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1

This book tells the story of the arrival and impact of 
European artists, designers and architects in Australia 
and New Zealand across half a century from the 1930s 
to the early 1970s. The story is important because, 
unlike French and English modernists, those from 
Germany and Central Europe came to live, work and 
teach in Australia and New Zealand. Due to the rise of 
Fascism in Europe, whether deported or as migrants or 
refugees, a German-speaking diaspora brought Bauhaus, 
or Bauhaus-like, methods to the Australian and New 
Zealand context. This is a relatively unknown history both 
internationally and within Australasia and it has never 
before been studied systematically. The various designa-
tions—émigré, migrant, internee, exile or refugee—are 
both specific and sometimes difficult to pin down when 
referring to people in this period. While most of the 
figures featured in this study were forced to resettle or 
flee due to the profound upheavals in Europe, very few 
referred to themselves as refugees. The stigma around 
the term ‘reffo’ in Australia may explain one source of 
this reticence.1

These émigrés had profound and diverse effects on 
postwar education because they were able to exert their 
influence directly. Still, these effects are challenging to 
quantify. It is not an easy story to tell. Many cases 
deserve more detailed, individual treatment. There are 
many figures involved and they appeared amid changing 
educational settings that themselves relied as much on 
personality as on agreed ideas regarding what consti-
tuted the proper education of an artist, designer or 
architect. To document the specific effect of an educa-
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2    Bauhaus Diaspora

tional institution like the Bauhaus is even harder  
to pinpoint. The problem is how to make sense of an 
interwoven, often contradictory story of local, often deeply 
conservative disciplines that were torn, as they had been 
since the nineteenth century, between an academic, 
atelier system of training and shifting notions of what 
constituted appropriate education in art, the applied arts, 
and the professional discipline of architecture in an 
ever-expanding industrial era. 

By drawing individual histories together, this book 
presents the first coherent overview of cross-disciplinary 
approaches to art, architecture and design education 
brought to Australia and New Zealand by modernist 
émigrés from Germany and Central Europe as well as 
returning expatriates. It investigates the impact of those 
approaches by analysing curriculum changes and 
institutional innovations transformed by the presence of 
what might be called the ‘second-generation Bauhaus in 
Australasia’. Part of this research is informed by 
interviews with remaining students, colleagues and family 
members of influential émigré modernist educators, 
theorists and practitioners. The art, architecture and 
design educational influences, here traced back to their 
archival sources in Germany and Central Europe, provide 
a comprehensive insight into the origin and development 
of modernist aesthetic ideas and philosophies brought to 
Australia and New Zealand. We examine how these ideas 
were transformed in and by their new context. 

This book therefore combines familiar with unfamiliar 
stories. Both are pieces of a larger puzzle that involves a 
social vision for the arts, design and architecture, based 
upon a systematic approach that breaks down separate 
component areas of a field (for example, visual arts to 
colour studies linked to broader perceptual awareness) 
and integrates the results within a wider interdisciplinary 
framework. It was a social vision that informed the now 
well-documented establishment of the Bauhaus in 
Weimar, Germany, in 1919, and its subsequent trajectory 
until its politically driven dissolution in Berlin in 1933. As 
a radical educational institution that rapidly became 
influential worldwide, the Bauhaus, in its centenary year, 
provides the focus for a much broader account of 
progressive, interdisciplinary art, design and architecture 
educational institutions across Germany and Central 
Europe and the fluid educational networks that operated 
between them in the 1920s and 1930s. The Bauhaus 
story itself is arguably well known; there is, however, little 
awareness of how the mechanisms of diaspora and 
migration transmitted its social vision to places like 
Australia and New Zealand through the teaching of art, 
design and architecture. This book then charts that story, 
of the Bauhaus diaspora and beyond.

AUSTRALIAN RECEPTION

Before the arrival of German and Central European 
refugees and émigrés, an Australian reception of 
Bauhaus ideas was already underway. In 1926 the 
Australian expatriate artist JW Power wrote of his interest 
in the Bauhaus to the English art critic Anthony Bertram: 

I have not been in Germany since 1910 & then only  
in the south, but of recent years I have endeavoured  
to keep up with their newer developments by means  
of books, magazines & photographs. I know Eric 
Mendelsohn’s work by pictures fairly well & also Walter 
Gropius who built the marvellous new Art school or 
‘Bauhaus’ at Dessau & I have Einstein’s book on their 
modern painting & one or two others. I should love to 
see the interiors you speak of … I see that both of 
them [Klee and Kandinsky] have been appointed art 
masters at the Dessau Bauhaus & if the résumé of 
their course of teaching in the last number of Cahiers 
d’art is true, it must all be very wonderful. I should  
like very much to exhibit in Berlin.2

Power kept abreast of developments in contemporary 
German art and architecture and was clearly excited 
about the Bauhaus, its teaching and the new buildings at 
Dessau. Just seven years after its founding in Weimar in 
1919, the reputation of the new institution was growing 
rapidly. But if this private reception of the Bauhaus was 
positive, earned admittedly through reading rather than 
through Power’s direct experience, there were also 
Australian nay-sayers.3 In 1928, in typically combative 
style, Florence Taylor, editor of the Sydney-based journal 
Building, viewed the Bauhaus in far more negative terms. 
For Taylor, the Bauhaus was symptomatic of a broader, 
global attack on tradition by German artistic culture. Her 
article ‘Freak House Design: Futurism in Germany’ was 
strident in apportioning blame: ‘Germans were sowing 
the seeds of revolution in building long before the war, 
even as they were preparing for a world upheaval. A spirit 
that is strange, distorted, and stern has left its impress on 
modern German house-building, as evidence of the 
upheaval in German domestic arts.’4 

For Taylor, this ‘upheaval’ had its root cause in 
dangerous experiments in education:

Art nouveau at its worst is to be seen in Germany, 
because it was there that the supposed oracles of 
education, the professors, preached their insidious 
doctrines in technical and art schools, and established 
their principles in building research schools. The 
Bauhaus Dessau, for instance, is a laboratory for 
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postcards 
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research in the fine arts, building and allied crafts, 
working on the assumption that all the arts and crafts 
centre round the house, and that scientific methods 
should be applied to get form down to its basic 
principles.5 

Ironically, in the next few paragraphs, Taylor would 
describe in careful detail the houses at Dessau designed 
by ‘Dr Mucha’ (Georg Muche) and ‘Dr Gropius, another 
official’. Taylor’s attack on modernism, and hence on the 
Bauhaus, was political. Her knowledge of the institution 
had also been gained through reading and was part of her 
much broader campaign to discredit modernism: ‘The 
doctrine of the Socialist is observed clearly through the 
economic veneer of modernist design, which claims to 
ignore art as a luxury, and beauty as an accessory of the 
old regime.’6 Unlike Taylor, it is almost certain that 
Australian architect Henry Pynor had been to the Dessau 
Bauhaus—its first Australian visitor. Reporting back to  
The Home three months after Taylor’s attack, Pynor 
proudly stated the German position on the ‘new art’:

The Bauhaus in Dessau is the centre of the movement 
in this country, a laboratory for research in all crafts 
and architecture—an organized attempt to reduce all 
these to basic principles, to dissociate the building arts 
from privilege and luxury, and to solve practically and 
economically the new building problems.7 

Pynor went on to describe in detail the educational 
buildings and houses of the Bauhaus masters at Dessau 
and included within his article a page of ‘Specimen 
Designs from the Bauhaus’—images of an easy chair, 
coffee set, kitchen canisters, woven rug, a light fixture 
and chess-pieces.8 Over the next decade, there would be 
many references to the Bauhaus in the Australian design 
press and popular media, including reviews of Walter 
Gropius’s 1935 book, The New Architecture of the 
Bauhaus, and those with firsthand experience of the 
Bauhaus proved remarkably sympathetic.9 While the 
return of Australian artists, designers and architects who 
had been touched, however fleetingly, by the reformist 
methods and principles of Bauhaus teaching had an 
impact on education, it was the arrival of émigrés and 
refugees fleeing Europe in the late 1930s that had the 
most significant and enduring influence. Where they 
could and where institutional settings were supportive, 
these émigrés sought to transform the direct experience 
and influence of Bauhaus ideas and principles into new 
pedagogies that linked art and design education to social 
reform. It is this combination of the migrant and refugee 
experience, modern practice and reform education that 
is central to this new history of Australian modernism.  

BAUHÄUSLERS OF THE DIASPORA

Many of the émigrés and refugees that came to Australia 
and New Zealand in the period between 1930 and 
roughly 1970 have been the subject of previous studies, 
but they have largely been individual histories or 
collections of biographies. This book, in contrast, 
provides a more comprehensive framework for consid-
ering their contributions as a whole, by focusing on their 
shared commitment to education reform. With education 
providing the linking element for this book, the legacy  
of the Bauhaus and the dissemination of its ideas is 
examined through the use of pedagogical tools such  
as colour charts and material studies developed at the 
Bauhaus, and their reception and diverse application  
in Australian and New Zealand art, architecture and 
design education. 

The rise of Fascism delivered three Bauhäuslers to 
Australia. The term Bauhäusler became the customary 
designation among fellow Bauhaus students and faculty 
to identify themselves; it more or less coincided with the 
official status of being a Bauhaus student, staff member 
or sometimes a close associate.10 The first, Ludwig 
Hirschfeld-Mack 1893–1965), is relatively well known, 
although he primarily focused on art education in 
Australia—at least until he retired. The move into 
education was a step Hirschfeld-Mack had taken in 
Weimar after the Bauhaus moved to Dessau in 1925. 
Hirschfeld-Mack’s focus on art education meant a much 
lower profile than the prominent Harry Seidler, an ardent 
representative of second-generation Bauhäuslers in 
Australia. Still, Hirschfeld-Mack played a role at certain 

(opposite)
Designs accompanying  
Henry Pynor’s article ‘Visit  
Old Countries for New Ideas 
for Your Home’, which 
introduced the Bauhaus  
to readers of Sydney’s leading 
design magazine, The Home, 
October 1928.

(below) 
The launch of kites from 
Ludwig Hirschfeld-Mack’s 
class, c.1925 
Private collection 
© Chris Bell
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crucial stages of the Bauhaus story, including the attempt 
to retrieve its history and legacy after the war, and this 
also forms a significant feature of our history. Hirschfeld-
Mack was not only a student at the Weimar Bauhaus, but 
also taught the first colour seminar at the Bauhaus in the 
wake of the dismissal of Johannes Itten. Hirschfeld-Mack 
was living in England in exile from Nazi Germany when 
World War II began. Because there is no book-length 
study of him in English, a focus on his work and activities 
forms the spine of our research and this publication.11 

The first-ever Bauhaus exhibition in Australia was 
mainly attributable to the presence of Hirschfeld-Mack.  
It was held in Melbourne in 1961 at Gallery A, a new 
commercial gallery, rather than at a state museum, with 
the exhibits primarily coming from Hirschfeld-Mack’s 
private collection. The works and objects displayed 
emphasised his avant-garde experiments in colour and 
light. From his period in exile in the mid-1920s until he 
retired from teaching in 1957, Hirschfeld-Mack sought  
to extend his colour experiments into lighting design, 
workers’ education, and primary school instruction first  
in Germany, then in England and later in Australia, at 
Geelong Grammar School and into Victorian hospitals  
as part of mental health rehabilitation programs.12 After 
the war, Walter Gropius declared that the transformation 
of art education was central to the aspirations of the 
Bauhaus and that Hirschfeld-Mack, along with Josef 
Albers (1888–1976), was one of the few people who 
could successfully carry out this task. Hirschfeld-Mack’s 
The Bauhaus: An Introductory Survey, published in 
Melbourne in 1963, is globally one of the earliest 
English-language accounts of the Bauhaus in the 
postwar period.13  

The other two Bauhäuslers are less well known, even 
obscure: Gertrude Herzger-Seligmann (1901–1977) and 
Georg Teltscher (1904–1983). They had also trained at 
the Weimar Bauhaus like Hirschfeld-Mack. Both these 
Bauhäuslers are accorded short essays that bring their 
presence in Australia to the reader’s attention. Teltscher 
was most closely associated with Oskar Schlemmer 
(1888–1943) at the Bauhaus, in particular with theatre 
studies and with re-envisaging the idea of the stage.14 
Like Hirschfeld-Mack, he made one of the well-known 
postcards for the 1923 Bauhaus Week in Weimar. 
Teltscher’s contribution highlights both cabaret and 
theatre in the shape of a robust yellow-and-red dancing 
figure. Their paths crossed again in 1940 when Teltscher, 
like Hirschfeld-Mack, was among over 2500 men who 
were rounded up in the United Kingdom as ‘enemy 
aliens’ and deported to Australia on the infamous voyage 
of the HMT Dunera. Both were subsequently interned in 

Georg Teltscher  
Postcard for ‘Bauhaus 
Exhibition Weimar 1923’, 
1923

lithographic postcard 
15.2 × 10.8 cm
Museum of Modern Art,  
New York 
Committee on Architecture  
and Design Funds
107.2015.20
© Estate of Georg Teltscher
© 2019
Digital image: Museum of 
Modern Art, New York/Scala, 
Florence

Paul Klee’s Pedagogical 
Sketchbook, 1925, was the 
second of fourteen books 
published in the Bauhaus 
book series. Gertrude 
Herzger-Seligmann’s well-
thumbed German-language 
first edition accompanied her 
to Australia and formed the 
basis of her lectures. 

Collection of Ann Kinsela, 
Sydney 

camps in Australia. Unlike Hirschfeld-Mack, Teltscher 
chose to return to London soon after his release. 
Teltscher also had a long teaching career and taught for 
many years in London, and in Nigeria in the 1970s. In 
Australia his teaching was confined to the classes he 
held at the Hay internment camp. 

Gertrude Seligmann (who subsequently married fellow 
student Walter Herzger) enrolled at the Bauhaus in 1922 
and initially studied under Johannes Itten and Paul Klee 
(1879–1930). After completing the preliminary course 
she was, with other female students, directed to the 
weaving workshop, where she developed wide-ranging 
skills in hand- and jacquard-weaving. Herzger-Seligmann 
was also a gifted musician, who played with Klee and the 
well-known composer Paul Hindemith.15 In recovering her 
life and work, one encounters not only a significant and 
overlooked jeweller and weaver who worked for four 
decades in Sydney, but also a sense of the profound 
difficulties confronting a refugee. In fleeing Germany, 
Herzger-Seligmann lost contact with an avant-garde circle 
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Impressionism exhibition put on by ‘The Group of Seven’ 
at Sydney’s Macquarie Galleries in March 1930. 
However, disillusioned by the local lack of acceptance  
of modernism, he relocated again, this time to London 
where he enjoyed success, exhibiting with the likes of 
Jacob Epstein  (1880–1959), Duncan Grant (1885–
1978), Paul Nash (1889–1946) and John Nash 
(1893–1977). Tragically, he too died early, contracting 
tetanus in 1932.  

Despite Cowper’s denigration of the Pynor/Weitzel 
collaboration, he did approve wholeheartedly of another of 
the ‘modern’ rooms at Burdekin House: ‘On the whole, 
however, there is only one room that is likely to convert an 
unbeliever to modernism.’6 It was another ‘man’s study’, 
arranged by artist Adrian Feint (1894–1971) and writer 
Leon Gellert (1892–1977). Also photographed by 

HENRY PYNOR, FRANK 
WEITZEL: ‘MAN’S STUDY’, 
BURDEKIN HOUSE, 1929
PHILIP GOAD

(top, left)
Corner of a ‘Man’s Study’ 
arranged by Henry Pynor and 
Frank Weitzel, in Exhibition of 
Modern and Antique Furniture, 
Burdekin House, Sydney, 1929, 
reproduced in The Home, 
November 1929

(top, right)
A ‘Man’s Study’, arranged by 
Adrian Feint and Leon Gellert,  
in Exhibition of Modern and 
Antique Furniture, Burdekin 
House, Sydney, 1929, 
reproduced in The Home, 
November 1929

Frank Weitzel 
Deserted Street, c.1930

linocut, printed in black ink  
from one block
image: 27.4 × 27.6 cm;  
sheet 28.7 × 14.1 cm 
edition of 50
© Collection Julian Goddard

In the catalogue to the seminal Exhibition of Antique and 
Modern Furniture held at Burdekin House in Macquarie 
Street, Sydney, from October to December 1929, Leon 
Gellert described the ‘man’s study’ arranged by architect 
Henry Pynor (1901–1946) and artist Frank Weitzel 
(1905–1932) as having ‘designs similar to those which 
are carried out at the Bauhaus, Dessau, Germany’.1  
A photograph of the room by Harold Cazneaux (1878–
1953), published in The Home in November 1929  
and accompanying an article entitled ‘The Case for 
Modernity’, showed a tall timber bookcase/cabinet, a 
severe-looking armchair, a carpet of figurative design 
and, on the wall behind, a Pacific-inspired mural which 
appeared to show a dark-skinned figure, stylised foliage 
and a form of shield or totem.2 The caption for the 
photograph indicated that the furniture had been 
provided by Anthony Hordern’s department store in 
Sydney. 

While Gellert’s assertion was overly generous in terms 
of its attribution to the ideals and aims of the Bauhaus, 
the Sun’s critic Norman Cowper launched a public 
broadside:

As for the ‘Man’s Study’ arranged by Henry Pynor and 
Frank Weitzel, this is frankly horrible. Walls of sickly 
green bearing enormous figures of a conventional 
design in an inky juiceless blue. Unmeaning, broken 
up masses of wood painted with strips and squares 
and splashes of raw colours. One curtain, a murderous 
cerise, and the other a shrieking vermilion. And last, 
but not least, the inevitable aspidistra—I mean 
cactus—on a stool. The designs, we are told, are 
similar to those carried out at the Bauhaus, Dessau.3 

Cowper’s criticism is interesting, partly because of its 
accuracy and also for its lack of context. Henry Pynor 
had reputedly visited the Bauhaus and had published  

an article on it the year before in The Home (October 
1928).4 He had worked in the Melbourne office of Walter 
Burley Griffin from 1921 to 1924, then in the United 
States and England, travelled through Europe, visiting 
Dessau, and returned to Sydney around 1928. Leaving 
Australia again in 1930, Pynor worked in New York  
and London, where he became a senior associate  
in the practice of Sir John Burnet Tait & Lorne. Later,  
he went as part of a group from the United States that 
travelled to Moscow in 1932–33 to act as architectural 
consultants to Gosproyekstroy (the All-State Building 
Trust), which was responsible for implementing factory 
construction and industrial development in the Urals. 
Returning to Sydney in 1935, he became a partner in  
the firm of Herbert, Wilson & Pynor until its dissolution in 
1941. After serving with the US Army Corps of Engineers 
until 1944, he was appointed Head of the School of 
Architecture at Sydney Technical College (later the 
University of New South Wales). It was in this role that in 
1946 he appointed the young modernist architect Morton 
Herman (1907–1983) and recast the curriculum along 
Bauhaus-inspired lines, the first school in Australia to do 
so. Tragically, Pynor died in 1946, aged just forty-five. 

Frank Weitzel was born in Levin, New Zealand, the  
son of German socialists Frederick Weitzel and Maria 
Benninghoven. With the family being persecuted in 
Wellington for their left-wing politics and anti-conscription 
beliefs, Weitzel and his mother migrated to San Francisco 
in 1921 where he studied sculpture, textile design and 
printmaking at the California School of Fine Arts from 
1923. After spending further time studying in New York 
(1926) and Munich (1927), Weitzel relocated to Sydney 
in 1928. There, as Gail Ross has written, Weitzel’s 
‘abstract linocuts, Bauhaus-inspired furniture designs, 
primitive style sculpture and Art Deco printed textiles 
earned him a place among the city’s avant-garde artists’.5 
He was part of the groundbreaking Cubism and Post 

Cazneaux, this room had plain light-grey walls, a light- 
blue ceiling and a floor of black felt. The carpet runner in 
blue, orange and red strips of different thicknesses had 
been woven by Dorothy Wagner (1901–1974), the desk 
was vermilion enamel, the upholstery of the two armchairs 
and couch was dark blue piped with vermilion, and the 
bookcase had an ivory finish. On the window-sill and on 
the bookcase was an array of potted cacti. Both rooms 
appeared more French and Moderne rather than 
Bauhaus in spirit and execution. What was clear even  
at this early stage of the reception of the word ‘Bauhaus’ 
in Australia was that its name and hence its reputation 
fostered caution, even doubt and uncertainty, in aesthetic 
and public circles alike, a perception that would over the 
next two decades change gradually but completely under 
the influence of the Bauhaus diaspora.
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Arriving in Australia in 1930, Eleonore Lange was the first 
of our émigrés to come with a focus on modernism and 
education. Lange’s background in Germany was in 
reform education. Various reasons have been given for 
her early arrival, including a concern with the rising tide 
of Fascism or, alternatively, that she was ‘seeking a land 
of opportunity’ to advance her career as a sculptor. Yet 
she arrived to find that Australia was just as hard-hit by 
the Great Depression as Germany and offered scant 
opportunities in a field such as sculpture.1 Despite the 
dire economic circumstances, Lange was soon actively 
involved in the local Sydney scene as an artist, writer  
and educator.

While the precise circumstances of her arrival are 
often considered obscure, German documents in her 
archive at the Art Gallery of New South Wales suggest 
that she grew dissatisfied with the prospects for 
education reform in Germany and instead sought new 
horizons where traditional attitudes and approaches  
were not so entrenched. At least initially, Lange did not 
indicate to German authorities that she was moving 
permanently to Australia, instead implying that she  
was undertaking a study tour to enhance her career  
in art education.2 

Whatever the reason, it is clear that Lange’s stated 
focus was progressive art education. In Frankfurt am 
Main she had studied sculpture with Karl Stock and 
aesthetics with Hans Cornelius (1863–1947).3 During  
the first years after World War I, she became increasingly 
preoccupied with ‘the social, spiritual and therapeutic 
functions of art’.4 While not a Bauhäusler, Lange was 
pursuing a similar set of precepts. She was exploring 
these wider ambitions for art in terms of colour theory, 
modern abstraction, art education, art and science, as 
well as through non-Western art forms—all areas she 
further developed after her arrival in Sydney.5 Being 

widely read in art history, science and the history of 
optics, Lange was remembered by Bernard Smith as a 
‘vivid’ presence who gave lectures like ‘virtuoso perfor-
mances’; as a result she ‘developed a cult audience that 
followed her from venue to venue’.6 In the second half  
of the 1930s, Lange sought to concentrate her ideas into 
a thesis, On Spectral Colour Forms.7 

A glimpse of the ideas explored in her unpublished 
thesis emerge in her foreword to the catalogue for 
Exhibition I, showcasing Sydney modernism on the eve of 
World War II in 1939.8 While Lange urged greater support 
of abstract art, aspects of her account of modernism are 
fairly standard. She referred to it as a ‘new realm of visual 
existence’ that departed from Renaissance perspective 
and external appearance. Yet Lange’s approach also 
emphasised abstract entities, such as gravitational 
forces, the fourth dimension, ‘mysterious neural laws of 
art’—an art of forces, not of things.9 ‘The musical ear,’ 
she stated, ‘can recognize in any noises, for instance  
the hum in a machine-room, the intervals of sound and 
time-measure of its rhythm.’ Similarly, Lange asserts,  
the modern artist discerns ‘inherent colour-sensations’  
in order to emphasise the structure of ‘colour relations’.10 

Compared with the records of her other activities,  
few artworks by Lange remain.11 In one of her earliest 
creative works in Australia, Lange teamed up with the 
illustrator Edith Lanser in 1932 to stage a performance  
of marionettes at the Basement Theatre at Burdekin 
House.12 Before the performance, Lange lectured on the 
history of marionettes, emphasising their great educa-
tional potential.13 Some reports suggest she took the 
marionettes to Papua New Guinea, a former German 
colony, as a kind of educational experiment.14 Seraph of 
Light, (see page above), a plaster figurine or maquette 
that she exhibited in the Women Artists of Australia 
Exhibition at the Education Department Gallery in 
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Sydney in July 1934, receives the most attention 
because it aimed to realise some of her greatest 
ambitions.15 The work was intended as a memorial for 
Walter Duffield, an astronomer, and first director of the 
Commonwealth Solar Laboratory at Mount Stromlo. 
Although the commission was never realised, Lange 
intended to give three-dimensional form to light.16 The 
plaster model looks vaguely like a sculptural version of 
Marcel Duchamp’s Nude Descending a Staircase, No.2, 
1912, except that its fluted forms ascend to the sky 
rather than travel downwards.17 At its peak, the abstract 
figure is crowned by a sphere. The monument was to be 
composed of glass ‘with the faceted “wings” creating 
form through a spectrum of colour as refracted light’.18 
Lange declared her ambition to be a sculptor of light, but 
she was frustrated by the lack of opportunities and the 
limited technological capacity to carry out her plans.19 

In 1947, Lange finally secured a full-time teaching 
position at the Frensham School, Mittagong.20 The 
position allowed her to re-establish her professional 
career in art education that had been disrupted ever 
since she left Germany. While it is true that there are  
few remaining artworks by Lange, this essay suggests 
that she—like many émigré modernists explored in  
this book—did not necessarily view art education as 
secondary to her art practice, but actually as a significant 
social mission.21 Before and after Frensham, Lange 
continued to give public lectures; for instance, at the 
University of Sydney, on topics like Nietzsche and Goethe 
and, after the war, on Surrealism, modern art and 
increasingly on Aboriginal art. A drawing portrait of Lange 
by Frank Hinder (1906–1992) in 1939 aptly conveys the 
multifaceted aspects of her career. Marionettes appear 
on a stage—this time as rotund gentlemen in suits—with 
Lange herself surrounded by lectures and notes, plus a 
bust of Goethe, while holding a rotating colour wheel.  

(bottom)
Frank Hinder 
Eleonore Lange, 1939

pastel on paper
sheet: 58.0 × 44.0 cm 
Art Gallery of New South 
Wales, Sydney
Purchased 1980
150.1980
© Enid Hawkins

(top)
Eleonore Lange with Edith 
Lanser, ‘Press Photo for  
the Woman’s Budget (of the 
Marionettes) before the  
first performance’, 
29 November 1932

Papers of Eleonore Lange 
Art Gallery of New South 
Wales Archives, Sydney
MS 1990.1

Eleonore Lange 
Seraph of Light (maquette for 
a proposed memorial to Walter 
Duffield), 1934

plaster, green/brown patina
National Gallery of Australia, 
Canberra
Gift of Frensham School, 
Mittagong 1985
NGA 85.420
© Estate of Eleanor Lange
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The early twentieth century saw the development of a 
new type of art education institution, one that assumed  
a central role for the artist in society and promoted the 
production of art in all its forms as an instrument of 
cultural and social change.1 The Bauhaus implemen-
tation of these ideals is rooted in the extensive 
nineteenth-century reforms occurring in the fields of 
science, pedagogy and culture. The influence of these 
reforms was felt in many areas—in public education, 
pedagogical academies and art academies, but also  
in arts and crafts workshops, professional and private 
schools and artists’ studios. These early forerunners 
comprise the historical framework to the pedagogical 
achievements for which the Bauhaus, as the exemplary 
model of this new reform education, is still celebrated  
to this day.

In Germany and many other European countries, 
education in the visual arts has traditionally distinguished 
between the fine arts (painting, sculpture) and the 
applied arts. Instruction in the applied arts at arts and 
crafts schools (Kunstgewerbeschulen) focused on the 
study and imitation of historical styles; it often served as 
preparation for admittance to a formal course of study  
at a fine art academy (Kunstakademie) that was usually 
financially dependent on aristocratic patronage.2 Unlike 
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(page 20)
Ludwig Hirschfeld-Mack 
supervising students in the 
construction of constructivist 
lanterns, Wickersdorf, 1926

© Chris Bell

(opposite)
Ludwig Hirschfeld-Mack 
Farbtafeln (Colour Charts), 
1922–23

watercolour on paper  
27.6 × 28.5 cm 
The Ian Potter Museum of Art, 
Melbourne
The University of Melbourne 
Art Collection
Gift of Mrs Olive Hirschfeld 
1982
1982.0128.015.000
© Kaj Delugan and Chris Bell 
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an ‘academic’ education, which was reserved for the 
upper class, working-class apprenticeships in the crafts 
were based on the credo ‘learning by doing’. Manufact-
urers and workshops supervised a three-year period of 
education, during which practitioners learned on the job 
while attending local business and trade schools on the 
side. An official chamber of crafts or trade (Handwerks-
kammer) would then conduct a final examination and 
confer upon successful apprentices the title of ‘journey-
 man weaver’ (or graphic designer, printmaker, etc.). This 
system is still in place in Germany today.

In the early years of the newly founded German 
Empire (Deutsches Kaiserreich, 1871–1918), there arose 
a growing dissatisfaction with the traditional academy- 
based model of art education. Reliant on royal patronage, 
it was not representative of the aspiring bourgeoisie and 
the growing desire for a democratisation of art produc-
tion. How was it possible, asked the art historian Herman 
Grimm in 1874, that the academies could still strive to 
exert their influence when they ‘had already lost the 
ground beneath their feet’?3 Alfred Lichtwark, director of 
the Hamburger Kunsthalle from 1886 to 1914, sourced 
the dysfunction of the art academies in their locations, 
which had been determined by the needs and pleasures 
of absolutist princes rather than the economic exigencies 
of the new era. The result, he noted, was the develop-
ment of so-called art cities (Kunststädte)—isolated 
outposts where the teaching and production of art took 
place ‘beyond the tides of time, largely as an abstrac-
tion’.4 Lichtwark was the main spokesman for the visual 
arts in the education reform movement (Kunsterzieh-
ungs bewegung), which directed its efforts at children’s 
art education and the role of the fine arts museum as a 
site for learning. Along with other art historians, he strove 
to reform the training and education of artists; they 
argued in favour of an educational model that would not 
dictate the styles to be followed or the materials to be 
used. Instead, the aim was to change the production of 
art through the individualisation of the artist: ‘The future 
of our industry will depend on whether we are deter-
mined to give the next generation a thorough artistic 
education of the eye and a sense of perception.’5 The 
reform movement promoted the principles of workshop 
training for all artists, the creation of master classes and 
the distribution of executive authority to individual 
directors rather than local government.

The economic aspects of the reform movement were 
not to be overlooked. The British Arts and Crafts 
movement had managed to make domestic products 
competitive in foreign markets by means of artisan 
craftsmanship. William Morris, founder in 1861 of the 
English firm Morris, Marshall, Faulkner & Co., a 
cooperative enterprise in which artists and artisans 

worked together to create furniture and artefacts, sought 
notably to synthesise advances in technology, traditional 
craftsmanship and artistic creativity. He and his partners 
rejected the elitist academicism that reserved the study 
of art and nurturing of artistic creativity solely to the fine 
arts and left the teaching of technical skills and knowl-
edge about materials to the applied arts. Learning was 
not regarded by them as a process of imitation but as  
a genuinely artistic practice, leading to the birth of the 
‘designer’ as the influential conjunction of artistic 
creativity, craftsmanship and knowledge of industrial 
manufacturing. 

THE REFORM MODEL:  
A NEW TYPE OF ART SCHOOL 

Though formal art education in Germany remained 
largely an elitist enterprise, in 1902 Hermann Obrist and 
Wilhelm von Debschitz made a distinctive choice to 
combine art school education with workshop training. 
Their Teaching and Experimental Studio for Applied and 
Fine Arts (Lehr- und Versuchsateliers für angewandte 
und freie Kunst) in Munich was the first fully fledged 
example of the new type of workshop school, intended  
to serve a broad range of social classes.6 Less elaborate 
than the later Bauhaus preliminary course, the Debschitz 
school’s basic course (Grundkurs) introduced students  
to various materials and stressed the study of nature.  
The workshops were organised according to material 
(wood, metal, textiles, ceramics, etc.) and conducted in 
cooperation with local manufacturers. Students were 
required to familiarise themselves with the properties and 
uses of each material and could specialise only towards 
the end of their studies. An equal emphasis was given to 
both the design process and production. The school’s 
strong influence upon the Bauhaus can be attributed  
to Paul Klee, who served briefly at the school as an 
instructor in the graphic arts (1908–09), as well as to  
the friendship between Debschitz and Walter Gropius, 
who visited the school in 1914.7 

The level of innovation that the Bauhaus workshops,  
in the 1920s, brought to their interaction with specific 
materials was pioneered at institutions such as the 
Weimar Saxon Grand Ducal School of Arts and Crafts, the 
Darmstadt Artists’ Colony (Darmstädter Künstlerkolonie) 
and the German Association of Craftsmen (Deutscher 
Werkbund).8 Grand Duke Ernst Ludwig of Hessen 
founded the artists’ colony in Darmstadt in 1898 to 
promote the union of arts and crafts and provide new 
economic impulses for his duchy. The artists involved  
in the project, among them Peter Behrens (1868–1940) 
and Josef Maria Olbrich (1867–1908), strove to develop 
modern approaches to building construction and living. 

Metal workshop of the 
Debschitz school, Munich, 
c.1905

Münchner Stadtmuseum
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Ordinarily Australia does not come to mind in terms of 
the postwar recovery of the Bauhaus legacy. Yet through 
the efforts of Ludwig Hirschfeld-Mack it features to an 
extent. He wrote one of the first English language 
accounts of the Bauhaus in 1963, The Bauhaus: An 
Introductory Survey (published by Longmans in Victoria). 
In addition, the first Bauhaus exhibition ever held in 
Australia was based on Hirschfeld-Mack’s collection.  
The account he tells is very specific. 

HIRSCHFELD-MACK’S INVESTMENT  
IN BAUHAUS HISTORY

Hirschfeld-Mack’s ambitions for the revival and recon-
struction of the Bauhaus story were twofold. First of all, 
he was a true believer in the Bauhaus idea and was 
dedicated to retrieving its history, legacy and philosophy 
for a wider public audience. Second, even though 
Hirschfeld-Mack often professed to have little personal 
stake in Bauhaus histories, his commitment to recovering 
its philosophy also meant he had some investment in 
how its story would be retold. He had made a number  
of important contributions to its activities and innovations 
that had been obscured and made efforts to bring  
them to light—as much as he could from Australia. 
These personal contributions relate to the

• development of the first (though informal) colour 
seminar at the Bauhaus, hence his role in examining 
colour and colour theory, which related to his interest 
in the wider application of Bauhaus thinking to art 
education;
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(opposite) 
Around 1938 and 1939 while in 
England, Hirschfeld-Mack devised 
an entire ‘Colour Chord’ orchestra 
in order to teach music to students 
who could not read musical 
notation. He also sought to produce 
this instruments for sale.

University of Melbourne Archives, 
Hirschfeld-Mack Collection, unit 8, 
item 10/1/5/9
© Chris Bell

(Previous page) 
This photograph captures the 
charismatic quality of Ludwig 
Hirschfeld-Mack’s material studies 
demonstration at the 1963 
UNESCO seminar.

National Gallery of Australia, 
Canberra
Gift of Chris Bell
© Chris Bell 2015
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• developments and innovations in the printmaking 
workshop between 1920 and 1925, including a 
variation on the monoprint that combined printing and 
drawing, which he called the Durchdruckzeichnung 
process (press-through drawing);

• the Colour Light Plays (Farbenlichtspiele) with their 
quasi-cinematic, electric-light projections of coloured 
geometric shapes accompanied by music, which 
appeared almost three-dimensional at times  
(see Chapter 12). 

Hirschfeld-Mack received special encouragement from 
prominent former Bauhaus colleagues to contribute to 
the history in these very specific areas. None other than 
Walter Gropius—who remained ever committed to the 
Bauhaus legacy and how it was told—wrote to him in 
1937 heralding his focus on reform education. The 
educational mission was central to the Bauhaus 
ambition, Gropius reiterated, and emphasised the 
importance of introducing young people as well as 
teachers to its methods. In the former director’s opinion, 
Hirschfeld-Mack and Josef Albers were among the very 
few capable of carrying out this educational mission.1 
Interestingly Hirschfeld-Mack and Albers both began at 
the Bauhaus as students and both ended up teaching  
at the Weimar Bauhaus.2 Yet, when the Bauhaus moved 
to Dessau in 1925, Hirschfeld-Mack did not receive an 
appointment like Albers. Rather, he stayed in Thuringia 
and taught at Wickersdorf as well as at the School of 
Architecture in Weimar (Staatlichen Hochschule für 
Handwerk und Baukunst) under the directorship of  
Otto Bartning, an institute modelled along Bauhaus lines  
after it moved on.3 Eventually he moved into children’s 
education full-time. Some have explained Hirschfeld-
Mack’s subsequent low profile in the Australian art world 
as due to his focus on art education; yet, twelve years 
later, Gropius made it clear that in his eyes, this shift of 
focus into education did not constitute an artistic sideline 
or marginal position for a Bauhäusler, but the pursuit  
of a goal fundamental to core ethos of the Bauhaus. 

Another prodding of Hirschfeld-Mack to participate  
in the recovery of the Bauhaus goals and history came 
from Albers. This time it appeared in a much later letter, 
written in 1958 when Bauhaus histories were beginning 
to emerge. Albers warns Hirschfeld-Mack that he is 
concerned about the misconceptions advanced (perhaps 
unintentionally) in a short book published in 1957 by 
Heinz Peters, Die Bauhaus-Mappen. Albers complains 
that Peters’s book fails to credit both of them 
adequately—but particularly Hirschfeld-Mack for his 
pivotal role in its original production. What jars Albers is 
that Peters thinks Klee, not Hirschfeld-Mack, designed 
the covers.4 Albers prompts Hirschfeld-Mack to 

(opposite)
Hirschfeld-Mack with his 
daughters, including the 
youngest, a baby Ello (Ellinor), 
Wickersdorf, c. 1929

© Chris Bell

(above)
Wickersdorf home

After the Weimar Bauhaus, 
Hirschfeld-Mack taught in a 
reform education school in 
Wickersdorf known for its 
progressive agenda.

© Chris Bell
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