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Until 1928, the mural painting department usually designs in-
teriors at the Bauhaus, while the cabinetmaking workshop sup-
plies furniture. In 1928, Meyer combines mural painting with the
metal and furniture workshops to create an interior design de-
partment. In addition to furniture, the department creates wall-
paper that is sold to the public.

Public and Private Buildings

® Color. Interiors are usually painted white and black, and some-
times gray (Fig. 49-2, 49-3, 49-4). Some walls may be
with a warm or cool hue or have a large multicolored mural or tex-
tile hanging (Fig. 49-7). Large areas of flat color highlight archi-
tectural features, such as walls or ceilings. Within the Bauhaus
buildings in Dessau, color differentiates areas and provides a
means of wayfinding.

ented

® Floors
linoleum. Mies uses richer materials, like travertine, marble, and
onyx, more than other Bauhaus designers do (Fig. 49-3, 49-4).
Wall-to-wall carpet is rare, but area rugs in brightly colored geo-

The most common flooring materials are tile and

metric designs created by the weaving workshop are more common.
® Walls. Most often, solid walls are flat and white with no orna-
mentation (Fig. 49-2, 49-3, 49-4). They may be broken up into
rectangular units or standardized parts for ease of construction.
The intent is to achieve an industrial, slick appearance. Some
walls are accented in a bright color, while others may feature a
mural with geometric designs that becomes an architectural com-
ponent of the interior. Wallpaper and wall hangings created by
the textile workshop appear less commonly in interiors. The mu-
ral painting department designs wallpapers with subtle, textural
designs that are marketed by several firms and produce consider-

A 49-4.

Tugendhat House, living room, and dining room, 1930; Brno, Czechoslovakia; Ludwig Mies van der Rohe.
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A 49-5. Apartment complex, Weissenhof Housing Development,
1926-1927; Stuttgart, Germany; Ludwig Mies van der Rohe (planning
director) with others.

able income for the school. Large wood, marble, onyx, or traver-
tine walls may serve as focus points to shape and define spaces.
Mirrors sometimes cover large wall areas to extend a space. Oc-
casionally walls may be totally of glass so that there is a
integration of space from outside to inside, thereby allowing a per-
son to participate with nature. Baseboards and architectural trim
are usually painted black. Chrome columns are seen in some

eamless

A 49-7. Textiles: Wall hanging from the weaving workshop at the
Bauhaus, c. 1920s; Germany; Benita Otte

structures, such as the Tugendhat House by Mies van der Rohe
(Fig. 49-4).

B Windows and Doors. Interior window trims repeat the simplic-
ity of the exterior with narrow moldings used to define and frame
the opening (Fig. 49-2, 49-3, 49-4). Some windows are inten-
tionally left bare to enhance the architectural character, while
others may have very plain floor-to-ceiling paneled curtains or
shades in neutral colors. Interior doors are plain, unpaneled, and
usually of wood or metal. They may be stained or painted black or
white. Surrounding trim is plain and narrow.

B Textiles. Weavers Gunta Stolzl, Lilly Reich, Anni Albers, and
Benita Otte (Fig. 49-7) produce numerous unique and creative
pieces. Factory production techniques and processes influence the
end products, which include wall hangings, tablecloths, rugs, and
upholstery in bright colors and geometric and abstract designs.
The most popular upholstery materials are canvas, leather,

A 49-6. Later Interpretation: Lever House, 1951-1952; New York pigskin, sheepskin, and cowhide, in natural colors.
City, New York; by Gordon Bunshaft at Skidmore, Owings, and Merrill Because of a lack of materials, early examples display a creative
Geometric Modern. use of nontextile materials such as fur, wire, or beads. These early
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creations are individually designed and produced; later emphasis
switches to designs for mass production. Under the directorship of
Meyer, the Bauhaus introduces new concepts for interior textiles
by creating fabrics with specific characteristics or to meet func-
tional requirements, an outgrowth of investigations into strength,
colorfastness, and other physical qualities. Designers also experi-
ment with fabrics made of aluminum, glass, or cellophane. Struc-
ture and texture instead of pattern create interest. Draperies and
upholstery fabrics are simply constructed with either a few small
pattern repeats or none, and in only one or two colors. In the
1930s, designers create coordinating wallpapers and texctiles.

® Lighting. Glass and metal table lamps, task lights, hanging lamps,

and ceiling fixtures emphasize form and function (Fig. 49-4, 49-8).
Designs, a pleasing combination of curves and straight lines, adopt
a machine vocabulary. Most are made of plain, brushed, or lac-
quered steel, aluminum, or glass with opalescent and frosted glass
globes or shades. Lamps and hanging fixtures often have movable
arms and shades that offer adjustability. Flexibility for the user is a
key consideration.

A 49-8.
Germany.

Lighting: Desk lamp, floor lamp, and wall sconce, c. 1920s;

The lighting workshop, particularly after moving to Dessau,
creates many successful and innovative fixtures and lamps that
are mass-produced and marketed by various firms. One is the 1927
Wandarm (wall arm) wall lamp with its adjustable reading light
and push-button switch that is designed for hospital rooms.
® Ceilings. Ceilings are most often flat, plain, and painted either
white or black (Fig. 49-2, 49-3, 49-4).

FURNISHINGS AND DECORATIVE ARTS

Unornamented and radically different from others, Bauhaus fur-
nishings suit Bauhaus concepts of the modern home because they
share the design goals. Designs, often of metal, are simple and
functional with no applied ornament or historical style. Designs
stress geometry; anonymity; excellent construction; and hygienic,
easy-to-care-for industrial materials. Furniture is lightweight and
space saving. That which is not built-in can be easily moved to
support flexible arrangements. Because furniture is designed to be
machine-made, important design considerations are standardiza-
tion of form and interchangeable parts. Students investigate user
needs as part of the design process so that resulting pieces support
diverse user functions.

The furniture workshop opens in 1921 but is hampered by a
lack of materials. De Stijl's Gerrit Rietveld or primiti
sources inspire early furniture pieces. Design takes a radical turn
from wood to tubular steel under the leadership of Breuer at
Dessau. Later, under the direction of Meyer, the target market for
furniture changes from the middle class to the worker. As part of
the process of creating low-cost furniture for limited spaces, stu-
dents study workers’ possessions to develop appropriate storage
furniture.

Leading designers Breuer (Fig. 49-9), Mies (Fig. 49-3, 49-10),
and others experiment with tubular steel for construction, can-
tilevered principles, spatial composition, solid and void relation-
ships, and factory production techniques. This gives rise to a new
vocabulary that emulates the machine aesthetic of architecture.
Much furniture is designed for Bauhaus buildings, and manufactur-
ers purchase prototypes for mass production. Although less well
known, some designers, including Breuer, create children’s furni-
ture such as cribs, chairs, and storage pieces that incorporate the
newest ideas of child development.

or exotic

Public and Private Buildings

® Materials. Early prototype furniture and a few later designs are
of stained, lacquered, or painted wood. During the 1920s, steel in
tubular components or thin strips or sheets takes precedent
(Fig. 49-9, 49-10). Besides its hygienic qualities, metal furniture
looks machine-made, an important consideration to Bauhaus de-
signers. Glass for tabletops is an innovation.

B Seating. Side and armchairs, sofas, and some stools are the most
common types of seating (Fig. 49-2, 49-3, 49-4, 49-9, 49-10).
Breuers fascination with tubular steel, reportedly arising from his
bicycle’s handlebars, inspires numerous forms of cantilevered
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DESIGN SPOTLIGHT

Furniture: The Wassily chair of 1925 is the first one made of
tubular steel that Marcel Breuer designs. Named for his friend
Wassily Kandinsky, it was created for Kandinsky's home at the
Dessau Bauhaus. Seeking a form and material that would be
light yet sturdy and adaptable to standardization and mass pro-
duction, Breuer, like others, explores the possibilities of tubular
steel in this chair. For him, the material represents modern
technology. The design is intricate as steel tubes intersect with
and pass one another. The seat and back originally are of fabric

and later of canvas or leather. Breuer chooses a warmer, softer
textile to contrast with the cold steel. The chair is one of the
most copied of Breuer's designs. The Cesca chair of 1928 uses a
new cantilevered principle whereby the base is formed from a
curved piece of tubular steel, making it lightweight and very
portable. It uses softly curved wood stretchers for the caned
seat and back. The nesting tables repeat the use of tubular steel
and have laminate tops in primary colors.

Design emphasizes rectangular shapes,
and solid and void relationships

Back, arms, and seat are flat, floating
planes of leather

Tubular steel construction

A 49-9.  Wassily chair, Cesca chair, and nesting tables, 1925-1929; Germany; Marcel Breuer.
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Students (called apprentices or journeymen depending upon their
skill levels) collaboratively learn by doing. Craft workshops in-
clude furniture, weaving, metalwork, ceramics, mural painting,
photography, print and advertising, and theater.

Gropius also strives to establish connections between the
school and industry. Links between schools or art associations and
industry are stronger in Germany than in other countries. This is
a result, in part, of government-sponsored organizations, such as
the Deutscher Werkbund (German Work Federation), founded in
Munich in 1907 by Hermann Muthesius. An association of ar-
chitects, designers, craftspeople, manufacturers, and writers, the
group emphasizes crafts education; tries to unify art and industry;
and promotes simplified, machine-made German products inter-
nationally. Some architects and designers associated with the
Modern Movement are members, including Peter Behrens. Oth-
ers, such as Le Corbusier, participate in Werkbund conferences or
exhibitions. In 1914, the Werkbund has a major exhibition in
Cologne, Germany, that showcases the work of numerous design-
ers, including Gropius. Mies van der Rohe heads the 1927
Wiessenhofsiedlung exhibit on mass housing. The association con-
tinues until 1933, but its influence lasts to the early 1940s, just be-
fore the start of World War II.

Although the Bauhaus receives funds from the state, these are
never enough for complete autonomy. Workshops create proto-
types for industry, which help to provide additional monies
through patents, marketing, and sales. Besides providing practical
experience, this furthers the goal of creating a new type of de-
signer, one who can work with industry to provide inexpensive
well-designed and well-made goods for the middle and working
classes.

During the Weimar years, a lack of materials, funds, and facil-
ities hampers the achievement of the school’s goals. Nevertheless,
it begins to develop a reputation for its work. In 1923, the
Bauhaus holds its first formal and public exhibition (Fig. 49-1),
which is a huge success. In 1924, the political climate in Weimar
changes, resulting in far less support monetarily and socially. Ad-
ditionally, the state’s contract with the Bauhaus ends, so Gropius
is forced to move the school.

In 1925, the Bauhaus reopens in Dessau, a larger, more indus-
trial city than Weimar. The program is reorganized. Workshop
Masters and Masters of Form become professors, who include
Josef Albers, Marcel Breuer (furniture, cabinetmaking), Wassily
Kandinsky (basic instruction), Paul Klee (stained glass and basic
instruction), Laszlo Moholy-Nagy (metal, lighting), George
Muche (weaving), and Gunta Stolz (weaving). Function, geome-
try, and a design vocabulary that emphasizes mechanization and
mass production become the focus of study and production. Some
workshops, such as stained glass, are closed because of budget lim-
itations, whereas others, such as cabinetmaking and metalwork,
are combined. Ties with industry increase, bringing greater op-
portunities and more money, although the school is never quite
self-supporting. A Bauhaus company to market designs opens,
and a school journal and Bauhaus books are published. Most im-
vortant. the department of architecture obens. Gropius desiens

(This item omitted from WebBook edition)

A 49-1.  Staatliches Bauhaus Ausstellung (National Bauhaus
Exhibition), 1923; Josef Schmidt; Weimar, Germany.

world its modern machine aesthetic and design principles. The
Bauhaus begins to achieve an international reputation.

Relations with the city and state remain tenuous at best, so in
1928, Gropius resigns as director of the school, hoping a new
leader will improve the relationship. New director Hermann
Meyer is an architect who strengthens the architecture depart-
ment so that other workshops become subordinate to it. He also
broadens course content to include anatomy, psychology, and
economics. Meyer encourages students to become politically ac-
tive, which increases tensions with the city. These tensions lead
to his forced resignation in 1930.

Architect Ludwig Mies van der Rohe succeeds Meyer. Mies
strives to regain a positive reputation by ending political activism.
He emphasizes architecture more than Meyer did; consequently
the school has two main emphasis areas: architecture, which fo-
cuses mainly on theory; and interior design, composed of the fur-
niture, metalwork, and mural painting workshops. But all is not
well.

In 1931, the Nazis take over Dessau. They regard the anony-
mous, modern style produced by the Bauhaus as anti-German.
Equally suspect are the Jewish teachers and students, so the
school is closed in September 1932. After moving to an unused
telephone factory in Berlin, it barely survives on student tuition,
receiving no state funds. When the National Socialist party takes
over the country, the Bauhaus closes in April 1933. However, its
pedagogy, design methods and principles, aesthetics, and prod-
ucts live on in its teachers and students who emigrate to other
European nations and the United States. Many of its graduates
find positions in education and industry. Bauhaus architecture
and furniture become and remain statements of the Modern
Movement, influencing countless designers and students of de-
sign. Projects by leading architects at the school convey a new,
original language for architecture that has a sienificant impact
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CONCEPTS

Bauhaus design concepts include an emphasis on the functional
aspects of the object, an honest statement of form and truth of
materials, good design for mass production, use of the machine by
the artist, integration of fine art and applied art, and the produc-
tion of a new kind of beauty based on these factors. A rhetoric of
truth, purity, and honesty reveals a moral dimension. Theory de-
velops from practice. Designs grow out of the vocabulary of con-
struction, economy, and practicality. Style, historicism, and
applied ornament are rejected in favor of use, purpose, and the vi-
sual language of the machine. Designs strive to meet peoples’
needs, and designers assume all have the same needs. A belief that
democratizing design will, in turn, reform society reveals a
utopian outlook. The overarching vision is one of artists and
craftspeople collaborating on building projects because this, ac-
cording to Gropius, is the ultimate goal of all creative activity.

Influences come from other painting and crafts approaches es-
poused by the Expressionists (demonstration of feelings), the
Fauves (expressive color use), the Futurists (action sequences),
the Blue Reiter Group (emotion and abstract symbols), the Cu-
bists (deconstruction of three-dimensional compositions), the
Dadaists (denying the importance of art), De Stijl (flat plane con-
structionist compositions), and the Arts and Crafts Movement
(handcraft production). Other early influences include Frank
Lloyd Wright, the Chicago School, and Far Eastern philosophies.
The work of Adolf Loos also serves as a primary influence, partic-
ularly his simplicity of design achieved in white, box-shaped
buildings.

CHARACTERISTICS AND MOTIFS

Striving to avoid a style, designers emphasize asymmetry, straight
lines, rectangles, and flat planes. Parts are arranged in a series of
geometric shapes and forms, usually with linear elements. Light
and dark relationships are important. A machine aesthetic that
includes functionality, simplicity, purity, anonymity, standardiza-
tion, and flexibility or adjustability is a defining precept. Design-
ers emphasize geometry to unify the whole of a building, interior,
or piece of furniture. Other key characteristics are modern indus-
trial materials, such as tubular steel, primary colors, and no ap-
plied ornament.

® Motifs. There is no vocabulary for motifs because buildings are
generally unadorned. Some architects include unique architec-
tural details that are part of the building structure (Fig. 49-2).

ARCHITECTURE

Bauhaus-designed buildings become modern industrial products
with an emphasis on purpose and form. Devoid of any applied
decoration, they often are asymmetrical and three-dimensional,
so that one must experience the building from all sides. This
fairly new concept in design borrows from De Stijl influences.

Designers frequently experiment with mass and rectangular
form. Equally important is the structural order of a building to
achieve regularity, often evident in the placement of interior
columns and the use of standardized parts for construction. Most
have flat roofs. Because flat roofs neither originate nor have a
history of use in Germany, they are controversial and are seen as
anti-German.

Although the school has no architecture department until it
moves to Dessau in 1925, commissions by Gropius afford oppor-
tunities for collaboration in keeping with the goals of the school.
One of the earliest is Sommerfeld House in Berlin, designed by
Gropius and Meyer with decoration and furnishings by the
Bauhaus workshops. More important is the Experimental House
(Haus wum Horn) designed by painter Georg Muche and furnished
by Bauhaus workshops for the exhibit of 1923. Intended as a pro-
totype for inexpensive mass-produced housing, it features inno-
vative planning and furnishings of the latest materials. Important
commercial buildings include schools (Fig. 49-2), offices, and
government buildings. Apartment projects, low-cost housing
complexes (Fig. 49-5), and individual houses (Fig. 49-2, 49-4) are
equally significant. Architects Gropius and Mies create the best
known projects.

Public and Private Buildings

B Site Orientation. Architects orient buildings so that offices, liv-
ing and dining areas, bedrooms, and roof gardens have the most
sun exposure and take advantage of natural light. They place
stairways, studios, kitchens, and bathrooms toward the north for
softer light. Structures sit on flat plains of grass with limited plant-
ings surrounding them and with only a few trees (Fig. 49-2, 49-4,
49-5). As a result, they stand out from their surroundings like
pieces of geometric sculpture. In cities, fronts of buildings most of-
ten are parallel to the street. Some large housing complexes may
have individual apartment fronts repetitively staggered or at an
angle to take advantage of the sun and to increase privacy.

B Floor Plans. Floor plans develop primarily from function,
which may divide areas into units. Spatial organization, flexibil-
ity, practicality, ventilation, and privacy are very important.
Some plans spread out to form open, geometric arrangements,
while others are confined to a box shape. Rooms are most often
rectangular, vary in size, and align along exterior walls that have
large areas of glass. They may connect to interior halls or to each
other. Sometimes instead of defined rooms, open spaces pene-
trate from one to another with only a few carefully positioned
walls or vertical planes, as in the German Pavilion (Fig. 49-3).
Major circulation paths, such as halls and stairs, are located cen-
trally to support a direct, straight access. In houses, living, din-
ing, and kitchen areas are on the ground floor, while bedrooms
and studios occupy upper floors. Terraces and roof gardens extend
the interior space.

® Materials. The most important construction materials include
steel, glass, and reinforced concrete, sometimes with a brick ma-
sonry applied on the face of the concrete (Fig. 49-2, 49-3, 49-4,
49-5). Industrial materials are used frequently.
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Students (called apprentices or journeymen depending upon their
skill levels) collaboratively learn by doing. Craft workshops in-
clude furniture, weaving, metalwork, ceramics, mural painting,
photography, print and advertising, and theater.

Gropius also strives to establish connections between the
school and industry. Links between schools or art associations and
industry are stronger in Germany than in other countries. This is
a result, in part, of government-sponsored organizations, such as
the Deutscher Werkbund (German Work Federation), founded in
Munich in 1907 by Hermann Muthesius. An association of ar-
chitects, designers, craftspeople, manufacturers, and writers, the
group emphasizes crafts education; tries to unify art and industry;
and promotes simplified, machine-made German products inter-
nationally. Some architects and designers associated with the
Modern Movement are members, including Peter Behrens. Oth-
ers, such as Le Corbusier, participate in Werkbund conferences or
exhibitions. In 1914, the Werkbund has a major exhibition in
Cologne, Germany, that showcases the work of numerous design-
ers, including Gropius. Mies van der Rohe heads the 1927
Wiessenhofsiedlung exhibit on mass housing. The association con-
tinues until 1933, but its influence lasts to the early 1940s, just be-
fore the start of World War II.

Although the Bauhaus receives funds from the state, these are
never enough for complete autonomy. Workshops create proto-
types for industry, which help to provide additional monies
through patents, marketing, and sales. Besides providing practical
experience, this furthers the goal of creating a new type of de-
signer, one who can work with industry to provide inexpensive
well-designed and well-made goods for the middle and working
classes.

During the Weimar years, a lack of materials, funds, and facil-
ities hampers the achievement of the school’s goals. Nevertheless,
it begins to develop a reputation for its work. In 1923, the
Bauhaus holds its first formal and public exhibition (Fig. 49-1),
which is a huge success. In 1924, the political climate in Weimar
changes, resulting in far less support monetarily and socially. Ad-
ditionally, the state’s contract with the Bauhaus ends, so Gropius
is forced to move the school.

In 1925, the Bauhaus reopens in Dessau, a larger, more indus-
trial city than Weimar. The program is reorganized. Workshop
Masters and Masters of Form become professors, who include
Josef Albers, Marcel Breuer (furniture, cabinetmaking), Wassily
Kandinsky (basic instruction), Paul Klee (stained glass and basic
instruction), Laszlo Moholy-Nagy (metal, lighting), George
Muche (weaving), and Gunta Stolz (weaving). Function, geome-
try, and a design vocabulary that emphasizes mechanization and
mass production become the focus of study and production. Some
workshops, such as stained glass, are closed because of budget lim-
itations, whereas others, such as cabinetmaking and metalwork,
are combined. Ties with industry increase, bringing greater op-
portunities and more money, although the school is never quite
self-supporting. A Bauhaus company to market designs opens,
and a school journal and Bauhaus books are published. Most im-
portant, the department of architecture opens. Gropius designs
new facilities for the school (Fig. 49-2) that announce to the

(This item omitted from WebBook edition)

A 49-1.  Staatliches Bauhaus Ausstellung (National Bauhaus
Exhibition), 1923; Josef Schmidt; Weimar, Germany.

world its modern machine aesthetic and design principles. The
Bauhaus begins to achieve an international reputation.

Relations with the city and state remain tenuous at best, so in
1928, Gropius resigns as director of the school, hoping a new
leader will improve the relationship. New director Hermann
Meyer is an architect who strengthens the architecture depart-
ment so that other workshops become subordinate to it. He also
broadens course content to include anatomy, psychology, and
economics. Meyer encourages students to become politically ac-
tive, which increases tensions with the city. These tensions lead
to his forced resignation in 1930.

Architect Ludwig Mies van der Rohe succeeds Meyer. Mies
strives to regain a positive reputation by ending political activism.
He emphasizes architecture more than Meyer did; consequently
the school has two main emphasis areas: architecture, which fo-
cuses mainly on theory; and interior design, composed of the fur-
niture, metalwork, and mural painting workshops. But all is not
well.

In 1931, the Nazis take over Dessau. They regard the anony-
mous, modern style produced by the Bauhaus as anti-German.
Equally suspect are the Jewish teachers and students, so the
school is closed in September 1932. After moving to an unused
telephone factory in Berlin, it barely survives on student tuition,
receiving no state funds. When the National Socialist party takes
over the country, the Bauhaus closes in April 1933. However, its
pedagogy, design methods and principles, aesthetics, and prod-
ucts live on in its teachers and students who emigrate to other
European nations and the United States. Many of its graduates
find positions in education and industry. Bauhaus architecture
and furniture become and remain statements of the Modern
Movement, influencing countless designers and students of de-
sign. Projects by leading architects at the school convey a new,
original language for architecture that has a significant impact
on 20th-century design.
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CHAPTER 49

The Bauhaus

1919-1933

The Bauhaus, an innovative German school of art and design,
strives to unite art, craftsmanship, and technology in an aesthetic
expression that reflects modern industrial life. Founded in 1919
by Walter Gropius, the school uses a foundations course and
workshop experiences to train students in theory and form, mate-
rials, and methods of fabrication. This enables them to design for
and assume roles in modemn industry. Although eschewing his-
toricism and style, Bauhaus works reveal a similar character
through emphasis upon function, mass production, geometric
form, an absence of applied ornament, and the use of new mate-
rials and methods of construction. The Bauhaus has a significant
impact on art education, architecture, interior design, textiles,
and furniture through its ideas, attitudes, principles, and products.

HISTORICAL AND SOCIAL

In 1919, the armistice of World War I, formalized in the Treaty of
Versailles, dissolves the German Empire with its kingdoms and
duchies and creates a new government, the Weimar Republic.
The treaty also ascribes sole responsibility for the war to Germany,
so Germany is required to make restitutions. The resulting infla-
tion, unemployment, food shortages, and widespread destruction
of industry and housing set the stage for the growth and accept-

The Bauhaus in Dessau, Institute of Design, has developed
more and more into a center for the gathering of all ideas
concerning the contemporary intellectual and theoretical
foundations of building. . . . The integration of the practical
work and instruction at the Institute conveys to the coming
architectural generation exactly that which has been missing
up to now: an accurate knowledge of new technological
inventions, constructions, and materials.

—Walter Gropius, “Request for Contributions to the Bauhaus,” 1927

ance of radical political groups. Although some stability is
achieved in the late 1920, the economic depression of 1929 de-
stroys it. The Weimar Republic is defeated in the 1933 election
by the Communist and National Socialist Parties, or Nazis. The
Nazis gain control and set up a totalitarian state led by dictator
Adolf Hitler.

It is into this culture of disarray, difficulty, and despair that the
Bauhaus (literally, “house of building”) comes into being. In
Weimar, German architect Walter Gropius establishes a new
school that merges the Grand Ducal School of Arts and Crafts
(originally headed by Henry van de Velde) and the Academy of
Fine Arts. The school strives to unite all the arts with craft and
technology, to elevate crafts disciplines to the level of the fine
arts, and to establish connections with industry. Gropius further
envisions a unity of art and technology, an end to historic style
imitation, and an establishment of new cultural values.

The Bauhaus program of study uniquely combines academic
and craft training. Upon entering the school, students complete a
preliminary course (Vorkurs) lead by a Master of Form who is an
artist. Coursework strives to develop the student’s creativity and
imagination through theory and experimentation in form and
color. The remainder of the course of study consists of workshops
in which students become acquainted with materials and tech-
niques of construction by designing and making products. Remi-
niscent of a medieval guild, a Workshop Master leads the class.
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chairs, which have no back legs but instead are supported by a
continuous metal loop, an extremely novel idea at the time. Al-
though Breuer promotes the industrial potential of cantilevered
metal chairs, Dutch designer Mart Stam is credited with the de-
sign of the first one. Breuer’s tubular steel chairs are rectangular
with rounded corners and have backs and seats of leather or a
durable textile developed in the Bauhaus textile workshop. In

contrast, Mies’s chairs often have broad, sweeping curves. The
Bauhaus patents a cantilevered tubular steel work chair with an
adjustable wooden seat. The workshop makes some wooden
chairs with quadrangular legs and molded plywood seats and
backs for adults and children. Fully upholstered chairs, which are
less common, are composed of rectangular blocks of upholstery

(Fig. 49-2).

A 49-10. MR chair, 1926; Germany; Barcelona chair for the German Pavilion, 1929; Barcelona, Spain; and Brno chair, table with glass top and steel
base, and platform couch, 1929-1930; Germany; Ludwig Mies van der Rohe.
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Icons of Bauhaus seating design include Breuer's Wassily
chair (named after painter Wassily Kandinsky) and Cesca chair
(Fig. 49-9), and Mies’s MR chair, Barcelona chair produced for
the Barcelona Pavilion, and a platform sofa upholstered in
leather (Fig. 49-3, 49-4, 49-10).

B Tables. Some tables are of wood with a constructionist appear-
ance. Designs feature interconnecting planes of wood. In the
1920s under Breuer's leadership, the furniture workshop designs
round and rectangular cantilevered tubular steel occasional tables
with glass tops (Fig. 49-10). Dining tables are simple and func-
tional wood or metal (Fig. 49-4).

B Storage. Bauhaus designers pay great attention to creating stor-
age furniture for both adults and children. The workshop devel-
ops unit furniture, storage pieces of glass and metal or wood
composed of individual modules with doors or drawers. Modules
can be combined to suit the spatial and storage needs of the user.
Like all other Bauhaus furniture, storage is plain and geometric
with no ornament (Fig. 49-11).

B Beds. Simplicity is a key factor in the design of beds. They are
plain and low to the ground, and have tubular steel head- and
footboards. Like other Bauhaus furniture, beds are machine pro-
duced in standardized units.

W Decorative Arts. After 1923, the metals workshop produces ash-
trays, tea and coffee services, kettles, dresser sets, and pitchers in
brass, bronze, and silver (Fig. 49-12). Forms are simple and geomet-
ric with no applied ornament. Most are machine-made. The ce-
ramics workshop is highly successful in designing industrial
prototypes and handmade wares. Early pieces reflect the vernacular
tradition in earthenware. Later designs in stoneware are modular,
geometric, and plain, often with decorative glazes, and relate to
each other without applied decoration. Individual parts could be
made in the same molds, a process that approaches mass production.

/

A 49-11.
Breuer.

Desk, 1923-1931; Germany; Walter Gropius and Marcel

A 49-12.
M. Brandt.

Decorative Arts: Metalwork, 1924-1925; Germany;
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B Fagades. Exteriors are plain, simple, and unornamented
(Fig. 49-2, 49-3, 49-4, 49-5). Compositions emphasize asymme-
try and repetition through solid and void proportional relation-
ships. Solid, flat concrete surfaces, rendered most often in white,
define and support the structure. On commercial buildings, large
areas of repetitive windows and glass curtain walls over steel grids
cover fagades. On houses, windows often vary in size and place-
ment to create interesting asymmetrical arrangements. Some
may also have glass curtain walls. Cantilevered balconies or pro-
jecting roof terraces may punctuate the fagade and add three-
dimensional movement.

B
A
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Architecture and Interior: Rational planning and the primacy
of function dictate the organization and appearance of the
Bauhaus Buildings designed by Walter Gropius. The various
buildings, which are separated by function but unified in ap-
pearance, form a sort of swastika, an unusual design in a time
when courtyards predominate. Administrative offices join the
workshops, auditorium, cafeteria, theater, and studios via a
bridge across a road, which was never built. Fagades exemplify
Bauhaus design principles in the geometric forms punctuated
with linear elements, broad windows, and flat roofs. The work-
shops have glass curtain walls to admit as much light as possi-
ble, and balconies identify dormitories. Constructed of

B Windows and Doors. Windows may be fixed in grid patterns or
be repetitions of different types such as casement, awning, and
sliding glass (Fig. 49-2, 49-3, 49-4, 49-5). Repeating types of win-
dows are a key characteristic. Groupings of fixed-glass and sliding-
glass windows are common. Windows do not interrupt the overall
smoothness of the fagade, so black or white narrow moldings
frame the openings and divide glass areas.

Entry doors, which are often recessed, integrate into the build-
ing composition so that they appear unobtrusive. They are plain,
flat, and often wider than an interior door. Most are wood painted
either black or white.

reinforced concrete, the buildings are plain, geometric, and in-
dustrial. Inside, subdued colors distinguish different areas as a
means of wayfinding. Contrasting textures identify load- and
non-load-bearing walls. Walls have little articulation, relying
on texture or color for interest. Students design and craft much
of the furniture and lighting, a great deal of which is multi-
functional and of tubular steel.

Gropius designs three semidetached houses for the Bauhaus
masters and one detached house for the director. He aims for
simple block construction of standardized, prefabricated parts,
but limited technology of the day prevents complete realization
of his goals. All four houses are cubic in form with interpene-

A 49-2. Bauhaus buildings (studio, administration, classroom, and workshop), detail of workshop wing, Masters' House, 1925; Dessau,
Germany; and office of the director, 1923; Weimar, Germany; Walter Gropius.
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Flat roof with narrow
flat cornice

Flat unornamented fagade
with vertical emphasis

Fixed glass windows
in grid pattern

Solid and void relationships
are important

Entry door recessed

trating solids and voids of different heights. Vertical windows
light stairs and larger windows light the studios, which are
placed away from the street. Terraces and balconies also are
away from the streets. The semidetached houses have similar
floor plans, and all the houses are equipped with Bauhaus-
design built-in and free-standing furniture.

The director's office at the Bauhaus in Weimar, also by
Gropius, shows common Bauhaus design principles of cubic
forms, simplicity, plain walls, large windows, and an industrial
appearance. Not only is the space itself cubic and unorna-
mented, but so is the furniture, also designed by Gropius. The
wall hanging and area rug supply the only color besides black
and white. [World Heritage Site]

A 49-2. Continued
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® Roofs. Roofs are mainly flat (Fig. 49-2, 49-3, 49-4, 49-5). A
narrow, flat cornice trim surrounds, projects slightly, and defines
the perimeter edge. It is usually black against the white fagade.
B Later Interpretations. Bauhaus influences and characteristics ap-
pear repeatedly in later periods and shape architecture through-
out the 20th century. Designers whose work illustrates these
influences include Le Corbusier; Philip Johnson, a protégé of
Mies; Skidmore, Owings, and Merrill (Fig. 49-6); Richard Meier;
and Peter Eisenman. Because many of the Bauhaus design theo-
ries and principles still inform education today, there are many
practitioners who continue the language of industrialization and
simplicity.

INTERIORS

Primarily the work of architects, interiors repeat the exterior vo-
cabulary and are designed with the same goa
quently, interiors stress simplicity, functionality, standardi:
anonymity, and flexibility. They exhibit a similar importance of
geometric forms, industrial materials, and no applied decoration.
Efficiency, hygiene, and economy of sp
planning and furnishings in much the same manner as factories.
New types of rooms derive from new functions or building types,
such as cafeterias and workshops in schools and design studios in
houses. Many rooms are multipurpose.

as exteriors. Conse-

ation,

e and time underscore

DESIGN SPOTLIGHT

Architecture and Interiors: The German Pavilion, built of glass,
different kinds of marble, and travertine, illustrates Mies van
der Rohe's severely plain, geometric style that relies on careful
proportions, precise details, and opulent materials rather than
applied ornament for beauty. Clearly this is an architecture of
volume, not mass. In the manner of a classical temple, the
building rests on a travertine base, which it shares with a re-
flecting pool. The flat roof extends beyond the walls and is car-
ried by interior columns whose slenderness is accentuated by
their sheaths of reflective chrome. The space inside is asym-
metrical and fluid. Mies places the walls of glass and marble at
right angles to the flow of movement to help move visitors
through the space to other parts of the exposition. Richness;
strong contrasts of light and dark; and a variety of surfaces and
textures, such as marble, glass, chrome, and rugs, characterize
the interiors.

Mies designs chairs and other furnishings for the pavilion to
accommodate the King and Queen of Spain when they officially
open the exposition. Designed for royalty to sit in while signing
their names into a guest book, the ample proportions of the fa-
mous Barcelona chair (Fig. 49-10) lend dignity and importance.
The X shape of shining chrome and warm tufted leather are
plain, modern, elegant, and aesthetically pleasing. Despite its
machine-made appearance, the chair requires much hand-
craftsmanship. The frame is almost completely handmade, and
the upholstery is composed of 40 individual pieces of leather
sewn together. Mies designs the ottomans, which line one wall,
in a similar shape and later adapts them to a bench and table.
The pavilion is dismantled at the exposition's closing in 1930,
but is rebuilt in 1986.

A 49-3.

German Pavilion (rebuilt) International Exposition, floor plan, and interiors, 1929; Barcelona, Spain; Ludwig Mies van der Rohe.
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The light-filled spaces have minimal furnishings, patterns, and
colors. Because most households no longer have servants,
Bauhaus interior planning strives to simplify housekeeping and
incorporate principles of household management. Breuer’s
kitchen in the Experimental House of 1923 is one of the first
kitchens in Germany with built-in wall and base cabinets. Strictly
functional, the design features a continuous work surface that
eliminates the need for a table in the middle of the room.

Standardization of parts is characteristic. Often, as in the Mas-
ters’ Houses at the Bauhaus, room shapes and proportions repeat
from one building to another, but with variations in placement
and height. Details may also repeat, but they remain simple and
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industrial looking. Built-in cabinets and storage areas, which are
common, order the rooms so that they appear uncluttered and al-
most empty. Items, such as office supplies, books, glassware, and
clothes, are hidden in specially designed compartments. All
rooms are sparsely furnished, another factor that adds to the
empty appearance. Furnishings arrangements are ordered, geo-
metric compositions that integrate as a design component with
the interior architecture. Most furniture is placed in open space,
rather than against walls, in some harmonious relationship to the
vertical planes (Fig. 49-3, 49-4). Sofas and chairs may be placed
perpendicular to a wall to achieve a harmonious balance of form
and shape.

ESIGN SPOTLIGHT

Plain, flat ceiling

A 49-3. Continued
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