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			To Charlie and Gretchen Kingsley

		

	
		
		
			
			Don’t think that our most high and noble art is taught or learned in schools or academies. What you discover there will be reworked as soon as you are able to observe forms and colors with love.

				—Paul Cézanne to Georges Rouault, 1906

				You can go anywhere from anywhere.

				—Anni Albers

			

		

	
		
		
			
			Part I

			 

			
				1.

				“So let us therefore create a new guild of craftsmen, free of the divisive class pretensions that endeavored to raise a prideful barrier between craftsmen and artists! Let us strive for, conceive, and create the new building of the future that will…rise heavenwards from the million hands of craftsmen as a clear symbol of a new belief to come.”

				This was the goal for which Walter Gropius founded the Bauhaus, a groundbreaking school and laboratory for modernism. The year was 1919. The Bauhaus would soon have workshops to develop new textiles, chairs, tables, flatware, lamps, children’s toys, and a range of other everyday objects that would revolutionize the way human beings lived all over the world. Prototypes would be made for objects that could be manufactured on a large scale, all of them designed to ameliorate daily existence. While performing needed tasks, they would add charm through their aesthetic grace. The stuff of life was to be absent ornament. Honest, clean, easily maintained, and visually appealing; it would create a new emotional ease.

				Worldwide, humankind was to have materials of impeccable construction. They would be compact, sleek, and able to achieve multiple functions. These revolutionary objects would facilitate unprecedented possibilities for everyday existence. And they would be playful as well as useful. The sense of fun alongside the candid “This is what I am and this is what I do” was to transform the human spirit. Design—capable of miracles, truthful and alluring—was the new religion.

				

				—

				
				The Bauhaus started in a former arts-and-crafts school in the small, historic German city of Weimar. In 1925, it moved to ample new headquarters that Gropius designed for it in Dessau, a rather isolated industrial city. The building epitomized the handsome, streamlined style the school advocated for design of every sort. After the new right-wing government forced its closure in 1932, it had one last desultory year in a disused telephone factory in Berlin. All in all, it would last only fourteen years. Like all brilliant experiments in new approaches to living, it was both a utopia and a place that struggled to survive.

				Much of what is greatest in human existence—the amazing engines that are our bodies, the earth itself—makes possible and enhances our lives without our necessarily being conscious of the details. The Bauhaus school does not rival the miracles of nature, but it was a determined effort to transform the way things look and give birth to objects that make daily existence infinitely easier. It succeeded. The school’s impact greatly exceeds its recognition. Most of the world does not know the name “Bauhaus,” but the manifestations of its approach to design are everywhere. The achievements of this institution—where like-minded people, of dramatically different backgrounds but a shared utopian spirit, gathered together and invented the new— pervade our world.
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					When the Bauhaus opened its sparkling new headquarters in Dessau, everything was straightforward and purposeful. The name itself was what “iPhone” would be: a startling invention, its two punchy syllables based on the familiar, yet without precedent.

				
			
			
				
				2.

				In 1983, Steven Paul Jobs, the cofounder of Apple Computer, gave a speech at the Aspen Institute. The institute and its annual summer conference were the brainchildren of Walter Paepcke, a successful Chicago-based businessman who, with his wife, Elizabeth, had developed a profound admiration for the Bauhaus.

				
				In 1939, Elizabeth Paepcke—nicknamed “Pussy”—had discovered Aspen, a former mining town now nearly abandoned, when the pipes froze at her country house south of Denver and she needed a place to take her guests skiing. In 1945, she got her husband there. Walter Paepcke invited Walter Gropius to come redesign the Victorian town, where he acquired property mostly by paying overdue taxes. After Gropius said no, but proffered the advice not just to restore the old but also build modern, Paepcke got the Bauhaus-trained architect Herbert Bayer to come.

				Together, Walter Paepcke and Herbert Bayer planned an international celebration of the two hundredth birthday of Johann Wolfgang von Goethe, the philosopher, novelist, color theorist, and poet. Goethe’s pantheism had been embraced at the Bauhaus. Goethe was a longtime resident of Weimar, which was among the reasons the small city was so apt for the design school.

				Two thousand people attended the events held in Aspen in 1949 in honor of Goethe’s creative genius. Among them were the pianist Arthur Rubinstein, the novelist and playwright Thornton Wilder, the philosopher José Ortega y Gasset, and the humanitarian doctor Albert Schweitzer. Only four years after the horrors of World War II had come to an end, the celebrants were making the point that nationality did not matter as much as the capacity, whatever a person’s parentage was, to contribute beautifully to human progress.

				Herbert Bayer had gone to the Weimar Bauhaus as a student in 1921. Two years later, his streamlined lettering and sparkling graphics had helped establish the identity of the great international Bauhaus exhibition that took place in Weimar in 1923. Bayer’s bold signage marked the entrance of the show with panache. His posters for the show have a freshness and rhythmic asymmetry that prepared you for the flair of the paintings by Kandinsky and Klee presented inside. Bayer’s cover for the exhibition catalogue is dashing. The sans serif typeface he invented for it animates each letter so that the S’s and B’s and A’s and the rest march with triumphant energy. The words “STAATLICHES BAUHAUS IN WEIMAR 1919–1923” cover the surface of the perfectly square page, printed so that the syllables alternate between red and blue, the cheerful colors syncopating in front of a matte black background. This is graphic design that energizes you.
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						Herbert Bayer designed the bold and eye-catching catalogue for the first Bauhaus exhibition. Twenty-six years later, after fleeing to America, he would cofound and design the Aspen Institute, where Steve Jobs both learned and promulgated Bauhaus ideas.

					
				
				Steve Jobs gave his speech at Aspen forty-five years after Bayer had immigrated to the United States. It was the third summer that he had gone to one of these annual conferences that had begun with the celebration of Goethe. The international roster of visionaries who attended gave new life to the Bauhaus ethos. Jobs well knew the work of Aspen’s founder and admired other pioneering Bauhaus designs.

				
				Jobs thrilled to the idea of speaking in the handsome white building Bayer had designed for the Aspen Institute. The sparkling surfaces and crisp lines declare the happy marriage of its machine-made modernism and the natural splendor of the mountain setting. No other educational institution excited Jobs as much as the Bauhaus did. He was in his element at this conference exploring new ways of improving human existence.

			

			
				3.

				The exhibition in Weimar for which Bayer’s graphics pulsed like neon had been organized posthaste. Gropius had not felt ready for this show. He had consented to it under duress, and put it together far too quickly according to his standards and agenda. He had no choice other than to hurry.

				The wish to perpetuate the new is often both hampered and advanced by compromises begotten by necessity, and this was the case here. Gropius had been informed by the authorities that he urgently needed to validate his educational experiment in order to retain the government funding that was its lifeline. It was essential, right away, to show visitors from afar not only the art by the most advanced of the painters teaching at the school, but also the new designs coming out of the Bauhaus workshops. Its supporters would keep financing the Bauhaus only if there was proof that it was realizing a vision sufficient to inspire the rebirth of civilization they deemed essential after the disasters of the First World War. Were the new designs, brazen and audacious in their break from tradition, applicable for widespread use?

				
				Steve Jobs had already known many such moments and would experience more of them: those times when his baby, Apple Computers, threatened to crumble, or the competition was taking the lead, or the bank balance was plummeting toward zero. He was used to challenges and urgency. The Bauhaus’s struggle simply to exist, the desperate grasping for a stronghold, resonated with him. For Jobs, the most effective means of surmounting difficulties and emerging triumphant over desperate situations was the same solution that it had been at the Bauhaus: beautiful and effective design enjoyed by a large public.

				The Aspen Institute gave Steve Jobs an audience that would respect his courage and inventiveness. He hoped they would help fulfill his urgent needs, which he would lay out candidly. The rare opportunity to address so many imaginative design professionals inspired him. All the attendees wanted to advance the issues of how objects look and function, to progress beyond old approaches and ameliorate everyday life.

				This assemblage of creative people in a remote location in the Rocky Mountains had first had to get themselves to Denver and then to make a long journey by car. Today there are small planes that render the shuttling to the mountain village quick and easy. But none of the original Aspen Institute attendees, except for Walter Paepcke himself, had that sort of money. The difficult trip was worth it. These people of similar goals relished the synergy that emerged when they addressed their mutual passion.

				They were a new generation of the Bauhaus family: the spiritual descendants of the highly principled designers and artisans who had produced one innovative and useful object after another in the 1920s. Steve Jobs, already a highly successful and sought-after leader in the burgeoning field of high-tech communication, was equally content to have Aspen on his annual travel schedule. It put him with other people designing for society at large who happily took risks, possibly losing money and sacrificing job security in order to try the unprecedented.

			

			
				
				4.

				Walter and Elizabeth Paepcke’s daughter was among a group of supporters of the Harvard University Art Museums who in 2016 came to visit the Josef and Anni Albers Foundation in Connecticut. For over forty years, I have directed that foundation, created by two of the few remaining Bauhaus masters still alive in the 1970s. (Herbert Bayer and Marcel Breuer were among the others.) Antonia Paepcke DuBrul said that at the Albers Foundation she could feel the spirit that had been dear to both of her parents. With crusty opinions about what she did not like in today’s trendy art world, and gusto about the values embraced by her mother and father, DuBrul said that both her parents had sought to establish a lively and diverse community in Aspen. Restaurant busboys and corporate executives, philosophers and bricklayers, could discuss ideas from a point of view of shared interests rather than differences.

				In Aspen, they could hike to mountain peaks or attend wonderful concerts when they were not engaged in boundary-breaking conversations. Elizabeth Paepcke, came from a family of distinguished intellectuals—her brother was the diplomat Paul Nitze. DuBrul’s father, Walter Paepcke, was one of those rare highly successful businessmen with profound aesthetic convictions that permeated every aspect of their business activities. The Aspen Institute was their utopia.
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						The association of Walter Paepcke (left) and Herbert Bayer (right) in the period of optimism following World War II brought modern design, and advocacy for its increased prominence in American life, to Aspen. They shared a vision based directly on Bauhaus values. Form would follow function more than it used to, but there was still a need for style, and for the capacity of the right details to brighten the day: note the perfectly proportioned glimpses of neatly folded white pocket handkerchiefs adorning each man’s jacket.

					
				
				Antonia DuBrul loathed the way that Aspen has become a watering hole for billionaires, now no different in many ways from other chic habitats of the megarich. She said that the Albers Foundation, built at low cost in a Connecticut forest as both a haven for intellectual exchange and a means of preserving the art and ideas of Anni and Josef, had the authenticity her parents had wanted in Aspen. DuBrul observed that the best of the extraordinary values of the Bauhaus, vital to her father and mother in their own organization, was in the air of the Albers Foundation.

				
				When I reminded her of the importance of Aspen to Steve Jobs, Antonia DuBrul simply said, “Well, yes, of course! Guts! Simplicity! The willingness to listen to what people say they need, and to sense what they want even if they don’t know it themselves. The importance of design where every millimeter counts—that’s what we are talking about, not this self-infatuated nonsense that parades itself as art today!”

				In Albers territory, Antonia DuBrul felt as if she were with family. Herbert Bayer’s connection with Josef and Anni dated back to the early 1920s. When Steve Jobs made his summer pilgrimages to Aspen, the institute still had had Bayer at the helm.

				Bayer had come to America five years after the Third Reich forced the closing of the Bauhaus. Hitler’s minions had deemed the Bauhaus too “non-German” in both spirit and population, and the Gestapo had padlocked the doors of the Bauhaus’s last stronghold. When Bayer and Paepcke created their haven near a Colorado mining town down at its heels, they intended it to perpetuate the values the Nazis had tried to destroy.

				Aspen back then was an unusual getaway in its halcyon natural setting. The designers who had assembled there shunned fads and shock value. They preferred the timelessness and simplicity of nature: the miracles manifest in apples and eggs and other compact packages that, seemingly minimal, encase great complexity. Bayer and Paepcke had created a place, away from the diversions and pressures of cosmopolitan living, where new ideals, true to the Bauhaus dream, might take root.

			

			
				
				5.

				Bayer kept the Bauhaus mentality alive not just at the Aspen Institute but in his own widely disseminated graphic design. Born in 1900 in Haag, Austria, he had gone to the Bauhaus in 1921, two years after the school was created, one year after Josef Albers arrived there, and one year before Anni started. All these individuals coming from a myriad of disciplines and locations were united by their wish to give humankind new functional designs. Bayer, like Josef Albers, was one of the gifted individuals who started as a student and became a master at the Dessau Bauhaus.

				What Bayer was up to between 1928 and 1938 gets whitewashed, however. He left the Bauhaus and moved to Berlin of his own volition in 1928. Most sources maintain the story that he eventually fled German repressiveness, which became intolerable to him after the Third Reich began in 1933. By the time he was the god of Aspen, deified as the perpetuator of Bauhaus design standards in postwar America, Bayer had managed to dispel rumors to the contrary. It is almost certain that the admiring Steve Jobs considered the guru of the new aesthetics to have been nothing but a victim of totalitarianism and a champion of liberty for all.

				The years between the closing of the Bauhaus in 1933 and Bayer’s flight from Germany five years later were never discussed.

				In the United States, Bayer had further refined the streamlined vision he had developed with his new sans serif typeface and his geometric graphic layouts based on a grid but rendered playful and joyous. Bayer’s lively graphics, devoid of historical reference and marvelously fresh, became part of the bread and butter of American life in the magazines Fortune and Life and in his logos and layouts for large American corporations whose products were everywhere in the country. His major clients included General Electric and the Container Corporation of America. Walter Paepcke was CEO of the latter—known simply as CCA—which is why Paepcke got Bayer to Aspen and selected him as architect of the building that housed the institute and also as its main graphic designer.
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						Herbert Bayer at the airport in 1969. He never talked about the period from 1933 to 1938, when he designed posters and books for the Third Reich to advertise and celebrate the glories of Nazi Germany.

					
				
				In 1938, Bayer had been invited to the United States by Alfred Barr, director of the Museum of Modern Art, to design and install a Bauhaus exhibition there. In helping select and then install this show at the Modern (in the days before it was ever called MoMA), he was among the first people to make the Bauhaus aesthetics integral to American life. His Aspen Institute further perpetuated the Bauhaus spirit. And that haven in Colorado gave Steve Jobs direct exposure to a legacy he already admired.

			

			
				
				6.

				Like Gropius, Bayer had immense personal allure. Josef Albers made a collage of two photographs he took of the young Bayer, shirtless and grinning ear to ear. His shock of straight blond hair, handsome features, and happy pose are those of a playboy with dash and mischief. Anni Albers, seeing this collage in the late 1970s, shortly after Josef had died, smiled the way she did when sex and romance were on her mind. “Ahhhh! Zat Herbert!” she exclaimed. She went on to say what a good-looking ruffian he had been, irresistible to many ladies. Anni intimated that the real reason Walter Gropius left the Bauhaus in 1928 is that it was his only way of definitively halting the affair between Gropius’s wife, Ise, and Bayer.
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						Josef Albers made this collage of two photos he took of Herbert Bayer on a Bauhaus summer holiday in Ascona in 1930. The Bauhaus faculty members had a keen sense of fun and a playfulness that still surprises people. Bayer, with his dashing good looks, was every bit the charmer he appears to be.

					
				
				
				Bayer’s capabilities as a lover were known by many. His politics were not. One has no idea how Steve Jobs, or Walter Paepcke, would have felt if they learned about Bayer’s activities in Germany between the closing of the Bauhaus and what he always represented as his next step—flight from an oppressive regime. Bayer conveniently left out the five years of his life between 1933 and 1938.

				

				—

				Anni and Josef Albers stored two canvases by Bayer in a small utility closet in the void underneath the staircase of their house in Connecticut, where these pictures leaned against a hot-water heater. By the time I had met the Alberses in 1970, they had lost all contact with Bayer, who had given them the paintings in the 1950s. I assumed that the reason they did not store these paintings with the care they accorded to gifts from Klee, Kandinsky, and Schlemmer as well as from many of Josef’s students, some entirely unknown, was because they did not like them as much. The main motif of Bayer’s paintings was parallel lines in the form of curving brackets, like the pattern on certain Pepperidge Farm cookies. This soft lyricism was not the Alberses’ sort of thing. But now I wonder if they had severed contact with their former colleague because they had become aware of Bayer’s activities after the closure of the Bauhaus. They would initially have had no idea that Bayer played ball with the Third Reich. Following their own exile in 1933, they were absorbed in reformulating their existences at the fledgling Black Mountain College.

				
				It is only recently that a lot of information has come out revealing the collaboration of former Bauhauslers with the Nazis. A pupil named Franz Ehrlich designed the entrance gates for Buchenwald. Another student, Fritz Ertl, was one of the architects of the gas chambers at Auschwitz. Brought to trial in Vienna in 1972, he was found innocent, because the gas chambers were identified as “shower rooms” on the blueprints of the camp, and there was no proving that they were anything else. Still, it is likely that Ertl knew that lethal gas, not water, would come out of the jets he positioned so meticulously. Most Bauhaus aficionados would rather ignore this. A Sunday New York Times article I wrote in 2009 about Bauhaus people who complied with the Third Reich incurred the wrath of many of the school’s devotees who would prefer that these painful facts be forgotten. On the other hand, at least two art journalists have recently taken the Nazi connection in the other direction, exaggerating it by claiming that a former Bauhaus student was “the chief architect of Auschwitz.”
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						Shortly after arriving in the United States, Herbert Bayer attended Bauhaus: 1919–1928, the major Bauhaus exhibition at the Museum of Modern Art in New York in December 1938 and January 1939. That show got the American public to see the great achievements in every field of design in the school that had flourished before the then-current regime in Germany, soon to be America’s official enemy, had shut it down brutally. Bayer himself had fallen out of favor with the German government, but only in 1937. He had a Jewish wife and did not support Nazi policy, but he had helped with the Third Reich’s self-glorification with his posters and catalogues for the major exhibitions Deutsches Volk, Deutsches Arbeit (1934), Das Wunder des Lebens (1935), and Deutschland (1936).

					
				
				
				Few people know that Herbert Bayer worked for the Nazis. The facts are clear. In 1936, a brochure Bayer designed for the new German government was distributed internationally. It was meant to lure people from all over the world to see the Führer’s achievements. The Terramare Office—an official government-run public-relations organization whose task was to illuminate foreigners about the wonders of life in Nazi Germany—had commissioned this publication, entitled “German Youth in a Changing World.” The cover brandished the image of a perfect Aryan: a blond-haired lad, smilingly earnest and proud, wearing the uniform of the Hitler Youth and holding a German flag. The photo was positioned jauntily with typography accentuating the pure, upbeat nature this fine young specimen of unadulterated Teutonic lineage embodied. It was just one of many such designs by Herbert Bayer, who created numerous brochures and posters for the Third Reich. On the single occasion when he was questioned about his work glorifying Hitler’s Germany, Bayer commented only on the use of duotone technique and other formal elements of his work celebrating life under the Nazis. Otherwise, he successfully avoided the subject. His tactics worked; he was given a free pass.

			

			
				
				7.

				By 1983, when Steve Jobs gave his lecture there, the Aspen Institute’s annual meetings had become the sine qua non of conferences for people at the forefront of design in every domain. If the attendees had known of Herbert Bayer’s Nazi affiliations, they might have been less enthusiastic. But they were thrilled to be gathered at the mountain retreat and hear as fascinating and inventive an individual as the founder of Apple Computers.

				To this audience of architects, industrial and graphic designers, teachers, and painters, Steve Jobs explained the functioning and purposes of personal computers. The listeners, while exceptionally bright, had little knowledge or understanding of these new devices. Jobs kept his description simple and direct. He emphasized the importance of the aesthetics of his products, and made clear his resounding passion to get their design right. But he acknowledged that it would be an uphill battle to achieve his dreams.

				In his excitement over the objects he was developing for the benefit of anyone and everyone, as well as the frank apprehension that accompanied his enthusiasm, Jobs resembled Walter Gropius. Like the Bauhaus founder, he called on his audience to help make his venture successful. Promulgating his breakthrough ideas to people who had flocked to an institution created out of reverence for the Bauhaus, he spoke with a pioneering spirit and a willingness to hazard risks they cherished. The audience in Aspen was wowed.

				For nearly thirty years, the precise text of Jobs’s Aspen speech was presumed lost—or at least no one had succeeded in finding it. There is still no written transcript. But, in 2012, old-fashioned audio tapes turned up that provide a fuzzy recording of it. Listening to Jobs in Aspen, you feel, as you could with Walter Gropius, the charisma that comes when a speaker cares with every fiber of his being about his mission. Jobs advocated computers that were sufficiently “adaptive,” “simple,” and “mundane” to be used by everyone. Like Gropius, he was not interested in products for the elite few, but in what could benefit the world at large.
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						Steve Jobs made a point of wearing a bow tie at the International Design Conference in Aspen in 1983 because of his $60 speaker’s fee, but he still took off his jacket and rolled up his sleeves. After all, he was in action mode—pleading to the attendees to guide him toward making better-looking computers.

					
				
				Jobs explained that personal computers had first been developed in 1976. But he predicted that by 1986—within three years of when he was speaking—there would be ten million of them. His plea at Aspen was loud and clear: “I need your help. If you look at computers…they look like shit.”

				The attention that had been given to the appearance of automobiles, cameras, and watches—almost all of the best having been designed in Europe or Japan—had never been applied to computers. Jobs saw this creation of better-looking computers as a task to be done in America. Like Gropius, he believed that what would be an advance for all human beings could be achieved only if many talented people worked collaboratively. “We have a chance to make these things beautiful….We really really need your help.”

				
				In his straightforward speaking manner, the founder of Apple, already well known as a successful inventor and businessman, gave further specifics on the history of computers, how they functioned and how they could be improved, and their graphic capacity in particular. He explained complex subjects in clear, taut language that was easy to understand.

				If there was anything pretentious about him, it was his deliberate unpretentiousness, his “I’m just an ordinary fella” affability. Jobs had set the tone of his talk by opening with the statement “They paid me sixty dollars, so I wore a tie.” It was exceptional for him to wear this symbol of respectability; he usually looked ultracasual. The way he dressed most of the time suggested that even if the objects one uses have to be meticulous, the fit of one’s jeans does not matter. Although hair did: either his shock of thick black hair grew with extraordinary neatness, or he had blow-dried and sprayed it.

				Even though Jobs wore that tie for this exceptional occasion, he had removed his sport coat and rolled up his sleeves. He was determinedly affable. Like the hardcore faculty at the Bauhaus (as opposed to Johannes Itten and a couple of other deliberate bohemian types), Jobs wanted to be seen as a regular guy. To put forward revolutionary ideas, you have a better chance of succeeding if the public does not perceive you as a weirdo. And you have to express yourself so that your listeners feel respected, not threatened.
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						Handsome, charismatic, and tireless, Walter Gropius led the Bauhaus to immense success, in spite of some fierce opposition and times when the school seemed on the verge of running out of money completely.

					
				
				Jobs, like Gropius, used verbal language in a way consistent with the products he developed. His words are to the point; they elucidate ideas that others might obfuscate. Jobs was not as suave or worldly as Gropius, and lacked his notable physical handsomeness, but, like Gropius, he had the rare ability to bring his audience into the fold. Neither flaunted his exceptional intelligence in the manner of so many intellectuals and academics. So it would be with the material objects they were determined to create in multitude. Like the message and facts both Gropius and Jobs elucidated, the physical manifestations of their ideas were intended to put users at ease, to induce comfort rather than intimidate.

				Jobs’s smart and willing listeners in Aspen were well educated. Yet, after he asked how many of them understood personal computers, almost all raised their hands to declare that they did not. By their own admission, they were as unfamiliar with what he was about to tell them as were the people who went to hear Walter Gropius when he tried to spark interest and garner funding from audiences to whom simple functionalism was totally foreign.

				
				Jobs, at least, had potential partisans. Gropius had the harder task of converting people who did not even want to consider design lacking a single rococo curlicue or Renaissance column. And Gropius invariably gave himself a second challenge. At the same time that he imparted the message that the Bauhaus would create objects that would give unprecedented ease and pleasure to the tasks of daily life, he was determining who was the most beautiful woman among his listeners and devising a means of meeting her the moment he stepped away from the podium. Jobs’s personal passions were more confined and did not interfere with his thought processes when he spoke in public.

				Still, even if the one had wandering eyes and the other thought only of his single mission, Walter Gropius and Steve Jobs had in common their capacity to coax their audience into territory they had never entered.

			

			
				8.

				Jobs’s Aspen Institute talk did not present the computer as an amazing breakthrough. Rather, he fit it into a sequence of objects made to enhance people’s capacity to communicate and to acquire information. He used a new vocabulary—with words like “motherboard” and “laptop”—that made the human body fundamental to these mechanical tools.

				“Personal computers are a new medium,” Jobs told that audience in Aspen. They were, however, a natural next step after the radio and, subsequently, the television. Television had reached a new level of effectiveness when the funeral of John F. Kennedy and then the launch of the Apollo spacecraft were viewed on screens all over the world. Those large TV screens were, Jobs pointed out, the ancestors of the smaller screens used for “LisaDraw,” the oddly named application program largely forgotten today but that Jobs described to his visually sophisticated listeners as a breakthrough in computer optics. LisaDraw made it possible to draw on a computer screen and then transmit the image electronically.

				
				Having sold twenty-five hundred Apple computers in 1977, shortly after developing the prototype in his parents’ garage, Jobs had sold more than two hundred thousand Apple II’s by 1980. But in 1981, the Apple III had proven to be the Edsel of Apple’s product development. From Walter Isaacson’s biography of Jobs, the go-to source for the inventor’s basic history, we learn that, following the failure of Apple III, Jobs and his company hired a pair of savvy engineers from Hewlett-Packard to design a new microprocessor for them; it cost about two thousand dollars a unit. This was the “Lisa.”

				The Lisa also failed. It was too expensive. Three thousand that could never be sold ended up buried in a landfill in Utah. “Trial and error” is not unusual for revolutionary movements. At the Bauhaus, the greatest disaster was the chairs designed and produced, in quantity and at substantial expense, for an auditorium being developed in Berlin by the producer/director Erwin Piscator. They nearly caused the financial ruin of the Bauhaus. Piscator bailed out without paying a single Deutschmark for them. The mass production that was supposed
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				10.

				
				
				
				
			

			
				11.

				
				
				
				
				
					
						[image: ]
					

					
						
					
				
				
				
			

		

	OEBPS/9780525657293_nav.xhtml

		
			Contents


			
						Cover


						Also by Nicholas Fox Weber


						Title Page


						Copyright


						Contents


						Dedication


						Epigraph


						Part I


						Part II


						Part III


						Part IV


						Part V


						Part VI


						Part VII


						Part VIII


						Part IX


						Part X


						Part XI


						Part XII


						Part XIII


						Acknowledgments


						Notes


						Illustration Credits


			


		
		
			Landmarks


			
						Cover


						Cover


						Title Page


						Contents


						Start


						Copyright


			


		
		
			Print Page List


			
						b


						iii


						iv


						v


						vii


						3


						4


						5


						6


						7


						8


						9


						10


						11


						12


						13


						14


						15


						16


						17


						18


						19


						20


						21


						22


						23


						24


						25


						26


						27


						28


						29


						30


						31


						32


						33


						35


						36


						37


						38


						39


						40


						41


						42


						43


						44


						45


						46


						47


						48


						49


						50


						51


						52


						53


						54


						55


						56


						57


						58


						59


						60


						61


						62


						63


						64


						65


						66


						67


						68


						69


						70


						71


						72


						73


						74


						75


						76


						77


						78


						79


						80


						81


						82


						83


						84


						85


						86


						87


						88


						89


						90


						91


						92


						93


						94


						95


						96


						97


						99


						100


						101


						102


						103


						104


						105


						106


						107


						108


						109


						110


						111


						112


						113


						114


						115


						116


						117


						118


						119


						120


						121


						122


						123


						124


						125


						126


						127


						128


						129


						130


						131


						132


						133


						134


						135


						136


						137


						138


						139


						140


						141


						142


						143


						144


						145


						146


						147


						148


						149


						150


						151


						152


						153


						154


						155


						156


						157


						158


						159


						160


						161


						163


						164


						165


						166


						167


						168


						169


						170


						171


						172


						173


						174


						175


						176


						177


						178


						179


						180


						181


						183


						184


						185


						186


						187


						188


						189


						190


						191


						192


						193


						194


						195


						196


						197


						199


						200


						201


						202


						203


						204


						205


						206


						207


						208


						209


						210


						211


						212


						215


						216


						217


						218


						219


						220


						221


						222


						223


						224


						225


						226


						227


						228


						229


						230


						231


						232


						233


						234


						235


						236


						239


						240


						241


						242


						243


						244


						245


						259


			


		
	

OEBPS/images/001_webe_9780525657286_art_r2.jpg





OEBPS/images/005_webe_9780525657286_art_r2.jpg





OEBPS/images/010_webe_9780525657286_art_r2.jpg
.i [ monitor /77






OEBPS/images/009_webe_9780525657286_art_r2.jpg





OEBPS/images/060_webe_9780525657286_art_r2.jpg





OEBPS/images/9780525657293_cover.jpg
e

iBauhaus

The iPhone

Nicholas
Fox Weber

O






OEBPS/images/004_webe_9780525657286_art_r1.jpg
N
oy A ity






OEBPS/images/008_webe_9780525657286_art_r1.jpg







OEBPS/images/007_webe_9780525657286_art_r2.jpg





OEBPS/images/006_webe_9780525657286_art_r1.jpg





OEBPS/images/011_webe_9780525657286_art_r2.jpg





OEBPS/images/002_webe_9780525657286_art_r2.jpg





OEBPS/images/003_webe_9780525657286_art_r3.jpg





OEBPS/images/9780525657293_title_page.jpg
IBauhaus

The 1Phone as the Embodiment
of Bauhaus Ideals and Design

NICHOLAS FOX WEBER

ALFRED A. KNOPF
New York

2020





