GILLIAN NAYLOR # Studio VistatHhR 1968%I]hiR

The Bauhaus :%}ER (3/6)

B-5:159R—

e #EX &R
Contents (B R) Werkbund =F{YIT{EEE
Sources (S5 HA) Architect=2ExR
The ideals 1907-1918 ({48 43) Artist=ZMR
Craftman=T=%R. B A
Weimar(74 2V #A) journeyman=%ViEEE A
apprentice=3F. {E%
GILLIAN NAYLOR Dessau(TyH#9#1—1) diploma={&*
(1931~2014) Dessau(TyH¥9E1—2) staff=4 85 §
Conclusion (2 5K #7) instructor=2F{FEH
List of scurces (H{#) ERRLTULVET,
Index (% 31)
https://academic.oup.com/jdh/article—abstract/27/2/201/453512
* URLO R BRE1=HRBE DY T BT VL RURET,
Weimar(1) 4V EA (1)

To put his ideas into practice, Gropius needed to establish an
entirely new kind of school of architecture and design. The ideal
was there, in Weimar, but the situation after the war was so
confused that he did not know whether or not there would be a
post for him. Ducal rule had ended with the revolution of
1918, the school of arts and crafts was closed, Mackensen had
resigned as principal of the Academy of Fine Arts, and it was
not clear who had the authority to make new appointment.

It is important to outline briefly the complex negotiations that
took place at this time, for they contributed to the controversies
that were eventually to close the school in Weimar. The documents

published many of them for the first time, in Weimar’'s Das Bauhaus,

relate the course of events, and reveal Gropius's capacity to cut
through confusion and compromise to achieve his own ends.

As soon as the war was over Gropius began to seek conformation
of his appointment, and in January 1919 he wrote to Freiherr von
Fritsch, then Lord Chamberlain in Weimar, reminding him of his
pre—war correspondence and meeting with the Grand Duke and
his ministers.

Von Fritsch then made enquires about Gropius and received
fevourable answers; the staff at the academy declared themselves
in his favour, and the trade and industry association in Weimar
recalled Mackensen's earlier suggestion that a school of arts and
crafts should be established within the academy, under the
direction of Gropius.

Encouraged by all these expressions of faith in Gropius, the Lord
Chamberlain exercised his by then somewhat nebulous power and
conformed the appointment. This was on 16 March 1919; on 20
March Gropius applied for and received permission to rename the
combined schools das Staatliches Bauhaus; his appointment was
sigined in April and later in the same month the famous manifesto
appeard in the German newspapers and was circularized to the art
schools:
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'The complete building is the final aim of the visual arts. Their
noblest fuction was once the decoration of buildings. Today

they exist in isolation, from which they can be rescued only
through the conscious co—operative effort of all craftmen.
Architects, painters and sculputors must recognize the composite
character of a buildung as an entity. Only then will their

work be imbued with the architectinic sprit which it has lost

as "salon art”.

'Architects, sculptors, painters, we must all turn to the crafts.
'Art is not a “profession”. There is no essential difference
between the artist and the craftman.The artists is an exalted
craftman. In rare moments of inspiration, moments beyond the
control of his will, the grace of heaven may cause his work to

blossom into art. Therein lies a souce of creative imagination.

'Let us create a new guild of craftmen, without the class disti—
nctions which raise an arrogant barrier between craftman and
artist.Together let us conceive and create the new building of

the future, which will embrace architecture and sculpture and
painting in one unity and which rise one day toward heaven from
the hands of a million workers like the crystal symbol of a

new faith.’

While Lyonel Feininger's cathedral woodcut which accompanied
this declaration sybolized the Expressionist aspirations of the
new school, its programme described a course that was down to
earth and practical. This was aimed at destroying the traditional
apartheid between artist, architect, craftman and industry, but
this time Gropius had abandoned the idea of gradually achieving
such afusion by taking in apprentices from local factories.

Students of all ages and nationalities were invited to apply for
the course, which was be completely unacademic.’ The school
is the servant of the working shop; and the day will come when
the school will be absorbed into the workshop.’ In order to
stress the differences between this and all former art schools,
the professional titles were droped and the terminology of the
medieval guild revived.

There were to be 'students’ and 'teachers’ at the school, but
'masters’, ' journeymen’ and 'aprentices’. These would work
together on joint projects, and at the same time every student
would be encouraged to discover and deverop his individual
potential.
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This programme attracted students from all over Germany; their
ages ranged from seventeen to forty years and at least half of
the men had been at the front. The majority were penniless
(Gropius was later able to persuade the Ministry of Education

in Weimar to cancel tuition fees), but they were all in those grim
post—war years seeking a Cause and a Community, and this was
what the Bauhaus gave them.

A former student writes: 'My economic future was far from
secure, but I decideed to join the Bauhaus. It was during the
post—war years, and to this day | wonder what most Bauhaus
members lived on. But the happiness and fullness of those years
made us forget our poverty. Bauhaus members came from all
social classes. They made a vivid appearance, some still in
uniform, some barefoot or in sandals, some with the long beards
of artists or ascetics. Some came from the youth movements.’

In theory, therefore, Gropius had ideal material to work with

— a new school, the oppotunity of appointing a new staff, and
enthusiasitc students. In practice, however, it must have taken
great courage and optimism, as well as sheer stamina, to keep
alive his vision during those early years in Weimar.

The vicious attacs from the Weimar establishment began almost
immediately he took up his appointment ; in fact, as the exisiting
staff of the Academy of Fine Arts whom Gropius had inherited
along with the school, realized that there was no place for them
in new régime.

When he took over, the vacancies at the suspended school of
arts and crafts enabled Gropius to make three new appointments,
and asked Lyonel Feininger, Johannes Itten and Gerhard Marcks
to join him in Weimar. Marcks and Itten were comparatively at
that time, but by appointing Feininger Gropius stood condemned
in the eyes of Weimar.

For Feininger was an Expressionist, one of the revolutionaries
who supported the alien and anarchistic ideas that had swept
through Germany as soon as her frontiers were opened up again.
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(Gropius had, in fact, met him at meetings of the Novembergruppe.)

His work was anathema felt presence an insult to the former
academy.

Walther Scheidig, in Crafts of the Weimar Bauhaus, discribes
howt hese criticism were first muted, since Gropius's oppenents
thought that his appointment and the decision to combine and
rename the school had the aproval of the Grand Duke. Then Friz
Mackensen declared that the Duke had never given his offical
blessing to such a move and von Fritsch, who had by then also
retired, revealedthat he had made the appointment without
consulting the Duke. From then on Gropius's relations with the
officials and citizens of Weimar deteriorated, and for the next
five years he was to fight a series of frustarting and time—
consuming battles, for more space, more money, and finally

for the right to exist Weimar.
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He also had many battles, both economic and ideological, to fight
within the Bauhaus in 1919, when he took over, the school seemed
financially sound ; money for use by the suspended school of arts
and crafts had been accumulating throughout the war, and Gropius
had also initiated a Bauhaus fund, between April and October 1919,
had received neary a million marks.

But he needed all the money he could get at that time, not only to
help his impoverished students, but to establish workshop, and

with them the type of instruction he required—the combined training
by two masters, one an artist, one a technician—which was to be
the hallmark of the Weimar period.

The curriculum was based on 'practical’ and 'formal’ instruction.

The practical work consisted of studies of materials and working
prosesses, while the 'formal’ instruction was divided into three

parts : Observation : the study of nature and material ;
Representation : the study of geometry , construction draughtsman—
ship and model-making ; and Composition : the study of volume,
colour and design.

The apprentice had to pass though three courses ; the first
was the famous preliminary course, lasting six months, which
was aimed at purging the student of all conventionally acquired
knowledge in order to introduce him to workshop theory and
practice. If he passed this course the student then went in to
one of the workshops. Workshop instruction lasted three years,
and culminated in a journeyman's diploma.

Only journeyman who had this official trade diploma were
qualifed to take the culminating architectural course, and for
this a Bauhaus Research Department was planned.

These were the ideals, but it was far from easy to put them into
practice. When van de Velde's school was closed down most of the
workshops were dismantled and after deflation, in 1921, it became
extremely difficult to find the money to restock them. Gropius,
writes Scheidig, 'was not given a chance to let his ideas mature.....
he had to spend his days fighting for money from the state, for
working space for the school, places to live in for teachers and
students, money and food for Bauhaus kitchen’.

Nevertheless he was slowly able to evolve a teaching programm,
although progress was more rapid in some areas than in others.
The weaving workshop was the first to become reasonably well
established ; Héléne Boérner, who had worked with van de Velde,
had remained at the school and she became the weaver's
Lehrmeister— the technician, while in 1920 Georg Muche,

a young painter, was appointed Formmeister in order to provide
the artistic inspration. Under this joint instruction and with

the help of other painter weavers such as Hedwig Jungnick,
Benita Otte and, above all, Gunta Stélzl an original and
distinctive style emerged. (Paul Klee, who had joined the
Bauhaus early in 1920, also produced designs for the weavers.)

Hélene Bérner AL&-t'1b—F—(}F1Y1867~1962)
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It was some time before a satisfactory pottery workshop could
be set up, and Gropius had to go to Dornburg, a small town
about twenty miles outside Weimar, in order to find the space
and the facilities. Gehard Macks, who came to the Bauhaus at
the same time as Itten and Feininger, was made Formmeister,
and the owner of the Dornburg pottery, Max Krehan, was the
Lehrmeister. Here as in the weaving workshop, there was a
steady flow of exellent work, for in Otto Lindig and Theo Bogler
the workshop had exceptional apprentices.

Gropius himself ran the wood —working shop in the early period ;
in 1921 he received a private commission to build a hause near
Berlin for Adolf Sommmerferd, a timber marchant. This gave him
the oppotunity to provide some of his apprentices with paid work,
and the Hous Sommerfeld became a sort of shrine to the wood—
workers’ craft. Everything in it was designed and made by
Bauhaus students in a riot of styles and contemporary clichés.
For Gropius tried from the beginning to pursue a policy of
noninterference, giving staff and studenta alike the freedom to
experiment and develop a personal approach.

Soon after he joined the Bauhaus in 1919 Lyonel Feininger wrote
his wife : 'Gropius sees craft in art, and I see only sprit (Geist).
But he would never ask me to modify my approach to art, and

I will stand by him in evry possible way because he is a genuine
andsincere man, a great idealist, and totally without egoism.’

Nevertheless Gropius’s vision of a team of ‘'men who would
work, not automatically as an orchestra who obeys its
conductor’s baton, but independently although in close
cooperation to further a common cause’ nearly broke down

in those early years of the Bauhaus, and the cause of the
greatest unrest was Johannes Itten, who paradoxically

enough, ran the most ’'progressive’ couse in those early years.

Itten, was born in Switzerland in1888, and he began his career

as an elementary school taecher (at the time when Froebel and
Pestalozzi were pionnering their new ideals of ’'learning through
doing’). In 1912 Itten embarked on a renaissance—style pilgrimage
of art schools and universities in Swizerland, Germany, Belgium,
Holland and Austria, studing art, mathematics and natural
sciences, and in 1915 he opened a private art school in Vienna.

7U—A’JL-Friedrich Wilhelm August Frébel(F4Y+-1782~1852)
A'2409F *Johann Heinrich Pestalozzi (R41A+1746~1827)
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Alma Mahler, who was to be Gropius's first wife, also lived in
Vienna at that time, and she introduced Itten to Gropius, who
was impressed by his teaching method. In 1919 Gropius asked
him to the Bauhaus in order to run the Vorkurs, the six—-months
preliminary couse which all students had to take before they
went on to more specialized training in one of the workshops.

Itten arrived in Weimar in May 1919, with a number of disciples
from Vienna and immediately began to establish his course,
intensfyingthe methods he had used in his own school. In 1922
he described his aims a catalogue he wrote for exhibition of
Bauhaus work : This course is intended to liberate the student’s
creative power, to give him an understanding of nature's
materials, and to acquaint him with the basic principles which
underlie all creativity in the arts. Evry new student arrives
encumbered with a mass of accumulated information which he
must abandan before he can achieve perception and knowledge
that are ready his own. If he is to work in wood, forexample,
he must know his material thoroughly, he must have a feeling
for wood. He must also understand its relation to other
materials, to stone, glass and wool.Consequently he works with
these materials, as well, combining and composing them to
make their relationships fully apparent.

Preparatory work, also involves exact depiction of actual materials.
If a student draws or paints a piece of wood true to nature in evry
detail, it will help him to understand the material. The work of the
old masters, such as Bosch, Master Francke or Grunewald also
offers instruction in the study of form, which is an essentiol part
of the preliminary course. This instruction is intended to enable
the student to perceive the harmonious relationship of defferrent
rhythms and to express such harmony through the use of one or
several materials. The preliminary course concerns the student’s
whole personality, since it seeks to liberate him, to make him stand
on his own feet and it makes it possible for him to gain a knpwledge
of both material and form through direct experience.’

Illustrations of students’ work in the Vorkus show how thoroughtly
Itten was able to put these ideals, the complate antithesis of
traditional academic training techniques, into practice. In
advocating direct experience and the designer's personal
involvement with the materials he was to use, as well as intensive
study of the properties of these materials, Itten should, in theory,
have produced students well equipped to develop and exploit of
the semi—craft techniques that were available in the Bauhaus
workshops during the early years. In practice, however, his
emphasis on an intuitive approach and the development of
personality through the elimination of all previously acquired
knowledge, together with his own personal brand of mysticism,

led the students away from the realities that Gropius was
attempting to instil, and set them off on a pursuit the unconscious
and quest for inner harmony. Intuitive solutions were concidered
more valid than intellectual ones, and in oder to develop their
latent spritual powers and induce trance—like states, students
were encouraged to sing, dance, act, eat special food,

and do breathing exercises.
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Itten had a tremendous influence on the half starved and war—
shattered students in those early years. Helmut von Erffa who
joined the Bauhaus in 1919 has described his impressions and
expeiences: 'We all hopped for a better life, and those hopes
centred, not around Gropius at first, but around Johannes Itten.
Gropius might share our simple meals in the Bauhaus canteen but
it was Itten who was a leading spirit in those early days.’ His
influence was, in fact, so strong that he and his followers began
to decide who was worthy of tha Bauhaus course. Even after
they had been accepted by Gropius, prospective students had
to be vetted by Itten's disciples.

Von Erffa writses : 'After we had had an interview Gropius

we still had to be passed by a kind of one man student council.

I remember my trepidation as I was led into the room,
whitewashed and totaly bare expect for a huge black wooden
cross on the wall. On simple iron bedstead sat a haggard young
man in a monk’s habit. His cheeks were hollow, his eyes burned
feverishly and he was one of Itten’'s most trusted pupils — "Really
a saint ,” my companion whispered. He looked me over while my
companion stood in respectful silence. Then he said something
in an ecstatic voice and nodded. He had seen none f my drawings
o and barely heard me utter a word, but I had passed the test
and was accepted. " The master has complete trust in his
intuitive judgment,” my companion explained after we

had left the room,’

Obviously Itten’s phisolophy, with its stress on personal salvation
through a mystic communion with matter, was totally alien to
Gropius’s aims for the school. While Gropius urged Bauhéusler to
come to terms with reality, Itten’s follower sought to transcend it,
and in doing so they questioned the fundamental premises of

Bauhaus teaching. They rejected the idea of workshop training,
and the role of 'apprentice’ and 'journyman’ was altogather too
mundans for them, since they saw themselves as artists and
individualists in whatever medium they chose to exploit.

A confrontation was inevitable, and with it the need to redefine
the school's aims. In December 1921 and again in February 1922,
Gropius addressed the staff ( the texts are published for the first
time in Wingler's Das Bauhaus) repeating his ideals of 1915 and
1919, and stressing the Bauhaus's commitments to society.
'Itten,’” he wrote in 1922, 'has recently challenged us — we must
each decide for ourselves whether we should pursue our individua
talents in opposition to the outside world, or whether we should
seek an affinity with industry... | am seeking for unity in the
combination, not in the separation of these two ways of life.’

This crisis and clash of ideologies, however, laid bare the
weaknessesin Bauhaus theory and practice at that time. Itten’s
mysticism was not far removed from the philosophy of the first
manifesto : 'The artist is an exaled craftman. In rare moments
of inspiration,moments beyond this life, the grace of heaven may
cause his work to blossom into art." Gropius, however, had
immediately qualifiedthis by emphasizing ( the passage is
underlined in the original text)

‘But proficiency in a craft is essential to every artist.’
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Gropius’s room in

the Weimar Bauhaus,
Furnitures designed by Gropius
light fittings, wallcovering and
rug in the workshop
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It was this practical approch, rather than its philosophical
implications, that Gropius had to stress again and again when
he was trying to reconcile the conflicting theories that were
undermining the Bauhaus.

The 'hardening ' of his attitude also coincident with the arrival

in Weimal of Theo van Doesburg,, the spokesman of the Dutch
de Stijl. The Stijl movement took its name from a review, first
published in 1917, by a group of Dutch painters, architects and
sculputors, who mainly inspired by the work of Mondorian, aimed
at creating a style in painting, , architecture and design that

was rational, ordered, intellectual and complately impersonal.

Van Doesburg, the most articulate member of this extremely
articulate group, became its protagonist. He was 'convinced’
that ' moral worth of man will incease in properly studied
environment’ and that it was the responsibilty of the architect,
by means of objective scientific methods, to create and control
this environment. An essay Towards a Collective Construction
which he wrote for De Stjjl in 1923, in collaboration with

the architect and town planner, van Easteren, defines the general
attitude of the group : We have to understand that art and life
are no longer two separate domains. This is why the idea of “art”
as an illusion separated from real life must disappear. The word
“art” no longer means anything to us.
demand the construction of our surroundings to creative laws,
resulting from a stable principles. These laws, parallel to those
economy, mathematics, technique, etc., will lead to a new plastic
unity. In order to define the relation of these reciprocal laws,

it becomes necessary to understand and to determine them.

Instead, therefore , we

Until now the domain of human creation and its constructive
laws have never been examined scientificaly....One can only
define them by collective work and by experience....Our epoch
is hostile to every subjective speculation in art, science,
technique, etc. The new sprit, which already governs almost all
modern life, is opposed to animal spontaneity (lyricism), to
nature’s domination, to artistic flummery and cookery. In order
to construct a new object we need a method, that is to say,
an objective system. If one finds, defferent objects, identical
qualities, one has found an objective standard.’

Van Doesburg had arrived in Weimar in 1921 ; In theory both

de Stijl and the Bauhaus were pursuing similar aim....both were
dedicated to the fusion of art and life and art and technology in
order to create a more acceptable environment for twentieth—
century man.
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COFEE, oA’ In)2AEBFLSE TN BER I
BREDUEILERA LS ELI-LE, BENLERKRERD
FEEANAIZANRAEER TS &Y IFREMTLE,

19TVIBRICEHETTTVE RN I DR BETE -7 7Y-
FART WOV E - ETRREEEILSEEL,
FZF42N (R440) 1D ESZ1NTEIZER A IHLTEARH R
Shi-LZIH oD TY, EIZENYTVDERIC
MRBINFATVYOER, BER. RRIHRDYV-7"T,
FIEESEEEME, BRI, MM TRERICESRNELD
Tlfzo U7 F 127 MR DBARGE T L—T D TE
RUEBOBERGIN-THY ., TEZ(ZEST=ATT,
WIITANERBEELKEELI-CLEZRBESEIEVNIHE
(AR ZR-TNB LS TEERELTULELE, T

BEROEETHY., HENLGFETHY, REZEEL
BT HETELHYET 1923FICHFEN AL IICEER
&U%Bﬂinfi?‘fibéﬁ 74— ZT)L#H‘G?&ﬁbt

A F - =T (art
|RXDD2D | A0 Y AG e A
=tillL, 3 A NEAERNENS

2l

770 F9—=A7° WX 1921 FE (24— >TEEL =,

AT (RE4N) ENINIADELB B, BRMIZIERLC LS54
BEF#HELTWEL, EB551, 20D ARMIZEST
ZFANPTVEREFES DI, EMEEFEOMEL
EffEHMEDBEIEALTOELE,

https://www.theartstory.org/artist/van—doesburg—theo

Dance-1916



https://www.theartstory.org/artist/van-doesburg-theo/
https://ja.wikipedia.org/wiki/テオ・ファン・ドゥースブルフ

But van Doesburg found the school dominated by Itten

and devoted to obscure cults and self expression, 'the
artistic flummery and cookery’ he loathed. In 1922, therefore,
he set up a rival course in Weimar which was well attended
by Bauhus students. Von Erffa has described the impact of
his arrival.

'Theo van Doesburg burst upon us with a lecture on his group,
while his wife played de Stijl music.......As a champion of
geometrical purity in architecture, van Doesbrug must have
thought us very provincial at first—I can still see his tall
blackshirttedfigure monocling the students’ collages with
unconcealed horror.’ Van Erffa goes on, ' De Stijl certainly had
some influence on us, but even without van Doesburg’s presence
in Weimar, abstract art would have driven out Expressionism’.

Van doesburg himself, however, was convinced that he had
weaned the Bauhaus from Expressionism to Constructivism.

In 1929 he recalled : 'At the desire of many young artist,

the author conceived in 1922 the plan of opening a Stijl
course. This course, which has been mainly attended by

pupils of the Bauhaus, contributed a great deal to

reorientate the creative mentality, as just about that time

the younger Germanartists turned away from the caprice

of Expessionism. The intervention of de Stijl was extremely
oppotune for bringing the young artists into order and disciplin.’

Gruropius of course, with his obsession for impartialty and
laissez faire, would never have attempted to bulldoze his
young airtists into order and discipline, but the presence in
Weimar of van Doesburg, coupled with the negative influence
of Itten, spurred him into reorganizing some of his courses
and appointing new sttaff.
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Green orange graduation with

black half-moon, water colour,
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