

Just as the panoptic visual array of the popular people shows spilled
over into later advertising, so too did its sensibility of spectacle. The vivid
scenes on Friedlinder’s promotional posters provided not only a pool of
exotic embodiment for advertising pioneers, but also a modus operandi of
pictorial style. Even more than a decade later, the packaging of Ceylon
Creme chocolates, manufactured by the venerable Cologne firm of Stoll-
werck around 1900, duplicates all of the components of a sensational
Volkerschau poster (Plate 6). The partial nakedness of the Ceylonese plays
off the vivid, colorful splendor of their costumes. The elephants at the
center of the scene are both awesome and controlled, but instead of logs
carried by their trunks—showing their use as draft animals—the Stoll-
werck box has them carrying chocolate bars. The rich adornments on the
elephants hint at princely wealth, and the spears, shields, jewelry, and mu-
sical instruments hearken to the ethnographic objects that authenticated
the shows. The natives dance, play, gesture, and stride, with arms and legs
outstretched in a tableau of frozen movement. The vibrancy and energy
brought to life in the packaging contrasts strikingly with Stollwerck’s
more staid packaging from the previous decade. It clearly echoes a num-
ber of early Vilkerschau poster illustrations from the mid-1880s (cf. Plates 4
and 5); it also draws on pictorial themes from British show posters of Cey-
lonese.” Stollwerck’s graphic designer followed the techniques of Friedlin-
der’s artists, crafting a scene of intense color and vivid movement. Friedlan-
der’s Ceylon posters, in turn, drew from the promotional posters used in
reprints of P. T. Barnum’s memoir, including the enormously popular The
Art of Money-Getting.”!

In Savage Color: African Vilkerschau Posters in the 1890s

Some poster designers took sensationalism to a new extreme, into the
illustration of horrifying savagery (Plate 7). One of the most visceral, for
the show “Male and Female Australian Cannibals,” printed (in English)
by the Berlin firm Nauck & Hartmann, depicts a gruesome scene: black
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cannibals, wearing feathered skirts and necklaces and large looping ear-
rings, gnaw on human bones and hack apart the corpse of a European. A
freshly killed European lies in the foreground, while in the background,
two bound white men are measured for their meatiness, a third is ha-
rangued by wild dances, and a fourth thrashes vainly as he is about to be
clubbed to death, cooked, and eaten. In the distant background, a ship sinks;
the unfortunate whites, it is clear, are the survivors of a ship wrecked off
savage shores. (This is an allusion to the wreck of the Maria near Cardwell
in 1872.)°% Such a graphic depiction was far beyond the pale of propriety
for the German visual terrain of the mid-1880s.”?

This poster, along with a less gruesome one for “Australian Cannibal
Boomerang Throwers,” shows an unusual feature for a Vilkerschau poster
from the 1880s—the graphic delineation of the performers as racially dif-
ferent. The black figures’ features are distorted, and emphasize large,
bright red lips. Volkerschau posters produced in Germany did not begin to
deploy such racialized depictions for another twenty years (and even then
only with illustrations of Africans): these Australian cannibal posters
were very much ahead of their time. Like the show itself, the poster
themes were an American import, as we can deduce by the English text.
The basic lithographic plate or stone itself may even have been brought
over the Atlantic, though the design is signed by the Berlin lithographer
Alex Honig. The yellow and green empty spaces on the poster were left
blank to accommodate specific show times and locations, and could be
filled in with specific information in German, as seen in several compos-
ites.” The German-language pamphlet for the show’s German tour was
printed by Franz Greven of Cologne and is no less visually gruesome,
with an engraved, black-and-white version of the identical scene on its
cover.”

The tour of Australian cannibal boomerang throwers was orches-
trated by an American impresario, Robert A. Cunningham, an agent of
P. T. Barnum. The supposed cannibals Cunningham brought to Europe
in 1884 had toured the United States the previous year, as part of “P. T.
Barnum’s Last Sensation: the Ethnological Congress of Strange and Sav-
age Tribes.” The racial elements of the show, and the racialized features of
the Australian cannibal poster design itself, becomes more understandable
when we find that Cunningham himself, before becoming a Volkerschau
impresario, had worked as a promoter of American minstrel shows. In
1884 and 1885, the Australian cannibal show toured Europe, including
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London, Brussels, Cologne, Berlin, Dresden, and Chemnitz. In Berlin,
Cunningham’s show stayed over at Castan’s Panopticum for three months.

Three of the seven aboriginals died while in Germany.”®

The show’s pro-
motional materials minimized their humanity, presenting them simulta-
neously as ethnographic objects of study and (as the pamphlet described
them) “truly bloodthirsty monsters.”

In 1901 a report from the German Colonial Society complained that
“the attraction of just observing indigenous people in their typical dress
and customary jewelry surrounded by their weapons and tools, or even
their native dances, is not enough to draw the spectators anymore . . . one
turns to methods that are geared to titillate the masses.””” This recogni-
tion was a decade late. In the mid-1880s and early 1890s Hagenbeck and
his competitors increasingly staged shows of supposedly savage natives from
Africa. Nubians (from the Sudan), Zulu, Somali, Bushmen and Hotten-
tots (Khoi-San), Amazons (from Dahomey), Bedouin, Ashanti, Swahili,
and Dinka were among the many people from various regions of the Af-
rican continent brought to Europe for display. In the four years between
1885 and 1889, thirty-seven of forty-one—roughly 90 percent—of the
Vilkerschau in Germany listed by Sierra Bruckner were of peoples from the
African continent. In the seventeen years prior to 1884, meanwhile, only
six of twenty-four shows had been of Africans.”

Africans’ new prominence on German stages might be seen at first as
a logical outgrowth of popular interest following Germany’s colonial ac-
quisitions on that continent in the mid-1880s. However, there were few
direct links between German colonialism and shows of Africans. Apart
from a show of Prince Dido and other Cameroonians in 1886, and a Togo
show at the Passage Panopticum in 1900, none of the shows were of Afri-
cans from areas under German colonial rule.”” More important, the
shows themselves were transnational, touring London and Paris as profit-
ably as Berlin and Cologne. The parade of African troupes through the
cities of Europe, including Germany, was part of a growing interest in
Africa across Europe in the mid-1880s—an interest that was intensified
by the new mass media. The expeditions of Stanley were grist for the new
popular tabloids, and such media popularization fed into the “Scramble
for Africa,” of which Germany’s leap into colonialist policy was a key
component.'’”

The new prevalence of the African Volkerschau worked symbiotically
with the new popular media. The people shows of the 1880s had been
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driven by a rhetoric of anthropological discovery, circulating through the
bourgeois entertainment journals. In the 1890s the new illustrated mass
media provided a new framework—and a new tone. The reports of colo-
nial warfare led the headlines of the new tabloids in Britain, France, and
increasingly, Germany; the impresarios of the people shows sought to
capitalize on this media flurry. The stunning defeat of the British military
expedition at Isandhlwana in January 1879 commanded gripping head-
lines throughout Europe; that same year a Vilkerschau of so-called Zulu
appeared in Berlin. In 1885 the forces of the Mahdist uprising in the Su-
dan besieged (and ultimately killed) General Gordon at Khartoum, which
became a cause célebre for the new mass media in London, which then
spread to European papers. The impresarios were quick to seize the mo-
ment: Heinrich Méllers’s Sudanese Caravan of 1885 purported to display
“troops and supporters of the Mahdi.” Most provocatively, when French
colonial troops attacked the Kingdom of Dahomey (modern-day Benin)
in 1890 and 1892, they purportedly encountered female warriors, which
was avidly reported in the new papers. In the years 1890 and 1892, shows
of “Dahomey Amazons” toured the European capitals.!'! The excitement
of colonial warfare, in short, provided a backdrop to the stage of the 1/l-
kerschau. And this backdrop was not merely sensational, but violent. The
more sedate “ethnographic” shows of Laplanders, Eskimos, and Chileans
that flourished in the late 1870s and early 1880s were, by century’s end,
considered “too sober” to exert a lasting attraction.!®® By the 1890s Africa
had arrived, and Africa was staged—and lithographed—as a land of sav-
age warfare.

The outlines of this new illustrated popular savagery can be sketched
in a brief survey of the imagery for a single show, that of the Amazons
from Dahomey (Plate 8). In 1890, the very same year that shocking head-
lines told of French colonial troops coming under attack by female war-
riors of Dahomey, a Hagenbeck show featuring the Dahomey “Amazon
Corps” appeared. Over several seasons, the show performed at Castan’s
Panopticum, Umlauft’s World-Museum, and the Frankfurt Zoo, and in
many other venues in Germany, before moving on to France and Britain.
According to a program from 1891, the show opened with a war dance
led by their fearsome warrior-queen, Gumma. The Amazons then en-
acted a number of military exercises and martial drills, including a sword
dance.!” The show was a remarkable success, and it spawned a number of
imitators over the following decade, with shows by Albert Urbach in the
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Figure 2.9 Photographic souvenir postcard from the Volkerschau of the Amazon Corps.
“The personal guard of the King of Dahomey in West-Africa.” Printed in Hamburg.
Source: Collection of Robert Lebeck, reprinted in Hermann Pollig, ed., Exotische Welten:
Europdische Phantasien (Stuttgart: Edition Cantz, 1987), 390.

mid-1890s and by Hood in 1899, under the title “Thirty-Three Wild
Women from Dahomey.”

Of course, the actual African performers, more than thirty of them,
were not really from Dahomey, and neither were they former Amazons
or even soldiers. Authenticity—once the entry ticket into respectable
society—was becoming less of a concern. This made for an ever-growing
disjunction between promotional lithograph and performed show. For
instance, a photograph of the troupe from a souvenir postcard reveals a
surprisingly staid scene where twenty-three West Africans of various
ages, mostly women but some men and children, pose as a group for the
camera (Figure 2.9). Some look stern; most look bored. A few are holding
spears, but these weapons are merely accoutrements of their costume
rather than deliberately held up in warlike aggression. At the center of the
troupe, the Oberkriegerin (chief warrioress) Gumma, who wears a feather
behind her head, appears to have a rather bemused expression on her face.
And the tiniest child appears more than a bit grumpy.
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Compare this tranquil pose with the poster designed by Friedlinder’s
firm, in which a pack of wild-eyed savage warrior women, armed with
muskets, knives, and cutlasses, rushes forward in the attack (Plate 8). With
the glistening blades, blowing skirts, bare feet, and staring, maniacal
eyes, they represent a swirling mass of brutishness that charges past the
viewer. The hulking followers are undifferentiated from one another;
they are uniformly masculinized with square jaws, heavy brows, and
broad shoulders. Gumma herself'is drawn with somewhat more feminine
features—thinner, smaller in stature, a more delicate ear—and with a hint
of something besides mania in her eyes. (As we will see below, she was
the show’s erotic focus.) Another Friedlinder poster by Christian Bettels
for the Amazon Corps show at Umlauft’s World-Museum in Hamburg in
1890 (not pictured), though less menacing, is even more physically ki-
netic: it depicts a leaping Amazon with a spear battling another broad-
shouldered Amazon wielding a sword. They fight over the body of a third
Amazon, while others circle around.!”* The difference between Friedlin-
der’s composition of hulking and maniacal savagery (with the slightest bit
of eroticism) and the photograph of the carefully arranged troupe (Figure
2.9) is striking.

Friedlinder’s other posters for the Amazons highlight the shows’ dif-
ferent aspects. Some posters sketch scenes that are strictly martial. One
poster from around 1890, for instance, depicts rows of black Amazons
standing at parade attention, forgoing the more visceral thrill of action to
emphasize the orderly regimentation of their soldierly drill; yet savagery
creeps into the scene by the row of skulls, stuck on posts not so innocu-
ously in the background.!® Other Friedlinder posters for Albert Urbach’s
show of “Wild Women from Dahomey” at Castan’s Panopticum in 1894
also depicts martial drill; it arrays three groups of Amazons of about twenty
apiece (in yellow, blue, and red costumes) marching in ordered ranks.!*®
All of these posters of Amazons at military drill, however, feature one
menace—namely, the chief Amazon herself, directing the marching of her
she-warriors with sharp sword upraised.

A few posters tone down the trope of combat, instead offering a ges-
ture toward the erotic. For the more respectable Castan’s Panopticum,
Friedlinder used its premier artist, Christian Bettels (Plate 9). Note par-
ticularly the masterful play of light on the figure’s bare arms and upper
body. Indeed, the woman who performed as Gumma was the erotic focus
of the show; a contemporary newspaper account wrote of “her gleaming
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brown shoulders” draped with nothing but shells and beads. And after the
show, Gumma sold photos of her troupe and herself—one mark for the
clothed version, or two marks for the unclothed.!”” In Bettels’s somewhat
eroticized poster a dagger appears in her hand, and her fist is clenched;
both lend an undercurrent of danger, contradicting or perhaps escalating
the erotic undertones. Bettels nonetheless approached this drawing with
some sensitivity, and it differs dramatically from its more spectacular, vio-
lent competitors. As it turns out, Bettels’s is the only poster of Gumma
to be drawn from an actual photograph of the performer herself.!"® The
text of the poster labels this show at Castan’s as the Original Amazons,
and perhaps Bettels chose to make the image in the actual likeness of the
performer as a claim to authenticity in the face of competition from other
troupes, such as that of Urbach.

A great deal has been written about the eroticism that underscored
European perceptions of the colonial encounter, particularly in the en-
coding of black female bodies as sexually accessible.!”” Yet we must be
wary of assuming uniformity among and between European colonizing
cultures. Themes such as imperial eroticism did move freely across difterent
cultures in Europe, but always through very specific vectors—translations
of fiction, copying of engravings, itinerancy of performances—each vec-
tor with its own history. Although colonial ideologies, discourses, and
motifs spread transnationally across Europe (and beyond), they were
adapted and articulated locally in markedly different ways. For instance,
Amazon shows toured all European capitals, such as Paris, London, and
even Riga, and their promotional imagery thereby also crisscrossed
national borders. The poster for J. C. Bernhardt’s Amazon show in the
Frankfurt Zoo in 1891, for instance, was the same as that used for the
1893 show at the Crystal Palace in London.!" In other cases, however,
posters for the Amazon shows followed local patterns in both poster de-
sign and cultural politics. French promotional posters for the 1892 Ama-
zon shows, for instance, escalated the depictions of the Amazon’s savagery
dramatically: one for the Théatre de la Porte St. Martin depicts a horde of
bare-breasted maniacal savages, screaming, attacking, and gyrating and
cavorting wildly in front of their cow god. Meanwhile, heroic white
French colonial soldiers in their crisp white uniforms repulse a howling
wave of black female savages flowing over them. Another poster for the
Casino de Paris even shows a bare-breasted Dahomean holding aloft a
severed African head.!"" The partial nudity of the African women is par-
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ticularly striking; it is not incidental to the images, but drawn at their opti-
cal center.

In the German public sphere of the 1890s, the nudity seen on French
posters would be unthinkable. In fact, black female figures overall were
almost never sexualized in the overt ways common in French show cul-
ture.!'? More curiously, the female African body (as the rest of this book
will implicitly show) generally appeared much more rarely in German com-
mercial visuality, at least until the Weimar years. There are a great many
reasons for this. French commercial culture was often more overtly eroti-
cized overall. Additionally, French colonialist rhetoric of assimilation lent
itself a bit more easily to erotic depictions. In Germany, meanwhile, the
gendering of colonialism as a sexual relationship with Africans was politi-
cally fraught in the wake of the Carl Peters sex scandals.'® But the most
important factor may be the trajectories of specific motifs—these motifs’
“momentum” in the visual realm, if you will. In German bourgeois vi-
sual culture, it was the Orient—and particularly the harem of the Near
East—that had long been infused with erotic overtones."* In the popu-
larly oriented people shows, meanwhile, the Pacific Islands, and especially
Samoa, emerged as the primary site of ethno-colonial eroticism.!”® In the
German commercial-visual landscape, the African shows’ specialty was
not sex, but savagery.

Over the course of the 1890s in Germany, the illustrated savagery of
Amazon posters tended to increase. Yet the illustration of eroticism did
not. When another incarnation of the Amazon show toured nine years
later (in 1899), it did so not as drilled Amazons but as “Thirty-Three
Wild Women.” Despite the implicit eroticism in the show’s billing, the
promotional posters escalated the violence, not the sex. Adolph Friedlin-
der’s poster for Albert Urbach’s “Wild Women of Dahomey” show fore-
grounded the violence; the Amazons charge the French with fixed
bayonets, and one steps triumphantly on a French corpse (Plate 10). The
mustached colonial troops, meanwhile, are steadfast in their defense and
immaculate in their clean, white tropical uniforms and highly polished
boots. The warrior-queen urges her Amazons forward from atop a hill-
ock, with sword aloft and skull flag fluttering.

While some rush toward the colonial troops with their rifles
shouldered—probably an echo of the show or the earlier posters of the
Amazons at drill—the raised and hacking swords, the falling bodies, and
the black skull waving over the scene lends the scene a menacing air. The
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scene poses a peril—namely, an inversion of race, gender, and even class
categories—in the effort to provoke strong emotions, whether horror or
fascination. And it circulated widely; a more cheaply produced, scaled-
down version of this scene adorned show pamphlets, including one from
Riga around 1900.

Another version (not pictured) of the same scene elevates the violence
to French proportions as a chaotic wave of savage, ebony-skinned Ama-
zons crashes into a group of white French colonial soldiers, impaling,
shooting, and beating them with rifle butts.!'® The ferocity of the “Wild
Women” in the poster is gripping: they are all undifferentiated, with hair
uniformly frizzy—their black skin gleams with sweat. The innate barba-
rism of the African women in such posters, scholars have noted, plays into
contemporary discourses about the proper role of women: the scenes could
be read as an implicit indictment of the emerging women’s movement. The
racial and gender conflict, moreover, is expanded into one with class under-
tones as well; in some versions the warrior queen at center, as one scholar has
observed, echoes Eugéne Delacroix’s “Liberty Leading the People.” Un-
like Friedlander’s version (Plate 10), the more violent version of the poster
had no text—a “Lagerplakat” in German parlance, preprinted for sale to
whoever might need it—and so might have been produced with French
purchasers in mind.!"”

For the most part, the organized enthusiasts of the German Colonial
Society kept their distance from these shows. There were several notable
exceptions, mostly born of financial exigency. In 1895, for instance, the
Colonial Exhibition in Liibeck featured a show of “Dinka-Neger” to
make ends meet; the organizers of the exhibition had initially attempted
to involve Hagenbeck’s company, but without success. Nonetheless, the
Liibeck people show met with disapproval from some die-hard colonial-
ists.!"® Colonial enthusiasts, who saw themselves as the “experts” in all
things colonial, decried the inauthenticity of the shows. According to one
colonialist writter, the Amazons from Dahomey were not the savage,
bloodthirsty warrior women they were purported to be in the show’s pro-
motional material. They were instead from the Togo coast, he fumed,
and had made their livelihoods as dockworkers and porters; these Ama-
zons had been drilled in the use of weapons only recently—by some im-
presario in Hamburg.!" Overall, colonialists disapproved of the sensa-
tionalism of wild dances, the vivid rituals, the staged savagery of mock
battles, and the allusions to cannibalism that appealed to popular tastes.
For the colonialists, a commitment to edification remained paramount,
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and edification required not only authenticity but a certain amount of
dignified restraint.

The colonialists did construct the Native Villages in the Colonial
Exhibition of 1896, as we saw in the previous chapter, and this was ex-
plicitly meant to tap into the popularity of the people shows. The colo-
nialists justified their decision by claiming that their Native Village would
“correct” the inauthenticities of the Hagenbeck-style shows. Certainly,
the colonialists’ Native Village was much more restrained, not just in its
public performances, but in its publicity as well. The conservative maga-
zine Daheim, probably parroting a Colonial Society press release, noted
that in the reconstructed Native Villages “happily [the natives] are not
shown like wild beasts out of sheer voyeurism (rohe Schaulust) as is unfor-
tunately far too often the case by similar events. The Germans should get
to know their brown and black countrymen (Landsleute) once from their
better side.”!?

But these “encounters” of Germans with their black “countrymen,” as
Daheim optimistically phrased it, were met with growing unease in colo-
nialist circles. Prominent members of the German Colonial Society even
pressed for legislation against Germany’s colonial subjects being exhibited
in such shows. Some were worried about the corrupting influences of the
shows or had humanitarian concerns; others were concerned that colonial
subjects” familiarity with Germany itself might engender rebellion; still
others scorned the shows’ rowdy popular audiences.!”! This concern also
reflected the German colonialists’ broader cultural anxieties over “race
mixing.”'?* These anxieties could turn shrill; at the German Army, Ma-
rine, and Colonial Exhibition staged in Berlin in 1907, for instance,
complete panic ensued when the performing Africans “escaped” from
the compound to enjoy the Berlin nightlife; some conservative com-
mentators in the press decried this as African sexuality run amok in the
heart of Berlin.!*?

When crafting representations of Africans, given the complexity of
colonial politics and racial politics in fin de siecle Germany, savagery
seemed safer than sex. This visual convention proved enduring. We saw
how the promotional poster for Siiring’s Universum from the 1890s (Plate 3)
incarnated (in wax) a panoptic survey of subjects from the sentimental to
the savage. The most prominent scene in Siiring’s poster is that at the bot-
tom, of Casati, “the African Explorer, on the Martyr-Tree.” The text re-
ferring to a “martyr-tree” (in the upper right quadrant) harks back to
medieval accounts of Saint Sebastian’s martyrdom. The words are flanked
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by the pointing fingers common to classified ads. In the image itself, a
white European is bound to a palm tree and threatened by dancing Afri-
can natives. One of the savages holds high a knife, and in the frozen tab-
leau, one can almost see the arc of the knife as it would plunge into the
viscera of the European. In fact, one can see this virtual arc of violence, for
it is visually suggested by the blue circular border. Meanwhile, the savage
holding the knife seems almost in awe of his weapon, drawing the view-
er’s eyes to the weapon, which hangs over Casati’s head to form a sort of
halo. The martyrdom here is illustrated as well as described. The focal
point of the illustration is Casati’s head, partially bowed, with his chis-
eled features conveying grim determination. His muscular neck, broad
shoulders, and bare chest convey the sense of a powerful figure on the
verge of breaking free of his bonds. This pictorial drama of savage African
violence and determined European fortitude is the most arresting of all
the vignettes on Siiring’s poster.

In point of fact, Major Gaetano Casati was an Italian explorer—and a
rather thin and lanky one at that—who spent ten years in the southern
Sudan (1879-1889), the latter part in the company of the famed German
explorer Emin Pasha. In 1891, just a few years after the dramatic story of
Stanley’s expedition to rescue Emin Pasha dominated newspaper head-
lines throughout Europe, Casati published the story of his African jour-
neys, and it appeared in Italian, German, French, and English editions.'**
Ten Years in Equatoria boasted more than a hundred illustrations, ranging
from ethnographic photographs of black African drummers, to sketches
of East African flora, to drawings that illustrated savage African rituals.
Most of them, however, were lifted from other publications. Out of this
array of printed images, a single scene emerged to become the icon of
Casati’s story: the drawing of Casati bound to the tree.!?® The actual inci-
dent that the scene illustrates was described over only a few of the book’s
500 pages. The reality of the situation was fairly prosaic; Casati had been
arrested on the orders of King Chua during a power struggle between
local elites. Why then did the image become iconic? The violence and
savagery certainly differentiated it from the reused ethnographic draw-
ings, sketches of flora and fauna, and landscape engravings. More impor-
tant, it was this illustration that was chosen to advertise the sale of Casati’s
book in such venues as the Illustrirte Zeitung (Figure 2.10).12

The illustration in the book itself, drawn by H. Boden, is subtly but
significantly different from that on the poster for Siiring’s. In the book
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Figure 2.10  Advertisement for Gaetano Casati’s book Ten Years in Equatoria and the Return
with Emin Pasha. The text relates that 18,000 copies were sold in the first three months.
Sources: Illustrirte Zeitung no. 2469 (1890): 427, and Des Deutschen Reiches Kolonial-Litteratur
[sic] der letzten Zehn Jahre (Nuremberg: J. P. Raw, 1891), 42.

illustration, the knife is far less prominent, and the tip of the African war-
rior’s spear is similarly smaller and less visibly sharp. Perhaps most impor-
tant, Boden’s portrayal of a thin, tattered Casati conveys a dramatically
different mood; in Boden’s version of Casati, the bowed head shows not
grim determination but despair and deteat. The advertisement for the book,
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meanwhile, offers yet a third version of the scene (Figure 2.10). This in-
terpretation lies midway between the square-jawed resolve of Friedlin-
der’s Universum poster and the silent suffering of Boden’s illustration; the
visage of Casati in the advertisement is more angry than steely.

All of the illustrations of the dramatic scene—book, advertisement,
poster—share the potent symbolism of a white European bound to a palm
tree, facing ferocious, dancing savages. However, as the viewing audience
for the illustration widened—from book purchaser, to illustrated-
magazine reader, to the everyman on the street (who might be lured into
the panopticum)—the visual danger posed by the savages increased. Their
weapons became larger and more prominent, and correspondingly, the
restrained power of the white figure was enhanced, as depicted in the
bound musculature of Casati’s body and in his evident resolve. As the cir-
cle of spectators widened, the scene was redrawn to heighten the violence
of the conflict.

After 1905 the German coffee giant Aecht Frank issued collectible
trading cards of the Herero uprising in German South-West Africa. The
first card in the series shows a group of Herero looting a German home-
stead, the house burning in the background, and a German lying dead in
a pool of blood. The centerpiece of the image is the bound captive, pre-
sumably the homesteader Gamisch (Figure 2.11). The depiction is a point-
by-point transposition of Friedlinder’s (or Boden’s) “martyrdom” of Ca-
sati into a martyrdom of a German colonist two decades later. The white
captive’s feet are bound in an identical way, and the savage native raises
a sharp blade upright. Now, however, instead of a dagger curving down
into the captive’s stomach, it is an even larger blade—a bloody sword,
poised to swing down on the white man’s neck. And instead of natives
dancing in savage glee, the rebellious colonial subjects are carrying away
the valuables—oxen are being ushered off, the Herero carry bundles of
loot from the burning house, and a strongbox stands empty in the fore-
ground, as visual proof of the theft of property. In Aecht Frank’s coffee
advertisement of 1905, savagery has gone mainstream. In this version,
however, the accompanying joy of the savage is not wild dancing but day-
light robbery.

In the 1890s, however, such scenes of violence in commercial imag-
ery lay decades in the future. As we will see in the next chapter, advertis-
ing writers in the early 1890s, who were just beginning to see their pro-
fession coalesce and all too aware of advertising’s ill reputation, frequently
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Figure 2.11 Collectible trading card of the Aecht Frank coffee company, after 1904.
“The Herero Uprising in German West Africa: Omanbonbe Plundering the Farm of
Mr. Gamisch.” Source: author’s collection.

criticized the style of the show poster as one of excess. One early profes-
sional advertising journal published an article titled “What One Is Not
Allowed to Do (from American Praxis),” and in a not so subtle jab at
Friedlinder’s work, the list of maxims includes: “one may not imitate the
circus-style; instead, one must be more respectable and discreet!”'?” The
visual tactic of vivid promotion, from spectacular savagery to panoptic
array, had entered the sight of the middle classes by the 1880s and 1890s,
plastered onto the walls of the city. In the world of advertising, however,
it was not yet “respectable.”

Conclusion

For centuries, “exotic” people stood as a bodily representation of the dis-
tant land from which they stemmed. What is less often remarked upon is
the degree to which such embodiment was never actually physical, but
pictorial, for the vast majority of viewers. Early figurations of exotic
peoples were clichés in the most literal sense of the word, namely, preset
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engravings fitted into a travel narrative, dropped into a classified ad sec-
tion, or stamped onto a tobacco parcel. The cheap mercantile marks of
the eighteenth and early nineteenth centuries borrowed the allegorical
strategies of more expensive (and more detailed) high art, not only out of
cultural tradition but from technological constraint as well. When litho-
graphic and chromolithographic technologies were refined in the second
half of the nineteenth century, the possibilities for mercantile figurations
expanded dramatically.

The surprising, curious explosion of the Volkerschauen, or shows of
native people, should be reappraised in light of the first stirrings of a
revolution—not a revolution in globalization, but a revolution in repre-
sentation. The shows of exotic peoples were among the first truly popular
entertainments based around exoticism to emerge in Germany, but this
popular engagement was in part technologically virtual: chromolithog-
raphy brought far more Germans a glimpse of exotic peoples than the
steamship. Moreover, the shows of native people were “popular” not just in
and of themselves, but as the object of sustained, energetic, innovative
promotion. Once began, however, innovative promotion took on a dy-
namic of its own. Early on, the ethnographic component of the shows—
reproduced in sketches in middle-class magazines—helped to legitimize
the shows as educational in the public sphere But the chromolithographed
poster facilitated a new, gripping pictorial style, which in turn fed into the
very popularity of such shows in the first place. In the 1880s Adolph
Friedlinder papered cities with sensational illustrations of exotic peoples;
in the 1890s Friedlinder’s posters were even more vivid and attention
grabbing—and more inclined to spotlight the martial savagery of Afri-
cans. Heedless of the former restraint of the measured, legitimate ethno-
graphic gaze, Friedlinder’s illustrations of savages eschewed educational
purposes; they instead seized the attention of the passerby at gut level and
propelled the curious and amused, the stimulated and the horrified on-
looker into the show.

Recently scholars have striven to show how the performers in the
Vilkerschauen were their own agents and could put forth their own agen-
das.!?® On stage, certainly, “peoples of nature” were skilled performers in
their own right, constructing their own personae. And when encountered
off stage, they spoke European languages fluently, dressed in fine cloth-
ing, smoked cigarettes, shrewdly negotiated autograph prices, and other-
wise behaved in ways to disrupt their performed and presumed identity as
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“primitives.” In short, they were not passive victims, but active agents in

their own lives.!?°

The visual product of this enterprise was quite a differ-
ent matter, however. The Ceylonese elephant rider, the oddly pierced
African, and the Amazon rushing to attack are all perpetually frozen
into a state of vibrant exoticism or chromo-savagery. We think of the
power of the “live” performance, and the sway of personal presence, but
in the long run, visual encounters were all the more powerful for their
fwo-dimensionality. Visual corporeality reached a vastly expanded audi-
ence, and its message ran no danger of being undermined by the agency
of an actual encounter.

In the 1880s Friedlinder and a tiny handful of other firms were in the
absolute vanguard of graphic techniques in Germany. They offered new
modes of representation—representations that created new expectations
in the eyes of the public as much as they catered to existing ones. The
promoters of the “circus” style were among the first to fixate on the new
visuality’s capacity to capture public attention. One might say that it paved
the way for a less erudite, less decorous, more spectacular style of public
imagery. The reconfiguration of foreign bodies, from allegorical cliché to
vivid exotic to chromo-savage, was one way in which the boundaries of
prevailing social norms could be transgressed, and the permissibility, ac-
ceptability, or desirability of public imagery itself thereby transformed. The
“interest” in African savagery (or Native American nobility, or Oriental
eroticism, or South Pacific sexuality) was chromolithographed over and
over again. These posters circulated a corpus of imagery of savage Afri-
cans to an extent never before seen in Germany. Most Germans in the
1890s would never personally encounter a non-European—even in a
tightly scripted setting like a people show. These savage images on posters
seen everywhere might very well have seemed like Africans. Collectively,
they formed a template of Africa.
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In 1887 an illustration of a rather nondescript pile of rocks with railroad
tracks running alongside appeared in one of the first books on advertising
to be published in Germany, Rudolf Cronau’s Das Buch der Reklame' (Fig-
ure 3.1). Cronau’s The Book of Advertising 1s an eclectic, wide-ranging
foray into the idea and practice of advertising throughout the world and
throughout the ages—a wide-spanning “cultural history” in that expan-
sive, nineteenth-century sense of the word. It is also heavily illustrated
with all manner of interesting engravings and peculiar woodcuts. Nestled
into a chapter on billboards and advertising posters, this rather dull image
of a slogan scratched onto a rock nonetheless seems oddly significant. Un-
like most of the other illustrations in Cronau’s book, this has no accompa-
nying discussion in the text; its only description is its caption, which de-
clares it to be an announcement (Ankiindigung) of Pears Soap on a rock
in the Sudan. And indeed, we can read the slogan painted on the rock

face—"“Pears Soap”—and crammed alongside, somewhat jumbled: “is the
best.”
Cronau attributes the woodcut to the “London News”; it is in fact

from the Illustrated London News of 1885. In the Britain of the mid-1880s,
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Figure 3.1 Engraved illustration of supposed graffiti promoting the Pears soap company,
as reproduced in Rudolf Cronau’s Book of Advertising. Note the three tiny white-robed
figures at the lower left of the rocks; in the original image in the Illustrated London News,
a number of resting black figures and camel are also visible. Source: Rudolf Cronau, Das
Buch der Reklame (Ulm: Wohler’schen, 1887), part I, 27.

this small drama of an English firm’s slogan scratched onto the landscape
of the Sudan was particularly freighted. The year before the woodcut ap-
peared, General Charles “Chinese” Gordon had been cut off and sur-
rounded in Khartoum by the Mahdists; over the following months the
plight of this besieged Victorian hero became a mass media event, with a
highly politicized and publicized outcry to send an army to relieve the
siege and save Gordon. Prime Minister William Gladstone eventually
authorized a military expedition, and tabloids such as the Illustrated Lon-
don News wrote of little else but the progress of this “war in the Soudan”
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throughout 1884. When the relief expedition failed to reach Gordon
on time, the public outcry turned acrimonious, eventually bringing
about the fall of Gladstone’s government. In the midst of all this, the in-
cident of the Pears Soap graffiti was actually based upon a press report
that originated in the Pall Mall Gazette of 1885, saying soldiers had
painted the slogan, in four-and-a-half-foot-high letters, on a rock along
the railroad near Otao.? The report of this deed—whether real or fic-
tional, whether a spontaneous act by soldiers, an early moment of corpo-
rate sponsorship, or a media invention—appears an attempt to rally de-
jected spirits by injecting a bit of humor into an otherwise grim story of
military failure.

This vignette took on a much larger visibility and significance three
years later, in 1887, when it reappeared as a dramatic illustrated adver-
tisement for Pears Soap in the Illustrated London News, with an explica-
tion by Phil Robinson as its caption.? This daubing of English commod-
ity culture into the cliffs of imperial conflict may have been unplanned
(or never even happened), but the Pears company recognized an op-
portunity: they commissioned an advertisement to commemorate this
“event’—almost three years after it supposedly occurred. More important,
in the graphic overstatement that would later become characteristic of
Pears’ new promotional style, they crafted a stunningly powerful scene
to illustrate it (Figure 3.2). The ad depicts wild-haired, half-naked der-
vishes who have stumbled across the slogan painted boldly on the rock,
“Pears Soap is the best,” and though the savages are armed with dangerous-
looking spears and shields, they fall to their knees before its mysterious
power, raising their arms in worship. On the off chance that the viewer
might possibly miss the full weight of the imperialist overtones in the
image itself, a dictum underneath forcefully declares: “The Formula of
British Conquest.” Clearly, by 1887, something momentous has occurred—
not in faraway East Africa, but rather in the pages of the Illustrated Lon-
don News.

The Pears company’s advertisement offers nothing less than the re-
demption of the imperial project through domestic consumption—and
particularly, through its brand name. After the deeply unsettling loss of
the imperial hero Gordon, the reinscription of the vignette as a powerful
tableau reaffirms the essence of British preeminence. The Pears ad includes
a quotation by Phil Robinson, a well-known war correspondent who had
accompanied the stymied relief expedition in 1884:
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Figure 3.2 Advertisement for Pears Soap in the Illustrated London News of 1887. This was
an unusually striking ad, even for that British tabloid. Source: Illustrated London News 91,
no. 2520 (1887).

Even if our invasion of the Soudan has done nothing else it has in any rate
left the Arab something to puzzle his fuzzy head over, for the legend
“Pears’ soap is the best” inscribed in huge white characters on the rock
which marks the furthest point of our advance towards Berber will tax all
the wits of the Dervishes of the Desert to translate.



112 Masters of the Modern Exotic

The pessimism in the first part of Robinson’s quotation (“even if our in-
vasion . . . has done nothing else”) is swept away by the latter part’s affir-
mation of British intellectual superiority (“will tax all the wits of the Der-
vishes”). In the process, the Pears brand name itself becomes a condensed
shorthand for British civilization. And the superiority of this civilization
will transcend any momentary setback in imperial policy. In the retelling,
and in the re-illustrating, a simple act of graffiti has become a boundary
marker of civilization; the Pears slogan is now a high-water mark of the
tide of empire, which may ebb, but like all tides, will rush in once again
(someday). Drawn as a powerful scene with graphic imagery, the vignette
offers a redemptive vision of the imperial project through the modern
commodity.

Pears’ “Formula of British Conquest” was a forerunner of a number
of advertisements with imperialist (or racist) themes by British soap
companies in the last years of the 1880s and into the 1890s.* Indeed, it is
a peculiar fact that in Britain the imperial project came to be a corner-
stone of soap advertising. Soap was among the first products in Britain
to be mass-marketed under brand names, and the Pears Soap advertising
campaign in particular was one of the first and most extensive. At the
most basic level, such imperial advertising conveyed the virtues of
name-brand soap to the English populace by associating it with popular
themes, including nationalism and its cousin, jingo-imperialism.> On a
deeper level, soap sat at the intersection of the domestic and the impe-
rial; many soap ingredients, such as tropical palm oil, originally came
from colonial economies before being processed in the metropole and
distributed into British homes. Finally, soap advertising itself, as a mani-
festation of cultural preoccupations, reveals the mutual interdependency
of a notion of domesticity gendered as feminine, and a masculinized im-
perial hegemony.®

Certainly Rudolf Cronau was impressed enough with this Pears im-
perial vignette to want to reproduce an illustration. Of course, Germans
were not personally involved with the heroic death of Gordon in the same
manner as the London public, and so they had little need for a commodi-
fied “redemption” of imperialism in the face of military failure. For a
German audience, however, the Pears slogan could be illustrative of im-
perial possibility—a call to overseas boundary-marking of their own.
On a simpler plane, however, the image of a soap slogan inscribed on a
remote landscape offered an irresistible illustration (in all senses of the
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word) of the span of modern advertising. The modern brand name—a
recent English invention—had the power to appear everywhere.

Yet Cronau revealingly did not reproduce the dramatic Pears adver-
tisement itself, so captivating to Londoners then (and scholars today). In-
stead, he offered the 1885 woodcut from the “Illustrated London News.”
There could be many reasons for this; perhaps the “Registered Copy-
right” in the lower left of the actual Pears 1887 ad dissuaded reproduction.
The most likely reason, however, is that Cronau, publishing his book the
same year as the spectacularly imperial Pears advertisement, could not se-
cure the original engraving or lithograph stone. Image reproduction was
becoming cheaper, but image production was still costly. Indeed, the
illustration of the rocks that Cronau did use (and reproduced here as
Figure 3.1) is reproduced in his book at a much poorer print quality than
that originally seen in the Illustrated London News; the block itself seems to
have become worn, and may have been purchased secondhand. In fact,
the original block (from London) might itself have been an alteration of a
preexisting engraving plate from a different scene entirely; the three white
figures in flowing white robes (each with, perhaps, a halo around his head)
and the black figures handling the two camels, seem out of place. As for
the slogan, in relief printing it is quite easy to add white by further etching.
What German or even British viewer could question that these particular
rocks were not actually those very ones in the Sudan?

Yet the absence of a dramatic scene of genuflecting Madhists makes
the scene appear a more authentic illustration of Robinson’s story. The
engraving of the rock pile is more in line with the types of illustrations
one might find in a German illustrated middle-class magazine, such as
Over Land and Sea, in the 1870s and early 1880s. Such engraved illustra-
tions, realistically carved after photographs, were respectable. As we have
seen at numerous points already, respectability was an issue for German
visual culture in the 1880s. Respectability was also the precondition for
the very profession of advertising, like the practice of commodity display
and the figuration of spectacular exoticism, to enter into bourgeois German
culture. “Empire,” as the collective effort of the nation (pace Fabri), was emi-
nently respectable, even if some of its more sensationalistic illustrations
(in British soap ads) still might have seemed a bit much.

At the time of Cronau’s publication in 1887, the German colonial empire
was barely two years old. Cronau’s presentation of the vignette in the Su-
dan could connect with two different social milieus in Germany: imperialists
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and advertisers. Both social milieus were interested in just such illustra-
tions of possibility. Early German colonialists, organized around the Ger-
man Colonial Society, lobbied for an expansion of German overseas impe-
rial activities; they looked to the British empire as their model. Early
German advertising pioneers, on the other hand, were the first in a new
profession, and they looked to Britain’s modernity as their model. Each of
these milieus, advertisers and imperialists, would define itself through
print culture over the decade of the 1890s. Yet they remained profoundly
separated from each other, not just in terms of their professional institu-
tions, but even socially. Indeed, at times they seem to represent two com-
pletely different Germanys, presenting two very different paths to the
future—and two different flavors of modernity.” Far from cooperating in
some larger, overarching colonial project, advertisers and colonialists
would emerge as competitors in the 1890s, at least indirectly in the cul-
tural realm, over who would become the masters of the modern exotic.

Advertising in Germany did not begin with the publication of Rudolf
Cronau’s handbook, of course, just as colonialism did not begin with the
pamphleteering of Friedrich Fabri (as we saw in Chapter 1). Many ele-
ments that fed into advertising practice had been long in germinating.
Classifieds and other paid announcements appeared at the back of news-
papers and journals in the eighteenth century and earlier. The press liber-
alization laws of the 1850s fed the growth of such classifieds enormously,
and a few independent brokers of newspaper classified sections (Annoncen
agencies) began to appear in Germany as early as the late 1860s.® But clas-
sified advertising remained largely a haphazard and amateurish affair in
Germany through the 1870s. Long, dense lists of text generally gave assur-
ances that merchants’ wares were “known to be the best (Anerkannt das
Beste) (Figure 3.3). Such classifieds, moreover, remained spatially segregated
at the back of books or periodicals. Even the introduction of the Litfafsiule,
the tall wooden columns that held printed notices and promotional bills
first appearing in Berlin in 1855, were less a comment on the prevalence of
posters than a way to confine handbills and notices to a sort of cylindrical
bulletin board.

In the Germany before the mid-1880s the business of classified ads
and posting handbills held an air of disrepute. One can see this reflected
in the types of products offered in classified sections, which were fre-
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Figure 3.3  Classified ad page from the Illustrirte Zeitung of 1867. Source: Illustrirte Zeitung
48, no. 1246 (1867): 345.
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quently for such dubious products as patent medicines and hair tonic.
Other classified services included employment notices, businesses for sale,
lotteries, discreet homes for unwanted children, doctoral dissertations for
sale (“correctly done and annotated”), and rubber sexual paraphernalia
thinly veiled as “hygienic” devices.” Indeed, even as late as 1907, commen-
tators railed against advertising as a practice fraught with obscenity.!
Faced with this reputation of classifieds, the advertising writers of the
1890s often found it necessary to defend their trade by admitting to the
“excesses” of earlier forms and practices, thereby drawing a line between
the disreputable amateurs of old and the honorable professionals of the
new modern age.!!

Advertising’s reputation began to improve in the last quarter of the
nineteenth century. In part, this came from necessity intermixed with op-
portunity. Publishers seeking larger print runs, and faced with greater de-
mand for illustrations, required new means to raise revenue to pay for both.
The eminently respectable Gartenlaube, for instance, began to include a
classified supplement as early as the late 1860s in order to pay for its expen-
sive illustrated pages.!> The more prevalent advertising became, the more
reputable it became—which in turn led ever more publishers to include
advertising sections in their publications. By the 1890s even professional
trade journals, such as the Elektrotechnisches Rundschau and even the Social
Democratic Party press, began to include classified advertising sections.'”
The simple economics of illustrated publishing thus provided the backdrop
to the rise of professional advertising. However, in Germany, the profes-
sionalization of advertising emerged as a transnational engagement—a
complex cultural negotiation between the exotic and the familiar.

Travel Engravings and the Modern Exotic:
The Worlds of Rudolf Cronau

The aura of exotic travel infused the earliest presentations of illustrated
advertising, just as it did commodity display and poster representations.
The author of one of the earliest and most important trade books for the
nascent advertising profession in Germany, The Book of Advertising (Das
Buch der Reklame) was the well-known travel writer Rudolf Cronau. A
longtime essayist for Gartenlaube, Cronau is noted for his vivid (if some-
what fictive) depictions of the United States. He is also known, to a lesser
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degree, for his amateur anthropological ruminations on Native Ameri-
cans; he published Travels in the Land of the Sioux a mere year before The
Book of Advertising."* His depictions of Native Americans and of other ex-
otic peoples to a German audience were visual as well as literary; he was
also a renowned illustrator, and his drawings and illustrations appeared in
Gartenlaube throughout the 1880s. Illustrations also peppered the pages of
his own publications on America.”® Cronau had gone to the United States
as a correspondent for Gartenlaube in 1881 on the first leg of a world tour,
but returned to Germany in 1883 following an illness. A man of many
talents, Cronau even involved himself in exotic show spectacle, helping to
stage a Volkerschau, leading a troupe of Sioux Indians through Central Eu-
rope in 1886.1°

Given the breadth of Cronau’s talents and travels, it is unsurprising
that the scope of his Book of Advertising is far more expansive than the nar-
row trade manuals that would follow over the next two decades. Cronau’s
book offers a stimulating survey of Reklame in the very broadest sense
of the word—as he puts it, “that which through word, writing, or action
excites interest in a thing, person, circumstance, or enterprise.”!” Cronau
reproduces many examples of what we would see now as actual advertise-
ments, but armed with such a broad definition of the word, he also amiably
meanders far afield. Crafted in the erudite manner of the nineteenth-
century Bildungsbiirger, the book is a bricolage of early protessional instruc-
tion, anthropological conjecture, and a smattering of classical erudition to
round out the work. It moves smoothly from the shop talk of advertising
to anthropological ruminations on bizarre traditions of primitive peo-
ples. In this sweep of tales and tidbits, Cronau is undoubtedly following in
the footsteps of P. T. Barnum, whose book The Humbugs of the World: An
Account of Humbugs, Delusions, Impositions, Quackeries, Deceits and Deceivers
Generally, in all Ages from twenty years before had used essentially the
same approach, though in a less erudite style.'®

Later advertising experts in Germany, writing in the 1910s (and un-
aware of the Barnum connection), describe Cronau’s book as idiosyncratic.
In fact, Cronau’s book perfectly captures the essence of early advertis-
ing—a bit of classical allusion here, a bit of ethnological rumination there,
lingering upon the most curious, the most exotic, and the most sensa-
tional. As we will see, his book explicitly advocates the use of exotic
spectacle to attract attention. The book itself demonstrates this sugges-
tion, by using these curiosities and exotica to pique the interest of readers
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and induce them to flip to the next page. It is early advertising in theory
and practice. And all throughout, his legitimacy is maintained, for this is
an educational travel narrative spanning the globe—an ethnology of mo-
dernity, if you will.

In his first chapter, Cronau waxes eloquently on the everyday street
spectacles that travelers encounter in the worldly cities (Weltstidte) of New
York, London, and Paris—events and displays staged to promote a multi-
tude of wares and services. He tends to focus particularly upon the most
outlandish, often featuring exotic people. Such is the case in his portrayal
of'a New York advertising wagon:

As we stride through the bustle of Broadway . . . we are enthralled by the
ringing and clanging of a “dumb-bell” wagon. Upon it sits a Negro en-
throned, in self-conscious pride of his worth. He is bedecked in a costume
whose bits seem to be taken from the most disparate nations and eras. Just
as fantastic (phantastisch) is the nag pulling the wagon, adorned with thou-
sands of little bells; its legs are stuck into wide pufty pants, and its body
covered in a clown-suit made of bright patches and rags. On its head sits a
ladies’ straw hat bedecked with flowers and ribbons, which lends an entirely
too hilarious appearance.'’

Although Cronau’s recounting evinces some skepticism concerning this
bizarre spectacle, he nonetheless approves more broadly of its basic attention-
getting strategies. Indeed, Cronau enhances this description with an en-
graved illustration of the scene (Figure 3.4).

Other spectacular New York street displays also won Cronau’s ap-
proval. These included a parade of sixteen live elephants with a “genuine
Indian music-band” and camels ridden by Bedouins marching down a
major avenue to plug P. T. Barnum’s latest show; a nighttime laterna magica
display of Niagara Falls, where each slide was interspersed with an adver-
tising blurb; and a mockup of a log cabin—*"“with living Negroes inside”—
pulled through the streets to promote a theater production of Uncle Tom’s
Cabin.?" It is illuminating to note how many of the American street pro-
motions seemed to involve exotic peoples—costumed Negroes, Indians,
Bedouins. Cronau’s book suggests such exotic spectacles were everyday
encounters on the streets of New York. The ingenuity of P. T. Barnum
and other New York promoters who staged these spectacles thereby be-
came not only entertaining reading, but a modus operandi to emulate.?!
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Figure 3.4  Engraved illustration of the Dumb-Bell Wagon, 1887. Reproduced in Rudolf
Cronau’s Book of Advertising, it was plagiarized from Scribner’s Magazine of 1880. Sources:
Rudolf Cronau, Das Buch der Reklame (Ulm: Wohler’schen, 1887), part I, 44; Scribner’s
Magazine 20, no. 4 (August 1880): 608.

Rudolf Cronau explicitly bases his claim to advertising expertise
upon his status as a traveler and firsthand observer of such spectacles. Cro-
nau’s travels to London, Paris, and New York in the 1880s establishes this
legitimacy of firsthand familiarity: “countless trips in Europe, North Af-
rica, and elsewhere,” wrote Cronau in his foreword, “have provided me
with the opportunity to gain insight into the lives of the civilized peoples
(Kulturvélker), and on the basis of these manifold experiences I have com-
posed this work.”??

Yet Cronau’s description of the “dumb-bell wagon” did not, in truth,
arise out of his personal experience. Rather, it was plucked (or plagia-
rized) from an article titled “Curiosities of Advertising” that had appeared
in Scribner’s Magazine in 1880, seven years before the publication of Cro-
nau’s book. The comparison of the original English text in Scribner’s with
Cronau’s adaptation thereof for his German readers is quite telling. The
American article is far more critical of this display; the dealer in dumbbells
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and Indian clubs is derided by Scribner’s as “evidently somewhat uncertain
in ethnology as to the derivation of the name of his principal article . . .
[seeming] not to have known whether the muscle-developing implements
were an invention of the prairies or of the land of the Taj Mahal, and he
has nearly crushed the patient little colored boy, who sits upon the seat
with smileless dignity.”*?

In fact, the tone of the Scribner’s advertising article throughout is
more skeptical and more critical than the recapitulation of it in Cronau’s
book. Though the unnamed American writer for Scribner’s does grudg-
ingly admit at the end of his essay that pandering to the public’s curiosity
can be effective, the bulk of his article conveys disdain for such tactics. In
effect, then, Cronau took what is essentially an American writer’s indict-
ment of advertising excess, and remolded it into an archetype of American
success. Cronau prompts German promoters to emulate the practices of
an idealized, unambiguous America—an America of unfettered spectacle
and unabashed sensationalism. In a vein of travel writing that stretches
back to the days of Tacitus’s Germania, Cronau’s foreign archetypes—
idealized to the point of invention—serve primarily as a measuring rod to
inspire readers at home.

The modern metropolis, whether that of New York or London, is not
the only stop on Cronau’s traveling advertising narrative. Cronau’s expo-
sition on Reklame turns also to the exotic world of primitive peoples.
(This ethnographic element distinguishes Cronau’s s book from that of
his template, P. T. Barnum’s 1866 Humbugs of the World.) Ethnographic
depictions constitute the vast majority of the illustrations sprinkled
throughout Cronau’s book. Most of these ethnographic illustrations are
sensationalist, some of them savagely so. An illustration of “Daut War-
riors” returning from the warpath shows these Africans brandishing
bloody weapons and blood-soaked clothing ripped oft the bodies of their
adversaries. An engraving of “dervishes in ecstasy” shows these denizens
of the Near East thrusting sharp needles through their own cheeks in a
fervor of religious self-mutilation. A sketch of the “warrior rites of the
Mandan-Indians” shows them dangling from lodge poles, suspended
by hooks in their flesh, fainted from the agony. A profile drawing of
“Botokuden from Rio Doce” depicts Africans with large wooden plates
inserted into their lips and stretching out their earlobes.?*

Cronau’s excursion into both history and anthropology is fascinating,
not the least because it seems to take him so far afield from his topic. In a
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section on publicity, for instance, the miracles of the early Catholic Church
are spoken of in the same breath as the clever tricks that Basuto rainmakers
play on their superstitious followers. While not particularly flattering to
German Catholics, such parallels are the stock-in-trade of travel writing:
startling, even shocking foreignness captures attention, but the “surpris-
ing” congruence conveys comprehension—and the sense on the part of the
reader that true understanding has been gained. Nonetheless, in Cronau’s
text, it is the Basuto rainmaker, not the early Catholic priest, that warrants
an engraved illustration (Figure 3.5). There is no doubt as to which illus-
tration might better hold a German reader’s interest.

The many illustrations of savage warriors, bizarre practices, and hor-
rifying customs therefore cannot help but capture the eye of the reader,
who might otherwise lose interest in a topic as mundane as new business
practices. On a deeper level, however, these vignettes of exotic “peoples
of nature” around the world (and backwards into the mists of time) imply
a natural history of advertising. The developmental arc begins with the
superstitious prophecies of primitives, up through the sanctifications of
medieval rites, to the sly craft of the Oriental hawkers, finally reaching
the pinnacle of culture—the modern advertising of America and Britain.
Cronau’s work, then, not only takes advantage of the attraction of popular
ethnography to German readers, but also illustrates the way ethnography
can become a powerful explanatory force.?®

Though Cronau himself was an artist, the ethnographic illustrations
throughout his works were rarely (if ever) drawn by him personally. In-
stead, they are pulled from a wide variety of scientific and popular geo-
graphy texts of the 1870s and 1880s. The above-mentioned engravings of
Basuto rainmakers, cheek-pierced dervishes, and Daut Warriors. for in-
stance, are credited as coming from G. Ebers’s Egypt (1879), Le tour du
monde (date unknown), and F. Hellwald’s Naturgeschichte des Menschen
(1882). The dramatic image of the dangling Mandan-Indians, meanwhile,
is credited “after a woodcut from Globus” (a German geography journal);
but Cronau uses the identical woodcut in a later publication, crediting it
to Le tour du monde.””

In short, Cronau may claim personal experience as the basis for his
expertise, but the visual elements of his expeditions into anthropological
rumination are taken from German and European ethnography publica-
tions. Cronau’s Book of Advertising, therefore, incidentally maps the variety
of places that an educated German reader (such as Cronau) encountered
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Figure 3.5 Engraved illustration of “A Rainmaker and Witch-Doctor of the Basuto
(from Ratzel’s Vilkerkunde).” This image was reused in the 1926 children’s book Tschaka
der grosse Zulukonig (Tschaka the Great Zulu King), by Wilhelm Fintel. Source: Rudolf Cro-
nau, Das Buch der Reklame (Ulm: Wohler’schen, 1887), part II, 15.

ethnographic imagery: these include such “scientific” works as Bastian’s
Geographische und ethnologische Bilder (1873) and journals like Globus, but
also family and entertainment journals such as Daheim, the Illustrirte Zei-
tung, or Gartenlaube (from which images are borrowed). Additionally,
Cronau pulls anecdotes from a vast array of travel writing by Holub,
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Figure 3.6 Illustration of “A Tram-Wagon of the Future,” 1887. Reproduced in Rudolf
Cronau’s Book of Advertising, it was originally from the Fliegende Bldtter, a humor maga-
zine. Note also the dancing black native stick figure, with drum and palm tree, on one of
the mock posters advertising cocoa. Source: Rudolf Cronau, Das Buch der Reklame (Ulm:
Wohler’schen, 1887), part I, 37.

Pinkerton, Jacobson, and many others. Given Cronau’s inclination for
borrowing (as from Scribner’s), he very likely draws on many more he does
not explicitly reference.

The wildly diverse sources of his ethnography are probably the reason
for Cronau’s fluctuating perspective on exotic others. At times he deploys
the staid prose of ethnography, other times he uses more populist, sensa-
tionalist language: Native Americans are “peoples of nature” one moment,
“redskins” another; Africans are described as “indigenous inhabitants” in
one paragraph, as “savages” in the next.”® He is clearly writing with a va-
riety of open books arranged before him.

When Cronau borrows pictures and transports them to a new con-
text, he repatterns their meaning. A case in point is his illustration of
a horse-drawn “tramway car of the future” (Figure 3.6). On this “tram-
way,” every conceivable surface, including the horse and driver, is pa-
pered with advertising. This illustration in fact borrowed from the satiri-
cal magazine Fliegende Blitter. What was initially intended as a satire of
the insatiability—perhaps even the insanity—of the new advertising efforts
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became, in Cronau’s recontextualization, a more positive (and positivist)
glimpse into its future. Mocking critique was reframed as a vision of prog-
ress. Most images, however, were borrowed from more serious books. In
his section on “Sorcerers, Shamans, Medicine-Men, and Rain-Makers,”
Cronau presents a drawing of a Basuto rainmaker as an early “advertiser”
who promises (but often fails to deliver) miracle-working (cf. Figure 3.5).
This is a very different gloss than that of Friedrich Ratzel’s Vilkerkunde
(1884), from which Cronau originally took the image. Forty years later,
the same image appeared in a children’s book, Tschaka the Great Zulu King
(1926), but then even the “Basuto” had been lost, and the image was sim-
ply “an African Witch-Doctor.”? In a larger sense, Cronau’s advertising
book occupies a middle space between the sophistication of ethnography
and the simplicity of adventure tales, and highlights ways in which im-
agery flowed across not only oceans, but also the chasms of social class
and eras.

The Book of Advertising was not Cronau’s first foray into the world of
ethnography. In fact, he had made a career of it. Cronau was personally
involved with the Vilkerschau and wrote pamphlets for a number of them,
including Ernst Pinkert’s Bedouin Caravan.’ He spoke about the Sioux,
“their land, their customs, and their history” before the Geographical So-
ciety of Leipzig.’' The Book of Advertising states that he himself led a Volk-
erschau of Sioux Indians on a tour through Germany, Austria, and Hun-
gary in 1886.% More broadly, the Vilkerschauen form a significant source
for his anthropological ruminations. For instance, his discussion of the Als-
saua (an Islamic religious order that supposedly trains its youth to eat poi-
son) relates how the “Truppe Aissaua” walked barefoot across red-hot iron
and razor-sharp swords. The scene he narrates (as if an eyewitness), how-
ever, was not in Morocco; it was in Paris, at the World’s Fair of 1867.% In
another section, Cronau mentions in passing the Dahomey and Ashanti
penchant for massacre. Coincidentally (or not), both the Dahomey Ama-
zons and the Ashantis were two of the more popular shows of “savages”
that were touring Germany the same year he wrote and published his
book.?* The traveling people shows not only fed the visual needs of
middle-class entertainment journals, as we saw in the previous chapter,
but those of travel writers as well.

Cronau’s book thus served as a digest of the exotic and outlandish for
those expert advertisers who followed in his footsteps. Cronau’s mélange
of printed and engraved sources offers a survey of that cosmopolitan,
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bourgeois leisure in the 1870s and 1880s that related to exotic places and
peoples. The scientific treatise, the illustrated family journal, the travel
book, and the Vélkerschau all contributed bits of sensational imagery and
provided illustrations for Cronau’s global gaze. As a Bildungsbiirger of the
world—an erudite, cosmopolitan bourgeois dabbler—Cronau culled, di-
gested, and simplified these narratives and these images for the expert
advertisers of the neue Mittelstand—the new professional middle class—
that came in the decades after him. The advertisers and graphic artists of
1900 and especially 1910 were more narrowly trained professionals; they
may not have heard of Ratzel or Bastian, and likely never traveled “to the
land of the Sioux” themselves. But these professionals certainly had a
copy of The Book of Advertising on their shelves.’® When wracking their
brain for an idea for a chocolate ad or a theme for a poster for laundry
soap, Cronau’s book beckoned—tfilled with vivid engravings of African
chieftains and self-flagellating dervishes, chock-full of crowded street
scenes from exotic Canton, the modern metropolis of New York, and the
imperial capital of London. The first German handbook of modern ad-
vertising was, at core, a picture book of exotica.

The Mechanics of Mass Culture

Rudolf Cronau’s book appeared at a pivotal moment in German techno-
logical and commercial history. In the 1890s new technologies came to-
gether with new business practices to produce a new visual field: the pic-
torial advertisement (Bildreklame). The pictorial advertisement was more
than simply a classified ad with images attached, although it certainly
began that way.>® The pictorial advertisement formed a new world of
“commercial visuality,” which was simultaneously a business practice
that drove an unprecedented expansion of imagery across many different
media, and a new and prominent cultural field that changed the very look
of Germany.

The rapid expansion of visuality was enabled in part by the new print
technologies that were developed in the last third of the nineteenth cen-
tury. Lithography had entered the German print world substantially in
the 1840s, but it was still confined to hand presses until offset printing
emerged in the mid-1880s. The introduction of rotation presses after
1872 and of twin rotation presses in 1895 each led to a significant leap in



126 Masters of the Modern Exotic

faster and cheaper print production.’” Developments in secondary tech-
nologies, from paper production to rail transportation, facilitated these
printing technologies with cheaper raw materials and distribution. The re-
production of quality illustrations (and even photographs) became less
expensive in the 1880s using the halftone process, although intaglio pro-
cesses remained more common in most print media up through 1900.%
We have seen how chromolithographed posters were used for show and
exhibition promotions from the late 1870s and began to promote prod-
ucts in the late 1880s; by the late 1890s chromolithography was cheap
enough to be used to advertise just about anything. Chromolithographic
printing could also generate a flood of advertising stamps (Reklamemarken)
and trading cards (Sammelbilder). Finally, in the print media itself, adver-
tising inserts increasingly included imagery. Illustrated advertising helped
to underwrite the new mass-circulation press, by offering to disseminate
commercial messages to a viewing audience of previously unimaginable
breadth.

Commercial visuality therefore arose in harness with the new mass
media. [llustrated print media was not new in 1887, of course. But new
media such as the illustrated tabloids (Illustrierten) diftered profoundly
from the bourgeois magazines of the 1870s and 1880s, not only in cost,
but in both aim and scope as well. The most obvious difference was one
of scale: the venerable, erudite Gartenlaube, for instance, was the most suc-
cessful of the illustrated bourgeois magazines, with a circulation of 382,000
at its peak in 1875; by 1914 cheap illustrated weeklies such as the Berliner
Hlustrirte Zeitung were churning out a million copies per issue for the Ber-
lin market alone—and this in the thick of intense competition from a
half-dozen other mass-circulation papers and illustrated tabloids.*” In the
1870s illustrated entertainment remained largely the province of the mid-
dle classes; by 1900 low-cost, mass-circulation, illustrated tabloids actu-
ally reached the whole of the German population.*” Even the middle-
class journals themselves were transformed; the difference in the number
and the quality of illustrations in Over Land and Sea or Gartenlaube be-
tween 1875 and 1890 is clear at a glance.

A second essential difference between the bourgeois magazines and
the mass-circulation press involved their increasingly commercialized
operation. Though classifieds had dotted the appendices of Gartenlaube in
the 1870s, only the new mass-circulation papers like the Berliner Lokal-
Anzeiger used advertising as their primary source of revenue, replacing
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subscription.*! Larger advertising sections drastically reduced the cost of
the paper, which in turn reduced the price, fomenting unprecedented
circulation—and the possibility of mass readership. The Lokal-Anzeiger,
founded in 1883, was the first Berlin paper to follow this formula of a low
subscription price coupled with a larger advertising section; five years
later it had eclipsed every other newspaper in the city, attaining a daily
circulation of 123,500.* Other mass papers quickly emerged to follow
the Lokal-Anzeiger’s commercial strategies; between 1894 and 1914 the
circulations of this new style of mass media doubled or even tripled.*
As circulations increased, moreover, revenues gained from individual ads
increased as well; businessmen found themselves increasingly willing to
countenance larger outlays to promote their goods and services, partly
because they knew the scale of the ads’ viewers. That the Lokal-Anzeiger
could claim a daily circulation of 213,500 in 1898 was impressive, but
more enlightening was where it chose to stake this claim: in a supplement
to Propaganda, among the earliest advertising trade journals.** Advertising
agencies could use the figures in such trade journals to make their pitch to
businesses for higher fees. The rise of the new mass media was so closely
intertwined with advertising, both economically and in the style of com-
munication, that the two phenomena cannot be meaningfully separated.
Businesses needed to be able to purchase such mass dissemination, of
course, and those that initially possessed the means to enter into large-
scale advertising were the large-scale, capital-saturated manufacturers.
The largest businesses also had the motive, seeking to find ways to spur
purchasing, in order to cover their outlays for their expensive machinery
and organization of labor around mass production. The 1890s saw the
emergence of the Markenartikel, the mass-produced commodity sold un-
der the aegis of a brand name. The brand was a commercial novelty—a
“reputation” established not by word of mouth or through the personal or
printed guarantee of the merchant, but more abstractly, through repeti-
tion in the emerging mass media. Markenartikel included such current
brands as Liebig beef bouillon (1865, one of the first), Maggi soup powder
(1883), Odol mouthwash (1893), and Persil soap (1907); many of the first
Markenartikel involved some form of nutrition or hygiene. Prominent
among the first brand-name products to appear in Germany in the 1880s
were luxury consumables—particularly the so-called Kolonialwaren, goods
such as chocolate (Sarotti), cocoa (Stollwerck), margarine (Palmin), or
tobacco, particularly cigarettes (such as Manoli).*® In the larger view, the
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emergence of the brand-name commodity was associated with the effort
to connect consumption more closely and directly to meanings that were
intentionally produced by advertising. One of the most efficient ways for
manufacturers to generate complex meanings was through illustration.

The visuality of advertising played an essential role in the brand-
name process in that its images would show new meanings—and new
cultural configurations—to a viewing audience of unprecedented scope.
Like the consumer-oriented mass circulation papers themselves, modern
advertising increasingly embraced visuality. The Bildannonce, as the large
pictorial advertisements were called, offered a perfect complement to the
new visuality of the illustrated papers, magazines, and tabloids. A certain
number of classifieds over the previous century had been dotted with en-
gravings or cliché blocks; a pointing finger to emphasize the product; a
prize medallion to illustrate its excellence; an engraving of the product
itself, particularly when it was some sort of mechanical device. The very
first illustrated classified appeared in Germany as early as 1854; in the
classified pages of the new Illustrirte Zeitung, it depicted a fireproof safe
surrounded by flames.*® Yet it was not until the last decade of the nine-
teenth century that the communicative force of advertisements began to
center on the image (Figure 3.7). The new mass-circulation papers, tab-
loids, and caricature magazines (such as Simplicissimus) were the first to
embrace the visual ad in the 1890s. The first illustrated advertisement
to fill an entire newspaper page appeared in the Berliner Lokal-Anzeiger
in 1898.%

Visual ads began to migrate out of the segregated classified section
and into the edited portions of papers and magazines around the same
time that visual advertising began to appear en masse on other surfaces.
New types of packaging, from cardboard wrapping to cigarette tins, al-
lowed the products themselves to be literally draped in imagery.*® “Many
of them are so beautiful and endearing,” Rudolf Cronau wrote of the
newly illustrated tin boxes, “that one cheerfully buys the product merely

because of its covering.”*

Such illustrated packaging not only attracted
attention on the store shelf but also continued to imbue the commodity
with imaged meaning back in the home. Chromolithographed posters,
meanwhile, were increasingly used to advertise commodities. The early
advertising posters of the 1890s tended to drape their commercial message
in the ornate decoration of Jugendstil, but by the end of the first decade of

the twentieth century, advertising posters more frequently evinced the



[To view this image, refer to
the print version of this title.]

Figure 3.7 Advertising page from the Illustrirte Zeitung of 1897. Note how the Continen-
tal ad overshadows the adjacent textual classifieds, and how it recenters its message from
the product itself (the tires, barely in the frame) to the hips and face of the female figure,
each eye-catching white in a black background. Source: Illustrirte Zeitung 108, no. 2814
(1897): 701.
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stark, textless visuality of the Object Poster (Sachplakat).>® The 1890s wit-
nessed the popularization of chromolithographed trading cards (Sammel-
bilder), given away with the purchase of commodities such as soup powder
or chocolate. Cheap color stamps (Reklamemarken) were first produced in
massive quantities at the Berlin Industrial Exhibition of 1896, and over
the next fifteen years they developed into a medium on which advertising
images were printed and circulated. Some of these had print runs in the
tens of millions.>! Each of these mass-produced, widely circulating forms
of commercial visuality has its own unique antecedents and technological
history, but all were in full lower by the end of the 1890s. Collectively
they provided a multiplicity of surfaces, plastered, inserted, and circulat-
ing, on which meanings and desires could be chromolithographed, en-
graved, and laminated.>® By the last decade before the new century, mod-
ern commercial visuality had arrived.

The New Masters of the Modern Exotic:
Professional Advertisers

We tend to think of “professionalization” as involving the steady accu-
mulation and consolidation of a corpus of specialized knowledge and
learned expertise. But the early stages of professionalization, at least with
advertising in the late nineteenth century, also required a great deal of
both exclusion and self~-promotion. First, the lay businessmen who had
always promoted their own wares and products needed to be eased out of
the emerging field, by highlighting not just the benefits of expertise, but
the costs of amateurism as well. Second, the very practice of advertising
needed to be “sold” to business owners who would foot the bill for it.
Moreover, visual advertising obtrusively transtormed the very landscape,
and its acceptability therefore needed to be “sold” to those who would see
it, namely the German public at large. Advertisers, in their efforts to cre-
ate, assert, and defend their professional dominion, banked heavily on
their claims to special knowledge of the terrain of modernity. Interest-
ingly, in the 1890s much of this modern terrain lay outside the borders of
Germany.

The precursors to professional advertisers in Germany were the inde-
pendent Annoncen brokers of the 1860s, who would place classified ads for
a businessman—and in the process, often offer advice on wording or lay-
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out of the text.” The emergence of the visual ad in the 1880s and 1890s
demanded more specialization. First, visual composition required artistic
training. Moreover, the mass-circulation press commanded far higher ad-
vertising premiums for ad space, which made advertising a larger invest-
ment, and hence required expertise to ensure the larger investment would
not be wasted. By the 1890s, stand-alone advertising agencies that oversaw
the whole process of visual advertising, from conception to design, print,
and distribution, were becoming increasingly common. By 1900 the larg-
est firms, such as Stollwerck and Bahlsen, had set up advertising depart-
ments of their own.>® The practice of advertising had become the domain
of a new class of professionals, a neue Mittelstand of graphic artists and ad-
men.>® Yet no formal professional institution emerged until 1908 (this was
the Verein Deutsche Reklamefachleute) and no professional training
programs were established until after 1918. In the formative years of the
1890s, then, when advertising began to cohere as a new career, would-be
professionals could only exert influence over the direction of the new field
informally. Much of this occurred through the world of print.

Between 1891 and 1914, fourteen different advertising journals were

published, though many were short-lived.”®

At least sixteen advertising
handbooks appeared between 1887 and 1918. Collectively this trade litera-
ture offered a wealth of professional commentary, artistic and legal advice,
reflection, and injunction. Much of the advice was contradictory, unsur-
prisingly; this was long before any sort of market research existed, and
advertising practice was largely a matter of practical know-how and idio-
syncratic “feel.” Nonetheless, this trade literature mapped out the contours
of professional advertising through text and image, patrolling it through
exemplars of “effective” (wirkungsvoll) advertisements and critiques of
“tasteless” (geschmacklos) or “unartistic” renditions.’” Despite the many dif-
ferent opinions in the literature, some discourses about advertising praxis
were persistently reiterated as truisms, finding little contradiction.

Two of these are particularly noteworthy. The first is the general con-
sensus that an advertisement needs to attract attention (to be auffallend).
This could be through eye-catching motifs, originality, or the appeal to
curiosity. The second is that an advertisement must firmly remain within
the boundaries of good taste (to be geschmackvoll). Both exhortations ap-
pear in Robert Exner’s early issues of Die Reklame in the 1890s, and both
would be reiterated decades later in Paul Rubin’s 1914 handbook of the
same name. These two imperatives, it should be explicitly pointed out,
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are not congruous. On the most basic level, to stand out involves provok-
ing the public, while to conform to good taste requires not provoking the
public. Such a philosophical conundrum was not particularly disturbing,
however, for it pointed to the need for professionalism: only the advertis-
ing expert—advertising literature insisted—could effectively balance such
contradictory demands.

The first essay on advertising psychology to appear in Germany, in
1893, insisted that the goal of the modern advertisement was “to hit the
senses; to excite sensation; to work sensationally.”®® But how to actually
work “sensationally”? Rudolf Cronau’s wildly ranging Book of Advertising
had illustrated this in action by offering spectacular, attention-getting
travelogues. But the articles and handbooks of the 1890s eschewed such
tangents and meanderings for a tone of focused expertise. A gulf thereby
emerged between the suggestions and proscriptions in the ad literature
on the one hand, and practice seen on the streets on the other. For in-
stance, we saw in the previous chapter how a spectacular style of promo-
tion emerged on the show posters of Adolph Friedlinder and migrated
into commodity ads. Yet advertising writers—all too aware of advertis-
ing’s ill reputation—viewed Friedlinder’s style with some trepidation.
Much of the early professional advertising literature, in fact, enjoined
explicitly against this “circus-style” of graphic design. In an 1894 article
of Die Reklame titled “What One Is Not Allowed to Do (from Ameri-
can Praxis),” for instance, the long list of maxims includes: “one may
not imitate the circus-style; instead, one must be more respectable and
discreet!”® The “circus style” was linked to P. T. Barnum. And though
Barnum was the distant progenitor of German advertising practice, he was
neither respectable enough nor German enough for its theory. This is
where the second imperative of the advertising literature entered, namely
the necessity of good taste (geschmackvoll): just as important as the need to
attract attention was the need to avoid offending public sensibilities. And
in the 1890s, the identity of “the public” was still often perceived through
a bourgeois lens.

Scholars of advertising have often placed this discourse about tasteful
advertising within the larger bourgeois worldview of Bildung (education
or refinement) and thereby treated German advertising before the Wei-
mar years as if it were a projection of the biirgerlich worldview onto the
larger German public.” There can be no doubt that advertising writers
validated their profession to the more respectable classes in Germany in
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part by emphasizing its artistic elements, and stressed that advertising
could play an edifying role; indeed, some with a flair for the poetic termed
advertising the “art museum of the street.”®! Class predilections and artis-
tic merit each found their way into many individual ads.

Yet these artistic aspirations and exhortations seen in advertising lit-
erature should not be taken as descriptive of practice. Even in the 1890s,
as we shall later see, the everyday business of advertising had already be-
gun the process of chipping away at middle-class boundaries in the pur-
suit of a broader appeal. The practice of advertising, as a commercial and
ultimately economic endeavor, incorporated basic operations of scale and
scope: ads needed to be seen and especially, to be understood, by the
broadest possible viewing audience. The injunction to create advertise-
ments “in good taste” was more complicated than merely projecting re-
spectable, bourgeois norms onto a broader public; it incorporated the
need to avoid alienating potential customers across the social spectrum—
not just of the middle-classes—by conforming to prevailing values and
prejudices widely shared. The more common the values and prejudices,
the better. Given the drive for novelty, however, what was “common”
could and did change quite rapidly. To glimpse ahead: advertising would
provide an accelerated dynamic of taste, one not dependent upon the liter-
ary erudition of the educated middle classes. In this way, “good taste” would
prove a great deal more adaptable than one might suspect from reading the
ad literature.

Contradictory imperatives to attract attention and avoid alienating
the audience factored into the actual historical trajectory of advertising
imagery, as we will see in the next chapter. Here I want to emphasize
how these themes played a role in professionalization—how they pro-
vided tools with which to exclude outsiders and castigate amateurs. If a
business owner crafted his own advertisements according to his own in-
clinations (as he always had in the past), his efforts could be dismissed as
too traditional and not sensational enough. Yet if he tried to imitate eye-
catching modern ads, his clumsy attempts might very well backfire, the
new professionals warned, and offend the sensibilities of the German pub-
lic.® The question then emerged: How could the advertiser convince the
business client of his expertise? Since even the most basic public opinion
surveys and other forms of market research did not appear in Germany for
decades, something else was needed as a yardstick against which the ad-
vertiser’s efforts could be measured.®
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The protessional advertising writers of the 1890s therefore turned to
Britain and the United States for backing. Many Germans saw “Amer-
ica,” in particular, as archetypally modern.®* The recognition of Ameri-
cans’ particular advertising acumen stretched back decades, to Barnum’s
first German tour of 1858.° In the advertising literature of the 1890s,
however, British and American modernity became their totem. All adver-
tising writers before the fin de siecle, from the prolific Robert Exner to
the scholarly J. L. Sponsel, presented English and American advertising as
at the apex of technical capacity, methodological prowess, and unfettered
originality.®® Curiously, though France is often called the birthplace of
the artistic poster, France is almost always ignored by the German litera-
ture as an advertising role model.®’

The idealization—or rather, totemization—of Anglo-American ad-
vertising in the 1890s served multiple functions. First, it was used as a ve-
hicle to disparage the inadequacy of German amateur advertising efforts.
A decade before professional organizations, and two decades before trade
schools (and seven decades before any sort of useful market research), the
best personal experience was thought to be gained abroad, in nations
where advertising was more fully developed. Only professionals who
were personally familiar with the latest modern techniques—techniques
gleaned by knowledge of overseas trends—possessed the capacity to be ef-
fective. Indeed, personal experience overseas was often itself seen as a path
to professional success, with German advertisers and designers up through
1900 emphasizing their time working overseas in Britain or the United
States as a credential.®® Familiarity with the Anglo-American model could
serve as a professional asset or even certification, essential to an emerging
field that as yet had no organized training programs or even widely recog-
nized prerequisites.

The elevation of Britain and America in German advertising writing
served another function as well. German professionals were struggling for
legitimacy, recognition, and employment in the 1890s, and they often
needed to justify their existence to an indifferent business community and
a frequently hostile public.®” Britain and America were widely respected
and admired throughout Germany not just for their “modernity” but for
their imperial might and commercial ingenuity (respectively). German
advertising writers’ overseas gaze, therefore, should be seen as akin to their
claims of usefulness to the national economy—mnamely, as a way to dem-

onstrate their economic and social worth in the national arena.”®
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British advertising made such linkages particularly easy. One of the
preeminent British advertisers in the 1890s was the Pears soap company,
and Pears was, coincidentally or not, also one of the most prodigious gen-
erators of advertising that featured imperial and imperialist themes in
Britain.”! Rudolf Cronau had reproduced some of Pears’ strategies in his
book.”> And Pears ads continued to feature prominently in the expert lit-
erature of the 1890s; the trade journal Die Reklame, for instance, discussed
the Pears campaign more frequently than that of any other company, for-
eign or German.” When German advertisers read their professional jour-
nals, they read about the modernity and the power of Pears. And when
they looked at Pears ads in the 1890s, they often saw ads of empire.

Other British soap ads made their way into German advertising lit-
erature as well. A British ad for Kirk’s White Cloud Floating Soap was
reproduced in Robert Exner’s Propaganda.”* The scene depicts a white
woman, with her shoulder exposed, looking into a hand mirror. Mean-
while, she is attended by two black servants. The text (in English, of
course) narrates the tableau: “A bright active woman grasps an addition to
her toilet when found to be beneficial to health & comfort. On the soap
question, she is firm in accepting Kirk’s White Cloud.” Most Germans
would not catch the political undertones to “On the soap question, she is
firm . ..” Yet the would see a scene in which a white woman ignores her
black servants, instead gazing at herself in the mirror with all of the self-
indulgence of privilege. The black servants above and below her, in turn,
mark the white woman’s economic and social status. They also contrast
visually, highlighting the whiteness of her skin. The white woman’s bare
arm in the privacy of her toilette, moreover, lends an erotic tinge by means
of a bit of voyeurism. A British tableau of race, class, and gender, repro-
duced in the German journal, thus offers a blend of messages: aestheticized
consumption and eroticized domesticity are the core elements of social
and racial hierarchy.

The imperial pageantry of Britain was also grist for German exper-
tise. Die Reklame reproduced a British ad for Scott’s Standard Tyres in
1897; these tires, the text related, would “carry the Hearts of cyclists by
storm.” The scene to illustrate such a storm was one of high imperial ad-
venture: fierce and determined British colonial troops charge the viewer,
urged forward by a heroic, wounded officer, who raises his sword in one
hand and the imperial banner in the other.”® British navalism was also
replicated: advertisements with themes of sailors or naval power, such as
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those used by such British tobacco brands as Ogdens and Capstan Navy
Cut, featured prominently in German advertising literature.”

Imperialist motifs were not the only themes of British tobacco adver-
tising found compelling by German writers. In 1899 a writer for the trade
journal Propaganda, discussing the highly competitive British tobacco market,
noted how this stift competition drove the English merchant to invent
ever-newer advertising ideas. The German writer commented specifically
on the use of humor. Maintaining that “he who has laughter on his side
can always be sure of customers,” he explained that English tobacco firms
“make their fortunes with comical illustrated inserts and posters.” The
writer continued, “In doing so, they show very good taste. They in no
way let the comic element in their announcements degenerate into graphic
coarseness. These adverts arouse harmless merriment, without doing dam-
age to good taste.”””

The repeated insistence that such humorous ads were in good taste
seems strange at first but becomes clear when one sees the ad under dis-
cussion: a highly racialized caricature of a black man, promoting Ogden’s
Guinea-Gold tobacco. This Sambo figure, drawn with oversized lips,
smoking a cigar, and wearing a floppy hat and a huge smile, declares: “I
Feels Puft-ickly Happy!” In 1899 the writers of Propaganda clearly needed
to reassure their German audience that such an image indeed conformed
to public decorum. Though caricaturized depictions of racial difference
were common to British and American tobacco advertising in the 1890s,
they were just then beginning to appear in Germany.”®

By 1900 advertising as a profession was largely established in Ger-
many. Perhaps not coincidentally, around that time much of the advertis-
ing literature began to turn a more critical eye to the erstwhile modern
archetypes, particularly America. Ernst Growald is a perfect example of
the new social status of the advertising professional—and new concern
about Germanness. Growald was the director of the printing firm Hol-
lerbaum & Schmidt, which by 1900 had grown into one of Berlin’s fore-
most graphic design and advertising companies.”” He had spotted the tal-
ent of the young Lucien Bernhard, the designer who in 1906 crafted a
poster for Priester matches that is credited with inaugurating the Object
Poster. Growald hired other soon-to-be famous designers, such as Julius
Klinger (who designed Eduard Palm’s logo) and Hans Rudi Erdt.?’ Grow-
ald would go on to become one of the doyens of early advertising. In
1904 he published a small book of advertising maxims, which included
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such axioms as “thou shalt not imitate the circus poster,” “a poster can be
hideous, but never tasteless,” and “don’t come off as an American to the
Germans, or it will be all Greek to them.”®! Kevin Repp convincingly
argues that Growald’s promotion of the Object Poster, featuring little or
no text, was a way to assuage Germans’ qualms about commercial moder-
nity.®? In this light, Growald’s frequent invocations of the elevated artistry
of a uniquely German advertising style should be seen at least partly as a
defensive posture. Nonetheless, as a description of practice, Growald’s
protestations should also be taken with a grain of salt, for as Growald
himself wrote, “To judge the posters of a nation, one must not look at
the collections in the museums, but those on the street.”® When Carl
Hagenbeck needed a poster to promote his memoir Of Beasts and Men, he
turned to Growald’s firm, Hollerbaum & Schmidt. The firm designed for
Hagenbeck a poster that featured a squatting black child, arm in arm with
an orangutan. The design elements of the two figures are strikingly simi-
lar, inviting a perception of equivalency.®* The pictorial style clearly an-
ticipated the Object Poster—there is little text, for instance. But the black
man/monkey theme came straight out of American visual culture, for it
seems to hark back uncomfortably to the poster for Barnum’s “What Is It?
Or Man-Monkey” racist freak show from 1860.

When the German advertising writers in the 1890s presented British
and American advertising as worthy of emulation, it is not surprising that
some elements of British and American nation- and race-building proj-
ects would be reflected in these lauded examples. This was one of the
paths by which imperial and racial imagery came before the eyes of many
German advertisers. Yet it was only one path among many. The practice
of visual advertising emerged over this same period in a more decentral-
ized fashion than the advertising literature would allow for; advertising
came not from the handbooks, but from day-to-day decisions among a
plethora of businesses, print shops, packagers, and designers,. The degree
to which expert discourse in advertising literature could steer the practice
on the street—whether toward artistry or empire—is made questionable
by the very different sorts of advertisements seen outside of the pages of
the professional magazines. As we will see in the next chapter, the profes-
sional literature was not necessarily even in the vanguard of advertis-
ing practice, though it claimed to be. What is clear 1s that the technologi-
cal capacity, professional skill, and even social status of advertising in the
United States and Great Britain were potent totems of modernity to



138 Masters of the Modern Exotic

German advertising writers and advertising practitioners alike, and the
colonized lands and racial subordinates in British and American ads ap-
peared as part and parcel of that modernity. From another perspective,
however, the imperial ads of Scott’s Tyres, or the racial ads of Kirk’s soap in
the mid-1890s, lent a professional, modern gloss to the enticing ethno-
graphic travelogue offered by Rudolf Cronau a decade before. Cheek-
pierced dervishes and Basuto rainmakers had been updated to imperial ad-
venture and white bathing beauties (with black servants), but the images
still guaranteed the ad literature would be a page turner.

The Custodians of the Colonies:
Professional Colonialists

When Rudolf Cronau set out on his imaginative journey through the
worlds of the savage and bizarre peoples of nature, he did not make ex-
plicit imaginative stops in the German colonial empire. The German
claims to colonies in east, west, and southwest Africa were only two years
old at the time of the book’s publication, so it is perhaps unsurprising that
where references to the German colonies appear in his Book of Advertising,
they do so almost as afterthoughts. He tacks on a reference here or there
to Cameroonians or the Massai of East Africa but is otherwise uninter-
ested in engaging directly with the explicitly German colonies.®® His cul-
tural sensibility seems romantically cosmopolitan rather than parochially
nationalist, and his ethnographic gaze flowed more from the transna-
tional, Europe-wide colonial project than from the new Germany’s stri-
dent push for a “place in the sun.”

The German colonies had their own proprietary experts, of course.
These included the academics of the colonial sciences, from anthropology
to tropical medicine, who increasingly shifted their attentions to Germa-
ny’s own colonies after 1885, pursuing both governmental resources and
political relevance.®® But in the larger domain of German culture, the
German colonies proper fell into the province of a different group—the
institutionalized colonial enthusiasts. We saw in Chapter 1 how colonial
enthusiasm, originally the beer-hall fantasies of a few middle-class na-
tionalists, became an institutionalized, organized, politicized movement.
In 1887—the same year Cronau published his Book of Advertising—the
German Colonial Society (Deutsche Kolonialgesellschatt) emerged from
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the union of two rival colonial societies, to become an institutional mo-
nopoly on official German colonialism. (This institutional monopoly
would last for only a few years; the smaller Pan-German League was
formed by frustrated, more radical nationalists in 1891, and it took on co-
lonial affairs as its mandate as well.)®” The professional secretariat of the
German Colonial Society quickly made itself felt. They inserted them-
selves into Bremen’s Trade Pavilion in the exhibition of 1890, for instance,
answering the call for alluring exoticism by managing the ethnographic
artifacts, art, and other material of the new German colonial project.

Yet the colonialists’ own Colonial Exhibition of 1896 in Berlin, as I
argued above, laid bare a fundamental disjunction: their exhibition of
dry, encyclopedic pedantry paled in comparison to the larger, better-
funded, and more spectacular Berlin Industrial Exhibition next door.
The primary way they were able to lure in attendees was by pandering to
the popularity of the Vilkerschau—Dby displaying “real live natives”—
even though many members of the Colonial Society were vocal in their
discomfort with such populist promotional tactics. Despite their growing
political clout in the 1890s, the colonial enthusiasts—with their distrust
of popularization, their class-driven political agenda of radical-nationalism
(and implicit anti-Socialism), and their cultural conservatism—were in-
creasingly out of touch with the everyday German. Meanwhile, it was
the everyday, consuming German whom advertisers were striving to
reach.%®

This does not mean that the official colonialists did not have a large
cultural imprint. In the first decade of'its life, the membership of the Ger-
man Colonial Society remained steady, hovering around 17,000 (until an
upsurge after 1896). A major draw for the Colonial Society in these early
years was bourgeois sociability; the Berlin chapter, for instance, held a
weekly Herrenabend (Gentlemen’s Evening), which featured a lecture or
talk, with socializing afterward.®” The primary significance of these Gen-
tlemen’s Evenings was this sociability—to enjoy conversation, brandy,

%0 One can see the

and cigars in the company of like-minded gentlemen.
importance of bourgeois sociability in the Colonial Society’s allocation of
considerable resources to the construction of a comfortable clubhouse, the
Kolonialheim, in Berlin, which served after 1897 as colonialism’s social and
cultural center.”! The Kolonialheim (Colonial Home) was luxuriously dec-
orated, with paintings of colonial landscapes by Rudolf Hellgrewe, who

had crafted the murals at Bremen seven years earlier. There were also
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busts and oil paintings of important personages—the trinity of the kaiser,
Bismarck, and colonial enthusiasts’ noble patron, Johann Albrecht zu
Mecklenburg—blended in with Oriental rugs and tapestries, Massai
spears, zebra skins and hyena pelts, antelope horns, and many other arti-
facts of African natives.”” In the library, Miinchener Biirgerbrau was
served on tap, with warm and cold dishes also available to satisty the
appetite. Perhaps unsurprisingly, “German colonial coffee” and New
Guinea and Bibundi cigars could all be purchased there. The pleasures of
consumption—beer, a cup of coffee, a good cigar—were thereby infused
with colonialist meanings both overt and implicit.”® But the commentary
about gatherings in the Colonial Home (or for that matter, in other gather-
ings, such as public lectures, held in other venues) lingered particularly on
the specific aristocrats and notables who were present. The Colonial News
sometimes read like a nationalist version of a society page—a who’s who
of the aristocratic right. Since the readership of such commentary com-
prised the middle- and lower-middle-class members in the chapters—
merchants, shopkeepers, or low-ranking bureaucrats—the implied mes-
sage of colonial enthusiasts’ sociability was one of rubbing elbows with a
better class of people, including aristocrats, high-ranking officers, and
academic mandarins.”* A few months into 1896, the Berlin chapter
boasted of exceeding the 1,000-member mark “because of the creation of
the Colonial Home and the growing propaganda efforts.””> Local chap-
ters in such cities as Kassel began to set up their own Colonial Homes as
well.”® Colonial enthusiasm was not just about politics or colonial knowl-
edge; it was about middle-class pleasures of associating (often vicariously)
with elites.

Colonial sociability was larger than just the face-to-face encounters
between German Colonial Society members; it occurred virtually, in the
world of print. Institutionalized colonial enthusiasm produced a tremen-
dous amount of printed matter. As early as 1891, a mere six years after the
establishment of German protectorates, a colonialist librarian wrote that
colonial literature had grown into a “deluge.””” The sheer number of pe-
riodicals serving colonial interests alone is astounding: almost two hun-
dred periodicals that relate in some way to German colonialism appeared
between 1885 and 1914.”® This needs to be kept in perspective: the out-
pouring constituted only a tiny fraction of the printed pages generated by
the German mass media over this same period. But considering the rather
contained sphere of colonial enthusiasm—bounded first by bourgeois
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sensibility, and again by its right-wing nationalist politics—the number of
printed pages generated for colonial enthusiasts after 1885 is surprising.
The publishing empire far eclipsed the actual empire; with fewer than
6,000 European residents in all of the German colonies combined in
1902, it is clear that print culture constituted metropolitan colonialists’
primary (and for many, only) “contact” with the African colonies.””

The Colonial News, the organ of the Colonial Society, was first pub-
lished in 1884. It became a central generator of colonialist text and imag-
ery, with articles ranging from travel writing to ethnography to treatises
on colonial economics. By 1888 the Colonial News had a circulation of
18,500. Most of these were the copies sent free to members who paid an-
nual dues of the not-inconsequential sum of six marks, but almost 2,000
copies of the journal were distributed to libraries, offered as promotions,
or sold individually. The publication costs of the Colonial News in 1888
were quite substantial, at 51,049 marks per annum; in fact, the Colonial
News remained the largest single expense of the German Colonial Soci-
ety. 100
editorial style was stilted and its prose stufty and convoluted, sometimes

There was little hope of it becoming profitable in its own right: its

tortuously so.!! In contrast to a magazine like Over Land and Sea, its prose
was not well-suited to popular readership.!’?

The visual component of the Colonial News was also ill suited to
compete with the mass-circulation illustrated tabloids. Articles in the
Colonial News were often accompanied by illustrations; after 1896, ad-
ditional images began to be included in a separate insert, which in-
curred significant increases in printing costs.'”> Photographs were the
primary visual component, most of which were still reproduced using
older photoengraving, not modern halftone. The quality of the photo-
engravings could vary widely. Some versions of the Colonial News were
printed as luxury editions on expensive glossy stock, but in the major-
ity, printed on cheaper newsprint, the photographs often did not repro-
duce well. These photos are likely the work of amateurs; indeed, in
1896 Gustav Meinecke received 1,000 marks from the society’s coffers
to go on a junket to East Africa, from where he brought back “many
worthwhile things” (justifying the expense), including 150 photo-
graphs.!” The primary attraction of these photographs was clearly not
the images themselves, for they are boring landscapes, often dimly lit,
poorly reproduced, and often not even recognizably “exotic.” The appeal
of the photoengravings was a factor external to the images themselves,
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namely, their claim to authenticity: they depicted the colonies “as they
really were.”

This commitment to photographic authenticity in the Colonial News
may not have always been an asset. All too often, these photos were of
a washed-out desertscape, or a dim clump of tropical trees, or a small,
cheap-looking colonial outbuilding. In many of these poorly shot photos
of flora or landscape, the subjects are not perceptibly different from those
found in Germany or Britain. Is that grainy clump of trees from tropical
Africa or from the farm down the road? The only photographs in the Co-
lonial News that stand out at all are those of ethnographic subjects. They
are usually of higher quality, and pique interest for their humanity in ad-
dition to their exoticism. A very few of these ethnographic photos were
sensationalized, such as the “Fetish-Girl from Togo” reproduced in 1896,
who was photographed only partially clothed.!”™ By and large, however,
even the ethnographic photos in the Colonial News were hardly the sort of
illustrations that would grab the eye of the casual peruser. Many illus-
trated books by colonial publishing houses in the 1890s were not much
better than the Colonial News at design or visual appeal. Indeed, an atten-
tive viewer sees the same photographs over and over again in different co-
lonialist books and periodicals, making it clear that a fairly small stock of
photos were frequently recycled.

The Colonial News catered to the circle of Kolonialfreunden (Colonial
Friends), a group that included members of the Colonial Society, but also
those nationally minded persons who purchased colonialist literature.
Colonialist publications tended to come out of nationalist publishing
houses, such as E. S. Mittler or Dietrich Reimer, but some came from
more broad-ranging publishers, even Rudolf Mosse.!"® There was a great
deal of back-scratching, mutual praise, and under-the-table subsidies be-
tween the Colonial Society and colonial publishers."”” Expertise in colo-
nial matters, and the dissemination of that expertise to a small niche of
the public, thereby became a full-time profession for a small group of
nationalists.

One such professional colonialist was Gustav Meinecke, the chief or-
ganizer of the 1896 Colonial Exhibition in Berlin, and writer and editor
of its luxury-edition guide. Meinecke was the editor of the Colonial News
until 1899; he also issued a yearly colonial calendar and was involved in
an enormous assortment of other publications. His hand can be seen
across a tremendous array of essays and articles distributed to the main-
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stream press: his articles appeared in Scherl’s mass-market tabloid Die
Woche, as well as the more erudite [llustrirte Zeitung and Over Land and
Sea; his ponderous, pedantic, and rather turgid writing style makes his
essays stand out noticeably from the flowing, evocative prose more typi-
cal of these entertainment magazines. After 1899 Meinecke went on to
edit the rival Colonial Journal (Kolonial Zeitschrift) and the Colonial Year-
book (Koloniales Jahrbuch). Importantly, he was also involved in a number
of other commercial enterprises, both in Germany and in the colonies;
he was the director of the Kolonialmuseum in Berlin, for instance, and
he sat on the board of the East African sugar company, the Pangani-
Gesellschaft. The Pangani company even named a steamer after him in
1899. He established his own colonialist publishing house, the Deutscher
Kolonialverlag, and published his own book, The German Colonies in Word
and Image, in 1899 (and an expanded edition in 1901). Boasting “191 il-
lustrations, 17 portraits, and 10 maps,” it was among the most heavily il-
lustrated colonialist tomes published before 1905.1% Most of these illus-
trations were photoengravings. Photoengravings, it must be noted, were
often substantially altered from the original photograph to “clarify” the
intended message.!” One photoengraving, captioned “Gymnastics In-
struction in Togo,” shows a number of Togolese children in a mission
school being “instructed” in morning calisthenics (Figure 3.8). The en-
graving is signed by Hugo Kaeseberg and Kaspar Erhardt Oertel; since
Kaeseberg died in 1893, the plate must have been carved at least six years
before it was first published."'"” The image distills the civilizing mission
of colonialist ideology: a (white) German instructor, with disciplinary
cane, is bringing the childlike Africans into disciplined order. The chil-
dren’s state of undress, meanwhile, suggests that they have still far to
come in the civilizing process.

Another professional image maker for the colonial enthusiasts was the
aforementioned artist Rudolf Hellgrewe. Hellgrewe was the primary
painter for the Trade Hall of Bremen’s 1890 exhibition; five years before
that, in the very first year of the German colonial empire, he had traveled
to East Africa as a study for his work on the Kaiser Diorama. Thereafter
he became known as a “colonial-friendly” artist and received a stream of
commissions from colonial enthusiasts. He was commissioned to paint
the murals in the Colonial Home as well as those in the colonial hall of
the Colonial Exhibition—for which he was paid the princely sum of
6,000 marks'''—and later painted the walls of the Colonial Economic
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Figure 3.8 Illustration of “Gymnastics in Togoland” (engraved by Kaeseberg & Oertel,
before 1893). Source: Gustav Meineke, Deutschen Kolonien in Wort und Bild (Leipzig:
J.J. Weber, 1901), 16.

Committee’s office. His illustrations appeared in many colonialist publi-
cations, from the travel narratives of Morgan and Wissmann to the luxury
memento book of the 1896 Colonial Exhibition.""> A decade later his
work filled the pages of colonialist serials, such as Siisserott’s Illustrated
Colonial Calendar of 1909. Hellgrewe’s work was even sold directly to co-
lonial enthusiasts in the form of wall hangings, postcards, and illustrated
children’s books (Figure 3.9).!!3

After 1896 the Colonial Society saw a wave of expansion, and the
membership had more than doubled in 1900."* Membership reached a
high-water mark of 43,000 in the tense, politicized nationalism just be-
tore the outbreak of the First World War. Nonetheless, the society never
attained its goal of breaking into the “wider circles” of the German pub-
lic; its membership always came entirely from the middle and upper
classes. Class prejudices may have hindered the recruitment from the lower
classes, although this is difficult to document.!’® Easier to see is the degree
to which nationalist, middle-class predilections saturated their social
world and broader communicative efforts. As much as the colonial enthu-
siasts claimed that they wanted to bring the colonial idea to wider circles,
it is clear from their self-contained sociability and the cultural rigidity
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Figure 3.9 lustration for a colonialist children’s book. “Fifteen little Togo-Negroes/
Just as black as the chimney-sweeper/ Though they have no shoes or shirt or pants/ they
thrust their arms with diligence.” Source: Rudolf Hellgrewe, Deutsches Kolonial-Bilderbuch
(Dresden: Leutert & Schneidewind, 1899 and 1901), 14.
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that marked their broader communicative efforts that this was largely just
rhetoric.

Conclusion

The decade before the turn of the twentieth century witnessed an explo-
sion of a new mass-produced, broadly cast visuality into the everyday life
of Germans. Advertising drove the expansion of the tabloid press, but it
also covered myriad other surfaces, from wall posters to commodity
packaging. Unlike the wall prints and illustrated broadsheets from the
early nineteenth century, the image itself was not sold; rather, the image
was doing the selling. The spread of advertising imagery therefore in-
volved far more than just a new technology, or a new modus operandi in
the business world. It involved the fundamental reordering of society’s
relationship between commerce and customers; in the process, it forged a
new cultural field.

The emergence of this new cultural field—and profession practice—
went hand in glove with new social strata. This chapter has traced adver-
tising through three different social groupings of the middle class. Rudolf
Cronau came from the traditional yet cosmopolitan world of the Bildungs-
biirgertum; as a travel writer, accomplished artist, amateur ethnologist, and
erudite jack-of-all-trades, Cronau wrote for illustrated magazines, staged
Vilkerschau, and in passing, wrote the first real advertising handbook. He
presented a literary, traveled view of America and of Africans, of England
and of Ethiopians—even if (on close examination) these views involved as
much armchair plagiarism as actual globe-trotting. Cronau drew on the
clamor of American street spectacles and the savage charm of Basuto rain-
makers, stimulating the curiosity of the reader and presenting an exotic
spectacle of modernity alongside an exotic outlandishness of primitivity.

The second group, the neue Mittelstand of professional advertisers, de-
signers, and advertising writers, emerged over the 1890s. Struggling out
from under the reputation of patent medicine hucksters, these new trades-
men bolstered their credibility with a transoceanic gaze, extolling Britain
and America as modern advertising meccas worthy of imitation. This was
one of the many paths by which imperial and racial themes migrated from
British and American advertising to Germany. Self~-made advertising ex-
perts, such as Ernst Growald, first embraced this foreign totem; then,
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around 1900, with their social and cultural standing assured, they could
begin to turn against the rhetoric of Anglo-American modernity to pro-
mote German modernity as a unique, indigenous variant. Yet we should
not overestimate the degree to which the advertising writers—the self-
appointed overseers of their profession—could actually guide the day-to-
day practices of a growing swarm of diverse businessmen, designers, mer-
chants, marketers, and other advertisers. The reproduction of imperial
slogans by Pears or racial ads like Ogden’s were counterbalanced by exhor-
tations to artistic effort and the safeguarding of good taste. Advertising as
a visual practice, however, would be significantly less concerned with
matters of taste; its discriminations would take a different trajectory.

The third group, the colonial enthusiasts, were less interested in cul-
tural innovation. Their cohesion as a social niche depended to some de-
gree on cultural traditionalism; they catered to like-minded colonial en-
thusiasts, from reputable aristocrats to nationally minded shopkeepers.
Their energies channeled into the realm of politics and ideology. The
colonialists produced a great deal of text and imagery of the colonies be-
fore 1900, and sold it to their constituents as expertise, with its exotic
patina perhaps dulled by layers of ideological orthodoxy and professed
authenticity. As consumable literature and imagery, however, it could be
repetitive and dry; their grainy, authentic photoengravings had little flash
to offer. Their oft-repeated intention to bring “the colonial idea” to
wider circles of the German public remained mostly just rhetoric; by the
fin de siecle, colonial enthusiast publishing, like other niche markets, was
increasingly minor next to the emerging mass media. The colonialists
claimed to hold the key to the economic future of Germany, but their
methods and their mind-set, as seen in their visual practices, remained
rooted firmly in traditional calculations. Nonetheless, the business tactics
and print technologies of the world of mass-reproduced imagery were
theoretically available to all social strata in Germany. At the turn of the cen-
tury, it remained to be seen who would emerge as the masters of the mod-
ern exotic.



4

PACKAGED EXOTICISM AND COLONIAL RULE

Commercial Visuality at the Fin de Siecle

He who furnished local tables with the products of far away
regions used to exhibit his “colonial wares” in their original
casing whenever possible. Undeniably, out of these bright tea
canisters painted with Chinese characters, out of these ma-
nila sacks, and out of these palm leaf baskets wafted the aroma
of distant places, which could so easily captivate an impres-
sionable imagination. Today, instead of the original wrapping
of the wares, a new school leads us down the path of a picto-
rial view directly into those distant lands. Here we see a wild
Buftalo Bill wrangling a cattle herd, from which he will soon
extract exquisite beef bouillon. There, camels wind their way
through the deserts of high Asia, heavily laden with crates of
tea, on which the import firm “Caravan Teas” is written in
massive letters. Over there, the Persian prince who deals in
insect powder is a worthy acquaintance, as is the Indian, who
carries Arrow-root to us on the backs of his elephants.

—Professor F. Luthmer, in Die Reklame (1894)

By the turn of the twentieth century, modern commercial space in Ger-
many was increasingly filled with bright and colorful posters, labels, and
packages all clamoring for the customer’s attention. The new technolo-
gies of illustration now allowed products to be promoted using colortul
imagery, and even literally wrapped in it. What had once been an act of
personal imagination—divining the “aroma of distant places” from ma-
nila sacks or palm leaf baskets—was now materially illustrated in a two-
dimensional representation. Commercial visuality could provide the imag-
ination for the consumer, to a degree previously undreamed of. Over the
decade of the 1890s, a wholesale displacement of imagination had taken
place from customer to designer.

In each of the pictorial views that Luthmer mentions above in 1894,
an exotic land is epitomized by one of the land’s denizens. In the adver-
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Figure 4.1 Advertising illustra-
tion for cola nut products, 1900,
by the Hamburg-Altona Nihr-
mittel GmbH. Source: WZB
(1900): 1040, reg. no. 46644.

tising and packaging in Germany of the 1890s, commodities originating
in the tropics often were advertised with just such a visual theme: an
inhabitant of the land offers the raw goods of the exotic land directly to
the viewer (and potential purchaser).! An image trademarked in 1900
that advertises a product made from cola nuts, for instance, shows a
dark-skinned boy holding cola nuts up to the viewer, as if for inspection
(Figure 4.1). The background in this engraving is filled with exotic tropi-
cal vegetation; the boy seems eager to please, offering his land’s natural
produce. In some cases, the illustrations for such “representatives” of a
foreign land were themselves crafted in that distant land, as with the
beautifully chromolithographed cigar tins from Cuba. In tins for Becos
cigars, for instance, a classically statuesque woman in white robes smokes
a cigar while holding up a row of tobacco leaves, on which the brand
name is written; behind her is a verdant, lush landscape around a la-
goon.? The exotic, idyllic, and tranquil Caribbean is embodied in her
very person.
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Figure 4.2 Advertising illustration regis-
tered by a coffee roasting company, the
Gebr. Jurgens (Braunschweig), in 1901.
Source: WZB (1899): 1086, reg. no. 40943.

Why center such illustrations on a human figure? In advertising, some
scholars have argued, the human figure harks back to the days of personal
contact between buyer and seller, and is thus a sort of modern reverbera-
tion from preindustrial times. An advertising “character type,” sympa-
thetic puppet, or homunculus like the Michelin Man takes the place of a
spokesman to win the trust of the public.’ There can be no doubt that
human figures personalize an ad’s appeal. A packaging illustration by a
Braunschweig coffee and tea manufacturer in 1899 offers a useful contrast
to the cola nut ad above; it depicts a street scene in the tropics, where an
oxcart is being loaded with sacks (Figure 4.2). The palm trees and flat-
roofed dwellings mark the scene as a tropical locale, which offers “a view
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into a distant land” and thereby implies or certifies the coffee’s exotic ori-
gins. Yet the palm tree that serves as the optical focus of this tropical tab-
leau is not nearly as arresting, I would suggest, as the indigenous inhabit-
ant in Figure 4.1. The parked oxcart seems oddly placid when compared
to the movement implied by the young boy’s gesture of holding cola nuts
aloft. Moreover, neither of these tropical scenes—the boy amid lush vege-
tation, the laden oxcart on the street—is very adaptable to different types
of reproduction. The details of the two scenes are not easily discerned
from a distance or in a cheap print, and neither scene is easily scaled up or
down to fit into different newspaper spaces or different sizes of packaging.
A human figure without all of the surrounding detail is more easily recog-
nized and can be more easily reproportioned to fit available media, as will
become apparent with many of the examples in the following chapters.

Human figures are common to advertising everywhere, but the pre-
cise manner in which such figures are depicted, and the context in which
those depictions circulate, is inextricably interwoven with perceptions of
power. These perceptions of power are multidimensional: they include the
power relations depicted within the image, the power of the image over the
perceptions of the viewer, and the collective power of patterns of imagery
over image viewers and image producers alike. All illustrations of human
figures are not equal. The image for cola nuts (Figure 4.1), for instance,
could certainly fit comfortably into a colonialist ideological framework or
worldview, but (unlike some of the imagery discussed below) does not
necessarily generate that ideology or worldview. While one could summon
to mind the connection of cola nuts to colonial economic systems, there is
no explicit visual reference to colonial authority anywhere in the illustra-
tion. Circulating in the Germany at the fin de siecle, the figure could just
as easily be seen, like allegorical clichés or tranquil Vilkerschau engravings,
as a stand-in for exoticism or an embodiment of a distant land. Yet by the
turn of the twentieth century, certain lands increasingly came to be par-
ticularly inscribed with specific and explicit representations of power. In
German commercial visuality after 1900, the “distant lands” most suited
to illustrate power using human figures was Africa.

Fabricating an Exotic Aura

From the 1890s, products from exotic lands were increasingly wrapped in
illustrations that allowed a viewer to see “directly into” the distant land of
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origin, whether cigars from Cuba, cigarettes from Egypt, or tea from the
Far East. Interestingly, Luthmer emphasized the “original wrappings” of
the wares in natural terms, such as palm leaf baskets, manila sacs, and tea
canisters. Yet a great deal of the early innovative imagery of overseas
products was itself produced overseas, at least initially. Chromolitho-
graphed tins were produced in Cuba, Egypt, and China for the emerging
global commodities market. A significant number of the cigar tins found
in German museums today are in fact of Cuban origin; the romanticized,
idyllic Caribbean chromolithographed onto these tins assured European
and American purchasers that the cigars indeed came from that locale.*
Egyptian cigarette manufacturers, first among them Nestor Giancalis,
also turned to chromolithographed tins, not only to preserve the tobacco
as it traveled overseas, but to wrap it alluringly in romanticized pictures of
its supposed land of origin, “the Orient.”®> Exoticism was a visual selling
point in the European markets, and the promise of travel to distant lands
(the mysterious Near East) by means of ordinary consumption (smoking)
proved inordinately appealing. By 1903 Germany was importing more
than 240,000 kilograms of cigarettes from Egypt annually.®

[lustrated landscapes—packaged exoticism—were too useful to not
carry over from imports to domestic production. Goods meant to be seen
as foreign, even though domestically produced, oftered the easy, early
crossover. Dyes and dyed goods, for instance, had been imported from
the East in previous centuries, and they certainly would have been in-
cluded in Luthmer’s list of goods made exotic by their faraway source and
original wrapping. By the 1890s, dyes were synthetically manufactured
by German chemical industries. However, the new chemical giants, such
as Hochst, and small dye companies, such as Holzkapfel, continued to
trade on dye’s exotic associations. They trademarked illustrations of el-
ephant caravans in India and of camel caravans in Arabia to advertise
their manufactures that were produced domestically. Bayer even trade-
marked more thrilling scenes; one from 1895 shows turbaned hunters, rid-
ing on the backs of elephants, shooting at a pouncing tiger.” The Actien-
Gesellschaft fiir Anilin-Fabrikation—known today by its acronym
AGFA—was particularly enamored of scenes of India, judging by its nu-
merous trademarks around the turn of the twentieth century.® India and
Ceylon appeared prominently in German illustrated trademark registra-
tions before 1900 across a wide range of products for several years. The
fact that both India and Ceylon lay firmly within the British Empire, and
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Figure 4.3 Cigarette packaging by the Demeter Dimitriadis Company, Hamburg.
Source: WZB (1898): 203, reg. no. 29086.

the fact that the dyes or photographic supplies came from German chemi-
cal factories rather than overseas trade, proved not to diminish the value
of offering a pictorial look “directly into” a distant land.

The quintessentially modern manufacture to be advertised with fab-
ricated exoticism was the cigarette. German machine-rolled cigarettes
were packaged and sold in beautifully chromolithographed tins that fea-
tured scenes of pyramids and minarets, desert oases, turbaned camel rid-
ers, and palm trees (Figure 4.3). Such packaging, along with its associated
print advertising, envisioned Oriental origins for the ware, even though
the cigarettes were produced in German cities with American tobacco.
Brands such as Salem Aliekum, Sulima, Kios, Ramses, and Nessim all
emerged out of the factories in Dresden and Berlin. The cigarette had
originally come from Turkey and Egypt, and its exotic flair drew partly
from this sensibility of the Orient as the cigarette’s original source.” Yet
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commercial visuality played even more of an important role. The first
chromolithographed cigarette tins themselves came from Egypt, and early
German domestic imitators merely duplicated those tins’ orientalizing
motifs. In the Germany of the 1880s, Egyptian tins and early German
imitations of Egyptian tins were among the very first lavishly illustrated
packaging to circulate widely."” Germans repackaged and mass-produced
an exotic Orient that astute Middle-Eastern producers had previously
exported to them.

The rise of cigarette consumption was the first widely recognized
“victory” of advertising in Germany.!" The eye-catching tins them-
selves, circulating in the 1880s, and the frequent exhortations by profes-
sional advertising writers in the 1890s, each offered strong publicity not
just for the ongoing success of the cigarette, but for the possibilities in-
herent in exotic packaging more broadly. The mystical, magical Orient
would reign supreme among exotic lands in German commercial visual-
ity for decades. Its mystique was intensified by the escalation of countless
other sorts of commercial enterprises, from the small Oriental cupola in
1890 Bremen to the grand Exhibition Kairo of 1896 Berlin, or from the
Vilkerchauen of Tripolitans and Nubians to the “scenes from the Tuni-
sian Harem” in the Panoptikum. In the 1890s, cigarette packaging be-
gan to personalize this exotic appeal, shifting their Orientalist fantasy
from fantastic cityscapes toward the reclining odalisque. As early as
1894, Professor Luthmer in Die Reklame wrote admiringly of the “smok-
ing concubines” who “reveal to us the secrets of the harem.”!? The Ori-
ent had been the site of exotic luxury; now the harem girl became the
premier embodiment of exotic eroticism. Unsurprisingly, Oriental mo-
tifs began to migrate from products that had ostensible Oriental links,
such as cigarettes, to those where the linkages were far more tenuous,
such as with margarine. Over the first decade of the mass production of
commercial imagery, the Orient remained the quintessential land of
luxury goods. After 1900, however, a new land of fantasy was increas-
ingly affixed to such products as cigarettes, coftee, tobacco, and dyes—a
land that offered something that the tranquil tropics, caravans of India,
and resplendent Orient did not.

It might seem surprising that, as late as 1894, Africa and Africans remain
palpably absent from Professor Luthmer’s panoply of distant lands, even
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though his figures ranged over the plains of America, the desert highlands
of Asia, the kingdoms of India, and a few paragraphs further on (not
quoted), the mysterious Orient as well. Despite an official German pres-
ence for more than a decade on the African continent at the time of
Luthmer’s quote in 1894, Africa and its inhabitants had yet to make a strong
appearance in the burgeoning world of commercial imagery. In other ar-
eas Africa was becoming, as one handbook from the Bremen exhibition
called it, “the continent most in fashion,” as seen in international political
posturing that fed into (and fed from) news reports and editorials on the
Berlin Conference, or as seen in the ethnographic collections at trade
shows and in the spectacular people shows of the 1890s. 13 Yet by the mid-
1890s it had not yet become fashionable in the germinating field of Ger-
man advertising.

Africa would play a different role than just one more exotic land with
exotic wares. After 1900, German commercial images of Africa—or
more precisely, of Africans—constructed dense networks of visual power
that wove German traditions into modern inventions, and naturalized
colonialist ideology by tying it to racial difference. Some of these presen-
tations of power went hand-in-glove with the German colonial project,
while others reworked or even subverted the colonialists’ ideology. In ei-
ther case, the institutions of colonial enthusiasm played only a minor role.
This chapter charts the emergence of the image of the African native
around the turn of the century, tracing the contexts in which it emerged,
and the implications of the way in which the figure came to be embedded
in positions of visual power. This visual power could draw from and rein-
force pictorializations of race (as Chapters 5 and 6 will show) but it was
not synonymous with depictions of racial difference.

Around the turn of the twentieth century a new advertising motif
began to appear in trademark registrations across a broad range of firms,
brands, and product categories—the figure of the African “native,” usu-
ally clad only in a grass skirt or loincloth (Figure 4.4). The figure would
often be depicted either explicitly vis-a-vis another figure in the scene, or
implicitly in relationship to the viewer, in a manner framed as “colonial.”
The African native might be transfixed by a German commodity, for in-
stance, or the figure might be laboring under a burden of supposed colo-
nial goods or wares (Figure 4.5). This motif began to appear in advertis-
ing and product packaging in the last years of the 1890s, but 1900 was the
watershed in which the figure was used to promote a host of products,
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Figure 4.4 Advertisement for tobacco snuff by A. Wiinschhiittl, Tirschenreuth, from
1902. “I snort only genuine Tirschenreuth Glasshiitten schmalzer.” (Schmalzer is a snuff
style.) Source: WZB (1902): 682, reg. no. 55142.

from coffee and chocolate to shoe polish and accordions. The prominence
of this motif has gone entirely unrecognized.

The timing of the appearance of this “colonial” figuration of the
African native is significant; it began to manifest fifteen years affer the
advent of official German colonial rule in Africa. It was therefore not a
byproduct of the initial groundswell of nationalistic enthusiasm for colo-
nies back in the mid-1880s, nor did it derive from public discussions over
colonialist principles after 1905. Neither did it connect to actual articula-
tions of German colonial policy."* More importantly, the pervasiveness of
the figure in the commercial realm did not correlate with ongoing efforts
to extract resources from Germany’s African colonies. Even by 1900, the
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Figure 4.5 A generic illustration for Universal Coffee, trademarked by the Leipzig firm
of Hermann Riechel in 1904. Source: WZB (1904): 679, reg. no. 67825.

colonial economy remained insignificant to that of the German metro-
pole. Neither was it the small German colonial companies from Africa—
ineptly managed and hemorrhaging capital—that were the first to turn
to the most colonialism-steeped commercial images. Instead, it was often
the domestic companies, among them the largest mass marketers of the
global economy, that turned to this image—companies that imported
their cocoa not from East Africa but from Ecuador, and received their
coffee not from Cameroon but from Colombia.!®

So the question becomes: why 19007 In fact, the manifestation of this
motif in commercial imagery came at the confluence of a great many
forces and influences. In the previous three chapters we have already seen



158 Packaged Exoticism and Colonial Rule

the interplay of broader political, social, and cultural forces in commercial
imagery, from the rise of panoramic exhibition displays to the interven-
tions of institutionalized colonialists, from the popularity of spectacles
of Africans to the overseas gaze of professionalizing advertisers. Each of
these forces, gathering in the 1880s and 1890s, factored into the new pen-
chant for commercialized images of “colonized” Africans around 1900.
There were also a number of more proximate factors still to be addressed:
these included the reinscription of traditional images, the saliency of co-
lonial warfare, and the implementation of powerful pictorial techniques
crafted around visual logic and optical power. Exploring each of these
different proximate factors in turn, we can chart the way in which a spe-
cific commercial motif was patterned, and thereby see traces of the com-
plex functioning of commercial visuality.

From the Middle Ages, trade guilds used marks to identify their
artisans’ wares. These were simple marks of origination, however,
largely bereft of any broader associative implications. This changed in
seventeenth-century Europe, when woodblock printing and other meth-
ods of early-modern illustration began to be used to link a commercial
good with its distant land of origin. One of the first deployments of
such pictures. as we have seen, involved a figure of blackness, the Tabak-
mohr (Tobacco Moor), that was associated with tobacco for well over
300 years in the commercial culture of all western European nations. In
English the figure was called a Blackamoor, in Dutch a Tabak Neger.
American tobacco culture also initially shared this iconography, called
“Black Boys” or “Virginians,” before ultimately morphing into the

more familiar “Cigar Store Indian.”'®

Probably the oldest example of
this figure is that seen printed on a brown paper wrapper that appears in
a painting, a 1644 still life by Hubert van Ravesteijn."” All Tobacco
Moor figures, whether printed from a woodcut block, sewn onto a sack,
or as statuettes in a tobacconist’s shop, tapped the allegorical icono-
graphy of the New World, the birthplace of tobacco. The figure usually
included a bow, and a feather headdress and skirt. Often the figure wore
a skirt of tobacco leaves rather than feathers (see the figures at the open-
ing of Chapter 2). The figure relied upon prior familiarity to be mean-
ingful, but the purchasers of tobacco in the eighteenth and early nine-
teenth centuries usually came from the middle classes and could be
expected to have seen allegorical representations of New World noble
savages.'®



Packaged Exoticism and Colonial Rule 159

[To view this image, refer to
the print version of this title.]

Figure 4.6 Three Moors tobacco label, likely from the 1870s. Source: Fritz Helmut
Ehmcke, Wahrzeichen, Warenzeichen (Berlin: Hermann Reckendorf, 1921), 12.

Though the Tobacco Moor may have initially flowed from and
symbolized London’s or Amsterdam’s colonial connections, by the eigh-
teenth century it was inextricably woven into local German commer-
cial culture. German tobacconists in Cologne took venerable Dutch
icons and reissued them as their own (Figure 4.6). In the early nineteenth
century, block-printed labels with Tabakmohren were wrapped around
many a cigar, and German tobacconists began to use woodcuts of Ta-
bakmohren as a rudimentary form of illustrated advertising in the clas-
sifieds by the 1830s.!” The image had become part of the German cul-
ture of tobacco among the urban middle class. Even a century later, a
Weimar-era collector of early nineteenth-century cigar paraphernalia
wrote keenly of the visions that seemed to almost leap off of the paper
labels; “the mythological beasts, the blacks, the palm trees, and the
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tobacco plants,” the collector wrote, brought “the soulful yearning for
distant worlds, for incredible adventures, and for enormous riches.”?"
Such early tobacco imagery was another small way, alongside the Rob-
insonades or travel accounts of Patagonia described by Suzanne Zantop,
that middle-class Germans participated imaginatively and vicariously in
the colonialism of other European nations in the eighteenth and nine-
teenth centuries.”! And like colonialism itself, the icon of the Tabakmohr
was ultimately “Germanized” after the 1880s. Late nineteenth-century
German advertising writers insisted that Tabakmohr images constituted
an age-old German tradition. These writers had a larger agenda: they
were legitimizing cigarette advertising in Germany, by linking it to a
specifically German past. They thereby played down the figure’s origins
in early Dutch and English culture. Cigarette manufacturing giants such
as Joseph Feinhals and Emil Garbaty joined in this reinvention of tradi-
tion by sponsoring treatises on tobacco—part essay, part advertisement—
that placed these black figures within a long and explicitly German to-
bacco culture.??

When new printing technologies in lithography and chromolitho-
graphy appeared in the last third of the nineteenth century, they made
high-quality prints available at disposable prices. In the world of com-
merce, however, new technological capacity did not immediately lead to
a flood of new motifs. Germans led the world in planographic printing
methods and produced many of the earliest forms of chromolithographed
commercial imagery, such as postcards or trading cards (Sammelbilder), yet
they continued to use such traditional allegorical icons as the Tabakmohr;
indeed, variations on Tabakmohr-style figures continued to be regularly
registered as trademarks up until just before 1900. Trademarked Tobacco
Moor figures continued to be drawn with all of the allegorical signifiers
of the traditional motif, but increasingly included the artistic detail af-
forded by modern print technologies.?® For all of the penchant for racial
typologies in scientific circles after the 1850s, and for all of the meticulous
categorizations in academic ethnography in the 1880s, and for all the choreo-
graphed savagery of African people shows in the 1890s, many young
advertisers and businesses in the 1890s were still proftering more general-
ized figurations of exoticism, based on long-circulating allegorical repre-
sentations of the noble savage.
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Consuming Colonial Warfare at the Fin de Siécle:
Boxers, Battleships, and Boers

Archaic allegorical icons were not the only way to promote tobacco. In
1894 the advertising journal Die Reklame suggested a promotional tactic
for cigar-store owners. With a one-word title—"Korea!”—an essay de-
scribed how, in previous wars, cigar retailers would lay out a large map of
the theater of war in the display window and affix small flags to pinpoint
the locations of the combating armies. These flags would then be fre-
quently repositioned, according to the most recent news arriving via tele-
gram from the front. This up-to-the-minute depiction of the battlefield
captivated onlookers, the article claimed, and the implication was that such
interest would generate greater cigar sales. The article went on to lament
how such maps had not been seen of late. As a remedy it offered up the cur-
rent war in Korea as one that was, perhaps, “not without merit.” Indeed,
the article wrote encouragingly, a good map of Korea and the surrounding
backwaters would not be that expensive, and a smart businessman “should
not let this opportunity slip past.”**

Despite such an emphatic recommendation, however, the Sino-
Japanese War of 1894 over the fate of Korea was not compelling enough
for German cigar stores to orient their marketing strategies around. A war
between rival Asian powers was distant and of little interest to Germans.
The recommendation was prescient in one sense, however. A few years
later Germany itself became directly involved in the Far East. In 1897
Germany seized the territory around Kiautschou (Jiaozhou Bay), which
included the port city of Tsingtau. Though long-planned by the German
navy, the seizure was carried out under the pretext of retaliation for the
murder of two German Catholic missionaries. The acquisition of the new
colony was greeted with a great deal of official imperialist fanfare. This
was the moment that the Staatsekretir of foreign affairs, Bernhard von
Biilow, chose to deliver his notorious demand that the time was ripe for
Germany to receive its own “place in the sun.” Nationalist organizations,
from the Colonial Society to the Pan-German League, applauded Biilow’s
official repudiation of the lower-key, more cautious imperialism charac-
teristic of the previous chancellor, Leo von Caprivi.®

The seizure of Kiautschou represented the beginning of a more ag-
gressive imperialist German stance in geopolitics. It coincided with one
of the first instances where the new commercial forces in German public
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life engaged directly with official imperialism. Almost before Biilow’s
bellicose words had stopped ringing in the halls of the Reichstag, Ger-
mans in the metropole received a glimpse of what this “place in the
sun” looked like through an array of new media. A Volkerschau was
staged in 1898 by the Circus Schuman under the title “Those of Ours in
Kiautschou.” Its bellicose promotional poster, by the firm of Adolph
Friedlinder, shows Chinese being put in their places as colonial subjects:
Chinese boys are made to sing for a German corporal’s dog, for instance,
while nearby a German sailor lasciviously eyes a Chinese girl as he puts
his arm around her. In the poster’s background, wagons full of Chinese
girls arrive—one load pulled by horses, the other by camels—and a Chi-
nese soldier is carried by the nape of his neck—like some mischievous
house pet—by a spike-helmeted Prussian. At the center of the poster is an
inset of a German warship.?® Meanwhile, the Passage Panopticum pre-
sented a show titled “China in Berlin”; its promotional poster, designed
by E. Eden, elicited great acclaim from advertising writers in the years
after its appearance.?’

The chromolithographed postcard—which had emerged in the previ-
ous decade—offered an even wider scope for imperial, martial imagery.
A slew of particularly bombastic full-color postcards were rushed off the
presses; they sold widely and flowed through the German postal system.
The Emil Dotzert Verlag of Frankfurt produced a number of five-color
postcards depicting cute Chinese children supporting their new German
imperial “masters”; the children are drawn wearing Prussian helmets
and saluting the German flag. On one a child holds a sign that reads
“Deutschland, Deutschland tiber Alles”; on another a Chinese boy sings,
“T'am a German, do know you my colors?”?® Some of these postcards were
vicious: one draws a German soldier sitting on the back of a genuflecting
Chinese man while using the back of another Chinese man as a writing
table.?” The new imperialism in the Far East evidently stirred up a great
deal of bellicose nationalism, and this created an opportunity to see how
well imperialist themes did with the German public more widely. A
number of clichés (saleable illustrations) and postcards celebrating the “ac-
quisition” were reproduced in the pages of ad journals such as Propaganda.
Firms related in the ad journal that they were offering postcards “priced

for mass consumption.”"

Advertising suggestions also appeared; the 1899
issue of Propaganda devoted a page to reproducing a joint advertisement by

the Opel and Henkell companies. It depicted Chinese coolies with a crate
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of Henkell champagne slung between them, a camel laden with Opel
tires, with what might (or might not) be a German imperial marine
marching alongside. The labels on these crates are the only text in the
entire ad, and this was the aspect that particularly impressed the writers of
Propaganda.”!

Following the trend, German companies across the board introduced
new products and issued new ads to tap into the new German imperial
engagement in the Far East. An advertisement for Chinese Kiautschou
Liquor promised the product would be “Easily Digestable” and “Stomach-
Strengthening”—a not-so-subtle metaphor for Germany’s new colonial
authority in Asia. Only two months after the German occupation of
Tsingtao, Kiaotschou Cakes appeared in Dresden, Prince Henry Kiao-
Tchau tea appeared in Frankfurt, and Kia King Cigars—featuring a cari-
cature of an evil-looking Chinese face—appeared in Strassburg.’® Even
the German Kolonialhaus—the two-year-old German colonialist retail
chain loosely affiliated with the German Colonial Society—made a some-
what feeble attempt to join the fray, introducing Kiautschou Cigarettes.”
Indeed, the rush of new product registrations was so great that the 1899
issue of Propaganda found it necessary to reiterate the limits on using the
word “Kiautschou” under the 1894 trademark law. They pointed out that
the Patent Office had rejected applications seeking to register the name
“Kiautschou” for an array of products that did not actually originate in
this new German protectorate.>* Other firms, meanwhile, sought to coun-
ter this flood of Kiautschou-themed imagery by issuing “defensive” adver-
tisements. Otto Sehrndt of Berlin trademarked an advertisement, “The
German People drinks German Tea!”; the illustration shows a Chinese man,
sobbing, kept out by a high fence topped with barbed wire.?®

Some of this advertising and packaging went beyond just jingoistic
sloganeering or topical trademarking and sought new ways to directly il-
lustrate the new colonial relationship between Germany and the Far
East—a relationship drawn as a sexualized encounter. Tsung-li-Yamen,
registered in 1899, was billed as a “German-Chinese Friendship Liquor.”
Tsung-li-Yamen was the name of the Chinese foreign office, and the
“Friendship” label does seem to denote peacetul cultural exchange. The
label’s image, however, indicates something quite different (Figure 4.7):
three German sailors, fresh off of a warship, appraise (and molest?) a Chi-
nese girl as she serves them schnapps. She is depicted as flattered by the
attention. Meanwhile, the German imperial flag on the launch flutters



164 Packaged Exoticism and Colonial Rule

[To view this image, refer to
the print version of this title.]

Figure 4.7 Trademark for Tsung-li-Yamen German-Chinese Friendship Liquor from
1899, by Louis Ackermann Jr. of Berlin. Source: WZB (1899): 140, reg. no. 35469.

behind her, implicitly marking the land—and her body—as German
territory.

The illustration of sexualized power here is quite apparent and hardly
needs to be belabored. It draws on a long-established European discourse
of colonialism as a gendered interaction, where the colonized land is per-
sonified as a desirable, partially reluctant female and the colonizer as a
heroic, conquering male. Its proximate visual antecedents were the sexu-
alized postcards made for German soldiers or sailors in the Far East, with
captions such as “A Conqueror” or “Seaman’s Love,” which depicted



Packaged Exoticism and Colonial Rule 165

German sailors strutting about with one or two Chinese girls hanging on

their arms.>°

But introducing this cliché as an advertisement adds an ad-
ditional layer of complexity. The liquor label is not just a snapshot of a
gendered colonial swagger—a nasty but funny postcard to send home to
friends—but a scene meant to inspire purchase. The operating assumption
behind the Tsung-li-Yamen label flatters the colonizer’s ego by depicting
the conqueror as masculine and the subjects as feminine eroticized ob-
jects. More importantly, however, it also assumes that a German viewer
will be so enticed—so enthused—in seeing such a gendered encounter
performed before his very eyes that he will immediately desire to pur-
chase the liquor.

The commercial frenzy with respect to China lasted for several
years. It was reinvigorated by German participation in the war against
the Boxer uprising. In 1900 around 900 German marines participated in
a multinational military expedition to counter the Boxers’ siege of the
Legation Quarter in Peking. Meanwhile, a much larger contingent was
sent from Germany; the embarkation of the troops at Bremerhaven saw
the occasion of Kaiser Wilhelm’s infamous “hun” speech, exhorting the
departing soldiers to give no quarter and take no prisoners. As a harbin-
ger of things to come, the German pacification of several provinces in
China was marked by extreme brutality. Back in Germany, meanwhile,
the Boxer campaign was accompanied by an escalating rhetoric of mili-
taristic, imperialistic nationalism—a rhetoric laced with no small amount
of racism.

As soldiers were rushed to China to help suppress the uprising, post-
card printers rushed to supply Germans with appropriately jingoistic vi-
sions. This round of postcard printing offered far more violent fare.”’
Cartoons showed German marines beating Chinese men with rods and
yanking on their mustaches; meanwhile, photographs of the Chinese be-
heading criminals purported to reveal the cruelties of “Chinese Justice.”?®
The rubber manufacturing giant Hannoverian Gummi Kamm Co. AG
issued an advertising postcard for their Excelsior bicycle tires that showed
a mustached German marine—riding a bicycle—while shooting a sword-
wielding, evil-faced Chinese through the heart with his pistol.” The Pas-
sage Panopticum added wax displays of Chinese Tortures to its installa-
tions.*” Carl Rochling’s bellicose and instantly famous 1902 painting The
Germans to the Front! was reproduced as a postcard for mass-market sales.*!
The painting, and its postcard replication, shows German marines striding
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purposetully into China as injured British naval officers wave them grate-
fully by. What is rarely recognized is that the painter Rochling was
reworking William Heysham Overend’s bellicose chromolithograph “Blue
Jackets to the Front!” which had been printed in the Illustrated London
News back in 1885, in celebration of the war against the Madhists in the
Sudan.*” The British imperial venture in the Sudan in the 1880s had a
long reach, at least in the visual realm.

The seizure of Kiautschou and the suppression of the Boxer uprising
each fed into and accelerated German navalism. Naval enthusiasm, like
colonial enthusiasm, was organized around a political institution, the Navy
League. Navalism was also potent cultural theater, a “bread and circuses”
for the German public.*® Just as importantly, it was potent commercial
theater as well. In 1900 the advertising writer Robert Exner likened the
role of a fleet to the role of advertising, musing that, just as advertising
creates an aura of prestige for the commodity, so too does “a proud ar-
mored colossus” sent to a Far Eastern harbor “create an aura of prestige”
for the European nation.** A subsequent issue of his journal offered
suggestions as to how to tap into naval enthusiasm. He proposed that a
tobacco merchant might lay out cigars in the outline of warships in his
display windows; underneath this cigar fleet he could place signs like
“A mighty fleet is assured, therefore, smoke on contentedly with my
5-penny Sea Dog Cigars” or “Full Steam Ahead! is now the watchword
with us; and so it should be . . . until sold out.” The text goes on to ex-
plain why such a display would attract attention: “Ships in advertising
inserts are quite eye-catching, given the current public debates over the
Naval Bill.”#

Advertising could circulate images of strident navalism to a German
public beyond the social boundaries of Navy League members, however.
The spice and powdered soup giant Maggi issued advertising postcards of
warships, including one in 1898 of German warships on “shooting exer-
cises” off the Chinese coast; and these were collected by Germans of all
political persuasions. Two years later, during the commercial craze sur-
rounding the Boxer uprising, navalism was explicitly linked to imperial-
ism in the far East: the multinational Liebig Company, the margarine gi-
ant Jurgens and Prinzen, and the ersatz-coffee company Aecht Pfeiffer and
Diller all issued cards that, with “Kiautschou” as their rubric, featured
steaming warships (instead of scenes from the colony itself).** In some ad-
vertising trading cards, illustrations of Germany’s battle fleet were often
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Figure 4.8 Collectible trading card, Liebig bouillon company, from 1900. The Liebig
series “Germany Overseas” includes this card of a “Sunday market” in German East
Africa. The Africans are drawn in the ethnographic style common to popular magazines,
yet a white pith-helmed instructor and a white trader, each positioned below an inset
cruiser, visually establishes a colonial-naval connection. Source: Liebig card no. 458/4.

juxtaposed against ethnographic illustrations of natives in German colo-
nies, making the association between Germany’s fleets and Germany’s
colonial subjects explicit (Figure 4.8). As a visual strategy, ethnography
and navalism clearly played comparable roles.*’” Ultimately, though the
Navy League may have been the largest of the radical nationalist organi-
zations, the powdered soup, bouillon, and margarine giants were larger
still, and could carry imperially themed navalism into the homes of even
the Navy League’s working-class adversaries.*

A further excursion into the relationship between bellicose navalism
and German consumer culture would take us beyond the scope of this
book. It is clear, however, that referencing the new colony of Kiautschou
in product advertising and packaging demonstrated a useful convergence; a
gripping current event, when overlaid with colonial fantasy, presented tre-
mendous commercial opportunity. The seizure of Kiautschou and the sup-
pression of the Boxer uprising fused Far Eastern fantasy with the fetishization
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of naval technology, at least in the realm of commercial visuality. War-
ships paraded as manifestations of modernity and icons of national great-
ness; and transshipping them to Far Eastern harbors perfumed them with
the scent of the exotic. This allows us a new perspective on German naval-
ism: did it find popularity in Germany not only for its strident claims to
hard-nosed Weltpolitik, but also because it could blend technophilic fantasy
with colonial fantasy? If so, then no small degree of that fantasy was forged
in the commercial world. Nonetheless, in the long run the commercial-
ized celebration of Kiautschou proved ephemeral: motifs concerning
China did not find sustained resonance in German advertising for more
than a few years, outside of a few very specific commodities, such as lac-
quer or tea.*’

A colonial engagement slightly closer to home proved to be a catalyst
for a more enduring visual engagement. In March 1900 an advertising
journal recommended the following window display:

A Maxim gun, of the type everyone’s talked about since the war between
England and Transvaal began, should be arranged out of cigars for cigar
merchants to place in their shop windows. The gun carriage, consisting of
a simple three-legged frame, could be fabricated either from wood or from
large cigars. The position of the gun barrel should be represented by a very
large cigar, to which the peculiar Maxim-cartridges, made from ciga-
rettes, are connected. Were the arrangement to perhaps be accompanied
by the inscription “Captured in the Transvaal War,” the whole Schauobjekt
would be truly delightful.>

Why “delightful”? Though the German government cautiously and su-
perficially aligned itself with the Boer camp after the Transvaal crisis in
1895, the German public’s engagement was far less restrained. Long-
running German sympathy for the Boers can be traced back to the 1880s;
none other than Heinrich von Treitschke described the descendants of
Dutch settlers in southern Africa as “Teutonic” and called for Germany to
protect its ethnic cousins against the British. Trade connections between
Germans and Afrikaners extended back even further.”® Yet neither ethnic
affinity nor economic ties can fully explain the upsurge in popular sup-
port evidenced in Germany in favor of the Boers at the outbreak of the
Anglo-Boer War in November 1899, which shocked outside observers.
Biilow’s government used this popular commotion to their advantage in
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the diplomatic arena, taking pains to convey to the British that they were
doing all they could to restrain anti-English sentiment in the German
daily press; they gained Samoa as a reward for this “restraint” and for Ger-
many’s official neutrality during the Boer War itself.>

Some historians have seen German popular support for the Boers as
an outgrowth of successful propaganda efforts by the more radical na-
tionalist organizations, especially the Pan-German League. Others have
argued the reverse—that the Pan-German League’s quick-footed self-
promotion, seizing the mantle of “protector of the brave little Boers,”
tapped into existing currents of pro-Boer support, propelling the organi-
zation into the limelight and the peak of its pre-1914 financial strength
and popular appeal.>® To both of these formulations needs to be added
a new factor, namely the dynamic of the emerging mass media (barely a
decade old) with its commercial model that depended upon attention-
getting devices. The new mass media commercialized the very attention
of the public itself. Current events became an exciting, unifying social
experience by purchasing of a tabloid.>* The Anglo-Boer War offered a
perfect convergence, where the mass media could sell news from a grip-
ping conflict set in an exotic locale.

The year 1900 was a particularly propitious time in Germany to mass-
market a war. Advances in printing technologies allowed even more op-
portunities for the circulation and sale of images, and the course of the war
was pursued avidly in the illustrated mass press of Germany just as in Great
Britain.>® Since the new halftone printing process allowed for the inex-
pensive publication of photographs from the field of battle, war photo-
graphs appeared in the pages of illustrated mass dailies, such as the Berliner
Hlustrirte Zeitung. The illustrated humor magazine Liistige Blitter put out a
special “Boer” issue and commissioned the graphic artist Julius Klinger to
create a poster advertising it.>® Small maps of southern Africa found their
way into the daily press, and full-sized maps, complete with troop move-
ments printed on them, sold widely. Popular publishers such as Liebelschen
rushed books off the printing presses—revealingly, the authors of these
books had also churned out mass-market books on the Boxer uprising.®’
Such books as Victory or Death: the Heroes of the Boer War boasted 119 illus-
trations, mostly photographs, and featured a full-color cover.>®

Chromolithographed postcards lionized the heroism of the Boers’
fight for self-determination.”® And during the course of the war itself,
various impresarios—from the Circus Blumenteld, to the Circus Lorch,
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to the Circus Althoft—staged shows reenacting daring Boer raids against
the British. The promotional posters for these circus shows—printed by
Adolph Friedlinder, of course—depict dramatic scenes of battle, with
British lines falling under attack by dashing Boer cavalry.®’ In short, the
unanimity of support for the Boers ifself became a commodity—imaged,
packaged, circulated, marketed, and sold to a consuming public on a mas-
sive scale.

Such activity, it should be pointed out, contrasted markedly with the
public indifterence that greeted Germany’s own early colonial wars in west-
ern and eastern Africa a decade earlier. The small-scale military engage-
ments that secured German rule in Cameroon (1891-1894), East Africa
(1888—1890), and Southwest Africa (1883-1884 and 1896—1898) occa-
sionally manifested in journals such as the Illustrirte Zeitung and Over Land
and Sea, but overall this warfare escaped the notice of both the public and
early advertisers. One difference was scale: the Anglo-Boer conflict was
far larger and more dramatic than that of Germany’s early colonial battles.
But another factor was visual: imagery of the early German warfare in
Africa was not widely available—indeed, it was almost entirely lacking.
Apart from some caricature broadsheets, the first time a broad spectrum
of the German public actually saw Hermann von Wissmann’s military
successes against the Arab uprising in East Africa in 1890 was in the care-
tully re-created displays of the Berlin Colonial Exhibition, more than six
years later. After 1900 the earlier German colonial African wars in the
1880s and early 1890s were feted retrospectively in chromolithographed
cards by cocoa firms, such as Hildebrand and Richter.®! But these wars
had no visual footprint at the time, as a current event. The Boer War cap-
tured greater public attention than Germany’s own earlier battles at least
in part because it was more widely visible.

With the copious mass-media coverage of the Boer War as an illus-
trated backdrop, manufacturers leapt into the breach. Trademarks for
goods from Boer Victory Cookies to Boer Cheese were registered by
bakeries and dairies across Germany, satistying the public taste for the
conflict. The imagery for these new products—or for old products being
remarketed as new products—grew to become remarkably consistent,
despite their decentralized genesis: the images invariably focused on the
figure of the Boer himself, as a lone white man on the frontier, wearing a
beard, and with a wide-brimmed hat, cartridge belt, and rifle®* (Figure
4.9). This visual imagery engaged with discourses about the Boer’s sup-
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Figure 4.9 Label for Boer Refresher
chocolate, trademarked by the Ge-
briider Nolting of Herford in 1900.
Source: WZB (1900): 525, reg. no.
43740.

posed racial role in sub-Saharan African colonialism: as a “Stammbruder”
(ethnic or tribal brother), the Boer was expected “to fulfill a great histori-

»763 Commercial connections

cal mission in the midst of the ‘black hordes.
were often framed in German discourse in the language of ethnic affinity.
German businessmen fantasized how, after the war, German products
would find a new market in the Boer Republics, not just from widespread
appreciation for Germany’s military support, but because of the Boer’s
natural (ethnic) affinity for German products.®

The popular and commercial engagement with the Boer War was a
catalyst that accelerated a larger transformation in the patterns of German
visual mass culture itself, in that it steered the eyes of the German public
toward the African continent—and toward Africans. We see the roots
of this as early as 1897, when a Transvaal Exhibition was staged in Berlin.
The Transvaal Exhibition, on the heels of the Colonial Exhibition, ap-
peared two years before the Anglo-Boer War broke out. The Transvaal
exhibition gave Berliners not only a staged glimpse of Boer life, but also
an encounter with the racial exoticism of southern Africa, for the center-
piece of the exhibition was a Vilkerschau of Balobedu. The poster promot-
ing the Volkerschau shows a shirtless, muscular Balobedu warrior, shield
upraised, wearing a zebra-skin headdress and necklaces. Rounded huts
are being constructed by women and children in the background.® If the
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Figure 4.10 Collectible trading card, Liebig bouillon company, from 1899. “Pictures
from the Transvaal—A Village of Natives.” Source: Liebig card no. 420/6.

Boers were depicted as lone white pioneers of southern Africa, their
representational foil was a typified African warrior. In the simple binary

of commercial visuality, the African native emerged to fulfill the role of
66

LT3

“Indian” to the Boer’s “cowboy.

This dichotomy was directly imaged. In 1899 the Liebig Company is-
sued a collectible card series titled “Pictures from the Transvaal.” The se-
ries of six cards illustrates a narrative of Boer civilization-building: the first
shows President Kriiger’s residence (with modern telegraph poles promi-
nently out front), and subsequent cards show scenes of a stagecoach, a typi-
cal Boer farm, and two different scenes of gold mining. Collectively these
cards construct a story of the development of the frontier. The final card,
however, is “A Village of Natives” (Figure 4.10). It shows natives in brightly
colored shawls and wraps, and a small native boy dressed only in a grass
skirt, in front of grass-roofed huts—the scene could well have been drawn
from a poster for a people show. The last in the series, this card would
have been eagerly anticipated by collectors, typically offering a resolution
to the series’ narrative arc. Visually, at least, the narrative arc of the Trans-
vaal leads to the African native.
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Staking a Claim: Drawing Nationalist Politics into Advertising

In 1896 the prolific advertising expert Robert Exner published a guide
to modern, effective window displays. He reiterated the potential for
map displays in cigar and grocery store windows, but where Die Reklame
of two years earlier had suggested charting the imperialist war in Korea,
Exner now recommended a terrain closer to Germany and German inter-
ests: “One lays a large map of Africa in the window and erects, where we
have colonies, a grand flagpole—certainly no thin twig—with a German
flag that hangs from a proper miniature flagpole rope. Next to the flag-
pole, bundle African artifacts.” He added, “Especially effective when one
carries goods from the German colonies.”’

In case the point was missed, he illustrated it with a rather amateurish
drawing for a window display for cigars and other goods, such as pineap-
ples and coffee beans (Figure 4.11). The admonition at the end of Exner’s
advice is rather curious. He noted that the display would be “especially
effective” when one carried goods from the German colonies. But that
admonition also implies that the display would still be effective (just not
“especially”) even without them. This seemingly innocuous comment
reflects the confused interplay of substance and fantasy in the culture of
official German colonialism. At this point in German colonial history, ex-
ports of consumables from the German colonies to the German metropole
were sparse. The chances that any given cigar store in 1896 would actu-
ally carry tobacco “from the German colonies” was very slight.®® And
while tobacco would be exported from New Guinea with some success,
tobacco production in Germany’s African colonies would never rise to
significance. Yet the mental association between a so-called colonial good
(Kolonialwaren) such as tobacco with a colonialist claim to African terri-
tory represented by a German imperial flag staked into a map was already
present—at least, enough for a professional such as Exner to be able to
claim that such an advertising display would be effective.

Exner’s professional advice in 1896 stood at a midpoint of sorts in the
German colonial project. The Scramble for Africa had begun a decade
earlier, touched off in part by a new German policy in which the interests
of ambitious adventurers in Africa dovetailed with the diplomatic calcula-
tions of Bismarck. In the 1880s German “dominion” over the coastal re-
gions of west, south-west, and east Africa was established symbolically, by
hoisting the German imperial flag. These small flag-raising ceremonies at



174 Packaged Exoticism and Colonial Rule

[To view this image, refer to
the print version of this title.]

Figure 4.11 Sketch of recommended store window displays for cigars and for miscella-
neous goods, featuring a map of German East Africa with German naval flag, along with
a display for neckties. Source: Robert Exner, Moderne Schaufenster-Reklame (Berlin: Verlag
der Robert Exner Kommand-Ges., 1896), 80.

Angra Pequena (present-day Liideritz) and in small villages of the Camer-
oon and East African coast were irrelevant, except to counter claims by
other Europeans, for actual German sovereignty of these coastal areas
would have to be negotiated for (as in south-west Africa) or established by
warfare (as in Cameroon).®” The flag-raising ceremonieswere significant,
however, in the way that they were narrated and illustrated in the colo-
nialist press and, to a lesser degree, in journals such as Over Land and Sea,
they symbolically demonstrated the German colonial empire to some of
the German public. The illustrations of the flag-raising ceremonies were
all cut from the same cloth: a flagpole stands in front of some grass-roofed
buildings, while two or three whites in pith helmets raise or salute the
naval flag; meanwhile, a cohort of black auxiliary troops stand by at atten-
tion, and half-dressed African natives idle curiously around the fringes of
7Y Such tableaux, cycled and recycled through colonialist
publications, distilled the originating moment of Germany’s official colo-

the central area.

nial policy; they remained a prominent visual starting point for sub-
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sequent colonialist literature. Yet this tableau quickly vanished from the
broader media after the buzz over the new German colonies died down.
Except for colonial enthusiasts, the vision of a fluttering flag, no matter
how heroically hoisted, remained a frozen symbol. As such it was likely a
bit dull.

One immediate visual referent for Exner’s flag in the ground can be
found in connection with Berlin’s Colonial Exhibition, which took place
in 1896, the same year the window display suggestion appeared in Propa-
ganda. Ludwig Siitterlin’s gripping hammer poster was the official promo-
tional icon for the Berlin Industrial Exhibition, of course (see Figure 1.3);
but the Colonial Exhibition drafted its own icon—an African, most cer-
tainly meant to be an Askari from East Africa, with bare feet, dressed in a
waist-and-shoulder wrap, with a rifle in one hand and, most prominently,
a German flag in the other (see Figure 1.4). Designed by Walter Peck, this
poster (like Siitterlin’s) found its way into Justus Brinckmann’s 1896
poster exhibition in Hamburg’s Museum fiir Kunst und Gewerbe—a
seminal moment in the development of German graphic design. Unlike
that of Sttterlin, Peck’s Colonial Exhibition poster did not win any last-
ing recognition.

The Askari figure was not, however, Walter Peck’s own inspiration. He
in fact was closely imitating the cover illustration for Carl Peters’s 1891
book Die deutsche Emin-Pascha Expedition (Figure 4.12). The book itself
was illustrated by Rudolf Hellgrewe—the circle producing colonialist im-
agery was indeed quite small.”! The two versions of this African figure are
worth comparing to demonstrate the subtle yet distinct differences in the
way they are presented. Both are barefoot, in a similar stance, in similar
dress, grasping the German flag on a spear. The earlier one on Peters’s cover
has a stern, almost grim expression on his face, and his weapon is a pistol—
more challenging because it is a close-quarters weapon, usually reserved for
officers. The pistol seems as if it could be raised at any moment to point
toward the viewer. The figure’s musculature is emphasized; the forearms
imply strength. Five years later, Peck’s exhibition poster shows the native
soldier holding a rifle instead—a weapon of a foot soldier, not an officer.
And the Askari has a much less forbidding expression. A postcard version
of the Colonial Exhibition’s emblematic flag-carrying Askari even gives
the figure a friendly smile.”> Peck’s poster figure is also far thinner than
Meisenbach’s earlier image—seemingly almost malnourished, with forearm
hidden by the flag—clearly less powerful and less threatening. This general
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Figure 4.12  Advertisement in colonialist literature for Carl Peters’s book Die deutsche Emin-
Pascha Expedition. The ad promises the book is “richly illustrated.” Source: Des Deutschen
Reiches Kolonial-Litteratur [sic| der letzten Zehn Jahre (Nuremberg: J. P. Raw, 1891), 44.

theme, of a loyal native holding a flag, would echo throughout colonialist
imagery. It would eventually be adopted on tins for cocoa by the German
East Africa Company; yet the cocoa-tin illustration not only disarmed the
figure, but also drew from a number of other broader trends in commer-
cial visuality explained below (Plate 11). Even photographs were deliber-
ately staged in such a way as to echo the widely disseminated illustrations.”?
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By the First World War, then, there was a well-established foundation in
the visual realm upon which to anchor the legend of Lettow-Vorbeck’s
“loyal Askari,” that is, faithful East African soldiers, trained and civilized
by German colonizers, whose fidelity to the German war effort justified
German imperial rule post hoc.”* Germans could see the loyalty—fluttering
behind, in black, white, and red.

Showing something as abstract as land as “belonging” to Germany is
no easy task. The notion of national sovereignty is likewise notoriously
difficult to actually work into an illustration. The Leibig company, for
instance, typically attempted to illustrate Italian or Greek “national iden-
tity” by drawing a map or by depicting figures in national costumes, but
both of these strategies had their limitations. The complexity of protec-
torate rule—the colonized “belonged” to Germany, but yet were not
“Germans”—was even more difficult to literally draw. Flags were one of
the few ways to mark something as abstract as national sovereignty, or
claims by one nation to sovereignty over a landscape. Just before 1900,
German flags became one of the means by which to mark scenes of tropi-
cal exchange (or commerce) as explicitly “German”—and thereby to mark
it as colonial.

In the last years of the 1890s a few German advertisements and packag-
ing trademarks began to symbolically show German dominion over Afri-
can territory as a relationship of Africans to the German flag. An illustrated
packaging label for Oldenburger’s Angra Pequena German Colony-Bitter
(a liquor) offers one case in point (Figure 4.13). Angra Pequena was Ger-
many’s first overseas territory; it was claimed by the merchant-adventurer
Adolf Luderitz, and today bears his name. The product label for the liquor
depicts an idealized colonial relationship. The German sailor—seen as Ger-
man by the tricolor standard he bears—arrives on tropical shores and is met
by a dark-skinned African woman in a dress, with necklace, bracelets, and
a headband. She steps out of the jungle to pour the sailor a drink. The co-
lonial relationship here is figured as a gendered relationship of a subordi-
nate, colonial “wife” serving her patriarch. It is expressly not one of sexual
access, as seen with the Kiautschou postcards of the same period. Instead, it
shows domesticity—colonialism illustrated as a “marriage.”” This depic-
tion of a serving African woman, in fact, harkens back to earlier allegorical
representations of Africa as a woman, where all continents were represented
by female figures. This embodiment would not become standard, however;
indeed, the representation of African women overall remained much rarer
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Figure 4.13 Label for Angra Pequena (German Colonial Bitter) liquor. A number of
features in this scene are vaguely reminiscent of the layout of some German orientalist
cigarette tins, namely the pyramidlike hill between them, the outstretched hand, and the
female figure’s serving pose. The inset scene, featuring canoes, a sailboat, and an acropolis-
like structure, is difficult to fathom. Source: WZB (1892): 884, reg. no. 7639.

in German commercial visuality of the Kaiserreich than, for instance, in
French or British advertising.

A very different figuration of the colonial relationship is found in an
illustration for Kaufmann’s coftee, “Coftee with the German Flag,” which
shows a German sailor hoisting a German flag above the fallen body of an
African (Figure 4.14). The unmistakable bellicosity of the scene is strik-
ing. Has the African native been pushed to the ground by the German
sailor? Or has he been rendered prostrate by the flag itselt—or by his awe
of the flag? Either way, the flag is the most central element. The sailor
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Figure 4.14 Advertising illustra-
tion for “Coffee with the German
Flag,” trademarked by J. Kaufmann
of Hilden in 1900. Source: WZB
(1900): 146, reg. no. 41728.

himself is of secondary importance in the scene; with his back to the
viewer, we can barely make out his features. His function is to point
upward—an indicative gesture that is visually echoed by the native’s out-
stretched arm. This tableau, along with the brand name itself, establishes
the ascendancy of “Germanness” (and by extension this German brand of
coffee). But the broader meaning otherwise remains a bit puzzling. The
nationalist overtones implicit in the appellation, “Coffee with the German
Flag,” moreover, are unusual for this early date.”®
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Both of these scenes represent colonial relationships: the first, of gen-
dered tropical marriage; the second, more violent, and with nationalistic
overtones. Despite the vastly different inflections, each ad explicitly hitches
its company’s product to German colonialism by means of emblems. Sig-
nificantly, the German flags deployed in these illustrations are not the
same. The first is the black, white, and red tricolor of the German na-
tional flag, associated with the merchant marine.”” Before 1900 it was the
most common flag used in trademark registrations. For the more bellicose
“Coffee with the German Flag,” the artist drew the imperial naval war
flag, white with a black cross and an iron cross in the corner. Less typically
seen in commercial imagery before 1900, it became almost de rigueur af-
terward. The seizure of Kiautschou likely contributed to this iconographic
shift, for Kiautschou came under the rule of the German Imperial Navy
and hence under the naval (i.e., war) flag. When postcards of German
colonialism on the Chinese coast circulated widely through the German
metropole, they all accurately showed the naval war flag and thereby visu-
ally associated that particular flag with colonial claims.

Other commercial interests also incorporated such symbolism and
implicitly demarcated an overseas territory as “German,” even when the
exotic locale lay within the domain of a rival European colonial power.
One early example is an illustration for Eduard Schmidt coffee, trade-
marked in 1898 (Figure 4.15). Schmidt’s ad features a black figure in a tur-
ban and sarong holding a German flag, yet the lands from which the labeled
goods originate—Ceylon, Java—Tlay outside German colonial control, in
the British sphere.

A different means to illustrate expressly German colonial dominion
was to show the German military or administrative presence, as with a
label for Schutztruppe Export Bier, named after the “Protection Force”
of the German colonies, which appeared in 1898. In the illustration (not
pictured), a well-equipped soldier with high boots, pith helmet, and rifle
stands in the colonial landscape of palm trees and mountains.”® Similar
images of an upright white male standing alone in the tropics, wearing a
pith helmet and other equipment, permeated the advertising pages of the
literature printed by the German Colonial Society. Schutztruppe beer
may have been intended for export to the colonies (although the term
“export” on the label refers to a particular style of beer), or the company,
the Flensburger Joint-Stock Brewery, may have had some direct or in-
direct affiliation with the German Colonial Society, or it might have been
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Figure 4.15 Coffee advertisement
by Eduard Schmidt of Wickraths-
berg, trademarked in 1898. Java and
Ceylon lay within the colonial em-
pires of the Dutch and British, re-
spectively. Source: WZB (1898): 710,
reg. no. 32506.

the only image of a militaristic colonizing presence familiar to the graphic
artists working for the firm.”” Imagery of colonial troopers, however, re-
mained quite rare in German advertising until 1904.

For products that truly originated in the German colonies, the visual
certification of German colonial origins was the flag. And flags were de
rigueur for German colonial companies that sold goods directly to the
German public. The earliest companies selling products such as cocoa
from the German colony of Kamerun often deployed quite conservative
forms of packaging art—a picture of a cocoa bean, for instance, deco-
rated with a chromatic reference to Germany’s flag that tapped into na-
tionalistic sentiment.?” Without research into each individual firm, there
can be no definitive conclusion about why the companies most directly
involved in the colonial economy evinced a reluctance to deploy the most
power-laden imagery of colonialism seen below.®! However, the visual
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traditionalism of colonial companies and colonial-enthusiast enterprises
is likely connected to the fact that they aimed their advertising appeals at
a far more bounded audience—the patriotic middle class already inter-
ested in German colonialism.*

Ultimately, Exner’s suggestion for a window display in a professional
advertising journal in 1896 stands at the brink of a larger transformation,
namely the reordering of the consumer imaginary along “colonial” lines.
However, it would not be along the lines that Exner so insistently advo-
cated. The fundamental problem with the sorts of colonialist visual ap-
peals seen thus far in this section—namely, staking claims to territories
and native bodies by means of imperial flags—is that it requires a predis-
position toward those national symbols in the first place. Many German
nationalists would respond to the German flag in the anticipated way—
namely, they would pay attention to it, and perhaps even be prompted to
make a patriotically inspired purchase. Other nationalists might bridle at
the crass commercialization of their country’s colors. The flag could also
fail to inspire many Germans. Would a pipe fitter—someone used to see-
ing the flag used as the decorative emblem of the nationalist right, and
immersed in the culture of his Social-Democratic soccer club that called
for international solidarity in a brotherhood of workers—be so moved by
the imperial flag that he would purchase the product? Flags could be po-
tent symbols, but many potential purchasers, from Rhineland liberals, to
Bavarian Catholics, to Berlin socialists, might not see the national flag in
a way that it would drive them to buy a product.

The Kaiserreich’s authoritarian political system could afford to over-
look the wide diversity of opinion among the larger German public. Ad-
vertisers and commercial artists, however, were in the business of search-
ing for appeals that would “work” with the broadest possible public. The
future of advertising did not lay with appeals to narrowly nationalistic
symbols such as marines, colonial troopers, or the German imperial flag.
There were other ways to “colonize” a land—or for that matter, a com-
mercial illustration—with more subtlety and a wider resonance.

The Colonizing Commodity

In the 1890s a pioneer of commercial imagery, the multinational Liebig
Company, showed another path, one less overtly politicized. Founded in
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1865, the Liebig Company was one of the first true multinationals, with
German leadership and technical expertise, British capital, and a Uru-
guayan production site providing the land, cattle, and labor. “Liebig’s
Extract of Meat” was one of the very first brand-name products, and the
company was one of the first to engage intensively in modern forms of
advertising in the early 1870s.%% (This was a full decade before the more
well-known advertising efforts of the Pears soap company.) The compa-
ny’s earliest and most successful form of advertising was the collectible
chromolithographed trading card, which it began to print in Paris in
1875.8* Some of the first wildly successful visual advertising strategies to
appear in Germany, then, were produced by a multinational company, for
a multinational audience. In German commercial culture, the Liebig
Company’s creations were often in the vanguard by a decade or more.
Liebig’s advertising cards exhibited extraordinary artistry. The level
of detail in their early, cheaply produced chromolithography is astound-
ing and is prized by collectors. These cards initially followed older picto-
rial traditions, such as allegorical representations of continents, or roman-
tic figurations of childhood. In the 1880s they also began to offer vignettes
of different lands and peoples from around the world, becoming almost a
two-dimensional cardstock version of the commercial exhibitions popu-
lar in that decade. After 1890, however, a growing number turned explic-
itly to the colonial project, offering colorful scenes of “a typical day” in a
European colony or illustrating a dramatic tableau of colonialist ideology.
One of the most striking is an early series from 1891 titled “The Extract
of Beef'in Africa.” On the first card, “The Loading,” a giant jar of Liebig’s
Extract of Beef is being hoisted by steam crane onto an oceangoing
freighter. A would-be explorer (and colonizer), well-equipped with rifle,
high boots, and pith helmet, oversees the loading of this and other crucial
gear and provisions. In the second frame, “The Unloading,” the precious
commodity is being removed from the longboat under the watchful eye
of the explorer/colonist. In the background the steamer lies anchored in
the harbor, and a well-built house testifies to the European influence on
the coast. In the third, “The Caravan,” native African porters carry the
prized cargo on their shoulders through the dense jungle (Plate 12A).
Other porters carry crates of other goods on their heads—all under the
watchful direction of the mounted European. The caravan arrives at an
inland native village—it is here that we learn Liebig’s commodity is “the
Gift for the King” (not pictured). In the ensuing scene, labeled “Negro
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Joy,” the natives dance around and/or even worship the great commodity
while the king shares a drink with the European (Plate 12B). In the last
scene we see the king, now standing in respect, showing his return gifts:
ivory, gold, gems, a live antelope (or eland?), gourds of liquids, handicrafts,
and other items (Plate 12C). Only in this last scene does the European’s full
intent become clear: he is a trader, who brings manufactured goods into
darkest Africa, and emerges from the jungle laden with its bountiful nat-
ural wealth. There is abundant symbolism throughout these colorfully
drawn images, but one particular detail is worth pointing out. In the first
five scenes, the white European is the most prominent figure; he is either
the tallest figure (whether in the foreground, on horseback, or standing
over the king) or he is otherwise separated from the others. Only in the
final scene does he blend in with the African crowd, yet his white pith
helmet still sets him apart.

This series constructs two diametrically opposite worlds—modern
Europe and primitive Africa—and maps out an idealized relationship be-
tween them, framed as an exchange of modern manufactures for indige-
nous raw materials. This exchange of manufactures for materials forms
one pillar of colonial ideology, but Liebig’s scenes are more than a mere
reflection of ideology; they offer a striking new visual strategy. The
scenes illustrate the “modernity” of a new commodity like Liebig’s pro-
cessed beef bouillon: the product packaging is juxtaposed against a group
of dancing, worshipful primitives. The scenes also demonstrate how nec-
essary the product is, for the six cards collectively depict it as the single
most important element of the European explorer’s preparations. Finally,
in several of the scenes, the brand name rises above all else, literally being
hoisted aloft onto the shoulders of the awed, subordinate native porters.

In 1900 an essay on Liebig’s cards appeared in the professional adver-
tising journal Die Reklame. The essay at first focused on the growing value
of these Liebigbilder, which had become the “victims of collecting-mania
(Sammelwut).” Around twenty-five years earlier, the essay tells us, the
Liebig Company began giving out the picture cards gratis with every pur-
chase; now a complete collection has come to be worth perhaps 30,000
marks. The essay concludes, however, with a reflection on the trans-
nationality of this particular form of advertising: “A fact to be kept in
mind,” Die Reklame wrote, “is that the pictures must be appropriate for
the taste of the different nations, because the company has its customers in
all parts of the world. A series like “The Travels of the German Kaiser’
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would find little appreciation in England or France, while it would find
particular applause with us in Germany. Naturally, there are compara-
tively few series for specific lands. The large majority, then, are of a ‘neu-
tral character.” %

What would count as “neutral?” Here we see another factor behind
the prominence of colonial themes in Liebig’s trading cards. Printed for
distribution in England, Italy, Germany, and France (with the same im-
age, but the text in different languages), the illustrations for most of the
series needed to be both interesting and “neutral” in the sense that they
illustrate something common to each of these very different national cul-
tures, and yet are inoffensive to all. Colonial themes oftered one solution;
they were common to many European nations and yet unique (“collect
each colony!”), and they operated within a larger sense of shared, collective
enterprise. Colonial themes became quite prominent in Liebig cards, par-
ticularly after the 1880s. Liebig’s chromolithographs reached an enormous
audience; the print run for each series was from 750,000 to 3 million cop-
ies per card.®® Equally, this set the standard for other, later collectible ad-
vertising cards by other firms, such as the chocolate company Stollwerck
(1897-1918) or the margarine brand Palmin (1903-1914). The influence
of Liebig on German advertising, and on British and French advertising as
well, was enormous.

The day-to-day advertising in the streets of the German cities, how-
ever, had to function differently from the cloistered world of the trading
card collector. In public advertising, as opposed to a collectible series, the
“story” had to be compressed into a single, eye-catching scene. This meant
distilling the exaltation of the commodity into a single tableau, but one
that could attract attention in an instant. As German advertising theorists
such as Victor Mataja maintained, an advertising poster must be recogniz-
able at a distance; an ad insert must stand out from the surrounding clutter
of the other classifieds; a packaging label must look appealing; a brand
logo must carry emblematic weight.®” Detailed, complicated storylines
over multiple scenes are less than ideal for these purposes.

A colonizing narrative encompassed in a single scene can be seen in a
German advertisement for accordions by the firm of Carl Essbach in
Brunnddbra. It depicts a European, in the comfort and safety of his tent,
distributing his merchandise to jubilant African natives (Figure 4.16). The
image implies that, from this sanctuary of “civilization,” replete with
table, chair, and lamp, and a cleared path through the foliage, German
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Figure 4.16 Packaging trademarked by an accordion manufacturer in Brunnddbra.
Note the European wearing a full suit and hat in the tent, and the black figures wearing
the striped shorts. This scene is copied from a Liebig trading card of the previous decade.
The text, “Made in Germany” and “Trade Mark Liberty,” marks the product for export,
most likely to the United States. Source: WZB (1899): 448, reg. no. 37232.

commerce is spreading outward and civilizing the land—in the form of
accordion sales.®® The potency of this image does not require a flag planted
in the African soil; for the implication is that the commodity itself will do
the colonizing. The primary focus—at the center of the composition—is
the sheer joy of the native with his new purchase/gift. Some accordions
were actually introduced in west and south Africa, particularly by mis-
sionaries; nonetheless, the scene in some ways seems a bit odd for product
packaging. As it turns out, this 1899 ad is a direct plagiarism of a Liebig
trading card from 1891, “Alexander von Humboldt: the Exploration of
Brazil.” The Liebig card shows the same scene—the same tent, the same
white figure, the same foliage and mountains, even the same number of
figures—only on the Liebig card, instead of a joyous African native run-
ning with an accordion, there is a sophisticated Brazilian in straw hat,
shawl, coat, and pants, with books and a walking stick. And on Liebig’s
card the sitting black figure, in a red sarong, has no object in hand, but
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merely sits patiently.*” With Essbach’s ad, on the other hand, the sitting
black figure, dressed in striped shorts, clutches his own accordion (or ac-
cordion box?). As we will see below, the striped shorts are no accident of
the engraver’s stylus, but an increasingly important marker.

The displacement of Essbach’s tableau of commercial delight onto na-
tives lends extra importance to the featured commodity. Unlike Europe-
ans, “‘natives” are not awash in commodities; an accordion, carried by a
native who does not even own proper clothes, takes on the status not
merely of prized possession, but of sole possession. The accordion then
takes on yet another role, an added dimension; it is the material embodi-
ment of Europe itself. At the turn of the twentieth century it was not
symbols of sovereignty—flags, uniforms—but the preeminence of the
commodity that would define the terms of the “colonial relationship,”
imaged again and again in commercial culture. The figure of the African
native would become the main means to demonstrate that preeminence
ad oculus.

Picturing Conformity

Depictions of the African native in advertising accelerated markedly in the
years immediately following 1900. The earliest incarnations of the figure
seemed to play a similar role as that of the venerable Tobacco Moor, dis-
cussed at the beginning of this chapter—namely, to serve as the embodi-
ment of a distant land, and in the process, certify the authenticity of the
tropical, or allegedly colonial, product. For instance, an advertisement for
a sizing agent for textiles by the Cologne firm Jean Cremer & Co. shows a
number of the hallmarks of the Tobacco Moor figure (Figure 4.17). It
sketches a palm tree and a black figure in a position of repose, with the
figure’s hand resting on the cargo. But the differences are noteworthy: the
basic markers of the black figure have changed. Instead of a headdress,
teather skirt, and bow, the African native consistently shows native jewelry
of some sort (big, looping earrings), a waist wrap, and bare feet. The cargo
is no longer raw tobacco but the brand-name packaged product, Congolin.
The brand name itself tells us that this native must be in the Congo. The
basic tableau of the Tobacco Moor has been retained (cf. Figure 4.18) but
the allegorical figure, of a vague but indeterminate exotic identity for five
centuries, has been reconfigured as as an African native.
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Figure 4.17 Packaging label for Con-
golin, a sizing agent for textiles, by Jean
Cremer & Co., Koln, 1899. An identi-
cal image was re-trademarked by a dif-
ferent company, Mayer & Deroubaix
of Kopenick (near Berlin) three years
later. Sources: WZB (1899): 133, reg.
no. 35519, and WZB (1902): 849, reg.
no. 55984.

Did the use of the figure of the African native reflect either larger
shifting patterns of trade or actual new sources of raw materials for Ger-
man products? Sometimes, but usually not. In German product registra-
tions, African names were often fashionable rather than descriptive, and
this is particularly true in the textile industry. “Congo Red” dye, for in-
stance, was first sold by AGFA in 1885. The dye had nothing to do with
the Congo—the name seems to have been chosen because of the news-
worthiness of the Berlin West Africa Conference held at the time of the
dye’s initial appearance. The new dye made a fortune for AGFA, certainly
in part because of the exotic-sounding name. Imitators of both the manu-
facture and the marketing soon followed suit: by 1910 textile dyes were
marketed with such names as Congo Corinth, Congo Rubine, Congo
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Blue, and Congo Brown, among others. Sudan Black and Somalia Yellow
also emerged around this time.”” Like the analine dyes, the “Congo” here
was not a description of origin but exotic marketing. Cremer’s brand Con-
golin (Figure 4.17) merely followed in AGFA’s footsteps.

Africa was therefore the continent newly in fashion, not just in the
news but in brand names as well. But how to illustrate it? The figure of
“the” African should not be seen as a preexisting, recognizable visual cate-
gory. Representations of Africa could range from the classically composed
allegory of eighteenth-century frontispieces (usually a women draped in
robes, similar to Europa or Asia but for her darker skin), to the engraved
ethnographic subject of the middle-class journals, to the wild, colorful
savage on the show posters. The Tobacco Moor also continued to be used
on tobacco labels up through the 1870s and beyond, even when the figure
had an African ascription. By the 1890s, however, even tobacco advertis-
ing began to change the contours of the figure. In trademarks, the stan-
dard allegorical accoutrements of the figure (such as the bow) disap-
peared, and the feathered or tobacco-leaf skirt was increasingly replaced
by a cloth waist wrap.”! In an 1898 ad for Mohr tobacco, for instance, the
graphic artist drew the figure in a waist wrap, but then added folds in the
fabric to call to mind the traditional feather or leaf skirts (Figure 4.18). No
bow or totemic feather headdress was included (cf. Figure 2.3); such time-
less allegorical fixtures perhaps looked increasingly confused in the face of
the growing circulation of other more ethnographically rigorous depic-
tions of Africans. Instead, other iconic accoutrements emerged, particu-
larly native jewelry, such as an armband or earrings.

On the other hand, compare Mohr tobacco with the previous image,
for Congoline sizing agent (Figure 4.17). On the larger level, the two im-
ages are uncannily similar; both feature a gesturing black figure, seated
on the commodity, in a similar posture, barefoot and in a waistcloth. A
tall palm tree stands behind each, and the brand name runs across the sky.
Yet the 1899 image for Congoline is unmistakably an African, while the
1898 image for Mohr is a more liminal figure—still close enough to the
ill-defined Tobacco Moor as to be ambiguous. In the half~-decade between
1895 and 1900 many “transitional” images in fact blended older Tobacco
Moor and newer African native conventions.”? It would be incorrect to see
the emergence of the black qua African as a coherent, well-defined figure
simply replacing a previously defined predecessor, the black qua Tobacco
Moor. It would be more accurate to say that, over a relatively short span
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Figure 4.18 Mohr tobacco packaging from 1898, by van Delden & Zoonen of Cologne.
Note similar features to a Tobacco Moor figure, such as posture, cargo, palm trees, and
sailing ship, but updated in style and technique. Source: WZB (1898): 557, reg. no. 30617.

(five to seven years), one image gradually morphed into the other in a
step-by-step process that occurred piecemeal, from one trademark to
another.

After 1900, however, images of the African native rapidly became
standardized. Within the first five years after the fin de siecle the variety
of clothing—loincloths, leaf skirts, toga wraps, feathered headdresses—
had largely given way to a single, universal marker: striped shorts (cf.
Figure 4.4 above and Figure 4.28 below). In color depictions, these shorts
were red and white. Their real-world counterpart was likely the cheap
muslin often used as a staple fabric in colonized Africa (and other parts of
the world as well); but as we will see in Chapter 5, the red-and-white
colonial shorts dovetailed with another very different pictorial pattern
as well, this one imported from the United States. Overall, the markers
deployed to identify and characterize figures as African natives became
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increasingly similar, even across competing brands and different products,
crafted by different advertisers, and trademarked in different regions of
Germany.

Standardized markers of “the” African might be assumed to be a sim-
ple reflection of colonialist discourses or ideologies. Juxtaposing the
striped shorts against the invariably bare feet (see Figure 4.4), for instance,
offers a visual shorthand of the civilizing mission: textiles manufactured
in Europe were sent to clothe the otherwise-naked natives in Africa, but
the feet remained bare—hinting that Africans would never completely
escape their primitive nature. This juxtaposition of dress against undress
could be argued to be both referencing the progress of the civilizing mis-
sion and at the same time marking its ultimate limits.

Depictions of native jewelry might also be read for colonialist sym-
bolism. The use of necklaces, armbands, and pierced earrings might very
well have been deployed to feminize the African figure according to late
nineteenth-century gendered European norms of accoutrement. Native
jewelry might thereby hint at feminized status (and, in a patriarchal soci-
ety, this meant subordinate status). Ankle bracelets could echo older depic-
tions of African slaves, in ankle chains. A different interpretation is that
jewelry symbolizes the latent wealth in the colonized land: mineral wealth
is so plentiful in Africa, this reading would imply, that even a barefoot,
uncivilized native is adorned by gold jewelry. Another even more subtle
interpretation would be that gold earrings or armbands on the very body
of the native represent the wealth inherent in the native—namely, his
“natural skill” or embodied labor that can be put in the service of the
colonizers—as a way to symbolize (and visualize) the wealth of native la-
bor potentially available to the German metropolitan economy.”?

These readings of such symbolic markers as striped shorts, bare feet, and
tribal jewelry are not the only possible readings, of course, and one cannot
be sure that any of these meanings would be understood by the intended
audience—viewers passing by with their attention distracted or viewers
coming from a multiplicity of backgrounds and social classes. Symbolism
was undeniably used, intentionally and unintentionally, by individual
advertisers and designers. But no symbolic interpretation of the new
markers of the African can explain these markers’ rapid standardization.
The meaning for allegorical identifiers (such as a headdress) accumulated
over centuries and were used haphazardly; a colonial marker (such as
striped shorts) became uniform in a few years. Why?
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Quite apart from any single symbolic interpretation, the growing
conventionality of these markers themselves fed into yet more standard-
ization. Advertising of the late nineteenth century was not generally
original; countless images were not only imitated but stolen outright. In
the decade after Siitterlin’s famous hammer poster, for instance (see Fig-
ure 1.3), the trademark rolls are filled with countless illustrations featur-
ing hands bursting up through the ground clutching some particular
item. (e.g., Figure 1.5). References to, imitations of, or plagiarizations of
commercial images thought to be successful tended to make the whole
corpus of commercial imagery look increasingly similar across the board.
Most importantly, as ever-more-standardized images of colonized Afri-
can figures were increasingly circulated and seen en masse, the unifor-
mity and ubiquity together may well have generated broad-based expecta-
tions that this newly common figure—the barefoot black, wearing striped
shorts, and jewelry-bedecked—was what an African did and should look
like.

After the 1890s, advertisers increasingly saw themselves as needing to
tailor their designs to the expectations of the public. The more standard-
ized images of Africans became, the more graphic artists had to adhere to
these standardized depictions if they wanted to deploy the figure to gen-
erate a message that was broadly and instantaneously decipherable. This
had less and less to do with the personal desires or artistic intentions of
the designer.”* We can examine the symbolic elements in any single ad-
vertisement for a larger meaning—to discern, for instance, what colonial
shorts and bare feet indicate about the pervasiveness of the ideology of the
civilizing mission. Viewed collectively, however, commercial imagery is
something more: it is a dynamic interplay between repetition and percep-
tion (in the visual, rather than cognitive sense). As markers such as shorts
and native jewelry became not only standardized but pervasive, they
themselves became indispensable in visually identitying the figure itself as
being an African native in the first place.

The Visual Logic of Colonial Power

One crucial factor behind the standardization of the African native
stemmed from that figure’s potential to visually demonstrate the power of
the commodity through the “logic” of colonial power. There are countless
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power-laden relationships depicted in commercial visuality that have
nothing to do with the colonial realm, of course. Drawings of parents
with children show generational power, or illustrate gender roles. Depic-
tions of servants and aristocrats mark out social class. Nonetheless, the
visualization of power operating in a colonial framework offers two ele-
ments that other forms of illustrated power do not. The first is the cachet
of exoticism. The second is the placement—or rather, displacement—of
the pictorial power into a realm seen as foreign, and thereby less antago-
nizing to German viewers.

The notion of visual logic is best demonstrated by example. In an
early collectible trading card for the coffee manufacturer Aecht Frank, a
white European accepts coffee from a black serving woman while a
darker-skinned subordinate stands at attention (Figure 4.19). One crucial
pictorial detail here involves dress. The European is figured as a colonizer
by his pith helmet and his white tropical suit and is clearly “civilized”—in
that, despite the heat of the tropics, he wears a tie, and his black shoes
have a polished shine. The serving woman, on the other hand, is dressed
as a domestic with apron and plain, functional clothing, while the colo-
nized subordinate is dressed in a uniform but has no shoes. The boy
stands at rigid attention, ready to obey every command of the European,
while the serving woman stands demurely but also obediently. The colo-
nizer’s back is to the male subordinate, but the colonizer leans forward
toward the coffee, which is also (not coincidentally) toward the woman.
The literary theme of the obedient black servant is hardly new; the adver-
tising card draws from widely circulating colonial discourse, from Rob-
inson Crusoe’s Friday to David Livingstone’s Susi. The card also draws
from a centuries-old theme in high art, of the exotic Other placed in the
service of Europeans.” But there is a great deal more going on in this
picture. All the main elements of colonial ideology are encompassed in
this Aecht Frank ad: the cultural superiority of the colonizer (a European
without any more specifically defined nationality) is suggested through
dress; the educability of the native to obedience is suggested through pos-
ture; the subservience of the colonized woman, with the vaguest of hints
that other services might be included, is indicated through the angle of the
white figure’s body and the eager gaze of the black female.

‘What makes the Aecht Frank advertising scene different from colo-
nial literary discourse or artistic tradition is that the focal point of the il-
lustration is the colonial commodity: coffee. The commodity is pictured
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Figure 4.19  Collectible trading card for Aecht (“Real”) Frank Coffee, “Known to be
the best coffee substitute,” from 1895. Source: from Erhard Ciolina and Evamaria Cio-
lina, Reklamebilder und Sammelalben (Augsburg: Battenberg, 1995), 21. Copyright: Gietl
Verlag.

in a steaming cup, as well as in crates that bear the all-important brand
name. The presence of the colonial subordinates attests to its colonial
authenticity. The irony, of course, is that Aecht Frank (“Real” Frank)
was not a colonial commodity at all, but rather a coffee substitute,
brewed from chicory in a factory in Ludwigsburg.”® The aim of this co-
lonial scene was duplicitous—to legitimize Aecht Frank as a colonial
good even though, as a domestically manufactured ersatz, it was decid-
edly not. Such implicit misrepresentations saturate German advertising:
the Schultz Brothers” Ivory Soap packaging, for example, featured Afri-
can native figures carrying ivory on their shoulders to visually verify for
the viewer that the commodity was, in fact, authentic “ivory” (Elfenbein)
soap (Figure 4.20). In fact, the soap had nothing to do with ivory; it was
a German manufacturer’s appropriation of Procter & Gamble’s massively
successful brand Ivory Soap, introduced in 1879, which itself had been
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Figure 4.20 Packaging for the Gebr. Schutze’s Ivory Soap from 1906. The Procter &
Gamble Company first marketed its “Ivory Soap” in the 1880s. Note the ivory tusks, certi-
fying this as “real” ivory soap. Source: WZB (1906): 1285, reg. no. 89348.

named after a biblical passage. The Schultz Brothers sought to authenti-
cate their (imitation) product by spurious association with ivory—and
hence, Africa—by means of images of African natives. Most impor-
tantly, if the Schultz Brothers had written that their soap was made from
real ivory or somehow related to Africa, their claim would have been
prima facie absurd and, moreover, subject to Germany’s new laws on
unlawful competition. But since this claim is made in the visual field, it
is immune to logical fallacies or legal charges of false advertising. Most
important, the image conveys the spurious information instantly without
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engaging the more critical level of consciousness demanded by read-
ing text.”’

In the first decade of the twentieth century, representations of colo-
nial hierarchy often became more explicit in German advertising. Black
figures increasingly shoulder heavy burdens—most often the commodity
itself but sometimes the firm’s logo or a representation of the raw material
involved in the product’s manufacture, such as a sack of coftee. African
workers performing this labor tend to fall into one of two pictorial pat-
terns: either they are pictured at a great distance so as to be completely
anonymous, or else as close-up images that meet the gaze of the viewer,
offering their wares (see Figure 4.21). This figuration of labor, as it ap-
pears in advertising and packaging, emphasizes the subordination of the
black within the larger hierarchy of the colonialist system. In the vast ma-
jority of these images, furthermore, the black colonial subject carries the
burden directly to the viewer. In this way, the advertisement implicates
the viewer in the colonial system, as he or she visually becomes the recipi-
ent of the colonial goods.

Another advertisement that evokes a colonial hierarchy but in a very
different way is an illustration for Reithoffer Pneumatic bicycle tires (Fig-
ure 4.22). Reithoffer’s advertisement purports to show “elementary in-
struction in the Congo.” An acerbic-looking missionary schoolmaster,
with an elongated stovepipe hat, instructs a row of small naked black Af-
rican children with the lesson that “Reithoffer’s Pneumatic Is Simply the
Best.” This is an unusual ad, both in its design—particularly its dramatic
use of blacks and whites—and in its approach, at least for the Germany of
the late 1890s. Why should a German company be referencing the Bel-
gian Congo? The easy answer, of course, is rubber. At the turn of the
century, the raw material for pneumatic tires came largely from the Congo,
and so it might seem natural to advertise a product by drawing a scene
from its land of origin. But there is a great deal more going on here.
First, there is its topicality: the ad plays upon the brewing notoriety of
the Congo. Leopold had made the “humanitarian” face of the civilizing
mission the centerpiece of his campaign to establish the Congo Free State
under private control in the 1880s. The rubber boom took off the follow-
ing decade, and missionary accounts of widespread atrocities associated
with rubber harvesting were beginning to circulate in the European press
as early as 1896. This ad for Reithoffer emerged at a specific media mo-
ment: after the civilizing mission was beginning to become tainted with
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Figure 4.21 Trademark for A.
Zuntz Roasted Coffee. The
firm of Zuntz supplied “Ger-
man African Coffee” to the
1896 Colonial Exhibition in
Berlin. Source: WZB (1901):
594, reg. no. 49696.

scandal but before anti-Congo political activism turned the very name
“Belgian Congo” into a byword for brutality. This advertisement sur-
faced when the Congo was scandalously topical, but not yet so repugnant
as to alienate.

Despite the politicized context of the ad, however, the message con-
tained within the scene remains ambiguous. For instance, the instruction of
the children could be understood as part of Leopold’s “civilizing mission”—a
vignette that justifies the extraction of the colonial commodity (rubber) by
showing its colonial reciprocity—namely, the humanitarian effort to edu-
cate the heathens. In this sort of reading, the viewer is meant to imagine the
missionary teaching the row of naked children to read, to wear clothes, and
perhaps someday even ride that most modern contraption, a bicycle. Yet the
scene could also be read as a comment on the futility of the colonial mission
to civilize the heathens: after all, the children are naked savages—what pos-
sible use do they have for this information about a bicycle tire, a product
they have never seen, and given their state of nature, never will use? Another



198 Packaged Exoticism and Colonial Rule

[To view this image, refer to
the print version of this title.]

Figure 4.22  Advertisement for Reithoffer from 1898, showing “Elementary instruction
in the Congo,” where “Reithoffer’s Tires are definitely the best.” This ad was designed
by the Hollerbaum & Schmidt agency of Berlin and was reproduced in the advertising
journal Propaganda. Source: Propaganda 1, no. 7 (1898): 379.

interpretation could be one of development: just as the missionary must
teach them the basics of literacy, so too must he teach them how to cor-
rectly use their native raw material—rubber—so that it can be made into
the modern commodity (the Reithoffer tire). Or the image could be a
simple, blunt celebration of raw colonial power: the rod of instruction—of
correction?—is poised over the child figures’ heads; the figures on the left
seem to shy away from its power (the figure second from the right, holding
his wrist behind him, has perhaps just had his hands firmly smacked).
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Finally, certain stylistic details suggest more critical readings: the hunched
back of the missionary as he looms over the naked innocents, in particular,
strikes me as remarkably sinister. Might it be a subtle, early indictment of
the cruelty of whites in the Congo?

This interpretive ambiguity might at first seem to be a flaw in the ad-
vertisement’s message. It is not. Ambiguity can be extraordinarily useful
because images with multiple interpretations on a train-station wall or
circulating in a widely read tabloid can capture attention without necessar-
ily alienating potential purchasers of any social class or political opinion.

The operations of visual power in the scene, however, are less open
to interpretation. The bicycle was a modern product, and its success in
the 1890s, like that of other modern manufactures such as the cigarette,
was dependent upon advertising: as there was no preexisting demand for
pneumatic-tired bicycles, Germans had to be told to buy them. The
anonymous interchangeability of the row of naked black African children
is particularly relevant; as the missionary instructs the natives that Reithof-
fer’s Pneumatic is “Simply the Best,” the ad also “instructs” the viewer
(and potential consumer) of this key information about Reithoffer. But
because the viewer is an individualized, clothes-wearing, literate, adult,
white German, he cannot possibly be considered in the same category as
the numerous interchangeable, small, black, naked natives depicted in the
scene. The child native needs this instruction in order to become (per-
haps) civilized; the adult German is already civilized and has no need of
such edification; he is defined to be already familiar with the Reithoffer
brand name, even if this was not the case.

The “instruction” of the German viewer allows him to chuckle at the
hapless, childlike natives who are ignorant of the supremacy of Reithoffer—
even if the viewer also had never heard of Reithoffer up to the moment
he or she saw the ad. Thus the image strives to give consumers pleasure by
implying their own position of superior knowledge—even when that
knowledge is carried within the image itself and given to them at the in-
stant of viewing the ad.

In the early 1900s the African native continued to play an authenti-
cating role—a role that was increasingly enmeshed in the visual logic of
the colonial hierarchy that facilitated the power of the advertisement. In a
widely circulated ad by the Mannheim margarine giant Schlinck & Co.,
crafted in 1905, a chubby black child figure cheerfully directs the viewer’s
attention to the product (Figure 4.23). The slogan tells us, “This is the
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Figure 4.23  Advertisement for Palmin margarine, a brand of the Schlinck Company
of Mannheim in 1905. “This is the new Palmin packaging. Beware of imitations!” The
commodity itself occupies the central position in the illustration; the black child-figure
must raise an arm upward to point at it, while leaning on another iteration. It was de-
signed by Ivo Puhonny as a newspaper insert and lauded in a trade publication. Source:
Curt Busch, Von der Reklame des Kaufmanns (Hamburg: Lideking, 1909), 144.

new Palmin packaging. So beware of imitations!” The visual composition
works on a number of levels. First, the figure is drawn with the now-
standard markers of the African native (which were relatively fixed by
1905); a small waist wrap preserves modesty, but the figure is otherwise
unclothed, and the feet are bare. The figure is bedecked with native jew-
elry, but the lack of clothing and especially the absence of shoes show the
primitive nature of the native waiting patiently to be “civilized.” (The
unshod feet are accentuated optically by the background of the black-
and-white checked floor.)?® This African native, certified as “real” by the
newly standardized markers, served to demonstrate the commodity’s
tropical bona fides. “Beware of imitations!” the figure warns us—and as a
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native of the land of palm trees, he is capable of certifying the “reality” of
the tropical origins of Palmin. To optically underscore the visual logic,
the African figure certifies the brand by pointing to it.

Second, the scene shows German viewers the rewards of colonialism,
by encapsulating it within the proffered product. Palmin is a wondrous
modern commodity, only recently introduced to European society (in the
1870s), but the raw materials for the product (namely, palm oil) come
from the tropics. Unlike Liebig’s collectible card from 1891 (cf. Plate 12),
this is no trade between adults; the immaturity of the African figure im-
mediately places the figure in a subordinate role to the viewer. The child-
like African native is helpless; he is undressed and clearly without tools,
manufacturing capability, or money. Therefore, he has no means to ob-
tain a modern manufactured commodity like Palmin. He can point and
certify, but he cannot make, purchase, or consume. Moreover, there is a
flattering visual logic to the scene that works through contrasts; it sug-
gests that the viewer is modern by showing the figure as primitive. It casts
the viewer as civilized by showing the figure as a naked savage. And even
though the figure verifies the commodity as authentic, the visual logic
casts the viewer as knowledgeable by showing the figure as childlike.

Third, the subordinate role played by the figure is crucial. As with
the ad for Reithoffer five years before, it effaces the power of the adver-
tisement itself. In the social world in which this illustration is situated, the
African figure not only stands as an authority (attesting to the veracity of
Palmin) but acts with authority: the African child’s gaze is pointedly at
the viewer, and his finger directs us to where we should look; the figure
is commanding our attention, directing our gaze, and pressing claims
upon us. But depicting the African as a child—and equally, as a childlike
native—draws the viewer into the comforting paternalism of the colo-
nialist hierarchy, so offense at the imposition cannot be taken. Indeed,
since the half-naked African child is clearly the one in need of education,
viewers may not even recognize that the information within the ad is, in
fact, being pressed upon them, for it comes from a figure that is visibly
constituted as an inferior. This particular advertisement was crafted by
the renowned graphic artist Ivo Puhonny and reproduced in advertising
journals.”” And no wonder it found acclaim, for it masterfully displaces
the intrusion of the advertisement itself. In today’s era of advertising satu-
ration, we hardly recognize advertising as an imposition, but in fin de
siecle Germany, when advertising was relatively new, it engaged the
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wrath of all manner of moral crusaders and landscape preservationists. To
be able to displace the intrusion of the ad was not an opportunity that
German advertisers would easily pass up. Other themes also could dis-
place advertising’s power,!”’ but the figuration of the child as an African
translocated the scene into the distant realm and framed the whole hierar-
chy as natural, both of which made the ad even more difficult to recog-
nize as an imposition.

To return to the advertisement for Wiinschhiittl’s snuft that opened
this chapter, the African native is depicted as expressing amazement at the
wonders contained within the crate (see Figure 4.4). The trope of the na-
tive transfixed by the products of European technology is fundamental to
the literature of exploration in the second half of the nineteenth century,
particularly that of the British."”! From such travel writing, the motif of
the cargo cult became common currency in all Western cultures. In Ger-
man advertising imagery of 1900, however, the appearance of an African
native in this role was quite novel.

The first element of the appeal is the evident awe on the part of the
native when faced with the commodity. The scene of the enraptured Af-
rican is meant to pique initial curiosity—to entice the casual passerby or
the distracted reader spotting the advertisement to follow the eyes of the
African to the crate. This is reinforced by some of the pictorial techniques
employed in the image. The African colonial subject is behind the box of
snuff, which itself takes center stage. The figure almost seems to curve
around the commodity—and in a very primal way, I might add. The fo-
cal point of the image is the native’s captivated gaze; clearly this is meant
to escape the confines of the picture to similarly captivate the viewer. What
is so fascinating is the modern commodity itself—a shorthand, as we have
seen, for Western civilization. This image, then, is one that visually con-
structs a tableau of the cargo cult.'”? The native has stumbled across an
artifact of modern civilization and is simultaneously overawed, overjoyed,
and unable to entirely understand what he sees. (We will see this last
point, incomprehension, illustrated far more clearly in later advertisements
circa 1910.)

At the same time, the German viewer can rest assured that he is not
being placed on the same level as the African, namely, in a position of awe
and incomprehension in the presence of the advertised commodity. This
assurance arises out of the visual logic of the scene: the African figure is
drawn with the triad of the standardized markers of the colonized African
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native (striped colonial shorts; native jewelry; bare feet). In the conven-
tionalized world of mass culture, the figure is thereby established as a dia-
metric opposite to the appropriately adorned, clothed, and shod European
viewer.

This disassociation of viewer from figure masks the power of the ad-
vertisement itself. As with Reithoffer’s Pneumatic, the advertisement here
“enlightens” the German viewer as to the importance of this particular
brand: Wiinschhiittl’s Tirschentreuther Glashiitten snuff is so superior
that even a savage prefers it. In this cargo-cult tableau the commodity rep-
resents the fruits of modern Western civilization itself—as underscored
by the native’s fascination. Since the savage is uncivilized, the product must
therefore already be familiar to any “civilized” viewer—even if it is not.
The disassociation facilitates a two-tiered interpretation; it places the
viewer and potential consumer in a position of subordination fo the adver-
tising image and of superiority to the African in the image. The first inter-
pretation (that the snuff'is the best) is masked by the second (displacing the
effect of the “realization” onto an unmistakable social subordinate). In this
way, the advertising image can simultaneously command and flatter the
consumer.

Again, it is important to recognize that such a visual logic appeals to
a broad audience; it does not depend on the viewer’s particular stance on
the merits or morality of colonialism. A German viewer could look on
this colonized native with amusement or with self-importance, with
philanthropy or with pity, with curiosity or even with disgust or fear.
But regardless of the individual’s ideas about the African native in gen-
eral, the visual logic still unerringly illustrates the power of the brand.
This ad could appeal to both middle-class monarchists and working-
class socialists. And the formulation of such cross-class appeals—to
bourgeois and to worker, to urban and to rural—was the first step in
what would eventually break down those class barriers in favor of a new
identity.

The Optics of Colonial Rule

It is useful to note that the size of the snuff box in Wiinschhiittl’s adver-
tisement, usually pocket-sized, is as large as the African native—a distor-
tion of real-world scale that is easily overlooked (see Figure 4.4). As we saw



204 Packaged Exoticism and Colonial Rule

[To view this image, refer to
the print version of this title.]

Figure 4.24 Packaging trademark for Primeval Forest bananas from 1910 (Robert Wolff,
importer, Mannheim). Source: WZB (1910): 1417, reg. no. 131392.

with Liebig’s mammoth jar in 1891 (cf. Plate 12), scaling up the commodity
optically is one way to magnify its symbolic importance. On the most
basic level, enlarging the commodity in the image gives the product more
of the available space in the visual field, which makes it, quite simply,
more visible. After 1900 the burdens borne by black figures tended to
become physically larger in proportion to the bearer: a label for Primeval
Forest Bananas in 1910 shows two black figures straining under the load
(Figure 4.24); in one Tengelmann advertisement for coffee, the cup is
larger than the two abstracted natives holding it up, and a later coftee ad-
vertisement for Tengelmann shows a line of colonized natives, the coffee
sacks on their backs half as large as they are (Figure 4.25).

There are a number of possible explanations for this general trend.
One might again look to colonialist ideology and note a correlation be-
tween the growing burden of commercial imagery in Africa and the
heightened emphasis upon “labor” in the discourse of German colonial-
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Figure 4.25  Advertising illustration, without any text, trademarked by the Tengelmann
coffee company in 1914. Source: WZB (1914): 788, reg. no. 189550.

ists. In the writings of both colonial enthusiasts and politicians in the early
years of German colonial activities, the native featured centrally in legiti-
mizing the German colonial project as the subject of ethnography or the
object of missionary work and other civilizing efforts. The economic role
of the German colonies began to take precedence after 1900, however,
and the native was written about increasingly from the standpoint of pro-
viding a colonial labor force. Particularly after the Dernburg reforms of
1907, Africans were increasingly described in economic, utilitarian terms.'"?
Were these exchanges among the Colonial Office or in the publications of
the German Colonial Society picked up by the media and refracted into
the broader commercial world? To some degree, for certain. Alternately,
other scholars have seen the diminished stature of Africans overall as a
defensive measure—to make them seem less threatening, particularly in
the face of growing resistance in the colonies after 1900.!%* Violent events
in the colonies certainly had their reverberations in the metropole, as we
will see in Chapter 6.

The metropolitan aims of advertisers and other commercial interests,
however, need to also be taken into account. I would argue that the
gradual increase in the size of the burden in such images over time points
to another process at work—a visuality-driven dynamic of exaggeration.
At the root of the issue lies a conundrum; as depictions of African workers
carrying burdens became more and more prevalent, they also became
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merely common. The lifeblood of advertising, however, is to stand
out—as German advertising professionals expounded at every turn. There
were limits to how much one could fruly stand out, however; advertisers
could ill afford to contradict or offend the public taste or especially the
“common sense” of the audience. The emerging professional norms of
advertising demanded that the graphic artist create ads that dramatized, yet
conformed and were easily understood. One solution designed to meet
these countervailing requirements was to deploy a widely used artistic
convention but to further exaggerate it.

Even as the optical size of the colonial subject’s burden was exagger-
ated, so too did advertising exaggerate the visual logic of the native’s
work. An advertisement from 1904, for instance, trademarked by a gro-
cery supplier depicts a black native picking coffee beans (Figure 4.26).
The implication is that the black colonial worker is picking the crop for
the German purchaser. In an ad seven years later, however, the work has
magnified to a massive scale: the black native uses Colonisol machine oil
to smooth the very rotation of the globe itself on a giant machine axle
(Figure 4.27). In effect, the colonized native keeps the whole world rotat-
ing through his labor—and, naturally, through using the product, Colo-
nisol. Notice, however, that the native, despite his well-defined muscles,
is kneeling in a position that almost implies supplication. This is no valo-
rization of labor; rather, the native here is diligent, obedient, and non-
threatening. The figure’s work itself is marginalized, furthermore, by
placing the figure off center; it is the globe—and the product—that oc-
cupies the focal point of the illustration.

Conclusion

The visual colonization of the black figure in German advertising that
began in 1900 was largely complete only a half-decade later. Two advertise-
ments that appeared closely thereafter encapsulate two different varieties
of this visual colonization, which I have termed visual logic and optics.
The label for Hunter-Tobacco, appearing in 1908, stages a scene that is
explicitly colonial in its visual logic, namely in its setting and in the rela-
tionship between the figures in the tableau (Figure 4.28). Two Europeans
in full tropical outfit enjoy the thrill of the hunt in the colonies, with
their bush hats, crisp white clothing, and high, sturdy boots to protect
and insulate them from the tropical environment. Meanwhile, the almost



Packaged Exoticism and Colonial Rule 207

[To view this image, refer to
the print version of this title.]

Figure 4.26 lustration trademarked
by a grocer, Paul Schneider of Zeitz,
in 1904. Note the large earring and
almost feminine features and pose.
Source: WZB (1904): 265, reg. no.
66084.

naked, barefoot black African native bears a large burden on his head—
not coincidentally, a sizeable quantity of Jager brand tobacco. With his
back to the threat, the native is either terrified (and ready to run) or oblivi-
ous to the danger; either way, he is in dire need of the Europeans’ protec-
tion. Like the Oriental or tropical tableaus of the mid-1890s, this tobacco
ad offers (in the words of Luthmer) a “look directly into distant lands”;
unlike the exotic landscapes, this colonial landscape includes a tableau of
power based upon the style and position of the figures. This dramatic
scene lays out the essential dichotomy of colonial ideology pictorially; the
colonizers possess modern equipment (rifles, boots, pith helmets) and
modern consuming desires (the pleasures of the safari). The colonized
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Figure 4.27 Advertisement trademarked by the Westfilische Stanzwerke GmbH of
Aplerbeck for its Colonisol machine oil. Note the unusually defined musculature of the
figure. Source: WZB (1911): 1549, reg. no. 146279.

African native, on the other hand, is bare except for colonial shorts. The
African possesses only anonymous labor. The African’s labor is twofold,
each role equally essential: first, the figure authenticates the tobacco by
linking it pictorially to an exotic land (even though Wilhelm Kisker cer-
tainly imported little or no tobacco from Africa). Second, the African lifts
the commodity in the optical plane, placing it above all of the human
figures. But only the African must suffer “under” or “beneath” the ex-
alted commodity—the Europeans are left free to play, shoot, consume.
The second advertisement, one for coffee from 1909, engages the
viewer more directly and personally with a colonialist hierarchy. Much of
its “colonial” message works at the level of optics. The black figure—with
well-defined musculature—bears the weight of the entire world on his
shoulders, even as he supports the cup of Krelhaus coffee (Figure 4.29).
Most importantly, he carries this burden to the viewer, who is implicitly
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Figure 4.28 Advertising and
packaging for Hunter tobacco.
Trademarked by Wilhelm Kisker
of Halle in 1908. Source: WZB
(1908): 2048, reg. no. 112462.

the beneficiary of this colonized labor. A closer look at the geometry of
the composition, however, is revealing. In fact, it is the Krelhaus coffee
cup at the very base of the globe that supports it. The labor of the black
subject is therefore only an intermediate element. The black figure is,
somewhat perversely, rendered both indispensable and yet unimportant.
The figure is indispensable as a generalized representation of labor—a
visual clue as to the enormous work that went into crafting such a quality
product. Moreover, the figure works as a visual confirmation for the cof-
fee’s slogan, in which it claims to be the “most authentic” (reellste) coffee
in the world. (Coffee comes from “somewhere exotic,” and the figure is
that exotic land, personified.) Finally, the figure’s efforts are the means by
which the ad personally involves the viewer; the suspended cup is almost
extended fo the viewer, as an offer (from a server) that you are just about
to receive.
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Figure 4.29  Advertisement for
Krellhaus coffee, “the most au-
thentic and reasonably priced
coffee in the world,” trade-
marked in 1909. Source: WZB
(1909): 1874, reg. no. 121631.

At the same instant, the figure is made unimportant. First, because he
1s graphically sidelined. His head is pushed to the side by the globe and—
most importantly—by the brand name, Krellhaus-Coffee. The head of the
African is thus out of line with the axis formed between the commodity
and the world. Equally, the image reproduces a typology of subordination
that by 1909 had become fixed in the consumer imaginary. The African
is there to do the work so that you (the viewer) can consume. Finally,
regardless of ideology or the vagaries of idiosyncratic interpretation, cer-
tain spatial elements are not subject to misinterpretation. The brand
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name is literally above the human plane. The brand name is also literally
in the foreground, implicitly about to be extended to the viewer. Both
brand names rest literally upon the dark body of the African. And the
body of the Africa offers a dark backdrop—a chromatic contrast—against
which to see the whiteness of the commodity and the whiteness of the
world.

The difference between an exotified and a colonialist apprehension of
distant lands and peoples, then, is in essence a visualization of power. This
power was not the product of any single organization or even profession.
The contributors to German commercial culture—from advertisers to de-
signers to businessmen to viewers—were diffuse and decentralized. Col-
lectively, however, myriad producers of commercial imagery embraced
the new pictorial technologies and new thematic motifs at the conjunction
of different contexts, impelled by different forces. The pictorial traditions
of the Tobacco Moor were taken up and reinvented, to provide a human
figure to stand as a visual argument for origination in an exotic land.
From an entirely different direction, opportunities to capitalize on public
interest in colonial warfare in China and South Africa steered attention
first toward the German colonies in the Far East, then toward the Dark
Continent. Institutions, such as the Colonial Society and its circle of co-
lonial enthusiasts, were not guiding such visual shifts; at best, they were
on the sidelines, though providing some motifs, such as fluttering impe-
rial flags, for others to use and adapt. Their propaganda and official ideol-
ogy, however, offered little visual appeal beyond the boundaries of the
colonialists’ narrower circle defined primarily by its nationalism.

More expansive modes of illustrating colonial rule emerged, embod-
ied in the African native. These other modes became standardized—and
the African native became “colonized”—through repetition and mass
reproduction, and by advertisers seeking instantaneous comprehension.
Colonial scenes became useful, for their visual logic allowed advertisers to
make spurious associations, flatter the viewer in subtle ways, and mask
the intrusive operations of the advertisement. Equally useful were the
emerging optical relationships in the image itself, which could highlight
the essential message—first and foremost, the elevation of the modern
commodity—in ways that were both unprecedented and unmistakable.

African figures were not the only visual tools that could accomplish
these commercial aims, of course. In the same way that the noble primi-
tive was reconfigured in tobacco ads, allegorical traditions of the Madonna
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were reconfigured in chocolate ads. Just as the Colonial Society generated
images, Heimat preservation societies generated images of local landmarks
and monuments to “Germanness” that were adopted and adapted by ad-
vertisers. The visual construction of idealized womanhood, too, offered its
own visual logic to veil the intrusive power of the advertising message.
And depictions of children also provided opportunities to unmistakably
emphasize and elevate the commodity on the optical plane—just as with
the African native.'®

The figure of the colonized African, however, held advantages that
these other motifs and themes did not. First, since actual Africans were far
away, depictions of them held more sway. Images of Africans, like images
of women, were embedded in hierarchies that were claimed to be natural,
but unlike domestic gender ideologies, colonialist framings brooked no
possibility for firsthand interaction (in the metropole) that might counter
or undermine said ideology. As an imaginative device, African figures
were thereby all the more useful for their remoteness. Second, Africa as a
region was a relative newcomer to the German cultural sphere, which al-
lowed it to be more easily mapped and remapped with new commercial
motifs. China was just as “exotic” and plenty distant; but 300 years of im-
ported decorated porcelain (as one example) presented an imposing cor-
pus of Chinese illustration that left less space, visually, for Germans to
draw their own fantasies. Finally, as the next two chapters will show,
African figures offered greater opportunity to build hierarchies of power
directly into the bodies of the figures. The same forces of German mass
culture that built a colonial rule into tableaux with African figures would
also work on the body of the black; the next chapters will trace the slightly
different path by which signifiers of racial difference emerged, circulated,
and became hegemonic within the sphere of German visual culture.



FEATURING RACE

Patterns of Racialization before 1900

In 1903 a rather startling image was trademarked in the Trademark Reg-
istration Rolls of the Imperial Patent Office by a small chemical firm not
too far from Wiirttemburg whose manufactured goods included shoe pol-
ish and ink (Figure 5.1). The sign “Mohren-" (meaning Moor’s or Moor-
ish) leaves blank space for the actual commodity (ink, soap, shoe polish) to
be named later, but this trademark was most likely intended for ink, for the
composition as a whole conveys a certain sense of blotted fluidity, evoca-
tive of that liquid’s properties. The stylistic conventions used with the
black figure holding the sign are astounding for a German advertisement
of the time: they reflect an early commercial deployment of the most ex-
treme conventions of racialization. Notice the massively oversized lips,
with tiny white-dotted teeth that graphically accent the twin white
gashes of the lips. The ears are also greatly exaggerated; given the compo-
sition’s minimalism, it is impossible to tell whether the ears are long and
deformed, or if they are meant to represent earrings or some other form
of native jewelry. The nose is akin to the snout of a pig, and the bumpy
head is meant to allude to kinky hair. The feet are huge, bare, and de-
formed; peeking out from under the blank whiteness of the sign, the feet
instantly attract the viewer’s eye. Only after the face and the feet are both
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Figure 5.1 Trademark for
Mohren ink from 1903, by the
chemical manufacturer Grau &
Locher in Schwibisch Gmind.
This design is unusual for 1903,
both for its focus on physical fea-
tures of racial differentiation and
for the minimalism of its pic-
torial style. Source: WZB (1903):
1239, reg. no. 62916.

seen will the viewer then realize how diminutive the figure is. For how
could the feet be that close to the head unless the figure was either tortur-
ously contorted (hidden by the sign) or the body were abnormally stunted?

In the public sphere of Leipzig in 1903, this image would have been
jarring. And not just for its racism; the image’s pictorial style is almost as
unusual. The stark contrast of black and white (without shading or grays)
and the focus on nothing else but a single central figure differentiate it
stylistically from late nineteenth-century ads almost as much as its overt
racism.! In fact, the racism of the image is not so separable from its picto-
rial style. Its visual syntax comes at the intersection of message and mode.
And as unusual as both its message and mode were in 1903, a mere seven
years later it would be ordinary, as we will see in the next chapter. This ad
for Mohren ink was a forerunner; it emerged a few years before a surge in
advertisements and illustrated packaging that placed just this sort of
simplified graphic emphasis upon features of racial difference. Particularly
after 1905, racial difference came to be depicted in increasingly stark and
simple terms throughout German commercial visuality.

This image’s status as forerunner depends also upon the context of its
circulation, namely as an advertisement that was mass-reproduced. As we
will see throughout this chapter (and have glimpsed at several points in
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this book), the stylistic racialization of black figures appears at different
times—sometimes much earlier—in different contexts, in different types
of media directed at very specific audiences. The historical trajectory of
racial differentiation is not a linear one, nor is it attributable to a simple
causative force. Most importantly, this historical trajectory of racial imag-
ery remains, surprisingly, quite distinct from the history of intellectual
theorizations of “race” and their subsequent popularizations.? Elements
of racialized depiction first became evident in certain types of advertise-
ments in the 1890s (and earlier for specific cases), but it was only after
1904-1905 that racializing elements and styles, previously seen only spo-
radically with certain products by some companies, spread to become a
broader, almost codified strategy of depiction throughout German con-
sumer visuality.

Scholars have noted a broad correspondence between the European
colonial project and images of racially differentiated and subordinate
blacks in European culture. A closer look at these images—at the paths
they took, their permutations, and the forces driving their dissemination—
can tell us a great deal more about the complex relationship of colonialism—
and the development of colonialism as a cultural practice—to the emergence
of modernity itself. Surprisingly, the racialization of advertising imagery
in Germany did not emerge in lockstep with official or scientific colonial-
ism. Neither the growth of German colonial sciences, such as anthro-
pology, after the 1870s nor the beginning of direct German colonial rule in
1884 had much impact on commercial articulations within the German
metropole. The construction of a racial—and ultimately racist—imaginary
of colonialism in Germany can be traced instead to preoccupations with a
land far removed from the German colonial orbit. They flowed not from
the established ideologies of race science or colonialism but rather from
the new connections of commerce.

Entertaining Americanization: Featuring the
Minstrel Show in the 1880s

In the 1893 issue of Die Reklame, the Metz firm J. Bouchy & Sons printed
a cluster of clichés (stock illustrations to be put to any purpose) for resale
to other advertisers or businesses. Among this group of clichés, one stood
out for its use of the grotesque, in the art-historical sense of the word
(Figure 5.2). Bouchy & Sons’ 1893 image incorporated some of the markers
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Figure 5.2 A purchasable stock illustration, or cliché, from 1893, offered by J. Bouchy &
Sohn of Metz. Source: Die Reklame 3, no. 8 (1893): 175.

of race seen in the Mohren ink advertisement from ten years later that
opened this chapter; it included a pictorial emphasis on the figure’s lips
and on the white (and somewhat bulging) eyes; a few crooked and broken
teeth, askew in a gaping mouth; a bizarre styling of hair; and a dispropor-
tionate body that featured a massive, oversize foot, on which was 