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The Bauhaus was founded in 1919: for the next fourteen
years its existence was threatened by shortage of founds,
hostile officials and internal feuds. When it was finaly closed
down by the Nazis in 1933 it had moved three times, and had
produced less than 500 graduates.

Yet even in its brief lifetime the Bauhaus had become a legend,
and now, some fifty years after its foundation it still remains a
symbol of a progressive attitude to architecture and design.

For the school set out, in a resurgence of optimism and idealism
after the Fiirst World War, to train a generation of architects
and designers to accept and anticipate the demands of the
twentieth century ; and to use all its resources, technical
scientific intellectual and aesthetic, to create an environment
that would satisfy man's spiritual as well as his material needs.
How far it achieved these aims is a matter of conjecture, for
the Bauhaus was cut off before it had time either to consolidate
or betray its early ideals. Its foundation, is a milestone however,
in the history of man's efforts to come terms with technology;
for in spite of its inconsistencies, both ideological and practical,
the Bauhaus did more than any other organization, either in the
neineteenth or twentieth centuries, to reconcile man and his
man—made environment.

During the fourteen years of its existence the Bauhaus was
to change its charactar many terms ; as Gropius pointed out:

" Ideas of cultural import can not spread and develop any faster
than the society which they seek to serve.’ The establishment
of a valid curriculum for a school that was to "restore the idea
of the fundamental unity underlying all branches of design’ and
‘create type—-forms that would meet all technical, aesthetic and
commercial demand’ was a long and sometimes painful process.
In order to effect the transition from nineteenth—century to
twentieth—century attitudes, Gropius enlisted the help of
avant garde artists such as Feininger, Klee, Kandinsky, and
Moholy—Nagy; it was their function to create and stimulate the
creative process; and their attitudes to shape, colour, space
and form had a profound influence on the work of the Bauhaus.
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The school was to a certain exent, however, founded in a spirit
of nineteen—century nostalgia, a nostalgia that is reflected

in the tone of Gropius' proclamation to announce its opening;
'Let us create a new guild of craftmen, without the class
distinctions which raise an arrogant barrier between craftman
and artist.Together , let us conceive and create the new building
of future, which will embrace architecture and sculpture and
painting in one unity and which will one day rise toward heaven
from the hands of a million workers, like the crystal symbol of

a new faith.’

Taken at thier face value, these words could well have been
written fifty years earlier by Wiliam Morris, and the conflicting
ideologies that threatened the Bauhaus in its early years were

in part a hangover from nineteenth—century controversies on the
nature of art, education and industry, and in part the result of
a certain ambiguity in Gropius’s attitude. For, although with his

Fagus and Werkbund exhibition factories he had established a new

standard indutrial architecture, his attitude to industrial design,
in the early 'twenties at least, was conditioned by the ideals

of a line of reformers who 'stove to find a means of reuniting
the world of art with the world of work.’ In order, therefore, to
understand the aims of the school in Weimar, and to appreciate
its subsequent achievments in Dessau, it is necessary to trace
briefly the development of these nineteenth—century attitudes.
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The implications of mechanization had preoccupied architects
and social commentators throughout the century. In England,
the first country to feel the effects of the Industrial Revolution,
an artistic élite thundered against the invation of industry; and
while Telford, Brunel, and Paxton were creating a new aesthetic
vocabulary in iron and glass, the 'official’ architects preferred
to follow Ruskin in his belief that greatess lay in the
reconstruction of past forms : 'We want no new style of
architecture ... The forms of architecture already known to us
are good enough for us, andfar better than any us.’ This flight
from reality was reinforced by the traditional methods

of instruction in art academies throughout Europe, where the
slavish imitation of past styles as never questioned.
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Even before 1850, however, there were a few realists in artistic
circles. In 1847 Henry Cole had founded a firm called Summerly’s
Art Manufactures in an attempt to persuade painters and sculptors
in 1849 he began with
his colleages, Richard Redgrave, Matthew Digby Wyatt and Owen
Jones, to publish a Journal of Desgn and Manufactures with the
same aim of setting out standards for industry to follow.

He was a member of the executive commitee that organized the
Great Exhibition of 1851, and he was ruthless in his condemnation
of goods that were displayed there. Later, as secretary of the
Department of Science and Art, he was in charge of the Schools of
Design in South Kensignton, where he attempted to introduce
practical methods of instruction.

to produce designs for manufactured goods ;
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Throughout the rest of the century in England there were other
men who, like Cole, attempted to inject 'art’ into industry, but
they were overshadowed by the large—than-life figure of Wiliam
Morris, who towers like a colossus, dominating the nineteenth—
century scene. Morris loathed the values of the steam age as
much as Ruskin and his followers, but his condemination was
backed by a highly developed social conscience. He believed in
the artist's responsibity to society and in the possibility of
improving man and by improving his environment. Art and beauty,
according to Morris, need not be confined to painting and
sculpture ;all men, he maintaind, should be able to furnish their
homes withproducts created by a 'decorative, noble, popular art’,
and heenvisaged a time when 'in no private dwelling will there
be any signs of waste, pomp or insolence, and every man will
have his share of the best.’

The best, however, could only be created by dedicated
craftsman, working directry with his materials. Nothing of value
could be produced by machinery, since mass production brought
with it mass degradation: 'Men living among such ugliness
can not conceive of beauty, and therefore cannot express it.’

Morris, threrfore, rejected the machine on social as well as
aesthetic grounds, and spent his life trying to re—establish the
value of the medieval world, as he saw them, in nineteen—century
England. In his wake came a whole generation of designer/craftmen
who recieved the decorative arts to such an extent that in
Germany in the eighteen—seveties 'national lamentations were
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to be heard concerning the importation of English material for
decoration ', and /e stye anglais became all the range in Paris.
'When English creations began to apear,’” wrote Samuel Bing, an
art dealer and entrepreneur who was one of the first to promote
L’ Art Nouveau in his shop in Paris, ' a cry of delight sounded

throughout Europe. It echo can still be heard in every country.’

These English 'creation’ — wallpapers and texles, silverware,
jewlelry and some furniture, were the work of highly sophisticated
craftman(many of them were architects) — men like Arthur Heygate
Mackmurdo, Heywood Sumner, Charls Annesley Voysey and Charls
Robert Ashbee,who throughout the latter part of the nineteenth
century formed guilds, societies and artistic communities in order
to produce their designs and promote their ideas.

#31I-EV) (F4Y-1838~1905)

F—H— AL {b=29)7—F (4%')A+1851~1952)
AGYF HLhF— (1% R+1853~1940)
Fo—WA - TRRY 7 4481 (43 1)A-1857~1941)

https:

ja.wikipedia.or

NYTREDRBLEEFRZ1/LICHE>TVEELE,
T-hR-FZLWEBSRY LT, 3-AynN' I [EOH F-EiT &
DRFEFEELTE-EXERBEFYRIN-EV I EED
RES DB NIES ., EOBICHEFES>T- I LBNTULVET,
NIDFEDEDT-ILR-KF DEVEI-AyNRITEMFELT=,
TFOREFECODETHLS THLHCEMNHEEET . |

CHNLHEEDEME, T3R8, . RETHIUIE
BECRELEBA(FOEFEALITIEER) DLDOT,
WSIET—Y— AT Ab 29938 A9 -HLhT—,
Fr—MA-TRAY =94 24, Fv+—LA"-ON=}-FY2E"—T
19HBERBAD AN THL -BDT(T(TEHERIL
T5-HICHECT-MIlERELEEE>TELE,

wiki/HEaT)L-EY

www.midcenturyip.com/column/jinbutsu/arthur mackmurdo.html

https://en.wikipedia.org/wiki/Heywood Sumner
https://en.wikipedia.org/wiki/C. F. A. Voysey

Fo—LA-AN' —p-7Yat’ - (1%")Z-1863~1942)

https://ia.wikipedia.org/wiki/ F¥—JLX-O/N\—k-F aE—

They were soon well known on the Continent, for their work was
illustrated in the various art magazines that were established in
the eighteen—nineties,and they were invited to contribute to
exhibitions held in Belgium, France, Germany and Austria, which
in the 'applied arts’. Their design philosophy, however, made as
great an impact as their work, for these British designers had
inherited Morris’s social conscience as well as his preoccupation
with beauty, nature and fitness for purpose.

Although their designs (especially the wallpapers, textiles, silverware

and book illustrations) were an inspiration to many of Continental

designers associated with Art Nouveau, the British craftmen tended

to hold themselves aloof what Walter Crane called ’ that strange
decorative’,with the result that Continental designers and their
patrons looked again at what Britain had to offer when they began
to react against a style that had become purely decorative.
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Germany, for example, had many links with England throughout
nineteenth century Gottfried Semper, a German architect and
theorist, had lived in London from 1850-5: he became associated
with Henry Cole and his circle and joined them in condemning the
standard of the exhibits in the Great Exhibition of 1851.
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He thought on this exhibition prompted him to write Wissenschaft,
Industries, und Kunst, which was published in 1852. In this
prophetic book Semper describes and condemns the deivorce
between industry and craftmanship which had been
accompanied by a generallowering of aesthetic standards.

Nothing of value, he maitained, would be achieved in either sphere,
until this gulf was bridged. During his stay in London, Semper was
a political exile and his theories found few sympathizers in either
country at that time. Forty years later, however, German
politicians and industrialist as well as architects were extremely
interested in British achievements, and 1896 the Prussian Board
of Trade decided to send an official representative to London in
order to report on the success of Britisharchiteuture and design.
Hermann Muthesius spent several years in London and he
returned toGermany with new ideals for domestic architecture
and belief in the potentials of machine production.
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He was excited and impressed by what he saw in England. On the
one hand, architects like Philip Webb, Norman Shaw and C.F.A.
Voysey, inspired by Morris, had brushed aside the dead hand of
historicism and had created a new style of domestic architecture,
and on the other the nineteenth—century engineers had demonst—
rated what could be achieved with iron and steel, concreat

the raw materials of the industrial age. Out of these elements,
simplicity in domestic architecure and a sympathetic use of the
machine, a new style, according to Muthesius could be created.
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On his return to Germany in 1903 he began to publicize his ideas in
a series of lecture, books and pamphlets. These reveal him as a far
greater realist than any of the English designers he so admired.
For as a civil servant with a special brief to improve his country’s
trading position, he could never take up ivory tower attitudes to
machine production; Muthesius was convinced that the disciplines
of industry and craftmanship could be conbined, and he set about
forging the links.

He was outspoken in his condemnation of current complacency,
both on the part of industry and German craft oranization, and he
made enemies in both camps. However, his position carried a great
deal of weight. As head of the Prussian Board of Trade for
Schools of Art and Crafts he controlled the appointment to art
schools, and he made sure that men who were sympathetic to his
ideas got the most important posts.
In 1903, the architect Hans Poelzig was made principal of art
academy in Breslau; at the same time Bruno Paul became
director of art school in Berlin, and Peter Behrens were
apointed head of the Diisseldorf school of art.
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All three were architects of some standing experimenting in their
buildings with the engineering aesthetic of steel, concreat and
glass that Muthesius so admired. In addition Bruno Paul and
Peter Behrens were both to be associated with German industry's
earliest attempts to work with designers.

The first moves in this direction came in 1905 when Karl Schmidt ,
a Dresden cabinet maker, had asked his brother—in—low, a young
architect named Richard Riemerschmid, to design him a chair that
could be produced in his workshop 'developing the style from the
spirit of the machine’.

Jexob - )=v=Ya3yb(F4Y-1868~1975) https:

In 1907 Schmidt commissioned Bruno Paul to design him a range
of low cost furniture for mass production, and in that same year
AEG,the electrical combine, had a appointed Peter Behrens as
their design consultant. In the capacity Behrens acted as architect
to the group, designing the famous Turbine Factory of 1908, as
well as street lamps, light fittings and publicity material.
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The year 1907 is one of the most significant in the history of
industrial design, for with Behrens’ appointment to AEG the design
profession was established, and in the same year Muthesius
announced the formation of the Deutscer Werkbund, the first of
many society which subsequently sprang up throughout Europe

to improve standards in design and industry. Unlike the British
guilds and craft societies of the nineteenth century the Werkbund
was, from the outset, an association of manufacturers,architects
and craftmen, its aims, laid down in its statutes, were to unite
'artists, craftmen, experts and patrons, intent on an improvement
of production through the collaboration of art, industry and crafts’.

For the next seven years, therefore, German architects were
consolidating these first tentative links with industry, and the
yearbooks of the Deutcher Werkbund, published between 1912 and
1925, give a good picture of development, both theoretical and
practical, in German architecture and industrial design.

The illustrations of consumer goods, for example, reflect the
conflicting attitudes of designers at that time, for a coherent
style was slow to emerge. Some designers found that the links
with the past were hard to break, and there are reminiscence of
Jugendstil the German environment of Art Nouveau, as well as
ample evidence of the florid, highly decorative style that
Muthesius was trying to banish. This conflict of ideologies was
also extended to design and architetual theory; the individualists,
championed by Henry van Velde, the Belgian architect, at the
time head of the Weimar School of Arts and Craft, believed that
design was a personal process, and that the artist should never
be forced to submit to rules. Muthesius, however, maintained
that machine production demanded standardization (7ypisierung),
which involved working to precise formulae, as in Classical
architecture. This clash of opinion came to a head in 1914 when
Werkbund members were preparing for an important exhibition

in Cologne.

In a series of speaches they defined their attitudes. Muthesius
declared: 'Architecture and with it the Werkbund moves towards
standardization ...Only standardization...can once again introduce
a universary valid, self confident taste.’

Van de Velde, counter—attacking, replied : 'As long as there are
artists in the Werkbund...they are going to protest against any
suggestion of a canon of standardization, the artist is essentialy
a free, spontaneous creater. He will never voluntarily submit to
a dicipline forcing on him a type or canon.’

The exhibition itself, however, was a triumph for the Werkbud,
and several of the building there demonstrated that at last a
style appropriate to contemporary technology had been achieved.
One was a pavilion for the glass industry designed by Bruno Taut,
and the others were a model factory, Halle des Machines, and
administrative blockdesigned by Walter Gropius and Meyer had
built the Fagus factory atAlfeld—an —der—Leine, and with these
two building Gropius emerged as one of the leading architects

of the twentieth century.
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But although by 1911 Gropius had established a new language of LA\L. 19114, SOt IR ITEEEDOHLLNVAE

industrial architecture, it was many years before he was able to BY EIFEL, BERICH, ART Y IV THRALKSH
achieve a similar breakthrough in product design. Prior to 1914 R EZELTULEL =, 1914FELIEI, M(YIXECDE
Germany had done more than any other country to achieve some SYULBRTIELETELOBMEEEDH TIVELT,

from of collaboration between the crafts and industry, but in the FHAE, IIEIADNINIATIZEHLLEHRB OIS
Bauhaus Gropius was attemting to create a new profession to MIFT. HFLLEMAMEZB I EEBHTLVEL,

serve a new kinds of society.

In order to do this he had to transcend neneteenth—cenntury yoeyRiFtEnhcOEHEEfTIOB S BBDOES
romanticism, resolve the conflict between 'spontaneity’ and #EHELELT, 19D EHREFBHL. BHtEE
standardization, and redefine his attitudes to the role of art BHELCOEBEHERLLSELTWVEL, HiZ20tticD
and technology in society. He was faced with the realty of REICEEmLTWELE, FELT . ANINIATIEFOREIZ
the twentieth century, and in the Bauhaus he attempted to RMANEST=HODRA-REEEY LIFHILERAT
establish disciplines to meet these realities. These were WELTz TDTERREIIATINIADEBIZ RS IEHlE
gradually determined as the Bauhaus faced crisis after crisis, BEHOLRVLRASICRAMERZCEEREMIZLTNE
and the battles that were fought there have not yet been won. FL1=,

Dining room chair in Mahogany Mahogany cabinet Administration building for the Werkbund Exhibition, Cologne
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