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The paradox of our time: We are living in an absolutely exciting and demanding
period, but aesthetic expression seems to be endlessly muted by nostalgic recycling
of past forms. And this tendency is routinely celebrated rather than challenged.

How to escape from this suffocating state propagated by dead-formulated
content? One option might be, as we have endeavored, to find the old in the new, and
the new in the oid: to clash the banal with the sophisticated, mainstream against
the obscure, An agenda powered by an ultra-violent clashing of opposites, instead of
a smooth combination of them.

A more far-reaching exploration will be undertaken with the upcoming tenth issue
(Winter 2005/2006): Guest editor Niklas Maak will collaborate with 032¢c to find
10 phenomena where the contemporary unmistakably manifests itself. This will serve as
the foundation for future issues. Nothing more than true Zeitgenossenschaft is desired.

Joerg Koch
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in Germany, one in each of the cities in which the Bauhs -
temporarily resident: Weimar, Dessau, and Berlin. Aversion of
this exhibition was presented at the Martin-Gropius-Bau, Berlin,
earlier this year. Now this collaboration, possible only since the
reunification of Germany in 1996, brings an astounding array

‘ofworks to the United States for the first time. We are enormously

indebted to our German partners, and to Annemarie Jaeggi,
Director of the Bauhaus-Archiv Berlin to Hellmur Seemann,
President of the Klassik Stiftung Weimar; and to Philipp Oswalr,
Director and Chairman of the Stiftung Bauhaus Dessau, and

Glenn D. Lowry Director, The MU

of Modern Art
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CLRATORS PREFACE

The legacy of the Bauhaus has been shaped by the tides of the twentieth

century irself. After the school’s forced closing, in 1933, many of
its faculty and students left Germany for the Americas, Mandate
Palestine, South Africa, and elsewhere, and through this diaspora,
varied understandings of the Bauhaus proliferated. In the United
States, Bauhaus émigrés were influential teachers for several
generations of art and architecture students, drawing on peda-
gogical principles developed at the German school. At the same
time, the rationalized idiom of some of the Bauhaus’s most
famous designs became identified with the spectacular flour-
ishing of American corporate culture. In both parts of divided
postwar Germany, the Bauhaus plaved weighty symbolic roles
as an emblem of the aspirations of a new German democratic
state. In 1938, The Museum of Modern Art staged an exhibition
organized by the school’s founding director, Walter Gropius,
along with former student and teacher Herbert Bayer, that would
crucially shape the American reception of Bavhaus products
and principles. That the school has been such a key symbol over
many years of intellectual and political debate points to its sig-

nificance in exploring the tight relationship between modernism

and twentieth-century history, but also threatens to overwhelm

our knowledge of the Bauhaus’s real output: the objects and ideas

that it produced.

Basibaies 1939=r933: Worksheps for Modernity, this Museum's
first major exhibition on the Bauhaus since that show of 1938,
offers an important opportunity to reconsider the school’s signifi-
cance in our own moment. In the years since the reunification of
Germany, greater access to archives and collections has nurtured
awealth of fresh scholarship, and the passing of time, and the
wani ng of Cold War pu! itical formations, have likewise nur-
tured new perspectives. In approaching this project our curararial
team has developed a series of principles.

The word “Bauhaus” is often used popularly as a kind
of shorthand for an international modern style unmoored from
dny particular moment. At the outser, we want to counter this
chronological vagueness with historical rigor, and tie the Bauhaus
to its time — exactly the same vears as theWeimar Republic.
As early as 1923, Oskar Schlemmer wrote in his diary that “four
vears of the Bauhaus reflect not only a period of art history, bur
a history of the times too, because the disintegration of a nation
and an era is also reflected in it.” The Museum's first Bauhaus
exhibition, Bawhaus 1919-r928, gave short shrift to the school’s
first years and completely excised the period after Gropius's
departure. In contrast, the present exhibition and catalogue
cover the school's full history. The Bauhaus’s three directors —
Giropius (1919-28), Hannes Meyer (1928-30), and Ludwig Mies

o e
for the last time on April 11, 1933.

In looking across this historical sweep, we approach the
Bauhaus not as an artistic style or a programmatic movement
but as a vibrant school. We see a wide range of artists — both men
and women, from the school’s best-known masters to virtually
unknown students — and a broad variety of types of work, from
course exercises and unrealized projects to finished artworks
and widely distributed goods. This breadth maps and compli-
cates the school’s intellectual terrain, and helps us as retro-
spective observers to see what shapes the school’s products into
something more than the sum of its individual areists’ works:
the collective nature of its ideas. Key principles emerge, among

—_———

. wunity.” Across its fourteen-year history, the
—— sframework for dialogue among avant-garde

fen

i
|

Iz, The Misewm of Modern Art, New York,
;!mn:;l\wprlnh.!-ah 7 x gl {1y N 2y 0 C)
Vew ork. Photographer Archive

s

o abstraction as the language of the modern
the artist as a designer of systems. Yet per-
Ise is a pervasive skepticism about received
ging the way traditional academies raught

- Jﬁmirm of historical models, the Bauhaus
_— !-amr}- for ongoing experiment.
: 19 program for the Bauhaus, Gropius wrote that

vme “isolated” in the modern age and the school

d designers. Its faculry and students repeat-
sstion of how to redefine are in relation
'technological media, mass production,
sm, and an intensely felt threat of nation-

~ ¢ made can be understood as a series of prop-
bject. This exhibition focuses in particular on
aerrelationsamong diverse media, mixing works
iI's different workshops to trace formal and con-
s they manifest in objects made of different mate-
different purposes. The school’s structural and

_iICﬁL'I:S posed fundamental challenges to the distine-

artand design, and irrevocably changed the terms

juch crossing of boundaries gets to the heart of what
sentral to the Bauhaus's legacy today.

~gyheabls-  yproach the Bauhausas a his-
for the first rime. Our world
«in which artists, designers,
lidation from the Bauhaus,
¢ perspectives freshly possi-
jatic modernist institution
n of modernity but a keenly

bl 'J "ir ) rescnt.

'Bergdoll and Leah Dickerman
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Paula Stockmar 4
Untitled [ johannes itten with Ris
Farbenkuged in 7 Lichtstufen und 12 Ténen
[Color sphere in 7 light values and 12 tones]
bekind him). o. 3531

Gelatin silver print

6% x 4 ™ (16,4 x 10.9 cm)

Bawhaus-Archiv Berdin
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Esperando la revolucion

;Como es que el “mundo dcl reviés” Hiﬂll?[lﬁ? s¢ las arre-
gla para ponerse derecho? ;Por qué la reaccicn sigue sicm-
pre a la revolucion como las temporadas en cl mlu:_njm'.'

El levantamiento, ¥ su forma del latin inswrreccion, son
expresiones que usan los historiadores para cliquetar revo-
luciones fallidas, movimientos ue no s¢ adaptan a la
curva prescrita, a la trayecioria consensuada; revolucion,
reaccion, traicion, la fundacién de un estado. més fuerte y
opresivo; la vuelta de la rueda, ¢l retomno de 1a historia una
y otra vez a su mis alla expresion: la bota en la cara de la
humanidad para siempre.

Al no scguir esta curva, cl levantamiento sugicrc Ia

sibilidad de un movimiento fuera y mds alld de la espi-

hegeliana de ese “progreso”™ que secrclamenic no s
mis que un circulo vicioso. Surgo —levantarse, SUrgir—.
Insurgo —alzarse uno mismo, sublevarse—. Un proceso
autogenerado. Un adids a toda la desdichada parodia del
ciclo kdrmico, a la futilidad revolucionaria histérica. La
consigna “jRevoluci6n!™ ha pasado de la bocina ala 1oxi-
na', una maligna trampa pseudogndstica del destino, und
pesadilla en la que cuanto mds lorcejeas mds dificil cs
desembarazarte del malvado Ae6n, ese incubo del Estado,
un estado 1ras olm.cada teisln anhamada nae.atm s
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This view supps wted [rren's basic pedagogical premise, a type of radical formalism at a moment
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1 ples, an overarching understanding of a complex whole has been replaced by a severe

-
g & U /—[Q UJ D view—The ifiegrated sclf 15 suceceded by an anonymous replaceability. In this context, the

nst the dysphoria of modernity

when modernism's embrace of abstraction was still new; all art could be understood as a serics of
oppositions, of color, texture, material, or graphic mark — large/small, long/short, broad/marrow,
thick/thin, much/little, seraiahticorved, poited biunt, Mooy rongty, T SalT, Transparcnt/opaque

I'he bulk of [tten'’s preliminary course consisted of exercises in which stu

continuous/Intermirtent.

dents explored the ¢ ffects of these contrasts in abstract compositions using a limited range of basic

A

lll s hr CITC [|-_ r]|n: a0 ||.|..| I l:'_ l'.['l.i,' T.mhi:m."mm.‘L"*‘t‘IHh':E\ ol I |1Jl!||L v,'r.'irn- \.t'l'l.-l_'.llw.'l:l frovm
drawers and workshop floors, charcoal drawings with marks of varying intensities, and wood and
plaster relicts :-\]\._-r.l menting with texture and three-dimensional form proliferated fcats. 69-72% These
compositions also stand as a first effort, repeated in many iterations through the Bauhaus, to define a
Primaryy isual |:ir1u|l.|_:11' for all artistic ‘Fquil:'ti'.'{'. .

The preliminary course established a series of shaping principles that woukd extend far bevond

ltten's departure, in 1923, after a final break with Gropius. It became one of the school’s most dis

= 5 &80 ST BE

tinctive premises that all students should be instructed in the principles of abstraction before moving i

on to specihic areas of study. And Itren’s scarch for fundaments, his sensory-corporeal focus, and his

e

technolggcal/mathematic al analvtic idiom would serve as the framework for much Bauhaus think

e jrictan o e P
ing to come. Foremost among the legacies of the carly preliminary course, however, was an overar h
ing sense of epistemological doubt: a skepticism about received knowledge. Tren declared it his aim

AL
[y
ht
i

to rid students of “all the dead wood of convention™ — a tabula rasa imperarive deeply connec ted to

the experience of Waorld War 1. The g.:u;|| of such “unlearning™ was to |Jr|rlg the young artist hack toa

state of innocence beyond the corruption of culture —to a childlike self — from which learning coukd

i [
Q i)
Experience, not knowledge, was the Bauhaus watchword. Bur the term is hardly 2 ﬂ*-"'”_["l oac, i

’ i 2 o —— Sl e L e _'_- al imn -
is precisely the dechimeofexperithce in the modern age that is lamented by s0 many cultural co j
e e e rdinand Tonnies g ]
mentators at the time —Walter IFL‘:I'I[.:H‘I]-IH_ Edmund Husserl, ( FCOIE Simmel, and Ferdinant
4 » : e L A a2 5 vhlv: strate-
among them—*ever.“wrete- Benamim “has Experience been o yntradicted more thoroug

bv the inflation;

begin anew. As s h-::!i:r- have recognized, [tten'’s course had precedents in progressive thinking about
the education of children (he was trained as a primary schoot teacher), especially that of Fricdrich
Froebel,” the founder of kindergarten, the “children’s garden” in which play was central to learning,
and Heinrich Pestalozzi, a great influence on Froebel. Pestalozzi in turn imagined his program fof the

sensory education of children as a pracrical development of Rousseay's idca, put forth in Emile (1762),

thar edu _mr;.n_:_..imuitt cultivare innate faculties rather than impose exter nal forms of knowledge

This genealogy of thought provided fert ile terrain for Bauhaus thinking about scvering arts education
from the academic tradirion, in which studears were schooled io wdeas of normat ¢ heauty.
Albers described his laver version of the 1r;-l1n1|11.|1'l.1.' COUrSe a5 a form of experimentation:

First we seek contact with material..... Instead of pasting it, we will put paper together
by sewing, buttoning, rll.'t-t‘mgﬂ_v.-]:u:‘.g_ and pinning it; in other waords we fasten it
in a multitude of ways. We will test the possibilities if its rensile and compression:
resistant strengrh. In doing so, we do not always create "works of art, but I,ﬂht'l:

experiments; it is not our ambition to fill museums: we are gat hering expenenct.

gic experience has been contravened by positional warfare; economic eXperencs,
: - ='E L F e COIEIC S CX R
physical experience, by hunger; moral experience, by the ruling powers. In each of the € I
r | ||_-“i'..|_|\.|_'| ished

experiential

ambitions of the preliminary course offered a fragile bulwark agai
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was imagined 4s an experimental laboratory, with art the product not of inspiration'but pf research.
with some sense that the

stilled forms of expresgfon
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glass works (cats. 83,93,94,277-79), the three-dimensional grid
{cats. 296-98, 301, 302), Andor Weininger's kinetic stage dt
head (cat. 245) are only some pf many examples. [f we ¢
forms of modernism — the way fakturs belongs to
ugh working-over ¢
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Marcel Breue

5 (cat. 221), and Haver 585

discern the dominang ' arives of ot

Russian avant-ga @t ridin moment, and

fracture to Dada — then it is certainly the the pelee i of the grid that give
overarching shape to the products of the Bavhaus.
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of these forms together in a new, encompassing whole. In the absorption of these principles at the Bauhaus,
the grid became a structural tool allowing for the creation of spaces that integrated disparate medi
ums into overarching designs — painting, furnitare, and textiles into architecture (cat. 20). And in the
Bauhaus's final phase, Ludwig Hilberseimer and his students — remaking the fan shape of the auto-
eratic city into gridded rectangular blocks — fulfilled this mode of thinking by taking architecture
into city planning (cars. 443, 445)

Grid logic of course had special relevance for textile design, since fabric is defined by the
horizontal and vertical intersection of warp and weft. The women of the Bauhaus weaving workshop, in
rebelling against the leadership of their first form master, the painter Georg Muche,” voiced their col-
lective opposition to the use of curvilinear forms that followed a pictorial logic foreign to the making
of cloth, committing themselves instead to abstract compositions exploring the infinite possibilitics
of the grid. Although never a master in their workshop, Klec had an important influence on t he weavers,
growing out of a mutual interest in pattern and ornament.** In his classes Klee used the grid as a matrix
for pattern development: students were instructed in a series of almost musical operations — rotation,
inversion, mirroring, the transposition of complementary colors (cats. 120,364 ,365). Compositions of
colored squares following similar principles flourished in Klee’s own watercolors and paintings at this
moment (cars. §5-88) — a testament to the proximity of pedagogy and practice. The computerlike punch
cards used in the Jacquard looms (p. 208, fig. 1) bought for the workshop in 1925 offered an intensified
technological framework for this way of working: the pixillated structures of Gunta Sealel's Jacquard

designs on graph paper (cats. 267, 268) presage digial logic.

Antinationalism

The embrace of a new language of universal form, grou nded in the geometric, entailed the purging ofa
romantic German identity, signaled in emblems of a preindustrial world. This shift is clear in'the move-
ment from Carl Jucker's hammered-metal samovar of 1922 (cat. 109), with its spigot in the shape of
a bear claw conjuring a German hunting tradition, or from Gyula Pap's candelabra of the same year
{car. 110), its seven arms aligned in a plane making reference to the original Old Temple lamp of hiblical
description,” to the geometrically based metalwork turned out in the metal workshop after Moholy took
it over in 1923, much of it by his prodigiously ralented student Marianne Brandt (cars. i1, 162, 165—67)
(By contrast, in his brief tenure as form master of the metal workshop in 1922, Klee, in the words of
Xanti Schawinsky, had guided the production of “spiritual samaovars and intellectual doork nobs.™) -
But the story can be told in many ways; Breucr told it himself in his “Bauhaos film” photomontage
{3g26; car.9a), which offers a cinematic trajectory from the romantic primiliﬁ.'ism of his and':uﬁizl's
“A frican” chair of 1921 to the support of the human body on a cushion of airat an unsptxiﬁu::} e in

the future. This swing was surely part of a larger critique of German lixpressi:miim. s nostalga and
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interiority too much the stuff of another moment for many both inside the Bauhaus and well beyond it,
in a rare point of avant-garde consensus. But the urgent imperative to define what is essential and uni-
versal is characreristically Bauhaus.

Bayer’s project to develop a universal lettering (cats. 257,258), conducted from 1922 until his

departure from the school in rgzﬂ.ﬂ took aim at Frakruor, th:: maodern form of the mik}rhlacilttm.

German script, now emphatically nationalist in claim. Ubiquitous i the 19295, Fraktur evenappears
in the business correspondence of Albert Langen, the publisher of the Banbausbiicher book series (cat. ).

Bayer sought a letter stripped of such national signifiers, a truly Tnternatitial alphabet that spol:'_-_..

of the dream of unfettered global exchange. He began with Roman letters as the foundation of the
Western letterform, but rationalized them, jettisoning their historical traces of handwriting, the up-
and-down strokes of the pen seen in the serif flourishes and thicks and thins of traditional letrerforms.
Instead, Bayer used compass, T-square, and rule to create the small inventory of fosms from which
all the letters of his alphabet might be made (cat. 257). True, this was the language of the engineer, but put
to a specific task: the purging of national identity through geometry, in a repudiation of style and the
influence of culture. Thar it was to be understood politically is clear: a universalist program had strong
meaning in this moment after the devastation of World War 1, and the consequent shocks of class war-
fare, failed revolution, and the rising power of the right. Bayer himself wrore that “the typographic
revolution,” of which he was a pioneer, was “not an isolated event but went hand and hand with anew
social and political consciousness.™ One imagines, then, that a modification introducing Fraktur type
into the banknotes that Bayer designed for the state of Thuringia in the midst of the inflationary crisis
that took hold in Germany in 1923 was executed without his consent (cat. 6; see also cat. 262).”

The connection between the Bauhaus's geometric imperative and the recent experience of
war is made explicit in the chess set designed in 1922-24 by Josef Hartwig, the technical master of the
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on, TIke s0 many others in the visual culture of th decade, bur here the mask 13 _.u.‘sn visage
is both deracinated and classless, just as the Banhaus accoutrements of modern life are stripped of l_:‘l.'l|-
eural traces. Devoid of mobile orifices, the rigid form of the mask enforces silence. The Bauhays subject

is a robotic mute: pared down to essential geometric forms, it passes easily across political borders.

hisenchantment with Language

Alfred Arndr recounts a telling anecdote from Itten’s course. The students were instructed to “draw
the war” Erich Dieck mann, a veteran with a shattered arm, sketched detailed images of trenches and
Menzel, who, as the class’s youngest student, had escaped the
Itten dismissed Dieckmann’s work
“It's all sharp points and

barbed wire, guns and troops. Walter :
conflict, stabbed the paper with his chalk and quit in frustration.
as a “Romantic picture” but praised the emotional authenticity of Menzel's:

harsh resistance.” ! Arndt's story speaks toa core Bauhaus fascination with the mute mark, emotionally

resonant and disdaining narrative content. . . . ! :

A key text offered theoretical grounding for this disenchantment with the literary: Kandinsky's
Concerning rbr-.‘I,'r.r'n’tmﬁudn, of 1911. The essay had been offered asa nmniﬁ-sn‘:,a first theory of abstrac-
tion, put forward simultaneously with a practice that served as a mmiel: Together th:c:i' had had. an
neration of artists and intellectuals. Kandinsky's towering reputation

aordi influence on a 5
extragrdinary iniu EE s A

i i v inly i for Gropius's Invitation
as a philosopher of abstraction was certainly a prime reason n?riH _
Bauhaus faculty, but even before his arrival, in 1922, the text had a shaping mﬂucmconh:hau?thﬂughl.
Concern ing the Spiritual in Art is permeated by a profound concern with the status of language
in art, Describing a salon exhibition, for example, K andinsky writes that the pictures

represent in colour bits of nature — animals in sunlight or shadow, drinking, standing

b
L

in water, lving on the grass; near to, a Crucifixion by 2 paintet who does not believe in

MO0 000,000 mark emergency banknole < LT &
Christ....; many naked women, seen foreshortened from behind...; porerait of Coun

Manich, to newspapers announting the woodcarving and stone work ; : e
L E ng workshops and an avid chess player himself (cats. 168, 169). In an article in T

mmﬁwﬁ iﬁwﬂﬂwﬂww L@”ﬁ"’ Tag:.pﬁaﬂ iy, Hanwi; A ey e 1 fo .?l_.' , mr?fiﬂ_.‘- Adapied from Bayer's original design cillor So and So.... All this is carefully printed in a book — name of artist — name of
film). Bauhaushiicher no. 8. March 1928 the demilitarization of chessmen, as it were,”*” for he had replaced the game’s traditional pieces, and their to inchade Fraktur type. 1923 ; ith these books in their hands go from wall to wall, rurning over ¢
1 B (7.9 x 205 em) references to medieval warfare, with fully abstract objects. Against the background of the chessboards RAIRAN o Py N ::Dpﬁi; pamies. Then 1|-:q, — m;tg:er richer nor poorer than when they
m*:_"h grid, the form of each piece was derived from its characteristic movement: both the pawn and the rook, ENERI R, z::‘:nd :ﬁ Promn s SNa ﬂifhu;i;mﬁ,whiﬂhmmhi“gtu'hwhh art ™
for example, which move parallel to the edges of the board, are cubic, while the L-shaped move of the :
=
o - :
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X‘ verbal and the base marerialism of
the “business which has nothing to do with art.” For him, the most profound art spurns
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modernity -
any content that can be named, instead offering “lofty emotions bevond the reach of words.™™ This
wordless terrain is the realm of what Kandinsky Gl “inne Fﬁmﬁumll}' loquacious
argument for the ineffable, abstraction emerges as way to shun the linguistic, to circumvent language —
and thar form of cognition chat is language based. The alternate mode of expression that K:mlinsl.)_'f

seeks would isolare the physiological impact of color and form to supplant the communicative wit

ALINNIQOW §O4 S4d0HEIIOM

the sensory. Kandinsky stresses the lack of barrier berween body and psyche: “The soul being one

with the body,” he w rit:'x,mw-uTl_j mpressions may produce "p\;r_h T whnt'ql?,-"d‘

Kandinsky praises the Belgian Svmbaolist playwright Maurice Maeterlinck for using words
b0 EXPress an inner h-.1:rm:rr:_1.' h_'-' repeating them in a poetic context “rwice, three times or even more
frf:qlu,-nrh-_“““'ﬂmﬂ'ﬁﬁ'fﬁrm from their meaning to create amrabdtract resonance instead. In 1913, in 3
volume of Kandinsky's own poems called Soumds, illustrated with his abstracted woodcuts, the artist

guided Jg

ggedder to repear words until they became senseless, isolar ing sound images physiologically.
cittler has read a form of logophobia into these verbal techniques, a means of simulating
hafia.* Something similar might be Seen i theway KIees painting Das Vobaltuch der Kammersingerin
e itters become musical or aural units, while the gg—,a:‘iﬁmdn_ﬂ_mm;i{ give the
ck, textural density, appealing sensually rather than through the frictionltss conduits of

19T Car. [I8) matcriatizes language away [fom com-

change. Klee was thinking broadly about the alphaber as pictorial in this period, assigning
=

students in his color theory course that same year to make compositions from combinations of letters.
And then there is the martter of the title's puns: vekal in German means not only “vocal” but *vowel,”
andin Klee's work, against the grided backdr i, the R and S of the singer’s name appear along with the ’
five vowels, the primary tools of the singer's are.™ Puns point to the slippage of words, to words' failure
to mean unambiguously, and so to the thickening of language itself.

Schlemmer too was self-conscious about the role of words in his Triadische Balfete (Triadic
ballet, 1922; cats. 216, 217). Schlemmer held up Baroque masked dance, an obsolete theatrical form, as a
model for modern performance —“the starting point for renewal ™ Discussing the abolition of face

Consemiiller
thed (Woman [Lis Beyer or lse Gropius]
™ B chub chair by Marcel Brewer wearing
3

sk by Dakar Schlemmer and a dress
inipbric designed by Bayer). c_ 126

Gelatin ilver print masks in these dances in 1772, he gemarked that “dates which historians consider the milestones of] (

Private collec g an ascent, acrually mark the stages of decline.”™ For Schlemmer, the mask offered a critical counter
Tor & e 2 e ; .
pint to the heightened emotional pitch and exaggerated expressive gesture of Expressionist theate

1729
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(probably Erich Consemdiler)
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Untitled {Man wearing a mask by Oskar
Schlemmer with Bauhaus metal work
on adiacent tabletop). 1g26-37

Gelatin
shang

silver print

3" (3.6 x 1.4 cm)

The | Paul Getty Muteum, Lot Angeles
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The human actor was not a F‘_‘"fh“!"#if“t subject but a geometrical phenomenon —an “art 5 ‘
: e} i irfiahized the body i T spheces, and tri
(Kunstfigur)” created with -_-ml_ui:m;',rhalrr:lrm'ﬁamﬁﬁlu hody throughcirctes-spheoes, and =

e ¥ i . ; L
angles. And by far the greatest virtue of Baroque theater for Schlemmer was thart of silence.
Disclosing the characreristic Bauhaus belief that there was no principle that could not be ren-

the shorter sides are “play or plastic stage * and “visual stage.” Ballet/pantomime reversest he values:

ic now dominant, “visual stage” secondary, and “oral stage” is replaced altogerher
inant, tage” secondary, and oral s

play or plastic stage” i :
g, Schlemmer reveals a fascination with

by “aural stage.” In away that resonates with Kandinsky's writin ihation w
i pla yers: he sees the geometrically rationalized figure asa noalinguistic entity. “W hen the word

—_—— g - S il
el k. 3 — Tl E —_'_I'M E =
is silent™ he writes, “when the body alone is articulate and its play is on exhibition.. .. Thentis fre

: : L i = idea of ot as a kinetic
Yet at the same time, Schlemmer's extravagant costumes work against the idea of baller as a ki

R ; e
event. Exaggerated headdresses and masks, padded torsos and limbs, inhibit movement at the samg @

time that they lend spectagular visibility to the pose. Moving from onc static posITIGR [0 another,

ok . e § N M .
each a new, starkly geometric composition, Schlemmer’s figures scem designed for photographic

representation — and judging from the number of camera images- sakeq of them, this was indeed a
n " s o3 G e - - H]

major EJ.{tl_t:Hhc ir funcrion (cat. 218). X . 5

At the Bauhaus, even the act of reading was reconfigured tobe less about words. Writing in 1925,

ok fostered by the

Mohaly Tamented “the monotonous gray of recent books™* — the undiffercntiated pages
line-by-line, left-to-right, top-to-bottom mode of reading. Ina :Iﬁu[hi« own fTe :
section of his book Malerer Phatograpbie Fifm { Painting photography the eighth in tle Bawbausbiicher

thar year, fora

series; cat. 254), Moholy breaks down the traditional page

L

L3

iy dered diagrammatically, Schlemmer publi ~htﬂﬂ|!‘_3\ﬂﬂﬁmMﬂ*ﬁﬂirtl'f-dlmu_ﬂ.ﬂ_h_"_tﬂﬂfl fpantomime,”
I' each representeld mmgk- {car. ). The long side of the drama triangle is “the oral Sage white %

block (cr. 12). Photographls of city views, — 4
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Vasily Kandinsky
Cruestionnaire distributed by the
will-painting workshop, filled in by an
unidentified Bauhaus student (possibly
Gertrud of Alfred Arndt). i522-23
Lithograph, pencil, and colored crayon
O PapET

6 Ve x 0" (23,3 X 151 0m)
Bauhaus-Archiv Berlin
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found) to explain the choice. Perhaps not surprisingly, most agreed with Kandinsky's own well-
disseminated linkages: yellow for the triangle, red for the square, and blue for the circle. This type of
exercise was not new for Kandinsky; much of his effort in the yearshe had spent at Inkhuk (the insti-
scow, immediately before coming to the Bauhaus, lay in charting laws

tute of artistic culture), Mo
the “physiological effect should serve simply as 3

of subjective response to color and form in which
bridge to the elucidation of the pﬁ}thnh:gi::al:cﬂ'cct."”'l’lw Bauhaus questionnaire speaks to a defining
aspiration: to facilitare a form of immediate prelinguistic communication. Here Kandinsky scems to
have been drawing on the work of Wilhelm Wundt, who founded the first laboratory for experimental

psychology in Leiggig in 1875, and whose carly studies focused on sensory perception, in particular on

those sensations that preceded consciously formulated expericnce.

Yet part of the problem for Kandinsky, in his multiple attempts to chart mechanisms for
universal psychic response, seems to have been that of cracking the code. Though ove rshadowed in
recent scholarly thinking by the systems of Sigmund Freud and Ferdinand de Saussure, his approach
offers an important modernist model, one that is neither psychoanalytical nor semiotic. Instead, it
leans toward the phenomenology of Edmu nd Husserl, whose methodology was based on bracketing
out the existence of the external world in order to attend o the perceiving body and primordial forms

of signification.

Gesamtkunstwerk Thinking

In his 1919 program for the new school (cats. 38, 19), Gropiusdecla red b
“isolated” in the modern age, and the school had to forge a“newuniry.” “The Bauhaus,” wrote Gropius,
“serives to bring together all creative effort into one whole, to reunify all the disciplines of practical
art — sculpture, painting, handicrafts, and cra fts — as inseparable components of a pew architecture.”*
Architecture — and specifically the model of the cathedral —was imagined as the culmination of this new

Gesamtkunstwerk, a total work of art binding different forms of creative endeavor together. The house
olf Sommerifeld (cats. 77-82) offered

in 192021, it involved contributions

is purpose: the arts had become

commissioned from Gropius by the Berlin timber merchant Ad
an important first opportunity torealize the architect’s aims; built
from the glass painting, woodworking, metalwork, and weaving workshops, all using a new abstract

language of cubic ornament to produce an environment at once hu

curious, coordinated, and modern.
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Tasttafed (toasch panel) made for prefiminary
course taught by Laszha Moholy-Nagy. 1928
Threads and board on wire backing with
w!y attached multicolored sgeare

22 % 5V g % 57 om)
Bawhaus-Archiv Bevlin

| pA

growth of a modern commodity cultu re.” But Moholy was also stepping farther into a pionecring role:
during the first decades of modern marketing, advertising campaigns had for the most part been
developed by business managers and executed by print-shop dra frsmen.” Offering a combination of
avant-garde aesthetics and professional k nowledge, Moholy now claimed this role for the visual artist,
with the Bauhaus itself as both client and agency.

[n 1925, Bayer designed a catalogue for the products of the school's workshops, the famous
Katalog der Mucster (Catalogue of designs), a set of loose-leaf sheets inthe new standard A4 size fcat. 202.™
A few years later, Joost Schmidt ereared an identity and publicity campaign for the city of Dessau,
integrating photography, diagrams, and text into an overall design feats. 252,25 3). By 1920, commer-
cial printers were looking to the Bauhaus for ideas: the print-and-graphics trade journal Offset. Buch und
Werbekunst published a épec jal issue on Bauhaus typography and advertising, witha cover by Schmidt

{car. 271). In 1929, a publicity card issued by the school described its print and advertising depart-
production of printed matter in

ment as a full-service design shop whose capacities included the
nd production {or overseeing pro-

madern typography; consulting in new advertising design; layout a
duction) of publicity materials, business documents, catalogues, broc
the creation of company logos, trade names, window displays, exhibition designs, and
tographs.® Artwork was here reimagined as media work: the finc-art printmaking and bookbinding

3

hures, posters, advertisement etc.;
advertising pho-
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Paul Klee
Maskr Furchi (Mask of fear), 1932
Qil on burlap
oL R [10?:4 X grycm)
The Mausesm of Modern Art, New York.
Mebion A, Rockefelbey Fund
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vulnerable in a Humpry Dumpty kind of way — an ironic reworking of the New Man or Woman of the
Bauhaus. An arrow that seems plucked from the artist’s 1924-25 watercolors (cat. 87) sprouts from the
top of the figure’s head, evoking — especially with the addition of a mustache curl — the Pickelbaube,
the spiked helmet of the Prussian imperial army, relinquished with the collapse of the German empire
at the end of World War 1. Despite Klee's characteristic humor, the picture’s title underlines the con-
cealing function of the mask, and the countervailing emotions it may hide.

Perhaps the most famous of all Bauhaus paintings is Schlemmer’s Bauhaustreppe (Bauhaus
stairway; cat. 447). This too was made in 1932, when the artist, now a three-year resident of Breslaw,
heard about the school's imminent departure from its Dessau building after the National Socialist
party’s decree evicting it from the city in August of that year. Painted in the weeks following, the work
opens a space — the space of memory itself — between Schlemmer’s recollection of the stairwell in
the Dessan building and the architecture as it actually was. The intertwining of built space and human
form relates to the artist’s ambition of the time o define a modern form of figurative history painting,
but rather than a celebration of a vision of the integration of rationalized bodies in modernist space,
the work is a memorial. This trio of paintings, by former colleagues now dispersed, all exhibit a pro-
tound nostalgia that speaks to the pressures of history. No longer aiming at “the summary of all that
is contemporary,” they offer raminations on the past.
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again approaching a feitstil” [period style] which honors tradition but fights against false romanti-
cism,” he wrote in 1910, in a proposal for prefabricated houses in which the demands of indust ry and
of art could be aligned toward a higher stylistic unity. “Even the Dutch brick house, the French block
of flats of the eighteenth century, and the Biedermeier town house of around 1800 were repeated in
series using the same forms. ... The result offered great economy and, even if unintentionally, pro-
duced artistic unicy.””

The argument was borrowed from the turn-of-the-century reform movement, from Hermann
Muthesius's Stilarchiterbur und Bawbunst of 1902 and from Paul Mebess Um rfoo of 1903, which cele-
biated thgvernacular asa corrective to revivalist styles. In 1919, Gropius would reframe that reform
project asat hadbeen conceived in the Werkbund years to create a novel type of school, one in which
practical making was the cgnter of both craft and architecrural training. This was the old dream of

At nineteenth-century Gethie Revivalists, who had responded to the separation of architecture

rowing the imagery of the cathedral for the manifesto fcat. 38),
th modern indust ry. Artists and architects would now create

while also setting out mE:rrm alliand

prototypes for machine production.
GrofiMiohad cime of age amig |

4l 21). Crafts, for Se i

‘ ird volume

FIght years Gropgy

e debates over Gotefried Semper’s monumental treatise

r, were the building blocks of archirecture and, like archi-

wms between the internal life of form and marerial and

f-mper's magnum opus, dedicared to architecture, was never
was reluctant to establish a Bauhaus architectural work-

vated to wdl vorking, ceramics, metalworking, wall painting, print
edia. But

hociated wirh the making of the earliest shelrers. His four
etalwork, and weaving — corresponded loosely to the ini-
ps, and tu”n“'ing his basic !.'att'gurifs. the division of labor

+the “workshop master,” who was to teach technique, and an
P rules and conventions who would guide the search for form to
- r

Sd reduced his theories to a mechanistic marerial determinism, a posi-
% influenrial theory of Kinstwollen, or the will oy form, used as a -upringb(‘ﬂ rel
he continuity of form across materials and cultures ® Gropius cited both Semper and

™

\ One of the highlights of the festival is the payag-payag competition, an atfermpl o revive folk architecture.,
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The Sommerfeld House: First Experimental Worksite of the Bauhaus
The early products of the workshops — Marcel Breuer's extraordigacy “African” chair of 1921, for instance
i ry of promotion
jc, even “direc-

-
(cat.95), a collaboration with Gunta Stilzl —emas . -mieLlK
o ol P s were 1rdnviclt

from apprentice o journeyman 1o “yo f
DLy 1922, when the “Afrign” chair was ;
sacy moved to a different vein. Yend meanwhile #
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b b4 . .. 1 J
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WHAT 15 RELIGION? 199

participants in ritual the sentiments that they must have if
they are to accept the constraints that society imposes, magic
is anti-social; it is practised by individuals to gain their private

| ends. Like Tylor, Durkheim paid more attention to harmful
than to beneficent magic, and neither of these writers con-

L sidered the type of magic performed on behalf of the com-
munity which was described so fully by Malinowski in his
work on the Trobriands.

Whereas Durkheim excluded magic from the field of the
sacred altogether, Malinowski held that it had more in com-
mon with religion than with the world of everyday which we
manage by our common sense knowledge of the properties of
the objects we use. Malinowski denied that either magic or
religion grew out of speculation, and really implied that, out-
side the field in which man knows from practical experience

what to do next, he does not ask questions. Magic and religion,
| he held, both arise from emotional needs; they are man’s way
of facing the situations that he eannot control. Magic supple-
ments technique, as when it is invoked to make a canoe sail
faster; or it deals with problems for which there is no appro-
The  priate technique, as when a young man uses it to make his girl
(Sor  kind to him. Magie, then, is directed to specific ends. Religion,
r in contrast, provides, in the religious act, its own ends; it gives
' man reassurance in facing the uncontrollable universe. Malin-
owski saw the origin of religion in the need to overcome the
threat of disruption which is presented to a society when any
of its members dies. When Malinowski said that the religious
rite fulfilled its purpose by the feelings that it generated, he
was not so far from Durkheim, though he was thinking pri-
marily of feelings of confidence and hope, and Durkheim of
feelings of social responsibility. For Malinowski religion met
what he called the ‘integrative needs’ of man in society, but
again, though Durkheim might have said just that, he would
have meant something very different. Malinowski fully recog-
nized the need for what Durkheim called ‘collective representa-
tions’, commonly held beliefs the effect of which was to justify
and so uphold the existing social order, but to him the essential
significance of religion was that it gave man courage to face
the world, and in particular the inevitability of death.

Most anthropologists have thought it was an advance to
see magicand religion as belonging to a single complex of
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SSm—— s e AU ACUUE WRS CAITIED out in statned glass by Josct
Darte Helm, wall paintings by Hinnerk Scheper, and prismaric lighting designed
op. Ferthe entry hall (cat. 80) Breuer designed a table and chairs with members —
fwere rectangular rather than turned on a lathe — that continued the composition
: ; liate seating area, a lincar extension in space at once evoking the house'’s construction
& ggesting eitheran early awareness of the furniture of Gerrit Rietveld or, more likely. 2 common
inqi:nmn in'Wright's early interiors. Made of simply milled elements, Brever's furnit llrt-,' applied the
umsrmﬂ ic;:‘::;:ct:wmtm taught in the preliminary course to early experiments in the creation
Every Bauhaus workshop but the ceramics shop contribured to the outfit tingof the Sommerfeld
House. The program for the Richtfest, which Adolf Mever staged with a bonfire, Cl‘bﬂru; itation
fmxl procession on December 18, 1920, was produced in the printing waorkshop (cat, 78) I i i 'En‘j
in the mid-rg60s, Brever would declare that since his own son wanted tostudy architec :-u rrcl-u;'::t:.lld
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Walter Gropius and Adolf Meyer
Sammerfeld house, Berlin-Stegiits. 1g20-21
[destroyped)

Constroction site ot the time of the Ricktfest
{the topping-cut ceremony, marking the
completion of the stroctural framework)
Photograph: Plagwitz, December vg20.

Gelatin siheer print. 4 7% = 6 %" (124 % 6.7 em)

Bawhain-Archiv Berlin
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recommend that he first “go work with a carpenter on a building site because a carpenter has a system
he can teach.”™

The development of a replicable house model with the possibility of variants, implicit in the
Blockbauweise Sommerfeld, appeared in two further experiments in 1921. Forbit recalls in his memuoir that
when the government minister Walter Rathenau called on Sommerfeld for advice on constructing wooden
houses for French war reparations, “There were to be three different types which [Forbat anl Gropius]
very quickly studied in the Sommerfeld office. With the help of his technical seaff they worked on three
large-scale types.” Forbit was to travel to France with an introduction to the circle around Le Corbusier,
whaose ideas on houses as machines chat might be realized in factories were Familiar tu{;-l‘t:lpius from
the pagesof LEsprit Nowvean.” The housing issue was coalescing as aninternational common ground,
around which G ropius would construct the cultural field for a slowly emerging Bauhaus architecture.

The Bauhaus-Siedlung, from Rustic Blockhaus to Cubic. traction

Early in 1920, as Gropius was shaping up plans for the Son- nurfeld House, he asked both students and
masters for designs for a BafMaus Siealing or communal se.tiement in the wooded hills outside Weimar.
“Today it is impossible for us to think of partial reform without having to take on the totality of life,
that is dwelling, children's education, fitness, and still other things,” Gropius wrote to Adolf Behne.™
From the outsct the Bauhaus sought to merge its pedagogical program with the reform of daily
life, an ideal rooted in Germany's prewar artists’ colonies and in particular in Hejnrich Tessenow's
idea of combining dwellings and workshops as the communal foundations of a new society. Many of
the architects associated with the Bauhaus had direct experience of Tessenow’s Hundwerkergemernde
development in Hellerau, outside Dresden, or knew his influential book Handwerk und Kleinstadt
(Craftwork and small town) of 1919.”" The ideal took on new resonance in Weimar, though, which had
a self-conscious tradition of serving as a Musterstadt or model city, a tradition that went back to Goethe
and his beloved cubic Garden House a stone’s throw from the Bauhaus. In 1923, Georg Muche's Haus
am Horn {cat. 23; p. 327, fig.2), the Bauhaus's first monument to abstraction through architectural design,
would be added to the Weimar park landscape within view of Goethe’s house, with its famous garden
monument juxtaposing cube and sphere.

Despite these Enlightenment precedents, the students planning a Siedlung initially reached to
other traditions. Walter Determann, having taken the intensive four-week practical training that Gropius
had cobbled together at the Baugewerkenschule, drew up a series of naive but compelling plans, one of
which drew clearly on the themes and variations possible in the Blockbauweise Sommerfeld. This com-
munal plan was highly ordered, drawing its buildings together in a symbolic crystal, an emblem of
transformation, centered on a great communal strocrare, itself cryvstalline and an echo of Taut's
Stadtkrone (cats.74,75). Determann’s program for a Haus der Kérperbildung (Physical education bailding)
put the body culture that Irten had introduced,in the preliminary course at the core of the community.
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function dictates form is triumphant.” But in the next line the idea of rights moves from political
discourse to the legal language of artistic property; “Cameraman: Marcel Breuer, who recognizes

these rights.” Breuer assumed the polemical stance that his were merely the designing mind and hands

that channeled the demands 8 the modern subject, as tho rere acting as the medium for the
S £ .

Bauhaus's project. Yet within a year and a half, he had developed g wholc line of tubular steel furni

ture under his own signature. He further made many of his 5 for the Bauhaus building and the

Masters” Houses not in the workshop bur in his own studio; if he was following a Laeshe tic of the

assembly line, there s no evidence of it. Thanks to a photograph th el

Dessau newspaper, he receved ::11.':1.'11;|1|4]i-i|n:g inquiries even before
A crisis arose when he refused to surrender artistic property tothe ey

profits. Years later, interviewed by Christopher Wilk, Brever retorteg i

product. [Klee's painting] was done on his own time and with his own money in his own workshop

(not work for hire we would sav). . .. To that extent it was not a Bauhaus product.”
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er, this reorganization of the school on the analogy of the communist cell, and
nt-of the more politically engaged students, had led vo friction with Dessau’s
nicipal government. A vear after Mever Laid out a new soq inlogical basis for

: '_’-ﬂ"’ dily " design are for us one and the same, and they are a soc ial process.

Bauhaus is not an artistic but a social phenomenon™ — the
o talerare the shades of socialism and communism that had
IG3o, Dessan .‘il.l:l.ur Fritz Hesse, who had h{'!ln-:i to facih

bl's arrival only four yvear?

r, found himself unable 1o support Mever, and the school's

or was effective !_'. Fll.lr;l.:'l.'li. -

aus, 1930-33

.a.n|Lr-]l_'.||:||.'r~.hi|'|1.1.rrlJfl | later be charac I:l.'ri.f{'d.1'|I11.'|!L|I!._._'I:|!-.' great break wich( in'|]1-i|_|~.'x

pulse, bur it was in fact Mies — whose Bauhaos is the least studied and understood — who
st radical changes, partly out of artistic cony iction, partly out .>|'|,;;.H|11;;[:u::: atter
the eco crash of 1929. As director, Mies turned the focus away from the preliminary course
|:|1'!|1‘Iu!|1ﬂ 1930 — and the \i-'::ﬂl-\.\l'lhi:"\. the |"L]I|lil:1".1 blocks of G 1 nus's radical curriculum. ®1 don't
. 'll'ﬂtkiflnp with a school, bur a school alone,” he is re puted to have said upon
d the archite II:rL"h']1.u|:1'|||.-r|.l * By 1930 a full third of the 170 students
INUErest.

f pnventionally academic narure of Mies's Bauhaus — he insisted

TICEEn eXaminations, 1
is instirution of the ideal o

ich had never before even been considered in the school —

Brarchitecture” for the first time made space, rather than

cture or program, the focus of tr In 1931, Mies and Lilly Reich, who began teaching at the

Bauhaus ¢a F]_'- in 1932, l.lL"r'L'II'PE'H'_"d the a domestic zone in which interior and exterior were

entirely created from freestanding pery walls of masonry, with planes of floor-to-ceiling glass

demar ating the passage from interio space to internalized garden space. This was the aes-

thetic premuered in Mics and Reich's owar ingle-story houses at the Dewtsche Bawaustelfung Berlin

35 in 1931 (cats. 18, 33 I nterior spatial divisio re composed of a variety of marerials, from movable

Herbert Bayer fabric drapes to wooden screcns, often iy sterized by vibrantly colored and patterned vencers.

e aaniped by the H¢-|1:|]:|¢'|'\.|:||f_'rrr_k ||r-l:r.3n\1'-|:u'n1_|l|'u1'|1'1."!’.{1}:'4 im|1|!LiTI}' returned, as the work of the wall painiing

by the 19305 had traveled from a stress on its affnities

W an~hn|1 wis transferred ro weaving, whic

with painting in the school’s early years to a new role as a fundamental building block of architectural

space. In 1932, Reich ook over the weaving workshop from Stélzl and, soon after, the Aushaw (interior

rction and Archive finishings) department from Alfred Arndt. Mies and Reich experimented in exhibition design, nota

bly for the Berlin Bawaussteflung of 1931, working more architecturally than Bayer had in his earlier

3
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Hannes Meyer

suhoun D i

stographc ¢

haus - Arc kv Berdin

pioneering of the subjecr. Mies began ro e drawing, long the foundarion of academic
architectural training, ..111iqlrawingn.—|'lnd (+ d'nul:ingnmf fabrication. [t was Mies mor
than Mever who dismantled Gropivs gideal Tz ber the director’s house (cat. 34), inwhich Mever
had lived withour change o ping it with milky translucent
walls and cladding grea £ H.!.;,HIiI: n wall that Gropius
had built around ch At COrner S =i dided a ||.'||.|_-1 tocroate a
i) on the path from® haus toward (s’ favorine outing spot

refreshment stand

on the banks of the " The wall became a fluidiilrrier between ¢ | commercial, privare

and public

Fthe groose Ban, As rinating projects of

I'he idea of the great architect replaced

'gi\l'!‘l the verv bui Vpes that Mies was

their studies, the architecture students were pri

working on himself — notably the court house, ap ct framework for training students to deal with

: { . :
the multidimensional spatial and experiential ef that could e derived within the boundarnes

shared by a L:,|||14.-1| -.-.,|I|_in|.|.|. l,|rl1_;; ah{'{'[ ||1'|:!r1l'- P-C'rh ats. 435=310 i f |||-|:'|||1!l:| '-'-II:I|I”II"||:'H

building block for Mies's cxperiments in domes ign for the nexe decade.) Mies presided rwice

over the Bauhaus’s closure, once in Dessau and ’.. aths later in Berlin, It is not “”'i”"""".:””r ha
-1

retreared the following summer to the ] ps, to work with a small group of students on

3 £ ] . ik
a set of architectural types tharg tonic and the philosophical bases of the
— . o
modern dwelling. The gets he assigned have long survived the

Mazi demigration of £

Bauhaus Multiplieg

It is often said thag ication, as émigres sought to recover

persal of the Bavhaus led o its m
their own vision r radical institution in new sertings. In fact, by the time Mics set out to sta
bilize the schoo ive political situation in 1930, the meaning of the rerm “Bauhaus™ w as already
hotly |.|r-.p||[i;:|. never \11|E|-|1¢|| L|'.:I'r:ng his version |rr' !]1'\III|'|| .].]ll"'.:ﬂ:."lﬂh': Mever's shiort Tenun
he continued, tensified, his advertising of the work he had begun, first in 1930 in Baubausbauten
Dressatar ( Bauha

tion of the a

ilding Dessau; car. 254), 2 Bawbausbiicher-series volume on the school’s transtorma

ctural face of its second hometown. Thar same vear, working with Breuer and
Baver, Gropiw 1 an ;-\wnn.lll_\ “Bauhaus” presentation of modern German design in the Werkbund
exhibition in Pars’s Grand Palais (cat. 350, Even as the show's tubular-steel furnimure, which had reached
its apogee in 1928, was capruring the attention of the French press, Mever was presenting a frave ling
exhibition — five installations over two vears throughow Germany and Switzerland — of the Volks

wobrung, with its practical no-nonsense furnishings (cats., 36, 37). He would further retaliate in Moscow

inIg3n, staging an exhibition of |1|\:ll_'.| rs at the Bauhaus. Asirw as described in the .|I:.||;|,|__:_;I,||._'. "uh'_\ er's
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tifying the Bauhaus with neo-Gorthic architecture. Feininger's
final woodcut (cat. 38) is not only larger in scale, it is also dra

matically more luminous, and its st rongly faceted structure
matches Gropius’s evocation of the future cathedral as a “crys

talline symbol of a coming faich.”

The rhetorical effect of the Bauhaus manifesto in its
final state seems :-ulfulilr calculared. One first encounters the
image of the cathedral, without label or title. Then, turning the
page, one reads the lines “The wltimate goal -.?fm"f artistic activity
it the building! To decorate it was once the noblest task of the

archivect Karl Friedrich Schinkel and to the German Romantics;
others were common in the discourse around Expressionism, espe

cially in the heightened expectations broughe abourt by Germany's
MNovember 1918 revolution.” What distinguishes Gropius from
his contemporaries, however, is that unlike them he was appointed
director of a state-supported school, where he was able act u-‘l“}'

to implement these theories and, over the next eight years, to

moderate and refine them in the face of the sobering realities of

practice, with lasting consequences for the history of modern

visual culture
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intersecting diagonal shafts of light.” The hierarchical arrange visual arts, they were indissoluble components of the great art ; AT
: : dby informs me that “tripls
ment of these triads, with the central portal and tower larger  of building.” Following on the image of the cathedral, this text R T S
than those flanking them, corresponds to the idea expressed in appears as a kind of commentary on it — the woodcut evokes And while weslern portaly
& - R e~ - - o it the Laterad portals havy
the manifesto, of painting and sculpture finding their ultimare the working communities of craftsmen and artists of yore that e SRR
fulfillment — and glory — in their subordination v archivec were now to be revived. Then, following the exhortation to author, January 2, 3004 =
ture. Feininger used a second state of this print for the cover of  erect the “new building of the future, which will be everything n Klaus Weber, “Clearty I'm
- o L . - - us,” . ingrid Mdssinger and
the first proof of the manifesto, with the name of the schoaol I owe Structire,” ONE MOoves to page three and the program, the e, Dvowinge :.:
printed beneath ir icat. 41). means to achieve this goal, where for the first time the name v most thorough discussion
. : : i - PR = - 77 : 5 £ =1 et aflendoma i e
Dissavisfied with this first version, Feininger recut Bauhaus™ appears — now so much more effectively placed than m's “Lichtreflexionen
- T K £ ¥ - . - =i dier esoclernen Architedtus,
the image, now reversed, on a larger woodblock.™ The impos- in the first version. In short, the manifesto has a tripartite sequen- bandattan: Retrospektive dev
ing scale of this woodcut, now filling a sheet almost twelve tial structure: model, mission, means. ally pp. 256-55.
inches in height, makes it much more effective than the first Theideas in Gropius's manifesto were hardly new. Some rermins Marcel Frances
: e : y . p : e kchools and Artistic Theorkes
proof, which, with irs title, mighe be falsely construed as iden- of them can be traced back more than a century to the Berlin U
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LOTHAR SCHREYER
DEATH HOUSE FOR A WOMAN. C.1920
KLAUS WEBER

“This is the strangest work that [ have seen in years. L have never encoun-

tered anything like it.” It was with this mixture of perplexity
and fascination, according to Lothar Sch reyer, that his Bauhaus
colleague Vasily Kandinsky responded to the brigh fl}‘}'uinttd
coffin in his studio. Mounted on the wall above it was the painted
of another coffin — though Schreyer himself avoided the
term “coffin.” referring to his macabre studio props as Totenhaus
der Frau{Death house for a woman) and Tetenbaus des Manmes
(Death house for a man).

A writer, dramatist, and painter who had trained in
the law, a friend of Herwarth Walden's (the editor of the journal
Dier Sturm), a radical pioncer of Expressionist theater, director of
the Sturm theater and, beginning in 1921, of the Bauhaus theater,
Lothar Schreyer was a major avant-garde figure. Yet he is the least

well-known of the Bauhaus teachers. His hermetic, virtually

impenetrable art and the “sacral Expressionism™ of his works
for the stage were clearly not very well received at the school,
and after the failure of his theater piece Mondspiel (Moon play),

A ,ﬁ; J{‘!’Wﬂﬂ VJ“{"L- 54’14- JL,..H,. o :I"N'Lj’ ¢ performed in Weimar in 1923, he moved on. Like Johannes lteen
i

and Georg Muche, Schrever was a typical figure of the early years
of the Weimar Bauhaus, when it was still closely associated with
Deer Starm and Expressionism, and known for its adherence 1o the
ideals of medieval h.)dgl:saml its devotion to wide-cyed reformist
schemes and esoteric t:achil‘l.gs. Eveninanat mm-pht'l‘ﬂ like this,
though, Schreyer's Totenhduser were clearly puzzling — and they
remain 50 to this day.

W hat led Schreyer to these works? In a chapter on
them in a memoir he published in 1956, he complaj about the
ugliness of traditional coffins, and argues for L'#‘ng instead
“a dignified sarcophagus, not &lpensive in terms ofits materials...

ey H iu }Wl.'}f.;é but noble in form and marked with the earnestness of life and

the jov of eternity. And since one has first to take care of oneself,
shortly after marrying I maehe t t death house for my wife
and the second for myself™* Sc reyer further felt'that it was
anly logical to keep his death house near himat all times as a
MEMmento mori.

The Torembus der Pf-‘mu, made around 1920, was"alarge,
narrow shrine, taller at the wider head end than at the narrower
foot end..... The basic color of all the paintings was a dark ultra-
marine blue. An abstract female figure in light blue, dark ver-

Imilion, and gold filled the entire surface of the lid. She was archaic
land hieratic in form. An even more abstracted female figure was
painted in profile on cach of the narrow side surfaces, a harplike
symbol at either end.”* OF the Totenbaus des Mannes, probably
fexecuted at the Bauhaus in early 1922, Schreyer writes, 1 firse

|

| ——

-y

|

ﬂ-.a»{’mwlfo\q o ‘ﬂw_/
wqm(& bﬂJj

6

Lothar Schreyer

Design fior Totenhous der Frou

(Death howse For 3 woman), 1920
Tempera on pager

B 6" x 24" (1983 x 63.cm)
Rauhaus-Archiv Berlin. Long-term koan
of the Schoeyer Family
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Naum Slutzky
Study for prediminany :E':..:w.-: taught
by Johannes itten ozl

Brass, copper, and red aggl Dlue glass

(with some replacement giass pleces)

haxau (76T x 4.7 0m)
Collection H-:r!:u-ri Kloibrr
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Artist unknown
Texture study for prefiminary Course Lai
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2l walercodor on paper
13 B x 13 Ve [32.6 X 4.7 Om)

=

¥larssil Stiftung Weimar, Graghische

Sammbungen




I FAORIRIOM VEai=0ial LAY "Wl

LALiINBIOD®m B0

WALTER DETERMANN
BAUHAUS SETTLEMENT WEIMAR. 1920
MARCO DE MICHELIS

The question of architecture was discussed at the Bauhaus from the first
beginnings of the school. It appeared in the Bauhaus manifesto of

April 191 (cars. 38, 39) which described 2 new structure ... which
will one day rise toward heaven ... like the crvstal symbal of a
new faith® as the collective task of the new artist of the fur ure.'
And Walter Gropius wrote in a letter that same month, *1 imagine
a large Siedlung taking shape in Weimar, in the vicinity of Berg
Belvedere, with a core of public buildings — theaters, a music
eenter, and, as culmination, a house of waorship. Every vear in
the summer there would be a big popular festival here, offer ing
the best expressions of the new times in music. theater, and the
figurative arts.™ From the beginning, then. the Bauhaus was con-
ceived not just as a schoal but as the germ of something more
complex: 3 community of artists, craftspeople, and apprentices
whaose final task was the construction of its own Siedfung — a
settlement, a community, a home. This was the same thing that
the architect Bruno Taut was look ing for in the concept of the
Madtbrone, or city crown, and what Heinrich Tesse NOW Was
expedmenting with in the Handwerkergemeinde, a COmmMunity
of craftspeople that he founded in 1919 in the garden city of
Hellerau." From this perspective architeerure was nor just an
academic subject at the Bauhaus but an ultimate goal, which
may explain why Gropius put off establishing a department of
architecture until ig2-, nearly ten vears after the school opened.
The new architecture, a collective. popular art and
the mecting point for a variety of acstheric expressions, would
emerge, Gropius believed, in opposition to the “old view of the
world thar is based on classical culture™ and would discover in
the “darkness of the present time” a “new gothic, whose first
symbols are ppearing in expressionism.”™® The secret lore of
the medieval Masonic guilds, and the numerical rules thar had
organized the proportions of the cathedrals, assumed for Gropius
the sort of initiatory function occupied by theories of color and
form in Johannes Fren's teaching of art. Thus the Bauhaus came
to merge studics of medieval guilds, Julivs Haases numero-
logical theorics, August Thiersch’s more academic rescarch

nio anchitecrural proportions, and the esoteric theosophical
thearics of |.L. M. Lauweriks {with wham Gropius's archi-
tectural partner Adolf Mever had studied), Early atrem pls tes

Anarchitectural doctrine at the Baghaus were char-
dctenzed by techniques of triangulation and squaring; ideas
About the Symbolic meanings of the basic two-dimensional forms
Athiangle. square, circle) and the cor responding volumetric ones
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The stylistic progression of Albers’s glass works par-
allels the arc of institutional frameworks thar they served as
elements in and for architecture. At around the same time that
he made Gitterdild, as a student in the Bauhaus’s small and short-
lived glass workshop (for which he would be named technical
master in late 1922, when Klee became the workshop's form
master), Albers contributed glass windows, some with scctions
reminiscent of the present work, to two Berlin house commis-
sions (most notably the Sommerfeld House) designed by Gropius
and Adolf Meyer with assistance and contributions from Bauhaus
colleagues and students {cat. 84). This secular but private context
can be seen as a plausible intermediare stage between the sacred
public environment of a Catholic church in 1917 and the lay public
environments on which Albers worked in 1926-27: the workers’
entrance hall of the massive production building of the Ullstein
publishing company in Berlin, and the staircase of the Grassi
museum of decorative arts in Leipzig, for both of which he
designed large-scale, multipanel, abstract windows. These proj-
ects were well suited to the Bauhaus's later undersranding of
itself as a cultural and educational institution Engaging with
business and industry.

Fig.1
Josef Albers Josef Albers
Staiheed-ghass window for the staircase Rasa mysta ora prio] nobis. 1917 =18
it Walter Gropius and Adoll Meyer's destroyed) -
o i ' Fr VEIO-T 4l
sommerfeid houte, Berlin-Steghtz. 1920-11 imed-glass window for 52 Michaels chiirch
idestroyed) ttrop, Germany .
Protograph photographer unknown. 1923 Executed by Publ & Wagner-Gotifried
Geelatin silver peint. 6" x g~ (17 = 22.8 cm) Heinersdorf, Berlin

Photograph: photographer unknown. n.d
Gelatin silver print. 7% x s V" (1.5 x 12.9 o)
The fowel and Amnd A bers Foundation

Bethany, Conn
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ciation with the Bauhaus — as student and teacher he was there

en that Albers was the artist with the longest asso-

from 1920 to 1933 — it is not surprising that a narrative of the
school's development should be reflected in the work of this
central figure. It is perhaps surprising, however, that this pro-
gression from expressionism to constructivism (loosely defined)
should involve an undernoticed but ecssential detour through a
brief but intense engagement with aspects of what we know
as Dada. Immediately before making Gérrerbild, Albers produced
a handful of small glass pictures using shards of colored glass
thar he gathered from trash dumps around Weimar (cat. 93). Surely
less a response to the lack of money and good materials and
more an engagement with the aesthetics of the used and used-up
quotidian object (bottles, commercial glass, costume jewelry),
Albers’s strategy is reminiscent of Kurt Schwitters’s contem

porary Merz project. Indeed, aspects of the glass assemblages
further echo works by Schwitters in their use of printed paper
fragments, their play of circular relief elements off contrasting,
flatter rectilinear forms, and their vaguely cosmic allusions (g, 2
In these works — all apparently dating from 1921, Albers’s first

full vear at the Bauhaus— one can construct a development

Fig.2

Kurt Schwitters

Karstruktion filr edie Frowen (Construgtion fod
noble Ladies). 1519

Cardboar

4, wood, metal, and paint

40%: x 33" (028 x §1.8 om)

Lo Angeles County Museum of Art. Purchased with
funds provided by Mr. and Mrs. Norion Simon, the junior
Arts Council, Mr, and Mrs. Frederick B. Weisman,

Mr and Mri, Taft Scheelber, Hans de SChulthess,

M. and Mrs. Edwin Janss, and Mr. and Mrs Gifford Phillips

away from figurative and narrative underpinnings (in w orks
that once carried the titles Mensch [Man] and Legende [Legend])
through decorative agglomeration {(Fensterbild [Window pic-
ture]) toward a more conceptual reflection on composition
and construction (Scherbe fins Gitterbild [(Glass fragmentsin grid
picture; cat. gzl
The consistent deployment of found fragments of
broken and discarded rubbish in these works throws into stark
relief the key shift represented by Critterbild, which Albers made
using new, unused pieces of glass, manufacturer’s samples that
he is known to have requested from large firms in Berlin.’
Although also in a sense found objects, these small squares
{cut down to size by Albers) are not simply at the opposite end
of the use chain from the discards, they actually stand outside it,
for they are samples, intended not 1o be consumed but to pro-
mote consumption. They are models of prototypical colored glass,
not intended for use in the world. At once ideal exemplars and
an inventory of manufactured, industrial color, these tesserac
fit perfectly with the iron grid, w hich too is both the ideal format
of modernist imagining and a crude, found metal armature.
~  The body of work in glass that Albers produced at
the Bauhaus has been overshadowed by his widely influential
pedagogy as one of the instructors of the school's famous pre
liminary course. Yet Albers was picking up the German avant
garde understanding of glass as a quintessentially utopian and
spiritual material, a tradition exemplified by Bruno Taut’s Glass
House for the Deutscher Werkbund exhibition in Cologne in
1914 (p. 141, fig.1). In doing so Albers found a way to revitalize

an Expressionist legacy, creating in Gitterbild a paradigm of

color and struct gral relationships that mq.:'ht propose a maodel
of the artist/designer as working not just wit h the materials of
everveay life but with the ideal as well as the real, in order to

stimulate change in the individual and in sociery.

1. For her generous assistamce | warmly thank Brenda Danilowitz, of The josef and Anni

Albers Foundation, Bethany, Conn, whose essential publications provide the basis for
the factual information in this essay. See especially her "Catabogue™ n jolrf Alber (Cekris.
Color, Light, exh. cal. (New vark- The Solomon R. Guggenheim Foumdatson, v094). PR
17-127 (together with her =appendix of Destroped and Lost Warks™ and “Appendix of
Works bn Glass for Anchitectur al Projects” in the same volumel; her esady in Haukaus

Aurchiy Berlin, Stiftung Bautuus Dessa, anvd) Klassik Stiftung Weimar, eds., Modell Bouhaut

(Osthildern: Hatje-Cantz, foethooming in 200g), and “From Symibodism to Madermium
The Evolution of josef Alers’s Architectural Glass Worka™ in Jouef Albers, Witrau, essi,

graviares, [ypogrophae, meubdes (Parii: Editsons Hazan, and Le Cateau-Cambrésis Muiée

départemental Matmae, roold), pp. 16g-81, 216, Oliver Barher kinddy spent weweral hours
intradiscing me to the resources of the Albers Eoundation. Whike acknowledging open
quiestinns about the onentation frontback xs well 2 rotational} ard dat ing of Gitterbad,
1 hawe followed the established comention

7. Lz Mohoby-Nagy whio underwent 3 paralie development from expresiave sub
jecthvism to constructived o taty, wis samilarly engaged with putting togethr fownd
obiects pround 193, in his cxse cast-off metal peeces Cpe mvy “An IEOM Delween radecal
and comventional. Lisrié mioholy-Magy's Mickel Scu oture,” in Bauhaus-Archi Berlin,
Siiftung Bauhaus Dessau and Klawsik Stiftung Weimar, edi Mool Bowhas, and ¢t 148
in thie present volume

1. Se¢ Daniowitz, "From Symbolem to Maodernism,” p. 172
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Paul Klee

Archileitur der £bene

[Aschitecture of the plane). 1923

Watercolor and pencil on paper, bardered
Ddwe and Dedow with watercolor and ink,
ncEdboard

127" (28 x 1By om), irreg
Maatibrne Museen 2y Berln, Nationalgalerie
AR ETE Eglﬂr.__@rt_

L1

Paul Klee

Scheidung Abomds

{Separation in the EVENing L. 122

Watercolor and pencil on paper, bordered
aboree and Delow with watercolor and ink,

on Cardiroard

3w X 9" (3.6 x 232 om)

Zentrum Paul Kice, Bern. Livia Klee Donation

i

Paul Klee

Copgensdi e Abgrdy

{Contrasts in the evening). 1924

Ol gransfer Ofawing on paper with
waterodor, ink, and pencll on board
with watercolar and ink borders
oY 1" (13 x 6.5 om)

Private collection

"

Paul Klee

Maibild (May phcture). 1925

Ol on cardboard naibed 10 wood
with osiginal strip frame

W% x w9 V" (4.6 x 465 om)

The Metropobitan Museum of Al New Yok

The Bergpruen Kiee Cotleclion
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ENBecises for color theory course Glass, wire, metil, S painL. i w
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peasant or African forms may have played in Breuer's and
Stilzl's conceprion.

Irten taught both designers from the time of their
arrival at the Bauhaus, at the ages of eighteen (St6lzl) and nine

L1 -
Marcel Brever

r Bl ¥ i
8 Douhours-film. finf jahre lang

Fig.1
Ede Toroczkai-Wigand
Perosr Témndk (Seat of justice)
(o baukas Rl Eue years bong)
; As reproduced in Bouhays 1, no. 1
= [DEcermber 4 ga6)
| Bauhas-Archig Berlin

As reproduced in Toroczical-Wigand,
HﬁJoMM:rﬁgm-rf?d‘-; . {ir clden times,
long, lang ago). Bedapest: Tiltos, wip
The Museum of Modern Art Library,

| Mew Yok

to design intended for production, from what might be called
a more spiricual and expressive attitude to the rationalist, con-
structivist acsthetic that came o dominate the Bauhaus from
1923 onward. A seemingly crude, primitivizing, highly decorated
chair such as this one did not accord with the image of the Bauhaus
that Gropius wished to present, as a crucible where art and
technology formed "2 new unity.” Brever’s subsequent furniture,
including examples with upholstery by Stélzl (cat. o), followed
the school's new direction maore closely.

The "rilm:‘-tnp" thar established the chair’s P[,u:c in
Bauhaus historiography was published in 1926 (cat. 96). Presum-
ably designed and captioned by Breuer, it cast the chair in the
role of starting point for a story of technological progress: from

¥#

RPN Stares,

the handesafreduniqueabject tomass-producible ones, and

,-u-"'"fl'l_'lp;ll_]}' roan-imagined furere in which rechnology woiild dis-

fu—nw with then#éd Tor chairs, allowin erson to sit, as the

suggest anotherimplied progress, an acsthetic development
fromrhe an'hct}'pal. thronelike'form of the _'Aﬁ:ﬁﬁp;\q,h}ir oo
rectilinear geometric Constructions and finally to the realm of
abseraetion: The 1921 chair thus entered Bauhaus hiswory dnly
in 1gzh, ﬁ»—é‘ymr; afeer its design, and did so.as u..!uﬂ_{pl Tater
work“rather thin as a design valued in its own FI!J'I[ U ndu.r
Gropius's guidance it was cffectivelvwritten-out of chronicles
of the Bavhaus, including not only the ?ﬁlu.."!n,if'h_txl‘:;imkg.:ltiﬁm otaoil
but also most later publications and exhibitions.”

i il iy I
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1. Christian WoldorlE, writing after contact with the for r"rr: orwreer of the cheer, sSugpests
that it was probably sobd by 192z to & famiby Fving in llmenaa, sesr Wieima, withwhom
it nemained until 2004, See Woltdorff, ~Der Afrikcaniche Stohl.” Museunm joumnol (Berlin,
nd. § {30y ig0. i

2. Bauhaws presentstion aibum, vol, |1, p. v, Bauhaus Universitat, 'ﬁ'c-nﬁmhtdn
Klis | e Wirrkber, Rowhous-ibwn 1 (Weimar: Verksg der Bayhaursviveratit, soob],
P 77 Wolsdorfi speculates that the mffé 2 relaticnship hebween Marcel
Brewsrand Gunta Skl Der .ﬁ.f.rnle.l.rug.:rw Stuhl,™ p. 41, n. 1. The term “rommaniic.” how-
ever, was Clearyused ot the Bauhaus by igz3 to e Ty weork §t odids with the school™s
ofientation: see, for example, Walter Gropius's draft circulsr of w22 scddregsed Lo Bathaus
masters inwhich he used the words “romantic BlandZand tellram@nticism” to criticize
a tendency at the school Lo feject, -Pe:-'ﬂ-.ulf-af_ lexs art-forarts-sake orientation.
The document is lranslated in Hans Maria Winsgler, The Sauhaus: VWeikias. D, Berfin,
Chicago (Cambridge, Mass: The MIT Preis o bal BRaioRE o

3, Pefier Blake, Movce! Brewer (e York: The Muorseumn of Modern Art, gl p. 1. “Breves
calls this his Africanchiir,” Blake wrote, perhaps implying that the name was long-
standing if informal. in the vo2os.and '104 it ward rare to give b chadr 2 name of tithe. Thiz
wirs & marketing phenomenon of the post-World War i %ﬁl‘ﬂ Blrke's book was
pblihed.

4, The chairs overall proportions recall European cenemornial or commemonative chairs,
-nrlud:ng madonee chairs and those shown innineteenth-century international exposi
tions. Wolsdorf sopgests that the chair could have been "a ceremoniai chair for the bead
Master of the Baghaws™=Der Afrikaniiche Stuhl” p 40. Thene is o H'idem:r; howeeeer,
that such a chair was used in this role. il *" ’.'-ﬂ r

5. Stolrl described the wpholstery and claimed atsthorship of the textide in an attachment
to 2 bether o Wingler, january 7, 1oy, following the publicaton of his monumental mong-
graph, Dos Boubaut 199-1933. Wilmdr Ovssme Berfor (Bramache: Gebr. Rasch; 15620, in
which he had credited 66y Brewer for the chair. See “Einige che-r&l.rrgen rurm Baukaps
Buch von thnen,” i the file ~Stiiz], Gunta (18571987} 1904~ 7 Fas Bagbacs-Archty erin

& Blake, Marcel Breuer, p. vh. Dbrte Micolaiuen, in “Hoe Mrikasns i de ‘Afrikaanse Stoel'?

LEnkele ppmerkingen over ssotizmi in heet vroege Bauhaus,” Oesppannidad, el veabam 79,

no. 1 (kprit So06)s, chsimed that no Hungenan Compar o ooukd boe Bownad

7. Beduer camg from-a eultursd Hungarian famiy with an interest in the Sts: e my Morce!
Brewer: Furniture ond interiors (Mew York: The Museum of Modemn Art, rgE), pu 15, Lam
Em:np.ﬂm K-n-:hm for sharirsg hee hrerbedipe o 2y Euvembitin- cetairy HoeTgaran
design, whadh jeforms- MY discuttion of this Topéc. See-hes essay “Hungary: Shaping 2
Mational Consciousness,” in Wendy Kaplan, sd., TheArfPSGamfls Movesient m Lurope
and America (Los Angeles: Loy Mingebes County MiFstit of Art.and New York: Thames
E-Hudson; 70040, Pe- 42T which usefully summartres praclices and sources,

£ See, for example, the chair designed by Ede Torocriesl- Wigand. reprodisced in his
Hajukandia régéi-régin {Budapest: Tiltos, 1917, n.p.which appeared in 2 staned- ghas
windonin the paitace of calture, Marosvisarhely fnow Romanial, and the throne by
[m:1' Tary and Mdvic Pogdny for the cupols hall at the Tarin exhibition of wii, etcated
in Pancrarma. Archeted ture ded Anpieed Artgin Hiungary 18gd-sgeé{iyoboe Hatonal Mo
of Miodbern-Artwa5), pp: 70, 172 The same hall was decormedhwith fimitivicing archi
tectural ceramic and glass detail made by the Zsolnay firm in the fown of Pécs, Breuer's
birthplace.

9. Blake, Marcel Brewer, p. 16, 530k, attachment 1o the Tetter o W’wg‘.m .‘r"'W- ¥ 7. 964
W0, O this EITEE Topec see Jill Lioyd, German Expresshonbum; Prigutivism and Modernity
[Mew Haven and London: Yale University Press, 1991). For Kirchners furniture see
Wolfgarg Henze, Die Piatik Ermst Ludhwig Kirchmers (WichirachyBern: Henae 8 Ketterer,
2003, figs. 1867, 198, zoo, and 114. Seealso CRtGan Wadkop, “The Arts and C rafts
Education of the Btk Expresshons of Crafi dnd Creativtity™ in [Ecwrmt of MSEBFRTEraft
ne. 1{zoo8) especidlly pp $9-94.

T, Blake, Adarcel Breter, p. 16, no 35060 used the term “the Negro chait” jn herarticle
“in der Textilwerkstatt des Bayblusegigg bis ahr™ Dl Wierk 55 nasvitievember
19681 746, but she may simply hive been foflowing Brevers utige.

1. See Willy ﬂm:.qr ed., fokannes Hien. Werke und Schriften (Zurich: Orelf Fissh, vg72),
eipeciaily Jtren's “Autobiographisches Fragment.™ pL3a: and Raner K. Wick. Teaching
at the Baubaw (Ostiidern-Ruit: Hatje Cantz, 2000, chapter §

1k b = Drer Afrikanische Stubl,” pp. 40 qwdndnrﬂhﬁWtWam
peometric shapes of thie chairs parts {circutar oeal, Siare Cushion), and its fve legs.
may refar, in several possible interpretation, to an alleged love affair bebween Breuer
and 5tilzl, The artiche provides ng sources for this reading, nor do such theories at ol
explain the chair's signifitant primit fiam. R A . o

4. 5tilzl, diary for September vgig-Sutumn 1920, p. 35, quoted in-hagdalena Draibe,
ed,, Gunta Stats] Weabsnel am Boubals und aus eigener Weerkctatt (Berlin: Sauhaus-Archiv
1557, p. 10 e gl Sigrad W trann Weftge, Bauhouw Tertdes (London: Thames & Hudson,
o) chapter 5 o ibbenand thie snsvikg Wl ksBiop. 118 Breosv.qUotaions come Trom
29574 Interview, in French, conducted by Les Archives du XXidme Sidtie, Archives of
Armerican Art, Series 4. Reel 578, frame 547, at hitp:farmiss Sadifeflectanonine,)
bereumare fseriesy him which b contuited on Gecambes 15 2008,

15. See Herbert Bayer, Walter Gropius, and tse’Gropius, eds., Bauhouws 1919-1528
[Mew York: The Museum ol Modern art, vzl pugo, whess-the thasr does notl appear
among illustrations of the earliest work from the “Carpentry Workshop.™ 11 first

substantive publjcation in the hl!lﬂw% ﬂ*lmm (. T9) .
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Marcel Breuer

Armchair (later tithed T1 1a). Designed w922,

this example produced ¢ 1924

Cak and hand -woven wool

W aaxazVy’ (046 x 550 % 1.2 om)
The Museum of Mogern Art, Mew Yook,
Phyllis B. Lambert Fund

"

Marcel Breuer with textile by
Gunta Stalzl

Chair. 1621

Birch and black Lacquer, with wowven
cokosed webbing

20N x 9% 19" (755 x 49 X 49 cm)

Klassik Stiftung Weimar, Bavhaus-Museum

9

Walter Gropius

Newspaper sheff. Deugred w23

this example produced for the Oeger

apartment, Berlin, 1928

Mahogany veneer o plywood. wood glus

coniferows wood, and plate glass top
13" x B3 x 26 %" (8.5 x 160 X 68 cm

Bauhaus-Archiv Berlin

L] ]

Bengt von Rosen
Writing desk. 1933-24
Chemmywood

51 x 32 Yoe 1 17" (1295 x B2 % 44 €M)
Klzssik Stiftung Weimar, Bauhaus-Miseum

1]

Benita Koch-Otte

Carpet. C.1923

Wool and jute

& B4 x 0o Wy (204 X 152 CAT)

Klassik Stiftung Wyimar, Baushaus-Museum

108 T
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Paul Klee

Mystisch-Keramiuch (1. 0. Art eimes Silllebena)

(Whyitical caram the manmer of 3 st
1G5

O on black grownd on thin board,
with otiginal strip frame

1 B (33 x 47.6 om) .
Private collection. Co urtesy ;‘ir ug Galeris
Mew York

103

Otto Lindig

Jug. 1932

High-fired glazed earthenware

free-thaown and assembled

Hiight: 19 %" |

Klassik Stiftung Weimar, Bauhaus-Museum

10k

Otto Lindig

jug. 1922

High-fired glazed carthenwane,
free-thrown and assembrlied

Height: 8% (46 cm)

Klassik Stifting Weimar, Ba uhaut-Musegs

105

Tile

with

High-fred g

75

Klas

fart

Gerhard Marcks

a portrait

g b 01 (1852186 x 3.2 M,

2 LrLem
gik Stiftung Weimar Bauhaus-Muse

106 L
Theodor Bogler with S5 ¢
Gerhard Marcks

Double pitcher. 1932

eopration

High-fired glared g thenware,

R
assembled with F

free thrown and
shHp Gedhd als0n
Hetght: 12%s (3 Bcm)

ilassik Sufturg Weims.

pashaus-MusEUs

1w

Theodor Bogler

v ¥
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wWine pitcher, 1923
secket silvor and ebony
Height: 7%w” (200 cm)
Bauhaus-rchiv Berlin

10
Carl Jakob Jucker
Sammovar (MT 1), 1932

Hﬂuﬂﬂ'flﬁdt
—— "

Brass, partially sives phated,
wooden handles, and sibver 1
Height: 19 %u” 43 e, tray diam

14 V" {36 cm).
Bauhaut-Archiv Berkin




+ THEODOR BOGLER
TEAPOTS.1923
KINCHIN

iieT

JULIET

Theodor Bogler is perhaps best-known for a remark able ser

ies of slip-cast

teapots from 1923 thar embe wly the Bauhaus's dual conce pt of its

workshops as both educational fac ilities and laboratorics for

Ceramics '-Lr;r}.‘\.llllrll bur from the skill set, temperament, and life
experiences thar he broughe to his Bauhaus training. During

World War I, he had seen active service as a teenage officer on
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series was fed not only from his interaction with others in the

LI TIENSE PEod O eXperimentation of which the

1923 teapots were part marked a productive highpoine in the
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Theodor Bogler !
Plaster miotels of clemints for ceramic casting,
to be comblned te create varied Teapors

At rzprmﬂhwlﬁ Mlli
i Weirnar g —19d3. Weimar and |
Mumich: Bavhaurveriag, 1o .!._. I-
The Migseum of Modem Art Librany,
Mew Yiod s | f-
Ir'
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philosophy of the prelimina ry course and of Gropius's principle
of “Art and '[';-:'hﬂul-:li_:\"

New Unity.” This impression is most
TR e intape ot 4 1
p nced in vintage [!'I'Iif'l'l:l-:!.:]’.k!’!lhh of the preliminary plaster

models o PR B : ;
5 tor the te apots, which are drained of color and texture;

serial production, with Lindig and Bogler in charge, but Marcks
clearly felt this shift came at the expense of teaching. Although
nominally still in control, he found it increasingly difficult to

manage Bogler, “a hungry lion” whose evident vocation was to
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Paul Klee Paul Klee
rch der Kommersdngenin Bosa 3

ns &
Gunta Stolkzl Paul Klee

Der Angler (The angler), 1921 Dy Dwitschuer-AMoschine D

Dt W

Wall hanging. 1§22-23
il tramsfer drawing with wateroolor [The rwittering machine). 1932 (vipcal Fabiric of the singer Rosa Cilbuer). 3oz

Oill transter drawing with walesno

Cotton, wool, and lineh
B W' x 67" (256 % 168 cm) and itk on paper on board

of Watercador and ink on plastersd fabric

and ink on paper on board with pouac he miounted on board with watertoor

Harvard Art Musidum, Busch- Restinger g x 12Y1" (50,5 1 3.8 cm)
Masteum, Association Fond The Musewm of Modern Art_Mew York znd ink borders and pendil and ink borders
Joha 5, Mewberry Collection 25V x 5" (6.1 x 483 cm) 24 ¥y x 20M:" (623 x 521 0m)
F The Musesm of Modern Art, New York The Museum of Modern Arl Mew York
Purchase Gift of Mr. and Mrs. Stanley Resor
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Jndian imagery.

then [t{'fm 4 B g ST S P . ( ’ g s Mann (T ht.'
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tal axes. So Klee ;
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Architektur der Ebéiie (Rrhitects

Nianging; borh froms o
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and weft.” Klee often used ------ }
the principles of parrerfiimgs
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might

Else MOgelin, 35 the tapestry™s oreator. See

P Frature (Orit fildhern-Ruit - Hatpe Canlr, GO,

bt v i Abocler Art (Camibridige; a1 Uhe Ustveesity
ren — Paul Kbee und

Daroste, “Wehsehnii
ersten, eds.. Poul Kiae ob Zeichoer, mpa1-1913

ger Inguition st iemer noch ene gule Sache!™
fue) 3: 0o 5 (rg30k43
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nting wien i Wall
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ok, vee K. Porter Akchele, Kier's Prciowaal Writing
=Wl Hanging marks

. PR vEE-5 7. Shee argues

redaminanoe of pictures in which the 1 retasts

bt fural, npuistic, amd pictonil siro turetg
ACTERE
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Khee's nxchange with the weaveng weor kihop and

cher Wachlows, dated October 23, 19210 dem

# /'an.m rigge Textifes (London and Buslinglon, VL.

ome bndisn Sounces in the Art of Paul Klee,

Art

8z, and Roger Lipiey The Soiritiral in Toveritarth

§ons, 20040, p. 203

o1, pp. 19 -1 Specifically, Troy dbes the

ie dew AT
ik by Waiter Lehmann, Kunstpewch fabe e

Peru {Berian: E. Wasmust o
10, For a detaited divcussion of the entangled relaticnehip etween weaving and othe

matics of mechanical grids, such as those found in skyscrapers,
e oy "Weaving Work at the Bauhaas: The Ger

d sochiering
determine the limits of form. The woven wall hanging also mmedia at the Bauhaus, derand Engendiering
of 3 Medium.® Ph.D. diss, University of Rothester, T006.

records, as seen in the example of Klee's formal presence in

the workshop, the contact of different media at the Bauhaus

and the wayvs they also, at times, began to merge.

e —
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15. Representar una posicion proletaria
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Fl problema que se plantea cuando bay que reacciomgr con-
tra el «uso privado de la razin» es el becho de que no &
posible bacerlo. Todos somaos comscientes de que deberia baber
ciertas vespuestas sociopoliticas a esto, pero siglie pendiente
la cuestion del «quiéne, ;Quién es el sujeto/agente de la

¢ (Puppet theater). 1923
s on bwid sheets of paper
4 with chalk and glue, bordered in

srcolor and pen, edged at the botbom

revolucion? ;Quién va a bacer posible e/ nuevo miundo?
with wiatencokor and pen, mownted
abutting o card
20V 31y W™ (52 0 336 Cm)
Tentrum Paul Klee, Barn
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= -
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VASILY KANDINSKY
DESIGNS FOR WALL PAINTINGS. 1922

CHRISTINE MEHRING

ilv Kandinsky was among the Bauhauss most long-standing t

bur discussion of his role at the school, and of the role

school in turn played in his own art, has often focuse
theoretical approach to form and color that he was o
hired to teach, in the spring of 1922. Within months of hi
however, Kandinsky took over the direction of the w all
workshop and painted the most ambitious large-scale
his career — a work, too, that confidently displayed the &
geometric style that would defne his art from then on.”
the untitled wall painting commissioned by and for the
Jurvfreie Kunstschau, an annu al exhibition held ar the
aussrellungsgebinde, Berlin. Diesigned for the octagons al
hall of a modern art museum that would ultin nately
unbuilt for lack of funds.' the work consisted of ¢ olored ar
shapes groupe d in various configurations — checkerboa
|._|.{.=.!‘!|1_1'|.l.{”.1\ triangles, wavy lines, polygons, an el mo

applied to eight blac k surfaces framed at their botto
white band a hand’s-breadth wide. k. andinsky made ma
for the work, which his Bauhauas students then copid

expanses of unstretched dark canvas that were glued ontdWwone |

pancls direc tly applied to, and scaled to fill, their supporting on the spiritual and communicative pott atial of his work. “Now
walls at the [me_u Kunstschan.” More than thirteen teet high,
A frine ahvss of all kinds of questions, awealt h of responsibili

1 could see clearly that objects harmed my pictures. A terri
! ;

t!1{:~13:h'1-,;m'5g1|1\|, oo z shatperaphs and the ooy

plan of the buildir &
[0 TWenly-51X feer .
less than six feetw
If the we
part because little
of the commission
cardboard magquett
cant setof reasons PR
= - L =
first, of Kandinsky E
to the applied arts§ = =
at the Bauhaus an ?
funcrionalist turn
sion reveals desig
Kandinsky's ambit
experienced as oth
but could also be
work also marks
place for painting ir
wall painting illun
art and the role of
The wor

times vexed relatic
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Vasily Kandinsky

B x 24 cm). Centre Pompidou, Paris

wlicthéque Kandinthky

hall of the New York aparement of Edwin Campbell, Kandinsky

that so many reversals

for the first time complemented thar illusionise immersiop

and repetition critic dis

an actual, bodily one.”™ Perhaps the double armature of a issivelv refe ack wall

inch gold frame and white molding :mrrnundiné: ecach off ver,” a “chir t happily

canvases alleviared the artist’s worries about “mere” deco rns home COncenmn

perhaps the spatial distance from the final destination free dinsky mi £y vers

to imagine the artistic potential of ~.;1-;‘|[|;5|L[L'aign_'l'hg:e:r:;l J el crn A

and circular hanging of the Campbell panels were a cer

v in tl 5 tal
|

[ th

to understand that cerrain design elements, rather than stred vin rig

precedent for the Juryfreie wall painting, helping Kandin!

ing the banal material world, could facilitate irs substitutio s '
with @ more conscious, transcendent one.

Pruring a prolonged stay in Russia prompred by World
War . Kandinsky likewise tackled the supposed meaningless
ness of ornament, which had threatened his early abstrac
tion, by svstematizing his formal vocabulary. In part to address
Constructivist colleagues’ skepricism about his psychological
maotivations and his conception of are as autonomous, the apo-
litical Kandinsky not only pondered further the value of design
in his art but also developed a more legible vocabulary Ullgﬂ‘ﬂ'
metric forms and colors. As he would soon outline irn Pkt pened
Linde zu Fliche (Point and line to plane) of 1926, his theoretical
contribution to the Bawhausbiicher book series, Kandinsky from
here on approached the pictorial o endering of the “spiritual” in
an increasinghy illustrative, ||1315Lr.llﬂ111-1!iL fashion.”

The renewed [1|:u'4.' of design in H:!l‘ldinsk}f‘.\ arr and
thinking found expression in his appointment to the Bauhaus,
and in his teaching practice there, but above all in the Juryfreie
wall painting, which adapred to his otherworldly abstraction the
two modes of reception thar he had grappled with in relation to
the applied arts — a bodily experience and a conceptual |"‘“H““$*"
[he painting i naugurared Kandinsky's new style, ‘:""'"”""-“.I .
evolution from a more spontanecus treatment, in what H:'.h_“’-
ars to be the Arst :|‘J.'r|'lt:| {although it is inscribed “B” ong

cally appe ;
: i i oI5 inscribed “/AgS
swstematic one, in the pancls insc A

[ ]‘h;:pFwd

tacular

the versol, to a more
(" and *D.” where Kandinsky increasingly suggested a

. [ | urﬁﬂ]ﬂ-li'

: : . ik A
- = g -rable pictorial means. It is no ace

tual” realm with decipherabie p nd ar floor

'~.]_‘.|' -.!

bied the walls
g {IE:}'rh:' siTa-
Bor ncarby walls.
paintings for Lhe Juryfree _Stilrll-kL' \h.l[ﬂ.‘*“’l
'ngl:l':r.' righrlm:“ltl

an), Berlin

shschau (Jury-free art exhit

il stripe jutting out

silver print. 7% 19 e

bred approximarnch

in the right half ofwall B. All this is not to say that Kandinsky's
painting succumbed to its architecrural framework, his art 1o
design, but that the former made possible the experience of the
latter as immaterial and otherworldly

In this respect the Juryfreie work went to the core
of Kandinsky's ambitions for the wall-painting workshop and
for the medium of painting at the Bauhaus, While heading the
workshop between 1922 and 1925, Kandinsky pu:u.ht'd its prac-
tice, herctofore expressionist and subdued in palette, towa rd a
synthesis of painting and architecture, color and form, in which,
as he stated in his goals for the workshop, color would mold
pdinsky’s formulations betray his hope

l move architecture and design

a given sp &

TN
th
y

I
Lo

ts. As he wrote in conjunction
. “In addition to synthetic col-
om cach art a further powerful, entirely
Mopment. a deep penetration, liberated fromall
purposes, into the human .\pirit.""' In this sense the
Pk above all made a case for the PﬂF‘ibiII['l' of -;|_|h|alil'lﬁ..
which 1% Ol 53y prescry :H'l_s_l; and rcmakingl art ii"'“l |3.{i:|'|l|l'|§£
amid the Bauhaus's impending turn to functionality in the
name of social idealism. Art and painting could help design to
leok bevond the here and now. And so K andinsky staved at the
Bauhaus 1o its very end on German ground. Along the way, in
1927, he notably managed to institure a *free painting” seminar.
Fouryears later, and even more 1'1::1.-:!_1|:., he participated in the
Dhewtsche Basirusstellumg (the annual German trade exhibition for
architecture) not only as artist, with his Improviation 21 of 1911
on view 1 one of Ludw ig Mies van der Rohe's apartments in
the section [ Me W m“u_ﬂ.p:_l; umserer Feit (The l.i“'t‘||1|:5|g in our rimel,
bur also as “architect”™ —w hich 1s hiow the exhibition's t'.!{.l-!':"ﬂu"
listed him for the Music Room that he contributed to the same

secton, organized by Mies (cars, 16— 60 P339, ‘-Ul- &)."

HiEhl-Loch, Kamdingky, trans. Kasa Brown [Loadon: Thames B Hodwom,

beguoes. st L réalisation du Salon Kandinaky,” In Le Seion

DG €0 122 par Kandingiy, exh. brochure (Paris: Musée Nationad dArt

hare accompanied the reconstnuction of the work for the 1977

Er

apening of the Centre Georges Pempidon, Photographs in the Vo ¥ pnedrviby BT
at the Mukte National & Art Moderne snd in the irens Bayyrs Codiection at the Detty
Reseaech Instituhe, Los Angebes, thow shuhents weoiong on the Labec stretched out oo
the flonoe, Some of thess pholograph aie reproduced in Kandimiy: Buwiche Jof wnd
Bashausjakre pprg=ra3, enh. cal (Besiin: Davhaus-Archiy, vglgl. pp 1BE-Rg, 100
& photograph of the so-calied “wall A* thow the labeic bukfing aad thaowing
fursher eadence of 1 appllation dmecty on the wal This image wirs. st reprosducet) o
*Peintne murale, rgra ISR Grohmann, Wy Kondimdy (Par Editicrn Cahie
At vazol, P

. for 3 plan of the bullding see the unrelated exhibiticon catalogue Droiir feviner
K garnubitburg 122 (Berten: Plner wgaad. p. &
I.Sﬂhmmmm' Encounters snd Tramformaton,” o Kordencky
lﬂw#l"ﬂ.ﬂlﬂ.lﬂwfﬁi'wlnml.w-“-r i M m ::;.-'.-.
pp»ﬁ-hhmﬂ_ Mlﬂ“,iﬂdmmﬂmnmum'---, sariner Gabrriehe
Miaber, Kandinaky had worked on the interor and furndtuns 3o qns of Thesr coundry
mwmm’ Art ed Kenneth C mitLay a0 Peter Wergo
{Bew York: Da Capo. 198a). pe. Y8861

& b, p 3P0,

F, I b e

& ibad, po 7y fE.

®, ibad, p 197

10, Arthur jerome Eddy shtee bo Kandinaky i, Vi
the Departmsent of Pt gL Eckihy, &
smisgioned the work o L2
the paintings were not critafled us
<Eruction of the scheme. see john Bderfeid et al., Mode
(hiew Yorks Mapeurm of M nderm Art, 1590l B . )
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the larger enterprise of the Bauhaus, where Moholy had taken
on a central role the previous spring. The material COmposition
of the sign-factory paintings remained a focal point in their
reception for decades, as signaled by the titles used 1o identify
them: a 1937 exhibition in London, for exa mple, included a 1922
work called Enamel Picture, and a 1960 exhibition in Zurich
appended the name Enamel Abstract to the painting now known as
EM 3, which ar that rime was in the collection of Philip Johnson.®

In contrast to Moholy's essay of February 1924, “Emaille
im Februar 1924" his 1944 autobiographical texr “Abstract of
an Artist” asserts that he actually used a telephone in the pro-
duction of the enamel paintings:

In 1922 1 ordered by telephone from a sign
factory five paintings in porcelain enamel.
Ihad the factory’s color chart before me and
I skerched my paintings on graph paper.
At the other end of the telephone the fac-
tory supervisor had the same kind of paper,
divided into squares. He took down the dic-
tated shapes in the correct position. (It was
like playing chess by correspondence.)®

The German term for chess played by correspondence is Ferm-
schach; in analogy with the German word Moholy probably had
in mind, then, we might describe his collaboration with the
sign factory as an experiment in Fernmalerei, or “telepainting.” a
phrase that echoes concerns of his essay “Produbtion Reprodubtion.”
which announces his interest in new (or relatively new) tech-
nological media for the recording and transmission of sounds
and images, including the gramophone and the Telehor, a pre-
cursor of the television invented by the Berlin-based Hu ngarian
Denés von Mihily,

The enamel pictures were made in 1923 and first exhib-
ited publicly in 1924: “Produbtion Reprodubtion” crrig'mm:li a year
carlier, in 1922, when it appeared in the ava ne-garde journal
De Stiff, and was revised in 1924, as part of the text of Moholy’s
book Malerei Photograpbie Film (Painting photography film),
which would be published in 1925. In the Malere Phatographie
Film version of the essay, Moholy cites his own recent work
in photography as an attempt to extend “those apparatuses
(means) that have up to now been put to use only for purposes
of reproduction toward productive ends.” and he proposes a
related experiment to be conducted with gramophone record-
ing plares — listeners, he suggests, might scratch into the wax

plates typically used “to reproduce existing acoustic phenom-
ena” in order to produce instead “new, as yet nonexistent sounds
and sound relationships.” In this connection, what Moholy
describes in “Emarlle im Februar 1924 as the potential of the
enamel paintings to be ordered by telephone from the facrory
should be seen as a central aim of a project whose “hasic prem-
ise,” like that of the gramophone scenario, “is experimental
in the laboratory sense™ — another attempt to extend “those
apparatuses (means) that have up to now been put tw use only
tor purposes of reproduction toward productive ends.”

In the case of the enamel paintings, the productive
moment involving the telephone would be the moment in which
not only the artist but also a prospective consumer of works
in a serics might place a call to order one or more of them from
the sign factory, thus activating, from a distance, the factory’s
machinery, not as a reproductive apparatus but, in Moholy’s
terms, as a productive one. Moholy displays no interest in the
technology of the telephone specifically as a medium for trans-
mitting the human voice via a carbon transmitter, electrical
wiring, and an electromagnetic receiver. Instead he invokes a net-
work of potential relationships among apparatuses that would
create the conditions of possibility for producing paintings by
means of the transmission of nonvisual information across
distances — “telepainting” as somethirig like the counterpart in
the realm of the easel picture to contemporary experiments in
early television technology such as Mihily's Telehor system.

To speak of “telepainting” rather than of Telephone
Pictures is thus to insist that it makes no difference to our
understanding of the significance of these paintings, and of
the process of their manufacture, whether the telephone was
a potential or an actual part of their extended technological
apparatus of production, which also encompassed color charts
devised a few years earlier by Wilhelm Ostwald and a spatial-
coordinate system (a scaled or projective grid that Moholy in
1944 simply called “graph paper”™) to map the sheet metal supports
for the pictures’ bonded porcelain-enamel surfaces.” What was
consequential for this series of paintings designed to be made
in a factory, distant from the artist’s studio and indeed withoutr
his presence, was that their manufacture involved the trans-
mission not of images bearing a resemblance to them but of
nonmimetic information encoded according to the coordinare
systems of numbered color charts and scaled grids, The role of
the telephone in Moholy’s 1924 account was to underscore the
fact that the composition of the paintings, based on “*mathe-
matically harmonious shapes,” could be presented objectively

as quantitative data and transmitted through nonvisual media—
indeed, that information encoded in this way could adequately
have been conveyed by rele FI"H;J!'I‘L'."I Moholy may or may not have
“sketched™ his compositions on graph paper, and in the course
of the production process a factory foreman may or may not
have done so as well; but in any case the information on which
the factory’s machines depended o produce the compositions
of the enamel pictures was not transmirted — and for produc-
tion purposes could not have been transmitted — in the form
of an image made 1:!1. the human hand.

The making of paintings to be located in “the realm of
objective validity” required not only technologies of mechani-
cal objectivity — from color charts and scaled grids to industrial
machinery — but also what Moholy called “ascetic restraint™
the repudiation of the kind of “hypertrophic ¢go™ that he saw
“personified” in the facture of abstract paintings thar empha-
sized the “personal touch” of the artist’s hand. Moholy’s embrace
of mechanical techniques followed logically from his wish to
exceed the capacities, and eliminate the traces, of the hand.
“An airbrush and a spray-gun, for example, can produce a smooth
and impersonal surface treatment which is beyond the skill
of the hand. [ was not afraid to employ such tools to achieve

machinelike perfection.”"”
Moholy was interested not only in exploiting the
resources of industry to establish standards of mechanical
objectivity for pictures but also in the possibility of something
approaching *structural objectivity” in painting. A Moholian
notion of "tt:lcl;minting" would envision art as p'.:t{'ntiall_v “pomi-
municable to all” insofar as it could be reconceived accord-
ing to objective standards by means of which, at its limit, as
Lorraine Daston and Peter Galison write, “only structures —
not images, not intuitions, not mental representations of any
kind — could be conveyed to all minds across time and space.”
Moholy's 1924 assertion that one could (potent ially) order his
enamel paintings by telephone, and his 1944 claim that he
{actually) dictated the composition of those pictures to the
foreman of a fac tory over the phone, both intend first and fore-
most to paint to the mechanical objectivity of the nu I'I'tl)fﬂ:.tl
color chart and the scaled grid as media for the nonmimetic

transmission of a pictorial composition, and of the porcelain-
enamel sign factory as a nonartistic site for the making of a
painting. In that sense it should not be understood to matter
whether Moholy ever spoke into the phone during his experi-
ment in “telepainting” What is meant to matter is what our eyes
see, and do not see, when they perceive EM I, EM 2, and EM 3
hanging on the wall next to each ot her.
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ALMA BUSCHER

CHRISTINE MEHRING

1 . -
Walier Benjamin once 1,-1,!1|4,--~.g1| the desire to access “the most exoremse

concreveness of an epoch as it appears now and again in chil
dren’s games, [or] in a building.™ Eighty vears later we routinely
see buildings, particularly Bavhaus buildings, as expressions of
their time, or at keast as wrestling with the problems of their time,
while children’s games remain relegated ro historys wastebin
I'he building block s that Alma Buscher designed at the Bauhas,
however, featured centrally at a pivotal moment in the school'’s
history, Shortly afver enrolling ar the Bauhaus, in 1922, and per
haps because she had recently switched from the weaving to the
\.l.l'-:ui'n.I:-rhhhd'-p_]'iu‘-l.]LL'I"."-:I\|H.It i charge of designing the chal
dren's room in the Haus am Horn, the house to be built as part
of the school’s exhibition the follow INg year [twasasa part o

.'.flﬁ'"i"‘\hii'-" buald

this project thae she created the Banspiel “5
ing toy),a set of different-shaped and -sized bui Iding blocks
in the primary colors along with white and green, to be used, as
nstructions suggest, to build a ship, a slope, a gate, or whar have
vou, 1s the “concreteness of an epoch”™a marrer too concrete for
this abstract assembly, a load too heay y for this tiny boat*
Buscher's basic shapes and colors bear the imprint of the
Baraihaus’s signature preliminary courses but, more interest ingly,
the Bauspiel also perpetuated the prin iples of the school in those
vears. Students of Johannes loeen's preliminary course, inchuding
Buscher, de signed tovs because their reacher believed in the
pedagogical value of entw ming play and work (that is, creative
work).” In fact many Bauhaus reachers designed toys: Paul Klee
created _I:II.I.F|!|1.-rr'|' hor J'|;|~, 0mn I'f'IiI {cat. 121} Oskar 1'1I'['I1I,'|'I'lf'|'lL'1
i poinited doll for his daughter Karin and Ludwig Hirschfeld
Mack spinning tops, for use in both children's play and art stu-

fe ¥ 1 - B

tents exploranon of ,;-r,].“_d Thiz “illi.'i["it'-!'i [“-’“"i"" made
e o

sense, tor both play (a5 central to vove) and creativiey (as central

B m - .
vmaodern design and ares education) were based on ex perimen-

tha :

; ungs out. Buscher notably advecated tovs
not something finishe

stores Lhe child devel

Experimental phay

Lanion, on 1r1.:n;c
'.'I|.|.r Wore [

d —as offered by those luxury
lops, in face it pursues — it searches.”
and work with e
were thought 1o lead.

armesg

. ssential shapes and colors
in children as in buddi

_ ng designers and
MuUnICaton

and construction. The Bauspiel
hildren pg tredte complex structures
Meaning and function d
0 0n placement, 3 yellow stick

t. This maps onto Re .
3 means of w F'umhn;.: T my

% M CTeaiive ¢ THT1
was intended 1o Imspire ¢

trom basic clemens, their
etermined by

Confexy igr i
1 |'|rlll 117 f]

or oar, kever or mas turns anchor

Benjamin's notion of play as
metic aln'lit_\-. resulri

ng in our human
age: “The child el

apability fior langy
A0S 1o pull something

and becomes horse, wangs 1_r;F1|,|,1. withsand and becomes baker,

wants to hide and becomes cop or robber.™ For Buscher, that

form of play with the simple and familiar was also 2 means of

mastering an increasingly complex, unfamiliar workd, aworld that
included “water as a support — the air mechanically animared
clinking air — actually all the wonders of mechanics™’

he Bawuspiel also stakes out an intricate position at a
turning point in Bauhaus history. As is well known, the carly
1g920s witnessed frctions over the school’s direction between

Ieren, who believed in the autonomy of artistic EXpression, a el

Walter Gropius, who advocared a socially useful absi pLion ¢ 1 8

art into design. At a moment when Irten would soon leave the
school, Buscher's blocks juggled these positions: abstract shapes
suitable ro formal explorations of relations and proportions
dominate the set, while three elements with rounded edges hine
at suitability for hull and sails. Extending the artistic dimen
sion of the Banspied, one might add thar philosophy historically
has often linked play to art; Kantian sesthetic pleasure, for one,
resules from a free play of our cognitive powers. Buscher cchoes
the association of play and art when she insists that the Banspied
“does not want to be anything” and characterizes her tovs as
“free plays” created “almost without thinking, out of the sheer
pleasure increationassuch, inthe colored form.”® A Nuremberg
muscum'’s exhibition of toys in 1926 fittingly featured the Bawgped
in a section of “artises’ oy 4._""'

['he following vear Buscher notably placed her Bauspied
in explicit opposition to " Frocbel and Pestalozzi games . . . cre-
ated from purely pedagogical motivations™™ Yet it is deeply
indebted o just those sorts of games and was distributed by
the Pestalozzi-Froebel- Verlag from 1926 to 1933. Thisis, in fact,
where the Basapres utilitarian dimension coexists with its ambi
tions of autonomy. As the nineteenth-century German educator
Friedrich Froebel, the inventor of the Kindergarten, had notably
argued, wooden blocks teach children about the world — about
constructions, relations, measurements, and divisions. By the
early rwentieth century, Froebel's and other theories of reform
pedagogy, such as those of the Swiss educator Johann Heinrich
Pesralozri (a crucial influence on Froebel), were entering broad
segments of German socicty; notably, they also shaped the con-
ceprualization of the Bauhaus preliminary course by Irten, who
had trained as a school teacher.” Buscher's creations easily found
a place in an exhibition in Jena in 1924, held on the occasion
of the Froebel Days celebrating the educator. The educational
use value of the Bauspief is most explicit in that it introduced
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footsteps to seek a reconciliation between psychology and religion,
between personal experience and the deeply rooted sense of the
sacred. It is indicative that Don Cupitt, addressing the crisis
confronting organised religion in the late twentieth century, says of
Jung that *we shall all probably have to follow him’.

The Repository of the Sacred

But Jungian thought and its offshoots are by no means the only
valid attempts to establish meaning in the contemporary world.
One finds a similar process at work in the arts, among many of the
leading cultural figures of the century, who have maintained the
artist's traditional responsibility in addressing the question of
meaning, in endeavouring to synthesise, in secking to weld dispa-
rate fragments together into a coherent reality. In some cases, the
artist has done so spontaneously, in others, as part of a carcfully
calculated programme. Thus, for example, in the mid-nineteenth
century, Flaubert castigated organised religion for abdicating its
responsibility, for failing to function any longer as a repository of
meaning and of ‘the sacred’. To redress this failure, he methodically
undertook to establish the artist as a new species of priest, to invest
the artist with the responsibility of conferring meaning. Art, for
Flaubert personally, had always been a repository for meaning and
‘the sacred’. Now, however, it was to be so deliberately, as part of a
conscious policy adopted by the artist. At the same time that
Flaubert was enunciating these principles in his letters, Richard
Wagner, in Germany, was enunciating the same principles publicly.
And in Russia, figures such as Dostoevsky and Tolstoy were
proceeding to act upon them.

Flaubert today may be dismissed as the voice of an anachronistic
aestheticism. Nevertheless, many of the greatest names in
twentieth-century literature — Joyce, Proust, Kafka, Thomas
Mann, to cite but four examples — have followed in his footsteps
and openly acknowledged their debt to him. Nor can it be
contested that the arts have indeed sought to perform a religious
function, to serve as a repository for ‘the sacred’, to confer
meaning, to synthesise, weld together and make sense of a frag-
mented reality. In some cases — the mystical Catholic poetry of Paul
Claudel, for instance — a specific denominational position is
explicit. In others, such as Tolstoy’s, there is a broadly ‘Christian’
orientation which defies denominational categories, but which is
none the less deeply religious. There are other works — by D. H.
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COLOR PLANS FOR ARCHITECTURE. 1925-26
MARCO DE MICHELIS

One of the most resilient yet least well-founded myths abour the new

architecture of the 1920s is that it had to be white, Certainly
Mies van der Rohe disliked colored surfaces, or rather he was
faithful to the doctrine, traceable back to John Ruskin, thar
color should derive from material, whether the richly veined
marbles of the German Pavilion in Barcelona or the dark red
brick of the Esters and Lange houses in Krefeld. In 1929, too,
Heinrich Tessenow published an article in which, while admi

ting the possibility of using the entire spectrum of color, he
argued that white, though improved by a glaze of gray or pale
vellow, was the most logical choice for architecture and the solu

tion most consistent with the cherished tradition of Biedermeier
architecture around 1800,

Bur Mics and Tessenow were actually exceptions. Since
Cuatremére de Qaincy's studies of polychromy in ancient Greek
art a century earlier, and then Gotufried Semper's later, related
arguments, color had played a leading role in *modern” archi-
tectural debate. In designing the garden city of Falkenberg
before World War I, Bruno Tast had used a multicolored paletre
to replace costlier ornament, and to help to define a distincrive
itltntit}' for this little hou ‘ring Il::\'ulu|1-munt within the bor-

ders of Berlin; and the Glass House thar Taut had buile for the
Deutscher Werkbund exhibition, Cologne, in 114 (p. 141, fig. 1)
had wsed every variant of color and surface available in glass,
emphasizing the ability of the medium, when other than neu-
trally transparent, 1o filver, modify, and tint light. Die Stijl doc-
trine, and the related experiments of Theo van Doesburg and
CGrerrit Rietveld, called for the use of color though only the
primaries — to decompose and dissolve the masonry box. Even
the white walls of Le Corbusier’s Villa S$tein (Garches, 1927) and
Villa Savoye (Poissy, 1928-29), historians have shown, result more
from imprecise restoration and, above all, the failure of experi-
ments to find 2 compact artificial cladding with the qualities
of stone than from the pursuit of absolute whireness. Le Corbusier
considered color an “apporteuse despace”™ — a producer of space, or
a tool for transforming our perception of it, acc weling to the phys-
wlogical and psychological principles of sensation.' Discussing
hisVilla La Roche (Paris, 1923-24), Le Corbusier wrote of an
operation of architectural “camouflage,” the paradoxical achieve-
ment of a “white” character in the interiors through polychromy:
blue for the walls in shadow, red for those in sunlight.’
From the Bauhauss earliest beginnings, nearly all of
the school's masters were involved in the search fora “grammar
of color” One need only think of Johannes Itten’s color sphere

{car. 66), ws application in his design for a “tower of fire,”” and
its daily use in the teaching of the pr eliminary course; Vasilv
Kandinsky's investigations of the relationship berween form
(Gestadr) and color, which had been first discussed at some lengrh
in his book Concersing the \Jﬁfr’f.l’.r;:f." in Art of 1911 and wh ich
included the famous questionnaire thar he distribured ar che
Bauhaus in 1923, on the mutual influences among peometric
shapes and primary colors {cat. 10); and the ideas of Paul Klee
andd later the young Josef Albers. The lineage of these exper-
imeénts 15 well-known, ranging from lsaac Newton, Johann
Wolfgang von Goethe, and Philipp Otto Runge to the laver
theories of Wilhelm Ostewald and Adolf Holzel, the artise whe
had been the teacher of both [tten and Oskar Schlemmer. The
study of color ar the Bauhaus centered around the wall-paine-
ing workshop, founded in Ocrober 1919 and run first by Itren
with Georg Muche, then by Schlemmer and Kandinsky. In 1925,
when the Bauhaus moved ro Dessan, the former Bauhauos studens
Hinnerk Scheper took charge of the wall-painting workshop.
With some interruptions he would run it unril 1933.

I'he '.l.'all-]_:.ii:ntir:g“nrkxhup undertook many projects,
both cutside the school, often on commissions linked to Walver
Gropius's architectural practice, and within it.* QOutside the
school, the Bauhaus studenr Décte Helm developed the blue and
earth-tone interior scheme for Gropius and Adolf Mever's Orre
House, Berlin, in 1921-22; and Scheper, then still a stucdent, devised
colors consistent with Itren'’s te :lchlrlgx fi of the Jena theater remo-
1;3[!.'{11:-_1 { ;I1Jiriu~,;|||:] .".11-_1.':'r 11921, Im[cpd:-ndl.-nl |_1.'|:|1"[ 'll'ﬂ-piu.ﬁ,
Kandinsky made ]::rgg‘. abstract murals for the entrance of the

Juryfreie exhibition in Berlin in 1922 (cats. 124-28). Inside the

school, within a few months afier it opened, attempts emerged
to use wall painting to reconfigure the spaces of its Iluilding,,
an arts academy built by Henry Van de Velde in 1904=11. In_June
1919, a competition (without a definitive result) was held for g
color scheme for the building's entry hall, and multicolored
decorations ilr."hll:nlli",i}'ph\.. ATTOWS, s.pimls_ EVES, pAres of steam-
ships, letters™ were soon introduced in the canteen and corri-
dors.” In the summer of 1920, Itven directed the painting of the

in
Hinnerk Scheper

Orientierungsplon (Orient ation plasy

for the Bauhaus building, Dessag
designed by Walter Groplus. g

Tempera and india ink on paper, mees

on cardboard, with label
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Bavhaus-Archiv Berlin, Long-terms leas

from the Scheper Estate
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*skylight grear gallery”™ with the chromatic sequence of his color
sphere, in concentric circles starting from white at the center
and expanding outward to dark blue. Itten also took charge of
painting the antechamber to Gropius's office, a project in which
Albers too participated.”

In 1923, Schlemmer, with a view roward the Bauhaus

exhibition later that year, and working with Kurt Schmidt,

Josef Harrwig, and Hermann Miller. created murals and plaster

reliefs in the entrance to the main building and in the stairwell
of the adjacent workshop building, originally designed by Van
de Velde as the site for the Kunstgewerbeschule, the school of
applicd arts. More than color alone, Schlemmer used painting
and sculptural modeling here as his tools, aiming for & syn-
thesis that would transform the very notion of architecture.
The undogmaric nature of Gropius'’s school, especially during
the Weimar years, is obvious in the variety of works ¢ reared for
the 1923 exhibition by the students Perer Keler, Farkas Molnar,
and Herbert Bayer: all had studied privately with Van Doesburg
the previous vear, and they had clearly absorbed de Stijl color
theories. Meanwhile Kandinsky's contemporaneous reachings
on relationsh ips between form and color are ¢ t|l.:.'l|-l_‘-' recognie-
able in, for example, the yellow-triangle/red-square/blue-circle
combinations used by Bayer in the signage for the Bauhaus's
secondary staircase (cat. 192).

In 1925, the Bavhaus’s move to Dessau —and the cre-
ation there both of a completely new building for the school and
of the Masters’ Houses, all designed by Gropius and conceived
as the initial core for a Banhaus- Stedlung — represented an extraor-
dinary opportunity for the workshop, now directed by Scheper.

Working with his students Keler, Heinrich Koch, Gertrud and

Alfred Arnde, Fritz Kuhr, and Viadis Svipas, but alsowith col-
leagues on the faculty such as Marcel Breuer and Liszlé Moholy
Nagy, Scheper developed a series of projects that seem to mirror
Kandinsky’s ideas about *the power of color to change space and
shapes Employing a palecte that added various pastel gra-
dations and a structured scale of grays to the primary colors,
54 hn:-|'u:-r .Ehki;{nl:'ih olor the dual task of both charac l'::Ti.-'in__H; space
and orienting its inhabitants. He paid clear artention to percep
rual issues, and thus to the power of color in v isual experience

On the exterior of the Bauhaus building itselficat. 234),
Scheper used shades of gray for the fascia of the building's toun-
darion and connecting elements (the cement structure of the
bridge, the elongated body of the cafereria and auditorium, the
staircase volume on the windowless end of the workshop build-
ing), emphasizing the dimensions and specific characters of the
different volumes that made up the school complex. In this waw
the visual experience of the building was rhy thmic ally measured
I._-» the vary AN COMPOSITION ;1:1-:51:1{'r]3_\' of irs volumes, r'ull:mml;
the observer's movement along the continually changing perim-
eter of Gropius’s masterpicce. Inside, meanwhile, paths through
the building were painted in colors corresponding to the func-
tional articulation (workshops, administration, and so on) of
the spaces and underscoring the school’s complex organization
{car. 233)

In the housing, meanwhile, the distinct personali-
ties of the designarted residents were decisive. Gropius’s OWn
house seems to have been intended as a kind of ideal prototype
for domestic living, with all its spatial, distributive, and rech-
nical aspects defined by the architect, in collaboration with

Breuer. By concrast, in the houses designed for artists such as
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WALTER GROPIUS AND LASZLO M
BAUHAUS BOOK SERIES. 1925-30
ADRIAN SUDHALTER

An impulic to record, categorize, and historicize avant-gard
production in the 19205 emerged alongside that pre
itself, and often among its own practitioners. The seric
teen Bawhausbiicher (Bauhaus books), published betw
and 1930, was not the first effort to take stock of the da
movements — Lajos Kassik's and Laisz l6 Moholy-Na

mener Kiinstler (Book of new artists, 1922), for example, h:
appeared, and Hans Arp'’s and El Lissitzky's Die Ku
{Tsms of art, 1925) was roughly contemporary — but it w
the first to treat this project in a series of dedicared
a kind of serialized encyclopedia of contemporary
duction within which the Bauhaus itself played a majo
Published in both paper- and clothbound versio
first eight Bauhausbiicher appeared simultaneously in 192
lowed by two in 1926 and then one a year until 1930.” The b
share a uniform format, measuring 9 by 7 inches (23 by 18 ¢
For every book but one, the cover of the paperback and
jacker of the clothbound version are identical and are printed 1}
black plus one color; the exception is the sixth book, Thedva
Doesburg's Grundbegriffe der newen gestaltenden Kunst (Principles
of the new art), whose cover and jacket are printed in the three
primary colors. Mostly the work of Moholy, the cover designs

gary from volume tovolume,” but each includes the series title —

rAvsSEUCHER” —and the book’s number on the front and

Wi he covers of the clothbound books
; sipned by Maholy: each is bound
red ink with the series name
d 14 in cat. 254), while the title
at and external design of the
hice between uniformity, to iden-
lecting the topics, objects, and

ed within each book.

befr gh publication of the works of like-minded
B irlicors used the vocabulary and model of scien

gnouncing that the books would include *research”
2} and “Andings” (Arbeitsergebnitd) developed both
tihaugand among other “informed experts” (bestorien-
5 'ﬂwm;f. Though varied in approach and result, these

probings were nonetheless to be mutua Ily informative — aspects

of a single, universal effort o systematically analyze, represent,

man
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It has been-said that “all
the world is a stage,” and in
this part of the globe there are
a few who have made the
stage their whole world. The
theater has become their life
and love, a celebration of the
miracle of daily living and a
testament to struggle and
conquest.

Mythical lore is often
used o cast doubt or shed light
on the unexplainable. Often
thought as sowers of
confusions, the dark side of
man often provides the
backdrop for drama.

Bath shadow and
mythology become the main
players behind the curtains of
two visionary theatrical
companies. Company
members use mystical
elements as vehicles for
telling a story, conveying

emotions and relating to
humanity. This is their story.

ACT 1: Birds of Differeni
Feathers

George de jesus I has
won prizes from the
Centennial Literary
Competition for his zarzuela
Paglayang Minamahal, the
Mational Commission for
Culture and the Arts (NCCA)
Teatro Bulawan Playwriting
Competition and the Palanca
Memarial Awards for

00D

Literature. He is both the

production designer and

artistic director of Teatro

Adarsari i -
Arthur Savadera, .'l

company manager and f’

resident musical compaoser, {

trained with Repertory

Philippines and jim Jarett’s |

Meisner Teahnagege Acting

Workshop.

Cultural Center al
Philippines’ Tan
Pilipino. \

The name
comes from two e
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ibong Adarna and
Ang Ibong Adarnaj
that has been inte
countless films ang
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could investig; .
medium. [f they were to develop innovative, technologically
\uphmt wated prototypes, t hey had 1o be well versed in the vari
ous effects produced by the meeting of woven structures and

modern materials, like rayvon or Eisengarn}

Mevertheless, pq_-:'h.tp-. out of frustration over the pet
ceived waste, perhaps out of curiosity, Suolzl commitred herself
to poring@fer the literature and learning the complex rechni
cal functions of the Jacquard mammoths that Muche had pro
cured. Within a couple of years she began to make sketches for
Jacquard textiles (cats. 267, 268), and with the help of the work
shop's new rechnical assistant, KurtWanke, Master 5t6lzl had,
after several attempts, come to understand. the basic strengths

and limitations of the apparatus and the best way to employ it.*

desi gn

textiles — like curtains or upholstery — for mass production.”

Indeed the pictorial composition, but also the chro
matic intensity, of § Chire may excmplify the contradictions and
hanging ghosts of this particular Bauhaus moment, just before
Hannes Meyer took over as director and shifted the focus o
developing mass-produced goods for the we wking class. Here an
emphasis on rechnical precision and economy of means con-
verges with an interest in the relation of color and musicality.
Whether or aot Stilzl consciously crafred the apparition of a
second “picture made of wool” within the spartial ficld of this
Diessau-produced item, the Jac quard textile never theless evokes
both Vasily Kandinsky's interest in asing e hnology to develop
art forms exploring synest hetic connections — whereby specific

shapes have equivalents in colors and sounds — and Gertrud
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LASZLO MOHOLY-NAGY

PHOTOGRAMS
MICHAEL W. JENNINGS

W hen Liszlé Moholy-Nagy joined the Bauhaus faculty — in the fall of 1923,

25 master of the metal workshop and, soon thereafter, director
of the preliminary course — he hael already been experimenting
with cameraless photography for over a year. Although cam-
eraless photography is as old as photography itself —William
Henry Fox Talbot produced cameraless images that he called
“photogenic drawings” as early as 1834 — the years immediately
following World War I were a time of intensive avant garde
experimentation with the form. The German artist Christian
Schad made a series of “Schadographs” in 1919, while the Amenican
photographer Man Ray, working in Paris, produced the first
“Rayograms” in 1921. Moholy’s first photograms from 1922,
which he made by placing readily identifiable objects directly
onto printing-out paper in direct sunlight, reveal an interest not
just in what he at thiz time called “spatial thythm [and] equi
librium of form™ but especially in the problems of spat ial rela
tionships among pictorial elements in a nonperspectival field.
These images emerged, first of all, out of the artistic ferment
that was-Berlin in the early 1920s: they are kin not just to the
paintings in the style of international Constructivism that
Moholy was producing at the time but especially, in their incor
poration of objects of daily use such as bathroom fixtures and
bobby pins, chicken wire and kitchen utensils, to the “Merz"
collages and Dada photomontages made by his friends Kurt
Schwirters and Raoul Hausmann.

More important than any direct artistic influence,
though, was the relationship between t he development of the
photogram and Moholy's own theories of art and sociery.”
In 1922, the year of his first photograms, Moholy published two
remarkable essays: “Constructivism and the Proletariat”™ and
“Production Reproduction.” In “Production Reproduction” he
discusses the historicization of sense perception, and argues
that human sensory and cognitive capacities are inadequate 10
an understanding of the modern, rechnologized world. If the
human “constituent faculties”™ are to be developed “ro the limit
of their putf:nti:ll,";ur: will have to play a central role, “for art
attempts to create new relationships between familiar and as
ver unfamiliar data, optical, acoustic, or whatever, and forces
us to take it all in through our sensory equipment.” The essay’s
principal contribution to our understanding of the new, tech-
nologized media lies in its distinction between what Moholy calls
“reproduction” and “production.” Reproduction is the mimetic
replication of an external reality; this “reiteration of relationships

that already exist™ can have little effect on the development of

new percept ual capacities, since i rl1L‘1'L‘|_'-' IL‘FHII!IM es relaton-
ships already accessible to the senses. © Production,” however,
involves forms of art that actively create new relationships —
and force human perceprion to adapt to them. What Moholy
envisions here 15 a |‘Jq_-1|;1_-1u[u.-il and cognit ive reform of a ki n«d
that would permit not just a more adequate understanding of
our world but would constitute, he hints, the precondition for
social change. In “Constructivism and the Proletariat™ he is much
more explicit regarding that change: he sees an irreversibly and
inextricably intertwined relationship between technology, € he
worker at the machine, and socialism. Human well-being is, in
this view, caused by “asocialism of the mind” that is in turn the
creation of an art that “crystallizes the emotions of an age.” | fwe
are to imagine a new world, we must be able to perceive the pres-
ent world for what it is and to imagine a new sct of relationships
among its elements, The photogram, with its direct fixing of the
“moments of the play of light,” is ideally suited to create such
new relationships — and thus potentially to change the world.*
At the Bauhaus, Moholy for the first time had access
to a professional darkroom, and his photograms almost imme-
diately began to reflect the application of more sophisticared
technologics. He began to replace printing-out paper, which
begins to develop as soon as it is exposed to a light spurce, with
developing-out paper, which, because it allows for the recording
of a latent image that emerges only during the development
process, made possible not just longer exposure times but mul-
tiple exposures and complex combinations of light sources.
At the Bauhaus the quotidian objects recognizable in the carlier
works also gave way to objects free of reference to the everyday
world: specially fabricated grids, screens, t uhes, sheets, and spirals.
Maholy seldom allowed his new forms to touch the photosensi-
tive paper at more than one point; he arranged for some to hover
over the paper, others to move in carefully controlled patterns
during the exposure. Perhaps most important, he often used munl-
riple light sources or diffused the light, passing it through liquids
such as water, oils, or acids before letting it fall on the objects.
For Moholy, the wholly abstract photograms thar
resulted were experiments within the broad field staked out by
his theories, and the mode of that experimentation was an
exploration of the materials, elemental processes, and formal
propertics of the medium of photography irself. Moholy's pho—
rograms are in this sense the best ev idence for the principles he
sought to impart in the preliminary course; and they reflece
many of the fundamental convictions of the Bauhaus more
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06 (above left
Marcel Breuer

with fabeic seating and backrest
33V x 180 x 27 W (B4.0 % SHES

Bauhaus-Archiv Berlin
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1;1, a:.rlht. taut cloth of the chair forms a three-dimensional
Erwt in which the planes B
! ANES Are inte W FriCE
o } = l1|:.r.r:l-1m_rt1.'-||:|‘mur[ht‘fnrrmnn! the version manufactured by T 't we can follow Brewes”
rse : this implies their infinige EXTENSION into space not gt b nt el o

as = s frma s xplorarion of the =rplay of strai i i I
s matter but as force. w hich is, of course. 3 fesion Froen dhe Sl Rl of the inter play of straight line and spatial voadd

R e e * he upper edge of the seatback in the earlier models ends wirh
o : 4 = furniture of Gerrit bo plane of the ¢ . i

|R[“H i (fig. 1) and the architectural fanrasies of Theo van . e e o2
Joesburg, But most of all the suspensigoof

the non-Fuclidean workd of El Lissir;

ings that combine the self-evidence

ferge above the cloth and meet, turning the frame into.a Corn
tched in thgee dimensions.
jgmatic of the kind of objects

tial ambiguities of once arcane forms of descr iptiv : ge -

Without the indicatig — ey could begin an endless journes

_ A
any st . : Ols me ‘meraci - 1
vehing from mare hboxes to buildings, from books to citics, even T AR A i

UNIVErses - mure 3
or lurniture. As one turns those images around planes

rity of an original. They suggest an abstraction not of loss
P e 2 i of plenitude. Herber Baver's cover for a Breuer catalogue
i 5 s that seemex 27 { 3 ak i :
Lo project ing 27 1cat. 303) rakes Erich ( semiller’s pic I
b space suddenly recede : i o i s e
Skl _p . Iy recede. In these images with noj an in the Wassily Chair but presents i ; gative. |
S R ol e o e 3 presents it as a negative. It is

awor e . e a photograph of 3 jec ] = for i
i that no longer imposes Newtonian physics looks passible : o e

a world in which one can be in more than one place simultane F'J“'ﬁ_t ”m'; ekt s gdeeiin i
m:l b-i.u e _— wﬂ;.“ jl;::;:{- luction. The rendering of the chair remains plausible but
{._” Axing 1_1” within stable coordinares. The world as l’:'uu.n :; a
.F.t:l'l-r..h_'rufr::nlclln'uunﬂ:l't'diII! the Bauhaus. We see ir, for L‘xd!11p|1.:
in T. Lux Feininger's photograph of an unnamed H‘,.rr:bd'm.l"c;
suspended in a series of open slabs, fearlessly climbing over the

habitant is turned into 2 sha low, now as insubstancial as
ject in which she sirs, seemingly visible only as an x-rav
I'honet catalogue three vears later (cat. 304), the chairs
before ane’s eyes, into photograms. As Moholy creared
: W - i : - e :
railing intg 3 SPace Not yet ours (cat. 250). Such v agaries of tl ithout a camera by exposing photosensirive paper with
el i . agaries of the 5 on them, here the chairs are ace ari f
e = i airs are accompanied by the shad-
e o s r:d Breuer’s excitement about rubu- ey cast on the surface behind them E'l'i I : 1
SRR s " ] -m. They become visi-
and he certainly reliched the way the reflecti lrawn in space”; »m above and below, from front and back; they generate
i ay the reflections on the chrome s of , s :
mages of themselves. For M
! Moholy, photography was not
luctive v s
ctive but productive; here we see how abjects could be

cted to that logic. Moholy was never satisfied with the

Surfaces ar f = 1 o i =l ineo thi 15trokes of g
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ir “:I’.!na - - 1 I:
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lub chair (cat. 301) and the model sold by Standard Mébel to

object in itself —anything he mat
turned into a negative, a positive, «
of the image-making process. Eve
infinite reproduction and transform
ferent: they became the nuclens afa
the start of a utopian process of we
The chairs, however, bec

cess of abstraction, one that returne
subject to the abstraction of the ¢
stripping objects of qualities and re
value. Within a market economy
thing has its price. The chair reling
dom when Brever claimed the iny
denying the Bauhaus its claim to §
upr:| there, and as Mart Stam and
over the legal rights to exploit the i
cantilevered chair, but one withou
was made from a single picce of st
technique. When not in the miark =
time in court — not invisibbe, but a ___-_-1."
itive contention, not imminent d S
The courts had ways of defining
was art, the first to invent the forr
one side Aipped up for the backres|
sell, and manufacture the object. |
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"PAYSAGE EXOTIQUE"

aHOWS HOW ROUSSEAU'S VISITS

W ewa A% TO THE BOTANICAL GARDENS

T

TWJJA AND THE ZOOS OF PARIS
» 't " STIMULATED HIS COLORFUL
%, / AN, " |\ .cINATION. AFTER THESE
- VISITS HE WOULD CREATE HIS
OWN JUNGLES, SOMETIME S
PAINTING INTO THEM ANIMALS
THAT MAY NEVER HAVE EXIST-
ED AND INVENTIN & TREES
AND FLOWERS.

ROUSSEAU STUDIED
ANIMALS,CHILDREN,
PLANTS AND FLOWERS
BUT LIKE ALL GREAT
ARTISTS, HE GAVE THEM
A FRESH NEW IDENTITY.

HIS ORANGES BECAME
LIKE SUNS...

. HIS LEAVE S AND FLOWERS
LIKE BIRDS..

AND HIS MONKEYS,AS IN
THIS PAINTING, BECAME
LIKE PLAYING CHILDREN.

DETAIL
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LUCIA MOHOLY

PHOTOGRAPH OF GEORG MUCHE. 1927

MATTHEW S. WITKOVSKY ®
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AP 1S RELIGION? 201

tion that uqithrr,ﬂﬁfs%:ﬁa&iﬁmniﬂ caft have any practical
(technoldgical) effects™s .

Leach and othes ave found & difficulty in this classifica-
tion. Whereas e’ anthropologist, with &> scientifie training,
knows that hone of these activities can have effects on any=
thing except the mindgfof the participants, the participants
may not mike the senie distinction; they may believe, for
example, that the mageé niakes the eanoe swift in precisely the
same way that he use of the right wood makes it buoyant.
All human activities, Leach further said, even those which

Durkheing. would have unhesitatingly classed as ‘secular’ .or
‘profang’, include elements that dopot contribute anything to
their practical success, and are not expected to hy.the per- ..

foimer#: These non-essential frills aré added to the techni

altivity because ‘this is the way we do it"; they are asSertions
bithe performers of their membership in a social group defined
by a common culture. Magie, it would seem implicit in_his

nrgumerft. is a technical activity to the extent that thode who *

practise it think it is. All non-technical acfivities are ways of
expeéssing ‘the social status of the pcrl‘hr'iﬁcr, and to all these
activities he gives the name of ritual, It -is impossible, he
arpues, tad ivide acfivities inte’ those ‘which are technical and
those- whigh are ritual. Thes¢ “words describe aspects of all
actiVities one or other-of which may be more pronounced
different cases. He then equates the opposition of ritual and
technique with Durkheim’s opposition of sacred and profane.

But Duytheim’s argument stands or falls on the definition
of ‘sacred’ as ‘set apagt’ %1d of religion as being concerned
with what is set-apart. If the sacred ¢an never be separated
from the profane, it is impossible to talk about it in Durk-
heimian language at all, and if Leach is taken to say that the
cacred cannot be distinguished from the profane, the word as
ordinarily used loses all meaning. This is not the same thing
as to say that certain peoples do not make the distinction.
Moreover, Leach’s argument, interesting as it is, does not
purport to offer a definition of religion. Later in the book in
which he propounds it, he discusses a sacrifice to spirits. From
all the actions performed in the course of the sacrifice he

* dingles out the technical— killing, cooking and eating animals

—and that part of the rifugl wiich asscrts that the ranking of
spirits corresponds to that.of their worshippers, and implicitly

T

-

et <

)

44>+ 471
q

5
Wi

o

M llE

Untithed (Georg Muche). 1927,

possibly printed after 1928

wti
)

1800000090 UdD 600 ¢

.

i S, WA

-

Oy

Vi sodel




BLAL SMVYHAYE

HOd SdOMENEOM (IT6R

q:j sl Eor are
I’ N'l.". 1RO Vol

||.. P S AT Tiwr

.I.||. Wi o !l il
I prints of ¢ b

IIII II" Ill'-|!!'

letm -|-u|:| an

z
o
x kg
r 3 o 2] In 14
- y S o o ¢ Yoars
2, e R . . :
: » ; L e ST WY - . A
(Rut) Landshoff {cat. 317), who had had a supporting ol in -~ evalvation of Moholi’s portraits dependent on matters of pre- e
ol ke i . ;i g1l of b
F.W. Murnau’s Nosferatu (1922). New to photography ig I_"n';!u s cedence. Her photographs, while emanaring a psychological e |\I
= e o~ \ Ve, (ay
portraits was a clear, even |n1p:ihk- sense of eroric J;:nging,'hn]{l. r h;|r“¢-_ digpﬂ;n- none of the df_-\pnnrh-n[ eroticism manifested im:?j ] ;'-l. o
r x . = . - | Ol TR
ing the promise of physical intimacy in nearly unbearahble teg- by Umbo, just as her coolly composed studies of hands are a workd o
sion with the assurance of unrequited desire. The restraint shown apart from Sticglitz’s views of the impossibly refined fingers of
in Alfred Stieglitz’s, Paul Strand’s, or Edward Weston's m}n_ra'jts Georgia O'Keeffe. Nor is Moholy after a poster aesthetic, as with
¢ . e ; ¥ - - s n "'-_‘\'.
of their partners — conveved :hn:ugh clarity and evennessofF  _ Max Burchartze's group of greatly enlarged head shots, including 4
] ) £ I ) - Fokeei
i 5 ¥ X 5 : - uip L ¥ ¢
tone — is replaced in Umbo's close-ups with the tonal andemo-  the iconic Lotte (Auge) (Lotee [eye], 1928), or Helmar Lerski's k)
tional disequilibrium of cinemaric melodrama. : worker studies in Kapfe des Alltags (Everyday faces, 19311 While
Molderings contends thar Moholy, who cropped her < her images have impeccable clarity, they cannot be reduced to !
1927 view of Feininger far more tightly for publication in 1930,  graphic signs, and they bear neither the cold flarness of prints
would not have thought to make works such as Unritled (Georg by Burchartz and other advgrtising designers nor the exagger- :
Muche) before Umbo's interventions {although some of Mohaoly’s ated warmth of Lerski or many other studio photographers ] ’{1. id W
portraits continue to be dated to 1926).° In 1928 and 1929, mean- linked absolutely to the cinema. Moholy's portraits are mot O |
while, extreme close- ups became a \mplc of Bauhaus ]_:hun b - shocki ng, or haunt ing, and in fact do not ruprmim:t easilv.
raphy, as evidenced by Liszlé Moholy-Nagy's portrait of Ellen The reasons for this divergence are to be found, one w :
. . ] 3 f . - -; F i . = |
Frank of 1928-29, for example, or the fall 1929 prospectus  may speculate, in Moholy's references, which lie in the nine- i e 1, W15, e gyt T .
-~ — L = . 5
7\ . A A ) — ! J
Fi I'l f )5 ydis ) ? ol f D:JI TR /;". b | i |j|; a3 _}_ { s _!;-'r‘ i : /~
1% 7 Fig 1 I'-.:'_':j' L5 N ) | LT | : .I [ ) n 3 \ J ¥ v S T T
Lucia Mohaly Umbae (Otto Umbehr) Madar (Félix Tournachon) ] ANJ ey N }J Z A of YA et -] 2004 L
Unlithed {Bauhaus workshop buildang Ruth. D Hend (Ruth. The hand). g2y ntitled ({Charles Baudelalee), E_ L ff'. Cm L }L} J---"' n F Wi ro2n o s /
from below). 1926 Gelatin silver print Befone March 13 = s )
Gelatin siver prind :'“."‘ (PR d . i b . v 1y ) -~
sy ks 6™ x4 ¥a” 17,3 x 12 crm) Saited paper pr W e R i "
I’II'II'LF:'I;"!_LJ-:'.!J- el The Miceim of Moders At Mew Yook I| F X b
B J- 0m) & N T Ly T b N [+ E: | 'I __]_z = o 0
i M o e o i s s F) eV L,.g,, 12 rvahiS: D0
Thoenars Wakther Collection. Gift of = A sz_l' sl ) s of i

P / = b f | R
B ke .- (1920), eyl 0nToed)hes
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| Name of Enumerator: UM

Form 1. Fish C:
For Individual Fis

Zal

I =, . : T

| sitio: ﬂjﬁ A% L&
e

| Vessel Ty :__rnn_turi_zmtnrhad

Specificationsi———

— — L |

| Male:

| |1 N : fa | FeTE‘!-;y
A ;

_ Reference No. P

4 r | ’ ; % =
_Nameanisher:‘va_;. D . k,-”]rf’f} #

| Municipality: L ONT) (AR

ALINNICOW HOd SaDHERNOM "Tid Eld: sNYHAYE

J ;
_.GEEiTvPE ) 4 ! . ; [l [
Spesfications: ; /. /4 Barangay: UM, [${ONA
INLGYI bzl ALl :

Date of haul: /" 1 ‘J,f /.f{ (Date: [ [/ ] 0lg Time:
e —— it i ¥ — el I 1] -I r__ * »
___| Weight of sample: {Z_{_ =Ll . | Landing Site: _,) ah“’f“‘? v ANAR )
= e | BRI Fishing Ground: '

Weight | Numt | =

Weather condition, tide and sea state:
V- Y | Time of Fishing:
I - | setting:

hauling:

No. of haui:

S name:

s Ny ) n
Lucia Moholy Lucia Mohaly Lucia Moholy Lucia Moholy
Intitted (Frarence Henr o Intitled (Edith Tech LUntitled (Framg Rah), 3 LUintithed (Laszid Mok
W - kit Eilie y o it ;
Ly X g 3N 2
The Mutewm of Moadern Art Mew York The Museum of Moders AL, New Y M P Al
Thomas Walther Colfection. Gift of Horaoe W niougr
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1tch Monitoring form
*Pr-ra and Landing Sites

| | it o/
£ f ??: 5 ‘.E?' il -___.r. .y
Ham of Enume—ratugw "//""‘-" 3 o U .J-b} e

_,ﬂh=ﬁ%ﬂ%? :

v | Vessel Type: f@ﬂn-mmarized

a-C i HP:

i

é}u.d ﬂ-u]'f Specifications:
. . | i l"

~| No. of Fisher e - -

_| Female:

B -
 POL2r pamanslr
fo SO )

b5 ,n*:....r_,?‘{.]' . /T thile pamis
‘13/ 076

i nl
Photographer unknown T. Lux Feininger

Lntitked (Lis Beyer) February 20, 1929

Linat d (Clemens Rissler), c.wga8

&l aiheer el vET prent

L" -
4% " (1.6 1 B.7 cenj 4 Vs 1% Bgem

Baut hrehibs T

auhaigy- X ¢ B ri The a0 Miuseum of Art, New York

r Collactiosn. Gift of

Ford Motor Company and johan C. Wadde

2%
Josef Albers

Marli Heimann, LIV 31, Alle wdhrend 1

315
Josef Albers

Klee, Dessaw XI 279 {Paul Kiee, Des

Mowember 1925). 1929

Three gelatin sikves prints MounTed o
Orverall 634 x w6 %™ (1718 1B O

Pt ¥

The Museum of Modern Art

fit of The josef Albers Foundat

tch Monitoring form
[hers and Landing Sites

Name of Enumerator: ,

! s
-ESMm%ﬂﬁéﬁf_;; |
|| Vessel Trﬂe@rijﬁf non-
) edpspecifications: R

— 4E\
1 Mal a: /

| Female:

otorized

3

S

-

{ ‘No. of Fisher

}

2e: DILI[ PAMAD 4y PAMO
¥ K - i’
515 Smara L filo

. "lf_:l F_,“_r
LI e

L
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Vasily Kandinsky

Mazinver Bou (Massive building). wg3=
Goudche on brown paper, mour
on cadboard

e (13 x 487 em)

Eunstmmrspum Basel, Kupferstichkabinert

m

Vasily Kandinsky

Rotes Quadrst (Red square), 1928
Watercolor on paper

2% % 19" {32.2 1 48.3 om)

Long Beach Museum of Art, The Mifton

Wichner Collectian

128
Paul Klee
Hariront, Gigftipunkt und Atmosphorre

{(Horizon, zenith, and atmosphere). moag

Watercolor (sprayed) on paper mounted

o Cargoard

oVa" (379 x 3h.gom)

Kumseum

14 P
Sk

Mew York

an B, G uggenhein

Eril

Paul Klee

Bricfbild Z. 5. Dezernber 1537
{Letter picture 2. Deombef §. 753

Watercolor (sprayed) and ink o
on board

o¥e x 12" (33,7 x 30500

Contre Pomosdou. Paris. Wuske nasion
moderne/Lentre de cniatioh nEunEs

L See Hamnes Meyer, etter to Adelf Behne, December 2.4, va27, reproduced in Bauhaus
Archiry and Dewtsches Architekturmizsseusn, Har chifedl Lirbanis
Lefwer (Beriin: Ernst & Sohn, g8}, p. 116

2, 5ix architects were invited to compete: Max Berg. Ablpis Klement, Wikhelm Ludewig

i My 188y

Erich Mendelsohn, Meyer, and Max Taut They wenn given 5ix weeks (o meet a dradiine
of April 4. 9528, The jury consisted of Heinrich Teszenow, Martin Wagner, and Behne,

together with Theodor Leipart and Otio Hessler, representatives of the ADGE. See

Betine, “Bundesschube in Bernau bei Berlin. Architekt Mannes Meyer,” in Preuddiiches

Finsnrmindsterium, ed,, Songderdruck auws demn Zentralblott der Bouvers

pitung 51, o, 14

(amkaiz-22, reproduced in Bauhauws-Archiv and Deutsches Architekturmissewm, Hannes

'-'.'_‘:.'\g'r .'ﬁ.E:J-- Lra? Nl '?_:J- 190

L Mieyer, "Die Bundesschule des ADGE Im Bernau bet Berlin,” reps. and trans. in Clande

Schnaldt, Hanmesd Meyer. Bouten, Progeirte tingy,

d Schriften. Bu rgs, Projects and b

trams, D, Q. Stephenson [Mew York: Architectural Book Publ

himg o, 1965L p. 40

Tranalation altered by author
4. 5d., p. g9
. Myer, “Wie ich arbeite,” Architpkt

% of Meyers 14

Hannet Meyer, pp. 15-11. For 3 discussior

ization of perception see K. Michael Ha V5, Mp gt Sarbject

The Architecturé of Hannes Meyer ar ridge, Mass.: Th
Press, vegal, pp. 85-88. 23-93
&. The Co-op ¥

haftswesens und der sorialen Wohlfahrisp

ssaned for th

Products in Gent

hadernriem ond the Pouthumanist &7, and Maris Gough

furer; Ruddian Construcinasm in Revol ia Priets, 2005)

o | Beriopley: Unbeersity of Callfo

1. The ADGE competition marked the end of Meyer"s partnership with Withwer. After

Meyer's departure for the USSR, in 930, however, the client turned to Wittwer in 193160

heelp soive some technical problems with the bulbding,

£ 350
Hannes Meyer and Hans Wittwer

Bundeiirk eyt se Fr Bundesichule PN E L

le des Algemeine
Gewerkschafisbundes (Federal school of Gewerkichaf

b German trade unilon federalbag), Bermay the Gerr

HWxi-30
Description and site plan
A5 reproduced in Bouhgus; zeitschr it R Photograph Junkers Lufth

.50 Gedatin séhwer print

iilng 2. no. 205 (12 E)

Bauhaus-Archiv Berkin iz x 17.3 cm). Bauhaus-Archiv Ber

K. 5o Mapdelena Droite, Boahaus rgog

9, Meyer, “Vortige in 'Wien und Basel, vg
Briefe, Profekte, ed. Lena MeyerBergner (Dresden: Verlag der Kunsi

10, The benefity were noted in the improved technical pertorm

that Meyer and kis students designed fo

Dessan. Ses YWallis Miller, “Architecture, Budlding. and the Baphaus,” in Katk

Chakrabosty, ed., Bawho
of Minnesota Press, 2006, p

1. Meyer was active in the constructivist circles that publis hed the o

ABC, which reiterated the call for pure constrection and direct imteryer

tem of production made by the M

before Wiarld War | by members of the Deutsch
ner of the “Newei 8o

12. Meyer, "Die me
Henne Meyer, p
15, Meyer, "bayer

ibid.. pp. o4-97

1, Behne, gooted m Baiahs
p w8y
15. See Droste, Boubhaus 1grg-r1933: pP. 17

n was undertaken between 108 and 1008 by the Berlin-based firm

15. The reston
ace of Brandenburg

af Brenne Geselichalt won Architekten, and was funded by the P

and the Handwerssammes Berln

ity Bernay bel Berlin, ™ in Meyer, Boben i

. Meyer, “Die Bundeschule des A
Gasellechalft, p. 64

1E. See = The Course of Trains i the ArchitecEure

hlet published by the Bauhaus n Destau (

ot bmhaun!, acherEiing pam
Harrs Maria Wisnsher The Bouhous: Weirnar, Detiow, Beriin, Chcago (Cambeidge, Mass - The

MUT Press, 1963, p. W

Hannes Meyer and Hans Wittwer

Postcard thowing aerial view from southwest

28
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Designer unknown

Folding chair (T 2.40). Designed 1925

this example produced in the early 19305

by Karl Bokenheide

Beech, partially gheed and stained. with

steei-shoeted hinge, metal sorews, and finen

17 Ve x 24 x 3497 (90 x 61 x BB om)

Stiftung Bauhaus Dessau

151
Wera Meyer-Waldeck

Chiair. £.1929, type created for Hannes

Myer's t

{The people's

3 [ash) ar

gl 227 x 28 %" (74 57 L TI.E O

Baahas- Archiv Berfie

Wera Meyer-Waldeck and Josef Pohl Gustav Hassenpflug

p: Birch veneer on plywoed

W K 35 Y (74 X 943 % 617 €M)

Stiftung Bauhates Dessay

P ENTERPRISES AND
ATOY FAINT TRADE CENTER
E Luna SL. Leon Kilal, Butuan City 8600
BENJAMIN O. APOSTOL - Proprietor
VAT Req. TIN 110-572-015-000

Date.
_ TERMS oy
OSCAFWD IDMNo.: _ |
Cardhoider's Sig. _

- -~ T = —p—
ary. | uNiT | ARTICLES ur AMOUNT

WA Tebie Sxiew

WVAT-Exempt Sxles
Laro Rated Sales
VAT Aot

TOTAL AMOUNT DUE |

iy et P01 B a7
OGRS I M T I ENTE RO = - P p—— 10 i
AU B TR uthorized Rebrassnlativge

“THiS NVOICE SHALL B WALAD FOR FIVE (3] YEARS FROM THE DATE OF ATF
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P

Tine prsef ana Bns ADEr. Foysdatian,
Riaihigny, o,

Gl cibary prive W 6" g L 1B O

357

Werpe: Timmermniann ron Paul Roind!
Eagncioes foferpihimlea o o T iE

tgunglr <= poterbAdDes v ag

iph: Eriek Comteneivler

i h.l.w:r." L

358 ftop left
Artist unknown
Exercise for preliminary course
taught by josef Albers. n.d
ndustriaily painted wine screen
1% 6" (345 x 17 g om)
Thee jeraef and Anni Albers Foundation,

Bethany, Conn

359 (top right)
Artist unknown
Esercize for preliminary (0urse
taught by josel Albers.n d
Industrislly paimted wire SCreen
6% x 74" hrsxw.3cml
The josef and Anni Albers§

Ao,

Betharry, Comn.

Fma

1 i
Ji8 (botiom keft Monica Beils Uliman
Wils Ebert : :

e T prehiminey
ek a1 e LERY
AT o .
]
Etpel wite, DEnl and v 4
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EXERCISES FOR COLOR THEORY COURSES
HAL FOSTER

As the Banhaus sought to define the fundaments of composition and
construction, the study of color was basic to its project. Central
to the preliminary-course classes taught by Paul Kleg and Vasily
H.mfiinl;l-c_'-' {who came to the Bauhaus in 1920 and 1922 TEspeC-
tively), color analysis was elaborated by Kandinsky in an advanced
seminar, and Klee addressed it in Pedagogical Sketchbook (1925),
as did Kandinsky in Posnt and Line to Plane (1926). The previous
preliminary-course master, Johannes Itten, had already estab-
lished color study as a Bauhaus staple, and Klee and Kandinsky
continued his focus on primary and secondary colors, with exer
cises involving chromaric contrasts, combinations, and scales in
various formats (including circles, checkerboards, banded tri
angles, and vertical and stepped rows of rectangles). OF special
interest to all three masters were the effects of complemen-
tary colors, especially the famous law of simultaneous contrasts
{whereby we see the complementary of a primary even when it
15 NOE present).

Mot much of this '|||'-'r_'5r'|g.]|:i_u:r| wWas ””Hj nal — like
ltten, Klee and Kandinsky drew on color theory strerchi ng back
through Adolf Halzel, Wilhelm Ostwald, Robert Delaunay,
and the Neo-lmpressionists to Eugéne Delacroix, Michel-
Fugéne Chevreal, Philipp Otto Runge, and Johann Wol fgang
von broethe — but they did stamp this tradition distinctively,
For example, whereas Georges Setrat saw color as affecrive, Klee
and Kandinsky presented it as all bur animare: eolors possessed
not only different temperatures, from the warmth of yellow to
the coolness of blue, but also differént personalities, often
described as active, passive, or neutral (lines were thought to
be similarly “voiced”). In large part this ascription of agency
stemmed from the belief that modernist painting, in its march
toward abstraction, had a will, even a life, of its own: ver Klee
and Kandinsky did not regard color as purely a matter of paint
ing or even of vision.” Concerned above all with compositional
harmony, they often used musical anal wgies (Klee was a virtw
osoviolinist), Kandinsky also claimed a sensitivity to synaesthe
sta —when he saw a color, he heard a sound — and he sometimes
gave his students exercises in which musical compositions
were to be analyzed through different color-shapes (cat. 370).

On.his arrival at the Bauhaus Kandinsky was well
establishied as a theorist and a pedagogue (he had published
his celebrared text Comcerning the Spiritual in Art in late g1,
and had ser up the academic program for Inkhuk, the Moscow

institute of are and culture, in 1920), and his approach bordered

on the dogmatic. Inparticular he sought to regulare the su
jective effects of color and line in an objective system base
the first instance on oppositions of yellow and blue and of -
ricals and horizontals. This would become the basis of his tl
ory of composition; it was also the source of 2 telling epis«

involving a questionnaire that Kandinsky circulated ar

triangle, square, and circle with the color thar each form seen
to elicit. The majority of the respondents agreed with his ow
answer — vellow for the Triiin!_-.h-, red tor the sqquare, and blue
the circle — bur whether this was due 1o an “internal necessan
of these color shapes (a Kandinsky mantra) or his own art
persuasion is unclear,

These color-shapes inform several works associars
with Kandinsky in this exhibition, and none more so than th
exquisite 1929-30 study in tempera and pencil on paper by Eugen
Batz fcat. 362). Onaverrical black ;_;rnun.d Batz prusrnhjht; chure
INEErscciing olor :1|h||:l:.'\ rwice, once as solid forms in the w PP
right and once in putline in the lower left. In the solid cluster of
primaries overlap to create the secondaries: the yvellow trias
produces an orange shape with the red square and a green sha
with the blue eircle, while the red square creates a violet shag
with the blue¢ circle. (Barz also uses the web of the paper ni
to distinguish the different zones tactilely) The outline cluss
then provides a key wo these overlaps: the vellow triangle appe:
1o be above the blue circle, and the bluecircle above the red squa
{Kanilinsky felt thar red holds the picture plane more effective
than CXpansive _-.'l_'”u-.-.' and recessive blue)-Even as the st
stands as a work in its own right — it achieves advnamic bals
(174 :s:ﬂ}' Armong the intersec T olor -hapn but also betw
the opposed clusters — it also functions as a demonstratios
color theory.

Yetin |.|v|:|i|5:;_rlx4_| the Barz "\|:1_|i!:|. rn:rll'.ll\[ﬂ ENSIONS Wi
this theory. Even as Kandinsky explored natural laws of co
and perception, he ofted resorted to culturally determined ¢
ventions of meaning (for example, he deemed yellow carthy

blue heavenly). Moreover, even as K,Lmiinal} insisted on ¢

2 Lk
Eugen Batz

Eugen Batr
Erarcioe Fof COhor-theary

by Vasily Kandinsky. 192g

Tempera ower s

Gy K 12 e 423 W X35

Bauhaus-anchiv Ber
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317 (rop lefy)

Vasily Kandinsky

1. Gromus (Grome). ¢. 1928

The second of sixteen movements

for Modest Museorpsky's Pictunés of an
Exhibition, for performance at the
Friedrichthester, Dessau, April 1. 1928

BYax14 ¥u" (2006 x 36.1 cem)

Ifdia ink, watercolor, and gouache on paper
Cenire Pompidou, Paris. Musée national d'sr
maderne Centre de création industristie

378 (bottam left)
Vasily Kandinsky

WL, Byl [Cattle), ¢ 1528

The seventh of tixteen movements

for Modest Mussorgsky's Pictures at oo
Exhibition, for performance a1 the
Friedrichtheater, Dessauw, April 1, 128

1 e 085 34% {30 % 4o 'cm)

India ink, watercolor, and gouache on paper

Centre Pompidou, Parts, Musée national Sart

moderne/Centre de création industrisls

o

377 (oppasite, top right)

Vasily Kandinsky

XNV, Hiltte der Baba-faga

(The hast of Baba Yaga). c.igzll

The fifteenth of sixteen movements

for Modest Mussargsiy’s Pictures ot an
Exhibition, for performance at the
Friedrichtheater, Dessau, Apeil 1, 1530
B w15 0" (3o 40 cm)

India ink, watereabor, and Bouache on paper
Centre Pompidoy, Park, Musée national dast
moderne 'Centre de eréation industrielie

30 {opposite, battom right)
Vasily Kandinsky

XVI. Das Grosse Tor von Kinw

{The great gate of Kiew). c.1g28

The sixteenth of sixteen movements
for Modest Mussorgsky's Pichanes af 80
Exhibition, for performance at the
Friedrichtheater, Dessau, April it 1919
By x a0 (2132 270 cm)

India ink, qum,mwh!?“‘ Fr
Centre Pampidou, Packs. Musée natioaal 1t

modesne/Centre de création industrielle

m

Vasily Kandinsky . 2
Twoesi gromie paraietgufredt L Suf ooes
geraden Winkel gestatst [T lar e b bl
iy Supeported by an anghtl Anahytical
drawng after pheatt oy of The danc e
Gores Pajucca by Chariotle Rudolph w515

ik o frading paper

- .3 o)
Sl (wyn
Spaatiiche Eyntasmmanges

Kugberstich Labinel

-

Wanily Kandirby

e Jaaprew A i pege Begt fopfipe
Thrted SufeiF) Bty F 3 b g peeet
ety B B pET P et

o o darcr vt Podacrs by Churtars
[ 5

i on Ty pape

sy AW [ ) 0w )
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WIHAT I8 RELIGION? 203

Goody says, why should not any opposition that is recogmized
in a society—say that of ‘day’ and ‘night’—be interpretated
as an opposition of sacred and profane? Goody could not find
among the Lo Dagaa of northern Ghana any recognized opposi-
tion of sacred and profane.

Leach’s distinction between technique and ritual is based on
the proposition that ritual does not do things, it says things—
a point already made by Taleott Parsons and by Radeliffe-
Brown.! But what does it say? Leach answered the question by
saying it indicates status and status relationships. But most
anthropologists who have made a close study of ritual think
this is the least part of what it says. How then are we to decide
what it is saying? Monica Wilson in her exhaustive account of
Nyakyusa ritual quoted the words of informants whenever she
could, but she could not have given a coherent interpretation
of its symbolism without adding something of her own.
Radcliffe-Brown went so far as to indicate that the interpreta-
tion must come from the observer, and this is the view taken
by Turner in his detailed analysis of Ndembu symbolism.*

With this view Goody agrees, and he adds that, since we
eannot find among the peoples we study any principle univers-
ally recognized by them which delimits the field of religion,
we must make our own. This, he remarks, is no.more than we
have done in the fields of economics, politics and law. In fact
Leach’s distinction between the techmical and the ritual—
between acts that we, as observers with some knowledge of
scientific principles, can see produce the ends they aim at and
those which do not—though it is not the same as Durkheim’s
distinction between sacred and profane, is the one that all
anthropologists have made in distinguishing the magico-
religious from the field of everyday life. As we see it, there is an
aspect of life in which people seek to attain ends that are either
not attainable by any human action or not attainable by the
means they are using. They purport to be calling in aid beings
or forces which we consider to be outside the course of nature
as we understand it, and so eall *supernatural’. To this field of
activity belong both the religious and the magical.

NYHAYE

GLé1 5

ALINEIQOW HOd SAOHENNOM JET61-

1T, Parsons, The Structure of Social Ackion, 1937; A. R. Radeliffc-Brown,
Structure and Function in Primifive Socicty, 1952,
* VY. W. Tumer, ‘Symbols in Ndembu Ritwal’, in M. Gluckman ed., Closed

Sylems and Open Minds, 1004,

bl &}

Franz Ehrlich, after teetches by

Joost Schmidt

Postes B Bansbusrs exhizbition, Cewerbrermuseum
Bamed (Apil 11 My 20, 1920) 1529

Ushograph on pager

50 35" (a7 ¥ 90,2 emi

Codlerv 3 Merrifl Berman

"

384

Erich Mrozek

Design for a poster for internationale
Mygione Aussiefiung (Internatnal hygiene
exhibition), Dresden. 1930

Gouache on paper

6% x 23%" (41.9 x 59.4 cm)

Collection Merrill C. Berman

_——

385

Friedrich Reimann

Exercise for type and advertising course
taught by joost Schmidt, wsin g the brand
name “Kandem” in sans seril and slab
sevif typefaces. w9

Ink on paper

16%w x 23%" (42 & 59 cm)
Bauhaus-Archiv Berfin

I8
Erich Comeriner

Design for pogter for Mo Efiektes

{siock rJu'hlng{l'l war-38
Cut-and-pasted printed papers w
goiache on paper

2r¥ eV (gBax 41 Bom
CofleCtenn Mecrill C. Bermar

£ 1 %5

Marianne Brandt and

Hin Bredendieck

Erndiide tabde lamp (basic version). 1928-2g
Maradactuned by Korting & Mathiesen
Landem no, 7o)

Shepsteet chade, tubular sleel 2rm and
P, cast-ingn base, all external parts vory
#tquer, inside of shade coated with matte
duminum [acguer

Height: g'W" (25 cm), diam.: 4 V" (0.5 om)

Ferdingnd Konrad Budechmann, Berlin

Marianne Brandt :nd Helmut Schulze
Double cyfinder hanging lamp. 1529
Manufactisred by Korting & Mathiesen
(Kandem no. b6}

Nicke!-plated brass and opaque glyss
Height: 30 %w" (77 om)

Bauhaus-Aschiv Berlin
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 JosefAlbers D Hin Bredendieck snd Hermann Gautel  Friedrich Karl Engemann Hubert Hoffmann
i Armchair (Tt ze4 1929 Work stoal. 1930 Armchair. 1929 Stool designed for easy disasseety
B Laminated beech afid tubular steel, Chrome.plated tubular steet and five-Layer, Tubislar steet and phywood Plywood with aluminum beaces. ces #&
- with cames upholstery steam-curved lacquered beech plywood TVaxz2Vex 22" (Bo x 55 x 58 om) Ve Ve (40 xS0 e L -
W xaVex 28V (2.ax SBg X 714 cm) 23 e x 1Y x 19" (600 x 19 x 503 om) Stiftung Bauhaus Dessau Bauhaus-Archiv Berlin »
The Museum af Modern Art, New York, Bauhaus-Archiy Berlin
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Walter A. Peterhans B = ; . e .
Toter Hate (Dvead hare). C.1azg il 3 tﬁrﬂh}:‘ia'l_ﬂﬂm M:Eg - ) 2 . ‘ eitithed (Light M». €. 1535
ner e B hver print e k cises e O % Gelatin sifver print

T " (288 « 3.6 em) ' T {255 x 33 cm) Lavs taurght by g n¥exB% 28 7x ngem
Bauhaus- Archiv Berkn X ] ol vear Berlin Pt : 3 :. The }. Pacl Gatty Museuen, Los Ang
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Erich Comeriner

Urnititked (Spiral with chair). c.owgas
Cut-and-pasted photographs and
photomechanical reproductions. on g
36" 2 24" (43 x By iom)

Erich Comeriner Archiv, Galerie Diased
Bietefeld

&5

Kurt Kranz

Zohien Zeichen Reihe (Mumber signs row),
ya- 1, vintage prints mounted on cand
by the astist in o

0 Fll'l:in sibvpr prints, mounted on board
Each: 5% x 7%w™ (116 % 15.5), owerall:
7% X 75" (70 1 40,5 em)
Bauhaus-Archiv Berfin

1113

Kurt Kranz

Spieit ewer Spied (Play your game]. 193¢
Cut-and-pasted photomechanical
reproductions with pencil and ink 08 pIpet
19¥ax 25Va" (49,8 1 647 em}

Ttse Meseurn of Modem Art, Naw York.
Horage W, Goldsmith Fusd through
Robert B. Menschel, The Family of Man Funs.
David H. McAlpin Fund and Purchise

w

Kurt Krans

Viersinskpmde (The sinking oees). 197

£ ist-and-pasted pelatin sibver printy aned
photomechanical reproduction oa papes
v 1 24 " (g0 X B3 EM)

Cuaberte Besimsan, Berlsn
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At firse sight these discreetly parterned w,

WALLPAPER DESIGN
JULIET KINCHIN

nently inoffensive. Wallpaper, the ®s

long been acco Ay status as an IJI ry, almost

IEII!"!T.I;'FIC!.' only: onjoined t
nded by cleg
background

L
as acollecti

prmlurt that

As a formless es of size or

it tends to INSCHASNCSS

tant to both pe isplay asa

artifact in musenms and exhibitions.

vient character g Ipagier belies its

nomic Sign ifica

of the debates it
Bauhaus

Ll

under the directorsh

engender.
exemnplify this paradox. B

became the Bavhaus's
institution was closed, in
wallpaper's affordabilicy
widespread availabilivy i
gave it the potential to hy
distinctions of social cl&8
effectively inserted the
popular imagination, ._

design and comme
That the prodd
marginalized, even omith
the Bauhaus is indicative
the modern interior and in
purcly functionalist perspectr
pius to need. As the Swedish tlr.‘:.ig er
the Weissenhofsiedlung, the modernist housing development
builr in Stuttgart in 1927, “Modern people have white walls.™?
if color and texture were to be introduced to those walls,
architects and designers wanted to be in control. “What

with our walls*” was a question that had preoccupied design
reformers since the mid- to late-nineteenth century, when the
introduction of cheap roller printing had suddenly placed a huge
array of cheaply colored and garishly patterned papers within
reach of the ordinary homeowner. The material itself was dis-
cussed as's potential health hazard; there was speculation about
the use of vermin-harboring paper stock, rotting animal glues,
and arsenical colors. In an effort to counter a popular taste for
floral and representational patrerns, British design reformers

in and Henrv Cole to Charles Lock Eastlake
consistently advocated abstract, nonillusion
arrened or abstract patterns that respected the
glity of the wall’s surface. The fine grids, wavy
ps-hatching of the first Bauhaus wallpapers,
rsent a culmination of these earier design-
. In some cases the patterning of grids and
the texture of the paper {cat. 410}

hred design-reform tenets of “cruth to mare-
t: construction,” which directly fed interna-
sm, placed an overwhelming emphasis on design

as content aRd structure as opposed to surface decoration. By

sassociation the critical language of these debares, which per-

ghroughout the late-nineteenth and into the twentieth

pegdered wallpaper as feminigesiinicn rering cracks and

Fed to quict, plain
ared to be in the

asized the “structure” of the school’s
and the “timeless” quality that distin-
- restless changeability of most patterns,
jed annually.

ward consumer preferences did not always follow
W¥ates of the professionals, however, particularly in inte-
or decoration. While the spatial configurations of homes were
generally predetermined by architects and builders, wallpaper
remained one area in which people could exercise choice and
inclivideal taste, In the interwar vears a sense offonsumer Ecncy
wias further encouraged by the growing acceptability of home
improvement as both a leisure activity and an economic necessity

Diespite the waning popularity of densely patterned interiors

(11

Hubert Hoffmann

Jetar. Finsi. Bowhkous Topeten
{Mow. Then, Bauhaus wallpaperi
Cut-and-pasted paper with o
and ink on paper

g x BT (284 m ool
Collection Merrill C. Besmas

-




ALINEIOOW 800 S4OMSHI0M TET8I-6LE1 SnYHnvYe

(rooms were generally smaller and more multipurpose), wall-
paper remained the standard form of decoration for the major-
ity of homes.

In Germany a modernist reconsideration of wallpa-
per got under way in the mid-1920s, when the colossal housing
schemes that Ernst May began to build in Frankfurt in 1925
showed that it could enhance the structural and aesthetic pro-
gram of the new architecture (Newes Bawen). At around the same
time, after a period of stagnation following World War | duc to
material shortages and inflation, the German wallpaper indus-
try scemed poised to recover its position as a major producer and
expaorter. In 1927, keen to explore new markers and the possibil-
ity of architectural commissions, the wallpaper-factory director
Emil Rasch made an approach to the Bauhaus through his sister,
who had studied alongside Hinnerk Scheper in the Weimar wall-
painting workshop. Despite some initial reservations, the school's
director, Hannes Meyer, and Scheper, now the master of the wall-
painting workshop, were receptive to the idea and a contract
was signed in March 1929 Wallpapers fitred Meyer's concern to
produce alimited range of universally valid, popular products to
meet “people-oriented demand.” The Bauhaus had nothing to
lose in that Rasch was prepared to take on all the financial risk,
and control of designs and colors were to stay with the school.
Any prospect of royalties, h:'ﬁgusm:ll. was attractive given the
institution's precarious finances. The agreement also gave the
Bauhaus first option on designing the marketing, posters, and
other advertising for the wallpapers in order to ensure com-

patibility with their larger “brand.”
My &le
Designer unknown Heinrich Bormann
Foll of walipaper. 1511 Deshgns for wallpaper. vaq
Manufactured by Gebr, Rasch & Co., Bramsche One sheet from a set of five,
Pririted paper each with six designs
Width: 20%" (51 om) Chalk pastel, rubbed over textured paper
Stiftung Bauhaus Desay Each design: 1 x 2 %" (7.6 x 5.5.cm),

sheet: B% = nSh™ (20 % 30 om)
Stiftung Bauhaius Dessay

) ‘N

Following a school-wide competition, designs by
Bauhaus students were developed under Scheper’s direction
in the wall-painting workshop. The first collection, issued in
September 1929 for the 1930 season, comprised 145 different
wallpapers based on fourteen patterns, each available in five to
fifteen color variations. Further collections came out annually
until 1933, with some of the more popular patterns, occasionally
in modified colorways, being carried over from year to year.
The designs were not dissimilar from others already on the
market, but reflected Scheper’s teaching on color as a means
of underlining the inherent architecrural qualities of a space
(“The most important function of color in 2 reom is irs psycho-
logical effect on the human being. Color can lift or depress the
spirits, make the room larger or smaller, have a fresh and invig-
orating or dull and tiring effect™* and his insistence on the
command of techniques of shading color, such as spraying,
scumbling and sereening, so as to avoid masking a lively wall
surface with a uniform paper skin that would obscure color
gradations. These textured, lightly patterned, often monochro-
matic wallpapers enveloped the interior in subtly colored effects
that were hardly recognizable as patterns and were economical
to hang as there was no need to match repeats. Their small, sub-
dued patterns were ideally suited to decorating the relatively
small spaces of modern housing estates. They were affordable.
and their washable finish was hygienic.

In the first year, the Rasch company manufactured
4% million rolls. After a slow start, sales grew steadily, with a
300% increase by the end of the 1930 season. Rasch’s aggressive

Fig.1

Tapetenfabrik Rasch & Co., Bramsche
Frontispiece from an advertising catalogue for
Bauhaus wallpapers, along with additional patterns
frosm thee Weeimar and May companies. 1937-38
Letterpress and wallpaper on paper

n¥gxBYax V" (2952 1 xLyom)

The Musewm of Modern Art, New York,
Architecture & Design Purchase Fund

@

(5) geungasurgave

lau! Grund der Dreigiiederung); Drstes Organ akiiy  Hirnk
Deomiies Organ medial Mdusked)
Crittes Organ paseh (FAGCHS™)

A Wasserrad und Hammer (Fig 251
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L
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just as the matter-of-fact, lively, ludicrous confusion of byways
does the true path in the picture itself, and rather as the sug-
gestions of pictorial cliché and the somewhat wayward pattern-
making deflect the poetics of Fewer Abends. Klee operates in a
low or vernacular mode as much as he does in a high one.
The engagingly informal quality of some of the diagrams in his
Piidagogisches Skizzewbuch (¢.g., car. 425) is as integral to his think-
ing as the abstract general principles they illustrate. Implicit in
this approach is a certain larger understanding of things in
the modern world that Klee's most perceptive early critic, Carl
Einstein, perhaps came closest to identifying. He claimed that
Klee's art demonstrared how “myth and world can hardly be
united with one another today; they make fun of one another
in an ironic struggle, because we are not capable of finding
their unity.”* Klee put this less acerbically when he concluded
his fullest public statement of an artistic credo in a lecture
he gave in 1924 with a comment on the “dream, the vague pos-
sibility,” he saw embodied in the Bauhaus project: “We have
found the parts, but not the whole. We still lack the ultimare
st r(:n,lgl.'h+ for there is no culture to sustain us™"” How clear-

headed that proved to be.

1. Paul Klee, Podagogisches Skirrenbuch, 1524, published in Englih as Pedagogical
Shetchbook, trans. Siwl Moholy-Magy (London: Faber and Faber, wy1), section 1.1 Kiee's
essay “Exakie Versuche im Bereich der Kunst™ (Exact experiments in the realm of art.
1538 s gently ironic about the more rigorously func tionalist program aswociated with
Hannes Meyer, first a5 the new head of architecture and then ai duwctor of the Bauhaws:
*From the standpoint of dogma, genius i often a heretic. 1 hat no law other than itsedf.
The school had best beep quiet about genius. ... For if this secret were to emerge from
latency, it might ask ifogical and foolih questions.” Kiee, Nafebooks, vol, 1, Fhe Thinking
Eye, trans. Risiph Manheim (Londan: Lund Humphiries, 1g641), p. 70. For all their difference
of spproach, Meyer and Kiee maintained 2 reasonably cordial relationship; Meyer edited
the jounal Bawhaus, in which the essay wis published.

2. On Klee*s career at the Bawhaus see Wull Herzogenrath, Anne Buschhoff. and Andreas
Vigwincke, edsgPoul Klee — Lehrer gm Bowhaws (Bremen: Hauschild, 2001

3. Klee. Pedogogical Sketchbook, section 1.6, The term wsed in the otiginal German
edition of W is “dividuel”

4. Kiee, The Thinking Eve, p. 78. On Klee's prioritizing of movement over form see
Crkar B3tschmann, “Grammatik der Bewegung. Paul Klees Lehre am Bauhaus.” in Crslar
Batschmann and josef Helfenstein, eds., Poul Kier Kunit und Karriere (Bern: St3mpli,
1000) pp. W0O7=24.

5, Thits is brought oot particularty well in O. K. Werckmeister, The Making of Pauf Kiee's-

Carper 1g1g-1g20 [Chicage and London: Chicago University Press, wpligl

. Kiee, The Thinking fye, p. 8o )

7. See Frank Zoliner, "Paul Kiee, Hauptweg und Nebemwege.” WollrafRichatrfafrbuch
16 (rocalz6y-go.

8. Klee, The Thinking Eyve. p. 8o,

9. Carl Einstein, Die Kunat des 20. Jahrhunderts (Berlin: Propylden, w28}, p. 157,

0. Klew, The Thinking Eve. p. 95 ®

DNINIAT DML NI 3914 "SL10d



BEdi-EL8l SNYHNYE

EESL-BLEL SNVHAYE

ALINHIOOW HOW SA0MSTHOM

ALINSTOOW 504 S40HENSOM

.

k26

Waldemar Hiising

Primary school with eight classrooms
Prodect for architecture course taught

by Lusdwig Mies van der Rohe. Perspective
drawing. 15932

imdia ink and wash, with printed label

ON DAPET

el N 23" (42,2 X g9.4 Cm)
Bauhaus-Archiv Berlin

Howard Dearstyne
Court-house, Project for arciee
course taught by Lucwig Mies

mx 7 e (2B %195
Libwary of Congress. Washin

428

Eduard Ludwig

Single-story house on the river Havel
Project for architecture course taught
by Lusdwig Mies van der Robe. Interior
perspective of living room, 1932
Pencil and tempera on cardboarnd
86% 8 33 Wa" (2.3 x B0z om)
Bauvhaus-Archiv Berlin

[ T4

Eduard Ludwig

Renowvation of the Boschaidl department
store, Dessau. Project for anchsteture
course taught by Ludwig Mies van der Rohe.

Wiew of the exterior. gy
Photograph with drawn and painted
additions, mounted on plywoad
31V x gz Va© (Box w0l cm)

stiftung Baukaws Dessau
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Ludwig Mies van der Rohe and
Lilly Reich

Furniture detig

price list o
firm, Berfn-Neukdsln, v
Offset lineblock on paper
il x 16%” (29.8 x 42 emj

Bauhaws- Archiv Berdin

i
Lilly Reich
Chair $eal corne O

Charcoa o Lraci

aVix 19" (vo5.4 x 737 OmM
Thie Mauseem of Madern Arl. Mew York

Lilly Reich Collecthon, Mies van der Bohe

Archive, gift of the anchitect

432 433
Lilly Reich Ludwig Mies van der Rohe with
[iesign For 3 Chair wil BG4t B llll" Reich

Charcoal on

Siche chair (MR w0}, .

he Museum of Modern ATt, Mes

red by Bamberg Metathwerkstitten,

ilby Reich Coflection, Mees vam oe ubsistar stenl painted red with cane seat

ki

fa 2 x 27V (79.4x 4820 69.8 Ccm)
Private coflection. Courtesy Newe Gabere

Mew YOrk

L34
Ludwig Mies van der Rohe
Armchair. 1927-30

Chergamism-plated tub




PIUS PAHL
HOUSE C. 1932-33
DETLEF MERTINS

rientation to the sun, mixtures of low and
variations on modern Ir[u[gl:iﬂ.z_l; types. In
students used the skills acquired in build-
functional design as a platform for more
gn tasks invelving disciplined judgment
erial combinarions, and spatial relations.
-tching as essential to the search for form

urking on country houses had provided a

veloping his conception of space as a freely

Ela

."u'HIFJ'IH'I:.: a series of houses as students’

(11]

tend this research into an elemental archa-
able of uniting house and garden in the

of living, as much cutdoors as inside. Mies's

o O e 5 O

: bourgeois houses disturbed those com-
sing and social reform, but he contended
y could design a house well could do almost
stinguished himself among modernists for
hould remain central to the art of building
ndustrialization and the demands of mass
e forces of technology and rat ionalization
:d for human ends — to “build chem into a
rmits free play for the unfolding of life.™
he declared, "is only how we assert our-

ivens. It is here that the spiritual-cultural

ixing the discussions ar the school, Pahl
-rn with the changing forms of sociery,

f mechanization, the threar o individual

fociety, and the need to assimilate these
i ally. * In uniting house and garden, archi-
"" ader the sign of modern abstraction, Mies
Jevate technology’s domination of nature
| spaces for human intellectual and spir-
= tranquillity and light in an increasingly
T tmploved these ideas in the Hubbe House

ir Magdeburg (1934-35), and the Ulrich

i
Pius Pahl
Bt fior architetune Houge C, Court-ho
ks wan der Roke course |
I Ll=E: i3
7% x 10 Ve (7O X 9495 Cm

Bauhaus-Archiv Berlin
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wasunder siege, as was the Weimar avant-garde in general. He
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office of Gropius’s private practice are in the Hoc hschule, work-
shops in the Kunstgewerbeschule. Behind the Kunstgewerbeschule
is the Prellerhaus (named after a former inhabitant, che painter
Louis Preller), which is adapted for student accommodations.
According to Gropius's Programm, the Bavhaus's goal is
to instruct students in a combination of crafi {workshop training),
fine art {drawing and painting), and science (analytical methods).
The school offers three courses of instruction, for Lebriinge
(apprentices; trainees bound to a master), Gesellen {journeymen;
craftsmen certified to work in a trade, but not to set up their own
workshop), and Fungmeister (junior masters; craftsmen ready
to run their own businesses and to train a.ppmn:i:u}.Wnrluhnlp
instruction (in the school’s own facilities or in private workshops
under contract with the Bauhaus) comprises six areas: sculprure
(stone, wood, ceramics, plaster), metalwork, cabinetry, painting/
decorating (wall, glass, panel, print making. and weaving.

Lyonel Feininger, Gerhard Marcks, and Johannes itten,
Gropius's first teaching appointments, begin work this semester,
joining the existing faculty of the Hochschule, They are called
“masters” rather than “professors,” retaining the guildlike ter-
minology of the Kunstgewerbeschule. These and Gropius's other
appointments of the Weimar period are already well-known art-
ists, coming largely from the circle around Herwarth Walden's
magazine and gallery Dier Sturm (The storm), Berlin, a center
for German Expressionism and international avant-garde art.
Gropius also draws from the Deutscher Werkbund, an organi-
#ation founded in 1907 10 pair manufacturers and retailers with
architects and designers so as to raise the standards of mass-
produced commodities and industrial design.

Feininger, a forty-eight-year-old American-born art-
ist, exhibited with Vasily Kandinsky and Paul Klee in the land-
mark Erster Deutscber Herbstsalon (First German autumn salon)
at Der Sturm in the fall of 1913, and had his first one-man show
at the gallery in 1917. He will oversee the printmaking workshop.
Marcks, a thirty-year-old sculptor, made terra-cotta reliefs for
the vestibule of Gropius's factory buildings at the 1914 Cologne
Werkbund exhibition. He oversees the ceramics workshop. The
thirty-one-year-old Itten studied with Adolf 1 lilzel, a pioneer
of abstract pedagogical methods. Itten’s first one-man show was
at Der Sturm in 1916, the same vear he founded his own are
schoolin Vienna. Itten introduces a Vorunterricht {(preliminary
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1. Henry vam de Velde Factrchuls i bldende Kol

LA adderry of 3Pt Wieiregs Dresigned 190y, built sgog -1
Home of the Bawshas between bty Sod wyrg.
Phatograph: Louts Held. ¢ 1906, Gefatin silwer print
SEn B g x 23,3 o), Bakaus-Archiy Berbin

course; also referred to in this period as Varlebre, and later as
Grundlelre or Vorkurs), drawing on the teaching methods he
has developed in Vienna, in which students are encouraged to
abandon conventional artistic training and to experience color,
form, and texrure in themselves, acquiri ng a fundamental sen-
sitivity to form and marerials that can be applied to subse-
quent artistic production. Itten is also responsible fior all of the
remaining workshops.

SUMMER SEMESTER 1920
Students: 727+ 8g o'

Georg Muche, a twenty-five-year-old abstract painter who has
often exhibited ar Der Sturm and has taught at the school affil-
iated with it, joins the staff this semester and ui:@gt:nhr
stone and weaving work shops from Iteen.

Among the incoming students is jnﬂmﬁx the

_age of thirty-two, Albers, a former public sc!mmwlwsc
profession cxempred him from military service during the war,
is one of a number of students who are older than some of the
masters; this collapsing of generational divisions, in part result-
ing from the social upset of the war, contributes to the school's
nontraditional characrer,

Another enrollee is the eighteen-vear-old Hungarian
Marcel Brever, formerly an architecture student in Vienna World
War 1 and the subsequent dissolution of the Austro-Hungarian
Empire have led to political crisis in Hungary: a five-month lib-
eral republic has given way to Béla Kun's 132-day Bolshevik die-
tatorship, followed by a counterrevolutionary “White Terror™
{1919-21) that has sent many lefrleaning artists and intellectuals
into exile. In the Bauhaus’s early vears its Hungarian community
includes Fred Forbit (who has prompted Brever to join), Liszlo
Mohaoly-Nagy, Farkas Molndr, and Gyula Pap.

Following the Programm’s promise of “plays, lectures,
poetry, music, costume parties” to nurture community and
encourage “friendly relations berween masters and students,”
the semester begins with a series of “Bauhaus evenings™ featuring
members of the avant-garde, including Der Sturm poet and play-
wright (and Walden's ex-wife) Flse Lasker-Schiiler (April 14) and
the Expressionist architect Bruno Taur (May 5). With these eve-
nings the vibrant cultural life of Berin is transported to Weimar.

WINTER SEMESTER 1920-21
Students: 727+ 94 &

On December 18, 1920, in Berlin-Steglitz, a ceremony is held
marking the completion of the structural framework of the
Sommerfeld House (cat. 22), commissioned from Gropius and his
architectural partner, Adolf Meyer, by the timber merchant Adolf
Sommerfeld, an early supporter of the Bauhaus. Fulfilling the
statement in the Programmm that “the aim of all visual arts is the
complete building,” Gropius will call on the Bauhaus workshops to
provide furniture, stained-glass windows, and textiles for the house,
which will be completed the following year (cats. 77, 79-82, 84)

The ceramics workshop, which has been leasing facili-
ties from a Weimar pottery firm, the Hoftépferei Schmidt, moves
to the Tapferei Krehan, a traditional Thuringian pottery work-
shop run by the brothers Max and Karl Krehan in the stables of
a castle in Dornburg, some twenty miles from Weimar.

Walter Klemm, Max Thedy, and other members of the
remaining faculty of the Hochschule succeed in reviving that
school, whichwill take over the right wing of the former Hoch-
schule building in the summer-1921 semeseer. The Bauhaus and
the Hochschule will share the building until the Bauhaus moves

to Dessau, in ."hpri! 1924,

SUMMER SEMESTER 1921
Students: 53 9+ 86

July 29. Hitler becomes the first chairman of the National
Sacialist party.

The Satzungen des Staatlichen Bawhauses inWeimar (Statutes of the
state Bauhaus in Weiman), issued in January 1921 to supersede the
Programm of 1919, go into effect this semester and will remain
largely unalrered until 1925. Workshop study is now overscen bw
a team of a Meister der Formiehre (later Formmeister or form master;
one of Gropius's prominent appointees who provides formal and
theoretical training) and a Meister des Handwerks (later Technischer
Meister or Werkmreister; a workshop master, acraftsman with tech-
nical mastery). Among the most significant changes is obligatory
participation in Itten’s preliminary course, which also serves as a
semester-long students’ probationary period: only on successful
completion of the preliminary course can students select a work-
shop and form master of their choice. The school now adds book-
binding to the existing workshops. Like the ceramics students, the
bookbinding students lack their own facilities; instead, ti‘:r school
leases the workshop of Otto Dorfer, nearby at Erfurter Strasse 8.

The form master responsible for the bookbinding work-
shop is Paul Klee, who also from this semester forward teaches
a course on composition as part of the preliminary instruction.
Already forty when he joins the faculty, Klee knows several
members of the staff through his participation in the influential
Expressionist group Der Blave Reiter (The blue rider) and through
Der Sturm, but he lacks reaching expenience.

Also new to the staff this semester is the thirty-one-
vear-old Oskar Schlemmer, like Itten a former student of Halzel's
and like Marcks a participant in the 1914 Werkbund exhibition
in Cologne, where he executed murals. Despite his intl:n:&;t_i.n the
stage (he had left the Sturtgart Akademic der Bildenden i\-l.'l.ll?.lfl.‘
in April 120 o devore himself fully to his Triadiscbe Balfere [ Triadic
haller, 1912-22; cats. 216-19]); at the Bauhaus Schlemmer takes
over from Itten as form master of the stone-sculpture workshop.

In April 1921, Theo van Doesburg, a member of the
Dutch de Stijl group, moves to Weimar, where he will remain
for over a vear. He offers private classes in the studio of Bauhaus
student Karl Peter Rithl, which are attended largely by Bauhaus
students. Apparently Van Doesburg hopes to obtain a teaching
position at the Bauhaus and to influence the school’s direction.

WINTER SEMESTER 1921-22
$;ud:nu:4;?+hﬂ' (+1)

Mid-Movember 1921. The value of the German mark begins to
fall in response to the weight of war reparations. In1922 and 1923,
inflation will turn to hyperinflation.

Lothar Schreyer, founder of the Der Sturm theater in 118, joins
the staff, taking over from Klee as form master of the book-
binding workshop and charged with creating a stage workshop.
There is no official accreditation yet for stage work, but its sig-
aificance will be outlined in a section of the updated Satzungen
of July 1922.

In October, inan effort to raise funds beyond those
provided by the state of Thuringia, the Bauhaus Meisrerrat
{Council of masters) resolves to publish a series of print port fo-
lios vitled Newe Exropaische Grapbik (New European gl‘.‘lphit"ﬂi
cat. 49). The first portfalio, which appears at the beginning of
1922, contains works by Feininger, Itten, Klee, Marcks, Muche,
Schlemmer, and Schrever. It is a rare instance in which these
artists, who publicly maintain their independent reputations
rather than presenting themselves as any kind of artists’ group,
publish together, under the heading “Masters of the State Bauhaus
in Weimar.” Four more portfolios are planned, featuring work
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Members of the weaving workshop have challenged Muche as
torm master, leading him to abandon that role on June 15. He will
remain on the B

aus faculty, however, for another vear,
SUMMER RECESS 1926

Groplus's Masters' Houses (cars. 236, 237, locaved within walk-
ing distance of the school in 2 pine-wooded plot, are ready for
occupancy in July. There are four, a single house for the director
(Gropius; later the home of Hannes Meyer, then of Ludwig Mies
van der Rohe: car. 34) and three double houses with studios for
the masters: Moholy (later Albers) and Feininger; Muche (later
Meyer, then Scheper) and Schlemmer (later Arndt): Kandinsk ¥
and Klee. Select students live in the twe nry-eight-unit Prellerhaus
(named after the former student residence in Weimar), the five

story, balconied, residential wing of the new Bauhaus building:

- Bauhays magiers on the ro

E T —— 3

F el Albers, Hismwrk Scheper, Geang Muche

Surid M Herbert Bayer, joot Schmidi, Grogiaus

Maicel Brewet, Widdy Kandinsky, Paul Kige, Lyonel Friranges
nE 3 S1ALE hat Schlememes Profograph pRabogy agshes

1L ey riginal segathve: ' n g */4° (g = 12 om|

Pring sgql s ek Besln
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the first Aoor, female students on

1ts on the third to fifth Aocors.
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It grants the Bauhaus the status of
alent of a college or technical trade
1ow Bauhaus Dessau Hochschule
s semester forward the “masvers”
ing vo the newly printed Bawhaus
Jauhaus Dessau: statutes, teaching
in in effect until October 8, 1930,
‘ce tiers: the preliminary course
lly two semesters), which is oblig

lctions as a probationary period;
on (normally six semesters); and
iical research.” To qualify for this

g attained journeyman 4]1.I:lr:i“l'.':]

seded Barner as rechnical master
the school's move to Dessau, is
1z master,” her contract effective
1an to achieve this position at the
school, she crosses out student starus on her Bauhaus idenrif
cation card, writing in the word “Mefster™ (master) in its masculine
form {the feminine would be *Mefaterin™).

Un the weekend of December 4-3, opening ceremo-
nies are held for the new Bauhaugs huduhn_gl:rig. 4 In is the Bauhaus’s
most significant publicity event to date, attended by over a thou-
sand guests, including political figures, architects, artists, and
scholars. After opening remarks by Gropius, Hesse, and others,
guests are invited to tour the building and its workshops, as well
as Gropius's nearby Torven housing development. Bauhaus objects
are exhibited and are available for order. The new building inchudes
a theater, for the first time allow ing performanceson t he schoaol’s
premises; set between the anditorium and the canteen, the stage
is separated from them by moveable walls, which, when removed,

create a large uninterrupted space and allow performances to

be viewed from two sides, Schlemmer inaugurates the theater with

a series of dances based on theatrical elements; dance of forms,
dance |,1r'l1:|."-.||,|r|;"\._ dance of backdre WS, On Sundav, December 5,
a “Alm demonstration” is shown =— a series of short documentanes,
created by the Humboldt GmbH and grouped under the mtle
Wie wobnen wir gesund und wirtschaftlich? (How dowe live in a
healthy and economic way?), that include a segment on Gropius's
Master House in which his wife, 1se, her sister, the actress Ellen
}'r._|11i_ 1F1 2). and ot !ll.;:-- demonsirate icatures -":.1tll. |I1II!15II1g

1 o coancicde with these ceremonics, the Drst issue of the
journal fanbaus (laver subtitled zeftschrift fir ban wnd gestaltung
[Magazine for building and design]), edived by Gropius and Moholy
and designed by Moholy, appears on December 4. (Ir will be
published quarterly until November 1929, and thereafter irreg
ularly through the last issue, of December 1931). It is printed in
lowercase letters; a sidebar declares uppercase letters unneces-
SAry and ext r.|1||,'u||~._.|\|\.||'|:_: W h'.. I we use (rr'll.:\' L .I||\51.d|1{'|! o
speak, we should need two towrite? The premier issue again dem
onstrates Gropius's self-conscious interest in historicizing the
Bauhaus: along with photographs and plans of the new Dessau
buildings and short essays by masters, it contains a Saubies-chronsk
gz To26 { Bauhaus chronicle 1925/1926), -:|.l.|!.||ill1e','_ the move to
Dessan and the schools current presence thr rll;:hn wit Crermany
in commissions., ex hibitons, muscum collections, periormances,
job placements, and publications

I'he rapid colonization of Dessau with Bauhaus struc
tures — unlike Weimar, where the only remaining public traces
of ¢ rrrr}1|||-\.'\. H:iuh,ltn are I!1|; ‘|J'_.'r:1-,".r.'..'.".";'arrr.' IJ;'PJI'M'..H" .I1'|11 th
Haus am Horn— continues in March 1927 with the erection of
Muche's and the student Richard Paulick's CXPCTLMC ntal Sveel
House, built of prefabricated parts

In a diary entry daved March 24, Ise Gropius reports on
Breuer's decision to market his tubular-steel chairs independently
of the Bauhaus. Together with the Hungarian architect Kalman
Lengyel, Brever founds Standard Mabel GmbH, whose first cata
logue, Brewer Metallmbbel (Breuer metal furniture; car. 3o3), will
appear around June 1927 and includes eight models iclentified
by “B" {for * Breuer”™) numbers. Standard Mabel has financial
difficultics from the start, prompting Brever vo manufacture and

market his designs through Thonet beginning in 1928

SUMMER SEMESTER 1927
Students: 437+ nod

On April 29, Gret Palucca, a celebraved student of the avant
garde dancer Mary Wigman, performs on the Bauhaus stage

Dessau’s closer proximiry to Berlin, toget her with its new Facil-

ities, are reinvigorating the dialogue between the Bauhaus and
the larger avant-garde community.

For the first time, architecture becomes an official part
of the Bauhaus curriculum. Bauhaus students have long had
opportunincs to work on Gropius’s private projects and to study
architecture through other means, but not until April 1927 and
the appointment of Hannes Meyer. a thirty-eight-vear-old Swiss
architect who has made an impression on Gropius and other
faculty members during the ceremonies opening the Bauhaus
building in December 1926, does the school establish an afhcial
.;|_|_-F1,||'1|:'|'||_-nt of architecture, ;||'..|:|k|'.1_!_; an important shift in its
focus and in the type of students it atrraces. The posirion had
first been offered to Mart Stam, who declined.

I'he thirtyv-four page Bawhaus Desan Hochsebule fiir
Crestaltumg: Progpebr (Bauhaus Dessau college of design: prospec
tus; car. 247) outlines a curriculum now reduced to four areas
architecture, advertising, stage, and “free painting and sculp
ture” — over a minimum of five semesters. [t also lists the faculey
Feininger, Gropius, Kandinsky, Klee, Mever, Moholy, Schlemmer
Albers, Baver, Breuer, Scheper, Joost Schmide, and Stiblz]

(m her return to LDessau an 1l.|:-::| from a nine-month
stay in Paris, Brandt becomes a Maarbeiter (associate), a paid posi
tion in the metal shop. Among other duties she is charged with
negotiating contracts with outside firms, the most important
I|.|-_-||1;: the |1_-,:|';|rr'.l|_: firms Ktafflll:.: & Mathiesen (whose :;:-n'u,ll,'_-, ]
are marketed under the name “Kandem”), Leipzig, and Schwintzer
& Griiff, Berlin. Both contracts will be signed in 1928,

T'his is Muche's last semester at the Bauhaus before

leaving to teach at [cten’s private art school in Berlin

SUMMER RECESS 1927

July 23. The Werkbund exhibition Die Wohnung (The dwelling)
opens in Stuttgart. It includes the Weissenhof Siedlung, a housing
development built by leading modern architects including Gropius,
Ludwig Hilberseimer, and Mies.

August 19. The first National Socialist party rally, in Nuremberg,

includes the spectacle of 30,000 marching brownshirts

O July 10, the third issue of Arsbanr appears, edited by Schlemmer
and dedicated to the stage. It coincides with the Dewtache Theater
Y aasie ﬂrulr.l'lH_J: ((serman theater exhibinion) in ".1.;1:,;1E|_-h|.4r.;; (Mavig
enid of ."*I'I“I:'I'I'IIH:':I ), to which the Bavhaus contribures. With a
designated theater in the Dessan building and an offcial course
of study at the school, stage finally achieves a prominent place

at the Bauhaus, a nexus of the arts on a par with architecture.

am
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