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t the turn of the late nineteenth and

early twentieth centuries, architecture,
art and the applied arts underwent the most
radical innovation ever seen before: the
industrial revolution. It was within this
framework that countries such as England,
firstly, and then Austria, Germany, Switzerland
and Belgium, established actual organizations
to assist and sanction the transition from
artisan production to industrial production.
These transitions were by no means natural
and painless. They involved artists, architects,
academies, training schools, companies,
corporations, journals and above all,
exhibitions. These exhibitions were a s
of all that was takmg shape.

The main representati
architectural culture at
century, despite ¢ m
tradition, realized the
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a special character: they were not an avant-
garde group breaking with the past, but rather
connected to the intellectual bourgeoisie who
became their client from the outset.

The relationship with the journals was
strategic, because it was precisely through
these that they introduced a synthesis
between visual culture, graphic design, and art
theory. The journals also acted on two other
fronts: they used the language of the buyers
of the new art, in other words, that middle
class that was looking for a taste other than
that of the aristocrats. For this emerging and
wealthy class, they created complete stylistic
scenarios as reference points from which to
choose, decorate, and direct their tastes.

The main author of the Wiener Werkstatte
was Joseph Hoffmann. A student at the
Academy with Wagner, in 1898 he joined the
Secession and subsequently began to teach
at the Kunstgewerbeschule. In 1903, together
with Koloman Moser, he founded the Wiener
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Werkstatte, the Vienna workshops, as a
consequence of the Secession and in
response to the Academy of Art.

The Wiener Werkstatte were financed by Fritz
Warndorfer, who transformed a simple
workshop into a real brand, capable of
producing furniture, objects, fabrics,
bookbinding, jewellery and so forth, with an
unprecedented formula. The Wiener
Werkstatte products were marked with the
brand name and signatures of the designers
and craftsmen, emphasizing the close
relationship between all parties. The
manufacturers dealt in unique pieces, were
hostile to mechanization and placed
importance on the materials, with the intention
of emphasizing simplicity and functionality.
In their early years, the Wiener Werkstatte
were incredibly successful and all the artists
of the time, including Gustav Klimt, Oskar
Kokoschka, Egon Schiele, Josef Hoffmann,
Dagobert Peche, Otto Prutscher, Koloman
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Joseph Hoffmann, Palais Stoclet,
Bruxelles, 1905-1911

Moser, Emst Lichtblau and Josef Frank began
10 produce objects in this environment that
was creative, productive and commercial,
Hoffmann was also the designer of the
Purkersdorf Sanatorium (1904-1905) and the
Palais Stoclet (1 904). In these designs, the
Intention was to purify forms into pure

geometry, forms that woulq shortly lead to the
Modern Movement,

. blematic tone because,
it was trying to promote
domestic market that were

on the one hand,
Products on the
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still in the hands of artisans, while on the
other, it attempted to penetrate foreign
markets with German products._

The positions were not aligned Jgst as they
were not aligned in other countries because
some conceived this combining of gﬁ and
industrial production as a strength iy an %
expressive attempt to give aesthetic quz oo
to industrial production. Others reggrd“e o
a threat, and others, more pragmatica jj’the
inexorable union in which both one an

other would be reshaped. o
A pioneer in the synthesis processt e
Hermann Muthesius, who was senf s
the English educational and marflurmulate d
systems, and on his return he ré obeschu/e
the national program K;jngtgewef

School of Applied Arts). _ it
(Once again, Zs had happened in l:gjt\Mlliam
was the England of John Ruskin LA
Morris that became the cultural €
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Muthesius was opposed to imitating the styles
of the past, as well as the extreme freedom of
the Jugendstil, so between 1906 and 1907,
on the occasion of the German arts and crafts
exhibition in Dresden, he founded an
association of manufacturers, traders and
artists to revive applied art and architecture in
Germany. In this case, the woodworking
industrialist Karl Schmidt was also involved, as
well as the chief architect of the municipality
of Hamburg, Fritz Schumacher, and the liberal
Friedrich Naumann. The signatories in 1906
were 12 architects and 12 companies, but in
1908, 492 had already joined and by 1920,
there were 1870 members.

At the Deutscher Werkbund, the members were
Germany’s most prominent architects, but there
were also the Belgian Henry van de Velde, the
Dutch Hendrik Petrus Berlage and by affinity,
also the Austrians Hoffmann and Wagner. One
key figure to understanding the Deutscher
Werkbund is Peter Behrens. He began in an
artists' colony in Darmstadt, in the climate of
novelty and uniqueness that was attempting
to hold together various art forms. Behrens
became strategic when he was appointed
artistic adviser at the Aeg turbine factory.
There he designed some of its buildings, but
also the products and advertising. Behrens'
studio became a hotbed of young architects
who from there were soon to become the
masters of the Modern Movement: Gropius,
Mies van der Rohe and Le Corbusier.

The most significant events for understanding
the momentous influence of the Deutscher
Werkbund were the exhibition in Cologne in
1914 and the one in Stuttgart in 1927.
During the exhibition in Cologne some highly
paradigmatic works were created: Gropius
and Meyer designed the pavilion to exhibit the
production of the Deutscher Werkbund. Bruno
Taut designed the Glaspavilion, completely
made of glass, an extraordinarily imaginative
and virtuosic work, and Van de Velde designed
the theatre. But it was precisely at this
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moment of comparison that often
contradictory differences arose: the
proponents of “typification” or those of the
Kunstwollen. In substance, on the one side
there was industrial serialization and design,
and on the other, the individualism of the artist
and the artisan.

The other exhibition that sums up the debate
and research was the one held in Stuttgart in
1927 which can be considered the concrete
manifesto that gave birth to the Modern
Movement The most significant architects of
the time were invited, such as Le Corbusier,
Hans Scharoun, JJ.P. Oud, Ludwig Hilberseimer,
and Walter Gropius. They had the task of
designing the residential district of Weissenhof,
following a master plan conceived and
coordinated by Mies van der Rohe. The outcome
was a work of extraordinary quality, which
summarized the communality of issues and
visions that crossed Europe.

The Deutscher Werkbund was closed in 1934
by the Nazi regime. It was reopened in 1950
and remained so until the Sixties.
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