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INTRODUCTION
BAUHAUS UTOPIAS



HAUNTED HISTORIES

Long celebrated for its unadorned design and embrace of the technical and commercial, Germany's Bauhaus (1919–1933) was arguably the twentieth century's most influential art institution. In contrast to the so-called irrational modernisms of Dada and surrealism—movements now widely held to have embraced “messy, subjective, and disorderly practices”—the Bauhaus is often viewed as the paradigmatic movement of rational modernism.1 In this line of thought, the Bauhaus's revolution is defined almost exclusively by its elevation of sleek and rectilinear design.2 Further, its most important contributions have been ascribed to a small cadre of innovative artists, designers, and architects.

[image: c11-fig-0001.jpg]
FIGURE INTRO.1 Gertrud Arndt, Mask Photo No. 22, c. 1930, gelatin silver print. 9.4 x 4.5 in. (23.8 x 11.5 cm). Bauhaus-Archiv Berlin © 2019 Artists Rights Society (ARS), New York / VG Bild-Kunst, Bonn.

In this book, however, I propose that the Bauhaus—through anti-utilitarian experiments in occultism and spirituality, communal and individual expressions of unorthodox conceptions of gender and sexuality, and radical politics—was equally engaged with a specific range of ideas that controvert this paradigm of rationality, and that these ideas were central to its project and yet have been systematically overlooked or relegated to the margins. The irrationalities of non-Taylorized bodies and non-normative sexualities haunt the margins of the Bauhaus, as do more familiar haunters: ghosts, spirits, and mysticism.3 While emergent democracy and capitalism are generally viewed as formative in shaping Bauhaus ideology and design, the significance of radical leftist and utopian political projects has largely been written out of the school's histories—as have its ties to fascism.4 These haunting elements permeate the Bauhaus and its objects: metal, ceramics, furniture, and fabric designs; architecture and interiors; and figural work in painting, photography, photomontage, and graphic design.

In resurrecting the school's intense engagement with spirituality, the body sexed and gendered, and radical politics, Haunted Bauhaus stakes a claim for a vastly more diverse and paradoxical Bauhaus than that put forward by many histories of its tenure. Through an engagement with the terms evoked by its subtitle—Occult Spirituality, Gender Fluidity, Queer Identities, and Radical Politics—this book argues that the Bauhaus's legacy rests as critically in the life experiments it nurtured as in the objects and architecture generated by its members. My analysis springs from the premise that we can understand the school's significance only by taking into account many more of the 1,253 Bauhäusler—the students and masters who passed through its doors—and its women in particular, who made up over one-third of the institution's membership, 36.9%.5 The work of these artists, designers, and architects challenges us to revise the now almost axiomatic notion that the Bauhaus was fundamentally committed to the rational and the normative, by restoring its spectral other to its history.6

My approach to rereading this Haus as haunted begins with an examination of repressed and uncanny motivators at the Bauhaus that transcend the impetus to produce goods for a capitalist market. I reclaim trauma and desire as well as the so-called Life Reform (Lebensreform) movement, spiritual seeking, emergent ideas about gender identity and same-sex desire, and political convictions as vital stakes in Bauhaus artists’ and designers’ work. In Ghostly Matters: Haunting and the Sociological Imagination, a text I turn to at several points in this book for its rich explorations of the ghostly in gender, politics, and memory, Avery Gordon uses the term haunting to illuminate how content that is repressed or unresolved can escape and manifest obliquely despite the systems that usually contain it. She asserts, “haunting and the appearance of specters or ghosts is one way…we are notified that what's been concealed is very much alive and present, interfering precisely with those always incomplete forms of containment and repression ceaselessly directed toward us.” 7 At early and formative points following the shuttering of the Bauhaus in 1933, various repressive forces that dominated cultural discourse made a lasting impact on the school's members and its historiography. These forces include normative ideas about gender and sexuality under Nazism (National Socialism) that disproportionately negatively impacted the careers of women; post-war notions of genius that continued to accrue almost exclusively to male artists; and the persistence of anti-gay laws in Europe during that period, as well as the homophobic “lavender scare” in the 1950s US that likewise propelled heteronormative perceptions of the Bauhaus and its artists. The Cold War years, when Communist content in art was seen as dangerous or, at best, deeply misguided, also shaped scholarly responses to leftist elements of Bauhaus thought and practice. In recent decades, with the growth of a powerful art market in which skyrocketing values are linked to work by a limited number of sought-after names, the Bauhaus's complex history and diverse membership have often been distilled to suit the protocols of the point of sale. In part because many Bauhaus members who fled Nazi Germany carried their technical and philosophical outlook with them to the myriad nations to which they immigrated, the impact of the Bauhaus's ideas and innovations has been global and continues to reverberate today. Yet our inherited Bauhaus histories have circumscribed our apprehension of the full scope of the institution's relevance in terms of both its historical context and our contemporary cultural landscape.8 This book returns to look at and listen to the Bauhaus's eerie echoes in order to apprehend it anew.



HAUNTED BAUHAUS

In Haunted Bauhaus, I reject the delimiting and often politicized components of the school's historical reception in favor of relying on new sources and the empirical ground of the archive. This reorientation is most evident in the book's understanding of Bauhaus women as central to the movement, an essential readjustment based on the fruits of recent scholarship: despite facing higher admission standards, women not only made up over one-third of the institution's members, but they were active in every workshop and class at the school, without exception.9 Bauhaus women also appeared frequently as the institution's public face in brochures and splashy articles in the popular press.10 Avery Gordon writes that one aspect of haunting is the moment “…when the people who are meant to be invisible show up without any sign of leaving.” 11 The objects and images produced by Bauhaus women, in an institutional context in which they were often deliberately marginalized, have usually been viewed as ancillary to the school's history, if they are taken into account at all. Recent years have seen a welcome increase in exhibitions, books, and articles on Bauhaus women, but these have tended to focus on the necessary recovery work of investigating individual women's lives and establishing the scope of their work, rather than integrating them into a synthetic history of the Bauhaus.12

Haunted Bauhaus widens the lens in general on the Bauhaus, so that each of the following chapters includes a number of both female and male Bauhäusler whose work has predominantly been characterized as out of sync with received notions of the school's essential mission, and accordingly relegated to the sidelines. Their presence haunts the school's historiography to the same measure that their activities complicate the standard narratives. As this book reveals, if we reorient and broaden the scope of scholarly inquiry with a view to reintegrating these ghostly presences, the art and design produced by more famous Bauhäusler gain a startlingly expansive resonance, as does the institution as a whole.

Instead of providing an overview of the school, a number of which are widely available, Haunted Bauhaus sets out to complicate our understanding of the stakes of the school and its members.13 The concept of the Bauhäusler is central to the book, as it reflects the institution's egalitarian striving—a kind of Bauhaus citizenship—more accurately than formulations such as “masters and students,” which mask the fluidity of these categories at the school.14 As a word, Bauhäusler is both singular and plural. It was likely in circulation at the school by 1923 at the latest.15 But, even before there was a word for this shared identity, with the school's founding document, the April 1919 “Program of the Staatliche Bauhaus in Weimar,” Walter Gropius laid out a vision of the Bauhaus as a collective, stating in a list of the school's “Principles” on the first page of the “Program,” that “there will be no teachers or pupils in the Bauhaus but masters, journeymen, and apprentices.” In the same list, he evokes the concept of utopia and describes what might anachronistically be called team-building exercises, the “encouragement of friendly relations between masters and students outside of work; therefore plays, lectures, poetry, music, costume parties. Establishment of a cheerful ceremonial at these gatherings.” 16

The first students met Gropius's team spirit with their own by organizing an inaugural party (Einführungsfest) on June 5, 1919, during which student representative Hans Groß gave a speech recognizing Gropius's “Program” as describing a new kind of relationship between the students and their leader. “I no longer believe that one hundred and fifty are still against one; rather all are now anxious to do their utmost to support and realize this idea.” 17 As the school developed, divisions between masters and students were even further eroded, as students taught students and former students became masters.18 This collective impulse developed as a subculture along with the parallel, increasing use of the word Bauhäusler under the subsequent directorships of the leftist Hannes Meyer (1928–1930) and, perhaps more surprisingly, the more conventional and heavy-handed Ludwig Mies van der Rohe (1930–1933).19 Bauhäusler Irena Blühová joined in the fall of 1931 and later wrote of the school, “I found much evidence that a high level reigned not only in the fields of art and subject pedagogy, but also in the areas of humanity, compassion, solidarity…. At the Bauhaus give and take were reciprocal.” 20

Haunted Bauhaus's investment in a larger Bauhaus populated by many more members of the Bauhäusler collective is paralleled by its consideration of Bauhaus production in the broadest sense—to include art, design, photography, performance, and life—which also allows us to finally free the institution from the lingering impression that architecture was the most central aspect of the school's pedagogy or production. Although all three of its directors were architects, no workshop or department for architecture was housed within the school until 1927.21 Prior to that time, selected students could attend relevant courses, and some received training by working with Gropius in his private practice and on Bauhaus projects like Haus Sommerfeld.22 Of the 1,253 students who enrolled in workshops over the life of the school, only 261 of them did so in architecture, or 20.8%. It is worth noting that, at least by the numbers, given that they made up 36.9% of the student body, women at the Bauhaus were a much more significant presence than architecture students, although some of those student architects—forty, in fact—were female.23 The shadow of architecture may in part loom so large because of its students’ impact; the Bauhaus trained them to think conceptually about design problems in harmony with emerging technical and scientific ideas for a new society, a contrast to the largely practical instruction offered contemporaneously at building academies and universities.24

In its five chapters, Haunted Bauhaus recounts the Bauhaus movement as a series of life experiments; in each, I take the objects produced by the school's members as traces of ideas as much as ends in themselves. Chapter 1, “Bauhaus Spirits,” retells Bauhaus history as a Geist story—referring both to “ghosts” but also to the word's rich connotations in German Idealism of “mind and spirit.” 25 From the school's 1919 opening in Weimar, Bauhäusler passionately embraced diverse expessions of religiosity by seeking novel spiritual experiences and flirting with the occult. Alongside their work in art, design, and architecture, students and masters created representations of séances from inkblots and double-exposed “spirit photographs.” They practiced aspects of the Lebensreform movement including breathing exercises and nudist gymnastics; they wore reform clothing and took mandatory courses in “harmonization” for spirit and body. Above all, they practiced Mazdaznan, the neo-Zoroastrian religion that dominated Bauhaus philosophy, art, and even diet. While the school's 1922–1923 turn from its early soulful expressionism to the new motto of “Art and Technology, a New Unity” has been read to signal a complete retreat from the spiritual, in this chapter I show that the break was only partial and that the shift entailed instead a migration of Bauhaus members’ utopian aspirations to new conceptions of technology's potential to liberate modern spirituality. I argue that the experience-centered works imagined by László Moholy-Nagy and other Bauhäusler proposed a less dogmatic way to continue earlier Bauhaus members’ search for spiritual transformation, rather than embodying a turn to a mere uncritical embrace or fetishization of technology.

As much as the spirit, the body was at the center of a range of transformative ideas during the Weimar Republic, a period that spanned the years 1919–1933 and thus was largely coterminous with the Bauhaus. In the words of historian Erik Jensen, “health and fitness movements proliferated in Weimar Germany, and most of these promoted some idea of remaking one's body and oneself.” 26 Most significant to my investigation are the period's public legal, scientific, and popular-culture discourses on gender identity and sexuality. War, revolution, and the dawn of the new republic often impacted men and women differently. The war wrought disproportionate devastation on young male bodies, and many male citizens of the republic had ongoing struggles with their corporeal and psychological health.27 Meanwhile, the 1919 Weimar constitution legislated equal rights for women for the first time, rights for which they had long fought.28 As the young democracy unfolded, for both men and women, the 1920s witnessed a new openness to ideas far beyond traditional, normative understandings of gender, sex, and sexuality at institutions such as Magnus Hirschfeld's Institute of Sexual Science in Berlin, likewise founded in 1919, where researchers developed the scientific field of “sexology” and posited a spectrum of sexual identities and behaviors as natural to humanity.29 These discussions came to the Bauhaus through publications and guest speakers as well as via the travel of cosmopolitan Bauhäusler to big cities, Berlin above all, where this acceptance and even celebration of experimentation with identity and sexuality seemed to be everywhere evident, on the streets and in cafés, clubs, and cinemas. Haunted Bauhaus's three middle chapters unpack the impact of these central, long suppressed aspects of gender and sexuality to argue that the body at the Bauhaus was haunted by repression, experimentation, and desire.

Chapter 2, “New Visions of the Artist: the Artist-Engineer and Shadow Masculinity,” focuses on two competing male types as through-threads in Bauhaus imagery. The first is the optimistic and technologically savvy artist-engineer, and the second is that sunny type's doppelgänger, the lurking avatar of a war-torn or traumatized man that gave the lie to conventional masculine ideals. The artist-engineer was an ideal solution to Gropius's declared end of “salon art,” painting as commodity, and a novel masculine type who offered a changed role for the artist in an increasingly technologized society.30 The second type shadowed the first with its uncanny expression of the masculinity of the male body doubled, mocked, undercut, or impotent. Not limited to Bauhaus works, these haunting doubles appeared contemporaneously in the broader context of interwar visual culture, especially in avant-garde paintings and in numerous films about murderous sleepwalkers, soul-stealing devils, and serial killers.31 As Bauhäusler sought to design and build the new society and to construct novel ideal types for the artists of the future, they also produced a critical visual discourse on masculinity that explored its dark sides, created space for male vulnerability, and provided an inoculation against the heroization of right-wing masculine types that persisted throughout the years of the Weimar Republic. In a way, these figures functioned as sublimations of traumatized male psyches and, in that sense, they are also akin to what Sigmund Freud referred to as unlaid ghosts. “In an analysis… a thing which has not been understood inevitably reappears; like an unlaid ghost, it cannot rest until the mystery has been solved and the spell broken.” 32 Specters troubled these attempts to articulate a new man with haunting visions that evoked a disturbing past and gestured towards a fascist future.

My inquiry into gendered representation continues in chapter 3, “Bauhaus Femininities in Transformation,” which considers new forms of female identity designed at the Bauhaus. Like their masculine counterparts, Bauhaus women's art and design as well as their figurative photographs often served as proposals for new ways of being in the modern world through emergent Bauhaus femininities. These corresponded to the new life possibilities in a post-war society that promised women full equality, and they contested the often unameliorated limits on women's creativity.

It was in secret that, before the first year of the Bauhaus was over and in direct contradiction to its open proclamations of the school's gender equality, Gropius and the masters’ council raised the admissions standards for female applicants in order to eventually reduce their numbers to a maximum of one third of the student body. Henceforth, admitted female students who completed the preliminary course (Vorkurs) were to be strongly encouraged to enter the weaving workshop, for a time dubbed “the women's class.” 33 As this chapter argues, despite these challenges—and perhaps even because of them—not only did Bauhaus women master new technologies to design functional objects and interiors that included clothing, ceramics, metal, lighting design, and home-industrial kitchens, many of these women were also leaders in the school's pioneering approach to adaptable design. I argue that, in their lives and work, female Bauhäusler were engaged in a sustained if largely unarticulated project of defining modern femininity and investigating how emerging forms of womanhood could best be expressed in a society recovering from war and revolution, moving through the upheavals of the Weimar period, and then descending into fascism and eventually brutal armed conflict in the 1930s and ’40s. Parallel to these designs, Bauhaus women created photographic images that challenged mainstream perceptions of New Women as mere embodiments of superficial consumer culture. Artists including Marianne Brandt used the medium to create novel mash-ups of the New Woman and the artist-engineer or to model femininity as a masquerade; this latter concept was contemporaneously theorized by the psychoanalyst Joan Riviere, who asserted that “womanliness…could be assumed and worn as a mask, both to hide [a woman's] possession of masculinity and to avert the reprisals expected if she was found to possess it.” 34 Gertrud Arndt exploited the same medium to very different ends; whereas Brandt's self-portraits represent her as a technologically savvy constructor, Arndt, an extremely accomplished weaver, renounced her craft and instead made photographs of herself excessively costumed and demonstratively idle, a performative eschewing of the Bauhaus's future-oriented mission. As this chapter demonstrates, like their contemporary Claude Cahun and long before Cindy Sherman, Bauhaus women turned to portraiture and self-portraiture to perform and probe their own eerie psychological interiors, and to adopt and adapt a range of malleable, transformative identities.

Chapter 4, “Queer Bauhaus,” delves into the previously unexplored question of sexuality and gender fluidity at the Bauhaus by focusing on Bauhäusler who queered the school's aesthetics in order to disrupt gender conventions, represent gay and lesbian subjectivities, and picture same-sex desire—a move not without risk under a regime that criminalized homosexuality. This chapter again makes apparent Gordon's “people who are meant to be invisible,” in this case Bauhäusler who we would now call gay, lesbian, bisexual, and transgender, people whose identities were life experiments on a par with others at the Bauhaus, although their presence at the school has been all but erased. Gordon also writes of haunting as a state in which “repressed or unresolved social violence is making itself known, sometimes very directly, sometimes more obliquely.” 35 In addition to arguing for the vital importance of coming to grips with gay and lesbian Bauhäusler's work because it directly and obliquely evinces the traces of such social violence, this chapter engages objects that invite queer readings—interpretations centered on same-sex desire—regardless of their makers’ sexual orientation. By queering the Bauhaus, this chapter further debunks the myth of the Bauhaus as dryly objective (sachlich) and upends the institution's presumed heteronormativity by arguing that a queer approach to objects and imagery was fully in keeping with Bauhaus experimentation.

Given the republic's repressive anti-homosexual laws, it is not surprising that the gender politics of many of these works are, as I assert, coded, so that, through medium and content, artists often evoked conventional norms of gender and sexuality only to simultaneously overturn them, creating images and objects that could be read in multiple ways. Florence Henri turned to photography to create her iconic images that herald new forms of independent, modern femininity. Henri also made seductive female nudes that functioned dually: lesbian desire haunts the photographed model, yet these images also fit readymade into the mainstream soft-core pornography industry, where they provided Henri with needed income. Other works were much more overt in their embrace of queer content, such as Max Peiffer Watenphul's campy photographs of men in female drag that pair imagery from Weimar's gay and lesbian subcultures with Bauhaus aesthetics. This chapter argues that certain Bauhaus works invite queer double vision as manifestations of what has come to be called “queer hauntology,” which calls up ghosts from the past to trace queer lineages and asks, in the words of Carla Freccero, how might “an openness to haunting guide…our historiographic endeavors?” 36

To paraphrase Karl Marx and Friedrich Engels's Manifesto of the Communist Party, a specter of Communism itself also haunts the Bauhaus—and so does fascism. This book concludes with chapter 5, “Red Bauhaus, Brown Bauhaus,” named for the colors associated with each of these political movements; it traces the Bauhaus's experiments to its later years, when the institution became highly politicized. Much of this political activity was Communist, particularly when, starting in 1927, students organized themselves into a political cell called the Kostufra or Communist Student Faction. In 1930, they founded their own alternative bauhaus journal, a low tech, largely text-based affair that they produced secretly and as a collective.37 Parallel to this movement and arguably in reaction to it, the Bauhaus was home to a nationalist and even National Socialist faction as well. While the numbers lay with the leftists, reports from the school's last years in Dessau detail sharp polarization, with even the territory of the school's canteen divided up between right- and left-wing students.38

This chapter reintroduces an array of politically inflected Bauhaus art and design from the school's later years and its immediate aftermath in order to probe the limits—extremes of the political left and right—of its experiments in change. In focusing on both political extremes at the Bauhaus, I make two arguments. First, that the school's three-year, intensely Communist period from 1928 through 1931 was a kind of fruition of a promise made at its start, namely that art and design could change the world. Charges of Bolshevism were leveled against the Bauhaus from its earliest years in Weimar, but Communism only became a significant motivating force during the Dessau period. By the school's later years, the change Bauhaus work conjured was no longer spiritual and individual; it sought to instill a new consciousness in its viewers and users and to lay the ground for world revolution. Communist Bauhäusler of this period joined the party, worked as activists and spies, and put their skills into the service of that revolution. These later Bauhaus members moved increasingly away from the precious object and instead designed agitprop wagons for workers’ rights parades, items that could be mass-produced to offer easier and more efficient everydays to everyone, and affordable housing for workers in the dreamed of Soviet society. They made photographs in the realist idiom of Worker Photography (Arbeiterfotografie) to expose the plight of society's marginalized, and often worked in representational forms that had little financial value compared with traditional fine arts, but which were easily reproduced, disseminated, and understood by a broad public. Serbo-Croatian Bauhäusler and Communist Ivana Tomljenović created the only extant film that shows the Dessau Bauhaus building itself, a rough experimental short





OPS/toc.xhtml


Table of Contents



		COVER


		CONTENTS


 		LIST OF ILLUSTRATIONS


		ACKNOWLEDGMENTS


		INTRODUCTION: BAUHAUS UTOPIAS


		CHAPTER 1: BAUHAUS SPIRITS


		CHAPTER 2: NEW VISIONS OF THE ARTIST: THE ARTIST-ENGINEER AND SHADOW MASCULINITY


		CHAPTER 3: BAUHAUS FEMININITIES IN TRANSFORMATION


		CHAPTER 4: QUEER BAUHAUS


		CHAPTER 5: RED BAUHAUS, BROWN BAUHAUS


		ENDNOTES


		BIBLIOGRAPHY


		INDEX







List of figures



		INTRODUCTION

		FIGURE INTRO.1 Gertrud Arndt, Mask Photo No. 22, c. 1930, gelatin silver print.…







		CHAPTER 1

		FIGURE 1.1 Unknown photographer, Untitled (disappearing figure seated on Marcel…


		FIGURE 1.2 Marcel Breuer, a bauhaus film: five years long, portion of a page fr…


		FIGURE 1.3 Photographer unknown, France, from the Henry Mathouillot Archive, Pa…


		FIGURE 1.4 Walter Determann and collaborators, photograph of the Bauhaus settle…


		FIGURE 1.5 Georg Muche (design) and Benita Otte (drawing), Four Color Print: Si…


		FIGURE 1.6 Photographer unknown, Portrait of Johannes Itten in the Studio, 1921…


		FIGURE 1.7 Friedl Dicker (Friedl Dicker-Brandeis), Study of Form and Tone (Form…


		FIGURE 1.8 Paul Citroen, Spiritist Séance (Spiritistische Séance), 1924, waterc…


		FIGURE 1.9 Unknown photographer, assistant during Gertrud Grunow's class (possi…


		FIGURE 1.10 Paul Klee, Angelus Novus, 1920, oil transfer and watercolor on pape…


		FIGURE 1.11 Ernst (Ernő) Kállai, caricature of Paul Klee as The Bauhaus Buddha …


		FIGURE 1.12 Renate Green (born Erna Niemeyer; later Ré Soupault), Film Frames f…


		FIGURE 1.13 A. & E. Frenkl, Ludwig Hirschfeld-Mack at the piano during a perfor…


		FIGURE 1.14 Xanti Schawinsky, Ghost of the Stairs (Treppenspuck), Dessau, 1925,…


		FIGURE 1.15 Joost Schmidt, The Seven Chakras (Die sieben Chakras), from Nature:…


		FIGURE 1.16 László Moholy-Nagy, Untitled (fgm 163), 1926, photogram on developi…


		FIGURE 1.17 Judith Kárász, Portrait of Otti Berger with Bauhaus Façade, Double …







		CHAPTER 2

		FIGURE 2.1 Marcel Breuer, Portrait of Marcel Breuer as Girl with a Magnolia: Fo…


		FIGURE 2.2 Erich Consemüller, Marcel Breuer and his Harem (Marcel Breuer und se…


		FIGURE 2.3 Albert Birkle, Stop: Back with those who would disrupt German work! …


		FIGURE 2.4 Lucia Moholy, Portrait of László Moholy-Nagy, 1926, gelatin silver p…


		FIGURE 2.5 László Moholy-Nagy, Pneumatik: Advertising Poster (Pneumatik: Reklam…


		FIGURE 2.6 Marianne Brandt, Tempo, Tempo, Progress, Culture (Tempo, Tempo, Fort…


		FIGURE 2.7 Marianne Brandt, Self-Portrait in the Studio in Gotha, Double Expose…


		FIGURE 2.8 T. Lux Feininger, Karla Grosch in a Glass Mask by Oskar Schlemmer (K…


		FIGURE 2.9 Marianne Brandt, Behind the Scenes (Hinter den Kulissen), 1928, phot…


		FIGURE 2.10 Marianne Brandt, Untitled (Airplane, Soldiers and Military Cemetery…


		FIGURE 2.11 László Moholy-Nagy, The Chump (Der Trottel), c. 1926, photoplastik …


		FIGURE 2.12 Herbert Bayer, 50 Years of Walter Gropius and How I Would Like to S…


		FIGURE 2.13 Herbert Bayer, 50 Years of Walter Gropius and How I Would Like to S…


		FIGURE 2.14 Herbert Bayer, Humanly Impossible (Self-Portrait) (Menschen unmögli…


		FIGURE 2.15 Herbert Bayer, Lonely Metropolitan (Einsamer Großstädter), 1932, ge…







		CHAPTER 3

		FIGURE 3.1 Renate Richter Green (later Ré Soupault) design and drawing, The Tra…


		FIGURE 3.2 Ré Soupault, Untitled (double exposed photograph from the Reserved Q…


		FIGURE 3.3 Ré Soupault, Self-Portrait, Buenos Aires, January 31, 1944, gelatin …


		FIGURE 3.4 Photographer unknown, Walter Gropius with Bauhaus Masters on the roo…


		FIGURE 3.5 Lux Feininger, Sport Classes at the Bauhaus, Women's Gymnastics on t…


		FIGURE 3.6 “Mädchen wollen etwas lernen” (“Girls Want to Learn Something”) Die …


		FIGURE 3.7 Humboldt Film, Berlin, bauhaus masters houses (wohnungen der bauhaus…


		FIGURE 3.8 Atelier Singer Dicker (Franz Singer and Friedl Dicker), Living Room …


		FIGURE 3.9 Friedl Dicker, Abundance of Goods/Sales Crisis: The Bourgeoisie are …


		FIGURE 3.10 Marianne Brandt, Help Out! (Moved by Women) (Helfen Sie mit! [Die F…


		FIGURE 3.11 Marianne Brandt, The Studio in a Ball (Self-Portrait in the Studio,…


		FIGURE 3.12 Marianne Brandt, Self-Portrait with Bauhaus Fabric, Ball, and Corru…


		FIGURE 3.13 Marianne Brandt, Self-Portrait Reflected in a Ball (Selbstporträt i…


		FIGURE 3.14 Gertrud Arndt, Mask Photo No. 39A (Maskenfoto Nr. 39A), 1930, gelat…


		FIGURE 3.15 Gertrud Arndt, Mask Photo No. 34 (Maskenfoto Nr. 34), 1931, gelatin…


		FIGURE 3.16 Gertrud Arndt, Mask Photo No. 16 (Maskenfoto Nr. 16), 1930, gelatin…


		FIGURE 3.17 Gertrud Arndt, Self-Portrait, 1930, gelatin silver print. Location …







		CHAPTER 4

		FIGURE 4.1 Heinz Loew, Double Portrait of Loew and Trinkaus in the Studio, Bauh…


		FIGURE 4.2 Ivana Tomljenović, Preparing for a Party (David Feist and Tibor Wein…


		FIGURE 4.3 Max Peiffer Watenphul, slit tapestry, c. 1921, white, grey, yellow, …


		FIGURE 4.4 Max Peiffer Watenphul, Portrait of Johanna Ey, 1931, published in Ph…


		FIGURE 4.5 Max Peiffer Watenphul, Woman with Fan (Grotesque) (Frau mit Fächer […


		FIGURE 4.6 Max Peiffer Watenphul, Untitled (Young Italian Man), c. 1931/32, sil…


		FIGURE 4.7 Florence Henri, Self-Portrait (in the Mirror) (Selbstporträt [im Spi…


		FIGURE 4.8 Florence Henri (1893–1982), Portrait Composition (Margarete Schall),…


		FIGURE 4.9 Florence Henri, Portrait of Ré Richter (later Ré Soupault), Paris, 1…


		FIGURE 4.10 Florence Henri, Untitled photograph published in Paris Magazine, 19…


		FIGURE 4.11 Florence Henri, Untitled (nude), Paris, 1934. Exhibition catalog Mi…


		FIGURE 4.12 Margaret Camilla Leiteritz, Point Interceptor (Punktfang), 1962, oi…


		FIGURE 4.13 Margaret Camilla Leiteritz, Psyche, illustration for the artist's b…


		FIGURE 4.14 Margaret Camilla Leiteritz, Ceres and Juno, illustration for artist…


		FIGURE 4.15 Margaret Camilla Leiteritz, Illustration (two of three) for “The St…


		FIGURE 4.16 Richard Grune (with Niels Brodersen), cover of The Children's Red R…


		FIGURE 4.17 Richard Grune, “Rack”: Flogging in the Concentration Camp (“Bock”: …







		CHAPTER 5

		FIGURE 5.1 Photographer unknown, Bauhaus Students’ Agitation Cart for the Anti-…


		FIGURE 5.2 Kostufra (the Communist Student Fraction of the Bauhaus), cover of b…


		FIGURE 5.3 Etel Mittag-Fodor, Albert Mentzel and Lotte Rothschild, c. 1930, gel…


		FIGURE 5.4 Hermann Trinkaus, Art and the People (Kunst und Volk), page runner f…


		FIGURE 5.5 Max Gebhard and Albert Mentzel, Working Women, Fight with Us for Wag…


		FIGURE 5.6 Ivana Tomljenović, stills from a film of the Dessau Bauhaus, 1930. O…


		FIGURE 5.7 Ivana Tomljenović, Good Luck, Bauhaus and Berlin Comrades, and See Y…


		FIGURE 5.8 Lena Meyer-Bergner. Design for “Metro” Textile, 1932. Gouache, graph…


		FIGURE 5.9 Iwao Yamawaki, Attack on the Bauhaus (Der Schlag gegen das Bauhaus),…


		FIGURE 5.10 Gertrud Arndt, Last Day in the Canteen, Otti Berger (Letzter Tag in…


		FIGURE 5.11 “Die Landesfrauenarbeitsschule im Bauhaus” (The State School for Wo…


		FIGURE 5.12 Herbert Bayer, double-page spread from the Germany Exhibition (Deut…


		FIGURE 5.13 Ilse Fehling, “Wunder des Fundus” (The Wonder of the Stock). Journa…


		FIGURE 5.14 Franz Ehrlich, Gates to Buchenwald Concentration Camp with the mott…












Guide



		Cover


		Table of Contents







Pages



		i


		ii


		iii


		iv


		v


		vi


		vii


		viii


		ix


		x


		xi


		xii


		xiii


		xiv


		1


		2


		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


		34


		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


		98


		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


		162


		163


		164


		165


		166


		167


		168


		169


		170


		171


		172


		173


		174


		175


		176


		177


		178


		179


		180


		181


		182


		183


		184


		185


		186


		187


		188


		189


		190


		191


		192


		193


		194


		195


		196


		197


		198


		199


		200


		201


		202


		203


		204


		205


		206


		207


		208


		209


		210


		211


		212


		213


		214


		215


		216


		217


		218


		219


		220


		221


		222


		223


		224


		225


		226


		227


		228


		229


		230


		231


		232


		233


		234


		235


		236


		237


		238


		239


		240


		241


		242


		243


		244


		245


		246


		247


		248


		249


		250


		251


		252


		253


		254


		255


		256


		257


		258


		259


		260


		261


		262


		263


		264


		265


		266


		267


		268


		269


		270


		271


		272


		273


		274


		275


		276


		277


		278


		279


		280


		281


		282








OPS/images/c11-fig-0001.jpg





OPS/images/9780262043298_FC.jpg
.

HAUNTED BAUHAUS

Ocecult Spirituality, Gender Fluidity,
Queer Identities, and Radical Politics

Elizabeth Otto






