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Focus on Bauhaus and Nordic Architec-

ture and Design

Juhana Lahti & Leena Svinhufvud

Just like Nordic design, Bauhaus indicates
modern, functional, and democratic design.
What is the meaning of Bauhaus in the Nor-
dic countries, and how does it relate to Nor-
dic design and architecture today? Do a mu-
tual philosophy and shared history exist, or
should we see them as separate? The cen-
tennial of the German art school Bauhaus
(1919-1933) in 2019 led to many publica-
tions, exhibitions, and events globally, and it
was also honored in the Nordic countries. It
was an opportunity to examine the link more
closely, search for networks and influences,
and study parallels and differences.

This special issue of the Tahiti journal orig-
inates from the Fokus Bauhaus Symposium,
held on September 13, 2019 in Helsinki.
Scholars and artists from Sweden, Norway,
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Denmark, Germany, and Finland presented
in two sessions: 1) Networks & transforma-
tions; and 2) Branding & marketing. The top-
ics ranged from Swedish architects traveling
to Dessau and Bauhaus weaver Otti Berger
traveling in Norway and Sweden to experi-
encing “Bauhausian” handweaving in con-
temporary participatory art installations, and
from Alvar Aalto as a brand to critical reflec-
tions on commercialized concepts of Bau-
haus and New Nordic. The symposium was
a collaboration between the Design Museum
Helsinki and the Museum of Finnish Architec-
ture, realized with support from the Estrid Er-
icsons Stiftelse, the Goethe-Institut Finnland,
and the Nordic Forum for Design History.
The symposium was part of the program
for the Fokus Bauhaus (August 3, 2019-—
February 2, 2020) exhibition at the Design
Museum. The exhibition featured one of the
most iconic Bauhaus artifacts, the lamp de-

signed by Wilhelm Wagenfeld in 1924, and
critically discussed modernist ideals using
artifacts from the museum’s permanent col-
lection. When planning this intervention, the
curators, the designer and design historian
Julia Meer and the curator and cultural man-
ager Julia Kartesalo contacted the national
specialist museums of design and architec-
ture and challenged them to reflect on what
Bauhaus means in Finland and in the Nor-
dic countries. The editors of this Tahiti spe-
cial issue responded to the challenge and
organized meetings with invited specialists.
The discussions delved into the meanings
and value of Bauhaus in Finnish architec-
ture and design history and in contemporary
design practice. What was the influence and
impact, and how can we measure it? What
is the Bauhaus we are talking about? Is it
about visual language, vanguard technology,
or something else? And what is the relation
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between historical knowledge and the image
that is built in our minds today?

This publication focuses on Bauhaus and
Nordic architecture and design.

The article by Juhana Heikonen traces newly
discovered links between housing architecture
in Germany and Finland before World War |,
while Gerd Bloxham Zettersten examines the
influence of Bauhaus architecture on the de-
sign of Nordic town halls before and after the
war. Anders V. Munch writes about the Danish
discussions of Bauhaus, which focused on
the promotional value of everyday objects and
the critique of conspicuous modernism. Adriana
Kapsreiter, on her turn, traces immaterial ideas,
pedagogical concepts, and philosophical
conceptions in iconic Bauhaus objects, which
most often are connected to functionalism and
rationalism.

Kerstin Wickman, in her article, maps the
developments of Swedish design education
with respect to the Bauhaus school, and Chris-
tina Pech presents an event series “Bauhaus
in the Archive” at ArkDes, Stockholm, and
discusses the influence of institutions and ar-
chives in building the canon.

In an article by Susanna Aaltonen it is pre-
sented how Bauhaus appeared in Finland in
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the 1920s and 30s, the author using as an
example the Chat Doré café in Helsinki de-
signed by Birger Carlstedt. And in the text by
Petteri Kummala and Joona Rantasalo, they
review the Bauhaus anniversary exhibition
at the Bréhan Museum, reflecting the rela-
tion between Bauhaus and Nordic design.

Finnish Architects and Bauhaus

The discussions mentioned above point to the
fact that there is very little research on the in-
terrelation between Bauhaus and Finland. The
influence of Bauhaus on Finnish architecture
while the school was open is not simple to
track. The contacts by Alvar Aalto (1898—1976)
and Aino Aalto (1894—-1949) with the Bauhaus
circles are perhaps the most obvious influenc-
es on Finland, together with the new style of
publicity Bauhaus was producing. The iconic
Bauhaus building by Walter Gropius was the
place to see for modernistic-oriented Finn-
ish architects at the turn of the 1920s and the
1930s. It can be argued that personal contact
with colleagues was more important than the
Bauhaus school itself. The style of the new
modern architecture spread through profes-
sional circles and the professional press from
peer to peer and not under the Bauhaus label.

Of the pioneers of modern architecture in
Finland, Erik Bryggman (1891-1955) and
Erkki Huttunen were among the first to visit
Dessau in the late 1920s." Erik Bryggman’s
visit dates to summer 1928, one year before
the Turku 700th anniversary exhibition in
1929, which has been seen as the first event
when new functionalistic architecture en-
tered Finland. Aalto and Bryggman designed
the exhibition architecture collaboratively.

Alvar Aalto seems to have visited Bauhaus
only in 1931, according to correspondence with
Josef Albers in the Alvar Aalto museum collec-
tions.? Aalto was active in CIAM circles and had
contacts with Laszl6 Moholy-Nagy and Walter
Gropius. Aino and Alvar Aalto met both in 1930,
when they traveled to Berlin and Frankfurt.

Erkki Huttunen (1901-1956) visited Dessau
in Autumn 1929 and photographed the Bauhaus
school and the Konsumverein building, both de-
signed by Gropius.® He worked for the Finnish
Central Co-operative (SOK) designing function-
alistic architecture from 1928 until 1941.

Conversely, Pauli E. Blomstedt (1900-1935),
who was familiar with Gropius’ Total Theater
design of 1927 and who designed steel furni-
ture that reflected the furniture designed within
Bauhaus circles, did not visit Bauhaus.
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Bauhaus and Finnish Design
To demonstrate the concrete links between
Finland and Bauhaus, the Fokus Bauhaus
exhibition took as its reference the exhibition
organized in the Design Museum Helsinki
(then the Museum of Applied Arts) in 1983.4
Several exhibitions on Bauhaus have taken
place during the past few decades. One of
the earliest was in 1967, when the National
Gallery of Finland organized a touring exhibi-
tion that presented the Bauhaus workshops
in Weimar (1919-1925).° Also in 1967, the
designer Kaj Franck and Liselotte Kerbs, a
former Bauhaus student living in Finland,
were interviewed for the Finnish Broadcast-
ing Company (YLE).®

We know there were no Finnish students
in the Bauhaus school. However, Bauhaus
has been present in designer training as a
pedagogical ideal for decades. These ideas
are connected to the designer Kaj Franck,
who modernized the design curriculum in the
1960s. He had absorbed Bauhaus pedago-
gy in the US during his Lunning Prize trip in
1955. In Finland, Kaj Franck communicated
that craft (handicraft) is a laboratory for in-
dustry. Many school projects led by him were
based on teamwork and inter-disciplinarity
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He was also one of the initiators of the idea
of social design and the social responsibility
of designers.’

The developments in the 1960s were or-
chestrated by a new generation of design-
ers connected to the success story called
Nordic design. In recent interviews, design
students of the 1960s and 1970s—today
aged in their 70s—profoundly subscribed to
the term “Bauhaus” in their personal design
philosophies. The interviewed designers
who worked as design teachers connected
the concept to the meaning and importance
of free creativity for rational design.?

Weaving is a special field of craft and a
“mode of design,” as the art historian T’ai Smith,
who has researched the intellectual legacy of
Bauhaus weavers, puts it.° The WeavingKiosk
event organized by Rosa Tolnov Clausen and
Emelie Rdndahl as part of the Fokus Bauhaus
Symposium presented handweaving as a so-
cial tool. The changing contexts of weaving as
a medium are interesting here: sometimes it is
presented as avantgarde art, sometimes as ra-
tionalistic production.

The handweaving example illustrates not
only the constantly changing directions of
ideas and influences, but it is also an excel-

lent example of the weight of time and his-
torical setting. Otti Berger was one of the
weavers who adopted their skills from the
lively Nordic weaving cultures. In the Nordic
countries, handweaving has remained, until
today, a relevant medium for designers and
artists and also a serious and popular hobby
for many non-professionals.

In Finland, textile art tuition in the country’s
only design school in Helsinki began formal-
ly in 1929 when a weaving workshop start-
ed. However, handlooms had already been
brought into the school before that, which
communicates the central role of textiles in
the modernization of design—with or without
Bauhaus impact. The handloom was taken
by educated designers as a productive tool,
and this method was quite successful. As in
the Bauhaus, we know now that the weaving
workshop was commercially the most suc-
cessful department of the school.™

Bauhaus in the Library

The collections of the Museum of Architecture
contain several volumes from when the
Bauhaus was located in Dessau from 1925
until 1933. The series of BauhausbUcher is
obviously among the most influential together
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with the books by Bauhaus teachers from
other publishers.

The core collection of the museum’s
Bauhaus books is the volumes owned by
architect Erik Bryggman, donated together
with his drawing collectionin 1989. Bryggman
had brought some of the volumes with him
from his visit in summer 1928.

The following summer, the Turku 700th
anniversary, designed by Alvar Aalto and Erik
Bryggman, opened. It has been seen as the
first realization of new modern architecture
in Finland. Bryggman’s visit to Bauhaus
certainly influenced his view of architecture.

Based on architects’ donations to the
Museum of Architecture library, several
publications can be found over the decades.
Th e most popular seems to have been J.
J. P. Oud’s Hollandische Architektur from
1926 (Bauhausbiicher 10). It belonged to
the home/work libraries of Sigurd Frosterus,
Risto-Veikko Luukkonen, Aili-Salli Ahde-
Kjaldman, Erik Bryggman, and P. E. and
Marta Blomstedt at the least.

The influence of the Bauhaus on Finnish
architecture at the turn of the 1920s and the
1930s can be seen above all in changes
related to visual presentation: the way
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architectural photography was taken, a
new graphic look for journals, new types
of fonts in architectural drawings, and the
spread of new modern architecture through
spectacular publications. Its later influence
has primarily related to the organization of
architects’ education on the basis of the new
modern ideas presented by the Bauhaus.

In that sense, it is interesting that the Bau-
haus journal is not to be found in the records
of either the Finnish Architects Association or
Helsinki University of Technology. Based on
archival records, however, we know that the
journal was freshly acquired by the library of
the School of Art and Design and that the is-
sues were studied eagerly."
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Conspicuously Quotidian:

Poul Henningsen on Bauhaus and the Art of

Promoting Danish Modern

Anders V. Munch

In the historiography of modern architecture,
it is common to understand Nordic Function-
alism as the true heir of the social ideals of
the early modernist architecture. While some
have stressed Nordic adjustments to the ide-
als through a more organic and human-cen-
tred design, others have argued that it was
more of a ‘return’, because the initial ideals
were inspired by the cultivation of everyday
life and the home as a work of art in Nor-
dic artist’s colonies. The latter is the central
thesis of Barbara Miller Lane in National-Ro-
manticism and Modern Architecture in Ger-
many and the Scandinavian Countries from
2000. Along the same lines Scandinavian
Design is sometimes suggested as taking

over the initial ideas of the Bauhaus design,
as the school was closed by the Nazi take-
over in Germany in 1933. The more holistic
and human-centred ideas found the right,
fertile ground in the stable, budding wel-
fare states up North, according to this line
of thought. In this understanding, it seems
only logical that the Danish manufacturer of
the Arne Jacobsen and Poul Kjaerholm furni-
ture, Fritz Hansen, recently has acquired the
Kaiser Idell Lamp, designed by the Bauhaus
Werkmeister Christian Dell, as part of its
brand portfolio, well even its brand heritage.
The actual relationships or familiarities be-
tween Bauhaus and Danish design, though,
have been much disputed in Denmark.

The Bauhaus-anniversary exhibition at
the Bréhan Museum in Berlin Nordic Design.
The Response to the Bauhaus, 2019, gave
at first glance an impression of the mutu-
al confirmation of the Bauhaus having the
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best of intentions, which the Nordic design-
ers then were the best to bring into life. The
texts of the catalogue, however, document
that this story is not as smooth as it seems.
Tobias Hoffmann, the museum director,
points out that Bauhaus was, of course, not
the only source of inspiration for the mod-
ern movement of the 1920s and mentions
Werkbund, Das neue Frankfurt and CIAM as
other strong sources.” It is likewise obvious
that there were diverging receptions in the
Nordic countries as well as critical rejections
of the Bauhaus style and ideas. You could
add that the ‘Bauhaus style and ideas’ were
anything but uniform, as they changed dur-
ing the years — as well as from one Bauhaus
master to another. My approach here, how-
ever, is on the reception, and how the Nordic
designers and critics represented diverging
situations and interests in adapting the mod-
ern idiom. | will focus on the Danish discus-



Figure 1. The Kaiser Idell Lamp, by Christian Dell, as part of the Fritz Hansen brand
universe. Photo: Fritz Hansen.
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sions on Bauhaus and pick a single theme
which showed to be central to the Danish
tradition: the promotional value of everyday
objects and the critique of conspicuous-
ly modernist designs. This was an ongoing
critique that Bauhaus design often just had a
modern look, while Danish design was modern
in its focus on usability and social value. This
is even the very topic of the text on Denmark
in the Brohan catalogue: Danish Traditionalism
— More Functionalist than the Bauhaus? by
Christian Holmsted Olesen, curator at Design
Museum Denmark. It has been a polemic, rhe-
torical topos to align the self-fashioning of Dan-
ish functionalist designers with a distinct differ-
ence to international modernism. | will look into
these arguments forming the Danish Design
tradition to see where the interests changed
and diverged, especially when the designers
needed the promotional value themselves, as
in the case of Poul Henningsen. Through this
case | hope to explain specific conditions and
constraints in the Danish reception and use of
Bauhaus ideas and models.

The Modest Danish object
The Danish relations to the Bauhaus School
during the years of activity, 1919-33, and



the partly quite negative, public statements
by Danish designers both during these early
years and in the decades to follow are sys-
tematically investigated.? The Danish de-
signers were well aware of the Bauhaus and
some payed visits to the school, but there
was a general reluctance to embrace and
identify with the international beacons.?® The
other Nordic countries seemed more open to
bridge the gap and make links to the centres
of international modernism, while spokes-
men of the Danish Design tradition time
and again felt the need to stress the unique,
modest character of their design and warn
against the superficiality of a more fashion-
able, international modernism. Such a pro-
tectionism is, of course, well-known in the
other Nordic countries as well, but was cen-
tral to the Danish Design discourse through-
out the whole of twentieth century, as | have
shown.* Most explicit was the attack of Steen
Eiler Rasmussen in 1960 on the insinuation
that inspirations from Bauhaus were part of
the success of Danish Design in the those
years in his Danish article Bauhaus and the
Danish Applied Arts. This reaction was pe-
culiar as Rasmussen himself had an inter-
national career as academy professor in city

planning and architectural theory. He might
have been right in stating that the mention-
ing of Bauhaus was a promotional strategy
of linking Danish Design to the international
modernism. But he went very far in arguing
for the very opposite character of the Danish
tradition. “Alongside all the dictates of fash-
ion and effect-seeking, however, will there
not still be a need for the modest, Danish
object, which is thoroughly worked, made to
last and to serve as a good and solid tool?”®
He wanted the international acknowledge-
ment and the export success to be based
solidly on historical and cultural traits in the
Danish tradition, here understood as getting
the best out of modest assignments and
scarce raw-materials. This was, for sure, part
of the promotional storytelling about Danish
Design that fascinated the American custom-
ers being used to heavily industrialised prod-
ucts.® The Danish products, however, were
designed with a distinct modern look to catch
the eyes as well, as the exhibitions show.
Rasmussen tried to build a rhetorical op-
position between the modern traits of Danish
Design and the international modernism re-
spectively by referring to the grand old man
of Danish furniture art. “One might say that
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Kaare Klint intented to make things effective,
while European modernism strove to make
them effectful.”” This pun on the words of
‘effective’ and ’effectful’ might not translate
well into English, but it stressed the fine line
in modernist design between the urge to im-
prove usefulness or to go for a more surpris-
ing and eye-catching modern look. Klint had
commented on the Bauhaus back in 1930,
when he stressed a parallel scientific ap-
proached to ergonomics and construction,
however lamenting the rejection of tradition-
al experience of form-types and materials.?
The pupils of Klint were even more eager
to confirm this line as defining the Danish
Design tradition. Two of them, the furniture
architects Arne Karlsen and Bgrge Mo-
gensen, followed up on Rasmussen’s article
two years later with a review of the yearly
Cabinetmakers’ Exhibition performing a vir-
tual witch hunt on those of their colleagues,
who — in their eyes — did not stick to the
basic values of usability in a low key idiom.
They criticised not only younger designers
as Jens H. Quistgaard and Verner Panton
but showed also examples of Finn Juhl and
Arne Jacobsen as problematic. Their ‘crime’
was to design for an international, cosmopol-



itan market, rather than only for the average
Dane, the ‘beer mug for Mr. Hansen’.® Fol-
lowing this line only a very narrow selection
of design would then be part of the Danish
Design tradition, and many designers and
design icons would have to be excluded. It
was, of course, more of a fight on words and
to claim the right to define the tradition. And
in this institutional fight the promotional value
of everyday designs was central.

The fight continued in a special issue of
the professional journal of the furniture in-
dustry, mobilia, published internationally in
four languages, where a large group of archi-
tects, critics and manufacturers commented
on the ‘crisis’ of Danish Design. This is in
itself a marvellous mapping of the network,
the actors and their roles and positions in the
debate. Here another of the grand old men,
Poul Henningsen, made his contribution and
changed the direction of the critique. In his
mind Danish Design had been off the track
for long, since the whole international suc-
cess was based on rather exquisite objects,
not affordable solutions for everyone.

For some time we have had as our customers
almost all of the whole world’s rich bourgeoi-

sie. Might not a great but hitherto unresolved
task now announce itself: {making} practical

furniture for ordinary people as a sort of ap-
Elied art? [...] We can hardly keep on caressing
eautiful, woodwork joints.™

The last comment hinted mainly at the late
Kaare Klint himself, who used his systematic
investigations of ergonomic as an excuse to
cultivate joinery and hesitated to embrace in-
dustrial production wholeheartedly.

Sad Modernists

If the Klint pupils had initially thought, they
had Henningsen on their side in this argu-
ment, it had its reasons in his earlier, criti-
cal position to Bauhaus and the international
modernism in the late 1920s. Especially as
main editor of Kritisk Revy, published 1926—
28, he expressed harsh reservation against
any purely modernist style that took the hon-
our of modernisation without contributing to
functional or social improvements. “The tele-
phone, electrical lighting, central heating did
not need the Modernists’ propaganda to suc-
ceed. It is only the internationally construct-
ed external sobriety and internal hollowness
that needs this.”"" This text called, For the
Sad Modemnists, is quite representative for
his many attacks on, what he saw as a sad
derailment of the modern movement into a
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mere image of white walls, glass and iron
railings. Henningsen himself wanted better
social housing and interior design based
on industrialisation and modern materials,
when needed, but did not see Le Corbusier
or Walter Gropius solving these basic tasks.
In a newspaper announcement for a planned
guest lecture by the Bauhaus director in Co-
penhagen the year before, he recommends
the lecture, but adds a warning:

In addition, Professor Gropius is a dangerous
man. In his enthusiasm for that which is new in
our time he seems virtually to anticipate even-
tual developments. To him it is insufficient
to engage with the many and urgent modern
tasks in the world of architecture and technol-
ogy. He also wants to see them solved immedi-
ately, and in a self-consciously modern style.”

Henningsen clearly felt that the mere spec-
tacular statements of the Bauhaus were
a threat to his own mission to modernise
everyday living, because it would scare off or
mislead the working class from more feasible
and useful solutions to societal challenges.
He went even further in a description of an
interior of the WeilRenhof-Siedlung by Gropius
and Marcel Breuer, in the same issue of Kritisk
Revy as For the Sad Modernists in 1928. Both
of these critical writings were provoked by the
Copenhagen visit of the Werkbund-exhibition
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Figure 2. Interior with furniture by Marcel Breuer in a building by Walter Gropius at the
Weisenhof-Siedlung, Werkbund Exhibition, Stuttgart 1927. Kritisk revy 2, 1928: 5. The
same was shown in a touring exhibition visiting Copenhagen as well.

N Tahiti 1/2021 | Articles | Munch: Conspiciuously Quotidian

Die Wohnung, on tour after the Stuttgart show.
Henningsen used the strongest possible sen-
sorial images in his writing to underline the in-
human superficiality and the counter-intuitive

form given by the living room.

The light of the hanging lamp is as harsh as
barbed wire and casts a sharp shadow. The guil-
lotine lamp in the background gnashes like sand
between teeth. Shiny lights and mirror images
from the Elass tops of tﬁe tables and the nickel
tubes of the chairs are emanating from the floor
assaulting the eyes. The furniture puts blue frost
bites on the thighs of the well-dressed modern
woman [...J. In a moment of insanity, the inter-
relationship between hygiene and cosiness has
been reversed and been transferred from the
hospital to the living room. In this show of per-
Eetual horror of dust, any sense for space and

ome has been sterilised to death.”

His understanding would be modified a few
years later, when he even designed tubular
steel chairs himself. Before we turn to his sur-
prising change of mind, however, we have to
understand his initial ideal of the informal type
object. First of all, his reaction to the lighting
to the room was very strong, because it went
contrary to all his own attempts to tame and
cultivate the harsh light of the electric bulb. “It
is a fact that the electric light is defective, and
its defects should not be endured in a room,
where people stay.”™* This was stated in his
first manifest on his work with the PH-lamp in
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Kritisk Revy in 1926 — after his presentation
of the lamp at the Paris Exhibition in 1925.
The Bauhaus designers seemed only to turn
up this defective light and even let it ricochet
around the room on all the hard surfaces, as a
kind of mistaken homage of technology. Hen-
ningsen not only wanted to design a lamp to
adjust the light to the human eye but devel-
oped his own ‘philosophy’ on how to arrange
and temper the whole lighting of the room to
both practical purposes and enhancement of
the experience of colours and materials. “To
produce the genuine effect light has to be so
rich that it does not deprive the object any of
its material or colour properties.”*® He wanted
to revitalise a culture of lighting by combining
art and technology.'® And to him the Weilken-
hof interior sadly demonstrated the tragic loss
of such a culture by only turning up the light
volume and smoothness of all surfaces to a
narrow-minded, scientific gesture. He worked
with new materials, mass-production and
electricity but wanted to use them in the ser-
vice of inhabitants enhancing the best parts
of home culture. This taming of the defective
technology was also the message of his ad-
vertisements for the lamp, especially in his
own journal, Kritisk Revy.

Figure 3. Poul Henningsen, ‘1000 lights in

the eyes without blinking’, advertisement
for the PH-lamp. Louis Poulsen, Kritisk Revy
1926.
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Anonymous and Inconspicuous

You could say that Henningsen wanted to
design the lighting rather than the lamp.
This might be to flatter him too much, as
he certainly also did ‘caress’ the curves of
his lamps as well as add more spectacular
versions to the Louis Poulsen range of prod-
ucts. This simplified verdict, however, ex-
pressed a central line of thought among the
Danish architects. It was mentioned time and
again, how the form of the designed objects
should inconspicuously stand aside to point
the attention towards the using experience.
This is part of the rhetorical topos we inves-
tigate, and it was initially turned against the
cult of the artistic individual shown in many
art nouveau style objects, called Skgnvirke
in Denmark. Although being a general, mod-
ernist objection, the polemic stance contin-
ued to be central among the Danish function-
alists. Henningsen repeats this critique on a
redesign of the Copenhagen trams in 1930,
in the article The Tram as Work of Art. Notes
on Type and Taste, Art and Fashion. In his
eyes, the result didn’t stand back as a neu-
tral object of use — as the old trams designed
by Knud V. Engelhardt — but highlighted the
new designers’ fingerprint on the tram. He
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uses this example to stress the ideal of the
good everyday object.

The good object becomes quotidian and infor-
mal 1n its appearance. No one will be thinking
of “art” or “personality” when gazing upon it,
but of naturalness. Nonetheless, there is nor
mally a huge effort and a solemn understand-
ing of the task, and a personality, who would
rather make sacrifices than compromises, be-
hind the typical object.”

The designer is then only truly an artist, when
he or she avoids making an artful object but
pays service to the optimal form of purpose
only. The tram is just another sad case of
modernist designers making aware of them-
selves through a forced, artistic inventive-
ness. According to this line of thought, you
wouldn’t succeed in designing anonymous
objects, an ideal of the Bauhaus as well, if
you made conspicuous items.

The subtitle of this article also indicates an-
other source of inspiration for this argument,
the German Werkbund, as Henningsen was
discussing the standardised type-product as
a key to the challenges of taste, art and fash-
ion in many of his writings these years. The
Danish reception of Werkbund was moulded
not only by the publications of the Swedish art
historian Gregor Paulsson, but also through

several touring exhibitions. The Danish art
historian Vilhelm Wanscher'® made a com-
ment about the Werkbund exhibition at Den
Frie Udstilling in Copenhagen in 1918:

The more our phantasy delves into the study of
the real things and their proper relation to the
whole, the more we rejoice over the ones, who
are artists in the right way {...}. We have not de-
veloped far in the understanding of this in our
country. The Germans have proceeded further;
for this exhibition, however, they seem rather
to have send us quasi-art than real things.”

This early quotation both enhance the idea
of the ‘real things’ as authentic, if they fit in
through their purpose alone, and the idea
of the true artist paying service to society
by giving new objects their proper, cultural
form only. But Wanscher also adds anoth-
er reoccurring verdict: That the Germans
might deliver the crucial ideas of the time,
but not the right examples. It was the re-
turning issue in Henningsen’s critique of
the international modernists. He did share
all their basic ideas on utilising design, ar-
chitecture and planning for social equali-
ty and societal progress, but thought that
their often rather conspicuous proposals
mislead the public and even betrayed the
mission.
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Embracing Propaganda

Henningsen did, however, change his rheto-
ric against international modernism remarka-
bly in the year of 1930 without further notice.
| have tried to reconstruct, what might have
changed his mind, but he left no self-critique
or revealing traces of a conversion.?® Much
more, his critique had been in direct contrast
to the warm reception of his PH-lamps among
the very same international modernists. It fea-
tured as a modernist icon in photos of modern
architecture from Ludwig Mies van der Rohe’s
Tugendhat Villa to the living room of the Aaltos
in the late 1920s. This confirmed, | guess, his
impression of their superficial understanding
of the adjusted use of lighting, as his lamp
were just hung up as general light source.
And they were used anywhere in this way,
so his manufacturer Louis Poulsen sold well.
This misunderstanding of his intentions might
have led Henningsen'’s attention more to the
constraints of communicating the proper use
and understanding of the ‘real thing’. In the
year 1930 he could both observe the change
of political tides in Germany, where the Nazi
press and agitators suddenly turned their
guns towards modern architecture?' and wit-
ness the thundering success of the interna-

13



Figure 4. The PH-lamp in the living room of Aino and Alvar Aalto in their apartment in
Turku, 1927/28. Alvar Aalto Foundation.
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tional style at the Stockholm Exhibition. He
must have felt the need to choose sides in
the more and more polarised political climate
and experienced the power of propaganda
for a new vision of modern society. In his
Danish review of the Stockholm exhibition,
he managed to both confirm his former cri-
tigue and embrace modernism in the version
of the Swedish chief architect, Erik Gunnar
Asplund. “What, in my view, has never suc-
ceeded for Le Corbusier has here succeed-
ed for Asplund: To free Modernism from all
false, technological motifs like ocean liners
and that kind of thing.”#

The rhetorical power of his writing is here
turned toward the revelation of a vision of
a new culture purified by cubist clarity and
transparency as a whole and in every detail.
It is the revelation of seeing this vision con-
firmed in the most quotidian details as the
women’s clothing and advertisements. He
experiences, how this exhibition commu-
nicates the spirit of modernism in more de-
tails and to a broader audience. The most
significant change is that he now acknowl-
edges this ‘propaganda’ as an important tool
of the message. In his 1928 critique of the
‘sad modernists’ he ridiculed propaganda as
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empty and defective, but now it is of value
to him. In his review he maintains that the
pavilions of the exhibition do not represent
lasting solutions for everyday use. Their val-
ue is propaganda for a new society, an egal-
itarian culture, and the challenge will still be
to turn the style into the everyday frames of
housing.
No good housing should be exactly as these
buildings, for they are ideal exhibition build-
ings. In this way, however, they are making
ropaganda for a new understanding of thing.
et us hope that the inevitable effect, whic
will result of the exhibition, may lead away
from and beyond the direct, worthless imi-
tation and towards a solution of the tasks of
the everyday on their conditions, as precise as

the task of the sunny celebration day is solved
here.”

His reasoning might be a bit murky to follow
here, but his mission was from now on to
point out everywhere this new spirit became
visible, in society, in fashion as well as in dis-
play windows.

The cubists created a wholly natural, mod-
ern ornamentation, which has now spread to
almost every furniture dealer (“Funkis”) and
every window decorator. ...} They reﬁlaced the

t

precious and rare with the sharp, the precise
and the decent.*

In his own advertisements the PH-lamps
were also turned more into design icons

Figure 5. Poul Henningsen, Louis Poulsen -pavillon, Tivoli-exhibition,

Copenhagen 1930. Copyright Poul Henningsen.

than type forms, as both the lamps and
the commercial tools were now part of the
propaganda for the new, equalitarian and
emancipatory spirit of modernism. His earlier
advertisements in Kritisk Revy were quite in-
novative in themselves, but it was surely dif-
ficult to tell or picture the qualities of non-de-
fective lighting, as fig. 3 might show. In the
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same year as the Stockholm exhibition, he
made an exhibition pavilion in the style of
the Bauhausler Herbert Bayer displaying his
own initials, PH, as the brand of his lamps.
So much for the sacrifice of the true artist to
produce the anonymous type! And the lamps
themselves were used in very different ways,
than they were designed to — both to light up
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the product name and to form the showpiece
of an elderflower-like installation at the roof
made by white and green lamps. This was
very far from only presenting the lamp as
a modest tool for everyday use and rather
celebrated the lamp as a commercial icon
as we know it from more recent examples of
brand spaces. On the other hand, the merg-
ing of all artistic means to reach a compre-
hensive effect, a total design, was part of
the artistic and cultural ideal of the time, the
Gesamtkunstwerk.?

The commercial artists of the Werkbund
also piled up products or their designed
packages in spectacular formations for dis-
play windows.?® In this sense Henningsen
might have thought of his installation as a
likewise celebration of the mass-manufac-
tured type-product, the cornerstone of a new
industrial culture. He had made such a dis-
play window setting with chocolate boxes in
1926, and he had often expressed a keen
interest in advertisement art in Kritisk Revy.
The pavilion from 1930, however, went far
beyond any earlier displays or advertise-
ments and clearly embraced the propagan-
da values, he experienced and praised at
the Stockholm Exhibition. It was made for an

exhibition in Tivoli, which also fits perfectly
with his new understanding of ‘solving the
task of the sunny celebration day’, the fes-
tive propaganda for a bright new egalitarian
society. Of course, it was a commercial ven-
ue, but at the same time an effort of cultural
and political propaganda of liberal progress
supported by modernist design, architecture
and technology that he felt urgent in the year
of 1930.2” While his positive understanding
of advertisement art in the spirit of Werkbund
went far back, his sudden accept of propa-
ganda was a radical shift, as it was regarded
as superficial in the professional discourse
on art and design he was part of.

The discourse on advertisement and
propaganda itself, however, shifted around
1930. At the Nordic Advertisement Congress
in Copenhagen in 1931 the broad range of
speakers, including the Danish Prime Min-
ister Thorvald Stauning, head of the Social
Democratic government, all agreed in the
societal role of advertisement and propa-
ganda to educate consumers and citizens to
spend their money to the benefit of the na-
tional economics and support the domestic
workers’ employment. The international cri-
sis after the 1929 Wall Street Crack called for
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strong medicine to rise sales again, as a mu-
tual interest of organised capitalism and the
budding Nordic welfare states. In his open-
ing address the Prime Minister declared:
Advertisement has to build on an optimis-
tic basis. It has to bring confidence in that it
can help. It must give the development a light
tone, which can bring the doubtful faith and
the faithful confidence in that a sound and real
effort also bring results.?

In his new praise of a mainstream modern-
ist style, called ‘funkis’ after the Swedish
popular term, Henningsen in fact turned to
a more pragmatic position than Walter Gro-
pius himself. In the same year 1930 Gropius
expressed his concern of, how the Bauhaus
ideas were reduced a mere Bauhaus Style
copied in any products and graphic layout.
Now he was worried that the efforts of the
school were copied as just fashionable forms
at a consumer market without deeper under-
standing of the ideas and ideals for a better
society.

The goal of the Bauhaus is exactly no style,
no system, dogma or canon, no recipe and
no model! It stays alive as long as it does not

stick to the form, but instead seeks behind the
ephemeral form to the very fluidum of life!*

This rappelle a I'ordre of the now former Bau-
haus director to a moralistic rhetoric of design
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was also provoked by the basic failure of the
school in getting an income from business
contract on their prototypes. Only the lamp
designs and later wallpapers secured finan-
cial support to the school.?® The normative
discourse on style was highly complex dur-
ing the early modernism, as the term ‘style’
could either refer to superficial, formal traits
as criticised in eclecticism or art nouveau or
to a deeper order of appropriate form mir-
roring the spirit of modern times.3!' Annoyed
by the many rip offs in tubular steel furniture
and graphic use of sans serif fonts without
substantial understandings Gropius needed
a position statement, where he insisted on
the deeper strategies of spatial organisation,
transparency, flexibility and dynamics as the
real contributions of the Bauhaus.*? This was
also the vision Henningsen experienced and
praised in Stockholm.

The Art of Promoting Everyday Objects
In this way polemics, discourses and position
statements played a huge role in the continu-
ous negotiations on which role Bauhaus had
as inspiration or parallel to the developments
in Danish design. All shared the same gener-
al ideals of affordable, well-designed every-

Figure 6. Three brushes by Hans Prehn, a nail brush, a bathing brush and a bathtub brush.

from Erik Herlew, Gode Ting til Hverdagsbrug (Copenhagen: Schenberg 1949, 78).
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day objects and a well-planned modern soci-
ety, but positions and rhetoric changed with
professional and political conditions in Ger-
many as well as in Scandinavia. The mutual
challenge was, how to promote the modern
way of life through the minimalist and mod-
est objects. At the Bauhaus the whole profile
and events of the school were developed as
a platform for this — to the annoyance of crit-
ics. The Stockholm Exhibition offered a sim-
ilar platform, which Henningsen and many
others in the Nordic countries used. In Den-
mark the Cabinetmakers’ Exhibitions devel-
oped into a similar platform with good media
attention and support by a broad network of
professional and trade organisations.?® This
network in Denmark joined forces with similar
networks in the other Nordic countries to pro-
mote Scandinavian Design abroad through
exhibitions, awards and publications. Ex-
ternally they made conspicuous displays of
the design in shows and photography, and
internally they confirmed each other in the in-
itial ideal of the modest, inconspicuous tool-
like utensil for everyday use, like the text by
Steen Eiler Rasmussen discussion above.
His Royal Academy colleague, Erik Herlgw,
had published an entire book on Good Objects

for Everyday Use in 1949, where all parts of
everyday life got attention with advices for
the right acquisitions ranging from the door
sign over the kitchen and bathroom to sports
and travel. It unfolds this whole thinking
about modest objects and show very basic
items, indeed. But it also shows, as in image
6, how the most trivial things as brushes can
appear in conspicuous display with dramat-
ic lighting and rich shadows on a seemingly
tactile, rustic background. Later, with the au-
thority of being the first Danish professor of
Industrial Design, he explained the paradox
once more:

Art is not at all to make things look extraor-
dinary or conspicuous, but on the contrary to
contribute to explain us that this thing is some-
thing we need and which we can make use of
with the same obviousness, as when we make
use of all the known things, which have already
got their definite form, and which in natural

ways have taken their places in our surround-
ings and in our everyday:>*

If we want to evaluate the familiarity between
the Bauhaus and Nordic Design historical-
ly, we need to dig into many constraints,
developments and negotiations, which
have moulded the basic ideals and trans-
formed the modernist idiom along the way.
Seen through a historical lens of promotion
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the photo from Fritz Hansen, fig. 1, makes
sense. It shows the Kaiser Idell -lamp series
as a recently acquired icon into the Republic
of Fritz Hansen in a conspicuous installation
of white versions highlighting the form varia-
tions and the singular red one. Their curved,
organic shapes get here a familiarity with
the 25 years younger Arne Jacobsen chairs
in a paradoxal setting, where the exquisite
products display their subtle, iconic form in
a casual way, like a snapshot with a mug of
tea left on the pages of an open book and a
mess of power cords, inviting the consumer
to leave any constraints or worries for every-
day use behind.
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On the Paradigmatic Influence of the Bauhaus in the Nordic
Countries. The Bauhaus Dessau Plan and Building Elements
as Reflected in Some City Hall Projects in Finland and

Denmark

Gerd Bloxham Zettersten

Presented here is a brief review of the route
for and delayed time factor of Bauhaus influ-
ences, in particular via architectural journals,
into the Nordic countries, as well as some
examples of contemporary influence of the
Bauhaus Dessau plan form from 1926 in a
public building type, the city hall. Some no-
table building elements will also be consid-
ered. The exemplification will be focused on
Finland and Denmark in the 1930s and 50s.
The account takes its starting point my own
research in 1994—1999 of international influ-
ences into the Nordic city hall building type
in the period from 1900 to 1955; the choice
of building type was instigated by its complex
program and its lengthy implementation pro-

cess frequently interfering with and changing
the original vision of the competing archi-
tects. A major finding was in fact the social
impact on the implementation of the city client
group. This research investigated in depth all
archival material still available, in particular
competition programs, drawings and plans,
which were collated with accounts of the new
development in all the Nordic journals of ar-
chitecture from the entire period. However,
the analysis is extended here, with reference
to some supplementary as well as newer lit-
erature of particular relevance.’

Brief Introduction: On the Creation and
Reproduction of Forms and Structure
Walter Gropius was the architect of the
“‘Bauhaus Dessau” building, so named and
completed in 1925/26, in connection with
the “Staatliches Bauhaus” school's move
from Weimar to Dessau; Gropius being its

director from 1918-28. A closer study of the
influence of the Bauhaus Dessau building’s
compositional principles makes it clear that
what will later be communicated and reflect-
ed in projects and works of architecture in
the Nordic countries is above all an attitude
to a way of design, a method-of-approach.
For Gropius himself the “New Architecture”
was fundamentally a totality, as he makes
eminently clear in his apologia—an explica-
tion of intent—of 1935, having left the Bau-
haus in 1928 and moved on to practice for a
short time in England.? In it Gropius demon-
strated how architectural Structural Instruc-
tion within the entire Bauhaus teaching is
“a culminating point”. Meanwhile, summing
up the modus of the Bauhaus schooling he
emphasized: “What we preached in practice
was the common citizenship of all forms of
creative work, and their logical interdepend-
ence on one another in the modern world”.3
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In his monograph 1960 on Walter Gropius,
written and published in the US where Gropi-
us was then at the peak of his career, James
Marston Fitch attempted to summarize the
essence of the original Bauhaus Manifesto
from 1919. A relevant main principle affect-
ing architecture is explicated as follows:

"The Baubaus believes the machine to be our modern
medium of design and seeks to come to terms with it’.
All design must recognize this fact of life and
distill a new set of criteria from it. Such a pro-
cess would, for architecture, lead to clear; organ-
ic gform] whose inner logic will be radiant and na-
ked, unencumbered by lying facades and trickeries.*
Here the word “organic”™—an essential con-
cept in Gropius’ architectural thinking—must
surely refer to self-consistency, in accord
with an inner logic. Expanding the concept,
the new striving of architecture propagated
by the Bauhaus teaching soon evolved into a
striving for an organic totality that embraced
not only technology but in equal measure the
social dimension of our existence.
Narrowing an investigation down to mere
reflections of building plan and elements
might therefore be considered to be very
nearly a decapitation of the issue; yet it ap-
pears indicative of the method-of-approach.
Gropius himself had experienced as early
as in 1935 that reception of the concept of

the New Architecture had often been inad-
equate or erroneous, and that assimilation
had proved misguided.

But the development of the New Architecture
encountered serious obstacles at a very early
stage of development. Conflicting theories and
the dogmas enunciated in architects’ personal
manifestos all helped to confuse the main is-
sue. Technical difticulties were accentuated by
the general economic decline that followed the
war. Worst of all, “modern” architecture be-
came fashionable in several countries; with the
result that formalistic imitation and snobbery
distorted the fundamental truth and simplicity
on which this renascence was based.’

Instead, the act of design could apparently
become a matter of imitation. The contem-
porary evidence seems to tell us that the
process of reproducing forms and structure
quickly may become eclectic or even esoter-
ic, while missing the ethics of the content.

In the following brief study here based on the
analysis of a few examples a main question
to be raised is what types of assimilation can
be noted. Is what we shall see happened
in the Bauhaus era of influence a matter of
“objectification” of impulses? The concept
is used in 1999 in chapter four of Panayotis
Tournikiotis’ historiography of the modern ar-
chitecture.® Or is it a matter of “codification”,
as claimed by Henry-Russell Hitchcock in

his epoch-making 1932 presentation of the In-
ternational Style?” Or of consolidation and/or a
changed paradigm for compositional analysis?

A Genealogy of Paradigmatic Works,
1909-1925

From its position in modern historiography
the Bauhaus Dessau building’s paradigmat-
ic composition and design in itself might be
seen as the third instalment in a genealogy
of three Gropius-related buildings of huge
significance for a later development and its
influence.® Here innovative designer Peter
Behrens and his AEG Turbine Factory in
Berlin from 1909 had played a decisive role.
As a young architect Gropius started out as
the chief assistant of Behrens in his studio in
Berlin. Gropius claims in his 1935 explication
of the New Architecture that “it was Behrens
who first introduced me to logical and sys-
tematical coordination in the handling of
architectural problems™. However, in the
course of his association with Behrens and
the discussions with him and other promi-
nent members of the Deutscher Werkbund,
Gropius’ position evolved:

My own ideas began to crystallize as to what

the essential nature of building ought to be. I
became obsessed by the conviction that mod-
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ern constructional technique could not be de-
nied expression in architecture, and that that
expression demanded the use of unprecedent-
ed forms.™

But the underlying, basic need was seen
by Gropius as rationalization in its role of
“a purefying agency”, meaning the use of
new technique in rationalized construction
and the use of what Gropius described as
“new synthetic substances—steel, concrete,
glass” which should actively supersede the
traditional raw materials of construction.” In
Gropius’ Faguswerke in Alfeld-an-der-Leine
which he designed in 1911 in collaboration
with Adolf Meyer his architectural ambition
was amply realized, which makes the build-
ing into this genealogy’s second paradigmat-
ic work. Here the syntax of Behrens’ Turbine
Factory was adapted into a more open archi-
tectural aesthetic. Its famous massive cor-
ners are here of glass. Kenneth Frampton
in his Critical History describes the relation
between the two buildings clearly:

The vertical panels of glazing, set forward
from the battered brick facing, give the illusion
of being miraculous’1¥ suspended from the up-
stand at roof level. This ‘pendant’ effect, plus
the translucent corner, inverts the composi-
tion of the Turbine Factory, the sheer planar

quality of the vertical glass facade being accen-
tuated by the ‘Classical’ entasis of the brick-

faced frame. Despite such transFositions, the
Faguswerk, with its atectonic glazing and its
nostalgia for the Classical, remained subject to
the influence of Behrens.?

Route for and Delayed Time Factor of

Bauhaus/Deutscher Werkbund Influences
Several different waves of influence on ar-
chitectural design came from central Europe
during the first half of the 20" century, from
Germany as well as from the Netherlands
and France, and in the early period, notably
also from England and ltaly. Directing spe-
cific attention to the impact of the Bauhaus
movement the following account is focused
on the period of admittance of pioneering
modernism into the Nordic countries, and
on its consolidation, but also with a more di-
verse conception of building, in the 1950s."

Looking at the route for and delayed time
factor of Bauhaus and Deutscher Werkbund
influences one can see parallel manifesta-
tions originating in a shared or reciprocal
reception of impulses that caused debate at
the time within the Nordic countries.

In focus here is influence that concerns
plan and spatial composition, as well as
some elements affecting building plans, to
some very small extent already from the mid-
1920s, but more particularly from around

1930. From the end of the 1930s and up
to the start of the 1950s this influence in-
tensifies, in particular in the balanced plan
composition; the evolution includes the inte-
grated courtyard which becomes prominent
from the end of the 1940s. “Loans” may be
construed to have concerned design solu-
tions and plan forms on the one hand, and
the spatial grouping of units and the separa-
tion of volumes and functions on the other.
Meanwhile the contemporary rationalist in-
terest in typology and the formation of types
may have served as one triggering factor.

A few public building projects can be said
to have served as a paradigm for composi-
tional analysis, and Gropius’s Bauhaus Des-
sau design from 1925-26 is one such. A year
later the League of Nations competition pro-
ject for Geneva by Le Corbusier and Pierre
Jeanneret became a separate example of a
paradigmatic influence that was clearly de-
layed, but which later gave rise to fundamen-
tally fresh plan analysis in some cases. And
when it comes to city hall projects the delay
of Nordic impact becomes a rule; however,
such delay varies considerably between the
different Nordic countries. It manifests itself
in shifts and within different areas of design
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activity. Apparently one reason for that can
be attributed to the level of cultural activity of
different individuals and groupings which in
itself was affected by the national, economic
and political context.

Two aspects of the study of influences can
merely be mentioned here. An engagement
in social and socioeconomic conditions has
dominated as a steering factor within the
Nordic evolution of modernism in architec-
ture in all the Nordic countries ever since the
1920s, finding its main focus within residen-
tial planning and design, and in an exten-
sion, in urban design. International influence
within these areas has undergone continual
historiographic and critical scrutiny and map-
ping, much of it well published within the in-
dividual Nordic countries and by now widely
established.’ While on the other hand, the
aspect of inter-Nordic influence sometimes
following local international impact deserves
specific study. One may ask if at times an
inter-Nordic domino effect could be said to
have occurred.

Relevant here, then, is the discrepancy be-
tween the manifestation of decisive news in-
ternationally in relation to its essential break-
through within the Nordic countries. The

publications of the international avant-garde
in relation to the accounting for it in the Nor-
dic countries were two separate scenarios.
Therefore there were some extreme limits
to what one generally may have assimilated
of reeking hot news from the outside when it
comes to the actual situation of a competi-
tion for a public building. Le Corbusier’s and
Walter Gropius’s works and experimental re-
sults from the 1920s onwards were in each
case published almost consecutively as they
appeared, under the architects’ own super-
vision; in Gropius’s case—among other ti-
tles—in the two series of Bauhausblicher.'®
This was done alongside the publications
of the works of the rest of the international
avant-garde, communicated under the gen-
eral concept of internationale Architektur.'®
Meanwhile, the journals of the Nordic archi-
tectural associations published lists of foreign
literature and mentions of articles in the for-
eign journals worth paying attention to. This
was done in different ways in each country;
it should just be mentioned here that on this
count Finnish Arkkitehti/Arkitekten took a
strong, leading position through their monthly
issues, accounting for the essential content
of a very great number of international jour-

nals, starting in 1928; from 1934 one passed
on to editing the mentions of articles into
categories and according to topic."”” While
the Swedish Byggméstaren, referring to the
usefulness of “the international exchange of
ideas and experience”, at the start of 1931
printed a complete list of the subscriptions to
foreign journals, at that time 43, by the jour-
nal’s library.'®

In Denmark one behaved differently. The
periodical Kritisk Revy which became influen-
tial particularly in Norway and Sweden, was
published in eleven issues between 1926
and 1928, but it is considered to be the only
one among the contemporary Danish publi-
cations which gives evidence of the actual
reception of new architectural impulses and
ideas from Germany. Its message was a cul-
turally broad one, with contributions from the
visual arts, music and literature and with crit-
ical texts on a number of societal issues. Its
promoter and chief editor Poul Henningsen
was the designer of the soon famous PH
lamp, while the frequent collaborator/con-
tributor Norwegian-Danish architect Edvard
Heiberg campaigned for socialist ideals; he
had both studied at the Bauhaus in 1928 and
returned there to teach briefly in 1930 under
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the directorship of Hannes Meyer who entirely
changed the previous aesthetic teaching ap-
proach to an entirely socially praxis-oriented
one." Among other contributors to Kritisk Revy
was Alvar Aalto, who had been introduced to
the German new architecture—though never
himself reaching Bauhaus Dessau—by the
older Swedish internationally motivated archi-
tect Sven Markelius who had visited there in
1927, making friends with Walter Gropius.?°
Before that, Heiberg had already in 1924 de-
signed his own house in Virum, northwest of
Copenhagen, a preliminary touchdown of the
new architecture in the Nordic countries, re-
flecting the Bauhaus experimental villa Am
Horn by Georg Muche from 1923.

Generally speaking, in the period around
1930 there was notable activity on the part
of certain Nordic architects engaging in inter-
national study visits, friendships, exhibitions.

For both Gropius and Le Corbusier the rapid
publishing of results was per se in the nature of
the mission of pioneering modernism, as were
frequent public appearances and lectures. In
March 1928 Gropius visiting Stockholm for the
first time gave a lecture on modern architecture
and industrial art, returning in October 1931 to
lecture specifically on the rationalization of

the building industry; this lecture was pub-
lished in Swedish translation in Byggmaés-
taren.?" Le Corbusier visited Sweden and
Norway in 1933, giving lectures which were
reported in the architectural journals, being
at the time already an international celebrity.

Yet it is striking that in the Nordic countries
in 1925-35 it is only a relatively small num-
ber of architects engaged in independent in-
quiry, who take on board or spread further
any essential knowledge of this theoretical
development. Furthermore, from the end of
the 30s non-radical tendencies, later dubbed
“new empiricism”, make inroads, in part due
to a growing scarcity, caused by the world
war conditions, of the industrial materials,
steel and glass as well as concrete, that
were favoured by rationalist construction.

It should be emphasized, too, that after the
closure of Bauhaus Dessau in 1932, and of
the Berlin Bauhaus in January 1933, in spite
of some continued cultural exchange in 1933,
Third Reich architectural preferences could
hardly be honoured in the Nordic countries.??

However, for architects engaged in com-
petition projects Walter Gropius’s analyses,
aiming for systematic and partly industrial-
ized construction, would have been highly

relevant, as they found expression in new
plan solutions where separate elements and
volumes were possible to re-combine; these
were suited for adaption within monumental,
public or institutional architecture. Such solu-
tions were in organic congruence with func-
tional modernism’s paradigmatic philosophy
of composition which had found its mature
expression in Gropius’s design of the Bau-
haus building in Dessau in 1925.

What we see, then, is that the interest
among progressive architects who were
willing to experiment was above all direct-
ed towards Germany—from the Finnish and
the Swedish side, as well as from Denmark.
Their attention also included individual practi-
tioners and groups in France and the Nether-
lands, in particular, which was a main source
of Norwegian aesthetic architectural interest.
At the same time, among some younger ar-
chitects in Norway in 1933 it was a socialist
engagement with housing that came to the
fore and became dominant.z

Examples of Influence of the Bauhaus
Dessau Building and Its Plan Form

When studying Nordic city hall projects in
the 1930s to 50s it turns out that there are
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Figure 2. Walter Gropius, the 2nd project
for an Academy of Philosophy, Erlangen,
1924. Bloxham Zettersten, Nordiskt pers-
pektiv pa arkitektur, 111.

3
l-“ﬂﬂﬁ ] clear examples of radical German influ-
l"_,’lﬁl' o . .
ﬂ»”'pp v ence notably in Finland both in competi-
1L “a"“ tion projects from the 1930s and in the odd
’ completed building. When it comes to the
Bauhaus Dessau building specifically, it
has been seen as “the built manifesto of
the Bauhaus system”.?* Frampton sees it

as Gropius’s mature implementation of the

Figure 1. Photo of a model of Bauhaus Dessau, viewed from the northeast. Bauhaus-Archiv  Neue Sachlichkeit/New Objectivity ideology

Online, https://www.bauhaus.de/en/sammlung/6299_sammlung_online/. being developed in Germany, Holland and
Switzerland in 1923-33 and upheld by the

Deutscher Werkbund.?® Its impact of course
also reached Finland.

-1
- ’;'Irl
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But what is it that makes this building influen-
tial? The new composition principle demon-
strates an asymmetrical grouping of volumes
which here also, on top of it, assumes a cen-
trifugal, pinwheel form. This was entirely new.
And the construction includes the non-orna-
mented wall planes, the suspended glass
panels and the suspended glass fagade in
the workshop wing, which had previously first
been tried out by Behrens in his Turbine Fac-
tory, to be elaborated and refined in the two
paradigmatic Gropius buildings discussed
above. The fagades of the Bauhaus building
exhibit a new, sheer planar quality which be-
came a trademark of the Neue Sachlichkeit
movement [Figure 1].

Gropius wrote about the Bauhaus teach-
ing principles that a “modern building should
derive its architectural significance solely
from the vigour and consequence of its own
organic proportions”. The old solid walls and
massive foundations of masonry must van-
ish, and with them “the old obsession for the
hollow sham of axial symmetry [...] giving
place to the vital rhythmic equilibrium of free
asymmetrical grouping”.2®

An embryo of the Bauhaus Dessau plan
may be found in the Academy of Philosophy

plan for Erlangen from the previous year,
1924, by Gropius and Meyer; this is particu-
larly evident in the 2" project by Gropius
[Figure 2]. And it is in the competition for a
city hall in Kotka, Finland, in 1930 that one
group of projects show a similar interest in
the asymmetrical grouping of volumes that
have been differentiated as to function, a
plan form that had become very popular at
the time [Figure 3].2” And the way that the
grouping of volumes was often resolved was
through variations of the use of the L-plan.
For example, as a double-L figure with an
extra twist to the tail, as in Yrj6 Lindegren’s
awarded project (“10 pennis stampelmarke”)
[Figure 4]; in an anonymous project (“Tecknad
gyllene fagel”) [Figure 5] the extra twist of the
double-L figure forms the wing containing the
council chamber — which can be seen as a
copy of the Bauhaus Dessau plan, but with
the rotating 3 wing left out.

In both projects one also finds the side
corridor system favoured by Gropius and
the Neue Sachlichkeit movement, which was
advocated for institutional and office build-
ings as it allows daylight into the corridor.
It is prominently used in the first Erlangen
project, while refined to a single corridor ele-

ment in the 2" project. In the Bauhaus Des-
sau plan it was used in the famous bridge
element connecting the two main volumes,
while also allowing the use of an expanse of
glass window. [Figures 6-7].

It is this bridge element feature — a direct
quote from the Bauhaus Dessau compo-
sition and plan, though lacking that 3™ win
— which is strikingly used by Risto-Veikko
Luukkonen twenty years later in the town hall
in the municipality of Valkeakoski, 1950-56,
in a forested region in south central Finland
[Figures 8-12].28 The use of the bridge ele-
ment here is the principal architectonic and
functional idea of the design. The bridge ele-
ment, supported by six pillars, spans a wide
opening that connects the exterior, the en-
trance side of the building, with the interior of
the building site on a downward slope which
is then bordered by the town canal. Its very
function was the creation of this visual and
symbolic link between the town hall and the
canal area with the industry behind it which
is the heart and the livelihood of the munici-
pality. The side corridors on the two storeys
of the bridge element with their horizontal
ribbon windows — which was another feature
of the Neue Sachlichkeit ideology — allow the
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Figure 3. Series of plan forms, competition projects for a city hall in Kotka, Finland, 1930. Gerd Bloxham Zettersten, Nordiskt perspektiv
pa arkitektur, 109.

Figure 4. Yrj6 Lindegren'’s project (“10
pennis stampelmarke”), 3rd prize, for
a city hall in Kotka. 1st, 3rd and 4th
floor. Bloxham Zettersten, Nordiskt
perspektiv pa arkitektur, 110.
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il 3 . Figure 5. Anonymous competition project (“Tecknad
' o gyllene fagel”) for a city hall in Kotka. Perspective
sketch and plan. Bloxham Zettersten, Nordiskt
perspektiv pa arkitektur, 111.

Figure 6. Bauhaus Dessau, ground plan. Bauhaus-Archiv

Online, https://www.bauhaus.de/en/sammlung/6299
sammlung_online/.
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sau, first floor plan. Bau-
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Figure 8. Risto-Veikko Luukkonen,
e ' « *  municipal hall in Valkeakoski, plans 1st
e | and 2nd floor, 1955 (1950). Bloxham
L ‘ | Zettersten, Nordiskt perspektiv
pa arkitektur, 323; Valkeakoski
Municipality.
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Risto-Veikko
Luukkonen, municipal hall
in Valkeakoski, 1956. The
bridge element with its

Figure 11.

side corridor. Photo: Gerd
Bloxham Zettersten.

Figure 12. Bauhaus Des-
sau, interior of bridge ele-
ment with side corridor,
view towards the south
and the workshop wing
with its curtain walls.

view towards the centre of the municipality
[Figure 13] .

Meanwhile, in the Valkeakoski town hall
the suspended glass facade, a prominent
feature famously used in the Bauhaus Des-
sau building on its workshop wing as a “cur-
tain wall”, is here used more modestly to
expose the main staircase, which appears
in a side-ways view behind a large glass
window [Figure 14]. This usage was already
becoming an ubiquitous feature on large
public buildings in modernist architecture. A
variant, more advanced usage is seen in the
city hall in Rgdovre, Denmark, from 1954—
56, by internationally known modernist ar-
chitect Arne Jacobsen; here the suspended
steel staircase is turned with its front facing
the suspended glass fagade which forms the
entire back wall of the main volume [Figures
15-16].

As regards the white, non-ornamented wall
planes and sheer planar quality so promi-
nent in the Bauhaus Dessau building, it had
made inroads — also by way of the Deutscher
Werkbund Stuttgart residential exhibition of
1927 — in Nordic modernist architecture al-
ready by 1930; the groundbreaking Stock-
holm exhibition of that year established it as
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Figure 13. Risto-Veikko Luukkonen, municipal hall in Valkeakoski, winter view from the canal. The international architecture reference is
obvious. Bloxham Zettersten, Nordiskt perspektiv pa arkitektur, 333; photo: Rauno Mantyla, Valkeakoski Municipality.
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Figure 14. Risto-Veikko Luukkonen, municipal hall in Valkeakoski, photo showing the

main staircase behind a glass panel facade, connecting the council chamber wing and
the bridge element. Bloxham Zettersten, Nordiskt perspektiv pa arkitektur, 326; Museum
of Finnish Architecture.

the new mode. For the purpose of resisting
damage from the acidity of the air caused by
the industry, the Valkeakoski variant solution
was found to be the use of light-coloured
flat tiles, specifically invented and fabricated
while at the same time adapting the modern-
ist “whiteness” as a signal consistent with
the new architectural ideology.?® It is being
made clear that the token of the time was a
neo-rationalized functionality in the order of
the pioneering modernism; as a building ex-
hibiting a public symbolic status it must also
be characteristically elegant.

In the Bauhaus Dessau building Gropius
had given the three wings distinctly differ-
ent functions: class rooms in the north wing,
administration in the bridge element, work-
shops in the spacious south volume, student
hostel in the east wing, which was connect-
ed through a lower building link to the school
wings via a Kantine (canteen) and an Aula
(auditorium). The identification of function
with building volume within an institutional
complex was new. As the needs grew in the
Nordic countries during the 1930s and 40s
for combinations of different functions, both
administrative and cultural, within a city hall
complex, so did the variants of syntax of plan
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Figure 15.
Redovre, 1954-56. The suspended steel
staircase in the main lobby facing a cur-

Arne Jacobsen, city hall in

tain wall, towards the back. Bloxham Zet-
tersten, Nordiskt perspektiv pa arkitektur,
342; photo: Striiwing.
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Figure 16. Arne Jacobsen, city hall in Redovre, drawing. Section through the lobby in

the main building, and the corridor connecting it with the council chamber. Bloxham

Zettersten, Nordiskt perspektiv pa arkitektur, 340.

forms develop into a wealth of solutions. The
result could at worst become a “conglomer-
ate” of building units of monumental size, ill
befitting a small-town urban profile, some-
thing which was debated in Sweden and
Norway in 1940—42.3° In contrast, one ear-
ly, celebrated example of a combination of
functions — for the addition of a cinema and
library — was the competition for a city hall
for Sgllerad in Denmark in 1939, where the
program had specified the use of two main
building volumes. It resulted in several solu-
tions of groupings on the spacious grounds,
but the winning project (built in 1940—42) by
Arne Jacobsen and Flemming Lassen was

instead a single body of two connected,
same-directional wings that were elegantly
staggered in relation to each other.®'

One final, mature example of the asymmet-
rical grouping trend may be included here.
This is Yrjo Lindegren’s winning competition
project for a city hall in Kajaani, Finland, in
1950, which was never built.*? It was to in-
clude an assembly hall that could also dou-
ble as a theatre, as well as a court unit and
a library. The basis for Lindegren’s solution
was a large square courtyard, almost entirely
built around, but with an opening towards the
city beneath a bridge element in one corner.
This yields an asymmetrical U-plan figure of
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low buildings, which at each end of the U ter-
minates with a larger building volume placed
diagonally across from one another as mark-
ers, the taller one containing the administra-
tion offices and session rooms, the other the
assembly hall. Meanwhile the diagonal axis
from the portal across the city hall courtyard
leads up a slight incline into an opposite,
barely pointed corner [Figures 17—18]. It was
the courtyard figure or piazza that had taken
over the interest of the architects in monu-
mental projects in the 1940s.%3

Consolidation in the 1950s? A Con-
clusion

By the mid-1950s when the Valkeakoski mu-
nicipal hall was built the architectonic signals
of international aesthetic affiliation were al-
ready taken for granted, having become an

Figure 17. Yrj6 Lindegren, sket-
ch in connection with the com-
petition for a city hall in Kajana/
Kaajani 1950; perspective, pencil
drawing. Bloxham Zettersten, Nor-
diskt perspektiv pa arkitektur, 172;
Museum of Finnish Architecture.

Figure 18. Yrj6 Lindegren, compe-
tition project for a city hall in Ka-
jana/Kajaani 1950, 1st prize. Two
facades and situation/1st floor
plan. Bloxham Zettersten, Nor-
diskt perspektiv pa arkitektur, 173.
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explicit trend in Finland. However, this was
not the case when the building was first
designed in 1950. Instead this very project
belonged to the vanguard of the reaction to
postwar general empiricism which had been
setting in within the Nordic countries, as
stated above. The fundamental idea of the
project solution, its plan and its construction
— which in themselves are early examples
of the 1950s’ favouring of the grid plan and
construction using prefabricated elements
— is taken further in the choice of materials
and the new constructional solutions that are
reached five years later.

Generally at the start of the 1950s there
are new pressures dictated by economy
and technology which affect the process
of production within architecture; rationali-
zation and industrial construction become
increasingly essential.®* The central ques-
tion, raised in the introduction, of “objectifi-
cation” vs. “codification” of impulses has lost
meaning by now. What could be seen in the
Valkeakoski process was how decisions on a
local level were being steered by controlling
factors in the period, but are taken advan-
tage of locally in new on-the-spot solutions.
In a comparison the contemporary Radovre

T

Figure 19. Arne Jacobsen, city hall in Radovre, facade seen from the west with the council

chamber wing before it. Bloxham Zettersten, Nordiskt perspektiv pa arkitektur, 343; pho-

to: Strliwing.

city hall, mentioned above for its suspend-
ed steel staircase, differs entirely through its
process of rationalized prefabrication and
the dominant use of glass, itself a result of
a fascination for technology which is guided
by both economic and aesthetic factors [Fig-
ure 19]. The accelerating technologization of
international building construction is here for
the first time in a monumental building task
in the Nordic countries employed as an end
in itself.

This development was criticized by some
contemporary architectural writers. Even if,
in a benevolent and accommodating read-

ing, one could here characterize it as a
meeting between two opposed ideologies: a
dominant objectivist philosophical stand and
a more diffuse, romantic subjectivity. At the
same time the development was seen as a
betrayal of the central principle of the pioneer-
ing modernism of the 1920s and 30s, now an
aestheticized and mannered neo-functional-
ism which was the opposite of the objective,
generative modus and spirit of the modernist
pioneers. Here we may compare with Gropi-
us’ early vision of vibrant, organic architec-
tonics brought into life by an animated yet
rational, “machine” method-of-approach:
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The artificial desires to conquer the natural, to
find release from the antithesis in a new kind
of fusion: this process is realized in a struggle
of spirit with material. The spirit creates a new
kind of life which is different from nature’s.”

This proposal for an awakening had at first
inspired the Nordic pioneers. However, a
conclusion appears to be that the consoli-
dation seen in the 1950s is two-faced. The
paradigm for compositional analysis has
changed with the times. The fact is that in
the 1950s the development had moved on,
but it could not have taken the form it did
without the initial impetus created by that
inspired building, the Bauhaus Dessau, in
its function as a breakthrough and as the
initiation of ideas within the early Bauhaus
movement. Stating anything else would be
a counterfactual argumentation. There were
complex, related, international influences
at play. What we see happen exemplifies
an ongoing historical evolution in our time.
Therefore, discussing on the basis of plan
form and building elements what types of
assimilation may be seen by the 1950s as
a post-Bauhaus phenomenon appears a bit
too indefinite an exercise. The delineation of
an evolution should suffice.
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The Influence of German Siedlungen and Bauhaus on
Helsinki’s Prewar Housing Companies

Juhana Heikonen

This article sheds light on the Bauhaus move-
ment and other types of German influence
on 1930s housing companies in Helsinki by
reassessing their reception by the Finnish
architectural press at the time." Unlike pub-
lic sanatoriums, schools, libraries, and so
forth, the housing companies were formed
autonomously without control from above.
Functionalism, as the Finnish interwar archi-
tecture is called, had reportedly arrived from
Sweden through the close contacts between
Finnish and Swedish architects. The main
channels of influence were the joint Nordic
conferences and other types of coopera-
tion.2 However, there is little direct proof of
this transmission, and most such proof is
circumstantial. This paper evaluates both

circumstantial and architectural evidence re-
garding German influence in the interwar pe-
riod. Even though the scope of the Bauhaus
movement and German influence is broad,
ranging from town planning to spatial ar-
rangement, the focus is on a single decade,
a single building type, in a single city.

The greatest achievement of the Bauhaus
movement in terms of volume was the new
approach to affordable housing. However,
the Bauhaus movement itself resulted in
only a small number of architectural works,
except for architect Walter Gropius’ (1883—
1969) own architectural practice with his
students. The main volume of new buildings
was the work of such architects as Ernst May
(1886-1970), Bruno Taut (1880-1938), Mar-
tin Wagner (1885-1957), Hans Scharoun
(1893-1972), and Hugo Haring (1882—
1958). Both teachers and students were in-
volved during the 1920s and 1930s in new

large-scale housing projects in Frankfurt,
Berlin, and other German cities, as originally
required by the new Weimar constitution of
1919, which attempted to tackle the housing
crisis via new financing models. These new
Siedlungen (subsidized housing estates)
were made possible by the earlier models of
Baugenossenschaften, or housing coopera-
tives.® which acted as the main contractors
and owners of the property and were par-
tially subsidized by the city or the state. This
form of cooperative building was naturally in
line with Walter Gropius’ 1919 manifesto and
based on cooperation between different par-
ties.

The Finnish Joint-Stock Housing Com-
panies, or Asunto-osakeyhti6 (Bostad-
saktiebolaget)

The city of Helsinki did not have the re-
sources to subsidize any kind of housing,
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and thus, the housing crisis was dire. How-
ever, the Finnish 1926 Asunto-osakeyhti-
Olaki, which replaced the 1895 Limited Li-
ability Companies Act previously used to
form jointly owned real estate ventures was
partially developed for this purpose: to help
build, finance, and maintain jointly owned
real estate properties.* In short, a housing
company is a normal joint-stock company
that enables the stockowner (in many cases
the owner-occupier, the thus habits and the
apartment corresponding the stock) to own a
specific flat. This new system enabled both
the stockowner and the company to borrow
money and finance the operation. This also
enabled lending banks short on capital to
borrow from abroad. Founding a company
was a surprisingly effective way to battle the
housing shortage, and it was also favored by
the mainly social democratic cooperatives,
which functioned as umbrella organizations
for their members. The law proved to be a
success both in increasing housing produc-
tion and competition.

The Finnish Asunto-osakeyhtié is a similar
housing arrangement as with various type
of American condominiums, Wohnungs-
eigentiirmergemeinschaften,® and so forth.

However, since the Finnish arrangement is
legally a joint stock company, the history of
mass housing in Finland differs from the rest
of Europe. The housing company is based
on private home ownership, comparable
to real estate ownership, and therefore it
should not be confused with various forms of
tenant housing, although the stockowner is
fully capable of renting out the apartment. In
practice, this means that jointly shared real
estate properties are built, traded, and ad-
ministered as a joint stock housing compa-
ny.5 Compared to the widespread Swedish
bostadsrétt system (Dauerwohnrecht, right for
long term rent), which is as a system more
closely resembling German models, the
Finnish model was based on self-organizing
and was more independent. Since the devel-
opers differed for each house, the houses
also architecturally differed from one another
based on personal preferences and were not
part of some centrally organized greater enti-
ty (as in Germany).

The founders of these companies varied
greatly. The majority were normal develop-
ers who built to sell. Those in the minority
included the state, cities, Finnish co-ops
and various ad hoc groups, such as railroad

workers, bankers, professors, or officers.
They hired their own supervisors, builders,
and other experts, and, as can be expect-
ed, oversaw the work of the architect as well.
In all cases, the city of Helsinki provided the
town plan and sold or rented the land.

Foreign Influences

The earliest and still one of the best accounts
of Helsinki’'s prewar housing situation has
been written by architect Hilding Ekelund,
Helsingin kaupungin historia (1962).” In
Ekelund’s view, the prewar influences came
first from Sweden, Denmark, and ltaly and
then later Germany. According to Ekelund,
Finnish functionalism was influenced by the
1930 Stockholm exhibition, but the influence
had been greatly overestimated in later re-
search.® The production and design of Hel-
sinki’s housing companies, and the profes-
sional press of the time, support Ekelund’s
claim.

Later studies have placed more impor-
tance on Nordic co-operation but offer no
decisive conclusion as to which source was
the most important since the new influences
were brought to Finland by individual archi-
tects. The Swedish influence has been em-
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phasized by Riitta Nikula and Pekka Helin
as well as Petri Neuvonen in the updated
reprint of the history of apartment buildings
from 1880 to 2000.° According to Raija-Lii-
sa Heinonen, the new wave was driven pri-
marily by architects Alvar Aalto (1886—1976),
Erik Bryggman (1891-1955), and Pauli E.
Blomstedt (1900-1935), followed by Hild-
ing Ekelund (1893-1984), Erkki Huttunen
(1901-1956), and Yrj6 Lindegren (1900-
1952). These architects stood somehow in
opposition to, according to Heinonen, the
old guard of Sigurd Frosterus (1876—1956),
Armas Lindgren (1874-1929), J. S. Sirén
(1889-1961), Eliel Saarinen (1873-1950),
and Lars Sonck (1870-1956). While Heino-
nen’s seminal work on Finland’s early func-
tionalism does not concentrate on the influ-
ence of German Siedlungen or the Bauhaus
movement as such, it also finds the German
influence especially important with respect
to town planning and public buildings.°
Hence, the present article concentrates on a
different group of architects and genre than
previous research. Architect Kirmo Mikkola
(1934-1986), in Transition from classicism
to functionalism in Scandinavia (1985), has
summarized the Nordic influence as fol-

lows: it was vital for 1920s classicism, which
gave birth to functionalism.” Even though
this transition included both public buildings
and housing in the Nordic countries, Finnish
housing took a slightly different route to func-
tionalism due to private funding.

Research on German Siedlungen, or Bau-
haus influence, has mostly focused on the
Congrés internationaux d’architecture mod-
erne, or International Congresses of Modern
Architecture (CIAM), on building fairs, or in
some cases, on direct person-to-person in-
fluence, like in the case of Aino (1894—-1949)
and Alvar Aalto. Recent important studies
include the Bréhan Museum’s exhibition
publication Nordic Design. Die Antwort aufs
Bauhaus.? However, this publication does
not focus on housing except for briefly men-
tioning Aalto’s two housing companies in
Turku (1929). Regarding German influence
in general, Atli Seelow argues that German
influence was crucial in the development of
1930s Swedish architecture. Seelow also
suggests that functionalism arrived in Fin-
land through the work of Swedish architect
Sven Markelius (1889-1972)."* Markelius
certainly had influence, but his own contribu-
tions to housing were modest, namely in the

form of Berget 10 (1930) and Kollektivhuset
(1935) in Stockholm. These projects do not
bear much architectural similarities to Finn-
ish examples.

The general research literature on hous-
ing companies in Finland includes Kerrosta-
lo 1880-1940, Kansanosake - Suomalaisen
asunto-osakeyhtién vaiheet, and Arkkiteh-
tuurimme vuosikymmenet 1930-1950." The
most comprehensive architectural study on
housing companies in Helsinki is Tommi
Lindh’s Tédél6laisfunktionalismin 4 vaihetta.
The study concentrates both on changing ur-
ban planning practices, the developers, and
the lesser-known architects responsible for
the new functionalist housing architecture.
Lindh finds Hamburg’s new Siedlung archi-
tecture the most comparable to Helsinki’s
functionalist architecture.'

In Finland, architectural style and thinking
changed swiftly from Nordic Classicism to
functionalism at the end of the 1920s and ear-
ly 1930s. Even though it is nearly impossible
to pinpoint how or why such a turn occurred,
it has been quite generally thought that most
of the influence came through the close col-
laboration among Nordic architects, such as
Finnish architects Alvar Aalto, Erik Brygg-
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man, and Hilding Ekelund collaborating with
their Swedish counterparts Sven Markelius
and Gunnar Asplund (1885-1940). Indeed,
the ties were close especially because of the
common language they all used — Swedish.
However, there is also a different line of en-
quiry that concerns Finnish architects travel-
ing to Germany and the resulting close col-
laboration, such as in the case of Alvar Aalto
and Aarne Ervi (1910-1977).

The building and architectural press was
mainly interested in trends in the U.S., the
Netherlands, Denmark, Sweden, and Germa-
ny. On the quantitative level, the Dutch and
the Germans were quick to build much new
modern housing, unlike the Danes, Swedes,
or even the French. Did architects travel to
see the new types of architecture, then? Yes,
they did, and Germany would have been the
first choice for most. Beginning in 1914, the
new steamship Ariadne took travelers from
Helsinki to Stettin in just two days on a week-
ly basis. The focus of this article is on Bau-
haus architects such as Walter Gropius and
Ernst Neufert (1900-1986), their work, and
their possible influence on Finnish housing
company architecture through an assess-
ment of the Finnish architectural press and

how it was stylistically or methodologically
influenced by the Bauhaus movement.

The Developers

Even though the construction activity of hous-
ing companies in Helsinki was first popular
among the owner-occupiers and related in-
vestors, professional developers and master
builders came along at the beginning of the
1920s. One of the most productive was mas-
ter builder Leuto A. Pajunen (1888-1950),
who built and founded especially so-called
communal kitchen housing companies,
where even the largest apartments rarely
had fully equipped kitchens. This was not
due to Soviet-inspired constructivist housing
with similar arrangements, but instead, due
to post-war inflation and a lack of means to
afford private services. Food was prepared in
the communal kitchens and sent to the apart-
ments via service elevators. Pajunen built
these communal kitchen houses between
1920 and 1927. The journal Rakennustaito
later remarked on Sven Markelius’ collective
house (Kollektivhuset) in Stockholm by say-
ing that Pajunen had already done the same,
but it was never successful.'® Architects Elna
Kiljander (1889-1970) and Gustaf Strengel

(1878-1937) were more positive in their re-
views due to far better other communal ser-
vices in Kollektivhuset."

In the 1930s, many professional develop-
ers and master builders started to unite and
take charge of constructing and founding the
housing companies. Before the 1929 finan-
cial crash, the more adventurous developers
had caused many bankruptcies and a lot of
negative publicity. For this reason, and for
security reasons with respect to future stock-
holders, many developments were arranged
among trusted friends, colleagues, or trade
union members. Some of the professional
developers and master builders returned
and, for example, in Pajunen’s case they
did so with a modern touch. The change
from stripped-down classical architecture
to functionalism is noticeable, since Pa-
junen’s own designs were widely consid-
ered of poor quality, with overly large frame
depths, dark hallways, and unpractical
plans. In a joint project with his colleague
Uno Lehtinen (1934), differences in quality
could still be observed between the neigh-
boring houses, since Lehtinen hired archi-
tect Helge Lundstrom to design his own
half of the joint project.®
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Until the 1929 financial crisis, most of Hel-
sinki’s housing company developers and
founders were owner-occupiers. By the time
building activities resumed in 1934, this had
changed to the economic benefit of com-
mercial developers. This naturally caused a
great uproar among the general public, and
new nonprofit developers, such as HAKA,
SATO, Asuntoemissio Oy, and Asuntohan-
kinta Oy, were founded to meet the needs
of lower income families.’® This was also
due to Social Democratic Party winning the
Conservative Party in Helsinki’'s communal
elections (1930-1945). Co-operatives like
HOK and Elanto had also been quite active
in building small-scale housing companies
for their members, which were purchased in
installments or via direct housing company
loans. The early adoption of functionalist de-
sign can also be seen in these projects.

Of the developers working at the time,
Lauri and Lasse Reitz especially promoted
functionalist architecture by architect Jalmari
Peltonen (1893-1969), who designed major-

]

Tz

Figure 1. As. Oy Helsingin Débelninkatu 3 (street view and plan on left side, Leuto A. Pajunen, 1934) and As. Oy Débelninkatu 1
(street view and plan on right, Helge Lundstrém, 1934) show the preferences of two different designers, even though the faca-
des are near identical except for the pompous marquee in Pajunen’s design. Rakennustaito, no. 19 (15.9.1934): 19-20.
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Figure 2. As. Oy Paaskylanrinne (Georg Jagerroos and Antero Pernaja, 1933), built by the
HOK-Elanto cooperative. HOK-Elanto built several housing companies for their members du-
ring the 1930s. One of the common features of these companies was Elanto groceries, or ot-
her cooperatives services, such as restaurants. Helsinki City Museum.
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ity of their projects.?° Jalmari Peltonen’s most
famous housing company was most proba-
bly As. Oy? Etela-Hesperiankatu 22, which
was built for Lauri Reitz personally and is
still owned by the foundation he created.
One of its distinctive characteristics is the fa-
mous restaurant Elite, designed by designer
Werner West (1890—-1959) and realized by
Stockmann/Keravan Puusepanteollisuus Oy.
Another good example is As. Oy Topeliuk-
senkatu 1, by Reitz and Peltonen. The mon-
umental stairwells of this corner house are in
the style of Weile Stadt in Berlin.?2 However,
Reitz did not share the modern German idea
of creating small frame depths for reasons of
cost effectiveness.?® This marks one of the
main differences between the Finnish and
the German developers.?* Though Finnish
architects mostly agreed publicly with the
Germans, they did not always follow the Ger-
man example in their work.

The main problem when discussing func-
tionalist, or Siedlung, influence on the hous-
ing companies in Helsinki had to do with the
adoption of new architectural ideas into an
older grid town plan. In Germany, or Swe-
den, most modern architecture was built
carte blanche on no previously existing town

plan. This would change after the Meilahti
district master plan was approved in Helsinki
1939. In most cases, the influences of the
developers and architects can be seen in the
apartment plans, fagade detailing, and con-
struction technology. The Siedlung would be
fully adopted after the war.

The Nordic Building Forums and Oth-
er European Fairs

Nordic building forums were organized in
Stockholm (1927), Helsinki (1932), and Oslo
(1938). They have been considered very
important for the exchange of ideas and ar-
chitectural development in Finland. Other
major Swedish building fairs have also been
considered crucial for the turn in the 1920s
from Nordic Classicism to functionalism.?®
Especially the Stockholm Exhibition (1930)
showcased functionalistic architecture in the
Nordic countries and was inspired by Stutt-
gart’'s Weissenhofsiedlung (1927). Though
such influence cannot be disputed, it is im-
portant to remember that at this point func-
tionalist architecture in the Nordic countries
was still quite limited, or almost non-existent.
The exhibitions did not showcase new hous-
ing as such. CIAM was another influential

and widely publicized disseminator of ideas,
but Alvar Aalto was the only Finnish member
of the organization.

Alvar and Aino Aalto had personal con-
tacts with those in the Bauhaus movement
and within CIAM circles. Alvar Aalto visited
the Nordic building forums and new German
Siedlungen estates and participated as the
sole Finnish architect at the 1929 Frankfurt
congress.? A particular Finnish architectural
highlight of 1929 was the 700-year anniver-
sary of the city of Turku. The journal Arkki-
tehti devoted its June edition solely to it. The
fairground pavilions, designed by Alvar Aalto
and Erik Bryggman, were laid out like a Ger-
man Siedlung housing estate and the kiosks
were clearly modeled according to German
and Dutch examples with overlapping graph-
ics.?

In 1930, a minimum apartment exhibition
(Pienasunnon rationalisointindyttely) was
arranged in Helsinki Kunsthalle. The main
curators were Alvar Aalto and P. E. Blomst-
edt.?® In this exhibition, Aino Aalto’s first stan-
dard kitchen was also on display. The Nordic
Building Forum of 1932 in Helsinki was far
larger and considered a success. One of the
highlights was the lamella competition, and
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Figure 3. Southwest Finland Agricultural Cooperative Building, Turku,
Alvar Aalto, 1928. Photo: Gustaf Welin, Museum of Finnish Architecture.

which showcased the cutting edge of mod-
ern housing architecture and master plan-
ning. Contributors included P. E. Blomstedt,
Ekelund, Bryggman, and Kaarlo Borg.?° At
least for the Finnish architects, the long and
thin lamellas of the competition would al-
ready have been familiar from German archi-
tectural publications on the new Siedlungen
housing estates and Deutsche Bauaustel-

lung (1931) or from the Weilkenhofsiedlung
lamella itself (Mies van der Rohe, 1927).
The subsequent 1934 Standard exhibi-
tion in Stockholm received a crushing review
from Hilding Ekelund.?® All in all, most of the
architectural press seemed more interested
in Sweden’s far better and more numerous
public housing estates and their efficiency.
This can be read in several accounts from

Figure 4. Standard Tenement House, Turku, Alvar Aalto, 1929.
Photo: Aino Aalto, Museum of Finnish Architecture.

Finnish housing congresses organized at the
time to tackle the housing shortage both in
cities and the countryside.?' Even though the
Finnish architectural publications’ focus on
foreign projects was limited, except for trav-
el reports, the near absence of a focus on
Swedish projects is remarkable. Even though
Sweden hopped onto the Siedlung housing
estate bandwagon in the mid-1930s, archi-

47

N Tahiti 1/2021 | Articles | Heikonen: The Influence of German Siedlungen and Bauhaus on Helsinki’s Prewar Housing Companies



tect Arvid Stille’'s (1888-1970) impressive
Gardet in Stockholm was only mentioned in
passing in Byggaren (7/1934), or else anon-
ymously mentioned by Hilding Ekelund in the
context of the Etu-Reijola town plan.

What received wider publicity in the Finn-
ish press was the Deutsche Bauausstellung
in Berlin (1931). Arkkitehti published only
Finnish architects’ own impressions of the
fair. Architect Harald Andersin (1883-1936)
was overwhelmed by the fair’s quality, but ar-
chitect Birger Brunila (1882—1979) was dis-
mayed by the fact that Finland was almost
the only Nordic country to have a proper ex-
hibition. Hilding Ekelund was not impressed
by Mies van der Rohe’s or Marcel Breuer’s
apartment designs and considered them
unpractical and even cold. However, Walter
Gropius’ apartment tower design received
much praise, and Ekelund saw strong pros-
pects in it. Ekelund’s finishing remarks par-
odied Germany’s current architectural taste,
ranging between the traditionalist right wing
and the modernist left wing, with Ekelund in
favor of the latter. Architect Martti Valikangas
(1893-1973) concentrated on the technical
and material exhibitions and their value for
the forthcoming Nordic Building Forum in

Helsinki since he was also one of the cura-
tors of the forum. Vélikangas wrote a longer
report on the Deutsche Bauausstellung in
Rakennustaito.®? In this more technical re-
port, he concentrated on housing production
costs in Berlin and how much better they had
been arranged than in Helsinki.

Traveling Architects and the Press

The Grand Tour of Italy by Nordic architects
has been widely considered crucial for the
development of post-WWI architecture.
The long tradition of traveling through Ger-
many to Italy was seen an important part
of completing an architect’s education, and
most Nordic architects at the time traveled
to those countries. They included Alvar and
Aino Aalto, Erik Bryggman, Hilding Ekelund,
and Eva Kuhlefeldt-Ekelund (1892-1984).
These tours produced some fine architec-
ture along with hundreds of sketches de-
picting Italian architettura minora, later to be
adapted for churches, schools, and apart-
ment buildings throughout Finland. If Italian
influence was self-evident for architects, why
not then study modern German architecture
on the way to Italy? One of the reasons may
be that in general architects never sketched

contemporary architecture, although it was
recorded with cameras, especially by Aino
Aalto and Eva Kuhlefeldt-Ekelund. One of
the other reasons could also have been that
new German architecture was immediately
published and distributed worldwide.

Gustaf Strengel, the widely traveled archi-
tect and promoter of modern lifestyle choic-
es, wrote already in 1931 in Uusi Suomi
about “The New Europe: ‘Siedlung’ — The
New German Housing and Settlement Type.”
Strengell carefully explained the Siedlung
concept to a wider readership, as well as why
the free-standing lamella house was better
and why they should be built. The lengthy il-
lustrated article included pictures of Neues
Frankfurt and Schutte-Lihotzky’s Frankfurter
Kitchen. The article mentioned all the com-
mon architectural design traits of the period:
allowing for more sunlight and air circula-
tion.3* Architect Yrj6 Laine continued with the
same theme in Kotiliesi (Hearth), providing
more German examples and showcasing
the successes of the Lamella competition
(1931).3

Of the several published architects’ Ger-
man travel reports, Eva Kuhlefeldt-Ekelund’s
report from 1931 is of special interest. Kuhle-
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feldt-Ekelund already found modern German
housing highly impressive just by the stag-
gering number of places being built. Her in-
terest, unlike in other architects’ reports, is
landscape architecture, utility spaces, and
services at the new Siedlungen housing
estates in Berlin, Frankfurt, and Dessau.
Gropius’ Dessau-Torten did not impress
Kuhlefeldt-Ekelund much since the gardens
were less successful.®® This critical view was
shared by architect Vietti Nykédnen, who visit-
ed Dessau-Torten in 1928. Nykanen favored
classical architecture and never followed his
colleagues in promoting functionalism. Al-
though he was impressed by the floor plans,
the pace of building, and the technological
achievements, in his judgment the designs
were monotonous and ugly.*® The article
was fully illustrated with plans and sections
for readers to form their own opinions. These
views differed greatly from those of Sven
Markelius, who celebrated Dessau-Torten in
the Swedish press.?’

It is safe to say that most of the architects
had visited many of the new German Sied-
lungen housing estates and several of them
the Bauhaus Dessau building as well, since
it has become internationally famous almost

overnight.3® After graduation, several Finnish
architects either studied or worked in Germa-
ny. This was a logical choice due to the fact
that the third language for Finns at the time,
after Finnish and Swedish, was German or
French. Many notable architects had worked
in German offices, such as Selim A. Lindqvist
(1867—1939) at the office of August Menke in
Berlin. In general, in the early twentieth cen-
tury the most favored places for students of
architecture to complete their studies or work
were Stockholm, Munich, Berlin, and Vien-
na.*® A later Finnish functionalist architect
who studied in Germany was Gdsta Juslén
(1887-1939), who also was well acquainted
with Bauhaus and will be discussed later in
the article.

The Finnish press was also highly inter-
ested in everything German at that time. The
press wrote about architects, such as Alvar
Aalto’s and Erik Bryggman'’s trips to Des-
sau, Stuttgart, Berlin, and Hamburg.*® More
important, probably, was the professional
press, namely Arkkitehti/Arkitekten, Raken-
nustaito, Byggméstaren, and Teknikern.
These journals from early on wrote about
German developments and about various
building conferences and seminars. Also,

German architecture literature and pieces
by the professional press were equally pre-
sented along with writings from the Swedish,
American, and British press. The profession-
al press also covered these subjects in their
travel reports.

There was also much interest in new con-
struction methods. The journal Rakennus-
taito was the most active publisher on this
subject, and most of the articles concentrat-
ed on the U.S. and Germany. This was due
to the new emphasis on the standardization
of building parts, such as windows,*' or new
building blocks.*? The latter topic focused es-
pecially on the new technology used in Ernst
May’s Neues Frankfurt and Walter Gropius’
Dessau-Torten.

Walter Gropius was closely followed in
Finnish circles, and the German building
program was of great interest, as evident
from the Finnish professional press’s nu-
merous book and journal reviews.*® It would
be misleading to say that only architects
wholeheartedly adopted German ideas.
Building designs also concerned clients and
engineers, who began to take charge of the
housing industry at the time. The influence of
the Bauhaus movement did though begin to
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generate interest among construction engi-
neers as well. Paavo Kyrenius (1885-1955),
a construction engineer, wrote an article
based on Gropius’ lecture in Stockholm, say-
ing that he completely agreed with Gropius’
grand plans for ten-story apartment blocks
and related ideas regarding land policy, the
shape of the apartment blocks, master plan-
ning, financing, new building materials, and
labor force organization and administration.
Kyrenius’ view was that the efficient concrete
high-rise apartment blocks would produce
better living than current Finnish town plan-
ning.** In Helsinki, these types of apartment
blocks were constructed after the war.

The Bauhaus publications were also
closely followed, which may also have had
an influence on Arkkitehti’'s own layout re-
newal in the early 1930s. In the August is-
sue of 1935, the editorial board of Arkkitehti
even made a strong recommendation to use
designer Paul Renner’s (1878-1956) Futura
design in the architectural material submitted
for the journal.*

The Aaltos and Bauhaus
Alvar Aalto is discussed separately here
since he did not design a single housing com-

pany in Helsinki before the war but still had
great influence both at home and abroad.
Alvar Aalto had the closest relationship with
those in the core of Bauhaus movement,
namely through Gropius and artist Laszlo
Moholy-Nagy (1895-1946). The latter also
visited Finland in 1931 and gave an enthu-
siastic interview on Finnish architecture to
the newspaper Turun Sanomat.*® The article
concentrated more on Siegfried Giedion’s
appraisal of Alvar Aalto. Moholy-Nagy also
directly influenced Aino Aalto’s photographic
experiments, which can be seen in pictures
of the Aaltos’ early work.*” Alvar Aalto’s close
friend, client, and biographer, Géran Schildt
(1917-2009), wrote several other books and
articles specifically on Alvar Aalto’s relation-
ship with those in the Bauhaus movement.
Alvar Aalto never admitted any Bauhaus in-
fluence in his work, but his biographer did not
believe him and went to great lengths to prove
Aalto wrong on the matter.*® Following Alvar
Aalto’s early work, similarities can be drawn
with Hugo Haring's work.*® Arkkitehti also
reviewed the work of Haring, Mies van der
Rohe, and others as well as books by Ludwig
Hilberseimer and Gropius, so Alvar Aalto must
have been acquainted with their projects.

Interior design also received more atten-
tion in the press during the interwar years.
Reviews of new Bauhaus steel furniture,
textiles, cutlery, and pottery were not pub-
lished, except in the case of Aino Aalto’s inte-
rior design for the Maalaistentalo apartment
building.®® The 1929 issue of Arkkitehti also
discussed two housing projects by Aino and
Alvar Aalto in more detail: Maalaistentalo as
well as “The Standard Tenement Building.”
The former was a more traditional and clas-
sical corner building with restaurants, a the-
atre, and other services for members of the
co-operative that built it, with all the upper
floors divided into apartments and partially
decorated by Aino Aalto for the Turku fair
with her own designs, Thonet furniture, and
Marcel Breuer’s Wassily chairs. The latter
building was also built by the same contrac-
tor, J. Tapani. This tenement building was,
however, completely different, even though
designed at the same time. Aside from lo-
cal building regulations and specifications in
the site plan itself, it was built as a “lamella”
in the German style. It also had curtained
walls and a load-bearing system typical of
the newly prefabricated concrete floors, sup-
ported by prefabricated blocks between the
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apartments. These construction styles were
already in use on an industrial scale in Ger-
many but not in the Nordic countries. Both
projects were completed by the time of the
1929 fair. Everything was marketed under
the slogan standardization, a year before
Markelius’ Berget 10.5

One of the students of the Bauhaus move-
ment, an assistant to Gropius on several
projects, and later a professor of architec-
ture, was Ernst Neufert. He became famous
due to his revolutionary building manual
Bauentwurfslehre (The Architects Data).
Neufert knew Alvar Aalto personally and they
visited each other at times. Neufert’s first vis-
it to Finland was in 1933, when he wanted
to study the new bent plywood furniture for
his forthcoming manual and to have detailed
discussions on standardization.5? Alvar Aalto
also later introduced Neufert to the younger
Finnish architects. The first manual was im-
mediately partially reproduced in Arkkitehti
and received much praise.>® The first meet-
ing between the two architects grew into a
more state-level partnership during the war,
since Finland sold module barracks to the
German army and because, for PR reasons,
Neufert visited Finland later in 1942 in the

context of the Finnish Association of Archi-
tects’ standardization project.®

The 1938 Nordic Building Forum in Oslo
was one of the turning points in Alvar Aal-
to’s career. After designing Villa Mairea, his
own house, and several others, his speech
called for a standardization based on na-
ture that would not shackle the architect too
much and would hopefully provide endless
ways to combine different standards. Also,
he made a plea that town planning should
do the same.*® This represented a direct and
conscious counteraction to the ideals of the
Bauhaus movement.

Urban Renewal

Examples of the German-type Siedlung
housing estates were built only occasionally
in Finland before the war. The only excep-
tions in Helsinki were Puu-Kapyla housing
(Birger Brunila, Otto-livari Meurman, Martti
Valikangas and Akseli Toivonen, 1920s) and
Olympiakyla (Martti Valikangas and Hilding
Ekelund, 1938—40). The first one was a low-
cost, partially prefabricated wooden garden
suburb, representative of Nordic Classicism,
while the latter already softened functionalist
style in stone with saddle roofs. Both were

financed and built by the city of Helsinki’s
own non-profit building company. The main
reason for the lack of German-type Siedlun-
gen housing estates was funding — the city of
Helsinki did not have the money, and neither
did any other city. Brunila also made sever-
al suggestions of plans for Reijola, Meilahti,
and Kulosaari districts in the early 1930s,
based on lamellas, but these plans were
only partially adopted in Helsinki, which also
owned most of the land.%® In 1940, Ekelund
suggested improvements for Reijola, which
were partially adopted. In comparison,
Ekelund’s plans clearly illustrated that the
planning of housing should not be done
separately from general planning and clear-
ly show Gropius’ influence from the 1931
Bauaustellung.®” This is one of the main
differences compared to P. E. Blomstedt’s
attempts at town planning.

Hilding Ekelund attacked the slow devel-
opment of housing by stating three problems
that Helsinki was facing at the time: town
plans, profit-seeking developers, and the ar-
chitects themselves. ® The developers add-
ed to lamella’s frame depth, and the city sold
building plots in auctions, which in turn led to
land speculation and higher prices. Ekelund’s
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Figure 5. Hilding Ekelund’s masterplan of Etu-Reijola and model apartments for lower
income people, 1940. Arkkitehti 1.3.1941, no 3, p. 47.

solution was to rent the land, which could
then be more ideally planned, and to favor
developers that were owner-occupiers, as
was done before. For the architects, he sug-
gested some professional pride.

Ekelund’s answers to the problem of poor
housing quality had included his two propos-
als for lamella competition at the 1932 Nordic
Building Fair in Helsinki. The first one was a
typical lamella block house, but the second
proposal, that of large, semi-detached atrium
housing in the “Roman” style, was unusual.®
Ekelund was quite familiar with the concept
due to his travels in Pompei. Atrium houses
only gained in popularity in the Nordic coun-
tries two decades later.

In the 1930s, the only other project in Hel-
sinki region comparable to Puu-Kapyld and
Olympiakyla was Alvar Aalto’s Munkkiniemi
plan, consisting of several lamellas a hun-
dred meters long for the M. G. Stenius com-
pany, but it was never realized. One of the
reasons was that Helsinki wanted to annex
the M. G. Stenius company land for its own
purposes, and to further this objective the city
basically cut off the water supply to Munk-
kiniemi, which crippled the company. This
meant that the town plans and housing ar-
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chitecture designs were made by different
teams, a fact best illustrated in Taka-T6010
and Meilahti.®® Olympiakyla would remain
the only German-type Siedlung housing
estate in Helsinki before World War 11.¢
Even though Pauli E. Blomstedt did not de-
sign housing, he devised competitive plans
for rearranging Siltaaari, Tédl6nlahti, and
Norrmalm (Stockholm) in the early 1930s.%2
The urban structure based on long lamellas
is reminiscent of the German Siedlungen.

In 1939, Arkkitehti published a special
edition (no. 5-6) to cover the late town
planning development by Birger Brunila’'s
team. Linnankoskenkatu, Meilahti, and
Olympiakyla areas were well on their way,
and several other developments, such as
Lauttasaari (architect Ole Gripenberg),
were on the drawing board. All the new
town plans were based on lamella build-
ings, while the Lauttasaari plan also includ-
ed ten-story apartment blocks. However,
as mentioned before, these plans were not
comparable to the German or even Swed-
ish plans, since all the land was owned by
the city of Helsinki and it was to be sold
parcel by parcel to a multitude of develop-
ers and contractors.®®

The New Modern Apartments
Design of the housing apartments changed
during the 1920s. The overall size of the apart-
ments became more uniform: middle class built
their own housing companies, and the working
class did the same with more modest apart-
ments, usually consisting of a room and a kitch-
en. During the hard years of the early 1920s, the
servants’ stairs virtually disappeared since the
middle classes could not anymore afford ser-
vants. The salon, dining room, and other speci-
fied representational spaces were adjoined as a
living room.
In 1929, several cabinet and furniture manufac-
turers from city of Lahti sent a delegation to Ger-
many to study three different carpentry schools
to establish a new school in Lahti. Among the
participants were interior designer Werner West
and architect Gosta Juslén along with the direc-
tor of the furniture company Keravan Puuse-
pantehdas Oy. In their report, they deemed the
school in Leipzig old fashioned, while they con-
sidered the Berliner Tischlerschule adequate
and the Bauhaus Dessau most promising. In
two separate articles, they praised the entire
curriculum and teachers as being exemplary.®*
Architect Salme Setala (1894-1980) was
among the early Finnish propagandists of

the modern house, acknowledging the in-
fluences of Le Corbusier, Lily Reich, Mies
van der Rohe, and Ludwig Hilberseimer in
the new journal Tulenkantajat.®® The Finnish
journal Domus (2/1932) presented a model
flat for a self-supporting woman built inside
the Stockmann department store in Helsin-
ki. The model flat was designed by Werner
West and included functionalist furniture,
while the plan was a typical Existenzmini-
mum plan with a foyer, toilet, kitchen cabinet,
and one room. West’s study trip to Dessau
and the Bauhaus movement seemingly had
an influence on this Existenzminimum rib-
bon-windowed design.

Haus am Horn for the Bauhaus Werk-
schau (Georg Muche, Weimar, 1923), the
new concept of modest living spaces with-
out the previous variety of utility rooms, was
among the first of its kind, an architectural
masterpiece designed by Bauhaus students.
One of its most advanced features was the
built-in kitchen by Benita Otte and Ernst
Gebhard. The concept of a kitchen as a lab-
oratory was something new, and this fea-
ture would be repeated all around the world
during the next few decades. As Germany
was already well ahead in this development,
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Figure 6. Kitchen from the Minimum Apartment Exhibition (Pienasuntonayt-

tely) in Helsinki, 1930. Aino Aalto’s kitchen cabinet clearly shows Margarete
Schiitte-Lihotzky's influence. Photo: Aino Aalto, Museum of Finnish Architec-
ture.

Figure 7. Frankfurt Kitchen, Margarete Schiitte-Lihotz-
ky, 1926, in MAK Vienna. Photo: Juhana Heikonen.

54

N Tahiti 1/2021 | Articles | Heikonen: The Influence of German Siedlungen and Bauhaus on Helsinki’s Prewar Housing Companies



Figure 8”. "Bygge och Bo" exhibition at Liljevalchs Konsthall, 1928. A
kitchen by Sven Markelius, which differs greatly from those of his Ger- " | [
man or Finnish contemporaries. Tekniska Museet, Stockholm. ‘ :

—
Figure 9>.Apartment for an independent woman by Werner West and e 1
Keravan Puusepaénteollisuus Oy, exhibition at the Stockmann'’s depart- oo
ment store. The Existenzminimum and an inbuilt modern kitchen cabi-
net. Domus 2/1932. ——
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the concept was later perfected by architect
Margarete Schutte-Lihotzky (1897-2000)
with her Frankfurter Kiiche (1927), which
was eventually installed in more than 10,000
of Ernst May’s Neues Frankfurt apartments.
According to Schutte-Lihotzky, the main con-
cept came from train restaurant car kitchens,
with their limited space. Cooking was sep-
arated as a space from eating. This space
was usually in immediate proximity, though,
just behind the next door. The discussion on
whether the kitchen cabinets were too small
continued in Finland throughout most of the
1930s, especially in the context of window-
less kitchen cabinets with bad ventilation.
While Erik Bryggman praised the new Ger-
man Siedlungen housing estates, he also
noted the problem with the kitchen cabinets
using train restaurants as an influence.®
This notion proves that he was familiar with
Schutte-Lihotzky’s work, probably through
Aino Aalto, who was among the first Finnish
architects to analytically study the working
economics and ergonomics of an apart-
ment kitchen.®” According to Kirsi Saarikan-
gas, the development of kitchens from iso-
lated laboratories into an integrated living
space in Olympiakyla was a crucial factor

in Ekelund’s creation of the modern family
home.%8

Swedish architects, working closely with
the general public, also developed a new
kitchen, called Standardkéket, and these
results were also published and displayed
by the Helsinki Gas and Electric Works in a
1925 exhibition.®® The interest in a functional
kitchen design was widespread at the time,
ranging from private individuals to the nation-
al Martha Organization,”® and new solutions
were actively published in journals like Koti-
liesi and Rakennustaito. This new interest in
in-built kitchens also gave rise to manufac-
turers like Keravan Puusepanteollisuus Oy,
which was later owned by the department
store Stockmann Oy.

As is typical in the Finnish case, the new
wave of innovations first appeared in open
design competitions. The insurance com-
panies Elonvaara and Pohja organized a
competition for a new, mixed-used office
and apartment building in Helsinki (Kaisa-
niemenkatu). The winner was architect Oiva
Kallio (1884—-1964), while second prize was
given to Hilding Ekelund. Both designs had
ribbon windows, but eventually the apart-
ments were rejected and the result became

a full office building. Hilding Ekelund’s pro-
posal was an example of full functionalism,
with efficient small apartments along with the
required office spaces.”" The finished build-
ing was published in Arkkitehti.”? This brief
prelude of functionalist housing architecture
design was cut short by the 1929 financial
crisis, only to be continued after 1933.

The End of Bauhaus and the Becoming
of War

The closure of Bauhaus Dessau was im-
mediately reported in Arkkitehti.”® At the be-
ginning of the 1930s, the mood had already
turned against modern architecture. Germa-
ny’s responsible administration was trans-
formed to reflect the new regime and its tastes.
This was already noted by Hilding Ekelund in
his 1931 report on the Deutsche Bauausstel-
lung. Ekelund later published an article by Pro-
fessor Dr. Schmidt on the Deutsches Siedlung-
werk, with Ekelund noting in his opening words
that it did not represent the extreme views of
the current regime. Schmidt wrote positively
about the previous architectural style, even
though he favored the new Heimatstil design
with small houses, kitchen gardens, and sheds
for animals and fodder.™
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Figure 10. The cover of Arkkitehti 5/6,
1943. This issue presented the new RT
manual (on the cover) for rebuilding pur-
poses, partially based on Ernst Neufert's
Bauentwurfslehre.

Those affiliated with the Bauhaus move-
ment fled Germany and became exiles
throughout the world, but their influence on
architecture continued, probably even more
strongly in places like Tel Aviv and the U.S.
But not all of them fled, like Neufert. He found
new work in standardization and war mobi-
lization under Albert Speer and the National
Socialist regime.” He was also responsi-
ble for one of the most influential books on
architecture ever: Bauentwurfslehre, first
published in 1936 and selling out in weeks.
The catalogue gave measures for every-
thing from a toaster to an aircraft hangar,
with thousands of illustrations, and it is still
in print. This impact on design was, and is,
beyond measure. Finnish standardization
manuals are also based on Neufert's work,
with Arkkitehti already reporting on the new
manuals in issue no. 5/6, 1943 (the RT-kor-
tisto).” Much of Neuferts’s influence cannot
be detected in Finland before the war. How-
ever, Neufert’s direct influence is evident in
post-war rebuilding efforts all over the world.
The journal Rakennustaito also analyzed the
adoption of German modules and measure-
ments (125 cm). Co-operation with Germany
and the exporting of wooden-type housing to

that country was relatively extensive at the
time, namely by the company Finnish Puuta-
lo Ltd.””

Finland also cooperated in standardization
practices with Sweden, but it was of less im-
portance. The stark scale of progress between
Germany and Sweden was best discussed in
Arkkitehti (5/6, 1943), where Woldemar Baeck-
man wrote about the Swedish standardization
project concerning standard doors. This was in
stark contrast against Neufert's massive build-
ing manual.

The journal also reviewed one of the Ger-
man wooden emergency lamellas designed to
cover the housing shortage due to aerial bomb-
ings. It closely resembled some later postwar
housing in Finland. The major national news-
papers published discussions on standardiza-
tion and post-war rebuilding efforts, including
detailed discussions on the adoption of Neu-
fert's modules and standard measurements.”

The manual’s influence on housing com-
panies in prewar Finland has not been well
researched, but considering its immediate
fame and usability, it must have strongly in-
fluenced the detailed design of apartment
and floor plans since discussion on the Ger-
man Existenzminimum style continued during
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the 1920s, throughout the war, and probably
until the present day in certain medias. As an
example, architect Ole Gripenberg (1892 —
1979) cited Neufert's manual already in 1938
in a disagreement concerning door widths.”
The 1939 house fair was held in the brand-new
functionalist Helsinki Expo and Convention
Centre, partially built to house the 1940 sum-
mer Olympics in Helsinki. The main curators
were Hilding Ekelund and Kaj Englund. Aarne
Ervi, one of the curators, wrote a short account
of the fair and its features, including the new
bomb shelters and the need to create architec-
ture that conveyed softer lines and a sense of
coziness and that was closer to nature, as in
the new Olympiakyla, which was built to house
future Olympic guests. This echoed Alvar Aal-
to’s earlier stance in Arkkitehti. Aarne Ervi was
overjoyed with the success of the opening on
October 7, 1939, but regretted that the fair was
shut down on the fourth day because the army
confiscated the site for mobilization purpos-
es.8 War broke out the next month.

Helsinki's Prewar Housing Companies
and the German Influence

Over 20 000 new modern apartments were
built in Helsinki between 1930 and 1939. The

developers and builders were very varied,
but the majority were normal housing com-
panies. The following examples are selected
due to their varied developers and founders,
and their architectural relevance to Bauhaus
and German Siedlungen, such as the lamel-
la, frame depth, fagcade detailing, or their ar-
chitects known contacts to Bauhaus.

The housing company As. Oy Artturinlinna
(Martti Valikangas, 1931-32) was originally
founded by Arthur Nyman and later complet-
ed by several insurance companies. Valikan-
gas celebrated the fact that the frame depth
was between 7.5 and 11.5 meters, according
to German principles.®' The first sketches
resembled more a ribbon windowed stream-
lining, such as in Hans Scharoun’s work.®2
Valikangas designed several functionalist
housing companies, such as As. Oy Eerik-
inkatu 33 (1933), also built as a tenement
building.

The housing company As. Oy Lapinlah-
denkatu 9 (Ole Gripenberg, 1933) was built
by the Hartwall mineral water company for
its employees. This very simple building con-
sisted of medium-sized apartments (63-70
m2) and was fully furnished by Stockmann’s
Keravan Puusepanteollisuus Oy.8® At this

point, Gripenberg belonged to the older gen-
eration of architects, but he still had an in-
terest in updating his skills and ideas. One
of the reasons could be that he was, like his
many of colleagues throughout the first part
of the century, also a developer.84

Harald Andersin also tried to re-open
some previous urban structures in Sérnain-
en. His designs for re-opening blocks 331
and 340 to Hameentie partially succeeded,
but only three lamellas were built before the
war. He began his presentation in Arkkitehti
by emphasizing the importance of large gar-
dens and playgrounds.?® The only lamellas
built before the war were designed by archi-
tects Vaindé Vahakallio, Georg Jagerroos,
and Antero Pernaja.®® The more successful
of these kinds of urban interventions was
block 84 in Punavuori, facing Sinebrychoff
Park. The traditional 19"-century closed-
block plan was redesigned to include two
block-length lamellas and, in between, two
smaller buildings. Since the land was owned
by the Sinebrychoff brewery, the plan was a
relatively rare private development. The orig-
inal plan by architect Karl Lindahl continued
the surrounding closed-grid plan, despite the
hilly terrain. Hilding Ekelund attacked this
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Figure 11. As. Oy Artturinlinna by Martti Vali-  Figure 12. As. Oy Bulevardia, by Niilo Kokko, Arvo Aalto, and J. Saari, 1937. Photo: R.
kangas, 1932. Photo: K. Havas, Helsinki City = Roos, Helsinki City Museum.
Museum.
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Figure 13. As. Oy Pohjois-Hesperiankatu 21,  Figure 14.As. Oy Pohjois-Hesperiankatu 21,  Figure 15. Lallukka, Gésta Juslén, 1933.
nicknamed "T6616n Helmi,” Kaarlo Borg, 1932.  nicknamed "T66l6n Helmi,” Kaarlo Borg, Photo: A. Pietinen, Finnish Heritage Agen-
A modern apartment room with strip windows.  1932. The modern kitchen cabinet. Photo:  cy.

Photo: A. Pietinen, Finnish Heritage Agency. A. Pietinen, Finnish Heritage Agency.
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Figure 16. As. Oy Tullinpuomi, Olli Péyry, 1940. Photo: A. Pietinen, Helsinki City
Museum.

Figure 17. Laszl6 Moholy-Nagy’s photograph
of Bauhaus balconies in Dessau, 1927. Photo:
Laszlé6 Moholy-Nagy, Bauhaus-Archiv.
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old plan publicly in 1931,%” prompting an ir-
ritated reply from the city in the next issue.®®
Eventually, the brewery sold the land to in-
vestors and a new town plan was devised.
The new founders of the As. Oy Bulevardia
housing company included architects Nii-
lo Kokko, Arvo Aalto, and J. Saari (for the
lamella facing the park).®® The other found-
ers in the neighboring housing companies
included the developer-architect Ole Gripen-
berg, who also was part of this urban renew-
al scheme.®® One of the functionalist housing
companies was designed by Kaarlo Borg,
but with a humorous classical feature added
to the bay windows: they were covered with
diglyphs and metopes.

If Alvar Aalto had failed with his 14-sto-
ry lamellas in Munkkiniemi, the new As. Oy
Bulevardia housing company (1937) was
the longest lamella in Finland at the time.
The company also laid the foundation in an
old-fashioned way: the building project was
executed from start to finish by the share-
holders. Forty-two of the housing company’s
flats were directly owned by the sharehold-
ers and another 54 by the company itself,
thus by the shareholders as well. In addition
to garages and a fine restaurant designed

S

by the architects, the rents covered all the
maintenance charges and later actually paid
dividends to the shareholders. This kind
of an arrangement was still quite typical in
the 1920s, but it started to die out after the
1929 financial crash. Niilo Kokko together
with Arvo O. Aalto developed a similar kind

Figure 18. Olympiakyld, Hilding Ekelund, 1940. Image: A. Pietinen, Helsinki City Museum.

of project in Lauttasaari (As. Oy Klaaran-
tie 9), but architecturally, with its diagonally
stepped balconies, it belonged more to the
post-war style compared to As. Oy Bulevar-
dia’s 1930s-style functionalism.®' Similar sty-
listic attempts at affecting town planning were
made by Kaarlo Borg for a vacant plot on
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Tehtaankatu. His designs for six vast lamel-
las were never realized, though.®> However,
he designed several other housing compa-
nies, such as As. Oy Pohjois-Hesperiankatu
21, nicknamed “T6616n Helmi” (1932), which
was a tenement building with very expensive
interior decorations, fridges and marble fire-
places.®”® The fagade is dominated by bay win-
dows and adjoining steel tube balcony fences
in Bauhaus style.** T66l6n Helmi was built by
the businessman Lauri Hallman as a personal
investment. Borg'’s later work was assisted by
students such as architect llmari Niemelain-
en, who had visited Germany in 1936.%

One of the important groups of hous-
ing companies are the housing companies
built by the co-operatives HOK and Elanto,
which quite often adopted the Existenzmini-
mum style. The smallest example was As.
Oy Castréninkatu (Hilding Ekelund, 1934).%
Even though it was rebuilt on a closed city
block, the 40 flats, ranging from 23.5 m2 to
32 m2, were well designed with a kitchen
cabinet and toilet/shower. The builder was
most probably Elanto (after it purchased part
of the plot from the Finnish Lutheran Evan-
gelical Society), and the building included
a convenience store covering the whole

ground floor.®” The building also had a roof-
top terrace and a kindergarten. The fagade
is representative of typical functionalist style
in Helsinki, except for the drawn-in balconied
corner, which gives the false expression of
two orthogonally colliding lamellas.®®

One of the most interesting functional-
ist projects in Etu-T6616 was the “Lallukka”
housing company (Goésta Juslén, 1931-32).
This was not a normal housing company of
the time since it was executed after holding
an open artistic design competition financed
by Juho and Maria Lallukka. Above all, Lal-
lukka was an artist residence. The competi-
tion caused a huge uproar, and no first prize
was given. Eventually, Gésta Juslén’s com-
petition proposal, “Des Pudels Kern,” was
further developed. The published entries
all represented the apex of the modernist
movement, but they were mostly dismissed
by the jury as unpractical.*® Juslén’s prop-
osition was further developed from ribbon
windows to more traditional framing without
losing its modern design. The finished house
was published in Arkkitehti, demonstrating
the building’s exceptional fagade, modern
kitchens, and public areas with their tubular
steel furniture.’® The highly modern interiors

were already familiar because of Juslén’s
previous work with the Fazer confectionery
and café (interior by architect Jarl Ekelund,
1930), which were partially furnished (again)
by Stockmann and Werner West, with whom
he had already visited Bauhaus Dessau.

Since Juslén had worked and studied in
Germany, a certain resemblance can be de-
tected with the small balconied facade and
Bauhaus dormitory in Dessau. This Bauhaus
feature was also noticed by Nils Gustav Hahl,
one of the founders of Artek, who wrote an
article on the finished house and its brightly
colored detailing, reminiscent of Bauhaus."
In Lallukka’s case, the client was the design
competition jury, consisting of two artists,
two lawyers, and as chairman the architect
Onni Tarjanne. Juslén designed several
housing companies in Helsinki for a variety
of clients, from banks and foundations to
private investors. One of the more unusu-
al ones was the housing company As. Oy
Merimiehenkatu 39 (1938), which was the
only completed example of a double frame
lamella house, already proposed by Hilding
Ekelund at the 1932 Nordic Building Forum
based on an even earlier design by Ole
Gripenberg (1930).102
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The housing company As. Oy Tullinpuomi
(Olli Poyry, 1939) was built by the nonprofit
building company HAKA after a design com-
petition, where Pdyry came in second.'®
In the new town plan, the newly proposed
Tullinpuomi building represented well the
new functionalist style, and it was rather spe-
cial for being eight stories high and including
a rooftop restaurant and cinema as well as
ground-level shops. Moreover, this was still
meant to be low-income housing. The white
facade was dotted with evenly placed small
boxy balconies, already a familiar design
feature from Juslén’s Lallukka and Bauhaus
Dessau.™ Since the floorplans did not cor-
relate with the fagcade, and since one apart-
ment may include two or three balconies,
Pdyry’s balcony arrangement can be seen
as an intentional stylistic choice pointing to
Dessau.

This article has provided a brief overview
of some prewar examples of housing com-
panies in Helsinki, where the influence of the
German Siedlungen or Bauhaus movement
can be detected. The principles of German
Siedlungen were not executed in buildings
in Helsinki before Olympiakyld, but instead
in more distant locations like the industri-

al town Sunila (Alvar Aalto, 1936—-39). This
complex of mass housing estates required
centralized funding and planning, and thus,
does not concern private housing companies
constructed individually based on a ready
town plan. However, the finer details were
adopted: lamella, frame depth, sun angles,
new functional living arrangements, such as
inbuilt kitchens.

Conclusions

Since most of the exchange of architectural
ideology and practice is circumstantial, when
not a direct copy, we must study personal
networks, movements, and literary influenc-
es. When the Bauhaus movement became
well known among Finnish architects and the
wider public it was most probably the result
of indirect influence, and the results can be
detected in the original designs of Helsinki’s
housing companies and their reception in the
press. Especially Gropius’ writings and pub-
lic speeches influenced Helsinki’s architects,
engineers, contractors, and developers. | ar-
gue that Neufert’s influence on the design of
housing in general was greater, particularly
during the postwar decades, but his role and
meaning has not been researched before.

The mixed views on Swedish influence
were perhaps best described by Nils Erik
Wickberg in Byggnadskonst i Finland (1959).
The 1929 Turku Fair, which preceded the
1930 Stockholm Fair, represented the break-
out moment for functionalism in Finland, and
its architects were inspired by their close
friend Gunnar Asplund’s turn from classicism
to functionalism as much as by Le Corbusier
and Bauhaus.'® Architect professor Nils Erik
Wickberg'’s view was identical with Ekelund’s
opinion about the overestimation of Swedish
influence. Wickberg and Ekelund were col-
leagues and contemporaries in promoting
functionalism, unlike later researchers on the
subject. It is possible that the personal and
amicable contacts among Nordic architects
has been overemphasized in prior studies
at the expense of other direct and literary
contacts to Germany. On the other hand, pri-
or research has not distinguished between
the various building types characteristic of
Finnish modernism, such as public and pri-
vate buildings. The architects of Helsinki’s
housing companies were a different group
from the more famous architects of public
buildings. Alvar Aalto’s Standard Tenement
Building in Turku (1929) had its forerunners
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in Germany, not in Sweden. On a more prac-
tical level, with respect to housing compa-
nies the Germans had by 1930 built modern
hygienic and compact mass housing units in
the tens of thousands and the Dutch in the
thousands, whereas the French had built
close to zero and the Swedes none at all.
This would also mean that Finnish architects
had mostly been exposed to German exam-
ples both through their travels to Germany
and in printed publications.

The postwar rebuilding of Finland and Hel-
sinki to house the demobilized army and the
430,000 (1/8 of the whole population) refu-
gees from Soviet-annexed Karelia witnessed
new town planning based on Siedlungen.
Such planning was executed by several con-
tractors and individual housing companies
and backed by state loans. The production
of housing in Helsinki during the 1950s and
1960s was in relative and absolute numbers
a third higher than at any time since. This
was due to a shifting ideology regarding the
involvement of the state and the city in hous-
ing production and town planning. The reli-
ance on markets solely had proven unable to
resolve the dire need for housing. Architects
based their plans on the German model of

Siedlungen and standardization. Standard-
ization was based largely on Neufert’'s work.
He had close connections with Finland, he
was part of the Bauhaus movement, and be-
fore his later career in the National Socialist
regime Neufert had worked directly under
Gropius.

The German Siedlungen received the
greatest share of publicity in the Finnish pro-
fessional press, and the Bauhaus movement
was well known from the start. Finnish archi-
tects and engineers were well read on the
subject, many of them had visited Weimar
and Dessau and some of them personally
knew the people involved with the Bauhaus
movement. Even though direct prewar in-
fluences are harder to pinpoint, they can be
found in discussions concerning Gropius,
building frame designs, and even in some
detailing borrowed for Helsinki's housing
companies.
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From Immaterial to Material: Some Reflections on the Art
Historical Genealogy of the Bauhaus Design Icons

Adriana Kapsreiter

A model, an experiment, a myth, a legend, a
school, a movement, a failure, an idea, the
epitome of modernism — the Bauhaus has
been given a plethora of characterisations
and still, even a hundred years after being
founded, it has not lost its quasi-mysterious
aura."” From an art historian’s point of view,
it has become a phenomenon not only be-
cause of its actual historical development
and impact during its fourteen years of oper-
ation, between 1919 and 1933, but because
of its afterlife. The subsequent reception of
the Bauhaus amounts to its own history as
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Bauhaus-images continue to serve as pro-
jection surfaces for various perspectives on
art and design depending on the zeitgeist.
After the Bauhaus was pressured to close
its doors by the Nazis in 1933, the ideas, de-
sign principles and approaches that had been
developed throughout its fourteen years did
not vanish. On the contrary, the Bauhaus stu-
dents, professors and masters carried their
own personal Bauhaus with them, most of
them after emigrating from Germany. Sever-
al attempts were made to found a new Bau-
haus or at least a second kind of Bauhaus.?
Each made reference to the original school
but related to different aspects, emphasizing
different focuses; each had their own idea of
what the Bauhaus originally was or should
have been, implementing the different polit-
ical and socio-cultural conditions they found
in their specific times and places. The Bau-
haus ideas, although carried into the world
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by original Bauhaus students and teachers,
started to develop a life of their own through
the further expansion of design and architec-
ture after World War 1.

In the late 1960s and 1970s, the Bauhaus
was consequently built up as the epitome
and original source of modernist design in
art historical reception.® This reception was
based on documenting the development of
the historical school on the one hand, but on
the other, it was also an attempt to legitima-
tise modern art movements, especially de-
sign in general, by constructing a legendary
historiography not only for the historical Bau-
haus but all the other schools, movements
and design ideas that had sought inspiration
in the original school. From a contemporary
point of view, the Bauhaus has therefore be-
come a role model and figurehead for prac-
ticality, functionality, rationality and modern
serial fabrication because, although they
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were not necessarily essential for the histor-
ical Bauhaus, these aspects have become
essential for design development since.

The important role the Bauhaus has gained
throughout the 20" century and its meaning
as a projection surface for everything “mod-
ern”, minimalistic or functional in design has
led to a lot of misunderstandings regarding
the historical school. On the one hand, the
general achievements of the Bauhaus have
been overvalued, implying everything mod-
ern was first done at the Bauhaus, which led
to immoderate adoration of the school and
an almost cultish following. On the other
hand, various countermovements have tried
to push the Bauhaus off its pedestal by prov-
ing a general failure of its original goals. Be-
sides the early political criticism coming from
conservative and far-right perspectives*, the
historical Bauhaus also had to face harsh
critique coming from artistic and intellectual
contemporaries such as Bertolt Brecht® and
Theo van Doesburg who heavily influenced
the direction of the school®. After World War
I, critical theory” and post-war modernity®
(“Nachkriegsmoderne”) traditionalized cri-
tique towards Bauhaus in the cultural and
intellectual milieu and, since then, each gen-
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eration begets their own arguments as to
why the Bauhaus should not be seen as the
epitome of modernism but rather, its failure.
Amajor critique of the historical school from
its inception until today refers to Bauhaus
production itself, questioning whether or not
the objects designed there fulfil the ideolo-
gy of merging art and industry in a functional
and rational way. Since the 2000’s the Wal-
ter Gropius era in particular has been under
suspicion of having gained its fame through
marketing and propaganda by Gropius him-
self whilst manufacturing luxury products for
the wealthy few. As such, this object-based
critique mainly focuses on the material as-
pects of the Bauhaus designs while blending
out those immaterial implications that cannot
be retrieved in terms of form or material only.
In this paper | attempt to trace how the
material production of functional, rational
and minimalistic objects within the Bauhaus
was not the main goal of Walter Gropius’
concept for his school. In my perspective the
Bauhaus during the Gropius era was mainly
driven by immaterial ideas, pedagogical con-
cepts and philosophical conceptions on how
to work in the machine age by combining art
and technology. Many of these immaterial
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aspects can also be found in Bauhaus pre-
cursors and document a certain Kunstwollen
of the time, driven by German Neo-Romanti-
cism and ldealism.

A material based Bauhaus critique which
excludes the immaterial aspects deriving
from Gropius’ idealism can best be displayed
in a case study of one of the most prominent
Bauhaus designs.

Marianne Brandt’s Tea Infuser: Iconic
Design or Stumbling Block?

Marianne Brandt’s tea infuser Model MT 49/
ME 8 (Fig. 1), an early work designed in 1924
in the metal workshop of the Weimar Bau-
haus, is one of the most famous Bauhaus
objects. With the design based on geometri-
cal forms, the circle and the sphere, the little
X-shaped foot of the tea infuser can either
be perceived as a combination of triangles or
square segments. The formal reduction, the
apparent omission of ornament and concen-
tration on geometry, assumes the external
appearance of a product manufactured by a
machine, although it was never industrially
produced. Only eight exemplars were fabri-
cated during the Bauhaus era, seven of them
were handcrafted in exquisite materials that
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Figure 1. Marianne Brandt, tea infuser Model MT 49, 1924. Photo: Lucia Moholy. Copy-
right VG Bildkunst Bonn. Bauhaus Archiv - Museum fiir Gestaltung Berlin.
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range from tombac to brass to bronze as well
as silver and ebony.®

The tea infuser is not only one of the most
prominent Bauhaus designs ever made, it is
also the centrepiece of Robin Schuldenfrei’s
critique on the Walter Gropius -Bauhaus.™
For Schuldenfrei, the use of not only tradi-
tional but also expensive and exclusive ma-
terials like silver — often associated with the
bourgeoisie — in combination with the “old
fashioned” way of handcrafting an original
single piece contradicts with the oft-cited
motto “Art and Technology — a new Unity”
proclaimed by Gropius in 1923. For that rea-
son, the tea infuser proves ‘[t]he failure of
Gropius’s Bauhaus to merge art and technol-
ogy — to move from the production of individ-
ual, luxury objects to mass reproduction™".

Her argumentation thereby takes famous
Bauhaus catchwords, “Sachlichkeit, function-
ality, hygiene and the use of modern material
and construction methods” as starting points
of the overall Bauhaus design goals.'? By not
following modern serial fabrication during the
expansion of the Bauhaus design, Sachlich-
keit, rationality, and functionality only seem
to be formal aspects at first sight. A deeper
look reveals the true colours of the object as
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one which merely pretends to be produced
industrially but is actually a traditional luxury
product for upper-class homes. The detailed
price list assembled by Schuldenfrei’® of
Bauhaus products from 1923 and 1928 — the
Gropius era — proves this is the case. Most
of the products were handcrafted with pric-
es far too high for working-class members,
such as the tea infuser. " The iconization of
the tea infuser as well as its criticism focus
on the object’s material implications: the ra-
tional form, functionality and modern fabrica-
tion. Within Schuldenfrei’s approach, the tea
infuser therefore becomes an “object [...] of
discourse, the material evidence of a series
of debates on handcraftsmanship, machine
production, and taste”®. But what if the ob-
ject was not just material evidence, but rath-
er a material manifestation of the immaterial
goals Gropius had in mind?

Bauhaus Education and Work:
Teaching the Unteachable
Schuldenfrei’s premise is based on Gropius’s
1923 proclamation “Art and Technology — a
new Unity”. For her, this new theme appears
to express the goal of turning Bauhaus into
a production site for mass production, quot-
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ing Hannes Meyer’s famous dictum “peo-
ple’s needs instead of luxury needs” with the
comment: {B]Jut would he have been moved
to make such a declaration if Gropius had
successfully carried out his stated aims?”°.
Following Schuldenfrei’'s argumentation,
achieving the goal of merging art and tech-
nology is measured in the amount of designs
that would go into industrial production and
that could afterwards be purchased for af-
fordable prices — a somewhat materialistic
approach to the subject. Without a doubt,
the 1923 statement was meant to herald the
start of a new Bauhaus chapter, or in Gropi-
us’ words from 1922:

In its present form, the Bauhaus stands or falls
with the recognition of the necessity to accept
commissions. I would consider it a mistake if
the Bauhaus were not to face the realities of

the world and were to look upon itself as an
isolated institution.”

Still, this development was rather connect-
ed to the previous Bauhaus chapter than to
an overall turn into a production site. With-
out the historical development that both the
Bauhaus and Gropius’s mindset underwent
from 1919 to 1923, the turning point of “Art
und Technology — a new Unity” can only be
insufficiently understood.
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As the statutes clearly show, the Bauhaus
founded by Gropius in 1919 was meant to be
a school. The scope was consequently “to
educate artistically gifted men and women
to become creatively designing craftsmen,
sculptors, painters or architects. Thorough
training of all students in the crafts provides
the unifying foundation.””® The idea of uni-
fication can already be found in this earlier
document and is part of Gropius’s Bauhaus
from the founding of the school until his de-
parture. It derives from German 19" century
idealism that combined the idea of the total
work of art with the cult of the artistic genius.
For Gropius, true art was always the work of
a genius and therefore something that could
not be taught: “The origin of art transcends
all methods; in itself it cannot be taught, but
the crafts certainly can be.”"® The scope of
educating artistically gifted students to be-
come creative designers obviously included
training in traditional crafts,?® but Gropius’s
attempt to teach the unteachable, i.e., artistic
creativity, went further than that: “We are not
in a position to awaken creative powers and
to develop the innermost thoughts and feel-
ings of young people through educational
means. This can only be done through what
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we call personality.”?' To develop personality,
Gropius promoted a joyful community for the
students, providing food, housing and social
interactions in post-war Weimar.??> Moreover,
he attempted to manifest the development of
personality within the educational concept.
The so-called “Vorkurs,” the preliminary
course invented by Johannes Itten in 1919,%
was meant to encourage experimentation
and reflection on the properties of materi-
als as well as thinking creatively and prac-
tically ‘outside the box’. His conceptual idea
of confronting students with their personal
perception and an awareness for individual
approaches “can be best summarized in a
pair of opposites: ‘intuition and method’, or
subjective experience and objective recogni-
tion’.”# Itten shared the idea of universality
with Gropius, although his background was
much more spiritual as he was a disciple of
the Mazdaznan?. He taught under the motto
“Play becomes party — party becomes work —
work becomes play”? as well as implement-
ing meditation and breathing exercises into
his courses to promote subjective, internal
experience. ltten’s lessons, therefore, were
often challenging for the students, as Oskar
Schlemmer described:
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Itten gives Analysis’ in Weimar. Shows pictures
which students then have to draw in terms of
one or another essential — usually movement,
line, curve. He then illustrates these in the ex-
ample of a Gothic figure. Next, he shows the
weeping Mary Magdalene from the Griinewald
Altar. The students attempt to extract some ba-
sic element from the very complicated compo-
sition. Itten looks at their efforts and exploé)es

If any of them had any artistic sensitivity at all,
then when faced by such a }f)owerful depiction
of weeping, the weeping of the whole world,
rather than trying to draw it they would simply
sit down and burst into tears themselves. Then
walks out slamming the door behind him.”

In this sense, Itten was not interested in com-
mercial art. For him, the centre of production
was the internal, subjective and spiritual de-
velopment of ideas. This led to a confronta-
tion with Gropius in 1922:

Recently, Master Itten demanded from us a
decision either to produce individual pieces of
work in complete contrast to the economicall
oriented outside world or to seek contact wit
industry. ...} Let me at once clarify this: I seek

unity in the fusion, not the separation of these
ways of life.?®

“Unity in fusion” is also what Gropius sought
with his motto “Art and Technology — a new
Unity”, which must be regarded in close con-
nection with the dispute with Itten. After the
first years in Weimar — that had been domi-
nated by the post-war lack of materials and
tools, and the preference for crafting, artistic
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experiments, philosophical discourses on art
and spirituality — Gropius wanted to move
towards a production that would spread the
Bauhaus goals and ideas to a wider audi-
ence. By contrast, Schuldenfrei identifies:

[...} the Bauhaus’s difficult position of trying to
be modern while existing within the context
of Kunstgewerbe, the applied arts, with the
skilled training in the traditional crafts that it
required. The workshops continued to occupy
an unclear position between their role as pro-
ducers of tlEe unique art object and as design-
ers of prototypes for mass reproduction.®

Yet it was precisely this unclear position that
Gropius sought. The workshops were not
meant to be based on either traditional craft-
ing skills or industrial design — for Gropius
they were meant to be both, with all the con-
tradictions and ambiguities implied.

How to Design: Some Notions on the
Creative Idea and Functionality

The finished piece of work was not the final
goal in Gropius’s perspective, but a manifes-
tation of the fusion between artistic creativity
and production skills based on handcraft and
psychology, i.e. artistic training. In this sense
personal experience and development were
also part of the productive process, especial-
ly in relation to the development of innovative
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design solutions. A well-known but insistent
example clearly illustrates the correlation
between the material product and the imma-
terial process of creating the design. Marcel
Breuer’s famous tubular steel furniture Club
Chair B3 (Fig. 2) became the most promi-
nent showpiece of Bauhaus design® that lat-
er went into serial production, although not
as a Bauhaus product, but one independent-
ly marketed by Breuer.?'

Analysing the form, construction and his-
torical references of the chair, all the catch-
words of “Bauhaus-Style” can, in fact, be
retrieved: modern, industrial materials and
fabrication, minimalism, rational design, clear
shapes focused on functionality, light and
practicality. In the case of the Gropius-Bau-
haus, another layer must be revealed: the
process by which Marcel Breuer came to de-
velop the design of such “modern” furniture.
An anecdote reveals the origin of the idea for
the design: Breuer’s newly purchased Adler
bicycle inspired him to use steel tube, a rath-
er new and until then exclusively industrial
material, for the interior of private homes.*
Apparently this is a good example of what
Gropius meant by saying that artistic per-
sonality should fuse with professional skills:
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Figure 2. Marcel Breuer, tubular steel furniture Club Chair B3, 1925. Bauhaus Archiv - Mu-

seum fir Gestaltung Berlin.
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Even outside of the Bauhaus workshop,
in his free time, Breuer’s perception of the
world surrounding him was focused on cre-
ative solutions as well as the properties of
materials.

The Club Chair B3 was developed in 1925
while the Bauhaus moved from Weimar to
Dessau. While the Dessau period (1925-
1932) seems to embody the heyday of the
rational and the functional in Bauhaus, it was
neither the first chapter in its history nor in
Marcel Breuer’s oeuvre. An earlier piece of
Breuer from 1921 illustrates previous stag-
es of the institution’s history and his person-
al development as a student. The so-called
African Chair®®, one of Breuer’s first collabo-
rations with Gunta Stolzl in Weimar, resem-
bles an indigenous tribal throne and was a
unicum that could hardly be described as
rational or even practical but was rather a
creative and expressive way of approaching
the subject “chair” from a non-academic tra-
dition. It was not considered that a piece like
this would be brought to serial production.
The idea and execution were experimental
with Gunta Stdlzl weaving the fabric directly
onto the wooden structure of the completely
handcrafted chair. In this sense, the Bauhaus
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product implies the process of developing a
creative and original idea as well as materi-
ally executing the piece. In Gropius words:
“The work is not an end in itself; [the phil-
osophical conception] gives it direction and
cohesion.”*

From a contemporary perspective, func-
tional design is meant to completely fulfil its
function without any distracting details or dis-
ruptive elements that restrict practical use of
the object. In this sense, Breuer’s Club Chair
B3 is a perfectly functional design, especially
at a time when furnitures were mostly heavy
and difficult to move. But having the imma-
terial implications of personal development
and philosophical concept in mind, even the
most famous Bauhaus slogan attains dis-
tinction: Although functionality has become
of vital significance for modern design, espe-
cially in relation to the popular image of the
Bauhaus that exists today, the philosophical
concepts behind the design were of even
more import to Gropius. As | will now go on
to discuss, this is an idea vividly expressed
in Gropius’ own architecture of the famous
Bauhaus school building in Dessau.

While the Bauhaus in Weimar had its res-
idency in a building by Henry van de Velde,
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the move to Dessau was advantageous in
that a new building could be created from
scratch, one that would be Bauhaus to the
core (Fig. 3). Designed by Gropius in 1925, it
soon became the most prominent reference
for Bauhaus itself and a symbol or trademark
for the ideas of the school.

The most prominent part, the workshop
block with its great curtain wall glass fagade
and the glass corner, has become an icon
of modernity in architectural history. The in-
tended function, however, was not just practi-
cality. With the building’s huge glass facade,
it was almost impossible to heat the work-
shops in winter while one can imagine they
must have been incredibly hot in summer.
The function of this workshop building was in
fact to formally represent a new modernity,
aesthetically reacting to the innovations that
the Machine Age had brought — an immateri-
al function that can also be witnessed in the
detail of the auditorium.

The auditorium in Dessau (Fig. 4) was
planned to be used as multifunctional room
connecting the workshop building with the
canteen and the dorms. It was a place for
gatherings of all kinds including theatre plays,
lectures and readings and could be extended
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Figure 3. Walter Gropius, Bauhaus Building Dessau, 1925-1926, entrance and worksho-
ps. Bauhaus Archiv - Museum fiir Gestaltung Berlin.
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to almost double its size by opening into the
canteen. It was also one of the areas that was
most accessible to the public. Although most
Dessau residents did not attend the readings
and theatre plays which were considered too
wild and radical, Gropius also had the idea to
show movies in the auditorium to bring more
people into his building. Therefore, the au-
ditorium attempted to express as much mo-
dernity as possible with radically minimalistic
lights, a precursor of the fluorescent tube;
ceiling paint enriched with tiny metal parti-
cles to reach a shiny, almost glittery surface
for the lamps; doors inspired by Japanese
bridal cabinets designed by Gropius him-
self; and seating design by Marcel Breuer,
a special foldable version of his steel tube
furniture with a modern canvas covering. A
further detail of the interior expresses Gro-
pius’s notion of functionality: the radiators
are displayed like sculptures mounted at eye
level. For the heating itself, this was utterly
unfunctional because the heat rose to warm
the ceiling rather than the seating area. The
function here was to display the clean shape
of this technological innovation rather than
the practicality of the design. Through their
clean industrial shape the radiators symbol-
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Figure 4. Walter Gropius, Bauhaus Building Dessau, 1925-1926, auditory. Photo: Erich
Consemidiller. Copyright Stephan Consemiiller. Bauhaus Archiv - Museum fiir Gestaltung

Berlin.
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ize a vision of a new and modern life with
all the comfort and convenience technical in-
ventions could offer.3® Hence, they become a
manifestation of a philosophy that embraces
technical innovations and proclaims an opti-
mistic zeitgeist and attitude towards the ma-
chine. The radiators thus illustrate how phi-
losophy has the potential to enrich the object
with immaterial values.

Zeitgeist and “Wesensforschung“

Schuldenfrei remarks on what was hap-
pening in Bauhaus design between 1923
and 1928: “Bauhaus objects employed a
stripped-down vocabulary of forms while
reducing applied ornament.”*® While this is
certainly not the case with all the Bauhaus
objects of the Weimar era which were often
one-off expressionist solutions like the afore-
mentioned African Chair,*” it appears to be
true when it comes to the tea infuser. No ap-
plied ornament obscures the sharp silhouette
of the pure geometrical forms. Yet consider-
ing this design as a simple formal reduction,
or some kind of omission of distractive parts,
is not wholly in line with Gropius’s design
principles. Within Gropius’s conception, a
design like this was much more about find-

77



ing the essential substance, the true nature
of the object, and expressing this essence
through a characteristic form. Form is the
keyword here, although not in a formalistic
but intensely idealistic sense. Even before
the Bauhaus was founded, a particular strain
of German zeitgeist driven by romanticism,
the notion of total work of art (Gesamtkunst-
werk) and Nietzsche’s ideas on art as a kind
of substitute religion, exalted form as a man-
ifestation of greater ideas or ideologies.

As | have drawn out in my dissertation on
the German Werkbund, there was already
a tendency towards form as an ultimate ex-
pression of immaterial values before World
War .38 The Werkbund, an association of art-
ists, industrial entrepreneurs and craftsmen,
was founded in 1907 with the goal of “the en-
noblement of [...] work in synergy of art and
industry”®. This association nurtured a vivid
discourse on the character and effectuality
of art within the Industrial Revolution in its
first years after its foundation 1907, debat-
ing relevant topics such as machine work,
company organization and social questions
including various assessments of industrial
entrepreneurs and artists. Yet quite soon,
collaborations between artists and industrial-
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ists were riddled with misunderstandings as
well as struggles for the status quo. A par-
adigm shift occurred in 1910/1911 with the
Werkbund changing its main goal to “Durch-
geistigung”, an artistic spiritualization and in-
tellectualization of the Werkbund discourse
that excluded the material aspects of indus-
trial production and the voice of the entre-
preneurs. Within this paradigm shift, the ar-
tistic form was explicitly valued higher than
material production because it was seen as
a manifestation of the artistic genius. In this
sense, form became an abstract vessel, a
carrier of ideas, that was meant to influence
society in a deeply meaningful way by cul-
tivating the individual mind.*® This mindset
is exemplified to the extreme in a furniture
exhibition from 1910/11 which showed ma-
chine produced furniture with a minimalistic
formal vocabulary designed for the working
class. The vision of this design was to find a
genuine formal expression for working-class
culture to prevent the proletariat from rebel-
ling against their oppressors or voting for the
social democrats.*'

Although this kind of idealism seems crude
and naive from today’s perspective, the
members of the Werkbund strongly believed
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that the mere reception of a spiritualized and
intellectualized (“durchgeistigt’) form would
make a decisive difference.

Walter Gropius entered the Werkbund at
the end of 1910, just as the association was
undergoing its shift towards “Durchgeisti-
gung”. He was not only building up his ca-
reer as an architect at the time but his entire
mindset and the world of ideas that would
later evolve to form the Bauhaus. Although
Gropius was heavily influenced by Werkbund
ideas and contributed strongly to “Durch-
geistigung™?, the interrelation between Gro-
pius and the Werkbund has been underrated
in research literature so far. When in 19224
Gropius emphasized how philosophical con-
cepts give design work direction and cohe-
sion, this kind of pre-war idealism was revit-
alised. As such, form was related not only
to formalist design, but to a manifestation of
higher immaterial values, ones capable of
altering culture and society. In the case of
the Dessau building, the philosophical con-
cepts giving “direction and cohesion” were
the attempt to express a new zeitgeist, a
new lifestyle of the Machine Age driven by
innovation, flexibility and pace. In the case
of Marianne Brandt’s tea infuser, the design

78



philosophy is strongly connected to Gropi-
us’s vision of “Wesensforschung’.
According to Gropius, every object had its
own nature and specific character (Wesen)
that had to be investigated (Forschung) be-
fore a design could be created. This investi-
gation of the object’s nature was dependent
on “the laws of mechanics, statics, optics,
acoustics” and, especially, proportion, which
was, in his perspective, “a matter of the in-
tellectual/spiritual world (geistige Welt)”.**
“Geist” (spirit/mind), a recurring keyword
in Gropius’s texts,* implies the immaterial
artistic genius that lies behind creation as
well as the individual personality. “Wesens-
forschung” therefore unifies materiality and
immateriality, just as the Bauhaus education
tried to unify training in craft skills within the
workshops and the development of personal-
ity in artistic classes such as the preliminary
course. If “Wesensforschung” was followed
consequently, the nature of the object could
be revealed clearly as a design “Typus” — a
prototype with a form so essential and typical
for the object’s nature that it could be repro-
duced endlessly without losing its inner core,
its “Wesen”, while simultaneously carrying
influential ideas on how to creatively express
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the Machine Age and its new lifestyle in the
realm of household items.

Summarizing all these aspects, Marianne
Brandt’s tea infuser is a perfect manifesta-
tion of what Gropius considered the fusion
of immaterial and material aspects central
to his idea of the Bauhaus. For the same
reason, Brandt handcrafted her tea infuser,
since manipulating the material with her own
hands was part of “Wesensforschung”. On
the one side, the handcrafting process was
a pragmatic part of developing professional
skills within the metal workshop, whilst on
the other, it was the simplest and most ef-
fective way of investigating the nature of the
object and the materials at hand.

The form itself is faithful to the nature of
the object; to “tea infuser” as well as to per-
sonal experience. It's essential character is
to contain tea extract, thereby becoming a
vessel for an essential substance and as
such bearing symbolic meaning within Bau-
haus idealism.*® To choose a round-shaped
form for a vessel (an object meant to hold
liquid) is typical. On the other hand, the Rus-
sian tea ceremony — where the infuser origi-
nally comes from — was part of the everyday
Bauhaus routine, since Wassily Kandinsky
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had introduced it to the school, a specific
Bauhaus practice.*” Yet Brandt's personal
experience reveals an even more specific
and particular background. Looking back,
she remarks on being a woman in the metal
workshop:

At first, I was not accepted with pleasure
— there was no place for a woman in a metal
workshop, they }f?elt. They admitted this to me
later on and meanwhile expressed their dis-
pleasure by giving me all sorts of dull, dreary
work. How many little hemispheres did I most
patiently hammer out of brittle new silver,
thinking this was the way it had to be and all
beﬁinnings are hard. Later things settled down,
and we got along well together.**

To still choose a (hemi)sphere as the ba-
sic form for her tea infuser after this expe-
rience at the metal workshop and with her
own work says a lot about Brandt's per-
sonality. The fact that the chosen materials
were, amongst others, silver and ebony,
can equally be interpreted to that effect. The
choice of material derives from an idea that
was also born before World War | — the idea
of handcrafted work having a greater value
than machine work because it was consid-
ered more human, more skilful, experienced
and time-consuming, including personal pa-
tience, effort and hardship.*® The machine,
on the other hand, although capable of effort-
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less, steady and precise non-stop operation,
could never replicate the value of individual
effort. The personal effort and hardship of
the human condition were supposed to be
honoured through expensive materials to ex-
press greater value.®® Because Brandt hand-
crafted the piece, her personal work in this
matter justified the use of a valuable material
like silver — in opposition to machine-made
objects like the steel tube furniture.

Thus we see how all these immaterial as-
pects — their idea of the zeitgeist, training in
crafting skills, “Wesensforschung”, the pro-
cess of fabricating and Brandt’s individual
and very personal experiences — are unified
in the form, production and material of the
tea infuser.

Conclusion: From Immaterial to Mate-
rial

More than 20 years after closing the Bau-
haus, Gropius himself pointed out how the
goals of his era were widely misunderstood,
especially regarding purely rational interpre-
tations of functional design. In the speech
he held within the opening ceremony for a
new building of the Hochschule fir Gestal-
tung Ulm (Ulm Design School) in 1955, he
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emphasised “the importance of the magical
over the logical”, further explaining:

The h pertic/)[phy of the sciences has sup-
pressed the Magical within our lives, the poet
and the prophet have been treated as orphans
of the overly practical objective human LE)ein,g
due to the unprecedented triumph of the logi-
cal sciences.”

Even almost 30 years after the founding of
the Bauhaus, Gropius’s 19" century mindset
— an artistic idealism nourished by ideas of
artistic genius and the total work of art — was
still a fundamental part of his perspective
on what the school he had founded: it was
meant to be what might be best described as
a “radical utopian community”s2. Well aware
of the Bauhaus image built up after World
War Il he tried to make clear:

Nevertheless, a fallacious portrait of the pio-
neers of modern architecture has been project-

ed that exposed them as fanatic proponents of

rigid mechanical principles, glorifying the ma-
chine and having become co%d towarﬁs deeper
human values in service of ‘Neue Sachlichkeit’
(New Objectivity). ...} Functionalism to us was
not synonymous to an efficient approach only;
it also involved psychological issues.

A combination of today’s rational and ma-
terialistic perspective on design with some
art historians desire to define art history as
rational science based on material evidence
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only serve to dilute the underpinnings of
Gropius’s Bauhaus. Psychological issues,
the development of a creative personality
directly following the trauma of World War |
and the attempt to nourish “Geist” und “We-
sensforschung” through artistic creativity on
the one side and handcraft on the other, can
neither be understood through an exclusive-
ly material approach nor by mottos such as
functionalism and rationalism that developed
in meaning years and even decades after-
wards.

The development of the historiography
of modernism with the Bauhaus being per-
ceived as the primordial mother of “Sach-
lichkeit’, functionalism, practicality, etc. was
bound to generate a countermovement to
accompany this genealogy. The history
of the Bauhaus leaves space for criticism
through attempts to get closer to the histori-
cal reality of the famous school in Germany.
There is no doubt that the Bauhaus did not
invent everything “modern”, it was a school
that tried to provide a field for experimenta-
tion. Due to this, any considerations of the
Bauhaus that exclude immaterial aspects
— work and design processes, the psycho-
logical model of creation within, philosoph-
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ical concepts, personal development and
zeitgeist behind Bauhaus creation — remain
insufficient. While Gropius and his contem-
poraries were well aware of the immaterial
as being fundamental to artistic production
(“Durchgeistigung”), art historical reception
partly turned these immaterial aspects into
material criteria of perception. The tea infus-
er by Marianne Brandt deserves the label
“Bauhaus in a nutshell”®3, simply because of
the very specific immaterial aspects and nar-
ration within its formal physical appearance.

As such, art history’s challenge is to re-
construct the immaterial values that are im-
plied within the material object and to tackle
‘bygone’ ideals even if they seem crude, il-
logical and conflicting to our mindset today.
To differentiate, and therefore come closer to
historical phenomena in all their complexity
and ambiguity, art historians might well wan-
der away from the path of material examina-
tion and instead welcome that which is partly
ungraspable: the immaterial.

Endnotes

1 With a variety of events, discourses,
exhibitions, and publications the Bauhaus centennial
in 2019 has proven that there is no distinct or
consistent Bauhaus image in today’s reception.

2 The most prominent ones being the New
Bauhaus Chicago, founded by Laszlo Moholy-Nagy in
1937, the Black Mountain College in North Carolina,
founded in 1933, and later on, Josef and Anni Albers’s
sphere of activity, and the Hochschule fiir Gestaltung
UIm (Ulm School of Design), founded by Max Bill in
1953.

3 The first profound monography on the
Bauhaus that is still relevant today is Hans Maria
Wingler’s publication from 1968, often referred to as
the “Bauhaus Bible” and first published in English in
1969 (Wingler, The Bauhaus).

4 See Emil Herfurth’s pamphlet against the
Bauhaus “Weimar and the Staatliche Bauhaus”,
February 1920, printed in Hans Maria Wingler,

The Bauhaus. Weimar, Dessau, Berlin, Chicago
(Cambridge and London: MIT Press 1978), 37f.See
also Magdalena Droste, Bauhaus 1919—1933 (Kdln:
Benedikt Taschen 1998), 48-50.

5 Bertolt Brecht, “Nordseekrabben oder die
moderne Bauhaus-Wohnung*, printed in Geschichten
und Gespréche, ed. Gerhard Seidel (Berlin:
Eulenspiegel 1987), 31-44.

6 Droste, Bauhaus, 54-58.

7 Theodor W. Adorno, Kulturindustrie.
Aufklarung als Massenbetrug®, in Theodor W.
Adorno, Max Horkheimer, Dialektik der Aufklarung.
Philosophische Fragmente (Berlin: Fischer 2008),
43-130.

8 Rudolf Schwarz's article ,Bilde Kiinstler,
rede nicht!* (“Create, artist, don’t talk*) in 1953
initialized the so-called “Bauhaus-debate”, see Die
Bahaus-Debatte 1953. Dokumente einer verdréngten
Kontroverse, ed. Ulrich Conrads. Peter Neitzke
(Wiesbaden: Vieweg 1994).

N Tahiti 1/2021 | Articles | Kapsreiter: From Immaterial to Material

9 One of them, now to be found at the Neue
Galerie in New York, was created on a spinning lathe,
a first attempt of industrial fabrication. For a full list of
the eight exemplars see Annemarie Jaeggi, “Unity in
diversity”, in original Bauhaus, ed. Nina Wiedemeyer
(Munich, London, New York: Prestel 2019), 36-37.
10 Robin Schuldenfrei, ,The Irreproducibility
of the Bauhaus Object”, in Bauhaus Construct.
Fashioning Identity, Discourse and Modernism, ed.
Jeffrey Saletnik, Robin Schuldenfrei (London, New
York: Routledge 2009).

11 Ibid., 38.

12 Ibid.

13 Ibid., 43.

14 Her argumentation does not only exemplify

Marianne Brandt’s tea infuser, but several other
design examples from the metal workshop, as well as
Josef Hartwig’s chess set designed in 1924, another
famous Bauhaus icon.

15 Schuldenfrei, "Irreproducibility”, 38.
16 Ibid., 37.
17 Walter Gropius, “The Necessity of

Commissioned Work for the Bauhaus”, Notes, dated
December 9, 1921, printed in Wingler Bauhaus, 51.
18 § 1 of the teaching regulations set in the
statutes of the Staatliche Bauhaus Weimar in 1921.
See Wingler Bauhaus, 44.

19 Gropius “Commissioned Work”, 51.
Gropius’s belief in the artistic genius can already

be proven in his early articles and speeches like
“Monumental Art and Industrial buildings” from

1911 (Walter Gropius: "Monumentale Kunst und
Industriebau”, printed in Walter Gropius: Band 3:
Ausgewéhlte Schriften, ed. Harmut Probst, Christian
Schadlich (Berlin: Ernst & Sohn 1987), 28-51) as well
as in the correspondence with Alma Mahler, starting
in 1910.

20 The famous pedagogical concept of
combining art lessons with crafting at the workshops
derives from this idea.

21 Gropius “Commissioned Work”, 51.

81



22 For further remarks on how Gropius
provided food, housing and personal company see
Ute Ackermann, Das Bauhaus isst (Leipzig: E.A.
Seemann publishing 2008), 8-29. A very picturesque
story tells about the students in Weimar wandering
through Ilm park, the old park where Goethe once had
his garden house, carrying self-made artistic lanterns,
discussing philosophy and arts while surrounded

by fireflies. Felix Klee, ,Meine Erinnerungen an das
Bauhaus Weimar®, printed in Droste and Friedewald,
Unser Bauhaus, 170.

23 At that time Itten was already experienced
in art education and had led a private art seminar

in Vienna. When he came to Weimar, several of his
Viennese students followed him.

24 Droste, Bauhaus, 25.

25 Founded by Otoman Zar-Adusht Ha'nish at
the end of the 19" century Mazdaznan is a religion
or religious cult that derives from Zoroastrianism and
focuses on the idea of the universal spirit in mind
and body. Mazdaznan principles like the vegetarian
diet, breathing exercises and meditation were part

of Itten’s everyday spiritual practice at the Bauhaus.
See Paul Citroen, “Mazdaznan am Bauhaus”, printed
in Droste and Friedewald, Unser Bauhaus, 64-70 for a
quite vivid description of Mazdaznan rituals and their
meaning for daily life at the early Bauhaus.

26 Droste, Bauhaus, 37.

27 Oskar Schlemmer, Letter to Otto Meyer-
Amden of 16.5.1921, quoted in Droste, Bauhaus, 29.
Similar experiences of braking mental boundaries
are delivered from Paul Klee’s classes: “The
absoluteness [...] to which Klee opened our eyes
had initial effect of overwhelming and inhibiting us.
Thus, suddenly transported into a world of perception
for which we were not yet mentally equipped, we
naturally felt shaky, or as if in a trance.” Marianne
Ahlfeld Heymann, “Erinnerungen an Paul Klee®, in
Und trotzdem (iberlebt (Konstanz: Hartung Gorre
1994), 78, English translation: Elizabeth Otto,
.Bauhaus Spectacles, Bauhaus Specters”, https://

N Tahiti 1/2021 | Articles | Kapsreiter:

www.academia.edu/34882840/Bauhaus_Spectacles
Bauhaus_Specters, 57

28 Walter Gropius, "The Viability of the
Bauhaus Idea”, Notes, dated February 3, 1922,
printed in Wingler, The Bauhaus, 51.

29 Schuldenfrei, “The Irreproducibility”, 50.

30 Breuer’s design was also a fundamental
part of the interieur of Gropius’s master house in
Dessau. Ise Gropius demonstrated the lightness and
mobility of the tubular steel chair in the documentary
film “New Living” (“Neues Wohnen”) from the series
How Can We Live Healthily and Economically”,
directed by Richard Paulick for Humboldt-Film GmbH
Berlin, 1926.

31 Although Breuer’s design went into serial
production and therefore seems to exemplify the
Bauhaus goals of mass production according to
Schuldenfrei’s point of view, she does not include it in
her argumentation.

32 Christopher Wilk, Marcel Breuer, furniture
and interiors (New York: MoMA catalogue 1981), 188.
Besides, Elizabeth Otto has pointed out a correlation
between Breuer’s chair designs and spiritual
aspects like spirit photography, see Otto, “Bauhaus
Spectacles”, 46—48.

33 Although this chair became famous as
“African Chair”, the name occurred later after World
War Il and was originally identified in as “romantic
leanchair” (“Romantischer Lehnstuhl”).

34 Gropius, “Commissioned Work”, 51.

35 Walter Gropius, “Die neue Baugesinnung®,
printed in: Probst and Schadlich, Walter Gropius
Schriften, 93.

36 Schuldenfrei, “The Irreproducibility”, 41.

37 Another quite vivid example is a door knob
designed by Naum Slutzky in 1921 that shows such a
destructed, edged metal solution, Oskar Schlemmer
joked about it, you could never use it without getting
bloody fingers. Magdalena Droste, Bauhaus 1919-
1933 (KdélIn: Taschen Bibliotheca Universalis 2019),
170.

From Immaterial to Material

38 Adriana Kapsreiter, Kunst und Industrie

— Veredelung der Arbeit und moderne Fabriken im
Diskurs des Deutschen Werkbundes 1907 bis 1914,
(Berlin: Gebriider Mann 2021).

39 Werkbund Statutes, §2. Satzung vorgelegt
von dem geschéftsfiihrenden Ausschuss fiir die erste
Jahresversammlung des Deutschen Werkbundes zu
Miinchen am 11. und 12. Juli 1908, ed. Deutscher
Werkbund (Werkbund Archive Berlin)

40 Gropius explicitly repeated this idea in

a speech in 1955: Walter Gropius, “Dynamische
Tradition in der Architektur”, printed in Probst and
Schéadlich, Walter Gropius Schriften, 179.

41 Theodor Heuss, “Der Hausrat des
Proletariers®, Die Hilfe, Wochenschrift fiir Politik,
Literatur und Kunst, (1911), 318-319 or Robert
Breuer, “Prinzip der Wirklichkeit”, in Fachblatt

fiir Holzarbeiter, lllustrierte Monatshefte flir die
fachtechnische und kunstgewerbliche Fortbildung
(1911), 125-127.

42 Among Gropius’s achievements for the
paradigm shift are his speech of 1911 (Gropius,
“Monumentale Kunst”) followed by an exhibition of
modern industrial architecture in the same year and
several articles in the Werkbund-Jahrbucher in 1912

and 1914.

43 See note 24.

44 Gropius, “Baugesinnung”, 95.

45 “Geist’ or “geistig” can be found more than
once in every text by Gropius quoted in this article.
46 Originally the tea infuser was placed on top

of the samovar containing the tea extract that can be
diluted with hot water from the samovar.

47 Jaeggi, “Unity*, 38.

48 Marianne Brandt, “Letter to the younger
generation”, in Bauhaus and Bauhaus People, ed.
Eckhard Neumann (New York et al.: Van Nostrand
Reinhold 1970), 98.

49 This is one of the results of my dissertation
concerning the first Werkbund years 1907 and 1908,
when the Werkbund intensely discussed material

82


https://www.academia.edu/34882840/Bauhaus_Spectacles_Bauhaus_Specters
https://www.academia.edu/34882840/Bauhaus_Spectacles_Bauhaus_Specters
https://www.academia.edu/34882840/Bauhaus_Spectacles_Bauhaus_Specters

aspects of production like the modes of work, the
differences between individual and machine work and
the expression of the value of work.

50 Kapsreiter, “Kunst & Industrie®, 63—72.

51 Gropius, “Dynamische Tradition”, 179.
Translated by the author of this article. German
original: “Bedeutung des Magischen gegeniiber dem
Logischen*: ,Die Hypertrophie der Wissenschaften
hat ja das Magische in unserem Leben verdréngt,
der Poet und der Prophet wurden zu Stiefkindern

des lberpraktischen Zweckmenschen infolge

des beispiellosen Siegeszuges der logischen
Wissenschaften.“

52 Otto, “Bauhaus Spectacles”, 45.

53 Former Bauhaus curator Klaus Weber in a
statement to The International Herald Tribune, quoted
in Elizabeth Otto, “Marianne Brandt's Experimental
Landscapes in Painting and Photography during the
National Socialist Period”, History of Photography 37,
no. 2 (May 2013), 167-181.

Adriana Kapsreiter studied art history in
Vienna and Berlin and wrote her disserta-
tion on the German Werkbund, industrial
production and architecture between
1907 and 1914. Since 2019 she works
as research fellow at the Bauhaus Archi-
ve Berlin within the project ,,Alma Mahler
and Walter Gropius - the correspondence
1910-1915" as a cooperation between
the University of Tiibingen and the Bau-
haus Archive Berlin, funded by the Deut-
sche Forschungsgemeinschaft (DFG).

N Tahiti 1/2021 | Articles | Kapsreiter: From Immaterial to Material

83



Bauhaus-skolan en modell for
Konstfackskolan 1944

Kerstin Wickman

Under aren som lektor fran 1984 och som
professor i design- och konsthantverkshisto-
ria fran 2002 till 2008 pa Konstfack fordjupa-
de jag mig ett antal ganger i Bauhausskolans
respektive Konstfacks bakgrund, historia och
utveckling. Jag hdll bland annat en rad fore-
lasningar om Bauhaus och modernismen, ur
olika aspekter. Bauhausskolans 100-arsju-
bileum 2019 innebar att jag som reseledare
och forelasare for nagra grupper med svens-
ka formgivare besotkte jubileumsutstallning-
arna i Berlin, Weimar och Dessau.
Kvaliteten pa den konstindustriella utbild-
ningen i Sverige var ett problem under de for-
sta decennierna pa 1900-talet, enligt kretsen
kring Svenska Sl6jdféreningen (sedan 1976
Svensk Form). Kritiken var aterkommande.

Bauhausskolan hade uppfattats som en
omtumlande innovation i Weimar 1919, vil-
ken férandrat estetiken och pedagogiken
pa ett genomgripande satt men som slutat i
en tragedi 1932-33. Konstfack har 6verlevt
bade kritik, upproriska studenter och en rad
omdaningar och ar nu 176 ar. Den har sedan
den blev hogskola 1976—78 genomgatt ytter-
ligare férandringar. Har kommer jag ta upp
nagra av berdringspunkterna med Bauhaus.

"Slojdskolan” (nuvarande Konstfack) fick
sitt nya namn "Tekniska skolan” och en ny ut-
bildningsplan 1878-79. Det var en skola for
slojd, konsthantverk, formgivning och blivan-
de teckningslarare. Har fanns aven en bygg-
nads- och maskinteknisk avdelning. Dess
ursprung var Sondagsritskolan for hantver-
kare som grundats 1844. Ett ar senare blev
Svenska Slo6jdféreningen huvudman och
skolan kallades darefter allmant for ”Slojd-
skolan”. Staten tog Over det ekonomiska
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Fritn Filtet och

arkiven

ansvaret 1859, och som namndes ovan fick
skolan 1879 en ny, da modern utbildnings-
plan.

En viss modernisering skedde darefter
kring sekelskiftet. Vid sidan av undervisning-
en i stilhistoria och ornament fick eleverna
teckna direkt fran naturen. Men sedan upp-
horde fornyelsen. Pa 1920- och 1930-talen
klagade Svenska Slojdféreningen pa att
undervisningen var otidsenlig. Upplagget,
metodiken och pedagogiken hade inte va-
sentligt férandrats sedan 1879. Skolan hade
lunkat pa med i stort sett samma pedagogis-
ka upplagg.

Stockholmsutstallningen 1930 blev ett
genombrott for funktionalismen (modernis-
men) i Sverige for arkitektur, konstindustri
och formgivning. Men Tekniska skolan var
inte representerad pa utstallningen, med
undantag for de elever som studerade for
monumentalmalaren och kyrkomalaren Olle
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Bild 1. Konstfacks byggnad idag pa LM Ericssons vag i Stockholm. Skolan fick i bérjan
av 2000-talet, liksom Bauhaus-skolan 1932, flytta in i f. d. telefonfabrik. L.M. Ericssons
telefonfabrik uppfordes 1938 till 1940 i funktionalistisk stil efter ritningar av arkitekt Ture

L

Wennerholm. Foto: Ivar Johansson. CC.
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Hjortzberg (1872-1959). Hans undervisning
ansags namligen vara den enda som sva-
rade mot moderna behov. Hans elever fick
mala teaterscenografier och en del pavil-
jonger pa utstallningen. En av eleverna var
prins Sigvard Bernadotte (1907-2002), som
senare blev en av Sveriges forsta industri-
designer.

Krav pa férnyelse

Efter Stockholmsutstallningen bdrjade det
emellertid ta fart. Utstallningens energiske
kommissarie, konsthistorikern Gregor Pauls-
son (1889-1977), Svenska Sl6jdférening-
ens direktdér, museimannen Erik Wettergren
(1883-1961) och foreningsmedlemmen, ar-
kitekten Hakon Ahlberg (1891-1984) utfor-
made en skrivelse till skoloverstyrelsen med
synpunkter pa hur en modern utbildning i
formgivning och konstindustri borde se ut.
Skrivelsen publicerades i Form, Svenska
Slojdféreningens tidning." Har nagra rader
ur texten: "Skolan ar i behov av en radikal
omorganisation. Den moderna konstind-
ustrin fordrar salunda langt mer ingaende
tekniska kunskaper och en djupare insikt om
industriens arbetssatt och ekonomiska for-
hallanden. Den hamtar sina former icke ur
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Bild 2. De nya lokalerna av Konstfackskolan pa Valhallavagen i Stockholm invigs i November 1959 av kung Gustaf VI Adolf och drottning
Louise. Foto: Jan Ehnemark, Stockholms stadsmuseum, Fotonummer: SvD 27567.
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ett forrad av ornament i olika stilarter eller av
tillfallig karaktar utan den soker att na fram
till konstnarlig verkan i framst rummet genom
ett intrangande studium av materialets inne-
boende mojligheter i dess samverkan med
konstruktion och andamal.”

Asikten att det var materialen i sig som
skulle vara utgangspunkten delade de tre
forslagsstallarna med lararna och ledningen
for Bauhaus-skolan, samt aven med manga
datida avantgardekonstnarer. Det var en av
de stora forandringarna jamfort med 1800-ta-
let och sekelskiftet, da stilhistorien respekti-
ve atergivningen av naturen varit i fokus.

Forslagsstallarna hade fler krav: "Stor
uppmarksamhet bor agnas at metodiken vid
denna konstnarliga fackutbildning och dar-
vid bora erfarenheter fran utlandets ledande
konstindustriskolor studeras. Skolan maste
salunda utrustas med verkstader eller labo-
ratorier for respektive fack och det ar énsk-
vart att dessa i mojligaste man forses med
de tekniska hjalpmedel av vilka industri och
hantverk i praktiken begagna sig. [---] Sko-
lans facklarare béra aven sjalva om mdjligt
hava direkt kontakt med industri och hant-
verk. Skolan béra i viss man kunna tjanst-
gOra sasom modell- och monsterverkstad for

resp. industrier, och eleverna béra salunda i
den utstrackning det ar majligt sysselsattas
med direkta bestallningar fran industrien el-
ler med att framstalla saljbara monster.”
Det som foreslas liknar alltsa inte endast
programmet for Bauhaus-skolan. Forslagen
ar nast intill identiska med Walter Gropius
utbildningsplaner, som handlade om att ut-
veckla nya prototyper for tysk industri.

Tyskland - inte langre en férebild

Men det politiska handelseforloppet i Tysk-
land pa 1930-talet var ett problem. Tyskland
var inte langre ett exempel att félja. | Form ar
1933 tog Gregor Paulsson avstand fran ut-
vecklingen i det land vars kultur hade betytt
sa mycket fér honom.

Bade kulturen och pedagogiken tog en an-
nan vag efter 1932, efter nazisternas mak-
tévertagande. | Form publicerades 1933 en
lista pa ett tjugotal museichefer och profes-
sorer som da tvingades lamna sina arbeten,
bl. a. den kande forkampen for den moder-
na typografin, Jan Tschichold (1902-1974),
larare i grafisk formgivning i Leipzig. Aven
chefredaktéren for den tyska tidskriften Der
Form entledigades. Dess svenska motsva-
righet, Form, konstaterade att Walter Gropi-
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us och Ludwig Mies van det Rohe hade gatt
ur Deutscher Werkbund, som nu fatt en par-
titrogen, nationalsocialistisk ledning.*

Men vad innebar det for konsthantverks-
skolorna? Skribenten Hans Rabén® rappor-
terade i Form om en resa till Hamburg och
skriver: "Syftet med besoket var att se hur
den nazistiska pedagogiken fungerade i
praktiken pa en konstindustriskola.” Hans ar-
tikel har rubriken "En tysk konstindustriskola
under den nya regimen”. Rabén ar 6msom
kritisk och dmsom ironisk i sin artikel. Den
kande, tidigare rektorn for skolan hade spar-
kats. Orsaken var hans forkarlek fér modern
konst och for de idéer som tillampats pa den
forna Bauhaus-skolan i Dessau. Rabén pa-
pekade i sin artikel att de nu férbjudna idéer-
na var desamma som de vilka i Sverige kall-
lades funktionalism. Nagra nya pedagogiska
linjer erbjod inte den nazistiska omstallning-
en, konstaterade han.

Man hade atergatt till att teckna av naturen
och gamla gipsmodeller, "i stallet for att utga
fran materialet som varit Bauhausskolans
modell”. Periodvis fick eleverna agna sig at
"lantbruksarbete enligt den nazistiska Blut
und Boden-ideologin”. | arkitekturutbildning-
en fick de lara sig "att taket ska inta tva tred-
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jedelar av hushdjden och utformas i samma
anda som den nordtyska allmogekulturen”.
Pa textilavdelningen dgnade man sig inte at
fargning av garn. "Vaxtfargning saknas nas-
tan helt, vilket kan tyckas egendomligt med
den kult av det jordvuxna som nu bedrives i
Tyskland”, ironiserade han.”

Omdaningen tog form

Skrivelsen ledde till att skoldverstyrelsen
tillsatte en kommitté med yrkessakkunniga
1936 som skulle ta fram en ny utbildnings-
plan och ett forslag pa omorganisation. For-
slaget var klart tva ar senare men det drojde
till 1945 innan det blev officiellt beslutat av
regering och riksdag.

Undervisningen pa Konstfack var fram till
1978 — da skolan blev hogskola —indelad i
en lagre och hogre avdelning, den tvaariga
Dagskolan och den tvaariga Hogre Konst-
industriella Skolan, HKS. Till den sistnamn-
da antogs man genom intradesprov. Aren
1968-70 andrades detta och godkanda elev-
er kunde automatiskt fortsatta till HKS. Det
fanns aven en trearig Aftonskola for elever
som yrkesarbetade dagtid. Utbildningen dar
motsvarade den tvaariga Dagskolan. Manga
av dem som togs in pa Dagskolan hade forst

gatt ett till tre ar pa Aftonskolan, som emel-
lertid upphorde 1978 nar Konstfack blev
hogskola.

Aftonskolan och Dagskolan gav eleverna
en gemensam konstnarlig bas och mojlig-
het att fundera 6ver vilket fack de darefter
eventuellt ville ga. Jamfért med Bauhaus tog
eleverna pa Konstfack langre tid pa sig for
att ta en examen. Men de var betydligt yngre
an dem som kom till Bauhaus-skolan i Wei-
mar och hade inte lika grundliga konststudier
bakom sig.

Konstfacks nya namn visade att utbildning-
en nu byggde pa fack. Dessa leddes dels av
huvudlarare som ansvarade for elevernas
konstnarliga och professionella utveckling,
dels av hantverkare som undervisade i olika
tekniker. Modellen var alltsa densamma som
pa Bauhaus. Dessutom fanns en rad andra
larare som bidrog till elevernas kunskaper
om farg, form och ljus, precis som det funnits
pa Bauhaus. Bauhaus-skolan var alltsa en
forebild.

Men det fanns ocksa en skillnad. Fér Wal-
ter Gropius, som den arkitekt han var, var
"byggnaden” malet. Flera arkitekter knots
ju ocksa till Bauhaus som larare. Svenska
Slojdféreningens malgrupp, liksom sakkun-
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niggruppens, var landets konstindustrier, na-
got som kom att pragla utbildningen. Malet
var att fa fram fler skickliga formgivare som
kunde bista den svenska industrin. (Den
byggnads- och maskintekniska avdelningen
hade redan avknoppats 1938 fran Tekniska
skolan, och blivit ett nytt tekniskt laroverk i
Stockholm.)

Ar 1946 utsags konsthistorikern Ake Sta-
venow (1898-1971) till rektor for Konstfack.
Han kom fran Svenska Sl6jdféreningen,
for vilken han varit direktér. Han hade ock-
sa ingatt i den kommitté som utformat den
nya utbildningsplanen. Hans uppdrag var
att fornya skolan enligt de riktlinjer som fo-
reslagits i debattartikeln 1933 och i den om-
daning som riksdagen beslutat 1945. Den
akademiskt eller hantverksmassigt utbildade
lararkaren som funnits pa Tekniska skolan
var inte alltid med pa noterna. (Detsamma
hade Gropius upplevt i Weimar.) De fanns
dock undantag, bl.a. konstnaren Nils Nixon
(1912-1998), som fordjupat sig i Laszl6 Mo-
holy Nagys pedagogiska 6vningar pa New
Bauhaus i Chicago. Nixon arbetade som
larare i konstpsykologi pa skolan, ett amne
som ocksa omfattade perceptionsdvningar.
| och med att nya huvudlarare anstalldes
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upphdérde motstandet mot forandringarna.
Stavenow rekryterade nagra av datidens
framsta yrkesverksamma formgivare och
konstnarer i Sverige.

Flera av lararna pa Konstfackskolan ar-
betade i ett abstrakt formsprak och direkt
med materialen, dvs. med yttringar som pa
1920-talet betraktats som avantgarde, men
som blev radande efter andra varldskriget.
Att utga fran och férdjupa sig i materialen
och fargerna, att forutsattningslést narma sig
problemen och att ha ett experimentellt for-
hallningssatt till skapande var de pedagogis-
ka idéer som Konstfackskolan kom att om-
fatta efter kriget, precis som Bauhausskolan
gjort fore kriget.

Fack baserade pa material

Pa keramik- och metallfacken ingick indu-
striella formgivningsuppgifter, medan tex-
tilfacket var fokuserat pa textil konst och
hantverk. Ett fatal textilkonstnarer sadlade
efter examen om till ménsterformgivare pa
textilindustrin eller sokte till NK:s (Nordiska
Kompaniets) Textilkammare, dar Astrid Sam-
pe (1909-2002) var chef. Hon hade bdrjat pa
Tekniska skolan (Konstfack) 1928 och sedan
studerat pa Royal College of Art i London.

Dar larde hon kanna den tidiga brittiska mo-
dernistgenerationen. Precis som Bauhaus-
lern Otti Berger (1898-1944), som under en
period ansvarade for undervisningen i vav-
ning pa Bauhaus i Dessau, var Astrid Sampe
oerhdrt intresserad av industriella textiltek-
niker och nya fibrer som cellulosa, cellofan,
viskos, rayon och glasfiber.

Otti Berger hade kommit till Sverige i april
1929 for att félja en kurs pa Johanna Bruns-
sons vavskola, den sa kallade Praktiska
vavnadsskolan, under elva veckor. Kursen
avslutades med en vaxtfargningsperiod med
Barbro Nilsson som larare. (Nilsson blev
senare huvudlarare for textilavdelningen pa
Konstfackskolan.) | januari 1930 visade Otti
Berger sina textilier pa Galerie Moderne i
Stockholm samtidigt som en utstalining med
“radikal” modernistisk svensk bostadsarkitek-
tur —liknande den tyska — presenterades. Hon
fick en kort, uppskattande recension i Dagens
Nyheter. Form publicerade en artikel och i tid-
ningen Spektrum, Arkitektur och samhélle, nr
2, 1933, ingick hennes intressanta och analy-
tiskt skarpta artikel "Ratt fibrer pa ratt plats”. |
den beskriver hon vilka funktioner textilier ska
ha i inredningen och hur strukturer och farger
paverkas av material och ljus.
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Sadana kunskaper anammades av Astrid
Sampe. Genom Otti Bergers vistelse och hen-
nes forelasningar i Stockholm 1929 spreds
Moholy-Nagys betoning pa olika materials
unika och taktila egenskaper till svenska
formgivare. Enligt modernister som Sampe
och studenterna pa Konstfackskolan, skulle
textilierna samspela med den nya moderna
funktionalistiska betongarkitekturen. Inga
sma, raddhagsna monster dog i fonstren.
Det skulle vara storskaliga, abstrakt mdnst-
rade eller enfargade textilier, som fangade
dagsljuset och hammade skarpa ljud, slit-
starka mdbeltyger, som framhavde mdbler-
nas formsprak och stora textila konstvavar,
som bidrog till intressanta interiorer.

Vad hdnde sedan
| samband med 150-arsjubileet 1993 bytte
Konstfackskolan officiellt namn till Konstfack,
som skolan da inofficiellt hade kallats under
fler decennier. Jubileet firades bl. a. genom
att en stor jubileumsbok gavs ut. Konstnaren
Gosta Wessel (f. 1944), professor vid sko-
lans avdelning for Farg och Form var en av
skribenterna.

| och med att Konstfack blev hdgskola
1978 fick skolan da en speciell avdelning,

89



"Farg och Form”, som stod for en tredjedel
av all undervisning pa skolan och som skulle
sakerstalla att eleverna fick den konstnar-
liga traning de ansags behoéva. Lararna pa
avdelningen hade samma roll som Johan-
nes ltten, Paul Klee och Wassily Kandinsky
haft pa Bauhaus. "Malet var att utveckla
studenternas seende och fardigheter och
medvetandegora dem om hur fargers och
formers utseende paverkas av komplexa
sammanhang,” formulerade Gosta Wessel.®
Under de tva féljande aren fordjupades det
konstnarliga experimenterandet och sékand-
et under Farg- och Formperioderna — &ven
det en likhet med vad som skedde pa Bau-
haus-skolan.

Gosta Wessel var val fortrogen med bade
Johannes lttens och Josef Albers fargteorier
och han byggde upp ett farglaboratorium pa
skolan. Dar undersokte han bland annat hur
fargpigment och texturer paverkades av bin-
demedel och hur detta i sin tur paverkade
var upplevelse av fargerna.

Gosta Wessel anknét i sin artikel i Konst-
fackhistoriken till Bauhaus: "All utbildning vid
Konstfack vilar pa konstnarlig grund bade av
tradition och malmedveten vilja. [---] | likhet
med Bauhaus anser vi pa Farg och Form

att det finns vissa allmanna grundlaggande
kunskaper i farg och form som ar viktiga for
en konstnarlig utveckling. [---] Kurserna i fritt
maleri pa Bauhaus gav upphov till andlésa
diskussioner om konsten roll i férhallande
till teknik och design. Dessa diskussioner
pagar sedan lang tid tillbaka hos oss och
kommer férhoppningsvis att fortsatta aven i
framtiden. De samlade erfarenheterna fran
Bauhaus och Bauhaus-traditionens utveck-
ling under 1900-talet &r for oss en viktig kun-
skapskalla.™

Under aren 2006-08 avvecklades institu-
tionen for Farg och Form successivt. Flera
konstnarer forsvann, gick i pension eller slu-
tade av andra orsaker. Undervisningen blev
mer konceptbaserad med 6kade krav pa teo-
retiska kunskaper. Konstfack var ju hdgskola
vilket innebar att studenterna skulle agna sig
at akademisk forskning.

En konstnarlig utbildning ar inget slutet karl.
Den ar beroende av foreteelser i samhallet och
av impulser och idéer i tiden. Bauhausskolan
var inte statisk utan férandrades genom dess
egen, inre utveckling och genom skeenden i
omvarlden. S& har ocksa Konstfack gjort. Men
det ar svart att stoppa studenters egen driv-
kraft. Materialexperimenten ar nu tillbaka.
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Bauhauspedagogiken tog ytterligare en
vag in i Sverige och det via New Bauhaus
i Chicago. Konstnaren Adelyne Cross-Eriks-
son (1905-1979) studerade dar pa 1940-ta-
let. Laszl6 Moholy-Nagys 6vningar i form,
textur och struktur samt hans metoder att
utveckla sinnesférnimmelserna paverkade
henne. Utifran dessa kunskaper byggde hon
under andra varldskriget upp en utbildning i
Los Angeles for arbetare, husmoédrar och an-
dra, évertygad om att alla har en konstnarlig
formaga.

Hon gifte sig med en svensk, sjomannen
Per Eriksson. Joseph McCarthys forfoljelse
av vansterradikala tvingade dem att 1amna
Los Angeles och de emigrerade till Sverige
1950. Hon blev senare larare pa Folkuniver-
sitet, dvs. kursverksamheten vid Stockholms
universitet. En rad kanda kulturpersoner an-
sl6t sig till hennes undervisning. Allt fler blev
fascinerade av hennes pedagogik. 1967 star-
tade nagra av dem tillsammans med Adely-
ne Cross-Eriksson "Levande Verkstad”, som
i sin tur har paverkat manga konstpedagoger
i vart land. Det visar hur idéer kan vandra vi-
dare, transformeras och ibland ta nya vagar.
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Bauhaus in the Archive

Christina Pech

Institutions collecting and exhibiting archi-
tecture and design profoundly influence how
materials and subjects are selected, safe-
guarded, and, subsequently, communicat-
ed to larger audiences. When ArkDes, the
Swedish centre for architecture and design,
noticed the Bauhaus centennial, it seemed
appropriate to highlight the institution’s col-
lection and its role; what can the archives
kept at ArkDes tell us about the Bauhaus’
influence on design and architecture in Swe-
den?

This text builds on a series of three public
talks arranged during fall 2019 — “Bauhaus in

the Archive™ — and engaged with urban plan-
ning, interior design, and the realm of ideas.
In keeping with the ambition to explore the
collections, material from the repositories of
ArkDes was made available on every occa-
sion — original drawings, sketches, photo-
graphs, documents, correspondence, books.
The first conversation with the city architect
of Kristianstad, Roger Jonsson?, revolved
around architect and planner Fred Forbat
(Alfréd Fischl, 1897-1972), who worked for
Walter Gropius at the Bauhaus and later be-
came an influential urban planner in Sweden.
In the second talk, design historian Kerstin
Wickman?® discussed her archival findings
and travels to the Bauhaus school with Ark-
Des’ design specialist Jonas Olsson. Finally,
the Swedish functionalist manifesto Accept-
era from 1931 was put in context by three
scholars. Atli Magnus Seelow*, architect and
architecture historian, Helena Kaberg?®, cu-
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rator at Nationalmuseum, and philosopher
Sven-Olov Wallenstein® have previously re-
searched the book and joined a conversation
that traced its roots to the continent spurred
by the recent translation to German (Seelow,
20187).

Canon and Archive

The relationship between a canon, common-
ly considered established accounts of past
events, and an archive, the supposedly indis-
criminate accumulation of material remains,
is undeniably intriguing.? It is by any means
a contested realm where different interests
and methods will inevitably privilege some
narratives and silence others.

The collections of ArkDes contain ar-
chives of some 600 architects that practiced
in Sweden. Embedded in less illustrious
piles of protocols, bills, and itineraries, is
evidence of Swedish architects’ interests in
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Figure 1. Stockholm suburb Bandhagen designed by Fred Forbat,
Bengt Karlsson and Curt Strehlenert. Photo: Sune Sundahl, 1956.
ArkDes collections.
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the avant-garde movements on the Europe-
an continent and their connections with the
Bauhaus. The 2019 anniversary series not
only confirmed that such linkages were plen-
tiful, and longstanding and that affinities and
relationships were manifest between individ-
uals as well as among professional networks
and organizations, but they also presented
examples of how archives can show, some-
times with high precision, how ideas, people,
and objects migrate.

In the first presentation, Roger Jénsson
pointed out how Forbat’s memoirs in ArkDes’
collections tell of an émigré architect’s rec-
ollections from the meeting between expe-
riences gained in and around the Bauhaus
and his new homeland.® Their contents can
bring unique aspects to the history of Swed-
ish architecture in the post-war years. In the
second talk, Kerstin Wickman'’s fine-grained
review of documents of architect Sven Mar-
kelius’ (1889—-1972) — one of the main pro-
tagonists of modern architecture in Sweden
— archive showed how new data can add
to the margins of already charted historical
territory. Carefully preserved travel reports,
photos, and itineraries disclose how Marke-
lius, traveling on a grant in 1928 to visit air-
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ports, seems to have spent more time stud-
ying Bauhaus housing projects. With equal
attention to archival details, Atli Seelow de-
scribed in the third talk that by judging from
dedications in books, the Swedish art histo-
rian and advocate of design reforms Gregor
Paulsson (1889-1977) stayed in close con-
tact with colleagues in Germany also well af-
ter the Second World War."°

Looking at the Bauhaus and Scandina-
via, it is a crucial and intriguing historical
circumstance when a broader introduction
of modernism in Scandinavia coincided with
the Bauhaus’ difficulties maintaining opera-
tions around 1930 and its eventual closure
in 1933. When the radical avant-garde came
to a halt on the continent, it gained speed
in Sweden. This temporal disjuncture opens
speculations on what could have happened
in art, design, and architecture if the Bauhaus
hadn’t been forced to close, and teachers
and staff hadn’t been dispersed around the
world or tragically lost their lives in the war.
In view of the continuation of modern Swed-
ish architecture, it stands almost as an alter-
native history, testing whether the radicality
of the Weimar Republic could be sustained
under different political circumstances. Af-

ter all, in Sweden, a fully-fledged modernist
program was eventually implemented in a
reformed political environment that catered
to non-revolutionary socialism, as opposed
to the often politically radical spirit of the con-
tinental movements."

The example of the Bauhaus challeng-
es the established histories of the modern
movement, which were often written from
national perspectives. The school’s profound
influence that diffused internationally makes
it more appropriate to speak about transna-
tional phenomena and modern movements
in the plural rather than coherent national
developments. However, this would make
comparisons between different nations or
regions such as Scandinavia even more rel-
evant. And admittedly more complex. As it
were, the Scandinavian “periphery” demon-
strates sensitive and differentiated notions
of adaptation and resistance towards the al-
leged “center”.

Forbat - Architect in Four Countries

One of these fascinating transfers, bringing
a radical-minded architect from the centre of
the Bauhaus to flourish in a politically more
moderate European periphery, is manifest in
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the career of the Hungarian-born Fred For-
bat. Roger Jonsson, who has researched
Forbat’s architectural oeuvre between the
wars,'? pointed out that the architecture
training at the Bauhaus never reached the
scale of urban planning. However, Forbat
was drawn to city planning and that brought
him to Munich to study for Theodor Fischer.
Searching for new and progressive architec-
ture, he moved from there to work for Walter
Gropius in Weimar. Later, he was hired as a
professor in city planning at Johannes ltten’s
art school in Berlin for a short period and de-
clined a position as professor at the Bauhaus
offered to him by Gropius’ successor Hannes
Meyer (according to Jonsson, probably be-
cause Forbat feared difficulties working with
the increasingly radical Meyer). An offer to go
to the Soviet Union on the Ernst May brigade
to plan linear cities must have appeared “ir-
resistible” for the progressively minded For-
bat. However, the negative consequences
of a top-down and consistently implemented
large-scale planning doctrine soon proved
disappointing to him." The transfer to Swe-
den in 1938 was aided by the international
network of Swedish architects, Uno Ahrén
among them, and Forbat’s previous expe-
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riences would combine in a long career as
an architect and town planner. According to
Jonsson, Forbat strongly contributed to shap-
ing the new profession of the urban planner
in Sweden. From his first official assignment,
the general plan for Lund in southern Swe-
den — a town that shared many similarities
with his native Pécs — which was assigned to
him by former Bauhaus student Sune Lind-
strom', to numerous plans for communities
around the country. The Swedish colleagues
were particularly curious about Forbat’s ex-
perience from the Soviet Union. Forbat had
much to contribute concerning the projective
and prognosis methods developed for com-
prehensive planning. His general plan for the
city of Skdvde came to set the standard for
planning mid-size cities, Jénsson argues,
much due to the way Forbat employed sci-
entific methods.

Forbat remained an essential link between
foreign and Swedish architects as secretary
to the Swedish CIAM group. Modernist at
heart, an interim period of practice in Hunga-
ry in the early 1930s nevertheless indicated
an interesting alternative strand, according
to Jonsson. Compared to his radical designs
in the early 1920s, a series of small houses

for mainly Jewish commissioners — receiv-
ing commissions and practicing as a Jew-
ish architect in Central Europe had become
increasingly difficult by this time — shows a
situated architecture rich in local influences.
Even though these projects remained ex-
ceptions in Forbat's oeuvre, they, Jonsson
speculated, could have developed into an
exciting practice that indicated a possible
turn also in Bauhaus’ approaches and would
have resonated well with several contempo-
rary architects in Sweden.' Still, as Forbat
recognized the need for specialization in
modern architecture, planning remained his
focus in Sweden. However, the memoirs re-
veal that this was somewhat to his regret as
Forbat describes how his carefully designed
city plans sometimes came to be occupied
by poorly designed houses. The ArkDes talk
ended with a lively discussion among audi-
ence members about the Stockholm district
Reimersholme.

Design Education Reformed

The establishment in 1945 of Konstfack, the
independent university of Arts, Crafts, and
Design was an influential institutional ad-
aptation of the Bauhaus in Sweden. In the
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second talk, centered on crafts and design,
Kerstin Wickman spoke about the nation-
al redesign of higher education in arts and
crafts and how it was investigated for dec-
ades.’® While still integrated with the so-
called Tekniska skolan, the pedagogy and
understanding of the arts became increas-
ingly outdated. Wickman noted somewhat
sardonically that some students managed to
get themselves appropriate training despite
their education at the existing school, such
as furniture designer and architect Greta
Grossman, and textile designer Astrid Sam-
pe who both successfully adopted ideas of
modern design.

Representing the progressive Svenska
Sloéjdféreningen, art historian Gregor Pauls-
son was one of the harshest critics of the
existing organization of design education.
Paulsson owed his idea to reform architec-
ture through craft partly to his education in
Germany and his sympathies for the prin-
ciples of the Deutscher Werkbund. The
Werkbund’'s ambition to break up existing
hierarchies between the arts and crafts and
rethink the creative transfer between art and
industry was carried on to the Bauhaus —
even if not entirely followed through — and
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was subsequently also integrated into the
pedagogy of Konstfack. At the start, every
department was headed by both an artistic
director and a more technically oriented pro-
fessional, a master craftsperson. In her talk,
Wickman emphasized the Bauhaus’ techni-
cal advancements— highlighting particular-
ly the artistically and financially successful
textile workshop as an extraordinarily ad-
vanced department — which helped dissem-
inate the school’s ideas throughout Europe.
Students at the Bauhaus were encouraged
to travel and learn from other schools and
industries.' This is how, for instance, Bau-
haus textile designer Otti Berger spent time
in Sweden as a pupil of Johanna Brunsson’s
weaving school in Stockholm. Even if Berg-
er, according to Wickman’s archival findings,
seemed less interested in the aesthetic ori-
entation of the workshop, it was a well-re-
puted school in Europe that attracted many
international students.'® Students of the Bau-
haus were also supposed to promote their
school’s ideals, and extant correspondence
tells how Hannes Meyer encouraged Berg-
er to lecture and inform about the Bauhaus
in Sweden. In 1929 she became instru-
mental in introducing Bauhaus textiles (her

own among others) at the Galleria Modern
in Stockholm, an avant-garde gallery that
staged a series of exhibitions in the late
1920s that would pave the way — and the cri-
tique — for the Stockholm Exhibition in 1930.
Berger’s stay resulted in a report back to the
Bauhaus on Swedish weaving techniques
and articles in Svenska Sl6jdféreningens tid-
skrift (now Form) and the culturally radical
Spektrum.”® According to Wickman, these
writings demonstrate Berger’s creativity and
technical skills in textiles, which included
both a new sense of space and new ideas
about hygiene and functionality.

A Swedish Manifesto?

Such cultural transfers and relays proved
central also to the third and concluding talk,
focused on Acceptera, the Swedish function-
alist manifesto published in 1931. Sven-Olov
Wallenstein recalled that it was the “dela” of
modernism to Sweden that first turned his at-
tention to the publication. More specifically, it
was ltalian architectural historian Manfredo
Tafuri’s claim that the Siemensstadt housing
project had proved that it was impossible for
architecture to both maintain autonomy as
an art form, and answer to the capitalist real-
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ity of production at the same time. After that
moment, modernism could only exist as a
form of “self-deception, an ideology or a mi-
rage,” Wallenstein argued, referencing Tafu-
ri.2% Yet, the politically and financially backed
implementation of modern architecture and
design in Sweden contradicts Tafuri to some
extent. Itis this notion of ideology and power,
and architecture becoming one agent among
many in an assemblage that fascinates Wal-
lenstein as a philosopher. Swedish modern-
ism is distinguished by a more flexible way of
thinking about modernization, a certain prag-
matism. It could be explicated with Michel
Foucault’s notion of biopolitics, Wallenstein
argued: a power structure that taps into life
not by external disciplinary measures but by
creating a surplus-value, thus shaping the
individual subject inward-out and not top-
down. Similarly, the originality of Acceptera
consists of asking the reader to identify with
modernity based on a new assemblage of
freedom and the individual.

Helena Kaberg’s and Atli Magnus See-
low’s work with translations of Acceptera to
English and German was also sparked by
the relationship between the Swedish mod-
ern movement and the continental radical
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Figure 2. The cover of Acceptera (1931).

Tahiti 1/2021 | F&A | Pech: Bauhaus in the Archive

avant-gardes.?’ Kaberg, while teaching

the US, experienced a lack of original source
material translated to English. The publica-
tions available at the time would fall short
in introducing international students to the
nuances and genealogies of thought and
the actors beyond the heroic narratives of
Swedish design. Seelow became aware of
the importance of the Stockholm exhibition
and Acceptera in disseminating modernism
to the rest of Scandinavia while researching
Icelandic modernism. And, in turn, he noted
how heavily the publication relied on con-
temporary propaganda texts or manifestoes
published on the European continent, espe-
cially in Germany.?2 The authors of Acceptera
borrowed images, even entire paragraphs,
from magazines like Das Neue Frankfurt,
the Bauhaus journal?® or books like Schén-
heit der Technik by Franz Kollmann, a popu-
lar edition in Germany at the time but lesser
known in Sweden.?* This transfer ‘from the
continent to the north’?® fascinated Seelow
and spurred his translation of Acceptera.
However, the transfer is neither straightfor-
ward nor passively received. Notably, the
authors of Acceptera could not claim a rev-
olutionary spirit similar to many of the Euro-
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pean publications, thus much of their book
revolves around creating a superstructure to
support their argument.?® But such pragma-
tism united many contemporary architects
on the continent, too. Archival research and
close readings of texts tell of a more adapt-
able spirit less prone to overthrow existing
power structures than the rhetoric would
suggest. Le Corbusier’s famous Architecture
ou révolution?” intended to present architec-
ture as a way of avoiding revolution, not an
argument for revolution, Wallenstein remind-
ed us.

Modern architects found different ways
of signalling modernity, not the least by in-
tegrating other arts and media with archi-
tecture. This expansion of architectural
discourse to photography, advertising, and
moving images became integral to edifying
a new architecture.®® Kaberg characterized
Acceptera’s novel layout as an all-immersive
experience where image and text are insol-
uble. It offered a new way of reading, almost
cinematic, that followed the New Typography
Movement; it is visual media as much as text.
The language, too, was saturated by such
experiments, Wallenstein added. To create
a young, cheeky, and eager effect similar to

the Bauhaus practice to abandon the capi-
talization of nouns in German, the Swedish
authors of Acceptera dropped the traditional
plural forms of verbs.?®

The panel’s conversation made clear that
the continental sources, ideas, or aesthetics
of Acceptera were not imported one to one.
Instead, the Swedish protagonists co-creat-
ed a variety of artistic and political collages
for the new context. They varied from typo-
graphic and graphic innovations such as the
sans serif typeface to more wide-ranging
ideological claims. For example, the authors
aligned with Gustaf Nasstrém’s building ty-
pology analyses demonstrating that Swedish
vernacular architecture was inherently mod-
ern.?® And to further enhance the rationality of
domestic building traditions, the key protago-
nists established the word “funktionalism” for
their architecture in Swedish, rather than us-
ing another German, but more aesthetically
charged concept, the Neues Bauen.®'

The Power of Archives

The profound influence that institutions col-
lecting and exhibiting exert on historiography
became evident even in this small program
series. For instance, Helena Mattsson’s
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and Wallenstein’s book 7930/31 Swedish
Modernism at the Crossroads (2008) was
commissioned by the Documenta exhibi-
tion in Kassel with an ambition to map mul-
tiple modernities. The same year, the MoMA
published the commented translations of
Three Founding Texts (including Acceptera)
co-edited by Helena Kaberg. The founding
of the Bauhaus-Archiv in 1961 can not be
underestimated. For the Swedish context,
the Archiv’'s early contacts with Forbat are
significant. They would lead not only to an
international traveling exhibition (introducing
Forbat also to Swedish audiences®) but also
encouraged him to collect and author his
memoirs. Their 2019 publication by the Bau-
haus Archiv, eventually made a “Bauhau-
sler’s” recollections travel from oblivion in an
ArkDes archive into the Bauhaus canon.
While the Swedish Nationalmuseum was
relatively late with including modern furniture
and objects from the Stockholm Exhibition
in their collections, today, the idea of merg-
ing the arts — brought to Sweden from the
Deutscher Werkbund and the Bauhaus by
Gregor Paulsson among others — is guiding
the museum’s new permanent exhibition.
Helena Kaberg, the responsible curator of
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Figure 3. Textiles of Johanna Brunsson'’s
weaving school presented at the Stock-
holm Exhibition 1930. Photo: Vanersborgs
museum.

the display, anecdotally revealed how she
hung the portraits of Paulsson and Herman
Bergman, an art caster and the founder of an
influential foundry, next to each other in the
museum’s restaurant. Even if the two gen-
tlemen disagreed on arts and crafts in their
lifetime, their debate could continue in spirit
by juxtaposing within the museum’s walls.
Inadvertently, “Bauhaus in the Archive” at
ArkDes became a call for further research.
The series pointed to the fundamental impor-
tance of the artistic movements on the con-
tinent for the theory and practice of modern
architecture and design in Sweden, and how
much more is to be done. The transfer of
ideas from the Bauhaus to Sweden occurred
during an extended period and involved
more individuals than typically acknowl-
edged in the abbreviated canon narratives.
The archive also bears witness to difficult
histories seldom communicated. Jonsson
pointed out that in Forbat's case, even
though he was successfully integrated into
a new country, the archive reveals outright
confrontation with colleagues because of his
non-Swedish origin. And his files kept at the
Swedish intelligence service can further de-
tail the hardship facing an architect in times
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of war. Wickman’s research makes evident
that there is more to dig out about the edu-
cation and networks of female designers in
Sweden who practiced before equal possibil-
ities to professional training were available.
And Seelow described how he keeps stum-
bling across printed matter that later re-sur-
faced in Acceptera, tying it still closer to the
continent and its contested histories. With
the help of the archive, the individual actors,
events, and instances can be gathered to
form a fuller picture. Or, as Kerstin Wickman
pointed out in her presentation, “the archive
can show us how ideas become manifest.”
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Endnotes

1 The series was initiated by the author, at the
time research coordinator at ArkDes, and organized
in collaboration with ArkDes library and collections
through head librarian Lena Biérnstad Wranne and
curator of collections Frida Melin. For the content of
this article, | am indebted to the information provided
by the guests of the series. Unless otherwise stated

I am referencing information voiced during public
talks on September 10 (Roger Jonsson), October 1
(Kerstin Wickman), and November 5 (Helena Kaberg,
Atli Magnus Seelow and Sven-Olov Wallenstein).

2 Roger Jonsson is an architect and gained
his PhD through the Faculty of Engineering (LTH),
Lund University for a doctoral dissertation on Fred
Forbat in 2004.

3 Kerstin Wickman is former Professor at
Konstfack, design critic and author.
4 Prof. Dr. -Ing. Atli Magnus Seelow is

currently based at the Friedrich-Alexander University
in Erlangen-Nuremberg. 2015-2019 he was associate
professor of history and theory of architecture at
Chalmers university of Technology in Gothenburg.

5 Helena Kaberg, PhD, is an art historian and
senior curator at Nationalmuseum, Stockholm.

6 Sven-Olov Wallenstein is Professor of
Philosophy at Sddertdrn University.

7 Asplund, Gunnar, Ahrén, Uno, Gahn, Wolter,
Markelius, Sven, Paulsson, Gregor & Sundahl,

Eskil, Akzeptiere: das Buch und seine Geschichte.
Translation to German with introduction and
comments by Atli Magnus Seelow, (Erlangen: FAU
University Press, 2018).

8 Cultural anthropologist Aleida Assman
explores cultural memory and the realtionship
between canon and archive in Aleida Assman, “Canon
and Archive”, in a Companion to Cultural Memory
Studies, eds. Astrid Erll and Ansgar Ninning (Berlin:
de Gruyter, 2010).

9 Forbats memoirs, written in German, were

published in the “Bauhausler” series by Bauhaus
Archiv in 2019. Forbat, Fred, Erinnerungen eines
Architekten aus vier Léndern, (Berlin: Bauhaus-Archiv,
2019). The memoirs of Werner Taesler who studied
at the Bauhaus and came to settle in Sweden were
also published in 2019. Taesler, Werner, Fliichtling
in drei Ldndern: ein Bauhaus-Architekt und Sozialist
in Deutschland, der Sowjetunion und Schweden:
kommentierte Edition seiner Aufzeichnungen,
(Stuttgart: Edition Amici im Verlag opus magnum,
2019).

10 Atli Seelow mentioned among others the
former Professor at TU Munich, Johannes Ludwig
who had strong ties with Sweden.

11 This topic was elaborated especially by
Seelow and Wallenstein in the third talk of the series.
12 Jonsson, Roger (2004). Arkitekt i

mellankrigstidens Europa: Fred Forbat och
funktionalismen. (Lund: Lund University, 2004),
doctoral dissertation.

13 Ibid., 279ff.

14 At the time of the plan (1939-1942)
Lindstrém had just set up his office and lacked time to
fully engage in the assignment. Although co-authored
with Lindstrém, Jonsson argues the plan was mainly
conceived by Forbat. Jonsson 2004, p. 397ff.

15 Jonsson states that Forbat became an
undogmatic ‘outsider’ among the Hungarian CIAM
members. Jonsson 2004 p. 392.

16 See also Kerstin Wickman'’s article in this
publication.
17 For further orientation on Bauhaus weaving

theory and the writings of weavers active at the
Bauhaus, see Smith, T’ai, Bauhaus Weaving Theory.
From Feminine Craft to Mode of Design (Minneapolis:
University of Minnesota Press, 2014).

18 Rosell-Astrém, Kristina (red.), Johanna
Brunsson: pionjar inom svensk véavkonst (Géteborg:
Gustaf Werner AB, 1982).

For more on the history of Konstfack, see Beckman,
Ulf, Tanken och handen: Konstfack 150 ar.
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(Stockholm: Page One, 1994); Helgeson, Susanne
(red.), 175 ar av kamp, gléddje och misslyckanden,
(Hagersten: Konstfack, 2019).

19 Kerstin Wickman, “Impulserna kom fran
Tyskland”, https://www.goethe.de/ins/se/sv/kul/sup/
bhs/21697875.html, accessed 2020-07-30. See also
Widar Halén’s studies on Berger and the Nordic
countries at https://www.nasjonalmuseet.no/en/
stories/explore-the-collection/otti-berger-og-norden-
eng/, accessed 2021-09-05.

20 See also Helena Mattsson and Sven-

Olov Wallenstein, 1930/31 Swedish Modernism

at the Crossroads, (Stockholm: Axl Books, 2009),
34f, and Manfredo Tafuri, Progetto e utopia (Bari:
Laterza, 1973). Trans. by Barbara Luigi la Penta as
Architecture and Utopia (Cambridge, Mass.: MIT
Press, 1976).

21 Creagh, Lucy, Kaberg, Helena & Lane,
Barbara Miller (eds.), Modern Swedish Design: Three
Founding Texts, (New York: Museum of Modern Art,
2008).

22 Seelow mentioned particularly Gropius’
International architecture, Walter Behrendt's The
Victory of the New Building Style and Adolf Behne’s
The Modern Functionalist Building, alongside Le
Corbusier’s books.

23 For commented facsimile editions of

the Bauhaus journal, see Bahr, Astrid & Miller,

Lars, Bauhaus journal 1926-1931: facsimile edition.
(Zurich: Lars Mdller Publishers, 2019).

24 The connection was not discovered by
Seelow until after the 2018 translation was published
and does not appear in the annotations.

25 Atli Magnus Seelow, “From the Continent to
the North — German Influence on Modern Architecture
in Sweden”, Konsthistorisk tidskrift/Journal of Art
History, vol. 85:1 (2016): 44-62.

26 See Seelow’s introduction to the translation
of Acceptera.
27 Intended as the original title of Vers une

Architecture, “Architecture ou révolution” was kept as
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28 Architecture theorist Beatriz Colomina has
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Privacy and Publicity: Modern Architecture as Mass
Media, (Cambridge, Mass.: MIT Press, 1994).
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adopt the singular throughout the 1930s, media in
the early 1940s, and in 1967 the plural forms were
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Pettersson, Svenska spraket under 700 ar. (Lund:
Studentlitteratur, 1996) 162.

30 Gustaf Nasstrom...
31 Eva Rudberg....
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1969 was shown in Stockholm 1970. Fred Forbat:
arkitektur och stadsplanering i Tyskland, USSR,
Ungern och Sverige 1919-1969, Stockholm: Sveriges
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extensive international connections. Catharina Nolin,
“Networking and Collaborating: Notes on Swedish
Women Landscape Architects 1935-1970”, in Mikael
Andersson and Christina Pech (eds.), ArkDes
Research Symposium on Architectural History 2018
(Stockholm: ArkDes, 2020).
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Bauhaus Suomessa? Tapauksena Birger Carlstedtin

Chat Doré-kahvila

Susanna Aaltonen

Nayttelyarvio: ”Kultainen kissa — Le Chat
Doré. Birger Carlstedt, 1907-75”. Amos
Rex, Helsinki, 11.10.2019-12.1.2020.

Amos Rexissa avattiin syksylla 2019 katta-
va nayttely kuvataiteilija Birger Carlstedtista.
Nayttelyn kuraattorit Synnéve Malmstréom ja
Tuomas Laulainen nostivat nayttelyssa esil-
le Carlstedtin monipuolisuuden taiteilijana.
Han oli paitsi taidemaalari myds sisustus-
arkkitehti, muotoilija, arkkitehti ja lavaste-
taiteilija. Nayttelyn teemoihin liittyen ilmes-
tyi myods ensimmainen taiteilijasta julkaistu
monografia, "Birger Carlstedt. Modernismin
haaste”, jossa kasitellaan taiteilijan elamaa
ja tuotantoa eri nakdkulmista. Kirjassa Rau-
no Endénin ja Tuomas Laulaisen biografia-
osuus "Birger Carlstedt 1907—1975” kay lapi

Carlstedtin elamanvaiheet ja kokoaa kirjan
teemat yhteen. Liisa Kasvio, joka on tutkinut
Carlstedtin kuvataidetta jo 1980-luvulla, kir-
joittaa "Nuoresta modernistista’. Marie-Sofie
Lundstrom kasittelee tuoreena nakdkulmana
matkailun vaikutusta Carlstedtin taiteeseen
otsikolla "Afrikka oli tosiaan minun paikka-
ni’. Uudenlaisia lahestymistapoja Carlstedtin
kuvataiteilijuuden tarkasteluun tarjoaa niin
Synnéve Malmstrédmin artikkeli ”Surrealismin
ja maagisen realismin véliss&” kuin Tuomas
Laulaisen "Kohti konkreettista harmoniaa —
Birger Carlstedtin abstraktin metodeja jéljit-
tdmésséa’.!

Kirjoitin itse Birger Carlstedtista taideteol-
lisuuden edustajana otsikolla "Le Chat Doré.
Hetki Pariisia Helsingissé”. Artikkelin otsik-
ko on lainaus Le Chat Doré -kahvilan mai-
noksesta.? Kirjoituksessa pohdin Suomen
taidehistoriassa ensimmaisen funktionalisti-
sen sisustuksen maineen saaneen kahvilan
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90-vuotista elinkaarta sen syntyvaiheista ta-
han paivaan.® Vaikka vuonna 1929 Helsingin
Unioninkatu 24:ss& avattu kahvila-ravintola
lopetti toimintansa jo 1930-luvulla, sen histo-
ria ja merkityksen tulkinta on jatkunut naihin
paiviin.

Kahvilan keskeisestd asemasta Birger
Carlstedtin taiteilijauralla kertoo se, miten
usein se on nostettu valokeilaan. Kultainen
kissa oli alkupiste Carlstedtin kuvataiteilijan
uralle ja myéhemmalle 1940- ja 1950-luvun
uralle teatterilavastajana. Kahvilan rooli ol
keskeinen myds Amos Rexin nayttelyssa,
jossa paaosassa olivat Carlstedtin maala-
ukset ja pitka kuvataiteilijan ura, mutta jonka
nimena oli Kultainen kissa Le Chat Doré. Vii-
meisimpana vaiheena kahvilan biografiassa
onkin Amos Rexiin luotu kahvilan rekonstruk-
tio.* Museonayttelyyn rakennetussa kahvi-
lassa saattoi nauttia kovaa teetd 1920-luvun
kieltolain hengessa. Lisaksi Amos Rexin
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Kuvat 1 ja 2.

Amos Rexin Birger
Carlstedt -naytte-
lyyn rekonstruoitu
Chat Doré -kahvila
syksylld 2019. Valo-
kuva: Stella Ojala.
Amos Rex.

nayttelyssa oli mahdollista tutustua virtuaa-
lisesti, VR-tekniikan avulla, Le Chat Dorén
takahuoneeseen, niin sanottuun venalai-
seen saliin.

Aito Le Chat Dorén sisustus katosi, mutta
Helsingin Unioninkatu 24:n talo on edelleen
olemassa. Tilassa on ollut erilaista liiketoi-
mintaa, talla hetkellda kampaamo ja kampaa-
mokoulu. Alkuperdinen kahvila sisustettiin
modernin tyylinsa kannalta ristiriitaiseen ra-
kennukseen ja Amos Rexin valiaikainen re-
konstruktio toteutti tavallaan alkuperaisen si-
sustuksen lavastuksellista Bauhaus-henkea.
Miten kahvila syntyi, miten se aikanaan
vastaanotettiin ja miten sen maine sailyi
ja se kanonisoitui? Naiden kysymysten
kautta avautuu Carlstedtin kahvilan suhde
myds 1920-luvun kansainvaliseen ilmiddn:
Bauhausiin.

Bauhaus 100-vuotta: Mika oli
Bauhausia?

Mitd bauhauslaisuus sitten oli tai miten se
nakyi Suomessa? Kyse oli 1920-luvulla syn-
tyneesta kansainvalisesta ilmiosta, joka on
yhdistetty ennen kaikkea taideteollisuuteen
ja funktionalismiin.® Alkuun on pohdittava,
mita ylipaataan bauhauslaisuus kasitteena
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tarkoittaa. Tai mitd se on tarkoittanut vii-
meisen sadan vuoden aikana, ensinnakin
toiminta-aikanaan vuosina 1919-1933, ja
toiseksi koulun ideologian myéhemmassa
leviamisessa ja mydhemmissa historiallisis-
sa tulkinnoissa? Kuten Bauhausia tutkinut
arkkitehtuurihistorioitsija Winfried Nerdinger
totesi: "Liikkeesta, joka vastusti historiaa, on
itsestaén tullut historiaa.™

Koulun historiasta tehty tutkimus on ollut
erityisen aktiivista ja intensiivista viime vuosi-
na liittyen Bauhausin perustamisen 100-vuo-
tisuuteen. Juhlavuonna 2019 ilmestyi muun
muassa nakoispainos taidekoulussa vuosi-
na 1926-1933 julkaistusta lehdesta, Bau-
haus Zeitschriftistd seka teos Bauhausissa
ja Bauhausista jarjestetyistd nayttelyista.”
Esimerkiksi Suomessa Ateneumissa oli
esilla jo vuonna 1967 Bauhausia esitte-
leva kiertonayttely ”Werstattarbeiten des
Weimarer Bauhauses 1919—1925."8

Tutkimus on valottanut Bauhausia mo-
nesta nakdkulmasta. Huomioitavaa on, etta
edes toimintavuosinaan 1919-1933 Bau-
haus-koulussa ei ollut yhta ideologiaa tai
opinto-ohjelmaa, vaan lyhyen historiansa
aikana sen johtajat, opettajat, opetusohjel-
mat ja sijaintipaikat, Weimarista Dessaun

Kuva 3. Unioninkatu 24 vuonna 1921.
Valokuva:

Eric Sundstrom. Helsingin

kaupunginmuseo/Finna.
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kautta Berliiniin, vaihtuivat. Tarkastelun koh-
teena ovat olleet esimerkiksi koulun johtajat,
Walter Gropius, Mies van der Rohe ja Hannes
Meyer.° Bauhausin piirissa toimineita naisia ja
sukupuoli-ideologiaa on my6s tutkittu, mainit-
takoon Anja Baumhoffin vaitdskirja vuodel-
ta 2001 ja juhlavuonna ilmestynyt: Bauhaus
bodies: Gender, sexuality, and body culture in
modernism’s legendary art school."

Viime aikoina on nostettu esiin Bauhaus
-ideologian performatiivisuus eli se, miten
ideoita esitettiin ja jopa lavastettiin valokuvis-
sa. Etenkin Robin Schuldenfrei on painottanut
sitd, miten Bauhausin aatteet jaivat yksittaisik-
si toteutuksiksi ja ideoiksi vaille laajaa kaytan-
toonpanoa tai toteutusta.” Bauhausissa ajetut
periaatteet, kuten koristeeton suunnittelu ja
kayttotarkoituksen eli funktion korostaminen,
tuotannon standardoiminen teollisuutta var-
ten ja tavoite parantaa demokraattisesti eri
yhteiskuntaluokkien arkea paremmalla tava-
ratuotannolla, eivat toteutuneet kaytannos-
sa. Epaonnistumiset johtuivat monestakin
syysta. Yhteisty6ta teollisuuden kanssa ei
saatu jarjestettya. Uniikkina kasityona tehty
ja arvokkaista materiaaleista valmistettu esi-
neistd oli kallista, eikd suuren kuluttajakun-
nan tavoitettavissa. Esinevalikoima ei myos-
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kaan ollut valttamatta uudenaikaista ja koko
kansan tarpeisiin, vaan tehty pikemminkin
vaurasta porvarillista eldmantapaa silmal-
Ia pitden. Niinpa esimerkiksi modernistisen
niukkakoristeisella sahkokahvipannulla tai
sahkdvalaisimella ei voinut edes olla suuria
markkinoita, koska vain harvoissa kodeissa
oli sahkda kaytdéssa. Bauhaus edusti aika-
naan idealistista utopiaa ja sen ideat olivat
laajassa mittakaavassa toteuttamiskelpoisia
vasta mydhemmin.'?

Ideat siis realisoituivat pikemminkin lavas-
tettuina esityksina ja valokuvina uniikeista
esineistd kuin todellisina sisustuksina tai
kaupallisina tuotteina. Schuldenfrein nako-
kulma korostaa Bauhausin elitistisyytta ja
suhdetta luksukseen seka sita, miten kuvaa
Bauhausista rakennettiin erityisesti naytte-
lyissa ja julkisuuden kautta.

Bauhausin modernien ja aikaansa edel-
I& olevien harvojen toteutettujen kohteiden,
rakennusten ja sisustusten seka esineiden
synnyssa oleellista oli tilaajan ennakkoluu-
lottomuus, vauraus ja valmius hyvaksya uu-
sia ideoita.”® Samoin oli Birger Carlstedtin
kohdalla, jonka tarkein tukija ja Le Chat Doré
-kahvilan tilaaja ja rahoittaja oli aiti, ravinto-
loitsija Amanda Carlstedt. Amanda Carlstedt

oli edistyksellinen ja moderni, itsensa elatta-
va nainen, jolla oli muun muassa ajokortti.
“ Le Chat Doré oli aikaansa edelld, mutta
liian moderni “tavalliselle kansalle”, se oli
taiteellinen voitto pojalle, mutta taloudellinen
katastrofi aidille, kuten Bengt von Bonsdorff
on kirjoittanut.”™ Toisaalta voi pohtia kenelle
kahvila oli oikeastaan suunnattu. Luultavasti
kahvilan modernin sisustuksen ei ollut tarkoi-
tus houkutella tavallista kadunmiesta, vaan
se oli ajateltukin tietylle, "elitisitiselle” ryhmal-
le: taiteilijoille, kirjailijoille ja nayttelijoille. Ku-
ten Carlstedt itse on kirjoittanut kuvitteellista
kahvilasta:

Kahvila I.I.M. on taiteilijoiden ja snobien koh-

taamispaikka, jossa hillitty pianomusiikki luo
viihtyisdn tunnelman. Puhutaan kaikesta maan
1a taivaan vililtd. Kauniit mannekiinit esitte-
eviat uusimpia muotiluomuksia. Pari kertaa
viikossa pidetddn kirjallisia iltoja, joihin kaikki
seurueet voivat osallistua. Paikoin on kodikas-
ta puheensorinaa ja hilindd, paikoin hiljaista
kuin kirkossa, ja kauniit naiset yrittavit niyt-
tdd mahdollisimman intelligenteilt.”

Birger Carlstedtin bauhauslaisuus?

Le Chat Doré -kahvilan ranskankielinen nimi
on ymmarrettavissa Birger Carlstedtin hen-
kildkohtaisesta taustasta kasin. Carlstedtin
kosmopoliittinen lapsuuden perhe matkusti
Euroopassa, kotikielina olivat ruotsi, ranska
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ja saksa."” Carlstedt tunsi erityisen hyvin Pa-
riisin,” jonka kukoistavaa kahvilakulttuuria
ihailtiin Suomessakin.

Bauhaus oli laajasti tunnettu ja kansain-
valinen ilmié 1920-luvulla, eikd ole syyta
epailld, etteikd Carlstedt olisi ollut hyvin
perilla tastd 1920-luvun uudistusmielisesta
taideteollisuuskoulusta ja sen opeista. Tai-
teilijaidentiteetiltaan Carlstedtia voi pitaa
bauhauslaisena. Kuten Bauhaus-koulun
opettajat ja opiskelijat, han oli kiinnostunut
laajasti niin kuvataiteista, arkkitehtuurista,
taideteollisuudesta kuin teatterista ja kirjalli-
suudesta. Carlstedt tyéskenteli muun muas-
sa huonekalusuunnittelun ja sisustustaiteen,
mainospiirtdamisen, muodin seka lavasta-
misen ja puvustamisen parissa. Kahvilan
suunnittelun aikaan Carlstedt oli 22-vuotias.
Han edusti 1920-luvun nuorta sukupolvea,
jonka kouluttamista varten Saksan Bauhaus
oli perustettu. Carlstedt oli opiskellut Helsin-
gissa Taideteollisuuskeskuskoulussa, jonka
opinto-ohjelmassa Bauhausin opit eivat vie-
Ia tuolloin suoranaisesti vaikuttaneet, mutta
jossa harjoitettiin monipuolisesti ja erilaisia
taideaineita ja eri osastojen opiskelijoille
jarjestettiin yhteisesti muun muassa eri tai-
deteollisuuden alojen kilpailuja. Carlstedtin
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luonnoskirjat kertovat nuoren suunnitteli-
jan monialaisista kiinnostuksen kohteista
kuvittamisesta ja mainospiirroksista huo-
nekaluihin. Kuvataitelijana Carlstedt sai vai-
kutteita monilta taiteilijoilta, kuten Bauhau-
sissa opettaneelta Wassily Kandinskyltd.?

Le Chat Doré -kahvilan bauhauslaisuus?
Kahvilan suunnitteluun Carlstedtin rinnalla
osallistunut arkkitehti Karl Malmstrom teki
lyhyen esittelyn kahvilasta Arkkitehti-lehteen
otsikolla: "Ultramoderni, mutta kuitenkin viih-
tyisa”. Valokuva kahvilan alakerran salista
paasi myos lehden kanteen.?! Kahvila sai
alusta asti positiivista julkisuutta ja myonteis-
ta huomiota. Lahes aina ihaillen muistetaan
Carlstedtin nuori ikd suunnitteluajankohtana.
Le Chat Dorén bauhauslaisuus, varit ja konk-
retismi ovat myods usein mainittuja asioita.
Kirjoituksissa heijastuvat kulloinkin vallalla
olleet kasitykset Bauhausista. Sisustusta on
kuvailtu ultramodernina ja funktionalistisena,
kokonaistaideteoksena ja yhtenaistaideteok-
sena. Kahvilan bauhauslaisuus on yhdistetty
erityisesti sisustuksen kokonaistaideteoksen
ideaan, ja esille nostetaan kahvilassa kay-
tossd olleet Marcel Breuerin Bauhausissa
suunnittelemat metalliputkituolit — erityisesti

Wassily-tuoli — seka lattian abstrakti koriste-
maalaus. Lattian maalauskuvioinnin merkitys
on korostunut, kun on pohdittu Carlstedtin
kehitysta kuvataiteilijana. Kuviointia pide-
tddn Suomen taidehistoriassa ensimmaise-
na konkretistisena maalauksena. Se nakyy
kahvilasta sailyneissa guassisuunnitelmissa
hyvin, mutta valokuvissa lattiakuviointi peit-
tyy osittain huonekalujen alle. Myos Amos
Rexin kahvilan rekonstruktiossa maalaus jai
huonekalujen jalkoihin. [kuvat 4—6]

Suurin osa lattian koristemaalausta kasitte-
levista kirjoituksista on perustunut Carlstedtin
guassimaalauksiin, joita on esitelty taidete-
oksina. Niissd huomion kiinnittaa juuri lattian
abstrakti kuvio ja voimakkaat varit, joiden tyy-
pillisyys 1920-luvun funktionalismille unohtuu
helposti, jos katsoo vain aikakauden musta-
valokoisia valokuvia. Silti Le Chat Dorén tul-
kinnan kannalta tarkeitd ovat mustavalkoiset
valokuvat, kahvilan sijainti ja kahvilan sijoitta-
minen rakennukseen, joka oli valmistunut en-
nen funktionalististen arkkitehtuuri-ideoiden
esiinmarssia. Guassipiirustusten perusteella
kahvilaa on tulkittu nimenomaan visuaalise-
na, katsottavana taideteoksena, ei niinkaan
esineellisena, tilallisena arkkitehtuurina tai
kokemuksellisena kaupunkitilana.
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Taideteollisuuden kannalta kiinnostava on
Suomentaideteollisuuden keskeisenjavaiku-
tusvaltaisen hahmon, sisustusarkkitehti Arttu
Brummer-Korvenkontion arvio Carlstedtin
kahvilasta Domus-lehdessa, joka oli vuosina
1930-1933 ilmestynyt aikakauslehti sisus-
tustaidetta, taideteollisuutta, maalaus- ja ku-
vanveistotaidetta varten. Mita oletettavimmin
kahvilassa asioinut Brummer, joka kirjoitti ni-
mimerkilla Petronius, osoitti olevansa perilla
nykyajastaan ja uusimmista suunnittelupe-
riaatteista. Han piti kahvilaa Suomeen saa-
puneena "ensimmaisena funktsionalistisena
paaskysend” ja kiitteli nuoren suunnittelijan
tekemaa sisustusta. Brummer toi esille kui-
tenkin myos sisustuksen ongelmakohdat
funktionalismin kannalta. Kahvilan paasalin
katon ensokartonkiparrut olivat Brummerin
mielesta "jyrkassa ristiriidassa funktsionalis-
min paapiirteen, sen selvan kaytannollisen
rakenteen kanssa, joka loppujen lopuksi on
juuri funktsionalismin a ja 0.” Brummer naki
myos kahvilan sisustamisen vanhan puodin
paikalle ongelmallisena samoin kuin ikkuna-
verhot. Huonekalut — mustat ja punaiset poy-
dat ja tuolit sekd niklatut metallituolit — sen
sijaan sopivat Brummerin mielesta funktio-
nalistiseen sisustukseen. %
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Kuvat 4-6. Birger Carlstedtin guassiluonnokset. Birger Carlstedtin
arkisto. Amos Rex.
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Valokuvien perusteella pahviset kattopalkit
jatilaa hallitsevat, voimakaskuviolliset verhot
vaikuttavat sopivan hankalasti ultramodernin
kahvilan osaksi, mutta ne ehka loivat kahvi-
laan viihtyisyytta. Malmstromin artikkelin ot-
sikko onkin oireellinen: "Ultramoderni, mutta
kuitenkin viihtyisa”. Se paljastaa, etta viihtyi-
syytta ei ole pidetty ensisijaisena funktiona-
lismin piirteend, vaan jopa sen vastakohta-
na. Kattopalkeilla ei tuntuisi olevan funktiota
juuri muina kuin koristeina, elleivat ne toimisi
avoimen tilan akustiikan parantajana. Ver-
hoilla saattoi olla tehtava myos sisalla hyvin
todennakdisesti toimivan salakapakan katki-
jana. Kieltolain aikaan ldhes jokaisessa ra-
vintolassa ja kahvilassa myytiin alkoholia.?®
Salamyhkainen piiloutuminen esirippumais-
ten tummien verhojen taakse samoin kuin
keinotekoiset pahvipalkit katossa vievat aja-
tukset myds kahvilaan nayttamona ja lavas-
tustaiteeseen.?*

Verhot saattoivat oikeastaan olla bau-
hauslaisemmat kuin ensikatsomalta nayttai-
si. Uudehkon 1920-luvun alussa valmistu-
neen arkkitehti Matti Finellin suunnitteleman
rakennuksen raskas punatiiliarkkitehtuuri
edusti tyystin toisenlaista arkkitehtuuri-ihan-
netta kuin Carlstedtin moderni sisustus.
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Kuva 7. Chat Dorén paasali, jonka rekonstruktio rakennettiin Amos Rexin néyttelyyn.

Birger Carlstedtin arkisto. Amos Rex.

Birger Carlstedtilla oli siis Bauhausin suun-
nittelijoiden tapaan ongelma, miten sovit-
taa modernit sisustukset ja esineet raken-
nuksiin, jotka eivat noudattaneet uusia
arkkitehtuuri-ihanteita. Kuten Schuldenfrei
on tuonut esille: Bauhausin sisustuksissa

Suomessa?

verhoilla oli funktio katked rakennuksen
epafunktionaalisia piirteita, kuten pienia
ikkunoita tai koristeellisia ikkunapuitteita.
Peittavilla katosta lattiaan ulottuvilla verhoil-
la ikdan kuin lavastettiin tila modernimmak-
si kuin se olikaan.?®
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Kuva 8. Luonnos ns. venélaisestd kabinetista. Birger Carlstedtin

arkisto. Amos Rex.

Kuva 9. Chat Dorén venaldinen kabinetti, josta tehtiin VR-versio
nayttelyn yhteyteen. Birger Carlstedtin arkisto. Amos Rex.
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Carlstedt joutui siis sovittamaan tai ikaan
kuin lavastamaan funktionalistiset ideansa
suhteellisen pimeaan ja sokkeloiseen tilaan,
josta puuttuivat funkikselle tyypilliset piirteet,
kuten avoin pohjaratkaisu ja valoisat nau-
haikkunat. Carlstedt korvasi ne lavastuksel-
lisesti nauhamaisten, teknologisesti uuden-
aikaisten valaisimien avulla.

1920-luvulla Bauhausin piirissd koros-
tettiin uusinta teknologiaa ja sen hyodynta-
mista. Esimerkkind uusimman teknologian
hyodyntamisesta voi pitdd Le Chat Dorén
kahvilatiskille sijoitettua kahvikonetta. (Kuva
7) Sen sijaan ravintolatoiminnan kannalta
keskeista tilaa eli keittiotad ei ole dokumen-
toitu kuviin. Joko sen suunniteluun ei erityi-
sesti panostettu tai sitéd ei pidetty julkisesti
esittelynarvoisena. Tama on kiinnostavaa,
koska keittio, etenkin kotien keittidot, nousivat
tarkeaksi suunnittelukohteeksi 1920-luvulla.

Funkiksen innoittamasta paasalista poike-
ten ravintolan peralla oleva venalainen sali
oli muusta sisustuksesta taysin poikkeava.
Jollain tavalla sen sisustus kuitenkin kertoo
aikakauden murroksesta ja toisaalta nuoren
Carlstedtin kamppailusta esittdvan ja ei-esit-
tavan taiteen valilla. Sitd voi myos verrata
hanen ateljeekoteihinsa, joissa hammenta-

vasti yhdistyivat funktionalistiset elementit,
kuten putkihuonekalut, pallovalaisimet ja
voimakkaat suuret varipinnat orientalismin
koristeellisuuteen ja tavararunsauteen.
Lavastusmaisuus yhdistdd kahvilan
Carlstedtin 1940- ja 1950-lukujen lavas-
tuksiin, joita ei ole toistaiseksi tutkittu. Bau-
haus-ilmiéoén Suomessa liittyen myds Birger
Carlstedtin muut ja aiemmin analysoimatto-
mat sisustukset, erityisesti hanen itselleen
tekemansa ateljeekodit, olisivat kiinnostavia.
Kaupunkiasuntojen lisdksi Carlstedt laajensi
reviiriddn myos arkkitehtuurin puolelle suun-
nittelemalla itselleen talon Villa Fyrenasin
samoihin aikoihin Le Chat Doré -kahvilan
kanssa 1930-luvun vaihteessa. Kodeista
sailyneiden valokuvien ja luonnoskirjojen pe-
rusteella nakyy, etta Carlstedt hyodynsi Bau-
hausin ideoita. Han kaytti kodeissaan, kuten
kahvilassaan, jo mainittuja Marcel Breuerin
suunnittelemia terastuoleja, ja luonnosteli
itsekin moderneja putkikalusteita. Esimer-
kiksi Wassily-tuoleja ei tuolloin, eikd myo-
hemminkdan, suomalaisista olohuoneista
I0ytynyt. Yksi harvoista julkaistuista esimer-
keista oli Aino Marsio-Aallon ja Alvar Aallon
kodin olohuoneessa Turussa®. Wassily-tuolit
edustivat niin kotimaassaan kuin Suomessa
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elitistisia luksusesineita, joita vain harvat ym-
marsivat tai hankkivat koteihinsa.?” Carlstedt
kaytti sisustukissaan myos Bauhausin piirista
tuttuja pallovalaisimia. Carlstedtin kotisisus-
tukset ovat Suomen Bauhaus-kontekstissa
kiinnostavia, kun huomioidaan myos se, etta
Bauhaus-koulun ideologisena tavoitteena oli
keskittya yksityiseen, ei niinkdan julkiseen,
eli ensisijaisesti luoda uutta ja nykyaikaista
asumisen arkea.

Yhteenvetona uusimman kansainvalisen
tutkimuksen valossa voi todeta, etta Carlst-
edtin Le Chat Doré oli bauhauslainen jopa
siind, miten ideat jaivat vajavaisiksi toteu-
tuksiksi. Suomessa samoin kuin Bauhausin
piirissa 1920-luvulla ideoita toteutettiin kay-
tantdon rajallisilla reunaehdoilla.
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Schildt, 2007), 94.

15 Bengt von Bonsdorff, Villa Carlstedt: En
Krégar- Och Konstnérsfamilj Med Sommarnéjen,
2007, 94.

16 Aaltonen "Le Chat Doré”, 44. Lainaus Birger
Carlstedtin kasinkirjoitetusta paivaamattémasta
kirjoitusluonnoksesta. Birger Carlstedtin arkisto. Amos
Rex.

17 Endén ja Laulainen, "Birger Carlstedt
1907-1975”, teoksessa Birger Carlstedt: Modernismin
Haaste, toim. Synnéve Malmstrom ja Rauno Endén
(Helsinki: Parvs, 2019), 11.

18 Kuten Synnéve Malmstom kirjoittaa,
kaupungeista Pariisilla oli suurin vaikutus myds
Carlstedtin kuvataiteessa. Synnéve Malmstrém,
"Surrealismin ja maagisen realismin véliss&”,
teoksessa Birger Carlstedt: Modernismin Haaste,
toim. Synnéve Malmstrom ja Rauno Endén, Helsinki:
Parvs, 2019, 141.
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20 Ks. esim. Malmstrom, "Surrealismin ja
maagisen realismin valissa”, 141.

21 Karl Malmstrém, "Bar Chat Doré.
Ultramoderni, mutta kuitenkin viihtyisa”, Arkkitehti
12/1929: 200-201.

22 Aaltonen, "Le Chat Doré”, 56—-57; Petronius
(Arttu Brummer). "Uusia kahvilasisustuksia. Bar Chat
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269. Schuldenfrei kirjoittaa Mies van der Rohen
suunnittelemasta tuolista, mutta sama sopii myos
Breuerin suunnittelemaan Wassily-tuoliin.

FT, dos. Susanna Aaltosen viitoskirja ka-
sitteli suomalaista sisustusarkkitehtuuria.
Han on perehtynyt erityisesti muotoilun,
mutta my6s arkkitehtuurin historiaan.
Aaltonen on opettanut taidehistoriaa Hel-
singin yliopistossa, Aalto-yliopistossa ja
Avoimessa yliopistossa.
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How Nordic Designers Reacted to Bauhaus? “Nordic
Design: The Response to the Bauhaus”

Petteri Kummala & Joona Rantasalo

Exhibition review: “Nordic Design: The
Response to the Bauhaus”. Brohan-Mu-
seum, Berlin, 24 October 2019 — 1 March
2020.

The centennial of the original Bauhaus in
2019 generated a plethora of different ex-
hibitions, shows, displays and seminars
throughout Europe, particularly in Berlin.
When our good selves visited the city in De-
cember 2019 there was still a major Bau-
haus exhibition ongoing in the Berlinische
Galerie as well as some smaller displays
around the city. An interesting exception —
from the Finnish perspective — to the usual
display of Bauhaus “classics” was offered
by the Bréhan-Museum with their exhibi-
tion Nordic Design. The Response to the

Tahiti 1/2021 | F&A | Kummala & Rantasalo: How Nordic Designers Reacted to Bauhaus?

Bauhaus [Nordic Design. Die Antwort aufs
Bauhaus].

The Bréhan-Museum specialises in art
nouveau, art deco and functionalism. It was
originally founded in 1973 by Karl H. Bréhan
(1921-2000), a passionate, self-taught col-
lector and connoisseur of art nouveau, art
deco, and Berlin Secession. Brohan donated
his notable collection to the city of Berlin in
1981, and in 1983 the museum moved to its
current location in the former barracks build-
ing belonging to the Charlottenburg Palace
complex. Since 1994 the Brohan-Museum
has been one of the 17 organisations under
the auspices of the Berlin State Museums
[Staatliche Museen zu Berlin].

The Bauhaus as a theme fits perfectly with
the profile and scope of the Bréhan-Museum.
It is thus no surprise that Nordic Design was
already the second exhibition on that theme
in the museum in 2019. The year began

with From Arts and Crafts to the Bauhaus,
which concentrated on the evolution of the
Bauhaus. The second exhibition focused on
the post-Bauhaus era in the Nordic countries
(Finland, Sweden, Norway, and Denmark)
and the reaction that the Bauhaus and Ger-
man modernism caused in the new design
that emerged in these countries from the late
1920s and early 1930s onwards. Both exhi-
bitions were curated by the current director
of the museum, Dr. Tobias Hoffmann, the
firstin collaboration with Dr. Anna Grosskopf.
For a Nordic visitor, the focus on the Nordic
response to the Bauhaus felt inspiring, not
only because it is part of our design history
but also because the topic itself is still fresh
and open to new research and interpreta-
tions.

The main premise behind the exhibition
was that Nordic modernism — as opposed
to German modernism — did not first and
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foremost aim at being avant-garde. That is
to say, the main advocates of modernism
in the Nordic countries from the mid-1920s
onwards were certainly aware of the Bau-
haus (and the development of modernism in
Germany in general) but adopted their own
independent approach to modern design. In-
stead of aiming to invent avant-garde forms
per se, the aim of their work was to create
custom-made and practical solutions to the
problems at hand. Moreover, as the exhibi-
tion’s introductory text stated, modern de-
sign in the North merged with various nation-
al characteristics of the respective countries,
becoming a constant component in defining
their identities.

For visitors like us who have a keen in-
terest in the development and the evolution
of Nordic modernism the starting premise of
the exhibition was thus quite promising.

The exhibition started with a room dedicat-
ed to Finland, comprised mostly of Aino and
Alvar Aalto’s designs for the Paimio Sanato-
rium (completed in 1933). Thereafter, each
country had its own separate section con-
sisting of respective design classics. The dis-
plays were typical and of high quality: each
object was well lit and could be viewed from
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an appropriate distance. Pieces of furniture
sitting neatly on podiums and light fixtures
hanging from the ceiling were accompanied
by a few well-selected images on the walls
depicting iconic sites such as Arne Jacob-
sen’s SAS Hotel in Copenhagen (opened in
1960).

The basic layout of the first part of the exhi-
bition was thus quite traditional and neutral
to the extent that it even risked becoming a
bit dull. One of course understands the cura-
torial decisions because the exhibition was
designed primarily for a German audience —
not for a Nordic visitor who is used to living
amidst and even using similar objects every
day. Nevertheless, one can’t help but wonder
if many similar exhibits haven’t already been
showcased in similar exhibitions several
times over the years in Germany. Therefore,
a bit more of an out-of-the-box approach
would not have gone amiss.

In this respect, the latter part almost felt
like a different exhibition altogether. The
exhibition design was more inventive and
versatile, and the selection of objects more
diverse. The approach moved away from
national design classics and instead concen-

trated on the issues of “childhood”, “demo-

cratic design” and “hygge”. Chronologically
the focus of the latter part was on the post-
war years up until the 1980s. The displays
were playful and imaginative, and the themes
were addressed through such Nordic design
phenomena as Lego and IKEA. Endearing
photographs of children and children’s de-
sign, together with well-chosen posters, es-
tablished a happy and optimistic background
to the exhibits.

The iconic names or objects were not,
however, forgotten; particularly delightful
was one of the final displays showing Eero
Aarnio’s (born 1932) chairs Ball (1963),
Pastil (1967) and Pony (1972) together with
Verner Panton’s (1926-1998) lamps Type
G (1969), SP3 (1970) and the Sitting Wheel
chair (1973) accompanied by images of Pan-
ton’s fantastic interior designs. In contrast to
the preceding exhibition rooms, the walls of
the final section were painted black, which
gave it a more intense and atmospheric feel-
ing. Even the more traditional displays in the
final section, such as Marimekko and Bjorn
Weckstrom’s jewellery designs, gained from
this more atmospheric approach.

The second part of the exhibition clear-
ly made up for what was lacking in the first
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Figure 1. From the exhibition “Nordic Design: The Response to the Bauhaus”, Bréhan-Mu-
seum, Berlin, 24 October 2019 - 1 March 2020. Photo: Joona Rantasalo.
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part. there were interesting comparisons,
juxtapositions even, and dialogues between
the icons of Nordic design. This type of ap-
proach indeed made a more profound point,
and one that we would have liked to see
throughout the whole exhibition. The found-
ing fathers of Nordic modernism, such as
Aalto, Sven Markelius, Gunnar Asplund, and
Paul Henningsen, were in constant dialogue
and even co-operation with each other (it is
a well-known fact, for example, that it was
Markelius who proposed Aalto as a member
of CIAM before the Frankfurt congress in
1929).

From the Nordic point of view, this actual in-
teraction between Nordic designers seemed
to have been neglected and thus deserving
of criticism. The interaction between the key
players and the cross-pollination of ideas,
not only in terms of design and architecture
but also in terms of the role of the designer
in building a better society, was crucial in the
development of the Nordic societies.

It was therefore a pity that even in the sec-
ond part of the exhibition the central themes
of these societies, namely the welfare state
and (social) democracy, received at most
only a cursory treatment — partly because of
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Figure 2. From the exhibition “Nordic Design: The Response to the
Bauhaus”, Bréohan-Museum, Berlin, 24 October 2019 - 1 March 2020.
Photo: Joona Rantasalo.

Figure 3. From the exhibition “Nordic Design: The Response to the
Bauhaus”, Bréhan-Museum, Berlin, 24 October 2019 - 1 March 2020.
Photo: Joona Rantasalo.
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the short texts on display. In the exhibition
book, Dr. Grosskopf’s article on democratic
everyday design delightfully improves on this
in a scholarly manner. However, the other
articles in the book, even though expanding
on their subjects, are not really able to ex-
ceed national boundaries or cover societal
themes. Particularly from a Finnish point of
view, one also wonders why Artek, original-
ly the epitome of innovative and democratic
design, was not even mentioned in the exhi-
bition texts.

For a Nordic visitor, Nordic Design. The
Response to the Bauhaus proved to be a
thought-provoking and promising opening to
an interesting topic. Hopefully, the exhibition
(and the book) inspires further research. It is
evident that there is much more to this topic
than one exhibition is able to grasp.

Exhibition book: Tobias Hoffmann, ed., Nor-
dic Design. Die Antwort aufs Bauhaus — Nor-
dic Design. The Response to the Bauhaus
(Berlin: Brohan-Museum / Stuttgart: arnold-
sche Art Publishers, 2019).

Figure 4. From the exhibition “Nordic De-

sign: The Response to the Bauhaus”, Bro-
han-Museum, Berlin, 24 October 2019 - 1
March 2020. Photo: Joona Rantasalo.
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Joona Rantasalo is curator in the Museum
of Finnish Architecture, and Petteri Kum-
mala the head of information services and
research in the Museum of Finnish Archi-
tecture. Both are members of the board
of Docomomo Finland.
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Antelias kirja Kaija ja Heikki Sirenin
arkkitehtuurista

Riitta Nikula

Juhana Lahti & Frans Autio, toim. Kaikki ja ei mi-
tédan. Arkkitehdit Kaija + Heikki Siren (Helsinki:
Suomen arkkitehtuurimuseo, 2020), 159 sivua. Kir-
joittajat Juhana Lahti, Elina Standertskjold, Osmo
Lappo, Frans Autio, Susanna Aaltonen ja Kirsi Si-

ren.

Sotien jalkeisen Suomen ankarassa arjessa kasvoi
arkkitehteja, jotka kehittivat innovatiivisesti uutta ark-
kitehtuuria yksityisiin ja julkisiin tehtaviin. Heista Kai-
ja (1920-2001) ja Heikki (1918-2013) Siren nousivat
huomion kohteeksi 1950-luvun alusta ldhtien. He \
perustivat yhteisen toimistonsa 1940-luvun lopulla ‘ :
ja jatkoivat yhteisty6ta 1980-luvulle asti. Sen jalkeen
toimiston tydta on jatkanut heidan poikansa Jukka.
Arkkitehtisukupolvien ketju on poikkeuksellinen, kun

muistetaan, etta Heikin isa oli J.S. Sirén, Eduskuntata-
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lon arkkitehti ja Teknillisen korkeakoulun nykyaikaisen
arkkitehtuurin professori.

Sirenien ty6std on pitkdan kaivattu tutkimukseen
perustuvaa kirjaa. Otavan 1976 julkaisema suurteos
on kaunis kuvakirja, joka herattad mielihyvaa ja mie-
lenkiintoa, mutta ei vastaa herattamiinsa kysymyksiin.

Arkkitehtuurimuseo ja Espoon Kaupunginmuseo
KAMU yhdistivat voimansa Siren-tutkimuksessa. Ark-
kitehtuurimuseo julkaisi tukevan kirjan Kaikki ja ei
mitdén. Arkkitehdit Kaija + Heikki Siren ja KAMU teki
WG-keskukseen Elina Standertskjoldin kuratoiman
nayttelyn, joka valitettavasti jai koronakaranteenin jal-
koihin. Onneksi tuore kirja onnistui erinomaisesti ja sii-
na on keskeisiin teemoihin keskittyvat tutkielmat, hyvat
kuvat ja tarpeelliset luettelot.

Kirjan toimittajat, Juhana Lahti ja Frans Autio, sai-
vat aikaan opuksen, jossa tuore arkkitehtuurianalyysi
littyy suunnittelijoiden eldmankulkuun. Monipuolinen
kokonaisuus tarjoaa paljon kaikille.

Juhana Lahden johdanto avaa Sirenien minimalis-
miin pyrkinyttd suunnitteluty6téa "redusoiden jalostettu-
na arkkitehtuurina”. Kasitteiden tdsmallinen selittami-
nen palkitsee lukijaa. Heikki Sirenin puheenparteen ei
teoretisointi kuulunut.

Muistan ikuisesti, miten Heikki 1968 selitti Hakanie-
men ympyratalon ratkaisun l6ytymista talon valmis-
tuttua. Ryhma seisoi talon juurella. Arkkitehti kuvaili

vauhdikkaasti ongelmia, joita vilkkaan liikenteen jar-

jestaminen vanhan asemakaavan kulmikkaisiin rat-
kaisuihin olisi aiheuttanut. Han viittaili Arenan talon
py6redan kulmaan ja Hameentielta Siltasaarenkadulle
valuvaan autojen jonoon ja kiepautti sitten kadellaan
ilmaan ympyran. "Sitten me keksittiin, ettd ympyran-
muotoinen talo ratkaisee ympariston ja liikenteen on-
gelmat”.

Syvempien ulottuvuuksien Idytaminen ja selittdmi-
nen jai jalkipolville. Siind uusi kirja onnistuu erinomai-
sesti. Lahti jatkaa redusoinnista arkkitehtuurin klassis-
ten peruskysymysten pariin ja sijoittaa Kaija ja Heikki
Sirenin tyén luontevasti J.S:n luomalle tukevalle perus-
talle. Tallaista selkeytta ei tavoita, jos katse ja ajattelu
ovat takertuneet tyylihistorian kaavoihin.

Lahti keskittdd huomion Sirenien materiaalien ta-
juun ja rakenneratkaisujen kehittdmiseen yhdessa in-
sinGorien kanssa. YhteistyO oli ydinasia kokeellisessa
puuelementtirakentamisessa, jota Heikki kehitti kym-
menia vuosia Puutalo Oy:n kanssa.

Analysoidessaan Sirenien tilasommittelua Lahti ko-
rostaa vertikaalisten siirtymien taitavaa hallintaa. Tas-
sa yhteydessa han muistuttaa, etta sisdankayntien ja
porrasnousujen korostaminen kuului myds klassisen
arkkitehtuurin keinoihin.

Asuntoarkkitehtuurin suunnittelijoina Sirenit nousi-
vat eturiviin jo 1953 voittamalla Asuntoreformikilpailun
arkkitehtonisen ja sosiaalisen sarjan ehdotuksellaan,

jossa oli keskeista rivitalojen kehittdminen. Sirenit

osallistuivat ahkerasti kilpailuihin. Lahti laskee, etta
he 1956-61 saivat maininnan 17:ss4, joista voittoja oli
11. Aktiivisimpina aikoina toimistossa tydskenteli jopa
30—-40 henkea.

Elina Standertskjoldin artikkeli jatkaa ja laventaa
saumattomasti Lahden tekstid. Sirenien toimiston
projektit kasvavat ja julkinen sektori tarjoaa uusia
haasteita. Maa tarvitsee kouluja, liikerakennuksia,
hallintorakennuksia, kulttuurirakennuksia, teollisuus-
rakennuksia, urheilukeskuksia, kirkkoja ja kappeleita
seka asemakaavoja. Menestys kilpailuissa jatkuu ja
johtaa valtaviin tehtaviin myds ulkomailla. Bagdadin
monumentaalinen konferenssipalatsi ja Linzin uljas
konserttitalo lienevat parhaiten tunnettuja. Suomen
Saudi-Arabian lahetystd ja Pariisin esikaupungin ket-
jutaloalue tunnetaan huonommin.

Standertskjold selvittda suuren tuotannon tasapai-
noisesti ottaen esille yleisempid nakdkohtia tbissa ja
ajassa luontevasti edeten. Nain han valttaa hallitusti
luettelomaisuuden ongelman.

Kansainvalisistd vaikutteista kysyttdessa Sirenit
nostivat 1981 haastattelussa karkeen japanilaisen puura-
kennusperinteen, sotien jalkeisen brasilialaisen arkkiteh-
tuurin ja Mies van der Rohen. Richard Neutran, jonka t6ihin
Sirenien toita on aiheesta verrattu, he olivat tavanneetkin
ensimmaiselld Amerikan-matkallaan 1960. Kiinnostava,
mutta ei yllattava tieto on sekin, etté toimistossa luettiin tar-

kimmin 1950-1960 luvuilla tanskalaisia arkkitehtuurilehtia.
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Otaniemen teekkarikylan monivaiheisen suunnitte-
lun ja rakentamisen yhteydessa Standertskjold nostaa
selkeasti ja monipuolisesti esille rakennustekniikan.
Materiaalien ja rakenteiden innovatiivinen kaytto ja
kehittdminen pommituksen rauniolta keratyista tiilista
vaihtelevien muuraustapojen kautta paljaiden puu-
konstruktioiden rohkeaan nousuun julkisiin tiloihin on
vahva tarina. Menestyksekds yhteistyd insindorien
kanssa jatkui 1950-luvulta 1ahtien pitkalle.

Pientalojen elementtirakentamisessa Sirenit olivat
pioneereja. Tapiolan Kontiontien rivitalojen puiset jul-
kisivuelementit, kooltaan perati 16 neliometria, Sirenit
suunnittelivat yhdessa Puutalo Oy:n kanssa. Rivitalo-
jen elementtien kehittdminen johti yhd suurempien ti-
laelementtien valmistamiseen tehtaalla.

Kansallisteatterin pieni nayttamé oli 1950-luvulla
maan ensimmainen moderni teatterirakennus. Sirenit
ratkaisivat sen tuomalla Onni Tarjanteen teatterilinnan
taakse ja Eliel Saarisen paarautatieaseman naapurik-
si askeettisen modernin kuution. Sen tiukka muoto- ja
materiaaliratkaisu oli niin vahva kontrasti vanhalle, etta
Pietisen usein julkaistu kuva on usein, kuten tassakin
kirjassa (42) retusoitu ja rajattu niin, ettéd vanhan paa-
nayttdmon lavastetorni ei ndy kuvassa. Alkuperaises-
sa kuvassa torni nakyy ylhaalla ja myos heijastuksena
vesialtaassa. Sellainenkin kuva on julkaistu, jossa torni
on retusoitu Sirenien teatterin yldpuolelta, mutta nakyy

komeasti altaan vesipeilissa. Ainoa korjausehdotukse-

ni tdman kirjan seuraavaan painokseen onkin: ottakaa
kuva, jossa torni on retusoitu talon ylta, mutta heijastuu
veteen. Kuvatekstissa voisi avata keskustelua histo-
riallisen kerrostuneisuuden arvostuksesta rakennetus-
sa ymparistossa.

Kirkot, koulut ja kansainvaliset tyot jatkavat kooltaan
kasvavien toiden ketjua. Selkeat perusmuodot ja taitavat
valaistusratkaisut [6ytyvat. Turhaa ei tarvita. Ote pitaa.

Esikoistyttaren, Kirsi Sirenin artikkeli "Kotkan ruusu ja
pikkusireeni” on teatteriammattilaisen riemastuttava ku-
vaus perhe-elamasta. Vanhempiensa ja isovanhempien-
sa kuvat Kirsi maalaa niin reippailla vareilla, etta lukija
nakee mielessaan suurmiehet ja mahtinaiset vauhdissa
eldman suurella nayttamaolla. En ole ennen lukenut yhta
rehellisesti rakastavaa ja avoimesti nauravaa kuvausta
vanhemmista sukupolvista ja onnellisesta lapsuudesta.
Kiitos Kirsi!

Osmo Lapon artikkeli "Heikin kyydissa” tuo kirjaan 10
vuotta nuoremman kollegan kokemukset. Lappo oli opis-
kelijana voittanut Teekkarikylan kolmosvaiheen sisustus-
kilpailun ja tuli Sirenien toimistoon nuorimpana neljasta
tyontekijasta (1952-1953). Lappo kertoo kiinnostavasti
kokemuksistaan monissa hankkeissa ja muistelee, etta
"arkkitehtuurifilosofisia keskusteluja ei muistini mukaan
toimistossa kayty. Tydssa oli vahva tekemisen meininki.”

Susanna Aaltonen hakee siséatiloihin keskittyvan
artikkelinsa alussa Kaija Sirenin panosta yhteisessa

toimistossa. Laaja-alainen kulttuuriharrastus ja visuaa-

lisen kulttuurin arkistenkin ilmididen arvostaminen oli
Kaijan vahvuutta. Vaikka hanen osuuttaan yhteisesta
suunnittelusta on hankala erottaa, varien valintaa han
iimeisesti johti. Ainakin Andreas Kornerupin ja Johan
Henrik Wancherin Varien kirjasta (1961) Aaltonen 16y-
taa Kaijan merkintja.

Sirenien vertaaminen Lilly Reichin ja Mies van der
Rohen kriittisesti tutkittuun yhteistyéhon on perustel-
tua. Vaikka tyénjako jaa hamaraksi ja sitd on hankala
tarkkaan maaritella, analyysi selventaa suunnittelupro-
sessia. Aaltonen 16ytda myos toimiston piirustuksista
kolmenlaisia leimoja: "Heikki Siren, arkkitehti SAFA”,
"Arkkitehtuuritoimisto Kaija ja Heikki Siren” ja "Sisus-
tusarkkitehtuuritoimisto Siren”. Han paatyy nimea-
maan Heikin orkesterin johtajaksi ja kapellimestariksi,
Kaijan orkesterin intendentiksi.

Avustajien joukossa oli myds sisustusarkkitehteja,
jotka olivat vasta etsimassa paikkaansa suunnittelutoi-
mistoissa. Lars Gestranius oli Sirenien palkkalistoilla
1956-1968 ja osallistui 138 kohteen suunnitteluun. Mo-
net sisustusarkkitehdit aloittivat toimistossa uran, joka
jatkui oman toimiston yhteistyéna Sirenien kanssa.

Sirenien tuotannosta Aaltonen on valinnut sisatilo-
jen keskitetyn tarkastelun kohteeksi edustavan joukon
toisistaan poikkeavia keskeisia toita: oman koti- ja toi-
mistotalon, Otsonpesan rivitalon, Otaniemen kappelin,
Kansallisteatterin pienen nayttdmoén, Ympyratalon ja

Suomalaisen Yhteiskoulun tilat.
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Kaikissa asuintaloissa Sirenit sijoittivat yksityiset
tilat ylakertaan ja yhteisen oleskelun ja aputilat ala-
kertaan. Perheasunnot suunniteltiin lapsiperheiden
arkeen. Aravarivitaloista viiden tilavan asunnon Otson-
pesan kalliiseen eleganssiin perusratkaisu oli periaat-
teessa sama.

Otsonpesasta asuntojen valja mitoitus ja pintojen
korkeatasoiset materiaalit tekivat erityisen loistokoh-
teen. Lars Gestranius suunnitteli huoneisiin myds
uniikkeja sisustuselementteja pukeutumistiloista tyo-
huoneisiin. Julkaisukuvien televisio-, radio- ja levysoi-
tinkaappi saattoi aikanaan herattda vahavaraisemmis-
sakin halua olohuoneen modernisointiin.

Otaniemen kappelin analyysi keskittyy kalusteiden yk-
sityiskohtiin ja yhteenkuuluvuuteen, joka viimeisteli inte-
ridorin harmonisen askeesin. Tassa kohteessa kalusteet
suunnitteli Heikki Siren. Kappeli on toimiston ainoa tyo,
jonka Heikki ja Kaija tekivat Iahes kokonaan kaksin.

Maailma ja arkkitehtuuri muuttuivat 12 vuodessa
Otaniemen kappelin valmistumisesta 1956 KOP:n
Ympyratalon vihkidisiin 1968 niin perin pohjin, etta
ulkopuolisen lienee mahdoton uskoa niitd samojen
arkkitehtien toiksi. Murros toi arkkitehdeille uudet
vaatimukset — ja mahdollisuudet. Ympyratalon alku-
peradinen eleganssi kiiltda ja loistaa kuvissa kylmasti.
Aaltonen lainaa osuvasti pankin mainosvideon tekstia
selittdmaan ajan henkea.

Ympyratalon tieltd purettiin aimo pala vanhaa kau-

punkia, monta Heikki Kaartisen suunnittelemaa asuin-
taloa. Nyt uusi talo on kokenut jo monta muutos- ja
korjauskierrosta. Pelottavan elegantti py6éred pank-
kisali on purettu. Ympyran ytimessa on nyt sekalaisia
kauppaliikkeita ja autopankki hakee uutta kayttoaan.

Koulujen suunnittelussa Sirenit osuivat onnellisesti
1970-luvun koulu-uudistuksen toteuttajiksi. Suoma-
lainen Yhteiskoulu nimettiin kokeilukouluksi. Sirenit
suunnittelivat uudistukselle kaikesta vanhasta poik-
keavat tilat ja hahmon, joka mursi maan kouluarkkiteh-
tuurin vanhat konventiot.

Kirjan riemastuttavin yllatys on Frans Aution artikkeli
"Ajattoman puuarkkitehtuuriperinteen aarella Suomes-
sa ja Japanissa”. Sirenien omat puheet ja monen ark-
kitehtuurilehdenkin artikkelit ovat toki vuosikymmenia
rinnastaneet Sirenien arkkitehtuuria Japanin perintei-
siin, erityisesti perheen Lingonsdn saarelle rakentamia
vapaa-ajan rakennuksia, mutta tutkimusta aiheesta
en ole nahnyt. Tekstit ovat jaaneet tunnelmoinniksi ja
kuvien silmamaaraiseksi vertailuksi. Harva on ylittanyt
korkean kieli- ja kulttuurimuurin.

Japanin arkkitehtuuriin perehtyneena ja maan kiel-
ta taitavana Frans Autio tutkii nyt ensimmaisena Si-
renien ja Japanin suhdetta monipuolisesti ja selvittda
kriittisesti erilaisia tulkintamahdollisuuksia. Analyysi
keskittyy kahteen Sirenien Japaniin suunnittelemaan
golfkeskukseen, joita han pitda todenndkoisesti ensim-

maisind suomalaisarkkitehtien Japaniin rakennettuina

kohteina. Suomen tdista han keskittyy Otaniemen kap-
peliin ja Lingonsdn lomasaaren rakennuksiin.

Aution huomiot osuvat. Heikki Sireniltd alkuun lainat-
tu repliikki Lingonson kappelista hillitsee lukijankin mie-
likuvituksen holtitonta lentoa. "Siitdhéan on suomalaiset
sanonu et se on niin japanilaisen nakonen ja japanilai-
set sano et sehan on ihan suomalaisen nakénen.”

Aution teksti japanilaisuuden myytista on tiivis johda-
tus aiheeseen. Han l6ytaa Arata Isozakin esseista kiin-
nostavasti tukea tavalla, joka saa ainakin taman kirjoit-
tajan kiinnostumaan japanilaisen mestarin ajattelusta,
vaikka hanen postmodernistinen rakennustaiteensa ei
ole herattanyt erityista mielenkiintoa. Isozakia seuraillen
Autio osoittaa teravasti, miten kapeasti valikoiden japa-
nilainen arkkitehtuuri on eurooppalaisia kiinnostanut.

Otaniemen kappelin metsaan aukeava tila johtaa
Aution analyysin Japanin uskontojen synkretismiin ja
siitd edelleen suomalaiseen rahvaanuskontoon, jonka
luonnetta ja tapoja akateemikko Anna-Leena Siikala
on selvittanyt. Aution laaja-alaiset lahteet johtavat hyvin
perusteltuihin syviin ajatuksiin. Hanen analyysinsa Ota-
niemen kappelin kaikkia koskettavasta pyhasta tilasta
on ihailtaval Pateettisuutta valttdakseni lainaan tueksi
Heikki Sireniltd samaan yhteyteen saatua haastattelu-
sitaattia: "Siel on ollut buddhat ja shintot ja venalaiset ja
kaikki niinku hyvaksyy sen.”

Kesaparatiisinsa Sirenit rakensivat Lingonsdn saa-

relle 1966—1969. Matalat asuinrakennukset asettuvat
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terasseineen kaartuvana ketjuna kalliomaisemaan,
kappeliksi kutsuttu rakennus sijoitettiin erikseen katso-
maan avomerelle. Japanilaisuudeksi Autio toteaa mut-
kattoman koruttomuuden ja sisa- ja ulkotilojen yhdista-
misen laajojen terassitasojen avulla. Hirsirakenteet ovat
kasittelemattomia, tehtaalla esivalmistettuja.

Japanissa 1965 julkaistu The Kindai Kechiku -lehti
omisti yhden numeron Sirenien arkkitehtuurille. Kiinnostus
herasi siis jo ennen kesaparatiisin rakentamista. Sirenien
koruton arkkitehtuuri puhutteli japanilaisia syvasti, ja he
saivat 1970-luvun alussa ensimmaisen kutsun Seibu
-yhtiélta. Vuonna 1974 valmistunut golfkeskuksen ravin-
tola Karuizavassa sai nimen Utsjoki. Sama yhtio tilasi
Sirenit suunnittelemaan viela Onumaan golfkeskuksen,
joka valmistui 1976. Golfkeskukset on sittemmin puret-
tu, ja Sirenien arkkitehtuuria edustaa Japanissa enaa
kolme lomakylaa, joissa on yhteensa satoja vuokratta-
via hirsimokkeja.

Kaija ja Heikki Siren ovat nyt saaneet arvoisensa pai-
kan suomalaisten arkkitehtuurikirjojen joukossa, joka on
karttunut ilahduttavasti kuluneen vuoden aikana. Roh-
kenen liittaa lopuksi sen vertailevaan luetteloon, koska
olen huomannut monien arkkitehtuurikirjojen valttavan

laajemman julkisuuden.

Riitta Nikula on Helsingin yliopiston taide-
historian professori emerita.

Kirjasuosituksia Riitta Nikulalta:

* Juhana Lahti & Frans Autio, toim. Kaikki ja ei mitdén. Arkkitehdit Kaija + Heikki Siren (Helsinki: Suomen
arkkitehtuurimuseo, 2020 on kaivattu kirja, joka onnistuu maltillisessa koossa (158 s.) tavoittamaan
paljon. Se on huolellisesti dokumentoitu viiden tutkijan tuoreen artikkelin kooste, ilo asiantuntijoille ja
samalla kirja kaikille arkkitehtuurista kiinnostuneille. Tutkijat tahtovat nykyaan valttda suomenkielista
julkaisemista, koska englanniksi saa enemman arvostuspisteitd. Toivon tietysti, etta kirja ilmestyy viela

englanniksi, koska kansainvalistékin kiinnostusta on.

* Netta Book & Kari Immonen, toim. & Aino Niskanen, arkkitehtuurin historian asiantuntijatoim. seka Lau-
ra Berger, kuvatoim.: Uno Ullberg. Viipurin arkkitehti (Uno Ullberg -seura & Arkkitehtuurimuseo, 2020).
Teos on perati 23 suomalaisen ja neljan venalaisen tutkijan yhteinen ponnistus mestarista, joka on
unohtunut kahdessa maassa. Monumentaalinen kirja on niin suuri, etta sita voi l8hestya ensin naytte-
lyna ja sitten syventya asiantunteviin artikkeleihin. Vaativa ratkaisu on perusteltu siksikin, ettd Ullbergin

paatdiden kunnostaminen on Viipurissa ajankohtaista. Ks. Susanna Aaltosen arvio tassa julkaisussa.

* Teppo Jokinen, Arvorakennusten arkkitehti. Gustaf Nystrém suunnittelijana ja opettajana Helsinki:
PARVS, 2020) on odotettu elamakerta.

* Esa Laaksonen, Else Aropaltio, arjen arkkitehti (Helsinki: Pen & Paper, 2020) on kelpo kirja ahkerasta
asuntosuunnittelijasta, joka sitoo Aropaltion paikkaan ja aikaan. Teoksessa on hyvat kuvat ja plaanit
ja se nostaa nakyville arkiarkkitehtuurin miljédn ja mestarin, jota ei ennen juuri tunnettu Lauttasaaren

ulkopuolella.

* Mikko Laaksonen, Betoni ja modernismi, Arkkitehti Pekka Pitkanen 1927-2018 (Berlin: DOM publishers, 1921).
Ansiokas tyOluettelon taydentdminen reippaalla journalistisella otteella. Enemman opas kuin opetus. Hyva

johdanto syventyvaan tutkimukseen ansiokkaasta elamantydsta.
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Suomen

arkkitehtuurin historia

taydentyy

Susanna Aaltonen

Netta Book, Kari Immonen, toim. & Aino Niskanen,
arkkitehtuurin historian asiantuntijatoim. seka
Laura Berger, kuvatoim.: Uno Ullberg. Viipurin ark-
kitehti (Arkkitehtuurimuseo, 2020), 417 sivua. Kir-
joittajat: Anna Autio, Laura Berger, Igor Borisov,
Netta Bo6ok, Viktor Dmitrijev, Maarit Henttonen,
Kari Immonen, Olli Immonen, Timo Keinanen, Mar-
ja Terttu Knapas, Julia Kripatova, Liisa Lindgren,
Irma Lounatvuori, Anastasia Martynova, Julia
Moshnik, Petri Neuvonen, Aino Niskanen, Riitta
Niskanen, Katariina Ockenstrom, Simo Paavilai-
nen, Lauri Putkonen, Tuula Poyhid, Kimmo Sarje,
Pirkko-Liisa Schulman, Elina Standertskjold, Han-

nes Terdsvuori.

Suomen arkkitehtuurihistorian kaanoniin on komeal-
la ja painavalla tavalla lisatty arkkitehti Uno Ullberg
(1879-1944). Ahkerasta ja aikaansaavasta arkkiteh-
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dista on tehty kohteensa nakdinen huolellisesti toimi-
tettu ja tutkimuksellisesti runsas ja esikuvallinen teos.
Kirjahanketta varten perustetun Uno Ullberg -seuran
ja Arkkitehtuurimuseon julkaisema yli 400-sivuinen
monografia muistuttaa hyvalla tavalla myds siita, etta
arkkitehtuuritutkimuksen saralla on viela runsaasti teh-
tavaa ja kiinnostavia aukkopaikkoja taydennettavina.

Teoksen nimi Viipurin arkkitehti on osuva. Uno Ullberg
vaikutti merkittéavasti Viipurin kaupungin muotoutumiseen
1910-luvulta 1940-luvulle. Han perusti syntymakaupun-
kiinsa arkkitehtitoimiston vuonna 1906(—1909) yhdessa
opiskelukollegansa arkkitehti Axel Gyldénin kanssa,
jatkoi sitten vuodesta 1910 alkaen omassa toimistos-
saan ja toimi Viipurin kaupunginarkkitehtina vuosina
1932-1936. Vuosikymmenten tyén tuloksena Viipuriin
toteutettiin kaupunkikuvallisesti tarkeita ja nakyvia ra-
kennuksia, kuten: Kauppahalli (1908, purettu) Pyorean
tornin uudistus sisustuksineen (1922—-23) Pamppalan
talo (1923-24), Viipurin Panttilaitos (1931), Viipurin
taidemuseo ja piirustuskoulu (1928-1930), Viipurin
maakunta-arkisto (1932-33) ja Viipurin naistensairaa-
la (1936-37).

Aikalaiset ymmarsivat arvostaa Ullbergin ty6ta: "Vii-
puri voi onnitella itsedan, etta silla on taiteilija, joka ndin
pieteetilla ja taiteellisesti restauroi ja kaunistaa kau-
pungin muinaismuistoja” (s. 119 lainaus A. L. Weisen-
bergin kirjeestad Ullbergille 1924.) Kohteiden nykyinen

tarkastelu nostaa esiin myds erittain tarkean ja akuutin
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kysymyksen Ullbergin kohteiden rakennussuojelusta.
Viipurin rakennusten kohtalo tuodaan omana teema-
naan esiin kirjan viimeisessa paaluvussa venalaisten
asiantuntijoiden artikkelien kautta. Tama on eittamatta
Netta Bookin Karjalan-tuntemuksen ja venajan kielen
osaamisen ansiosta. Alvar Aallon Viipurin kirjaston tie-
tavat kaikki. Nyt soisi, etta myos Uno Ullbergin mittava
elamantyd Viipurissa saisi ansaitsemansa kohtelun ja
muun muassa kulttuuri- ja arkkitehtuurihistoriallisesti
arvokkaan Viipurin taidemuseon rakennussuojeluun
panostettaisiin. Tata varten teoksen osittainenkin toi-
mittaminen myds venajankielisena olisi erittdin perus-
teltua.

Kirjan lahdemateriaali on kunnioitusta herattavan
kattavaa. Suurta aineistoa on my6s hyddynnetty tar-
kasti ja yksityiskohtaisesti. Arkkitehdin tydsta kertovat
dokumentit kasitelladn seikkaperaisesti: toteutumat-
tomat ja toteutuneet suunnitelmat lukuisine piirros-
luonnoksineen ja rakennetut rakennukset, niiden mo-
ninaiset vaiheet, vastaanotto, kayttd ja kohtalo hyvin
sailyneista raunioituneisiin, tarveltyihin ja kokonaan tu-
hottuihin. Lukijalle valittyy antoisalla tavalla seka Uno
Ullbergin henkil6kohtaiset saavutukset etta arkkitehdin
tydn luonne yleisella tasolla.

Uno Ullberg oli ennen kaikkea aikaansa seuraa-
va ja uusiutumiskykyinen arkkitehti. Nykyaan kai pu-
huttaisiin resilienssista, kyvystd joustaa erilaisissa

tilanteissa. Tama joustavuus nakyi niin Uno Ullbergin
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tydurassa kuin henkilokohtaisessa elamassa, jossa
ensimmaisen puolison Maiju Rannan varhainen kuole-
ma vuonna 1917 loi varjon Ullbergin elam&an. Uuttera
tyonteko jatkui vastoinkdymisistd huolimatta akilliseen
sairastumiseen ja kuolemaan vuonna 1944. Viimeisim-
pina tyéna poydalle jai Helsingin Lastenklinikka, joka
valmistui 1945.

Ullbergin ammatillinen vahvuus nayttaa ilmenneen
kykynd omaksua ja soveltaa kansainvalisid esikuvia,
huomioida kollegoilta saamiaan virikkeita kulloiseen-
kin kohteeseen elaytyen. Omalla tavallaan hienostu-
neesti Ullberg otti haltuun erilaisia paikkoja, tiloja ja
suunnittelutehtavia, kaupunkien asemakaavoista kaa-
keliuuneihin. Uusiutumiskyky ja hienostuneisuus ovat-
kin kirjoittajien usein kayttdmia sanoja. Ullberg hallitsi
suvereenisti erilaiset rakennustyypit: koulut, kirkot,
teollisuus- ja liikerakennukset, sairaalat ja asuintalot.
Myds erilaisten rakennustekniikoiden hyédyntaminen
ja kulloiseenkin kohteeseen sopivien materiaalien
kaytté osoittavat Ullbergin hallinneen ammattinsa mo-
nipuolisesti. Ullbergin uran laaja-alaisuutta valotetaan
lahes kaikista mahdollisista nakdkulmista. Ainoastaan
sisustukset jaavat hiukan vahemmalle huomiolla. Tyt-
taren, sisustusarkkitehdiksi opiskelleen, mutta varhain
kuolleen, Tuja Kirkkalan kautta ne olisivat kiinnostava
lisdpohdinnan aihe.

Kirjan toimittajien, arkkitehti Netta B6okin ja eme-

ritusprofessori Kari Immosen sekd koko tyéryhman
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kunnianhimosta kertovat kirjaa varten kootut mittavat
liitteet. Ullbergin tyoluettelo on pienimmat ty6t poisra-
jattuinakin kunnioitusta herattava. Rakennusten kohde-
kartat, tiedot muuttuneista paikan- ja kadunnimista li-
saavat kirjan arvoa lahdeteoksena. Ullbergin curriculum
vitae on toteutettu visuaalisesti kauniina aikajanana,
johon on koottu yhdelle sivulle tiedot perhe-, opiske-
lu- ja virkavuosista seka tarkeimpien rakennusten yms.
tiedot ja vuodet.

Laura Bergerin kuvatoimitus ansaitsee erityismai-
ninnan. Kuva-aineisto on hakellyttavan runsas: pii-
rustuksia, aikalaisvalokuvia, postikortteja Ullbergin
omasta albumista. Petri Neuvosen ottamat, tuoreet
varivalokuvat on julkaistu ansaitsemassaan suuressa
koossa. Salla Bedardin taitto on tyylikasta ja ilmavaa.
Jotkut pohjapiirustuksista olisi ehkd voinut julkaista
suurempina ja siten helpommin tarkasteltavina. Laa-
jaan kuva-aineistoon ei sisélly vain Ullbergin kohteita.
Kuvien avulla myés vertaillaan Ullbergin téitd aika-
kauden muiden arkkitehtien téihin. Se havainnollistaa
tekstia ja tukee tutkimusta syventaen Ullbergin téiden
suhdetta aikaansa ja painottaen niiden merkitysta ai-
kakautensa arkkitehtuuridiskurssissa.

Teoksen runsaudesta on vaikea ehdottaa turhien
ronsyjen poistamista, silla 27 kirjoittajan ja 49 artik-
kelin kokonaisuus toimii hyvin. Yksittaiset artikkelit
ovat ansiokkaita ja esittelevat kaleidoskooppimaisesti

kohdetta eri puolilta. Ullbergin tydén kontekstualisointi
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syntyajankohtaansa ja paikkaansa sekda myods tutki-
muksen nykykenttdan onnistuu joitakin pienia puuttei-
ta lukuun ottamatta erinomaisesti. Tekstien lyhyys ja
luonne vaikuttavat siihen, etteivat ne aina johdattele tai
ehdi syviin analyyseihin, mutta luonteva kokonaiskuva
niista rakentuu. Erikoisartikkelit puolustavat paikkaan-
sa. Toimittajien Netta Bookin ja Kari Immosen esipuhe
ja ensimmainen artikkeli, "Uno Ullberg —kaikessa mu-
kana” ja arkkitehtuuriprofessori Aino Niskasen yhteen-
vetoartikkeli Rajankavija-luvussa ovat tietysti oleelliset
valtavan materiaalin paketoinnin onnistumisessa. Nai-
den keskeisten tekstien avulla hahmotetaan artikkelien
suhdetta toisiinsa ja luodaan kokonaisnakemys Ullber-
gin arkkitehtuurin merkityksellisyydestad ja vaikutuk-

sesta ennen ja nyt.

Jatkopohdintoja

Hyvin tehty tutkimus antaa aina ajattelemisen aihetta ja
innostaa jatkotutkimukseen. Rikkaan lukukokemuksen
jalkeen jaa viela miettimaan arkkitehdin ty6ta, roolia ja
vaikutusmahdollisuuksia yleisemminkin. Miten Ullber-
gin kohdalla nakyi arkkitehtuurin luonteeseen kuuluva
ryhmaty6? Enta minkalainen rooli yksittaisella arkki-
tehdilla oli uusien tuulien kayttdénotossa ja ideoiden
levittdmisessa? Enta miten voisi tarkemmin tarkastella
esimerkiksi juuri Bauhausin vaikutusta ja kansainva-
lista tyylia (tyyli, jota Suomessa kutsuttiin funktionalis-
miksi) Ullbergin arkkitehtuurissa? Ja laajemmin voisi

pohtia tutkimuksellista kaannetta, jossa yksittaisen
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arkkitehdin uran sijaan katsottaisiin laajemmin arkki-
tehtuuria prosessina ja osana kulttuuria."

Ullbergin tydn kontekstualisointi Viipuriin on nah-
dakseni juuri tallainen yritys tarkastella arkkitehtuuria
prosessina, rakennuskulttuurin merkityksista kasin.
Kirjan luettuaan ymmartaa hyvin senkin, ettéd otsikko
"Viipurin arkkitehti” ei pysty tavoittamaan Ullbergin
koko toiminta-aluetta tai ammattikuvaa. Kuten kirjas-
sa tuodaan esille, Ullberg suunnitteli paljon muuallekin
kuin Viipuriin, erityisesti It4-Suomeen, Sortavalaan,
Imatralle, ja Helsinkiin mm. Bensowin liiketalon ja Las-
tenklinikan sairaalan, jonka parissa Ullberg tyéskenteli
Helsingissa viimeisina tydvuosinaan Laakintdhallituk-
sen yliarkkitehtina 1936—-1944.

Bensowin liiketalo ja Lastenklinikan sairaala ovat
esimerkkeja myds bauhaus-ideoiden —funktionalismin
ja teknisten innovaatioiden — nakymisesta ja sovelta-
misesta Suomessa. Kuten Aino Niskanen yhteenve-
toartikkelissaan kirjoittaa, Ullbergin kaikkein uuden-
mukaisimmat ideat nakyivat tuoreeltaan 1930-luvulta
eteenpain, erityisesti sairaala- ja linja-autoasemien
suunnitelmissa. Aino Niskanen mainitsee vuonna
1941 valmistuneen Bensowin talon tekniset uutuudet
Ullbergin itsensa esiin nostamina: sahkodistys omine
muuntajineen, koneellinen ilmanvaihto ja helposti
vaihdettavat neonkilvet. Riitta Niskanen puolestaan
tuo esille, ettd linja-autoasemat edustivat uutta, autois-

tuvan, modernin maailman rakennustyyppia. Ullbergin
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suunnittelema vuonna 1935 valmistunut Sortavalan
asema oli paitsi Sortavalan ensimmainen funktiona-
listinen rakennus myés Suomen ensimmainen funk-
tionalistinen linja-autoasema. Bauhausiin esikuvana
ja ilmiéna viittaa suoraan (s. 299) ainoastaan Maarit
Henttonen, joka tulkitsee Lastenklinikan modernismia
myo6s bauhaslaisten silmalasien Iapi.

Modernismin nakékulmasta Ullbergin merkitys suo-
malaisen arkkitehtuurin kentalla on huomattava, siita-
kin huolimatta, ettd Ullberg oli enemminkin soveltaja
kuin innovaattori. Kirjan tuottama perustutkimus on tar-
ked suomalaisen arkkitehtuurihistorian aukon tayden-
tajand. Esipuheessa tavoitteeksi asetetaan Ullbergin
asemoiminen pysyvasti arkkitehtuurihistorian kartalle.
Té&ssé on onnistuttu erinomaisesti. Kansikuvaksi valittu
valokuva Uno Ullbergista henkseleitdan paukuttamas-
sa kertoo, misté kirjassa on kysymys: melko tuntemat-
tomaksi jadneen arkkitehdin eldman ja tyén yksiin kan-
siin kokoamisesta. Uno Ullberg ei korostanut itsedan,

mutta ansaitsee nyt saamansa huomion.
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1 Ks. esim. Jessiaca Kelly & Claire

Jamieson, “Practice, Discourse and Experience:

The Relationship Between Design History and
Architectural History”, Journal of Design History;
Feb2020, Vol. 33 Issue 1: 1-15.

FT, dos. Susanna Aaltosen vaitoskirja ka-
sitteli suomalaista sisustusarkkitehtuuria.
Han on perehtynyt erityisesti muotoilun,
mutta myds arkkitehtuurin historiaan.
Aaltonen on opettanut taidehistoriaa Hel-
singin yliopistossa, Aalto-yliopistossa ja
Avoimessa yliopistossa.

126



Bauhausin moninaiset

kaudet

Essi Syrén

Wulf Herzogenrath, Das bauhaus gibt es nicht
(Berlin: Alexander Verlag, 2019), 152 s.

Bauhausin 100. juhlavuosi sai aikaan aihetta kasit-
televien saksan- ja englanninkielisten kirjojen aallon.
Lukuisten yleistajuisten taidekirjojen seka tutkimuk-
sellisemmin painottuneiden teosten lisaksi Bauhaus
on noussut esille myos fiktion aiheena esimerkiksi
Theresia Enzensbergerin romaanissa Blaupause
(2017). Yksi Bauhaus-tutkimukseen liittyvistd teok-
sista on Wulf Herzogenrathin Das bauhaus gibt es
nicht (2019), joka on kokoelma taidehistorioitsija
Herzogenrathin eri vuosikymmenind ilmestyneita
artikkeleita Bauhausista. Vaikka teos on artikkeli- ja
sivumaaraltaan melko suppea, se onnistuu tuomaan
yllattavan hyvin esille Bauhausin erilaisia 1ahtdkohtia

ja painopisteita.
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Kirjan provokaatioksi tarkoitettu nimi Das bauhaus
gibt es nicht liittyy Herzogenrathin ydinteesiin. Nimi on
suoraan kdannettynd Bauhausia ei ole, mutta otsikon
aloittava saksan kielen maarainen artikkeli das, joka
viittaa yhteen maarattyyn kokonaisuuteen, kritisoi kie-
len tasolla yhdenmukaisuuden ajatusta. Nimen voisi
siis kdantaa myos Yhtd Bauhausia ei ole, silla yhden
Bauhausin sijaan vuonna 1919 perustetun koulun
historia koostui lukuista erilaisista, usein myos risti-
riitaisista nakemyksista arkkitehtuurista, muotoilusta,
pedagogiikasta seka taiteen ja politikan suhteesta.
Herzogenrath siis kritisoi ndkemystd, jonka mukaan
Bauhaus olisi pelkistettavissd yhteen ominaisuuteen,
Bauhaus-tyyliin.

Teokseen valikoidut Herzogenrathin artikkelit ovat
vuosilta 1977, 1978, 2009 ja 2010. Kirjan aloittaa joh-
dantoartikkeli, jonka han on kirjoittanut vuonna 2018
nyt arvioitavaa teosta varten. Han tarkastelee kano-
nisoidun tulkinnan taustoja Bauhaus-vastaanoton eri
historiallisten tilanteiden nakdkulmasta ja keskittyy eri-
tyisesti vuonna 1968 jarjestettyyn suureen Bauhausin
50-vuotisjuhlanayttelyyn, joka on vaikuttanut merkitta-
vasti mybhempaan vastaanottoon. Saksan liittotasa-
vallan ulkoasiainministerion rahoittama nayttely kiersi
ympari maailmaa ja kerasi miljoonayleisén. Nayttely
vaikutti omalta osaltaan Bauhaus-tyylin kasitteen syn-
tyyn ja yksinkertaisti ndin myéhempaa tulkintaa koulun

taiteellisesta ja yhteiskunnallisesta toiminnasta.

Bauhausin viisi vaihetta
Teoksen ensimmainen varsinainen artikkeli "Die funf
Phasen des Bauhauses” on esitelmakasikirjoitus Cent-
re Pompidoussa jarjestettya kollokviota varten vuo-
delta 1978. Artikkelissa Herzogenrath painottaa Bau-
hausin moninaisia puolia, jotka vaihtelivat kolmen eri
johtajan kaudella suunnittelun tavoitteissa, materiaali-
valinnoissa, tydprosesseissa ja yksittaisten tekijoiden
omissa monimuotoisissa lahtékohdissa. Artikkelista
muodostuu kirjan ydinteksti, silla Herzogenrathin muis-
sakin artikkeleissa toistuva keskeinen argumentti Bau-
hausin monipuolisuudesta tiivistyy teoriaksi 14 vuotta
toimineen Bauhausin viidesta eri vaiheesta.
Ensimmainen, ekspressiivis-individualistinen kasi-
tydlaisvaihe ajoittuu Weimarin Bauhausin alkuvuosille
1919-1922. Ensimmaistd maailmansotaa edeltanyt
ekspressionismi vaikutti edelleen voimakkaasti sak-
salaisessa kulttuurissa, mikd nakyi myoés Bauhausiin
rekrytoitujen opettajien kuten Lyonel Feiningerin ja
Paul Kleen taiteessa. Johannes ltten toi Mazdanan
-opin myo6td myds aikakauden esoteerisia virtauksia
Bauhausiin. Gropius antoi vapauksia opettajilleen
eikd pyrkinyt maarittelemaan kurssien sisaltéa, minka
vuoksi vuonna 1922 Willem Huszar kritisoi de Stilj -leh-
dessa Bauhausia "sattumanvaraiseksi ja oikukkaaksi”
(29). KasityOlaisyys ja materiaalien tutkiminen olivat
alkuvaiheen keskeisia arvoja, jotka myéhemmin muok-

kautuivat teollisen tuotannon mittasuhteisiin.
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Toinen, konstruktivistinen vaihe ajoittuu Weimarin
ajan kahdelle viimeiselle vuodelle. Herzogenrathin mu-
kaan Bauhausin henkilékunta ja opiskelijat irrottautui-
vat vuoden 1922 lopussa ja 1923 tydssaan tunteesta,
yksildllisyydestd seké ornamentista. Uudet typografi-
set kokeilut, selkedt muodot ja uudenlainen arkkiteh-
tuuri, joka ftiivistyi Georg Muchen suunnittelemassa
Haus am Horn -esimerkkitalossa, olivat esilla vuoden
1923 suuressa Bauhaus-nayttelyssa, joka esitteli kou-
lun mestareiden ja oppilaiden tuotoksia.

Bauhausin toiminta oli uhattuna talvilukukaudesta
1924 alkaen ja lopulta uusi koulu avattiin Dessaussa 4.
joulukuuta 1926. Herzogenrath ajoittaa Bauhausin kol-
mannen, funktionaalisesti painottuneen ja teolliseen
tuotantoon tahtdavan kauden vuosille 1924-1927, jos-
kin han myontaa itsekin, etta vaiheen ajallinen rajaa-
minen on muutosten liudentumisen vuoksi hankalaa.
Bauhausin muutto Dessaun teollisuuskaupunkiin ko-
rosti entisestaan teollisen tuotannon merkitysta alku-
vuosien kasityblaisyyden sijaan. Esimerkkina kauden
muotoilusta Herzogenrath kayttdd Marcel Breuerin
putkirunkoista Wassily-klassikkotuolia Clubsessel B 3
(1926), joka on edelleen tuotannossa.

Walter Gropius oli vuoteen 1927 mennessa luonut
Bauhausiin haluamansa kaltaisen arkkitehtuuriosas-
ton, jonka johtajaksi tuli Hannes Meyer. Meyer nou-
si huhtikuussa 1928 Gropiuksen seuraajaksi, jonka

kaudella arkkitehtuuri ja sen funktionaalisuus korostui
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entisestdan. Herzogenrath ajoittaakin Bauhausin nel-
jannen vaiheen Meyerin johtajakaudeksi 1928-1930.
Meyerin paapyrkimys arkkitehtuurissa oli luoda asun-
toja yhteiskunnan vahavaraisille ja hanen myoétaan po-
litikka tuli mukaan Bauhausin toimintaan. Oikeistora-
dikaalien kasvava painostus paikallispolitikassa lopetti
lopulta Meyerin kauden ja vuonna 1931 Bauhausin toi-
minnan Dessaussa. Viidennessa vaiheessa vuosina
1930-1933 poliittisesti Meyeria neutraalimpi Ludwig
Mies van der Rohe jatkoi koulun kolmantena johtaja-
na, joka loi uusia kontakteja teollisuuteen ja yritti pitaa
toiminnan k&ynnissd jatkuvasta kansallissosialismin
paineesta huolimatta. Berliiniin muuttanut Bauhaus
sulki ovensa lopullisesti huhtikuussa 1933 muutama
kuukausi kansallissosialistien valtaannousun jalkeen.

Herzogenrathin esittdma jaottelu on perusteltu ja
toimii hyvana argumenttina kirjan ydinteesille, joka vai-
kuttaa nykykontekstissa yllattdvan tuoreelta artikkelin
kirjoitusajankohdasta huolimatta. Uudemmassa tutki-
muksessa samankaltainen kritiikki yksipuolista Bau-
haus-tulkintaa kohtaan on noussut esille muun muassa
Bauhaus-arkiston tutkijan Adriana Kapsreiterin Tahiti 8:
From Material to Immaterial: Art Historical Practices in
the Contemporary World -konferenssissa pitdméassa
esitelmassa.” Han kritisoi ndkemysta tiukan funktio-
naalisesta Bauhaus-tyylista ja nosti sen sijaan esille
Bauhausin varhaiskauden esoteerisuuden, ekspres-

sionistiset ideat seka opetusta leimanneen yhteisolli-

syyden, jotka heijastuivat myds Bauhausin myohem-
piin vuosiin.

Herzogenrathin sinallaan perusteltua jakoa eri kau-
siin voi toki kritisoida yksittaisten vaiheiden yksinker-
taistamisesta, joka on vaistamatonta periodisoinnissa.
Liséksi jaottelussa korostuu voimakkaasti hallinnol-
linen nakokulma ja kolmen eri johtajan rooli. Johtajat
ovat ymmarrettavasti linjauksillaan vaikuttaneet mer-
kittavasti opetukseen, opiskelijavalintoihin ja opetta-
jien rekrytointeihin. Olisi kuitenkin kiinnostavaa, jos
Herzogenrath olisi avannut laajemmin myds opiske-
lijoiden nakdkulmaa eri kausina. Kaiken kaikkiaan
Bauhausin monimuotoisuuden analysoiminen erilais-
ten kausien avulla mahdollistaa koulun toiminnan tar-

kastelun eritellymmin.

Bauhausin ja politiikan jannitteinen suhde

Herzogenrath kasittelee ansiokkaasti teoksessaan
usein huomiotta jaanytta aihealuetta eli Bauhausin suh-
detta Weimarin tasavallan poliittisiin ideologioihin seka
Thuringenin ja Anhaltin osavaltioiden sekd Weimarin
ja Dessaun kaupunkien paikallispolitikkaan. Bauhaus
perustettiin huhtikuussa 1919 pian ensimmaisen maa-
ilmansodan paattymisen jalkeen ja hieman ennen
Versailles’n rauhansopimuksen solmimista. Weimarin
tasavallan alkuvuodet olivat taloudellisesti niukat suur-
ten sotakorvausten vuoksi, minka vuoksi Bauhausin

yllapitaminen pakotti Walter Gropiuksen solmimaan
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hyvat valit paikallisiin poliitikkoihin. Jo koulun alkuvuo-
sina toiminta oli usein yksittaisten paikallispoliitikkojen
adanten varassa. Kaytanndn realiteeteista huolimatta
Gropius pyrki pitamaan politikan etaalla johtamastaan
oppilaitoksesta, minkd vuoksi Bauhausissa ei ollut vi-
rallisia poliittisia opiskelijajarjestdja tai muita toimijoita
Gropiuksen kaudella. Meyerin kaudella sosialismin
merkitys alkoi korostua Bauhaus -arkkitehtuurin taus-
taideologiana, mink& vuoksi koulu ajautuikin ristiriitoi-
hin paikallistason kansallissosialistien kanssa.
Herzogenrath tarkastelee vuonna 2009 ilmesty-
neessa artikkelissaan "Fanal einer neuen Zeit” Oskar
Schlemmerin Bauhaus-freskoja ja niiden tuhoamiseen
liittyvia poliittisia ulottuvuuksia. Schlemmer suunnitteli
vuoden 1923 suurta Bauhaus-nayttelya varten suuria
freskoja eri puolille Henry van de Velden suunnittele-
maa koulurakennusta (1907-1908). Nayttelya varten
maalatut freskot jaivat esille nayttelyn sulkeuduttua.
Samaa tarkoitusta varten tehtyja Joost Schmidtin re-
liefeja kuitenkin vahingoitettiin toukokuussa 1924. Ta-
lonmiehen kirjeen mukaan syylliset olivat humalaisia
opiskelijoita, joskin teolle saattoi olla myos poliittinen
selitys, silld osavaltiovaalien seurauksena nationalis-
tit paasivat valtaan Thuringenissa helmikuussa 1924.
Bauhausin rahoitus puolitettin seuraavana vuonna,
mika johti paatdkseen olla jatkamatta opettajien maara-
aikaisia suhteita ja lopulta koulun siirtymiseen Dessau-

hun. Schlemmerin suunnittelemat freskot maalattiin
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lopulta valkoiseksi vuonna 1930 silloisen kansallisso-
sialistien paikallispoliitikko Paul Schulze-Naumburgin
paatoksesta (70).

Vaikka Bauhaus suljettiinkin lopullisesti vasta vuon-
na 1933, Herzogenrath nakee vuoden 1924 tapahtumat
enteend Bauhausin myéhemmista vuosista. Kansallis-
sosialistit suhtautuivat lahtokohtaisesti hyvin kriittisesti
Bauhausiin Gropiuksen poliittisesta neutraaliudesta
huolimatta. Meyerin kaudella sosialistinen liikehdinta
Bauhausissa lisaantyi, mutta opiskelijakunta oli silti hy-
vin heterogeenista. Stefan Kraus lainaa teoksen paatta-
vassa artikkelissaan opiskelijan kirjettd vuodelta 1932,
jossa kuvaillaan kahden ryhmittyman, kommunistien
ja muiden vasemmistolaisten seka oikeistolaisemman
ryhman valistd jannitettd. Oikeistoon orientoituneiden
opiskelijaryhmittyman ideologiat ulottuivat kevyesta
konservatismista kansallissosialismiin (140).

Bauhaus on herattéanyt poliittisia intohimoja myds
koulun sulkemisen jalkeen, mihin Herzogenrath viittaa
lyhyesti johdantoartikkelissaan. Analyysia Bauhausin
poliittisesta merkityksestéd toisen maailmansodan jal-
keen olisi ollut kiinnostavaa lukea enemmankin, mutta
aihealue olisi vaatinut teokseen vahintdankin yhden

artikkelin lisaa.

Eldamé&a Bauhausissa
Bauhaus oli ndkyvad osa Weimarin ja Dessaun kult-

tuurielamaa ja koulu vaikutti monin tavoin kaupunkien

sosiaaliseen todellisuuteen ja katukuvaan. Alun perin
vuonna 2010 ilmestyneesséa artikkelissaan "Bauhaus
Weimar: 1915-1925: international oder ’‘anational™
Herzogenrath tarkastelee Iahemmin koulun toimintaa
nationalismin ja 1920-luvun kosmopoliittisuuden ja kan-
sainvalisyyden nakdkulmasta. Bauhausin 50-vuotisjuh-
lanayttelyn alaotsikoksi oli valittu "german exhibition”,
joka osoittautuu varsin harhaanjohtavaksi, jos tarkastel-
laan koulun toimintaa kansainvalisyyden nakékulmasta.
Lukuisat opettajat, kuten sveitsildinen Johannes lItten
ja unkarilainen Laszlé Moholy-Nagy, kutsuttiin Bauhau-
sin opettajiksi ulkomailta. Myds opiskelijoissa oli paljon
nuoria Saksan ulkopuolelta, padasaantoisesti Keski-Eu-
roopasta. Liséksi Bauhausin keskeisilld toimijoilla oli
yhteyksid moniin aikakauden taiteellisiin suuntauksiin
Saksan ulkopuolella. Wassily Kandinsky loi yhteyden
venalaiseen konstruktivismiin, kun taas vuonna 1921
ja 1922 Bauhausissa toiminut Theo van Doesburg toi
opetukseen vaikutteita De Stilj -liikkeesta.

Teoksen paattaa Stefan Krausin artikkeli arkielamas-
td Bauhausissa. Koulun toiminnassa korostui voimak-
kaasti yhteisollisyys, joka nakyi lukuisissa perinteeksi
muodostuneissa juhlissa. Naamiaisilla ja muilla tapah-
tumilla kuten vuosittaisella leijajuhlalla (Drachenfest)
oli myos taiteellisia ja pedagogisia ulottuvuuksia, silla
opiskelijat joutuivat kerdamaan ja kayttdmaan arkisia
materiaaleja ja tekemaan luovia ratkaisuja. Hauskana

yksityiskohtana Kraus mainitsee Bauhausin jazzorkes-
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terin, joka vuosien mittaan kehittyi ja etabloitui niin, etta
Berliner Zeitung -sanomalehden kriitikko kehui orkeste-
ria parhaaksi kuulemakseen jazzbandiksi (136).

Artikkelien liséksi teokseen on sisallytetty myods
valikoima Bauhausissa opiskelleiden Ruth Hollésin
ja Erich Consemdlillerin jadmistdista koottuja aiemmin
julkaisemattomia valokuvia. Monet kuvista on otettu
naamiaisissa tai muissa juhlissa, mika kuvastaa hyvin
yhteiséllisyytta. Kuvissa korostuu my6s leikkisyys. Kirjan
kanneksi valittu valokuva Katt Bothista nayttamassa kielta
kameralle tiivistda hyvin Bauhaus-opiskelijoihin liitetyn rie-
hakkuuden, joka heratti naraa erityisesti Weimarin ja Des-
saun konservatiivissa piireissa.

Herzogenrathin teos onnistuu antamaan Bauhausis-
ta erittain monipuolisen kuvan vain 152 sivussa. Joitain
nakodkulmia, kuten Bauhausin vaikutusta taidepedago-
giikkaan, olisi voinut syventaa, mutta talldin julkaisu
olisi todennékadisesti ollut useamman eri alan asian-
tuntijan koostama artikkelikokoelma. Herzogenrathin
artikkelit muodostavat kirjoitusajankohtien vaihtelusta
huolimatta selkedn kokonaisuuden, josta hahmot-
tuu hyvin teoksen ydinteesi: yhden Bauhausin sijaan
vuonna 1919 perustettu koulu edustaa lukuisia, usein
myds keskendan ristiriitaisia ndkokulmia muotoiluun,

arkkitehtuuriin ja yhteiskuntaan.
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Endnotes

1 Adriana Kapsreiter, "From Immaterial to
Material: An Art Historical Genesis of the Bauhaus
Design Icons”, esitelma Tahiti 8: From Material to Im-
material: Art Historical Practices in the Contemporary
World -konferenssissa, 28.11.2019.

FM Essi Syrén on taidehistorian vaitos-
kirjatutkija, jonka tutkimuskohteita ovat
saksalainen taide, kirjallisuus ja kulttuuri
1900-luvun ensimmadisind vuosikymme-
nind sekd avantgarden ja moderniteetin
teoriat.
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