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A Burope, and the Bauhaus continues to have a posthumous life
throughout the West, not only in many art and architecture
schools, but also in countless copies of its furniture and fixtures,
appliances and accessories, typefaces and layouts.

Fundaments of material and form

On its founding, Gropius defined the Bauhaus as a “comprehen

sive system” with “the theoretical activity of an art academy
combined with the practical activity of an arts and craft school.”
The Bauhaus idea was thus to unite the disciplines of fine and
applied arts under that of building in a new Gesamtkunstwerk or
“total work of the arts"—despite the fact that the school did not
have a proper architecture department until 1927. Its initial cur-
riculum consisted of two basic parts [1]. The first was instruction
in craft workshops: sculpture, carpentry, metal, pottery, stained
glass, mural painting, and weaving—the last headed by a rare
female instructor, the gifted Gunta Stolzl (1897-1983). The second

4+ Gurriculum of the Weimar Bauhaus, 1923
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4 - Joost Schmidt, poster for the Bauhaus Exhibition,

held in Weimar, July-September 1923
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Evidence of this transformation is extensive. The original seal of
the Bauhaus was an Expressionist stick figure with craft emblems
under a wood frame designed by Karl Peter Rohl (I89U-]96f));
in 1921 it was replaced by a confident Constructivist profile with
Bauhaus lettering designed by Schlemmer. In 1919 the Bauhaus.
proclamation was illustrated with a Gothic-Cubist woodcut of
“the cathedral of the future” by Feininger [2]; in 1923 the Bauhaus
exhibition was announced by a rationalist lithograph poster by
Joost Schmidt (1893-1948) that extended the Constructivist visage
of Schlemmer into a figure that is at once human, machine, and
architectural plan [4]. Until this time the emblematic building of
the Bauhaus was an Arts and Crafts loghouse built in Berlin by
Gropius and Adalf Meyer (1881-1929) for the timber merchant
Adolf Sommerfeld: in 1923, for the Bauhaus exhibition, Georg
Muche (1895-1987), who had arrived at the Bauhaus as much a
mystic as Itten, modeled a steel-and-concrete “machine for living
in.” But the real mark of the pedagogical shift was the replacement
of the mystical Itten and his core course based on meditative exer-
cise with the technophilic Moholy-Nagy and his course based on
structural analysis. The transformation was made mstitutional in
1925, when the Bauhaus moved to a modernist plant designed by
Gropius in Dessau [5], and was renamed an “institute of design”
replete with a new program, and established a limited company for
trade and patents.

he transformation, then, is not in dispute; the question is
how to understand it. Neither an overnight coup nor an orderly
transition, the shift from “craft” to “industry” was driven by con-

tradictory forces that preexisted the Bauhaus, (These forces were

>

also active, for example, in the Deutscher Werkbund, an associa-
tion of artists and industrialists founded by the architect Hermann
Muthesius in 1907, in which Henry van de Velde argued for a
craft basis for design, while Muthesius insisted on industrial
prototypes.) Thus, more than a personal opposition, Itten and
Moholy-Nagy registered a historical contradiction, as did the

discrepancy between the early craft advocacy of Gropius and the
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5« Walter Gropius, the Bauhaus buildings, Dessau, ¢. 1925
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Crisis and closure
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7 * Marianne Brandt and Hein Briedendiek, bedside lamp, 1928
Designed for Korting and Mathieser

extraordinary in quality and variety; though best known for her
tableware, her greatest successes were her lighting fixtures (with its
wedge base and bell shade to focus light, her reading lamp [7] set

the standard for decades to come, and she also innovated with
other task lamps, as well as ceiling lights set in opaque globes and -
frosted glass). It is only to suggest that the new goal of industrial
participation was no more realized than the old goal of craft -
rehabilitation. For both were responses to a historical problem that
the Bauhaus alone could not solve: how to address the division of
labor between artistic disciplines and artisanal practices on the one
hand, and to adapt both of these to the capitalist modernization
of Germany, which was intensive because it was tardy, on the
other. The Nazis had a different solution, in which the polar forces
that the Bauhaus attempted to moderate—the atavism toward a
mythical Teutonic past and the acceleration toward a capitalist
industrialist future—were forced together in a deadly compound.
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