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Introduction

AVisual Approach to the
History of Swiss Graphic Design
and Typography

Sandra Bischler, Sarah Klein,
Jonas Niedermann, Rudolf Barmettler,
Michael Renner

The present volume, Visual Arguments,contrib-
utes to Swiss Graphic Design Histories by
providing a window onto an imaginary archive
consisting of the familiar, as well as the
unknown, entities of Swiss Graphic Design
and Typography. This window is divided into
twenty-five “visual arguments"—image
clusters—each of them raising a specific topic
that has not hitherto been subjected to histor-
icalinquiry. These arguments reveal aspects
of design and typography practice, education,
and discourse in Switzerland from the early
20th to the turn of the 21st century that go
beyond the “metanarrative™ of the so-called
“Swiss Style.”?

Our curated selection of images consists
of graphic and typographic works, photo-
graphs, spreads from books and journals,
letters, legal documents, and student work.
By bringing these documents to the fore in an
image-centered context ratherthanina
text-centered volume, Visual Arguments
intends to provide an annotated collection of
sources related to the history of Swiss
Graphic Design and Typography. The argu-
ments here derive from the visual source
material, and are formulated in short accom-
panying essays.

This selection of documents derives
from the respective fields of expertise of the
contributing researchers, such as the peda-
gogy of graphic design and typography, their
underlying networks of practice, and their
publication and dissemination strategies.
These diverse contributions focus on specific
phenomena, events, personalities, clients,
and philosophies, though without any claim
to completeness. By presenting each source
document in large format and untrimmed,
we hope to foster a sense of immersion in its
design, materiality, and detail that promotes

the reader’s visual engagement with it: this is
a low-threshold form of access to primary
source material that enables every reader to
form his or her particular understanding

of what is a multifaceted history. Altogether,
these Visual Arguments constitute an argu-
ment in favor of a critical reevaluation of what
has been taken for granted as the history of
Swiss Graphic Design and Typography.

With this aim of reexamining the dominant
historiography, the editors of this volume
approached archives as being both essential
to tracking down the sources on which the
established historical narratives are based,
and a means of detecting empty spacesin
the history of visual communication—those
aspects that have hitherto remained
unknown, hidden, neglected, or intentionally
suppressed. According to Michel Foucault,
archives are neither the totality of texts writ-
ten for a specific scientific field stored ina
repository, nor the complex of institutions.
Instead, he describes them as the invisible
forces, rules, and value judgments that lead to
the enunciation of a discourse, its appear-
ance and transformation, before history is
written.® In order to reveal the invisible forces
that led to the current historical narrative

of Swiss Graphic Design and Typography, we
have regarded the empty spaces of estab-
lished archives as being as important as the
objects they hold.

Under this premise, the authors of this
volume have been collecting primary sources:
from private legacies to the records of edu-
cational and federal institutions, the dusty
cellars of collectors, and the archives of trade
associations. A selection of our findings is
presented here as a kind of visual “counter
archive” complementing the limited number
of objects of visual communication that
reoccur throughout the metanarrative of
Swiss Design and Typography.

Visual Arguments is based on an understand-
ing that historiography transcends the
widespread preconception of defining history
through the linearity of a written text, referring
to written sources. This is indicated by com-
mon definitions of historiography, such as the

” u

“writing of history,” “the principles, theory,
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and history of historical writing,” or the “prod-
uct of historical writing: a body of historical
literature.” Traditionally, the sense of sight,
one of our means of having sensory expe-
riences, has been considered inferior to the
experience of ideas, concepts, and language
in the context of Western epistemology. This
dichotomy of the sensoryand the conceptual
is often traced to Plato’s understanding of the
“idea” as a superior means of arriving ata
true understanding of the world.®

However, a critique of this distinction can
also be traced throughout the history of
Western thought, from Spinoza to Nietzsche
and to recent philosophical positions of
embodiment informed by cognitive science.®
In the 20th-century aftermath of these re-
considerations of the sensory experience in
the assessment of truth, the status of images
was transformed, in order to overcome an
epistemology based exclusively on proposi-
tional argumentation implemented through
abstract symbol systems such as language
and mathematics.

Itis not only in the field of art and visual
communication that images have become
omnipresent, but also in daily life, in political
processes, and in the economy. Image cre-
ation has become of interest in psychology,
anthropology, and in the natural sciences,
where images are employed increasingly as
arguments in highly standardized creative
processes.’ Inthe case of the humanities, for
example in philosophy, sociology, or the
historical sciences, attention was directed
towards an inquiry into what images are, and
what role they can play in knowledge pro-
duction.®

Graphic design history—as a sub-disci-
pline of design history—came to the fore
during the 1980s as an emerging academic
field of study in its own right.° As a discipline
primarily dealing not with works of art, but
with objects of visual communication, graphic
design history can be seen as part of the
epistemological shift that acknowledged the
contribution of the visual sense to knowledge
production in cultural history. Its objects of
investigation conform to an expanded under-
standing of the image. However, design
history has widely adopted methods of selec-
tion and description from art history, the

result being an overemphasis on the narra-
tion of masters and masterpieces—something
that has been criticized within its own field.”
Today, even contemporary history ac-
knowledges that visual documents, such as
maps, collected postcards, private photo-
graphs, movies, posters, and advertisements,
provide levels of information that linguistic
sources are not able to transmit." Visual his-
toryis arelatively novel research field in
contemporary history, and it offers new per-
spectives, encourages the development of
newtypesofresearch questions,and is further
developing its methods of image analysis.”

The abovementioned shift in favor of the
visual can be considered to be the foundation
of the present volume, Visual Arguments.
In his quest for a visual epistemology, Rudolf
Arnheim’s writings on visual thinking, which
were informed by Gestalt psychology, can
provide a theoretical framework for the ideas
behind this volume. From his point of view,
“cognitive operations called thinking are not
the privilege of mental processes above and
beyond perception, but the essential ingredi-
ents of perception itself.”® He lists operations
that we perform consciously or uncon-
sciously in the process of perception: “active
exploration, selection, grasping of essentials,
simplification, abstraction, analysis and
synthesis,completion,correction, comparison,
problemsolving,as well as combining, sepa-
rating, putting in context.”* And he concludes
that “Visual perception is visual thinking."®

Another possible theoretical framework
for this volume can be developed in accor-
dance with hermeneutic methodology.® When
an interpretation of objects of visual com-
munication is recorded in the form of an
essay that takes into consideration previous,
or alternative interpretations, this allows
the beholder of the image to evaluate his or
her own visual experience in comparison
to the one proposed in the text. So the func-
tion of images has to go beyond that ofa
mere, small-format reference to the original,
and must allow the beholder-reader to view
in the visual document as many of its original
qualities as possible.

Viewing an image has been described as
both a seductive experience and an act with
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epistemic potential. For a means of differenti-
ation between these two possibilities, we can
refer to a description of seeing by Gottfried
Boehm. He observes thatwe can beimmersed
in an image and take partinit. Orwe can
analytically evaluate an image, keeping our
distance to it while taking it apart.”

The researchers contributing to this
volume have had both experiences. Finding
an object in an archive and selecting itamong
others can be described as an intuitive
process of taking part. And the analytical pro-
cess must happen during a conscious act of
taking the found visual object apart, while
also considering other sources and perform-
ing operations of viewing. Since the immer-
sive and analytical approaches to seeing are
not divided into two strictly separate phases,
but rather alternate continuously, we can
understand them as the core of a process
of continual negotiation between the sensory
and the conceptual. In these operations,
images are active material constellations that
reveal or point (zeigen) at something, and
guide a dialogue with the beholder.

This deictic quality of images, their ability
to point, to present, to reveal, or to provide
insight, has been used to draw a distinction
between images and the propositional
structure of language. Dieter Mersch defines
the epistemological potential ofimages as
their ability to provide evidence:

[...Jit[the potential of truthfulness of the
imagel] is rather based on a specific
‘format of truthfulness’ of showing, of
demonstrare, illustrare or performare,
which does not originate from the logic
of reason, but from the structure of
evidence. ([...] vielmehr beruht sie [die
Wahrheitsfahigkeit des Bildes] auf

dem spezifischen ‘Wahrheitsformat’ des
Zeigens, dem demonstrare, illustrare
oder performare, welche allerdings nicht
der Logik der Begriindung entstammen,
sondern der Struktur der Evidenz.)®

Leaving theoretical foundations behind us,
and coming back to the concrete examples of
visual argumentation presented in the current
publication,animage providing “evidence” is

a snapshot of graphic designer Cornel Windlin

burning the controversial publication Benzin
in front of an audience of studio visitors. This
photograph and the circumstances of its
creation are reflected upon in the contribution
“Blogpost.”

A critical negotiation between the eviden-
tial and seductive character of images is
the focus of the contribution “Reproductions.”
It juxtaposes installation views of an exhi-
bition of student work with the original exhib-
its—or rather, their close-up reproductions.

The continuous negotiation between the
sensory and the conceptual when looking
atimages is represented by a large group of
documents that combine propositional
logic and visual evidence, being both text and
image—a discipline-immanent feature of
visual communication. The contribution
“Timetables” makes institutional documents
visually available: their content and appear-
ance—such as their typographic composi-
tion—reflect both structures and shifts within
an institution.

“Christmas Cards” compares the visual
and textual aspects of the self-representa-
tions of a design studio, revealing hierarchies
within the agency. The essential changes
in the visual strategy of another institutional
actor—the Swiss Design Awards—are ana-
lyzed and queried in “Award Catalogs.”

Other contributions touch upon certain
“empty spaces” in established archives by
shifting the focus of interest from the individ-
ual designers towards other actors in design
production, such as clients. “Corporate
Printed Matter”engages with the Italian com-
pany Olivetti, while “Advertisements” ana-
lyzes the graphic design of the company Gygi.
These contributions also identify designers
excluded from the Swiss graphic design
canon, and question the power structures and
value judgments behind their exclusion.

The diversity of our authors, who come
from both practical and theoretical back-
grounds, is reflected in their respective
approaches to the visual material in their con-
tributions to Visual Arguments. Close analy-
ses of images, taking the archival material as
a dedicated starting point, are placed next
to more contextualized approaches towards
the documents, and to contributions that
discuss the appearance of images in different
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media. The nature of these documents decid-
ed the titles of these contributions, which
are ordered in a way that hopes to provide a
diverse mixture of themes, approaches, and
authors. Instead of a linear narrative, our
more fragmented arrangement results in
thematic and ideological contrasts, leaps in
time and place, and juxtapositions of known
and unknown names. Overall, this approach
bolsters our arguments for the creation
of a “counter archive” for the history of Swiss
Graphic Design and Typography.

Instead of another grand historical narra-
tive or a linear chronology, we here develop
a multitude of historical story lines—histo- 3

-

ries—that create meaning in a relationship to 4

each other and to the currently established

narrative. These histories do not intend to

overwrite what has been written before, but

aim to foster a discourse that allows us 5

to engage with the phenomenon of Swiss

Graphic Design and Typography from a more 6

informed, up-to-date point of view.
7
8
9
10
1l
12
13
14
15
16
17

18

10

Lyotard 1984 (1979): XXIV.
According to this metanarrative,
“Swiss Style” or “International
Style” typography and graphic
design, or simply “Swiss Typog-
raphy”, emerged out of a group
of almost exclusively male,
Swiss design “pioneers” from
the early 1950s onwards, and
has become an international
success mainly because of the
quality and innovation of the
oeuvres produced. For over-
views of the topic—with varying
levels of critical engagement
with this narrative—see Bignens
2000; Brandle et al. 2014;
Hofmann 2016; Hollis 2006; and,
less recent, but still common,
Miiller-Brockmann 1971.

See Foucault 2006 (1969): 26-37.
See the entry “Historiography”
in the Merriam-Webster online
dictionary: https://www.merri-
am-webster.com/dictionary/
historiography (accessed Apr. 17,
2020).

See Plato, Politeia: VII 514-541.
See also Heidegger 2010 (1961):
121; Riegg 1999: 7.

See Damasio 2018: 209. See also
Lakoff & Johnson 1999: 95.

A prominent turning point was
Nietzsche's rejection of the hier-
archical relationship between
the sensory and what he calls
the supersensory. He called for
nonhierarchical understanding
and desired a continuous nego-
tiation between the two. See
Nietzsche 1954 (1889): 963. See
also Heidegger's interpretation,
Heidegger 2010 (1961): 118-148.
Mersch 2006: 95-116.

See publications on visual
culture studies and Bildwissen-
schaft such as Mitchell 1994;
Boehm 1994.

Regarding the emergence of
design history and its sub-
disciplines as academic fields in
the late 1970s and 1980s, see,
for example, Walker 1989: 1-2.
For graphic design history, see
De Bondt & de Smet 2012b.
Design history’s methodological
orientation towards a “history
of styles,” which is influenced by
antiquated art history methods,
remains a reason for critique.
For a discussion of this problem,
see Fallan 2014 (2010): 8-10.
See Danyel, Paul, & Vowinckel
2017: 1.

See the summary of the devel-
opment of visual history in

the German-speaking world
since 1986 in Paul 2017: 16-18.
Arnheim 1997 (1969): 13.

Ibid.

Ibid.: 14.

Gadamer 1997 (1977): 32-57.
See Boehm 2019: 25.

Mersch 2005: 327.
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clients diversity

Advertise-
ments

Ueli Kaufmann, Sara Zeller

The exhibition Swiss Graphic
Designers, a compilation of
exclusively Modernist work by
twelve Swiss designers, was
shown in art museums all
across the USA from 1956 until
1958.' The last page of the
accompanying catalog shows
adesign by the Bernese
designer Adolf Fliickiger (an
unknown name today) that
is labeled as a “promotional
booklet for [a] painting and
plastering concern.”?[Fig. 1]
In fact, it was the back cover
of an exhibition catalog for
Kunsthalle Bern, which
between 1942 and 1960 almost
continuously featured new
advertisements for the paint-
ers and plasterers F. Gygi +
Co. While arange of artists
was commissioned to design
the advertisements (among
them well-known names such
as Bernhard Luginbdihl, Dieter
Roth, and Otto Tschumi), most
of the Gygi ads originated in
the studios of three Bernese
designers, namely Hans
Hartmann, Kurt Wirth, and the
abovementioned Adolf
Fliickiger. [Fig. 8]
Acloserlook at this
long-lasting series reveals a
wide array of solutions far
removed from any formal dog-
mas. Restricted only by the
means of reproduction—
monochrome or two-color let-
terpress with line or half-tone
blocks, woodcuts, and
linocuts—the ads range from

alternative actors

the strictly typographic to
abstract and illustrative works.
Sometimes their style lets
oneattribute them to a specific
designer, while at other times
they appear to be experiments
without any connection to

the work of any one person.
Flickiger’s contributions
demonstrate great diversity,
which suggests that the selec-
tion featured in Swiss Graphic
Designers was determined

by the stakeholder’s own pro-
gram—for they chose a Gygi
ad that would fit their Modern-
istagenda.

By contrast, the reception
of these Gygi advertisements
shows that it was in fact
their diversity that was espe-
cially lauded by many of their
Swiss contemporaries.®In
the specialist press, this phe-
nomenon was explained
by the company’s attitude to
patronage, its unusually open
commissioning policy, and
the “artistic honesty” of the
designers they commis-
sioned.* Both parties were
praised accordingly.® [Fig. 2]
The Gygi designs were
frequently featured in publica-
tions and exhibitions. In
1954 the Bernese publishing
house Stampfliissued an
entire book that was dedicated
to the advertisements made
for Gygi since 1942, and in the
same year it was chosen
as one of the Most Beautiful
Swiss Books.” [Figs. 3, 6, 7]
Two examples of lettering for
Gygi were also shown in the
Lettera type catalog: the issue
of 1961 features geometric
lettering, while a playful ornate
version was published in
1976.8 [Figs. 4, 5] The Gygi
advertisements show a differ-
entfacet of Swiss graphic

regionalism

advertisement 12

design. They do not corre-
spond to the dominant linear
narrative of Modernist de-
velopment, but reveal a stylis-
tically diverse reality.®

1 See Zeller 2021. It was planned
and executed by Allon Schoener,
a curator at the Cincinnati Art
Museum, and graphic designer
Noel Martin. However, the
selection of works and design-
ers was provided by Josef
Miller-Brockmann and Armin
Hofmann.

2 Contemporary Arts Center 1957:

n.p.

See Oeri1948: 338.

See Riidlinger 1953: 343.

See Ibid. A similar example of an

extraordinary client-customer

relationship can also be wit-
nessed in the case of Olivetti.

See “Corporate Printed Matter,”

in the present volume.

6 See Ridlinger 1953; Fischli &
Rotzler 1955: 13; TM 1961; Gygi &
Stampfli Verlag 1958; Marti 1955.

7 See Gygi & Stampfli Verlag 1954;
Fischer 2004.

8 See Haab & Stocker 1960 (1954):
76; Haab & Hattenschweiler
1976 (1961): 105. The geometric
lettering is also shown in TM
1961:10. The ornate lettering is
featured in Rudlinger 1953: 343;
Gygi & Stampfli Verlag 1954: 22.

9 The works of Hans Hartmann
also bear witness to this. Fritz
Gygi also seems to have
supported individual careers of
graphic designers, for in 1958
he published a book about the
work of Hans Hartmann
together with Stampfli, which
was distributed as a New Year’s
gift to their clients. See Gygi &
Stampfli Verlag 1958.

o bW
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Fig. 1 Advertisement for F. Gygi + Co., Adolf Fliickiger.
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Fig. 2 Various advertisements for F. Gygi + Co., different authors.
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Single spread from Schinste Schweizer Biicher 1954, showing the prize-winning book
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Fig. 4 Lettering for F. Gygi + Co., Hans Hartmann.
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Lettering for F. Gygi + Co., Hans Hartmann.
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New Year’s card for F. Gygi + Co., Kurt Wirth.
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Fig. 7 Advertisement for F. Gygi + Co., Bernhard Luginbiihl.
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Fig. 8 Two catalogs of Kunsthalle Bern featuring advertisements for Gygi and a cover
design, Adolf Fliickiger.
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historiography

Reproduc-
tions

Sandra Bischler, Sarah Klein

At the end of the 19th century,
Swiss arts and crafts schools
began arranging student
exhibitions on a regular basis
in order to present what was
taught and created in their
classrooms and workshops to
the interested public, experts,
and potential students. In this
way, the schools themselves
also gained an overview of the
state of their education, and
could become aware of any
need to formulate new goals.!
The schools usually did not
place the focus of these exhi-
bitions on individual achieve-
ments, but on giving an overall
picture of their educational
programs.2 However, in 1941
an extensive exhibition of
student works by the arts and
crafts department of the Allge-
meine Gewerbeschule (AGS)
Basel put its specialist class
for graphic design in the fore-
ground: the Fachklasse

fur angewandte Graphik.® This
Fachklasse had been re-
formed during the previous
tenyears, and according to
the school directorate itself, it
had become one of its most
important arts and crafts
classes.*[Fig. 9]

This increase in signifi-
cance may be one explanation
for the fact that the 1941 exhi-
bition was documented with a
comparatively large series of
photographs that reproduced
the arrangement of student
work on the exhibition walls.

photographs

exhibitions

[Figs. 10,12, 14, 17,19] This
series of forty-nine black-and-
white exhibition photographs
provides us with an overall
picture of AGS design and
graphic design education in
the early 1940s, a period that
is otherwise only sparsely
documented.® Although the
photographs can provide
evidence about certain educa-
tional principles, they also
lure researchers into ventur-
ing interpretations that can
turn out to be somewhat over-
hasty. This becomes clear
when comparing the photo-
graphic reproductions with
those student works that have
been preserved, or with
teaching materials and written
documents.

For example, the fact that
Hermann Eidenbenz's course
Vorbereitendes Zeichnen®
(Preparatory Drawing) for
graphic designers included
both black-and-white drawing
exercises and colorful paper
collages only becomes clear
when we encounter an original
student work from the
Eidenbenz archive that initially
seems to be identicalto a
work documented in the exhi-
bition. [Figs. 10, 11] However,
the teacher’s signature on the
original, its later dating (1943),
and the 180-degree rotation
indicates that althoughitisa
very similar work, it is not
the one shown in the photo-
graph—and itimplies that
Eidenbenz's students most
likely worked from templates
in class.’

Similarly, some of the stu-
dent work from Ernst Keiser'’s
courses for graphic design
and chemigraphy apprentices
was obviously based ontem-
plates. This becomes clear

templates

curriculum 22

when comparing the exhibi-
tion photograph [Fig. 12] with a
work from the teacher’s
archives, entitled “template.”
[Fig. 13] According to Keiser's
description, these exercises
with geometric shapes and
grids served as “familiariza-
tion with clean craftsmanship
and technically correct

use of tools and materials”
(Gewohnung an hand-
werklich-sauberes Schaffen
und technisch-richtigen
Gebrauch von Werkzeug und
Material).2 The same exercise
was also taught in the first
year of the Fachklasse fur an-
gewandte Graphik.®

The exhibition wall of the
technical course Lithographie
(Lithography) [Fig. 14] showed
exercises that enabled the
student to explore different
drawing tools and the material
characteristics of the litho-
graphy stone, [Fig. 15] and also
featured a large variety of
applied exercises. For exam-
ple, an abstract advertisement
with constructive lettering,
[Fig.16] points beyond the
technical course Lithographie
towards the applied graphic
design courses taught
by teachers such as Theo
Ballmer. [Fig. 121]

The exhibition catalog
also tells us that the section
Fotografie (Photography)
in the 1941 exhibition was
Ballmer’s responsibility. The
exhibition photograph, [Fig.17]
however, does not let us
discern that Ballmer's very
technical photographic
course was also extended to
encompass applied work,
such as the layout of a non-
fiction book on animals that
is preserved in the AGS library.
[Fig. 18] Another exhibition
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wall entitled “Schrift” showed
the historical part of Ballmer’s
lettering course, [Fig. 19]
beginning with antique letters
and continuing with their
development. Ballmer had
published ateaching concept
in 1939 that included a timeline
of letterform development,
down to contemporary
forms. [Fig. 20] This teaching
concept reveals that Ballmer
also provided templates,
which were then reproduced
with minimal modifications
by the students.

As shown in the case of
the student exhibition of 1941,
the installation views allow
us to categorize and date orig-
inals (albeit approximately)
that are often found unlabeled
and undated in various collec-
tions, libraries, archives, and
private estates." Comparisons
with originals or other docu-
ments, however, raise ques-
tions that take us away from
the smooth surface of the
photographs into the deeper
layers of graphic design
education. Their point of inter-
section shows us both what
we can learn from such photo-
graphs, and when they in fact
raise new questions.

photographs

-
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See Kienzle 1923: 1-2.

See Gewerbemuseum Basel
1923: n.p. See also Das Werk
1941: XX.

In 1941, this class was called

the “Fachklasse fiir angewandte
Graphik.” However, over the
decades, this terminology
shifted several times. The most
common name was “Fachklasse
fir Graphik.”

On the increase in importance of
the Fachklasse fiir angewandte
Graphik compared to other arts
and crafts branches, such as
decorative painting or glass
painting, see Allgemeine Gewer-
beschule Basel 1941b: 5. For

the reorganization of the Fach-
klasse, see Allgemeine Gewer-
beschule Basel 1938: n.p.

Little attention has so far been
paid to this period, probably
because of the difficult source
situation. Only recently have
certain overviews of the history
of graphic design education
touched on this period. See, for
example, Hofmann 2016; Vetter,
Leuenberger, & Eckstein 2017.
See Allgemeine Gewerbeschule
Basel 1941a: 18.

The same exercise can be found
on a documentary photograph
in the private archives of
Hermann Eidenbenz, where it is
signed with the name (Theo)
Ferrari. See Klein 2019: 158.

See Keiser 1939: n.p.

The exercise also exists in the
archives of former Fachklasse
students Ferdinand and Beatrice
Afflerbach, Plakatsammlung
der Schule fiir Gestaltung Basel,
Box 28.

Ballmer did not name what he
regarded as the most contem-
porary letterforms, but his
diagram of the historical devel-
opment of lettering ended with
constructive lettering and
handwriting—the two lettering
styles that he used almost
exclusively for his applied work
at that time.

Student works that were shown
in the exhibitions of the Allge-
meine Gewerbeschule Basel
also often do not contain signa-
tures. The school claimed these
as its intellectual property,

as they were created under the
auspices of its teachers.

See Directorship of Allgemeine
Gewerbeschule Basel 1920: n.p.

23
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Fécher und Lehrer

Lelchenkurse

Farba und Foarm: Fritz Baumann,

Projektionszeichnen, Perspektive und Schattenlshre : Paul Artaria,
| Jakeb Murmenthaler,

| Parspektivisches Skizzieren: Paul Artaria.

Gegenstands- und Modellzeichnen: Teo Eble, Ernst Buchnar,
[ Haermann Maeyer,

| Maturstudien und Landschattszsichnen : Ernst Buchnar, Hermann
| Meyer,

] Gedichiniszeichnen : Tea Eble.
Schriff: Teo Ballmer,
Vorbersitendes Zeichnen fir Graphiker: Hermann Eldenbenz.

Praktische Kurze

Papier und Karten: Emil Kretz.

Holz= und Modellbau: Jakeb Mumenthaler,
Arbeit In Ton und Glps: Emil Knéll.
Textilarbeit: J. M. Kocan,

Fachklassa fir Angewandte Graphik

Die Anforderungen des Wirtschaftslobens an den Graphiker sind
seit dem Ende des Waeltkrieges, als die Bedirfnisse einer gestoigar-
ten und zugleich differanzierten Propaganda zu befriedigen waren,
ganz erheblich gréler geworden. Nicht nur bediant sich heute dla
Werbegraphik sdmilicher graphischer Techniken, nBmilch aulier
der Lithographie In stelpendam MaB auch der Photographie und
der auf ihr beruhenden photomechanischen Reproduktionsver-
fahren, der Typographie usw., sendern auch die Technlk der
Woerbung selbst hat sich durch die Beobachiung lhrer peycho-

Fig. 9 Spread from exhibition catalog Ausstellung von Schiilerarbeiten der kunstgewerblichen
Abteilung showing an article about the Fachklasse fiir angewandte Graphik, Allgemeine
Gewerbeschule Basel, 1941.
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logischen Grundlagen auBerordentlich entwickelt und differenziert.
Die Fachklasse hal die Avigabe, Krifto auszubilden, die diesen sahr
hohen, vislseltigen Anspriichen gendgen kdnnen. Sie st derjenige
Teil der Abteilung, der sich in den letzten Jahrem am méisten ver-
Endart hat. Meus Ficher auf technischem Gebiet, die Typographie
urd Photographis, wurden eingelihrt,. Aber asch sachlich erwaitar-
tan sich ihre Aufgabes. Das Gebiet der Mode, das dar Werbung
durch die Graphik besonders beddritg ist, und das Spezialgebiet
dar Zaichen und Marken wurden zum Gegenstand besendarar Kurse
gemacht ; durch einen Vorbereitungskurs werden die Schiler in die
Art des graphischen Darstellens eingeflhet ; ein Kurs Ober  Werbe-
lehre' glbt dem Schiler den notwendigsten Aufschlu@ dber die
psychologischen Grundiagen dor Reklame.

Man hirt edwa einmal Stimman, die in Erinnerung an die Plakate
von Hodler, Amied, Cardinaux und andemn Kinstlarn alnen kinst-
lerischan Misdergang des schweizerischen Plakates feststellen
wollen, Sie vergessen, dal das konstlarische Gelegenheitsplakat,
mit dem der glinzende Aulstieg der schweizerischen Plakathunst
begann, heute nur einen kleinen Teil des Gesamigebletes dar
Werbagraphik darstellt und dal in unserer Zeit der Graphiker vor
die Aufgabe gestellt ist, nicht nur der Ankindigung won Festen,
Kunstausstallungen, Aufflihrungen usw. zu diensn, sonderm die
Badlrinisse der im Konkurrenzkampf stehenden Wirtschaft zu
befriedigen. Hiobei ist es mif kinstlerischer Eigenart und Phanta-
sle allain nicht getan, Es gilt, den Werboazweck lebandig zu erfassen
und for Ihn die adaquate kinstlerische Form zu finden. Dies
verlangt aber eine von der individuell kinstlerischen Arbait ver-
schiedene, sehr eigenarlige, aber durchaus nicht wenlger wertvolle
gaistig-klinstlerische Leistung.

Die schweizarischen Schulen, wor allom Basel und Zhrich, dirfen
darauf hinweisen, dal sie an der Schaflung eines Stammes aus-
gezeichnater graphischer Krifte und damit auch am internationalen
Ansahen der schweizerischen Graphik einen wasenllichen Anteil
haben.

17

curriculum

25
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Fig. 10 Installation view of the “Fldche” panel and the “Linie” table, exhibition of
student work, anonymous (photographer), Hermann Eidenbenz (teacher), Allgemeine
Gewerbeschule Basel, 1941.
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Fig. 11 Teaching aid from the course Vorbereitendes Zeichnen with the theme “line
surface,” Hermann Eidenbenz, Allgemeine Gewerbeschule Basel, 1943.
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Fig. 12 Installation view of the section “Chemigraphen und Graphikzeichner,” exhibition
of student work, anonymous (photographer), Werner Koch (teacher), Allgemeine Gewerbe-
schule Basel, 1941.
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Fig. 13
Allgemeine Gewerbeschule Basel, before 1939.

Template for basic exercise, Ernst Keiser, Fachklasse fiir angewandte Graphik,
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Fig. 14 Installation view of the “Lithographie,” section, exhibition of student work,
anonymous (photographer), Werner Koch (teacher), Allgemeine Gewerbeschule Basel, 1941.
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Fig. 15 Student work from the lithography course, Marta Hirschmann (student), Werner
Koch (teacher), Fachklasse fiir angewandte Graphik, Allgemeine Gewerbeschule Basel, before
1941.
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Fig. 16 Kern Reisszeuge, student work from the lithography course, anonymous (student),
Werner Koch (teacher), Fachklasse fiir angewandte Graphik, Allgemeine Gewerbeschule
Basel, 1941.
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Fig. 17 Installation view of the “Fotografie,” section, exhibition of student work,
anonymous (photographer), Theo Ballmer (teacher), Allgemeine Gewerbeschule Basel, 1941.
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Fig. 18 Tierbilder durch Wort und Skizzen erliutert, student work from photography course,
Heiri Strub (student), Theo Ballmer (teacher), Fachklasse fiir angewandte Graphik,
Allgemeine Gewerbeschule Basel, 1940.
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Fig. 19 Installation view of the “Schrift” section and the “Signet, Zeichen” table,
exhibition of student work, anonymous (photographer), Theo Ballmer (teacher), Allgemeine
Gewerbeschule Basel, 1941.
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Fig. 20 Spread from the brochure Unterricht fiir Schrift (lettering course) including a

timeline of letterforms (bottom right), Theo Ballmer, Fachklasse fiir angewandte Graphik,
Allgemeine Gewerbeschule Basel, 1939.
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clients practice

Corporate
Printed
Matter

Chiara Barbieri,
Davide Fornari

The Olivetti company was
established in1908 in Ivrea. Its
multifaceted visual outputs
were crucial in developing a
“corporate diversity” that,

far from repeating a stiff
design formula of brand, logo-
type, institutional colors and
typefaces, provided an ideal
workingenvironment for Swiss
graphic designers, photog-
raphers and art directors.' The
relationship between

Olivetti and the Swiss graphic
designer Walter Ballmeris
acase in point. In 1955 Ballmer
was hired by Adriano Olivetti
as one of fourin-house art
directors. He worked for the
typewriter company until 1971,
when he established
Unidesign, his own design stu-
dio. Olivetti was arguably

the most prominent client for
whom Ballmer worked. His
experience there had a
remarkable impact on his
career that went well beyond
the mere client-designer
relationship.

At Olivetti, Ballmer was in
charge of designing printed
advertising materials for type-
writers, photocopiers, and
office furniture. Most of his
works feature a bold use of
typography in association with
either photographs or abstract
compositions. His poster for
the exhibition Stile Olivettiis a

advertisement

good example of Ballmer’s use
of typography as a construc-
tive, visual element of his
graphic compositions. [Fig. 21]
This poster was declared the
Best Swiss Poster for the year
1961.21n 1970, Ballmer was in
charge of the redesign of the
Olivetti logotype as part of
the company’s rebranding.
[Fig. 22] His logotype was the
latest evolution of a corporate
identity that had been devel-
oped over the years by
key graphic designers such as
Xanti Schawinsky and
Giovanni Pintori. Ballmer's
contribution to the redesign of
Olivetti's visual identity was
featured in a number of inter-
national design magazines,
which put him in the spotlight
and quite possibly gave
him sufficient leverage to be
elected amember of the
Alliance Graphique Internatio-
nale (AGI)in1970.

Just as Ballmer contrib-
uted to the visual identity
of Olivetti, so was his public
image shaped by the work
he did for the company.
Indeed, the media coverage of
his work was largely bound
up with the company. Today,
his presence in museum
collections across the world is
still limited to the works he
designed for Olivetti. Ballmer
was well aware of the benefits
of being associated with
Olivetti. Over the years, he
used the company’s network
and media presence to build
up his own careeras a
concrete artist. His brochure
forthe photocopier Olivetti
Copia105is a good example of
this self-promotion, as the
cover's background features a
large abstract painting by
Ballmer himself. [Fig. 23] Ina

publications

Italy 38

similar manner, his modular
sculptures can be spotted in
many photographs of the
office furniture series Synthe-
sis.

The pamphlet for the pho-
tocopier Copiall and the
poster for the touring exhibi-
tion Olivetti Innovates allow
us to peekinto the advertising
department. Both artifacts
conceal details that help dis-
close the identity of the
designer. At Olivetti, neither
art directors nor assistants
were allowed to sign their
work, so all graphic output
was anonymously attributed
to the Olivetti advertising
office. Nevertheless, some
assistants came up with strat-
agems to flout the rules and
declare their authorship. For
example, Urs Glaser included
a photocopy of an envelope
with his name and address in
the spreads of the Copialll
pamphlet,®[Fig. 24] while Anna
Monika Jost sneaked her initial
AM/Jinto the poster Olivetti
Innovates.*[Fig. 25] Besides
these issues of clandestine
authorship, both the pamphlet
and the posterillustrate the
uneasy power dynamics
between the art director and
his assistants: often, the brand
discourse of the company—
for which the contribution of
designers was crucial—essen-
tially obliterated the designers
themselves. As such, these
visual artifacts provide a more
complex and nuanced image
ofthe advertising department
than the one reiterated in the
literature.

1 See Shapira 1979.

2 See Pfeiffer-Belli 1962.
3 Glaser 2018.

4 Jost 2015.
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Stile

Geschichte und Formen einer italienischen Industrie

Fig. 21 Poster for the exhibition Stile Olivetti. Geschichte und Formen einer italienischen
Industrie (Olivetti style. History and forms of an Italian industry), held at Die Neue Sammlung
in Munich, Jan. 15-Feb. 25, 1962, Walter Ballmer (graphic design), 1962.




clients practice advertisement publications Italy 40

EEE D RN
LA EEdRET

Oivedtt. olivetti olivetti olivetti

1_...'...'!.1."\\1‘!.1‘\1.-_‘

Fig. 22 Spread from the booklet presenting the new Olivetti logotype for internal use,
Segno e disegno di una firma (Sign and design of a company), Walter Ballmer (graphic design),
1971.
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Fig. 23 Cover of the commercial brochure Olivetti Copia 105. Desk-top copier, Walter Ballmer
graphic design), date unknown.
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Fig. 24 Spread from the commercial brochure Copia II, Walter Ballmer and Urs Glaser

(graphic design), 1970.
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advertisement publications Italy
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olivetti

Fig. 25 Poster for the exhibition Olivetti Innovates, held at the City Hall in Hong Kong,
Oct. 19-25, 1966, Walter Ballmer and Anna Monika Jost (graphic design), 1966.
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skills training

Entrance
Exam
Concept

Sarah Klein

What kind of talent and tem-
perament does one need to
become a graphic designer?
Artistic gifts, manual skills,
quick comprehension? And
who decides who is suitable
fortraining in graphic design?
Inthe mid-20th century, ad-
mission to the graphic design
programs at Swiss arts and
crafts schools was generally
subject to an extensive apti-
tudetest,includinganentrance
exam. The same applies
today for students wishing to
pursue a bachelor’s degree

in visual communication. In
one specific case, we can use
drafts for the examination
procedure to trace the
changes in requirements for
this course from one year

to the next.

In 1959, the entrance
exam for the Fachklasse Grafik
(Graphic Design Class) at the
Kunstgewerbeschule Zirich
(Zurich School of Arts and
Crafts) lasted three full days.
Two-and-a-half days were
intended for drawing
exercises. Over four more
hours, the applicants were
tested in the fields of calli-
graphy and composition, and
had to write a short essay
on the topic “Why have
I chosen graphic designas a
profession?™ [Fig. 26]

Josef Miiller-Brockmann,
the then head of the

schools profession
Fachklasse Grafik, proposed
major changes in his draft
forthe entrance exams. For
the following year, according
to his draft, the exam should
be extended by one more day.
Miiller-Brockmann eliminated
calligraphy and almost halved
the time for drawing exer-
cises, butincreased the time
for writing essays to half
aday. [Figs. 27,28] Inthese
essays, the applicants were
not only required to explain
their motivation and their
ideas about the profession,
but also examined for their
level of cultural education

in subjects such as architec-
ture, music, the fine arts,
photography, literature, and
graphic design. From today’s
perspective, the questions
included about political opin-
ions seem particularly inap-
propriate. On the basis of the
extant documents, it is impos-
sible to determine which
answers spoke for or against
admitting a student, and how
heavily these were weighted
in the evaluation.

Josef Miiller-Brockmann
considered including the
analytical intelligence test by
Richard Meili as a final task
in his draft exam. [Figs. 29, 30]
The Meili test aimed at
classifying different types

of intelligence. Its results were

intended to reveal the appli-
cants’ “a) [...] more logical-
formal [intelligencel, b) a vivid,
concrete [intelligence], ¢) an
analytical, more receptive
[intelligence, ... or] d) an easily
combining, inventive intelli-
gence.”

A comparison of the con-
cepts for the entrance exams
in 1959 and 1960 reveals
the direction in which Miiller-

regionalism 45

Brockmann desired to steer
the Fachklasse Grafik—and
probably the entire profession
with it.2 Whereas in 1959 the
focus was still on drawing,
craftsmanship, and technical
skills, in 1960 Miller-Brock-
mann expected every appli-
cantfor the graphic design
course to be ready to assume
social, political, and cultural
responsibilities.

1 Miller-Brockmann 1959: n.p.

2 Meili 1951: 301. “a) [...] mehr
logisch-formale, b) auf eine
anschaulich konkrete, c) auf
eine analysierende, mehr rezep-
tive [...oder] d) auf eine leicht
kombinierende, erfinderische
Intelligenz.”

3 Miiller-Brockmann did not
pursue these goals any further
at the Kunstgewerbeschule
Zirich, but left the school in
1960.
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Fig. 26 Entrance exam for the Fachklasse Grafik, Josef Miiller-Brockmann, Kunstgewer-

beschule Ziirich, 1959.
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Draft for the entrance exam for the Fachklasse Grafik, Josef Miiller-Brockmann,
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Fig. 28 Draft for the entrance exam for the Fachklasse Grafik, Josef Miiller-Brockmann,
Kunstgewerbeschule Ziirich, 1960, second page.

[%5 hr. Why do you want to become a graphic designer?

Y5 hr. What does a graphic designer do?

Y hr. What does a graphic designer look like, what should his character be, his approach to the profession, to the world, to his
clients, etc.?

2 hrs. Who are the best architects working today, internationally speaking? Why? Who are the best painters? Why? Who are the
best sculptors? Writers? Dramatists? Musicians? Composers? Photographers? Graphic designers? Politicians? What people
have done something for their fellow human beings? What is the most beautiful new house in Zurich? What don’t you like about
Zurich?

Possibly Meili test. ]
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Fig. 29 Cover of Tests analytiques d’Intelligence (Analytical intelligence tests), Richard Meili,
Test-Verlag Basel, ca. 1951.
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Fig. 30 Chapter “analogies” of Tests analytiques d’Intelligence (Analytical intelligence tests),
Richard Meili, Test-Verlag Basel, ca. 1951.
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Installation
View

posters

Sara Zeller

As they strolled through the
exhibition Swiss Posters, which
traveled through Europe, the
USA, and South America from
1949 to 1952, visitors encoun-
tered two posters for a refer-
endum on women'’s suffrage
in Switzerland from 1946
placed side by side. [Fig. 31]
The poster on the left advo-
cated the implementation of
women'’s suffrage, showing
three women and three men
drawn with fine lines in the
unmistakable style of graphic
designer and artist Hans Erni.
Their equally muscular,
androgynous body shapes
hardly allowed one to distin-
guish between the two sexes,
which corresponded with
the equality being promoted.
The poster on the right, by
Donald Brun, showed a fly sit-
ting on an abandoned pacifier,
referring to an envisioned
scenario of what would hap-
pen if the housewife was
“distracted” from her motherly
duties by politicalinvolvement.
Brun’s posteris an example
of the illustrated Sachplakat, a
popular design style practiced
primarily by Basel-based
designers during the 1940s.!
This traveling exhibition
was organized by Pro Helvetia,
a foundation funded by
the Swiss government that is
responsible for cultural pro-
motion at home and abroad.?
As part of a series of similar
endeavors whose task was to

practice exhibitions
represent the country on an
international stage, The Swiss
Poster must be seenin the
context of Swiss cultural
diplomacy.® The voting post-
ers were not just examples

of Swiss poster design; they
also provided visitors from
abroad with an insight into the
country’s political system of
regular referendums.* Direct
democracy is regarded as

a factor that stimulated the
development of Swiss poster
production.® However, a spe-
cific style of political poster
or a uniform identity for

the different parties cannot be
observed until the 1970s.°
Accordingly, the posters by
Erniand Brun represent

their respective designer’s
personal approach, rather
than that of any specific party
or political grouping.

Besides providing an
example of the extent to which
political battles manifested
themselves on avisual level in
Switzerland, these posters
also provide insights into the
topics that were current
in Swiss politics during the
1940s.lt is surprising,however,
that these posters on wom-
en’s suffrage were among
those chosen for purposes of
national representation, as
their content unmistakably
depicted Switzerland’s retro-
grade reality as one of
the last European countries to
continue to deny women
the right to vote; it was not until
1971that women’s suffrage
was granted on afederallevel.’

representation 51

This style was predominant at
the Swiss national poster award
“Beste Plakate des Jahres”
during the 1940s until the mid-
1950s. See APG 1991: 30-111. See
also “The Basel School,” in the
volume Tempting Terms.
Regarding the Swiss national
poster award, see “Die besten
Plakate / Les meilleures
affiches,” in the volume Tempting
Terms.

Regarding the founding years of
Pro Helvetia, see Hauser, Seger
& Tanner 2010: 18-24.

In her PhD dissertation, the
present writer focuses on the
exhibition The Swiss Poster,
analyzing the impact of traveling
exhibition formats on the
perception of Switzerland as a
graphic design nation. About
Swiss cultural diplomacy, see
Gillabert 2013.

Direct democracy enables the
Swiss population to take part

in political decision-making pro-
cesses at communal, cantonal,
and national level on a regular
basis. Parliamentary decisions
can be called into question, and
alterations and amendments
can be proposed to the Federal
Constitution. For further expla-
nations about the Swiss political
system, see Swiss Federal
Council 2019. For a historical
account of democracy in
Switzerland, see HLS 2016.

In 1919, the federal parliament
began to be elected by propor-
tional representation, and it
was at this time that voting post-
ers gained in importance. To
this day, posters remain a vital
aspect of every referendum and
election in Switzerland. See
Richter 2014a: 36; Margadant
1983: 243.

See Margadant 1983: 243.

See Schaser 2009: 107.
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Fig. 31 Installation view of the exhibition Swiss Posters, organized by Pro Helvetia,
Helmhaus Ziirich, 1949.
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Student
Work

Sandra Bischler

In aninternal reportto the
Department of Education of
the Canton of Basel-Stadt

in 1946, [Fig. 32] Berchtold von
Grunigen, director of the Arts
and Crafts Department of

the Allgemeine Gewerbe-
schule (AGS) Basel for the past
two years, informed his super-
visory authority about a
seemingly marginal change to
the curriculum of the Fach-
klasse fur Graphik' (Graphic
Design Class):

“[...]the subject ‘Graphics’
was divided into two different
subject fields and thus we
achieved a more pronounced
consideration of experimental,
strict graphic design in addi-
tion to commercial graphic
design[...]”

([...] das Fach ‘Graphik’
[wurde] in zwei verschiedene
Fachgebiete getrennt und
damit eine ausgesprochenere
Berucksichtigung der experi-
mentellen strengen Graphik
neben der Gebrauchsgraphik
erreicht.)?

Von Grunigen’s brief noti-
fication hardly stood outin
the five pages of this typewrit-
ten report, and was approved
without further ado by the
authorities. Furthermore,
incorporating opposing design
philosophies was not a novelty
onthe curriculum of the
Basel Fachklasse fiir Graphik.®
However, von Griinigen’s
notification paved the way for
the official sanctioning of an

teaching

essential degree of educa-
tional diversity in the graphic
design program that would
leave avisible mark on the
Fachklasse’s future outcomes.
[Figs. 33, 34, 35, 36, 37, 38]

The school now offered
two separate main courses for
graphic design, which were
officially named “Graphik A"
and “Graphik B” shortly
afterwards.* Two new teach-
ers with deliberately different
approaches were hired on
an equal footing as the main
teachersforthe Fachklasse:
Donald Brun for the “commer-
cial,” Numa Rick® for
the “experimental, strict”
approach. Rick was followed
two years later by Armin
Hofmann.® This educational
model remained in place over
the following decades,
and differed from that of other
Swiss schools such as the
Kunstgewerbeschule Zirich,
which hired one teacher
for the main subject of graphic
design’

The profile of the two
courses was further defined in
the following years in official
publications by the school.
According to the directorate,
the course Graphik Awould
trigger “the student’s libera-
tion from conventional design
approaches”® through its
focus on formal reduction and
the Gesetzmaéssigkeiten (regu-
larities) of graphic design.®
Even though the final student
work from Graphik A con-
sisted of the common “com-
mercial” tasks of the graphic
designer (such as making
posters or advertisements),
their starting point was not
illustrative depiction, but
an exploration of basic formal
means. As can be seenin

culture and commerce

skills 53

many student works, the
color palette was reduced to
black and white, and forms
were abstracted, playing with
graphic translations instead
of depicting productsina
naturalistic manner. [Figs. 34,
36, 37]

According to the AGS, the
educational approachin
Graphik B was based on the
assumption that a product
should be presented in the
most appealing way possible,
according to psychological
aspects of advertising prac-
tice.” Products were thus rep-
resented figuratively or humor-
ously, using awide range
of colors and playful pictorial
illustrations in combination
with lettering. The materiality
of a product or the variety
of abrand’s assortment was
emphasized using illustrative
or painterly means. [Figs. 33,
35, 38]

Both courses were man-
datory over the entire four-
year duration of the graphic
design program, and they
were able to build on a large
number of fundamental
drawing courses, mostly pro-
vided by local artists such
as Walter Bodmer, Julia Eble,
Theo Eble, and Max Sulzbach-
ner. The high proportion of
drawing courses in the Fach-
klasse is reflected in the
student records from that
period."[Fig. 39]

Students would eventually
combine the skills and prin-
ciples learned from all these
courses. Therefore, similar
principles of composition and
drawing become visible
across the students’ work and
link the seemingly contrary
graphic design approaches
once more.?[Figs. 37, 38]
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The underlying terminology
also shifted. Whereas von
Grinigen had justified his rein-
forcement of the “strict”
direction in his report of 1946
by emphasizing its “experi-
mental” potential, the situation
changed some fifteen years
later. “Strict, more sober
graphic design” (strengere,
nlchternere Graphik) was
now presented by its support-
ers as a widely established
approach compared to out-
dated, artistic, painterly, and
humorous graphic design.”
Achange in favor of radical
reduction was also noticeable
at AGS Basel, such as in stu-
dent works or the creation of
new courses.” Another
semantic change was evoked
by the popularity of “strict”
graphic design and typogra-
phy from the late 1960s
onwards, which itself had to
face the accusation of being
commercial, or not experi-
mental enough.® If we leave
these terminological shifts

to one side fora moment (they
were often strategically
motivated), it is still remark-
able that von Griinigen in 1946
deliberately generated such
friction within the school’s
Fachklasse fur Graphik. This
also reflected the diversity of
the mid-century Swiss graphic
design scene, which was far
from homogeneous.'

teaching
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Over the decades, the Allge-
meine Gewerbeschule (later
Schule fiir Gestaltung) Basel has
used a wide variety of termi-
nology for this Fachklasse, such
as “Fachklasse fiir Graphik,”
“Fachklasse fiir angewandte
Graphik,” “Fachklasse fiir
Gebrauchsgraphik,” and
“Grafik-Fachklasse.” For pur-
poses of simplification, the
author will keep to the most
common term, “Fachklasse flr
Graphik,” throughout this text.
von Griinigen 1946a: 3.
Illustrative and constructive
approaches had coexisted since
the early 1930s, when the school
had substantially diversified

the curriculum. See “Teaching
Materials” in the present vol-
ume.

See von Griinigen 1946b: 9-10.
Also known as Walter Ricken-
bacher (1902-1973).

See von Griinigen 1947: 3.

The main graphic design teach-
ers at the Kunstgewerbeschule
Zurich included Ernst Keller
(1921-1956), Josef Miiller-
Brockmann (1957-1959), and
Rudolf Bircher (1960-1976).

“[...] Befreiung des Schiilers

von herkdmmlichen Gestaltung-
sarten,” von Griinigen 1946b: 10.
See Gewerbemuseum Basel
1956: n.p.

See Ibid.

See Gewerbemuseum Basel
1946: 23.

In retrospect, owing to this
blending of educational princi-
ples, the Fachklasse alumni

are often unable to attribute
their student work to any partic-
ular course.

Rotzler 1963: 57. Several alumni
of the Allgemeine Gewerbe-
schule Basel were included in
Rotzler’s article in Du magazine,
which presented the magazine’s
own selection of contemporary
young graphic designers.

For example, the Weiterbildung
(Advanced Class for Graphic
Design), initiated by Armin
Hofmann and others at the
Allgemeine Gewerbeschule
Basel in 1968, did not pursue the
dual model of the Fachklasse.
See Hofmann 1969/1970: 542-
567.

See the oral statement by
Donald Brun, cit. in Aebersold
1974: 2.

See, for example, Fischli &
Rotzler 1955. See also “Adver-
tisements,” in the present vol-
ume.

54
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Fig. 32 Letter to the Erziehungsdepartement Basel-Stadt, concerning timetables and pro-
grammatic changes for the summer semester 1946, Berchtold von Griinigen (school director),
Allgemeine Gewerbeschule Basel, Mar. 19, 1946 (copy).

[Fachklasse fiir Graphik: after the resignation of Mr Rolf Rappaz, specialist lecturer for graphic design, the subject “Graphik”
was divided into two different subject fields, and thus we achieved a more pronounced consideration of experimental, strict
graphic design in addition to commercial graphic design.]
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Schaffhauser
wolle

Fig. 33 Poster design “Schaffhauser Wolle,” student work from the Fachklasse fiir
Graphik, Teresa Christ, Allgemeine Gewerbeschule Basel, 1953.
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Fig. 34 Design for a Swiss stamp “Pro Juventute,” student work from the Fachklasse fiir
Graphik, Rudi Meyer, Allgemeine Gewerbeschule Basel, 1958-1963.
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Fig. 35 Poster design “Bally,” student work from the Fachklasse fiir Graphik, Teresa
Christ, Allgemeine Gewerbeschule Basel, 1951-1955.
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talophoniors ins Ausland

Fig. 36 Poster design “PTT—telephoniere ins Ausland” for Swiss Post, student work
from the Fachklasse fiir Graphik, Kurt Hauert (attributed), Allgemeine Gewerbeschule Basel,

1953-1957.



schools diversity teaching culture and commerce skills 60

€

A - o das Borhwirtsams Schrackenkekimplursarrsnel B Frodull der JIR Gy AT Bacel

Fig. 37 Poster design “Anti-ck” snail repellent, student work from the Fachklasse fiir
Graphik, Georg Staehelin, Allgemeine Gewerbeschule Basel, 1958-1963.
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Fig. 38 Poster “Textil AG,” student work from the Fachklasse fiir Graphik, Suzanne
Senn, Allgemeine Gewerbeschule Basel, 1951-1955.



schools diversity teaching culture and commerce skills 62

Fig. 39 Student record from the Fachklasse fiir Graphik, showing the variety of courses
and the grades for performance, but also “behavior” and “diligence,” Allgemeine Gewerbe-
schule Basel, 1951-1953.
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technology typography

Chrono-
logical
Diagram

Roland Friih, Ueli Kaufmann

In his 1980 publication Type
Sign Symbol, Adrian Frutiger
included atwo-page diagram
that visualized a parallel
development of letterforms
and means of transportation.
[Fig. 40] Referring to the idea
of a Zeitgeist, he explained:
“The human spirit of each
century resounds from its
type-forms, which in a formal
manner accompany the
achievements of the century
like a reflection.”

Chronologies of styles
and references to a “spirit of
the time” were nothing un-
usual in publications by Swiss
graphic designers.2 Timelines
were a common feature®—
and often they culminated in
the authors’ own methods or
works. These designers, itis
evident, used a historiographi-
cal approach to contextualize
and substantiate their own
practice. However, prominent
figures such as Karl Gerstner*
and Josef Muller-Brockmann®
(to name just two) went even
further in their own accounts,
claiming that their methods
and styles should be seenasa
key to the future.® The archi-
tectural historians Nathalie
Bredella and Carolin Hofler
have claimed that this strategy
was part of a much wider phe-
nomenon:

“During late modernism,
the promise of not only

publications

vaguely, but also precisely
predicting the future had
acquired enormous prestige.
When evoked, this predictive
project lent power, legitimacy,
and a cohesive identity
to endeavours in almost any
realm of society and culture
[..]"7

But even though Frutiger's
chart also ends in the future,
it seemsto tell a different
story. Rather than presenting
his own work as a clear vision
of whatwas to come, his
illustration showed a simplis-
tic sci-fi spaceship accom-
panied by a mere question
mark. By 1980, according to
his accompanying essay,
technological systems and
production processes had
become too complex for non-
specialists to understand.
As aresult, any basis for being
able to divine possible paths
for further innovation fell away,
and the question Frutiger
asked in the last line of the
caption to his diagram—
“What does the future hold
in store?"®—had to remain
unanswered.

historiography

—_

type design 63

Frutiger 1980: 42-43.

See Kinross 1984: 150.

See André Giirtler’s contribu-
tions in the journal Typo-
grafische Monatsblétter
(Glrtler 1963; Girtler 1969).
See Gerstner & Kutter 1959.
See Miiller-Brockmann 1971;
Miller-Brockmann 1986.

For a more in-depth analysis
and comparison of these
aspects in Gerstner and Kutter’s
Die neue Graphik and
Miller-Brockmann’s A History
of Visual Communication, see
“Cave Paintings,” in the volume
Tempting Terms.

Bredella & Hofler 2017: 33. See
also Doering-Manteuffel 2007:
566.

Frutiger 1980: 43.
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Adrian Frutiger’s graphology of the past—and the future, published in his book
Type Sign Symbol, 1980.
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typography practice

Type
Catalog

Constance Delamadeleine

Initially named Neue Haas
Grotesk, Nouvelle antique
Haas, or Haas,'and later
renamed Helvetica in 1960,
the Swiss typeface designed
by Max Miedinger for the
Haas'sche Schriftgiesserei AG
was released onto the market
in1957. In the early 1960s,
Albert Hollenstein became
the official agent of the
Foundry Haas, and launched
the typeface Haas onto the
French market in 1961. It

was exclusively sold by Studio
Hollenstein, first for hand-
setting, and later for photo-
composition. [Fig. 42] Hollen-
stein widely advertised Haas
in different French profes-
sional reviews dedicated

to graphic design, typography,
and industrial design, such as
Esthétique industrielle.

As reported by Francine
Tourneroche, a French
employee of the Studio, Haas
was in France “new, revo-
lutionary, light, elegant and
modern.” Hollenstein had
probably anticipated that the
launch of this new typeface on
French soil would be an asset
for his business. Hence his
systematic use of Haas as the
main element when compos-
ing the self-promotional doc-
uments of his Studio, which he
combined with a sober layout
typical of the “Swiss Style.”

All this emerged as part of the
Studio’s endeavor to represent
itself as modern. [Fig. 41]

self-promotion profession

Hollenstein’s business strat-
egy aimed first and foremost
to spread a typographic style
that came from Switzerland:
“We are coming out of a
period when typography from
Switzerland left its mark
on publishing and advertising.
And this typography has its
typefaces. For me, it was not
enough to participate inthe
launch of a typographic style.
Atthe same time, it was nec-
essary to import the typeface
that was the soul of this trend.”
(Nous sortons d'une péri-
ode ou latypographie venue
de Suisse a marqué I'édition et
la publicité. Et cette typo-
graphie a ses caracteres. Pour
moi, il ne suffisait pas de par-
ticiper au lancement d'un style
typographique. Il fallait en
méme temps apporter les car-
actéres qui étaient I'ame de
cette tendance.)*

1 See “Swiss Made” and “Typog-
raphy,” in the volume Multiple
Voices.

Malsy & Langer 2009: 47.
Tourneroche 2017.

Hollenstein 1968: 30.

HPWON
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Fig. 41 Cover from a typesetting catalog, Studio Hollenstein, ca. 1965.
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frofer bign fort b caquDlon Fees Une Gousso O @l, varaer b win ol metire sur b Iy wl, Aiuter e 285

Iratter bien fort le caguelon avec une gousse d'ail, verser @ vin @ metire sur le 554

frotter bien fort le caquelon aveg une gousse dail, verser Ie vin &l m 259
frotter bien fort le caguelon avec une gousse d'ail, verse 25
frotter bien fort le caguelon avec une gousse d'a 25

frotter bien fort le caguelon avec une go 25
frotter bien fort le caquelon ave 2

frotter bien fort le caquel 2

fesemaod Danrf S0

fegflgy Doire FOFT I CEIQUEIE &vec Uk pOGESd 0w, VilfSer i@ Vin of meling Sor la fiHy, &

abcdelghiimnopgratuvwryzabc 124567630 ABCDEFGHWELMNOPQRSTUNNXEY.L

Fig. 42 Spread from a typesetting catalog, Studio Hollenstein, ca. 1965.
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training

Legal
Documents

politics

Rudolf Barmettler,
Jonas Niedermann

InJune 1930, the Federal
Council enacted the Swiss
Federal Act on Vocational
Training. [Fig. 43] It replaced
the cantonal apprenticeship
laws' and became effective in
most cantons through various
introductory laws.? [Fig. 44]
The Federal Act—the imple-
mentation of which was dele-
gated to the cantons under
the supervision of the Federal
Council—dealt in general
terms with requirements for
training in all industrial profes-
sions. Itlaid down rules on
jobtitles and training authori-
zations, defined the prerequi-
sites for establishing an
apprenticeship relationship,
and regulated the duties

and rights of masters and
apprentices. It thereby estab-
lished the framework for

an obligatory apprenticeship
contract, defined the relation-
ship between professional
teaching and obligatory voca-
tional schooling, and pre-
scribed uniform apprentice-
ship exams for the whole

of Switzerland. On the basis of
this Federal Act, the Federal
Office—in collaboration with
professional associations—
compiled regulations for voca-
tional training, apprenticeship
exams, and diplomas and
master craftsman exams for
all professions.® In the case of
Graphiker (graphic designers),
these training regulations only

associations

came into force after World
War ll,in 1948. [Fig. 45]

The trade schools aimed
to classify their school-based
vocational training within
the scope of this new law—
especially the Fachklassen
(subject classes) of the arts
and crafts departments.

The following questions arose:

How are the Fachklassen
recognized by law? How does
the recognition of school-
based vocational training in
the Fachklassen relate to
vocational training in practice,
and how do final, internal
school exams relate to the
final apprenticeship exams?
How does the curriculum

for the Fachklassen comply
with the minimum require-
ments of the newly developed
training regulations?

With the new Federal Act
on Vocational Training, new
authorizing bodies emerged.*
These all assumed official
responsibility for vocational
training, and entered into
relationships with the respec-
tive schools. The Federal
Act also intensified the link
between trade schools and
professional associa-
tions, which were granted
important powers with regard
to the training programs.

Up to this point, arts and

crafts schools ortrade schools

had rarely approached the
authorities or professional
associations proactively in
order to negotiate framework
conditions for their training
programs or to present them
with improved pedagogical
concepts.® We may assume
that school directors and
department heads for their
part were happy if no

one from officialdom made

education policy

schools 70

representations to themin
this regard. However, once the
associations were given a
voice in the organization of
trade schools, training
programs, and curricula, the
school directors were ulti-
mately compelled to liaise with
them and negotiate anew

the content of their curricula.

1 In the Canton of Zurich it
replaced the Apprenticeship Act
of 1906. See Kantonsrat Ziirich
1937.
In the Canton of Zurich in 1938.
See von Griinigen 1938: 61.
The Bundesamt fiir Industrie,
Gewerbe und Arbeit
(BIGA) (Federal Office for Indus-
try, Trade and Labor), the can-
tonal trade offices, the municipal
authorities, vocational counsel-
ling, the trade inspectorates, the
supervisory commissions of the
trade schools, the Arbeits-
gemeinschaft stadtischer Ge-
werbeschulen (Syndicate of
Municipal Trade Schools), the
Supervisory Sections of the Arts
and Crafts Departments, and the
Swiss Werkbund (SWB).
5 With the exception of the nego-
tiations on the reorganization
of vocational schools, we have
found no evidence of any
proactive exchange with the
authorities in the archives.

SN
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L
Abouf der Referendwmafrisd: 50, Beplomber 1550,

Bundesgesetz
fiber
die berufliche Ausbildung,
(Vom 28, Juni 1350.)

Dis Bundesvorsammlung
dar sehweizerischen Eidgoncssemnsshatt,

gestilizt aaf Art. S8 der Bondesvertassong,
mich Efnstehi elnsf Bobichaft dei Bandesritss vom 9. Novemmber 1923,

beschliasat:
Absthuitt 1, Geltongshereich.

Art. 1,

Dissca Gesots gilt fir die Ausbilduog sa Berafen des Handwerks,
der Indusirie, des Verkehrs, des Handsls ond werwasdier Wirtschafts-
rwgige. Durch Versrdaueg (Art. 58) kiooes néhere Beslimmengen Gber
den Geltungghersich erlasasn woerden,

Ergahan gleh im Emeslialls Zwoilal fibar dis Unberstollung unber des Ge-
eotz, 8o entscheidet daritber die zustindipe kantonale Feehfieds (Art. M,
Aba. ). Dhis Vorwaltongsbeschweards an den Bundsarat nach Act. 22 und
folgends dos Bundesgesetzes Ober die ebdgenissiche Verwaltunge- und

Whﬂmﬂﬁm
Gesotz gilt such, mit Avsnahoe der Vorschrifton fiber die kantonalen
Befugrisss, fir die demn Buondespesets dber die Arbeit iz den Fabriken
untoretallion Bedriebs duHmdumﬂdﬂhnmuﬁuTnupm
acatalton, Der Bundesrat ist ermichbigt, weitere Personal
Ennl-m und der koossssionderten Tmmumummm:um
8
Abschnitt 11. Barufslehrs.
A. Versossetzongen des Lebrverhilinisses,
Ark. .

Al Lelolinge im Bimoe des Guselzes gellen, unter Vorbebslt der ge-

sotzboken Vorsshriften fiber das Mindestalior, dis ans der Prmamschul

*) Biehe Gesetmaammlung, BL 4, 5 779,

Fig. 43 Swiss Federal Act on Vocational Training, Federal Council, Bundesamt fiir
Industrie, Gewerbe und Arbeit (BIGA) (Federal Office for Industry, Trade and Labor), 1930.
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I, Bundpagesatz dber die berufliche Auasbildang.
II. Verordoung I zun: Husdeggosms dber Qi boraficho Awsbildang,

Bundeszesetz [ €
aber I"-\ I :

die berufliche Ausbildung:,
(Vom 26, Josi 1930

Die Bundesversammlung
der sehweiserisehon Eidgonossenschaft,

geatilzst anfl Arl. 845 der Huandesverfesung,
nach Eingicht einer Bofechoft des Bundesrates vom 0. November 1635,

Lesehliceai:

Abschnlit I Geltongsboreich.

Ark 1.

he=cs Gesetz gilt foe die Ausbibdung =o Berufes des Handworks,
der Industric, des Yorkohrs, des Handels und veroandier Wirtschafis-
gweize. Durch Yerordnuog (Art. B5) kannen nihecs Bestimmungen Ohar
den Geltangsheraich erlasten wordes,

Ergoben sich im Eineelialle Zweifel diber die Unterstollong unier das Ge.
setr, so entscheidet deriber die zustfindige keotonale Bohdrde (Art. 54,
Abs. B}, Dhp Vereml{engabeschwesde an den Bundesmat nach Ark. 2% und
felgende des Bundesgesobzes dbor dis ebdsendssiiche Verwnltongs- und
Dizzsiplinarrechtapilege ') st zulissig,

Das Gesetz gilt nweh, mit Avsnabimo dor Vorschriften Ghber die kantonalen
]Je!u.,."r-iw. fir dia dem Bnmiﬂ;;r.—ml'_t iber die Arbeit in dem Fabrken
untersteliten Betrolo des Bundes uwod der konscsstoniorien Transport-
pnstallen. Dor Bondesrat ist ermbichligl, weitere Porsonalkatezorden des
Baopdes ond der kemzssiopierien Transportanstalien dem Gesobze zo unders

stellen.
Yy A8 M, 7T,
I = 1 o 1
L |

Fig. 44 Cantonal Introductory Act to the Federal Vocational Training Act, Cantonal
Council, Amt fiir Industrie, Gewerbe und Arbeit (KIGA) (Office for Industry, Trade and
Labor Zurich), 1938.
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raphiker

Reglemente
kber

die Lehrlingsaushildung und die Mindestanforderungen
der Lehrabschlusspriifung im Graphikerberafe

I. Hr'-'g!q'-nl.q'-nt aher die f..rhrTinEmm.h'tIihmE

1. Hi.-!l:':ru'ut fiber die ."!ll'ﬂl:le:tnnt'n:-rd-tnmgﬁl der Lohrabechhss:s
prifung

L.
ez sulponaeaigehs Volkawirtseharll idepartemant,
nach |1||.|1H.'|R|Ilh' vioay Artikel & Absalz 1, Astikel 19, Absaie 1, und
Artshel 19, Abendz 1, des Hondesgescizss vorn 26, Jami 1980 dhor die bomoflieho

Anshildunz (n der Folge Bundisgetze genannd] and vom Arfakel 4, § und 7
dir sugschéngen Yerombnang [ vom 3. Desember 1932, erlisst nachsiebendiz

Reglement iiber die Lehrlingsanshildung im Graphikerberufe
1. Bemishezeichnung und Labrzeitdanar

Bernfsbentschonung: Graphiker, Graphikerm

Under dieser Benmohiune wenden dic nur enbwerfensch, aber mcht selber
reprocluletiv titigen Fachlente verstanden,

e Daser der Leticeeil eledgt 4 Jahice,

Die wasdbralige Eantonale Behfrds kann im Einzeltslle unter den Voraos-
erlEUigeE Vil Artikel 1%, Absatz 2, des '||l||l'|:|.|1ﬂg.:l':l-|.-l.?:|-.|. i .'.Ill'_1|'|l.|l.:u Wi
mormalen Lehreeitdaner bewillizen,

Lehalimge diirfem nar an Betrielen (Ateliers) ausgebialdet wenden, die in
i J..-H:{\'I aipd, dai aain e l.fllrgll-r.:mmr'l ek Tt Filfor 8 wa vornmibelm.
Lahresister, die sich bloss in e La1iv] |h||.|:l'|ll::lh-:||. .‘;-nll.-lhl.rj:l'lh:l_ll lul'.iili].[llrl.
wie Schub-, Kntalag, Schriftens ooy Ingeratenseichner, kimmen o dans
Lashrlimge anmehmen, wenn e die verstehaw] srwihnten Bedingungen in
willesn Unnfnng erfiillen.

£, Beschrinkang der Zahl der Lehrlinge

I"il'!|H 1E|. Moigler allein g .ll:r]'H'\'r'. wy clarl & j.-h'lli!iﬂ Fiisr |-il'||_-|| I.l.-l"|rl|r'|'|.|:
amellden. Fin sweiter Lehrlimg darl erst angeommen wenden, wenn nabsn
emy Meistor sthelip mindestors fOpf pelernte Grphiker (Graphikorinnm)

T — ke

Fig. 45 Regulations on Apprenticeship Training and Minimum Requirements for the

73

Final Apprenticeship Exams in the Profession of Graphic Designer, Bundesamt fiir Industrie,

Gewerbe und Arbeit (BIGA) (Federal Office for Industry, Trade and Labor), 1948.
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awards

Award
Catalogs

Jonas Berthod

In 1989, the Swiss Federal
Office of Culture (SFOC) pub-
lished the first catalogs for
the mostimportant design
competition in the country, the
Swiss Design Awards (SDA).
This concise publication listed
the winners, showed a few
images of their work, and pro-
vided their CV or a short
description of them. [Fig. 461
Until 2000, the SFOC main-
tained a similar editorial
approach. It was akin to the
design competition catalogs
of other countries, such as
the International Biennale of
Graphic Design Brno. [Fig.47]
By comparison, the 2002 SDA
catalog could not have been
more different. The brief to the
catalog designers, a new,
Zurich-based graphic design
studio called Elektrosmog,
explained that the SFOC in-
tended to create a publication
offering a “critical discussion
of [...] design in Switzerland.”
The publication’s name itself
provided the program: entitled
Swiss Design 2002, it inferred
that its contents would
provide a full overview of the
Swiss design scene, even
thoughthere wereonlytwenty-
four winning projects in

the publication. By presenting
itas such, the SFOC sent the
message that the SDAwere
the place to be. ltwas an
attempt at strengthening the
awards, the relevance, repre-
sentativity, and quality of

culture and commerce

career

which had meanwhile been
questioned.? A keystone of
this strategy was the use of a
visual language that enhanced
the “hype.”® The briefto the
designers took the publication
Benzin from 2000 as a point
of reference.*[Fig. 48] Like the
SDA publications, Benzin also
showed a selection of young
Swiss graphic designers. But
unlike other design catalogs,
its layout was also a space for
experimentation that had
an impact on the Swiss design
scene.®

The design of Swiss
Design 2002 was used to cre-
ate an added layer of dis-
course around the awards.
The book opened with photo-
graphs reproducing the
dossiers, presenting them like
pieces of evidence. [Fig.49]
This directly echoed the
jury process, during which
dossiers are laid out on tables
forthe jury to assess. [Fig.50]
Seven visually varied sections
followed, and provided
extensive context. “Questions
and answers,” a graphically
diverse collage composed
from interviews, delivered
“witnesses’ accounts” in
adesign that prioritized style
over legibility. [Figs. 51,52, 53]
“Diagrams and statistics”
provided a humorous take on
the dichotomy between hard
facts and soft delivery. [Fig. 54]
“Texts” was where the “pro-
curer and the barristers” made
their case, though the series
of images interspersing
the essays also introduced a
lightertone. [Fig. 55] The
formidable grand jury was
depicted in a stern formation,
delivering its verdict. [Fig. 56]
This was followed by an
overview photograph of each

networks
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winner's dossier, accompa-
nied by the jury’s comments
that aimed at justifying the
choice of winners.

Swiss Design 2002 was a
luxurious publication, with
CHF 55,000 earmarked just
for the production of the book
(prepress and printing). On
top of the designers’ fee of
CHF 35,000, a further
CHF 17,000 was allocated for
art direction—including illus-
trations, experiments, maps,
and photography. The publica-
tion thus became just as much
a celebration of graphic
design as of the SDA winners
themselves. However, in the
eyes of a reader accustomed
to classic exhibition catalogs,
Swiss Design 2002 might have
come across as a waste of
paper. Strictly speaking, it was
not a documentation of the
exhibition and did not feature
a classic plates section with
descriptive captions. Arguably,
however, this had never been
the SFOC's intention.

Instead, the catalog devel-
oped a critical discourse via
the means of graphic design.
It provided a new, subtle
example of what a design book
about design could be. By
reproducing Swiss Design
2002 in the present publica-
tion, we add a further layer
in the meta-narrative that
Elektrosmog conceived. But
this was not just an exercise
in style. The design was used
to secure a favorable recep-
tion on the scene by creating a
“must-have” publication. In
other words, it was not aimed
ata general audience, nor
even at an audience interested
in classic exhibition catalogs.
The SDA made no effort to
appeal to so-called commer-
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cial or advertising studios, or
well-established designers.
Their goal was to attracta
younger generation interested
in experimental design. As a
byproduct of this intention,

a feedback loop of design pro-
motion was created. Many
designers who were awarded
went on to play a defining role
in federal design promotion

by being commissioned by the
SFOC for publications, by their
later presence on various
juries, and by being assigned
advisory roles. The SDA were
no longer a passive observer
of the scene: instead, they
became an actor with a defin-
ing impact on designers’
careers, and Swiss Design
2002 was the Trojan Horse of
that strategy.

-

Crivelli 2002a: 2.

2 Gantenbein 1992; 1993; 1994;
1995; Lippuner & Buxcel 1989;
Locher 1996b; Michel 2000a.
Crivelli 2002a: 3.

Ibid.

See “Blogpost,” in the present
volume.

o bW

design scenes
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Fig. 46 Swiss Design Awards exhibition catalog presenting the work of Maria Arnold,
1989.
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Fig. 47 Spread of catalog, International Biennale of Graphic Design Brno, 2002.
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N (. & SERLEE 1]

Fig. 48 Presentation of the work of the graphic design studio NORM in the publication
Benzin: Young Swiss Graphic Design, 2000.
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Fig. 49 First section of the Swiss Design Awards catalog showing awardees’ submissions
(left: Gilles Gavillet, right: Isabel Truniger), 2002.
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Fig. 50 Documentation photograph of the Swiss Design Awards judging process (here,
Gilles Gavillet’s submission), anonymous photographer, Bern, Feb. 18, 2002.
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s asr e Wann uns die Idee gekommen ist?* Beim Kirschenessen! Nein, j
iiber dic Form hinausgehen. So wird dic immaterielle Gestaltung viel wichgip
niveau professionnel avec Sergio Leone (mais uniquement par I'intermédyag
Preisklasse, da es Einzelanfertigungen sind. mcwn nosscres. DM€ Frage nac
fiir die Leute oft schwierig, meine Mode irgendwo einordnen zu konnen, |
Maschenreihe meines Netzwerks breitet sich (iber Zirich und Basel aus un
fiir die Zukunft ist sehr offen, mal sehen, was sie bringt. MY FETS RO
Richtung lenken. womor In zehn Jahren? US, ich wiirde gerne leben
Ich weiss nur, dass ich auf jeden Fall meinen Visionen und Uberzeugungen
d'enfants. s e Ich fiihle mich besonders wohl beim Entwickeln
Risiken eingehen, neue Wege suchen, neue Formen und Moglichkeiten
fiir die Zukunft har. man wreaen [ch will von meinem Beruf leben kéng
fantastiques du moins amusants, Voila pourquei j'aime communiquer aves
s oo meann 1A fotografia per me nei anni si € trasformata in un’attiviti ¢
primée pour avoir remis la gouache au goit du jour a I'heure du vectoriel.
steht der rextile Aspekt immer an erster Stelle. raraane repser Leute, die
I'ﬁ'l.'.ld:_'l’l'l. '_-i.i.l_'I'I.I:I g‘t‘fﬂ]][. BUE SUMETEIN T‘r..'[h::lgraﬁ:: b'l."ll-i:lﬂ'dfh .4, dr_':n Al,],sdj
collaboration intéressante avec un futur inconnu. wonw Metzwerk, INe
ja schon da und viele von der Schule in Biel auch. Wenn du in ¢ine andere
alguisé. porrn sacea Wit jedem neven Projekr weiterkommen und nicht
mein grosser Traum. Bis anhin arbeite ich immer noch nebenber 50%.
sind, kiinnen dagegen oft viel unbefangener und spontaner ihre Eindriicke
ETWeItern. s s Letztendlich muss Mode doch einfach nur gelf
und gesagt haben), deren Arbeit oder Haltung uns inspiriert und begeis
wsn pasoces WAes modéles: graphisme — trouver la balance entre la commy
creati spesso dallo stesso mercato dell’arte. cimssrorn e [Ch habel
jedem Regisseur wieder anders. In gewissen Konstellationen sitzt man &ffe
den Regisseur mit meinen Vorschligen. somscamcis 1N Meinen Arbeitén
nach neuen Gestaltungsmitteln suchen. [...] Bei Modedesignern wiire das
Metzwerk, das 1uﬂ‘mgﬁ und problembezogen ist, als auch die weltweite
HAFFVFETS FROBUGTs aus paoro sz | miel genitori non hanno mai
sich immer weiter aus. Es ist flir mich sehr wichrig. MSCHAEL HUBSCHER
que je rejette: les top modéles. cimsstoms ssrors. [Tgendwann habeg
les plus importantes en privé sont en méme temps les personnes les
d'enfants), mes fréres et sceurs (gymnase, études en microtechnique),
man ja eigentlich erst, wenn man verglichen wird. Ich wurde sch:’}_rglﬁ%m
Fotografie. Manche Fotos kénnten genauso gut auch Fiktion sein. =
poche parole: spero di poter continuare a crescerc. stz JCIL
4@ mon activité professionnelle — mais uniquement parce qu'ils so
crmzreen sussae Jede Person kann mich vorwiirts bringen, sie muss

Interviews with designers in the Swiss Design Awards catalog, 2002.
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. denke, das war eine Eingebung, ein Blitzgedanke. smavem Linmo 1eh suche na-:'h
e als die materielle Form., wo crasaz Mon futur? Mystére et boule de gomme! €
d'une vovante exrea-lucide). wazza s Unsere Produkee sind fir ein “Liebh
dem Weg interessiert mich viel stirker als die Frage nach dem Wohin. e L
g% ist aber mein Stil, die Leute zu irritieren, ohne aufdringlich zu werden, s
verfeinert sich kontinuierlich. Eine dritte Maschenreihe legt sich iiber Europa ung
W' aLar parmarorr Lber ¢inen lingeren Zeltraum mit einem R:.'gi&"ﬂ:u
L-.nru_n von meinen Ideen und von freien Arbeiten. Das ist immer ein bisschen ein
rreu bleiben méchre. Das kann aber bedeuten, dass ich in z¢hn Jahren Serviceang
d Realisieren von konzeptionellen Arbeiten. Die Thematik einer Kleinkollektion is
den, immer erfolgreich wire, wiarden ¢s mehr Leute probieren. Es ist toll, wen
5| sxvne mecsroen G qui m'intéresse, c’est plus le jeu entre les images que I'i
Sergio h.nm, qui transforme le genre western en conte mythologique. RAPIH
e riempic quasi completamente la mia vita, grazie alla passione per la fotografia h
crmmsroms maasvoee. Mir geht es auch um die Frage, wann der ‘designte’, also der
ait ihrer Arbeit wichtig sind fiir mich, bezeichne ich als kleine Helden — grosse H
ek von Schrift. Die Stimme der KﬂTpL'r transportieren den Ausdruck eines Geda
swerk, Bekanntenkreis? Freunde, die du siehst, manche mehr, manche weniger,
stadt gehst, gibt’s halt andere Leute, die du dann mehr sichst, mit emmigen arbeites
ias Gefiithl haben zu stagnieren. Immer noch Spass und Freude an der Arbeit hat
wos s r Das Beziehungsnetz ist eigentlich relariv gross, da ich mich, je nach A
der Meinungen schildern. pusn Taracer. Bin ‘gutes’, spannendes Portrait hat far
len. wanre Teenacen. Ich brauche das Geld, um fiir 2-3 Monate keine Auftrige m
e, “Vorbilder' ist ja ein recht weites Feld. Es gibt welche, die haben gute Schri
pication du contenu et le jeu avec esthénique (la forme). Modéles que je rejette:
binen Stil, sondern nur Fragen, die ich marerialisicren michte. Das ist auch ¢in k
B rusammen und fantasiert in einem ersten Schritt gemeinsam an einem Stick un
anebe ich keginen Vorbildern nach. Im Gegenteil. Vielmehr sind es die Inspiratio
I i bo von ‘Comme des Gargons® oder Martin Margiela, CHRIETIA
Kolturen und Menschen, comsTom muesraen. Foollaborat
S FIBTETIIRS H.;J[. sk crausaz dl, TES parents compren)
“ir.:hictcn, 50 kann mich eine Roman- od
. Jetzt ist mir klar: mich interessiert ¢
. : 19””[" les discussions avec mes deux colo
.;I.IIS[I.,_:I., l,'r mes amis. ALt sarrarosy Ich stelle mir vor, mein Tatigked
]:ﬂi.,n [...} In ginem personlichen Gespriich mit ihr habe ich aber ge
: r-de modeles, m:m plumt du mﬂum-::m 1mm::-i:|’m.=- en Vit
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anr Bellima,
31, BLAK SYBRATH,

A list of awardees’ models in the Swiss Design Awards catalog, 2002.
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Fig. 53
the Swiss Design Awards catalog, 2002.

Left: essay discussing designers’ self-perception; right: awardees’ preferred tools in
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1

Fig. 55 Essay interspersed with humorous trophies in the Swiss Design Awards catalog,
2002.
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L

Fig. 56 The “grand jury” formed by the Swiss Federal Design Commission and external
experts, as presented in the Swiss Design Awards catalog, 2002.
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Mixed Lots

historiography

Ueli Kaufmann

In fall of 1931, the newly built
Swiss National Library in Bern
was opened to the public. Its
decidedly functionalist archi-
tecture attracted afairshare
of attention, being conceived
without any representative
facades or ornamentation.' In
additionto prompting heated
debates in the local media, the
building also awoke the enthu-
siasm of an international
audience of experts.? In the
elaborate Festschrift® pub-
lished on the occasion, the
editor of Das Werk, Peter
Meyer, mentioned that the
projectinvolved several
artists, despite its much publi-
cized lack of ornamentation.*
Inwhat can be interpreted as a
typical “Swiss compromise,’
thecommissions for two sculp-
tures, a fresco, and the color
concept went to four experi-
enced men with traditionalist
oeuvres from various regions.®
The building’s signage, how-
ever, was assigned to ayoung
female graphic designer,
namely Frieda Meier, a twen-
ty-four-year-old member

of the Schweizerischer Werk-
bund (SWB).6 [Fig. 57]

In stark contrast to the
artworks, but in line with the
Modernistarchitecture, she
conceived a system of upper-
case sans serif lettering that
was directly painted onto the
glass walls and doors of public
areas, [Fig. 59] and metal door
numbers that identified the
opaque entrances to private
areas. [Fig. 58] From today’s

associations

perspective, the factthata
bold signage concept by
ayoung female designer was
chosen can seem rather
surprising. And while barely
anything has been written
about Frieda Meier within
design history so far,” the
mixed lot of contemporary
sources shown here provides
some insight into her early
years as a professional.

An article on Bernese
graphic design in Schweizer
Reklame from 1931 noted
that a group of practitioners
had recently founded a pro-
fessional association and
organized an exhibitionto pro-
mote themselves. Among
these early members por-
trayed in brief is Frieda Meier.
She is described as a promis-
ing, young, spirited Basel
woman who has designed
advertisements, posters, and
shop windows, who has
recently joined her colleagues
in Bern, and who would not
shy away from tough negotia-
tions withlocalclients.2. The
two images the author explic-
itly chose to represent Meier’s
work are a fashion drawing
and a poster for a public swim-
ming pool in Basel. [Fig. 60]
The latter had won second
prize in a student competition
at the Allgemeine Gewerbe-
schule (AGS) Basel, where
Frieda Meier studied in the
Fachklasse flr Graphik
(Graphic Design Class) from
1929 10 1930. [Figs. 61, 62] Just
after graduating, this appar-
ently driven designer appears
to have been able to find
various notable clients, and
she won several competitions.
Her work was positively
received in the contemporary
discourse. For example, a very

alternative actors

Modernism 90

critical review of the HYSPA
fairin Das Werk from 1931
features her work as one of
just afew examples deemed
successful. [Fig. 63] An article
in Schweizer Reklame in

1934 by the director of the AGS
Basel, Hermann Kienzle, lauds
her progressive designs

that had won a tender for the
signage of post offices

and were being implemented
nationwide.® [Fig. 64] Inthe
same year, Frieda Meier even
wrote an article on advertising
brochures for Schweizer
Reklame featuring some of her
own work. She had recently
married the architect Werner
Allenbach, and in accordance
with a Modernist approach,
shesigned herself “frida meier-
allenbach.” [Fig.65] Through-
out the next decades, her first
and last names appeared in
various forms (Frieda, Frida,
Maja, Maya; Meier, meier-
allenbach, Allenbach-Meier,
Allenbach), which was proba-
bly one of the reasons why
herwork all but disappeared
from histories of graphic
design.
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1 See Meyer 1931: 12-13. For a
more recent discussion of the
building and the concepts
behind it, see Bilfinger 2001:
9-10.

2 For articles about the dispute,
see, for example, Kehrli 1931:
678-680. The library’s annual
reports mention several visits by
international officials; see
Schweizerische Landesbiblio-
thek 1935.

3 This publication was gifted to
the 300 guests invited to the
opening ceremony, and sold
thereafter. See Schweizerische
Landesbibliothek 1932: 2-4.
Lars Miller published a facsim-
ile edition in 2008.

4  See Meyer1931:12-13.

5  See Schweizerische Landesbib-
liothek 1931: 56; Schaller 1993:
47-49; Bilfinger 2001: 32-37.

6 Meier's SWB membership is
mentioned in the Festschrift;
see Schweizerische Landesbib-
liothek 1931: 12, 56. Her date of
birth can be found in the records
of Allgemeine Gewerbeschule
Basel. [Fig. 61]

7 Monica Bilfinger correctly noted
this fact in 2001, though more
recent historiographies do offer
some information about Meier.
See Bilfinger 2001: 34; Hollis
2006: 78, 105, 112-113; Bignens
2008: 57-58; Breuer & Meer
2012: 396, 442.

8 See Aronowska 1931: 49.

9 See Kienzle 1934a: 82-84. A sim-
ilar article was published earlier,
see Das Werk 1933: 55-56.
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Swiss National Library as shown in the Festschrift (commemorative publication), 1931.
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The first of several pages of a list of companies involved in the construction of the
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350

Fig. 58 Details of the metalwork for the Swiss National Library, including metal numerals
on wooden doors, Frieda Meier (signage design), 1931.
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Fig. 59 Page from the Festschrift for the Swiss National Library, showing an
artwork commissioned from Ernst Morgenthaler (top right) and the signage in situ by
Frieda Meier (bottom right), 1931.
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Fig. 60 Spread from an article on Bernese graphic designers in Schweizer Reklame showing

two of Frieda Meier’s early works, 1931.
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Fig. 61 Stammkarte (student record) listing Frieda Meier’s personal data, Allgemeine
Gewerbeschule Basel, 1929-1930.
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Fig. 62 Stammbkarte (student record) indicating Frieda Meier’s age and the period of her

studies, and showing courses, teachers, and grades, Allgemeine Gewerbeschule Basel,
1929-1930.
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Fig. 63 Spread from Das Werk, showing an article on a few successful stand designs at the
HYSPA, the Swiss fair for health care and sports, 1931.
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Fig. 64 Spread from an article on graphic design for the Swiss federal postal services
featuring Frieda Meier’s signage (top right), 1934.
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Short article on advertising brochures for Schweizer Reklame, Frieda Meier
(author), 1934, featuring work by Heinrich Steiner, Herbert Matter, and Frieda Meier.
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Letter of
Corre-
spondence

Sandra Bischler

According to the stamp of
receipt on its cover, the five-
page letter of complaint about
Swiss graphic design educa-
tion shown here reached the
Gewerbeinspektorat Basel-
Stadt (the cantonal authority
responsible for trades) on
October 8, 1945, and was then
placed in the official archives!
It was sent by the Schweizeri-
scher Werkbund (SWB), an
association founded in 1913 to
increase the quality of mass-
produced goods through the
unification of art, industry, and
trade,andthrough “enlighten-
ing"2 the population in matters
of quality and taste.®

Visually, this letter by the
association of artists, archi-
tects, entrepreneurs, and
design experts did not stand
out significantly from the usual
administrative correspon-
dence received by the author-
ity in question, though the
SWB was well aware of the
importance of design forits
printed matter. A subtle, typo-
graphically reduced letter-
head was combined with
machine-written text on basic
stationery. [Fig. 66] In this
case, an “official” or “adminis-
trative” appearance was obvi-
ously considered the most
appropriate to underline the
credibility of the senders
and the seriousness of their
complaints.

education policy

stereotypes

In contrast to its pared-down
appearance, the SWB letter’s
terminology was drastic,
warning of the danger of an
imminent Gleichschaltung
(enforced conformity)* of edu-
cation at Swiss arts and crafts
schools. [Fig. 70] It referred
to the ongoing negotiations
between Swiss authorities,
schools, and professional
associations about the imple-
mentation of federal profes-
sional regulations for graphic
design education. According
to the authorities’ plans, the
two educational models for
graphic designers—on the one
hand attending a full-time
Fachklasse (subject class)® at
an arts and crafts school, on
the other hand an apprentice-
ship in a studio—were to be
united under the same, nation-
wide regulations.®

The SWB's critical inter-
vention came at a relatively
late stage, as negotiations had
already been going on since
the 1930s. In 1938, Berchtold
von Grunigen—graphic
designer, teacher, and SWB
member—had even made
an official plea to the SWB that
it should finally break free of
its “reserve” and get involved
in these discussions immedi-
ately. As an association whose
members came from a wide
variety of professions, the
SWB was not an expert com-
mittee for graphic design. But
according to von Griinigen,
it was precisely this indepen-
dence fromany specific pro-
fessional grouping that made
the SWB predestined for
the role of an arbitrator in this
matter.t Seven years later,
however, the SWB's letter
opted to go on the offensive
instead of attempting

networks
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mediation. It did not shy away
from drastic measures, such
as stirring up fears of competi-
tion from other countries
which might lead to the poten-
tialloss of Swiss design’sinter-
national reputation, [Fig. 68]
and threatening to inform the
Swiss public about the situa-
tion. [Fig. 70]

The SWB was closely
linked to the arts and crafts
schools, especially in Basel
and Zurich,® which shared
its self-perception as mem-
bers of a design elite and
the self-appointed defenders
of progressive ideas.® So it
is not surprising that the
SWB'’s letter underlined the
importance of the schools,
claiming that only their spe-
cialist classes (the Fachklasse)
provided “artistic” training,
and downgraded the impor-
tance of studio apprentice-
ships as being representative
of mere practical crafts.
[Fig.67]

Following the elimination
of the like-minded Werkbund
in Germany and Austria in
the 1930s, the SWB felt a par-
ticularly strong obligation to
hold up its ideas and exert its
influence." In several pas-
sages of the SWB's letter, it
criticizes the regulations being
planned as being equivalent
to the enforced conformity of
politics and culture in the fas-
cistregimes of Europe. Such
a comparison was considered
presumptuous by the letter’s
recipient—which is indicated
here by a handwritten excla-
mation mark that was added
next to the text. [Fig. 69]

Although this letter suc-
ceeded in introducing the
SWB to the authorities as a
negotiating partner in matters
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of design education,”?it did not
achieve the independence
from regulatory control that it
desired. In 1948, joint regula-
tions for both educational
models were adopted. Despite
some compromises, officially
at least, the Fachklasse now
had to adhere to the same
“minimum requirements”® as
a studio apprenticeship. But
conversely, the educational
path offered by the Fach-
klasse fiir Graphik was finally
recognized at an official level.

1 Since the same letter was sent
to the authorities in Zurich, it
was also archived at Zlrcher
Hochschule der Kiinste, Archive,
AB-UAE-00002.

2 Kienzle 1939: 63.

3 See Schweizer Werkbund 1913:
n.p. This attitude also resulted in
a sense of responsibility for
design education.

4 Shortly after World War II, this
terminology was loaded with
meaning. In German, Gleich-
schaltung primarily evokes
associations with National
Socialist ideology. For its oppo-
nents and victims during the
1930s and 1940s, the term was
synonymous with the persecu-
tion of political opponents and
state terror.

5 The Fachklasse course model
arose from the reform move-
ments at the beginning of the
20th century that sought to
bring together artistic and prac-
tical activities at arts and crafts
schools. See Kienzle 1930: 270.
See also “Timetables,” in the
present volume.

6  See “Sonderstellung,” in the

volume Tempting Terms.

von Griinigen 1938: 64.

See Ibid.

Regarding the close connection

between the staff of the arts and

crafts schools and the SWB, see

Bignens 2008: 16-18.

10  Seevon Griinigen 1945:1-2.
See also “The Basel School,” in
the volume Tempting Terms.

11 SeeKienzle 1939: 63.

12 See Tschudi1945: n.p.

13  Regarding these regulations,
see “Legal Documents,” in the
present volume.
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oo swisshas Zehule, Eantor und Dusd sind, Er hat cush gobdrt,

Zpps simsslse Derufeverbdnds von den Eantonam & e ordart wardas;
pleh mu S¢n Loabildsnge— und Prifunge-Frograsmen dissar Scehalan
sl lienssre. Dar Hahweleeo=lasohs e rkbusd .'.51. T ] ‘.nT'\.ufl AnEe
asch 1% Gelogezhedt sur dcusserung gogeten wird wnd erimnsrt Bai
£isnsr Bolapenbelt darin, dass aF als Derulsverband sowchl belm
Band mle mosh bei den Tantomss clngeiragen 1s4.

In B8 @B aind #ls badentomdsten TertPeter der 4o Froge Ecameiden
Barufagruppen euf Orund fhrsr qualitativen Lolslungas Sssamsengs=
schloasam, aof dares AFEelisn vog der Fraxle uod den Dabtrdsn 1ln-
S4F wisdar surdcEgsgriffen wird, wenn o slok deres BeEndsld; fOF
usper Lapd reprilscatatlve daske des Assstollumgewessmn, der In-
med Auslesdwerbuey, 48y Hokel-Blaplobiuss, fer sakiloban oradik,
dés Fssena und Schnsns und Jer Textllbrenchs mu pacialism. Jir
weldph wns eflauben; INsesn d@ur Orlentlerdng In hilcheier Baoit ain
Yargsishels Sar Eltglisdear 4s3 BYl, georizst mash DerdlarFuppen,
EckoGaen Eu lEanen.

I 18% pdn Eufall , Jdess sln grossey Tell mmesrer Mltzlicder ssimas
n'--lt-ﬁl-:-'.lnﬁ an pobhmuissrlcolen oder nwalindioohss Hansige= rheesphn=
1gm srhalten Ea¥ usd dass garede dless Erifis an dea goeinlisrl-
sabhan Hchuffam der Bohwedls, das durok seln hehes Elvess in dam
letsien Juhren su internstionsles Ansshen pelengis, sasugobenden
Antall haban, Jis [9hlee sloh deshall swch verpfliohtet. Eof las=

Eildung wasesres ruestgewerblishen Nashsnokess Stalleng om mehSai.

Dor Setwwicsrioshs inrkband sachki ss oleh sor beoondessn PEliahy,

Fig. 66 Letter by the Schweizerischer Werkbund to Gewerbeinspektorat Basel-Stadst,
concerning the importance of arts and crafts schools for Swiss graphic design education,
Richard Biihler and Egidius Streiff (signees), Zurich, Oct. 5, 1945, p. 1.

[It is not by chance that many of our members received their training at Swiss or foreign schools of arts and crafts, and that it was
precisely these designers who have had a major impact on design in Switzerland, whose high level of quality has helped it

to achieve international renown in recent years. For this reason, they feel compelled to take a stance when it comes to training our
young, up-and-coming designers. ]
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Erief wom 9. Uktcbar 1949 M=ttt Fs

der EnSwleklwng wnssrer Dosstpewarbesshulen soins ganss Lufsariosam=
oel% =u schanien wed fir sine L¥seng der sehwubendss Fragem sinswe
trotan, dis in dor Ersisihung usserss unatgswsrbliohsm Nsohwsohsas
Enings Bileksehrivi briagh.

Der kosbildeng pn der Ezngtgesorbesoimls bonst eins aeders Stelimmg
rua Kmnstgowrbe su sle der inskildung in der Hedwterlohre. Sis
dasf dwalialb adchky 51% dleser pledcligeichaltet warden, widsn ais &lol
aif dps fesgmiechufTen dez Lepdas Frughibar siavivksn acll, FeEn
diles Eeisferlelrs dan hasdwsrkliash peiibten Hltarbsdtsr smum Eilsa)l hak,
pe llegt der Auabllding an dar EEnstgemrbeschele dis Erciabheng =u
sehlplerlachias Geatlnl¥en ob; dlev allevdings sush dls Sloharheld in
dar Belerraphung der handwerk!Llek-teshnlpshen Niviel in alel
pehiisent, Die Rusbildung der Hi=satlerischen Animgen lHsot sdel
okt 4fet nied dis Telterbi]desis fach deF DoFuafalabFs warlapaii =le
Figs vim Anfefg o &1t alles Mashdruek sicfpelicEsen warden, &6d ml%
dar hardwerklishss Dntwlisklung des Sablilers parallsl lauwfen, Bal
der Ausbildumg sn der Cumstgewsrbaschule nEndelt 9 sioh micht wm
dsn lufsshoes veo dlsswnsetelf =llelz, sle hat vislashs noch diwm
instlerisehen inlagen, des Binm fir Form, Mass, Ferbs, Nsterisl
wiN. cu waaken und dureh stindige Ustungen su sniwlakeln.

Eless Muabdldusg; winreed der der Sebller reifer wird, Esan alohkt
Irih gesug sissetEes, weeEn ols =ishi splter in der Ecssarsisll unid
ksovantloasll gorichtstes FPraxzis wisder werlcrer gehen ooll. Dams
sl push velkawirtseshafdliph von grosasr Bgdeutwng 1at, hat dls Eat-
wisklong suf den Fehlst les Zchwelssr Kumptgewsrbes In des loteten
Jakfeni alodr@oklial Eswlaman. idn l.n.fl‘.l-li anserer Graflk, Totorra-
fis, Typografis waw. fo% das ganga sobhweipeciscke Druskrsworbs wmd
Terlagemsae wis assk vmsers luilende= umd Vershramsriusg wird-
sohaftliieh infersoslsrs.

Far dils hilhs QualldEy 18 der Sedtaliung lhrer Erisdgnlass wnd dis
Teriwihrands mivlerlung sscer Ceptaltunge=Idess varadgsn die Pro-
duirtion e dns Iniond ond den Bxport s orhalten oed so f8rdarn.

Fig. 67 Letter by the Schweizerischer Werkbund to Gewerbeinspektorat Basel-Stadt,
Zurich, Oct. 5, 1945, p.2.

[The training offered at the schools of arts and crafts provides a different approach to the applied arts from that of an apprentice-
ship with a master craftsman. This is why, if the former is to have a profitable impact on the overall design scene of the country,
it must not be forced into conformity with the latter. While the goal of an apprenticeship is to train a well-practiced handwork-
er, the training at the schools of arts and crafts aims to inculcate an ability to engage in creative design [...]]
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Eried vom 5. Oktolar 1949 Elatt §

Dan gll% smoh fir dis Erssogmiose dor Textil-fniwstrie, des Mode,
s Heraalk, den MBbalbeves u=w, An der Gerinliumg allsr dlsdes
irEtugeines alnd fie sheaniipen Zehfller waessor Dujotgews rhasaln-
lsn Beoute mit Irfolg Betelliph uad wir sshan dle Dreceks diagen
Erfclpes 15 das Lohrfreihait, {in nrseren Sghales Ble smhim Gaw
sehliod et waT.

Els Munstgewsrbescholsn in Bdrich und Sesel sied Im dsutschen
Sprashgebied wohl Zis singigwn, dis I den wichkilgeten banotgoverb=
lighen Perufun sins volle Amabiléusg -.:.:l'.l'n-.'n-.- Orundlngs peben kln=
asn, wie ole nur salten von slner Melstorledrs srrelckt weiden knfn.
Dan Banatgowarbesciulen wnd den sus ibmgs hervergegengenan Tehiftes
ist wa 53 sinem groscen Tell su verdazkes, dass neben Lar fesknil=
nohen Suslitit sgus goeh dis gesolmsokiiohs = foraals Cuslitht der
savwalearioehes Ererugziess Intsrnaticsal enerkmnnt wird amd wir
oaf vislen debdeten sslbotindip mnd tedlwelse fUbwesd gewseden sind,
ouf dense wir pooh vor kurses vom Amelend abbiagie wafens

a8 muige nber seeh sredhnt wardaR; dasau dorgh dan Erief mnd splagre-=
chende dnsonshaen im oigemen Land Sinflisqe spirber warden, dis aleh
hemaapd naf dig soRSpforische Entwloklung suswiricien usd den Tors
ERTUAg, &6 wir Leute gogendber des Lgalesd sisoehmen, muaraglelchan
drobas. Ausserdes ist zu Beflrchiten, dess in korasr Zsid sanshe une
marsr bEtes Drifte 4io Jedwwis verluscen werden. Bl Entwisbiung,
die sloh tmoondsrs is issrlbs absclohned, des barelis siss grosss
Eabhl bester sumepllisthsr und mmob soiwulsmsrissmer Eriffts oofgemoas
mar Bot; verlsngt vom ums jeds instTenguspg, um vor dessEm mms Tall
sratsunlioher Roifs im der Foragesinltung ssiner Srecagnisse mit
Enparn FrédukElen snd mneerer aerbung bestehes e= KSnnemn.

Dar Eehwelzerisohs Verkimnd siskt sick daber ¥eranlaswh, sn dis
tastindigen Sabirden die ernste dabnung so richtsn, dar PEaleFi-
eehan und jranslgewarblioben Enteioklung umssras Npchwichsan mnd Log<
bapcaders uSssin Henstgewerisschalen alt dea Versiizénis zu bagep=
nef, o8 clesam Bl Eookadch® nwf die Bedeutumg ihrer dafpaben 1w
mitorelier und wirtsshaftlishsr Bamlelongy Eikoasl.

Fig. 68 Letter by the Schweizerischer Werkbund to Gewerbeinspektorat Basel-Stadt,
Zurich, Oct. 5, 1945, p. 3.

[Tt is in large part thanks to the schools of arts and crafts and their graduates that Swiss products are now internationally recog-
nized not just for their technical quality, but also for their good taste and formal quality. In many areas, we have become indepen-
dent, in some of them even a leading nation, even though until recently we were dependent on foreign countries in this regard. But
it must be mentioned that the war and concomitant measures here at home have let influences become noticeable that have held
back creative development and that threaten to thwart our advantages when compared to foreign countries.]
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Fig. 69

Erisf vo& 5. Uktobar 194% Blatt 4

Jede Unterstellung der oben erwihaten Schulss unter Keglsasste, de=
rep Orundlage 4is Eindestsnforderangen, cie sn dis Gerufslekre i
der Fraxis guostelly werden, Bilded; =lsate adek absase werkingslsvoll
aiawifksn wis sdoh dies in smeern Hachbarstostem unier de= mational-
scElalistlsabes drd des fesdioflisches Raplss susgowirit Bat, Das b=
penders Sweak der Sohmlsustdldung lisgt gersds durin, dess mis nich®
sing Farallels eor pioterlebrs derstellt; sondern des EetrefTanden
dewerbs Jewsils naus Erifts, dis nash den Baddrfniscen dsr Zoit =i
is wesaailishes matk Elaptlerimolen SoplcEtspueiien suapebildet aind,
sufithrt,. Ches dless Erginsung und siindigs Erneuorsng der sohdpferi-
sobat Gawerbe duren dis Sobule sEos ummeigerlich sine Jtegaeiion wad
ain ferfall der forsalsn Osataltung bde sus Manderisaus simtretemy
degn s lpater Beirlelk £or Frazis kans olah des Talsph nlokt bBllden.

Ha Erksnstnls,; dese dar Fortashkrift s Gewmrks viom dar gprimdilolen
pmpbiliwng selnsr Coregebandsn Destalter sbhingt, hat selnerssit sur
Sobelfesg dir Damatgewrbsnabolen pofilhrt, Der Sehveisarioche sark=
und seted slch mif mllem Neshiruek filr die Hobung und Terbesssreng
lef LabFpropraiss an des Donatgivarbosolbalen slnj &F Suss ab=p =11
der gleilobsn Eraft gagen jedsn Torsush, 4is Dumotgzewrbasahulsn mu
blesses Erasislehrverkotitien f0r dis Derufalehrs ia éar Proxis wers
den 5w lesoexn, suf dos ectechisdemets 3tellung nehisn.

Hir &l dsepestsliwng dor Ausbildsngs- ond Prifusge-Proprisss an &n-

sepen Cogpigewerbevobules erlesht slch dar Sckwslgerlaghe Warkiaad,

folgamds Oyslchispunits sur éringlishan Berdaksish iguwnpy so sspfak-

Lemn

1, Fastaltusg der Lebrplins und Frifunge=-Frograome Ser Betmlen im
Highldek aul dis apiitere scSHpfarliashs THLigkelt fer Bohilar;
unabhlngig von dam sseilldunge= and Frofunge=TEaglessnten der
dziateslahfa,

2. Baspektiardng far Selmlzessicgeivsng und Aaerkenawng dar Pilichtem
usd Eealte vem Scbjls usd Sehilsy i= Helmem der Schulgsestse =nd
Vorordnungsn wnd nishit des Lakrlingegews tran.

Ela lusblliungs-Tlassss slipoes alns genlgenis :¢'h|11¢ﬂ|h‘.hhﬂ"|_.
oafi, wn &is Iohrtftigeedt bewihrter LahrirEfte suf dem sntapre=
chanden Jableten alebarsaatlallea, Dls lnablldung &8 Einetmewsrbe=

Letter by the Schweizerischer Werkbund to Gewerbeinspektorat Basel-Stadt,

Zurich, Oct. 5, 1945, p. 4.

109

[Every effort to subordinate the abovementioned schools to regulations founded on the basic requirements of a practical appren-
ticeship would be as disastrous as it proved in our neighboring countries under the National Socialist and fascist regimes. ]
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Erisf vom 5. Oktobsr 1945

chulen soll mur den virklich Begebten offen stehis. Bol drohas-
teor Unberfilleng sicss Borefasmsdpes sdllen smsret prisflficksr als
bishar saagslbafis Lshretsllen iz der Frexls suscosohalisdl wep=
dag.

Dam Tenstgéewarbedtbidlai, ¢ie sleli durch lhre LshrplBne usd Fri-
PUREe-ITOoprEnss AlE aolehs Eusesiss®, d4ll, wiv diE lardelesslmien,
cas Eeaki rastehss; pnf lhrem Abohlusssengmils su verssarkss, dass
daspolbs dem TEhigkaite-Tougnis glelchkosst.

e Fridengen s fusstgswarbesohules sslles, wis an ollen sndern
itilares wud cberen Schulmn, durch dis LehrkerEfts 13 Melesln ¥ou
Exparten aup der Fraxie; welolse daf goalltatly hSheren Ainforderom=

gam der SJabkalswskildcang snisprechen kfinsan, abgsmossen werdas.

e Isolatlon; in der sleh wneer Lomd houte sowohl fi= kpliwersllsr ala
oush in wirtscheftlieher Besisburg bofisdet, wnd dos Baweostawin,
dnes dls Crasdes Ziaflfzes, dia su sloner ollisu sterven estisfsptesi-
tiaben Lenrung uwnd Glolsheckaltung dor FonalgewsFhllshes Ruabdliuag
filhren Snestes, sooh nleht Ehepell si% der nbitipes Anfserbsasieit er=
armt wurden; veraolasoen den Gohwsigerischen Werkbo=d, sl ellar
Wioghadd mal dis Gofshren der sloh ssbahnesden fotwicklung scfaeris
IR U mRaen. Br 1lsf soel berelt; diees Tregea, dio mnsers Cumets
grwnrbe-Fahulen Batreffan, siner iteren Jeffentlickkeit sa umter-
Eraltefi @nd Aie Uber das Ergebmis su infossderen.

it dom imsdresE versiglisher Woshashiung
Mir den Fsniralvorstand fes Behwelsericehom Ssribondess:

Dar I. Tersitssndei PeT Gepokif tafihrar.

EE hter

T N ; .Il-.-:i P
¥

Beiloge: Seechifteberieht 1844 mit verliwfip

Each Orisgruppes peordnetell Bitglisder=
Terzeiehnis.

Fig. 70 Letter by the Schweizerischer Werkbund to Gewerbeinspektorat Basel-Stadt,
Zurich, Oct. 5,1945, p. 5.

[Our country finds itself in a state of isolation today, both culturally and economically, and we are aware that not everyone has
been sufficiently attentive to recognize how foreign influences could lead to all-too-rigid governance and enforced conformity in
our arts and crafts training such as is typical of a corporatist state. For this reason, the Swiss Werkbund feels compelled to point
out openly the dangers of such a possible development. We are also ready to discuss with a broader public these issues that affect
our schools of arts and crats, and to inform you of the results of that discussion.]
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clients photographs

Press
Photos

Roland Friih

Itis generally rare that one
reads about graphic designin
daily media. But in the spring
of 2002, the Swiss media were
keen to cover the rebranding
of the national airline Swissair,
an event that marked a new
chapter in the financial turbu-
lence of the company that
had started back in the sum-
mer of 2001. From the very
first articles on the Swissair
crisis, reports on it had been
highly emotional, and when
the aircraft remained on the
ground in October 2001, the
press wrote of a national trag-
edy. One press photo showed
alarge, neon Swissair sign,
dismantled and spread out on
the ground. [Fig. 711 Another
showed a group of aircraft
lined up, with the Swiss cross
on their tail fin hastily covered,
asiftohide anactofnational
shame. [Fig. 72] The question
arises, how was it possible
that economic malpractice
should cause such emotional
media coverage? And what
role did the corporate identity
and design of Swissair play

in this?

The Swiss cross has
always featured prominently
on the tail fins of Swissair
planes.'Yet the corporate iden-
tity of Swissair did not use
the cross as a logo until the
1970s. In 1952, Rudolf Bircher
first created a logo in the
form of an airplane silhouette.?
Swissair modernized its

Swissness

campaigns throughout the
1960s, and in 1966 it started
to work with the design
agency GGK,®who continued
with Bircher's logo. In 1978,
Karl Gerstner developed a
systematic new identity, and
presented the Swiss cross on
atrapezoid background as a
ubiquitous logo.* Markus
Kutter later recalled the deci-
sions behind it:

“The starting pointwas an
airline with a Swiss cross on
its tail. So we asked: What is
Swiss about this? Besides the
cross, everything about it
was actually American. [...]
You could not simply work
with an immanent Swissness,
[sic]you had to create it”

(Ausgangspunkt war eine
Airline mit einem Schweizer-
kreuz an der Heckflosse. Stellt
sich die Frage: Was ist daran
schweizerisch? Ausser dem
Kreuz war ja alles amerika-
nisch.[...] Swissness konnte
man nicht abrufen, die musste
man produzieren.)®

GGK applied Gerstner's
logoin the following years,
andsetup Swissairforaninter-
national market, with an
awareness of how to employ
Swiss stereotypes to commu-
nicate the airline’s values.®
After all, the Swiss cross did
not only symbolize “home”
for Swiss passengers, but it
also promised national, cul-
tural clichés such as punctual-
ity and cleanliness to passen-
gers of other nationalities.”

Priorto the airline’s
grounding in 2001, Swissair
had undergone a difficult
decade in which all airlines
had suffered from the frag-
mentation of the market.

At the same time, the Swiss
national brand itself had been

national identity
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onthe up.t The Swiss cross
had made an appearance in
pop-culture and on T-shirts,®
and the magazine Wallpaper?,
edited by Tyler Brilé, had
run a special “Swiss Survey™°
to praise Swiss design prod-
ucts and culture."
Swissair was grounded
in October 2001, and from then
on the smaller Swiss airline
Crossair helped to run parts of
the remaining business.From
this collaboration there sprang
an effort to relaunch Swissair
as an entirely new company
and brand. In early 2002, the
new company was publicly
presented, with a new name,
logo, and complete corporate
design in which the globaliza-
tion of the market and the
popularity of Swiss national
symbols had been fused
together. Disregarding its pre-
vious collaboration with
Swiss designers, the airline
did not trusta Swiss agency
to create its new appearance,
and instead commissioned
Tyler Brilé’s company
Winkreative, a British agency.”?
Brilé became a prominent
figure in the Swiss media and
did not tire of explaining his
concept and vision to journal-
ists. Swissair was renamed
“Swiss” and Bralé kept refer-
ring to “Swissness” as the
key influence for the cam-
paign. He used “Swissness”
as a synonym for characteris-
tics such as quality, punctual-
ity, and comfort. This concept
was questioned in the press:
“Atthe heart of the brand is
the so-called Swissness. Can
you sell an airline with it?"*
But the branding expert
Dominigue von Matt replied:
“Without a doubt. We
Swiss do have some difficulty
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in identifying with the country
and the values it embodies.
Abroad they are much more
relaxed about such things.
Swiss is sexy. Switzerland
stands not only for reliability,
cleanliness, tradition and
quality. Switzerland is also
associated with prestigious
architecture, with the most
exciting theater in Europe,
with the best techno parade.
One doesn’twant to see it
here in Switzerland yet, but
the Swiss image to the outside
world is better than their view
ofthemselves.”

(Ohne Zweifel. Wir
Schweizer haben zwar etwas
Mihe, uns mit dem Land
und den Werten, welche es
verkorpert, zu identifizieren.
Im Ausland ist man da viel
unbekiimmerter. Swiss ist
sexy. Die Schweiz steht nicht
nur flr Zuverlassigkeit, Sau-
berkeit, Tradition und Qualitat.
Swiss wird auch mit ange-
sehener Architektur verbun-
den, mit dem aufregendsten
Schauspielhaus in Europa, mit
der besten Techno-Parade.
Man will es hier zu Lande noch
nicht einsehen, aber das
Fremdbild der Schweizer ist
besser als ihr Selbstbild.)*

The grounding of
Swissair, followed by the air-
line's relaunch under the guid-
ance of a foreign agency
with Tyler Briilé as a proficient
ambassadorforthe key narra-
tive of “Swissness”: this story
contains all the elements
necessary® to make it news-
worthy, and brought graphic
design into the daily media for
once. When Brilé at first
applied a slightly slimmerver-
sion of the official Swiss
cross to the tail fins, for a more
elegant appearance, it caused

Swissness

a public scandal—which
the media of course also cov-
ered in detail.®

In retrospect, this episode
can be recounted from two
perspectives, local and global.
From a local perspective, it
canbe seen as an episodeina
search for national identity,
where the fundamentals of the
Swiss cross and the national
airline made the news very
emotional. But from a global
perspective, the story also
illustrates how any skepticism
regarding the notion of
“national design” was set
aside, as was any awareness
of the potentially limiting
impact of designing according
to stereotyped national
characteristics.” On the con-
trary: “Swissness” was fully
implemented in a design con-
ceptbyaninternational
agency that was now selling
“Swissness” to an interna-
tional market, not so muchto
the Swiss. In 2002, when
the country was already going
through an identity crisis,
the upcoming national exhibi-
tion Expo 02 looked to answer
“What is Swiss?” too, but
on this occasion, the national
desire for reinvention and
the international throwback to
conventional stereotypes
clashed in the media.®
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An illustrative overview of
Swissair’s livery can be found on
the Swissair fan website of
Patrick Eberhard (Eberhard
2013).

Rosner 1958: 240-249.

GGK was a design agency based
in Basel, run by Karl Gerstner,
Markus Kutter, and Paul
Gredinger. Karl Gerstner left
GGKin 1970.

Diener 1985: 8-31.

Kutter 2006: 125.

Junod 2014a.

“This symbol is a promise for the
passengers and an obligation
for Swissair itself. A special
measure of precision and reli-
ability is expected as well as
confidence and conscientious-
ness—down to the last details,”
in Schmittel 1975: 204.

Swiss authors such as Max
Frisch, Niklaus Meienberg, Paul
Nizon, and others constantly
questioned the role of the state,
insisted on skepticism towards
the notion of national culture

in a global context, and certainly
opposed any form of nationalist
pride or symbolism. See Frisch
1953; Nizon 1970; Meienberg
1994.

Anita Fetz, politician of the left-
wing Social Democratic Party,
wore a red T-shirt with a promi-
nent Swiss cross in parliament.
See Fetz, 2002.

When Wallpaper* included a
fifty-seven-page “Swiss Survey”
in 2001, the editors began with
the moment when they had seen
a Swissair aircraft for the first
time and the impression it made
on them: “We knew that some-
how this represented glamorous
travel, uncompromising quality
and also a giant toy box with
wings,” cit. in Wallpaper* 2001:
n.p.

Wallpaper* 2001.

Goldstein Crowe 2004: 16-33.
Speiser 2002.

Dominique von Matt in Speiser
2002.

According to Imhof, the media
predominantly cover news

that can be scandalized, person-
alized, or emotionalized.

See Imhof 2011: 285.

Schmid 2002.

See also Fallan & Lees-Maffei
2016a.

Imhof 2002; 2012.
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Fig. 72 Swissair planes grounded and lined up with their tail fins hastily covered.
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skills schools

Basic_
Exercises

Sarah Klein

Atthe beginning of a graphic
design education, students
traditionally practice the
so-called Grundlagen (basics)
of design. To reduce complex-
ity, these are taught in the-
matic units such as color, form,
drawing, lettering, typography,
photography, etc. before

they are combined in an
applied project. Within a vari-
able set of basic compe-
tences—which has differed
according to era and insti-
tution—certain teaching meth-
ods, theories, and exercises
became established on

the graphic design educational
landscape of the 20th century
in the Western world. One
constantly recurring example
comprises exercises with

dots and circles in black and
white. Such point exercises
were a common part of

the basic design training at
various institutions, but
different examples of them
also show different teaching
approaches!

In three examples from
Magdeburg and Basel, the
focus was on the control of the
materials and tools. [Figs. 73,
74,75] By using tools such
as the compass or ruler, the
students first constructed a
geometric grid, scratching the
lines with a ruling pen and
thenfilling the shapes with ink.2
Two of these are student
works that were made either
as an assignment or based

teaching templates
on atemplate.®[Figs. 73, 75]
The third example is one of ten
teaching templates that the
students hadtotrace precisely.
[Fig. 74, see also Fig. 13]
The experience the students
gained inthese exercises
was mainly of a manual, tech-
nical nature. However, the
motifs of these sheets are
striking: all three are builton a
geometrical grid, show a
light-dark gradient, and create
optical effects. The pointand
the circle, and especially their
multiplication were part of
a visual culture that was ori-
ented towards the exact work-
ing methods of a machine,
and sought to hide any individ-
ual or human gestures.* With
this choice of motif, the teach-
ers also influenced their stu-
dents aesthetically.®

In a later point exercise
from the Kunstgewerbeschule
Zurich,the technical chal-
lenges were of secondary
importance. With nine pre-cut
points in a square, different
types of “orders” were to be
expressed. [Figs. 76, 77]
Here it becomes clear that
there was not one correct
solution, or a specific motif
given by the teacher, butan
infinite number and an open
outcome. Finding a solution
was not a matter of execution,
but of approximation. The
teacherdistinguished
“between mental, emotional,
and accidental arrangements”
([. . ] zwischen verstandes-
massigen, gefuhlsmassigen,
[sic] und zufélligen Anord-
nungen). Some of the twelve
tasks aimed to achieve a
certain expression or mean-
ing, while others referred
to aninvisible grid given in the
assignment. [Fig. 78]
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The next two exercises were
based on a completely
different situation. It was not
the blank page that was the
starting point here, but the dot
itself. Inthe example from
Basel the dot is divided by a
grid into nine unequal parts,
[Fig. 79l while the example from
Paris originates from paired
semicircles evenly distributed
on agrid. [Fig. 80] By removing
individual parts, variations in
shape were created. The stu-
dentwas encouraged to
experiment, but only within a
narrow framework. While
the Basel example offered only
a limited number of combina-
tions, in the Paris exercise “the
transition from an even grid
to a sign,” ([...] der Ubergang
von einem gleichméassigen
Raster zum Zeichen[...])"and
thus the search for new forms,
was open-ended. However,
the learning objective of both
exercises seems to have
been more than just creating
variants. The goal was not
only to find a solution, but also
touse orevendevelopa
system for finding solutions.
This approach is particularly
evident in the German-
language title of the publica-
tion from which Fig. 79 is taken
(Methodik der Form- und
Bildgestaltung) and can also
be found as a “program™
in the publication of one of the
author’s students.®

The point was also treated
intypography lessons. [Fig. 81]
This image shows a compi-
lation of lead typesetting
exercises that the students
arranged and labeled.
Although only superficially
treated, it becomes clear
what they were supposed to
achieve, namely to grasp
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universal principles for typog-
raphy and visual communica-
tion, such as theirteacher
himself published in 1967.°°
These principles were based
onvisual perception and tech-
nical production and found
their way into basic technical
typesetting exercises by
means of the motif to be set.
Rules and grids were first
staged and then broken again
in later examples. What at
first appears as a humorous
answer to strict design with
grids turns out to be a visual
translation of linguistic terms."
Inthe example from 1966,
these are dynamic terms,
verbs of movement. [Fig. 82]
Inthe example from 1990,
different sizes of points were
used to visualize adjectives.
[Fig. 83] But the points them-
selves seem to represent
objects such as feathers or
bubbles in /eicht (light) or
the sparkle of diamonds in
reich (rich). This was less
about optical perception,asin
the previous example, and
more about interpretationand
notation, both of which are
culturally conditioned and can
therefore have no universal
claims to validity.In the exam-
ples given here of basic point
exercises in graphic design
education, itis noticeable that
most of them take place in
asquare formatand referto a
grid. While these exercises
reveal similarities on a formal
level, there are obvious differ-
ences between the methods
and learning objectives
involved. Up until the 1940s,
the focus was mainly on tech-
nical skills accompanied by
the transmission of aesthetic
preferences. In exercises from
the 1960s and 1970s, instead

teaching templates

of copying, the students cre-
ated new forms out of the
circle, with specific system-
atized methods. Repeatedly,
the pointwas used as a
universal shape for formulat-
ing new principles or in
representations of linguistic
expression. These examples
show how diversely the
instructors approached an
initially very limited topic
atvarious institutions and in
different eras, or rather how
the exploration of the point
was used for the acquisition
of different graphic design and
typography competences.

1 Half of the examples shown here
are taken from the graphic
design program at the Allge-
meine Gewerbeschule (AGS)
Basel between 1940 and 1980.
The others are taken from
schools in Magdeburg, Zurich,
Paris, and Aarau between 1930
and 1990. Although our focus on
Basel shows that these exer-
cises have a certain tradition at
the AGS and have been devel-
oped continuously, by looking at
other schools we can see that
such exercises have also been
used internationally in graphic
design education.

2 On closer inspection, the punc-
tures of the compasses and the
pre-drawn grid are visible, but
there are no errors or correc-
tions.

3 See Klein & Renner 2019: 481-
483; Rappo 2019.

4 These design approaches
were already formulated in
Tschichold’s “Elementare
Typographie,” and much later in
even stricter form by the Swiss
constructivist graphic designers
of the 1950s. See Tschichold
1986 (1925); Bignens 2000:
25-32.

5 Providing an aesthetic educa-
tion by means of templates and
collections of models was com-
mon practice until the 1940s.
See Klein 2018.

6 Miller-Brockmann 1960.

7 Meyer 2019.

8 See Gerstner 1964.

9 See Hofmann 1965.

10  See Ruder1967.

11 These examples are typical of

the time when the term “graphic
design” was being called into
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question. The development of
the discipline resulted in an
expansion of its title. “Language
of vision,” “Visual literacy,” or
“Visual communication” were
suggestions that understood
graphic design less as a craft
and more as a means of commu-
nication, and thus as a cultural
technique. See Kepes 1944;
Dondis 1974; Kunstgewerbemu-
seum der Stadt Zirich 1978.
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Fig. 73 Student work from the course Elementare Gestaltungsiibungen, F. Berthold
(student), Kunstgewerbe- und Handwerkerschule Magdeburg, Oct. 25, 1933.
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Fig. 76 Point exercise no. 11, Josef Miiller-Brockmann (teacher), Kunstgewerbeschule
Ziirich, ca. 1960.
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Fig. 77 Point exercise no. 12, Josef Miiller-Brockmann (teacher), Kunstgewerbeschule
Ziirich, ca. 1960.
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Fig. 79 Point exercise with nine parts, Armin Hofmann (teacher), Allgemeine Gewerbe-
schule Basel, ca. 1965.
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Fig. 82 Basic exercise, Jacques Roch, Hans Rudolf Lutz (both teachers), Paris, 1966.
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Evening
Course
Documents

practice

Constance Delamadeleine

Inthe early 1960s, the lack of
any appropriate graphic
design training in France led
Albert Hollenstein to establish
an evening training program
named Cours 19.' It was devel-
oped within the framework

of the association 19,2 and
given in the basement of the
first Studio Hollenstein that
was located in Montmartre.
[Fig. 841 Cours 19 offered
aone-year basic or advanced
training that was opento the
public and to Hollenstein's
employees. Within this frame-
work, Hollenstein regularly
invited Swiss-trained practi-
tioners to teach there, such
as Peterand Sonja Knapp and
Hans Rudolf Lutz. Lutz and
Jacques Roch supervised the
program for Cours 19 in 1965
and 1966, which culminated in
a publication featuring student
works.® They took a transdis-
ciplinary approach, providing
basic exercises in graphic
design, typography, and pho-
tography. [Fig. 85] Cours 19
was a “Swiss school,” accord-
ing to Albert Boton,a French
employee of the Studio who
gave a class intype designin
the program. He describes

it as a platform where knowl-
edge in typography was
disseminated in a given style,
providing a quality and rigor
that was hitherto unknown in
France.* As reported by

teaching associations
Georges Amalric, a student

of Cours 19, the Swiss journal
Neue Grafik sometimes
served as the basis for the
classes.® This was published
between 1958 and 1965 as
amultilingual periodical aimed
atachieving aninternational
impact, and was the main pub-
lication in which the so-called
“Swiss Style” was disseminat-
ed.® Cours 19 can be under-
stood as a hub where Swiss
graphic design and typo-
graphy were introduced to the
French capital in the 1960s.

1 Albert Hollenstein’s notes,
Hugues Hollenstein archives,
Tours. See also “Swiss Made,”
in the volume Multiple Voices.

2 The association 19 was founded

with the primary goal of “devel-

oping graphic professions” (pour
la progression des métiers
graphiques). Hollenstein
archives, Ville de Paris, Biblio-

théque Forney, RES ICO 5515 17.

Roch & Lutz 1966.

Boton 2017.

See de Smet 2014: 19.

See Hollis 2006: 211.

[Né) IF i éb)

Swiss Style
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Fig. 84 Photograph of Albert Hollenstein giving a class in the basement of the Studio,
ca. 1965, photographer unknown.
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Fig. 85 Student work included in the documentation of the course, Jacques Roch, Hans
Rudolf Lutz, 1966.
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Designer
Portraits

Roland Friih

“Qu’est-ce qu'un graphiste?”
(What is a graphic designer?)
asked the writer Charles-
Francois Landry in his intro-
duction to the Schweizer
Grafiker - Handbuch, a publi-
cation from 1960 intended

to introduce the members of
the Verband Schweizerischer
Grafiker (VSG) —the Swiss
Graphic Design Association—
and provide potential clients
with information on their
practices.' The term “graphic
designer,” wrote Landry,

had not become properly
established as a job descrip-
tion. Some used it with
contempt, he said, some with
love—but everybody used

it differently. It was “un mot-
choc, un mot-clef de notre
temps” (a shocking word,

a buzzword of ourtime).2 The
profession lacked a clear
definition, which left room for
avery diverse understanding
of graphic design. Again,

the Handbuch illustrated this
perfectly. Each member of
the VSG was allocated a
double-spread to show their
work, and ina columnto

the farright, a photographic
portrait and a short biography
were added. The variety

of designers included illustra-
tors, shop window designers,
poster artists, typographers,
book designers, exhibition
designers, and more. The VSG
members responded to
Landry’s question “Whatis a

self-promotion

identity

graphic designer?” with a
kaleidoscopic answer.

Of interest here is how the
members of VSG made use
of the opportunity to present
themselves in the best, but
also in the most personal way
possible. They carefully
selected their work samples
and their photographic por-
traits. [Figs. 86, 87, 88, 89, 90,
91] In only few cases did mem-
bers use an existing snapshot.
Otherwise, they generally
chose a professional portrait
in which the outfit, acces-
sories, and location had been
selected deliberately. Such
complexity of self-representa-
tionis rare inthe literature on
graphic design. As a result, the
Handbuch is an interesting
case study in whichthe design-
ers’ own portraits in text and
image offer a very broad
understanding of what graphic
design encompasses.

When we take a closer
look at the 136 portraits in
the book,® we can discern cer-
tain recurring themes.*The
picture of Walter Ballmer, for
example, represented “the
draftsman” wearing his white
workcoat. [Fig. 861 He is in
a setting that demonstrates
cleanliness and precision,
along with the tools of his
trade—only the cigarette in
his hand breaks the sober
mood. White workcoats in
portraits taken for self-promo-
tion purposes can be found
as far back as the 1920s, when
ambitious designers such
as the young Jan Tschichold
sought to represent technical
skill, cleanliness, and preci-
sionas counterpartstoaprint-
er'sworkshop or an artist’s
studio.® The portrait of Fridolin
Miller is not too different from

photographs
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that of Ballmer—it shows the
designer as an “architect” or
“precise engineer” at work—
but Muller favored the jacket
and tie of the ad-men when
leaning over his work. [Fig. 87]
The portrait of Frédéric Riz

a Portais more relaxed. As

he confirms in his short biog-
raphy, he here represents “the
designer who works for
industry.” [Fig. 88] His shirtis
short-sleeved, he looks into
the camera, and, as if to under-
line his work for industrial
clients, he has placed a minia-
ture piece of piping next to him
on his desk. The portrait of
Solange Moser is of a different
kind entirely. [Fig. 89] She is
seated on the floor, drawing,
illustrating, and is accompa-
nied by her cat (whichin factis
not the only cat in the book).
lllustrators liked to present
themselves pen-in-hand, eyes
focused on a sheet of paper—
an “artist’s representation,’
but witha professional attitude.
The photograph of Marcel
Wyss is probably the most
sterile of them all. [Fig. 90]
Wyss was a graphic designer,
but also a practicing concrete
artist and editor of the
magazine spirale.® His portrait
is almost all white, showing
him in the process of installing
a concrete sculpture, wearing
a white turtleneck pullover
and white trousers. Wyss'’s
spread presents only logo
designs, so his two pages do
notinclude any gray tones. It
is all hard black and white,
which gives it avery concep-
tual appearance. The last

of our categories is that of the
“globetrotter” or “metropoli-
tan.” Several designers liked to
present themselves while
traveling, in front of foreign
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landscapes or cityscapes—
such as Warja Honegger-
Lavater: she posed ontop of a
New York skyscraper, and

her biography lists visits to
Stockholm, Paris, London,
Rome, and New York. [Fig. 91]
Honegger-Lavateris intro-
duced as anillustrator, though
she had been running a
design practice with her hus-
band Gottfried Honegger

and had been responsible for
several well-known graphic
design commissions too.’

To conclude, the Hand-
buch ofthe VSGiillustrates the
variety of professional scenes
and disciplines that all came
to fit under the umbrella of
graphic design. It also showed
that some designers con-
sciously chose how to be pre-
sented, even balancing out
their photo with illustrative
work or their biography in
orderto achieve a consistent
image of themselves. What
seems surprising is that there
was no real majority for
any specific “type” among the
graphic designers. The
“serious” designers were con-
trasted with the smoking
artists, the ambitious metro-
politans with the casual
illustrators and their cats. The
main technological changes
that would so profoundly
shape the profession were still
tocome. By 1960, graphic
design still gave opportunities
to those working traditionally,
by hand, with paint and
pencil, but atthe same time it
was the profession of the
conceptual, artistic designers
and even of commercial
agencies too.

And how did Landry him-
self answer his initial ques-
tion? He wrote:

“The graphic designeris avery
lively artist, who keeps up
with his times; he is a sports-
man of the arts, and what
he produces is inevitably
dynamic.”

(Le graphiste est un artiste
bien vivant, qui marche au
pas de son époque, c'est un
sportif des arts, et ce qu'il
produit est fatalement dyna-
mique.)®

-

VSG 1960: n.p.

2 Landry 1960: n.p.

3 Out of the 136 portraits, only
eleven are introducing female
designers.

4 The six portraits described here
were selected because they
show their subjects’ intention to
pose for a professional portrait,
not just any occasional snap-
shot.

5  See, for example, the portrait
taken of a young Jan Tschichold
in ca. 1928, in Jacobs & Rossler,
2019: inside cover.

6 Bucher 2001.

7 Gottfried Honegger states in a
conversation with Ruedi
Christen that he met Warja
Lavater when she had already
been working as a graphic
designer herself, and had been
commissioned to design for
the Schweizer Bankverein,
amongst others. See Christen
2017.

8 Landry 1960: n.p.
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manlicara suhila

Fig. 86 Portrait of Walter Ballmer in a draftsman’s coat.
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Fig. 88 Portrait of Frédéric Riz a Porta.
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Fig. 89 Portrait of Solange Moser.
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Fig. 90 Portrait of Marcel Wyss.
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Fig. 91 Portrait of Warja Honegger-Lavater.
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alternative actors

Student
Magazines

Sandra Bischler

Magazines by design stu-
dents, although rare and often
short-lived, allow us insights
beyond the official, institu-
tional consensus of a design
school, into a discourse
thatis often absent from pub-
lic representations. They can
reveal critical debates and
transformational conceptions
of graphic design at these
schools, and can even be
understood as seismographs
for social, cultural, and aes-
thetic change processes that
affect graphic design.

An early Swiss example of
a socially critical design stu-
dent magazine, Der Stift (The
pen), was published atthe
Allgemeine Gewerbeschule
(AGS) Basel in 1934.'Its sup-
posedly “communist” termi-
nology and polemical
criticism caused an uproar at
the school,? leading to the
magazine's prohibition after
only two issues. For this
reason, the magazine itself
has not been preserved, buta
machine-written transcript
of an article about the Fach-
klasse fir Graphik (Graphic
Design Class) has survived in
the school records because
it was made by a teacher to
provide evidence of his defa-
mation and was included
with a letter of complaint he
submitted. [Fig. 92]

The harsh criticism that
was applied to the Fachklasse
reflects its substantial

magazines

schools

reorganization during the early
1930s.2 Above all, graphic
design education’s protracted
institutionalization and the
precarious labor market situa-
tion during the economic
crisis of the day was a source
of irritation between estab-
lished and prospective
designers, or, rather, between
teachers and students, with
the latter under pressure

to quickly start out on their
career.*

Der Stift is an extreme
example of how students
might criticize the authorities
andraise awarenessofclass
hierarchies affecting graphic
design. In most cases, maga-
zines by graphic design stu-
dents saw themselves primar-
ily as design or art magazines.
Even though political issues
often arose subliminally, these
magazines focused above
allondesigntopics,the presen-
tation of student work, or the
formal and technical quality of
the magazine itself. Naturally,
graphic design students pub-
lished not only for the sake
of the content, but also to be
able to realize their own edito-
rial design ideas.

An example of thisis
K magazine, also founded by
students of the AGS Basel,
though during the 1960s. For
K magazine, which placed
great emphasis on its design
and execution, the educational
philosophies of certain AGS
teachers clearly had a forma-
tive influence.® [Figs. 93, 95]
However, critical voices
can be found as well. Subtle
changes to the editorial
design emerged from K2 to
K3; for example, through the
introduction of non-functional,
typographic patterns (or

representation
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ornaments), and a less tidy
layout. There was even an
openly critical statement on
the lack ofimagination in
contemporary Swiss typogra-
phy. [Fig. 94] This already
pointed to an aesthetic shift
towards the experimental, and
was an early manifestation
of the postmodern mindset to
follow.®

Another graphic design
student magazine of the 1960s
was published by the Fach-
klasse Grafik of the Kunstge-
werbeschule Zurich. [Figs. 96,
97] The firstissue of the
magazine (which was also the
last) exclusively dealt with a
study trip to Germany by the
Fachklasse and its head, Josef
Miuiller-Brockmann. Even
though the design and content
were created by students
of the Fachklasse, the initial
impetus for this editorial
project came from their
teacher himself.” This maga-
zine can thus be understood
as an educational outcome,
rather than as a critical
engagement with the school.
Its design shows a clear refer-
ence both to the magazine
Neue Grafik® that had been
co-edited by Mdller-
Brockmann since 1958, and
to the typographic guidelines
in his teaching concept.®

The atmosphere of new
beginnings that became
prevalent in graphic designin
the following years, as in soci-
ety as awhole, manifested
itself in the student magazine
KGS. This was also published
atthe Kunstgewerbeschule
Zirich, eight years later. The
strict, clean layout had now
been broken down: instead of
uniformity and a perfect
appearance, stylistic diversity
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had become the determining
factor for the magazine's
imagery, including influences
from contemporary art move-
ments such as Pop Art.
[Fig.98] The much more rebel-
lioustone andcontent reflect
the incipient “1968 movement”
in Switzerland.” [Fig. 99] Given
the growing youth protest
culture, the founding of the
magazine was met with mixed
feelings by the then director
of the Kunstgewerbeschule."
The schools’ reactions to
these magazines ranged
from hostile and skeptical to
approving or even actively
supportive, and demonstrate
the extent to which magazines
by design students
negotiated a tense space
between reflecting their insti-
tutions’ internal discourse
and representing those same
schools to the outside world.
Depending on the social,
economic, and institutional
framework, this led to varying
degrees of critical distance
from the school. Nor do these
Swiss examples represent
a special case.? Although
often fragmentary and short-
lived, these student maga-
zines served to stimulate edu-
cational developments and
critical discussion at their
schools.” In some cases, they
are even the only remaining
testimony of those most
affected by design education:
the students.

magazines
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In German, “Stift” is also a collo-
quial expression for “appren-
tice.”

Kammiiller 1934: n.p. The stu-
dents signed the magazine
“K.J.V.,” which was an abbrevia-
tion for “Kommunistischer
Jugendverband der Schweiz”
(Communist Youth Association
of Switzerland).

See “Teaching Materials,” in the
present volume.

Regarding this dilemma, see
Kienzle 1934b: 2.

Such as Emil Ruder’s principles
of formal unity and grid-based
layouts, and Armin Hofmann’s
graphic design principles. See
Ruder 1967: 226; Hofmann 1965:
64,54,143,148.

In this regard, see, for example,
Eisele 2004: 15-22.

See Miiller-Brockmann 1961: 176.
See Lohse et al. 2014 (1965).
See Miiller-Brockmann 1961: 16.
In this regard, see Skenderovic
& Spati 2012: 31-43.

See Buchmann 1968: n.p.

See, for example, the student
magazines Bauhaus: Sprachrohr
der kommunistischen Studieren-
den, Dessau and Berlin, 1930-
1932; output, Student Magazine
of the Ulm School of Design,
Ulm 1961-1964; ARK. The Journal
ofthe Royal College of Art,
London 1950-1978.

For example, shortly after Der
Stift was published, the All-
gemeine Gewerbeschule Basel
changed its policy towards

the students’ practical activity.
See Bischler 2018: 117.
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[Copy from “Der Stift” no. 2

(handed out by a girl at the main door of
the Gewerbeschule on Tuesday, June 5,
12 midday)

Article: How much longer is this supposed to
continue in graphic design?

Everyone is sitting in front of their de-
signs again, chewing on the ends of their
pencils. Some are trying out scripts. The
specialist lecturer is sitting at his table at
the front, looking out of the window.

If another lecturer teaches together with
him, they sit together at their table and
talk about detached houses and gardens.
A few times each day, the lecturer patrols
around and checks the work. He usually
says “That’s fine, carry on.” But it isn’t
fine if it doesn’t keep to a stiff graphic
design framework, or if someone uses
free handwriting instead of a constructed
font.

Although the teachers for art and graph-
ic design don’t over-exert themselves, the
specialist lecturer for graphic design is
worried because he’s afraid of compe-
tition from his students! That’s why he
doesn’t want them to do any work on the
side now and then. He doesn’t want them
to further educate themselves by taking
on any commissions and design posters
or anything else cheaper than he would.
Otherwise, he might not get high prices
for his work anymore.

Why can’t the day students in graphic
design work more freely? Why shouldn’t
students be able to take on practical
work?

For the simple reason that the teacher
doesn’t see his work at the school as that
of a teacher, someone who takes pleasure
in every good piece of work his students
produce. Instead, he sees himself as
being in competition with his students,
to whom he only teaches a little of his
art, under duress.

We demand that tuition should be orga-
nized in the interests of the students.

We won’t put up with such specialist
lecturers who neglect our education out
of fear that we might become competi-
tion for them—which is a characteristic
of today’s exploiting class!

At the close of what I recall to have been
an eight-page brochure, the editorial
address is given as: “Der Stift.” K.J.V.
Unt. Rebgasse 24.]
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Fig. 92 Transcript of an article from the student magazine Der Stift, Paul Kammiiller
(author), director Hermann Kienzle (addressee), Allgemeine Gewerbeschule Basel, 1934
(translation on previous page).
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Fig. 93 Spread from KI student magazine, Fritz Gottschalk (layout), Allgemeine Gewerbe-
schule Basel, 1963.
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Fig. 94 Spread from K3 student magazine, Klaus Sandforth (layout), Allgemeine Gewerbe-
schule Basel, 1964.

[When used properly, the photomaster constitutes a means that will help to give new impetus to our rather unimaginative graphic
design and typography.]
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Fig. 95 Cover of K2 student magazine, Christian Mengelt, Allgemeine Gewerbeschule
Basel, 1963.
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Fig. 97 Spread from student magazine, Fachklasse Grafik, Kunstgewerbeschule Ziirich,
1960.
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1968.

Spread from the first issue of student magazine KGS, Kunstgewerbeschule Ziirich,
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Fig. 99 Spread from the second issue of student magazine KGS, Kunstgewerbeschule
Ziirich, 1968.
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Timetables

Rudolf Barmettler,
Jonas Niedermann

If we peruse the timetables of
the Kunstgewerbeschule
Zirich (Zurich School of Arts
and Crafts)—specifically

the Fachschule fiir Graphische
Kunst (Specialist School for
Graphic Art)—from the 1910s
and 1920s, we can get an idea
of the institutional changes
that took place. We can also
assess the orientation of the
curriculum depending on the
different types of design

on offer, and the amount and
complexity of information pro-
vided.

Inthe summer semester
of 1912, Alfred Altherr was
elected the new director of the
Kunstgewerbeschule and
Kunstgewerbemuseum Zirich
(Zurich Museum of Arts and
Crafts). He arrived aftera
rather turbulent period under
his predecessor Jules de
Praetere.' The latter had man-
aged to transform the Kunst-
gewerbeschule Zurich into a
place of progressive learning
and design in an extremely
conservative environment, but
had then resigned owing to
difficulties with the authorities
and tradespeople regarding
the teaching program.2 Altherr
abandoned the strict design
principles established by his
predecessor, which had
entailed the rejection of his-
torical stylistic forms,® the
promotion of geometry-based
design, and a minimum of
ornamentation as part and
parcel of a uniform style.

education policy schools
He decided to adopt a differ-
entapproach. He represented
amoderate Modernism in
which historical and contem-
porary stylistic elements

were combined in a convinc-
ing manner, and he insisted

on taking two design principles
into consideration, namely

the suitability of materials and
their practicality.*

In his opinion, arts and
crafts training should be
brought closer to craftsman-
ship again—away from
“artistic” and “kitsch” prod-
ucts.® He wanted a “workshop
school aimed at training
skilled craftsmen who would
develop connections with
local trades, and who might
eventually develop into artists,
depending on their predispo-
sition.” Altherr’s attitude did
not come about by chance. In
1913, he was a co-founder
of the Schweizerischer Werk-
bund (SWB), an organization
that emerged out of the Arts &
Crafts Movement. The SWB
obstinately strove for “the refi-
nement of commercial work
intheinteractionofart,industry
and craftsmanship through
education, enlightenment and
statements on practical
artistic and economic questi-
ons” (die Veredelung der
gewerblichen Arbeitim
Zusammenwirken von Kunst,
Industrie und Handwerk durch
Erziehung, Aufklarung und
Stellungnahme zu kiinstlerisch
und volkswirtschaftlichen
praktischen Fragen).8 The
needs of industry played an
important role. “The Arts &
Crafts Movement is busy
adapting, butis deprived of its
socio-critical motivation.”

(Die Arts & Crafts-Bewegung
wird zwar adaptiert, jedoch
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ihrer sozial-kritischen Motiva-
tion beraubt.)® The Werkbund
thus subjected its ideals to
the interests of economic pol-
icy. The emergence of new
materials, the mass produc-
tion of industrial goods, and
the associated changesin
aesthetics and tastes had led
to a shiftin the arts and crafts
professions.”

With subjects such as
lithography, bookbinding,
typesetting, letterpress print-
ing, decorative painting,
and nature studies, the Fach-
schule flir Graphische Kunst
in Altherr’s opinion lacked the
necessary links to applied
practice and industrial needs."
[Fig.100] To remedy this, he
began hiring craftsmen as
assistant teachers from 1913
onwards, with the intention of
updating and modernizing
subjects such as lithography/
stone printing (taught by
Ferdinand Tieg). Moreover,
subjects such as xylography
(taught by Heinrich Scheu)
were added to the curriculum.
[Fig.101] These subjects
taught visual consolidation
and abstraction skills that
were indispensable for indus-
trial printing and advertising.

Visually, however, the
most significant change in the
timetables can be seenin
1916, when the Kunstgewerbe-
schule Zirich was integrated
into the general Gewerbe-
schule Zirich (vocational
school) and managed as an
Arts and Crafts Department.
[Fig.102] Through this integra-
tion, the various Fachschulen
of the Arts and Crafts Depart-
ment were expanded and
gradually restructured. Inthe
summer of 1920, both
the workshop for letterpress
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printing and typesetting and
the workshop for bookbinding
were separated from the
Fachschule fiir Graphische
Kunst, and run as two inde-
pendent Fachschulen. Owing
to its pronounced focus on
the subject of lithography, the
Fachschule fiir Graphische
Kunstwas renamed the
Fachschule fiir Lithographen
und Graphiker. [Fig. 104]

This integration into the
vocational school was
intended on the one hand to
eliminate the separation
between arts and crafts and
craftsmanship, and on the
otherto reduce the enormous
costs incurred by the work-
shop facilities.”? Altherr soon
realized that an emphasis
on craftsmanship alone with-
out any artistic input would
be insufficient to ensure the
future of design. He found the
solution by dividing the
teaching staff into three sec-
tions: the technically and artis-
tically trained Fachlehrer
(subject teacher), the Werk-
meister (master craftsman),
and the freischaffende
Kinstler-Lehrer (freelance
“artist-teacher”).® At the Fach-
schule fiir Graphische Kunst,
the illustrator and painter
Ernst Schlatter and the painter
Ernst Wurtenberger [Fig.102]
fulfilled those requirements
as artist-teachers from 1916
onwards, and they were joined
in 1919 by the graphic artist
and illustrator Hermann
Fischer. [Fig.103] As of the
winter semester of 1920, the
existing subjects were taught
by new teachers who
were more closely connected
to graphic design practice.
The book designer and letter-
ing artist, Fritz Helmuth

education policy schools
Ehmcke, from Munich, was
made head of the Fachschule,
and the poster artist Otto
Baumberger was putin charge
of architecture and landscape
drawing; one year later,

he was also assigned applied
commercial graphics. [Fig.104]
In 1921, the sculptor and
poster artist Ernst Keller took
charge of the Fachschule
when Ehmcke tookup

an appointment in Munich.*
Keller introduced the new
subjects of figurative drawing
and illustration, the former
being taught by the painter
Wilhelm Hummel, the latter by
Otto Lussi. [Fig.105] By
appointing these personalities,
Director Altherr promoted
both artistic processes

in design and a higher degree
of creative professionalism
inimplementation.
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Jules de Praetere went on
reorganizing the Allgemeine
Gewerbeschule Basel in 1915.
See “Teaching Material,” in the
present volume.

See Budliger 1978: 87.

The break with Historicism and
Jugendstil.

See Budliger 1978: 105.
Altherr1916a: 6; Altherr 1916b: 14.
Altherr1916b: 14.

See Altherr 1915: 3.

Zumstein 2013a: 63.

Kruft 1977: 29.

See Altherr 1920a: 3; Altherr
1920b: 113-116.

Industrial companies that
emerged at the beginning of the
20th century faced strong
competition. In consequence,
there was a pronounced need
for information and advertising
in order to cope with faltering
sales. During this period, Swiss
graphic design experienced a
boom, especially due to the high
quality of advertising posters

by artists such as Emil Cardinaux,
Hans Sandreuter, Robert
Hardmeier, Burkhard Mangold,
and Otto Baumberger.

See Altherr 1916b: 15; Kunst-
gewerbeschule der Stadt Ziirich
1912.

See Altherr 1920b: 118; Altherr
1924: 3.

See Gewerbeschule Zirich 1921.
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Fig. 100 Timetable for the 1912 summer semester, training workshops, Kunstgewerbeschule
der Stadt Ziirich, 1912.
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Fig. 101 Timetable for the 1913-1914 winter semester, training workshops, Kunstgewerbe-
schule der Stadt Ziirich, 1913.
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Stundenplan fiir das Sommer-Semester 1916
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a) Werkstitten und Fachkurse

Fig. 102

Timetable for the 1916 summer semester, I'V. Arts and Crafts Department, work-
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Fig. 103 Timetable for the 1919-1920 winter semester, IV. Arts and Crafts Department,
workshops and specialist courses, Gewerbeschule Ziirich, 1919.
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Fig. 104 Timetable for the 1920-1921 winter semester, IV. Arts and Crafts Department,
workshops and specialist courses, Gewerbeschule Ziirich, 1920.
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Fig. 105 Timetable for the 1921-1922 winter semester, IV. Arts and Crafts Department,
workshops and specialist courses, Gewerbeschule Ziirich, 1921.
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Roland Friih

In the spring of 2001, a group
of about sixty graphic design
students from the Gerrit
Rietveld Academie in Amster-
dam visited Zurich and its
graphic design studios. The
trip was organized by the
graphic designer Julia Born,
then still based in Amsterdam,
and the design studio
Elektrosmog, Marco Walser
and Valentin Hindermann,
from Zurich. There is no
detailed documentation of
this excursion, but the Dutch
designer Harmen Liemburg
added some photos and a
short description of it on his
website, where it is still
accessible.' The snapshot
shown here was taken during
the studio visit with Cornel
Windlin, and shows Windlin
setting fire to the book
Benzin.2[Fig.106]

Benzin was published in
2000 by the graphic designers
ThomasBruggisserand Michel
Fries.® It was an attempt to
portray the state of contempo-
rary graphic designin
Switzerland, with its young
and upcoming designers,
collectives, and studios. With
its journalistic language
and easy-access portraits, the
book offered inspiration to
the next generation—a digital
generation of designers,*
as Martin Heller hinted at in
the preface: “This book
depicts a basecamp of con-
clusive but not exactly popular
passion fighting for recogni-
tion.®

stereotypes

The project Benzin had been
introduced in short articles
inthe architecture and design
magazine Hochparterre
in 1999% and 2000,” and the
design critic Ralf Michel
reviewed the book in late
2000.2 The editors of Hoch-
parterre took an active role
in promoting Benzin as a long-
awaited publication—and,
by doing so, Hochparterre
itself hoped to get better
connected to the younger
generation.

The first edition of Benzin
in English and German
sold out fast and the title was
reprinted in 2001 as a soft-
cover. However, the authors’
selective approach to cele-
brating the few instead of the
many, and their manner of
defining these designers as
part of a specific scene did
not resonate very well with
some of those portrayed in it.
Also, as Hochparterre and
Benzin had been keen to point
out, young designers enjoyed
setting up collaborations and
collectives at will. To be fea-

tured in a book that puta name

to this scene signified the
opposite of what they prac-

ticed. As such, the anecdote of

Cornel Windlin setting fire

to Benzin, in which he himself
was featured with his com-
pany and collaborative

lineto.com, is a fine illustration

of how quickly the winds of
change thwarted the attempt
by Fries and Bruggisserto
define a new “Swiss Graphic
Design.” Designers were

now prepared to reject any
attempt to pigeonhole them.

photographs

1

~N o o

canonization 163

Liemburg 2001.

“A great opportunity to visit
Swiss people like Martin Woodtli
(second left), and Cornel Windlin
(far right), appropriately setting
fire to Benzin, a publication
showcasing a young Swiss
design scene ..., Liemburg 2001.
Bruggisser & Fries 2000.

See “Award Catalogs,” in the
present volume.

Heller 2000: 7.

Gantenbein 1999a: 10-15.
Hochparterre 1999: 7, Hoch-
parterre 2000: 5-6.

Michel 2000b: 32-33.
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Fig. 106 Cornel Windlin sets fire to the publication Benzin during a visit to his studio in
Zurich by students from the Rietveld Academie, Amsterdam, 2001.
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Sarah Klein

Typographic productionin
Switzerland is a well discussed
chapter within the graphic
design historiography of the
Western world.' The work of
several generations of graphic
designers connected to
the so-called “Swiss Style” is
regarded as having been
highly influential in type design
and typography. Given these
celebrated achievements, one
might well ask just where such
comprehensive, yet locally
pronounced skills originated??
To what extent did the training
these designers received
lay the foundations for their
outstanding work? How were
letterform and type taught
at Swiss schools?

In certain cases, the time-
tables and student records
of these schools can tell us
whether working with letter-
form and type was a central
competence in their curricu-
lum for graphic design and
typography training. [Fig. 39]
More often than not, the
subject—iftaught at all—was
integrated into the general
“Fachunterricht” or “Grafik.”
[Fig.102] Even when it was
declared to be a separate dis-
cipline, the subject “Schrift”
could imply anything from
theoryto practice or from his-
torical to contemporary
contexts, and could stand for
calligraphy, lettering,

schools skills
typographic sketching, type
design, typography, type
design history, or assorted
otherthings.

One rather passive
approach entailed sample
collections of typefaces
that had been declared to be
excellent. These provided
guidance amidst the chaos of
styles, promoting a canon
of the fonts deemed most
important and most useful to
the students. [Fig. 107] Such
aesthetic aids to orientation
were commonly provided by
the authorities in different
fields of design untilthe 1960s 3
Josef Miuller-Brockmann
offers us what is more of an
implicitand very reduced
sample collection in his book
The Graphic Artistand
His Design Problems, which
advertised only one typeface,
the Berthold sans serif.*

“Typographic sketching”
was primarily important
for typesetters and was mainly
used in the lead typesetting
era. The aim was to imitate
atypeface as faithfully as pos-
sible. The sketch served the
typographer as a template for
the typesetting. Font, font
size, and the line breaks were
specified init. [Fig. 108] In
1980, typographic sketching
was still part of some training
programs.®

In1944-1945 at the
Gewerbeschule der Stadt
Winterthur there was a special
course fortypesettersin
which students practiced cal-
ligraphy without historical
references, using the broad
nib pen or the round nib pen.
[Fig.109] Compared to the
connected and slanted hand-
writing that was taught
at Swiss primary schools,

curriculum 165

apprentice typesetters had

to start from scratch with writ-
ing exercises using Roman
capitals.® Similarly, atthe
Gewerbeschule Zurich in 1924,
the lecturer Gottlieb Wehrli
got his students to practice an
even, rhythmically harmoni-
ous script. [Fig.110] The
factthat there were noword
spaces gave the character-
filled pages an ornamental
look.

Between 1965 and 2000,
André Girtler's students
atthe Allgemeine Gewerbe-
schule (AGS) Basel were
assigned tasks in which they
had to produce ornamental
script, not just with traditional
writing tools like pen and
brush, but alsowith experi-
mental techniques, such as by
using their fingers. [Fig. 111]

To Grtler, the writing flow, the
rhythm, andindividual expres-
sion were important. Legibility
was not a criterion, but
pleasure in one’s own work
was: “With increasing experi-
mentation, enjoyment of

the use of the writing instru-
ment, materials and tech-
niques naturally lead to free
calligraphic creativity.”

Afew decades earlier, in Basel
inthe 1930s, Theo Ballmer
used calligraphy to let his stu-
dents experience the history
of writing through practice. He
had his students reproduce
writing styles from different
stages of the history of writing
according to his specially
created templates. In this way,
they learned not only the
rhythm and flow of writing, but
also the characteristics and
the development of typefaces
and letters. [Figs. 19, 20] ltis
astonishing that the pointed
nib was hardly ever used,



teaching typography
although it forms the basis
for Didone, on which the
successful Swiss sans serif
typefaces Univers and
Helvetica are based.®

“Lettering” is almost inde-
pendentofthe tool, is designed
specifically for very short
texts—a letter, a word, more
rarely a sentence—and it
requires only the characters
occurring in that text. Classical
applications of lettering
are, for example, posters (with
text), headlines, book titles,
monograms for ex libris,
or logotypes for companies.
Here, creative power may
unfoldand rules can be broken.
In one course led by Hermann
Eidenbenz, for example,
unconventional ligatures
(connections between letters)
were created between the
three letters.? [Fig. 112] The
fact that the proportions of the
letters are not correct, and
that the ligatures make them
difficult to read, is not a short-
coming here, but an advan-
tage that creates a unique
effect and competes for atten-
tion. Inlettering, a free
approach to letterformis
practiced, which may deviate
from the strict interdependen-
cies by which text typefaces
are structured.

In practice, the subject of
typography is probably the
largest application area of
type. In general, this refers to
design using ready-made
(type) material. This includes
the layout of books, brochures,
and websites, but also com-
mercial tasks such as busi-
ness papers and cards. While
the scope for designing is
relatively large in the macro
area of typography, there are
clearrulesinthe micro area.

schools skills
Reference works such as
Detailtypografie in the
German-speaking world offer
orientation for students

and professionals.” Experi-
mental approaches to typog-
raphy show teaching exam-
ples from the photosetting
era."[Figs. 113, 114] Whereas
Emil Ruder re-enacted
historical Bauhaus typesetting
to illustrate his article “Zur
Bauhaus-Typographie” for the
Typografische Monatsblatter
in1952. [Fig. 115] It seems
likely that he carried out this
work together with his
students in class, but it is not
clear from the text.?

This broad spectrum of
examples within the suppos-
edly narrow field of type
and letterform demonstrates
the context in which this field
was situated. Although the
formally rigorous, so-called
“Swiss Style” might suggest
that it was preceded by
an equally rigorous aesthetic
education, the few works
by students and their teachers
shown here testify to a diver-
sity of forms, aesthetics, and
approaches. Whether practi-
cal ortheoretical, with a sense
of history or with a feel for
the zeitgeist, education in
letterform and type in Switzer-
land does not seem to have
been a stringent and rigorous
discipline, but a living craft
for which new approaches
have been developed at differ-
enttimes and in different
places.
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See Kinross 1992: 146-157; chap-
ter “Typography and Typefaces”
in Hollis 2006: 197-202; Hollis
1994:130-137.

In the introduction to Swiss
Graphic Design, Hollis lists a
handful of rather stereotypical
“Swiss” virtues. See Hollis 2006:
9.

For example, in product design
provided by the Schweizerischer
Werkbund (SWB); see Hiiner-
wadel 2013.

See Muiller-Brockmann 1961: 25.
See the advertisement for a new
course in TM 1980: 152-153.
Concerning handwriting in pri-
mary schools, see “Handwriting
Instructions,” in the present
volume.

Glrtler1997: 175.

One explanation may be that
the pointed nib can absorb sig-
nificantly less ink than the broad
nib. As a result, the writing pro-
cess is interrupted more often,
and a writing rhythm is almost
impossible to establish. In addi-
tion, the relationship between
the thick stroke and the hairline
is not dependent on the tool,
but is staged artificially, or artis-
tically, by the writer.

This example is from Magde-
burg, Germany, though the
teacher in question was trained
in Zurich and became a lecturer
in Basel in 1940.

Forssmann & de Jong 2002.
The “Cours 19” originated in
Paris, France. However, Albert
Hollenstein, who initiated the
course, was trained in Lucerne;
Hans Rudolf Lutz (teacher) was
trained in Basel and Zurich.

See Delamadeleine 2018: 768.
At the Fachklasse Grafik at the
Kunstgewerbeschule Ziirich,
“Schrift” was introduced as a
separate subject only in 1952,
and typography even later, in
1957. See the timetables for 1952
and 1957 at the Zurcher Hoch-
schule der Kiinste, Archive,
AB-UAD-00001.



abcdefghijkimnopqrstuv
wxyz a6l 1234567890
ABCDEFGHIJKLMNOP
QRSTUVWXYZAOU

abcdefghijkimnopqrsRi
tuvwxyz 361 12345678
ABCDEFGHIJKLMNO
PQRSTUVWXYZAOU

8888

Fig. 107 Jan Tschichold recommending his own typefaces Normale and Halbfette Grotesk,
drawn for Uhertype, 1933-1936.
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Fig. 108 Typographic sketch of the typeface Garamond, instructed by Jan Tschichold,
1942.
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Fig. 110
liche Abteilung der Gewerbeschule Ziirich, Oct. / Nov. 1924.
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Fig. 112 Student work in lettering, Dirck Ruthmann (student), Hermann Eidenbenz
(teacher), Kunstgewerbe- und Handwerkerschule Magdeburg, 1926-1932.
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Fig. 113 Phototypesetting exercise of Romy Weber or Ruth Pfalzberger (student), Robert
Biichler (teacher), Typo, Satztechnik im Photosatz, Grafikfachklasse Allgemeine Gewerbe-
schule Basel, 1965-1969.
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Fig. 114 Student work with letterform structures presented in course documentation,
Jacques Roch and Hans Rudolf Lutz (teachers), Paris, 1965-1966.
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Fig. 115 Re-enactment of Bauhaus typography, Emil Ruder, Allgemeine Gewerbeschule
Basel, 1952.
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self-promotion

Christmas
Cards

practice

Constance Delamadeleine

This drawing on textile fora
Christmas card was designed
in 1960 by the Swiss graphic
designer Guido Weber, one of
the employees of Studio
Hollenstein. [Fig. 116] Based in
Paris, this Studio was founded
in 1957 and was managed by
the Swiss-trained typographer
Albert Hollenstein. The draw-
ing represents the employees
grouped together in Santa’s
sleigh, positioning them as
playful subjects. Albert Hollen-
stein is identifiable by his
haircut and glasses, and is
represented alone on the rein-
deer, leading the sleigh.

The separation between the
employees and Hollenstein

is clearly manifested, and also
evidenced by the textual infor-
mation included on the
Christmas card: “Hollenstein
and his team.” This reflects
both the hierarchical organiza-
tion of the Studio and its collec-
tive dimension. The team
appeared as a visual, discur-
sive strategy to position

the Studio as a collective, pro-
fessional structure in oppo-
sition to the individual graphic
design artist. In the early
1960s, a growing awareness
about the shifting status of
the graphic designer was
expressed within the graphic
design community. For exam-
ple, in 1962, the journal Tech-
niques graphiques published
a special issue entitled “Posi-
tions et propositions de

profession

graphistes” (Positions and
suggestions of graphic
designers), featuring articles
discussing the role and status
of the graphic designer.'In
hisarticle entitled“Le graphiste
aujourd’hui” (The graphic
designertoday), the French
practitioner Roger Excoffon
(1910-1983) stresses the
necessity of making a clear
distinction between the
“graphiste” and the artist,
arguing that “it seems essen-
tial to illuminate this division

in the interest of the graphic
designer, to give hiswork a
more lucid ‘audience.” He fur-
ther mentions the main aspect
which differentiates the artist
from the graphic designer:

the latteris engaged in the
economic cycle and worksina
team, unlike the artist who
works alone in his studio.2 The
representation of Hollenstein
as a team reflects an intention
to depictthe Studioasacom-
mercial structure. This aspect
is also illustrated in the hand
drawing produced for a
Christmas card in 1960 by Kurt
Weibel at the Studio Hollen-
stein (1957-1974). [Fig. 117]

It depicts the team, spread out
over the two floors of the
Studio. In the bottom left-hand
corner of the document, one
can observe the typographers
composing texts in front of
ametal type case, while in the
bottom right-hand corner,
other employees are working
inthe photography lab. The
illustrators, maquettistes, and
graphic designers are located
on thefirst floor at the top of
the document, along with the
administrative staff (photo-
graphic material in the
archives has confirmed that
this was indeed where they all

representation
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worked). Hollenstein used to
call his team “a chain of
specialists grouped in a struc-
ture,”® which is well illustrated
in this drawing. This “chain

of specialists” corresponds to
arationalized working system
stemming from scientific
management methods devel-
oped by the American
Frederick Taylorin the early
20th century. These methods
were introduced to France
through different channels,
including American advertis-
ing agencies in Paris.*

As many studies have high-
lighted, the American agency
provided an organizational
model for French practitioners
inthe creative industries.®
This representation of Hollen-
stein’s “chain of specialists”
on a Christmas card can be
seen as a means of promoting
the Studio as an efficient
structure, able to cover a full
range of services.

1 See “Visualiste,” in the volume
Tempting Terms.

2 Excoffon 1962: 22.

3 Albert Hollenstein’s notes,
Hugues Hollenstein archives,
Tours.

4 Martin 1992: 287.

5 See Chessel 1998; Leymonerie
2016.
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drawing on textile, ca. 1960.

’

Christmas card, Guido Weber/Studio Hollenstein

Fig. 116
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Fig. 117 Christmas card, Kurt Weibel/Studio Hollenstein, pencil on paper, 1960.
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Teaching
Materials

Sandra Bischler

The Fachklasse fur Graphik
(Graphic Design Class) at the
Allgemeine Gewerbeschule
(AGS) Basel was founded
in 1915, when the Belgian Julius
de Praetere radically restruc-
tured the school by replacing
its former curriculum (based
mainly on drawing courses)
with practical courses held in
newly formed workshops
with teachers who were them-
selves involved in professional
practice.' After this restruc-
turing, the full-time Fach-
klasse flir Graphik was led by
the painter and graphic
designer Paul Kammiuiller. Over
the following fifteen years, a
certain routine setin—at least
this is what is indicated in
a letter written in 1931 by the
AGS director Hermann
Kienzle. [Figs. 118, 119] Kienzle
had noted with displeasure
a certain backwardness in the
teaching of the Fachklasse,
especially towards “the newer
direction that we absolutely
have to consider following,
because it has taken on the
leadership role in graphic
design”(der neueren Richtung,
die wir unbedingt bertck-
sichtigen missen, weil sie die
Fihrung in der angewandten
Graphik ubernommen hat).2
Kienzle's terminology
reflects the euphoria for the
“New”—an omnipresent term
in art, architecture, typogra-
phy, photography, and graphic
design during the 1920s.5 As

templates schools
a counter model to the “new”
type of designer, its propa-
gators held up the backward
Maler-Graphiker (painter/
graphicdesigner)*who needed
to be overcome.® According
to Kienzle, contemporary
tendencies in graphic design
and typography were more
than a mere fad of the time.®
His letter thus supported
employing “fresh forces”’—
new teachers who would
introduce the ideas of
European avant-garde move-
ments into the AGS curri-
culum.®

Amongst these new
teachers was the graphic
designer August Theophil,
called Theo Ballmer, who
started teaching at the Fach-
klasse flr Graphik in October
1930 after returning from
an educational visit to the
Bauhaus under Hannes
Meyer's directorship.® Nota-
bly, Ballmer did not begin
his graphic design course with
afocus on hand-drawn, figu-
rative motifs, as was the case
with his fellow graphic design
teachers.” The few docu-
ments, templates, and student
works that have survived
from his courses in the 1930s
indicate that Ballmer, as men-
tioned in Kienzle's letter,
pursued a methodical teach-
ing concept with successive
assignments. These docu-
ments were precisely notated
for the school in Ballmer's
typical minuscule handwriting.
[Fig.120]

The course began with
the construction of type
from basic geometric forms
such as circles and squares,
for which Ballmer had a
great affinity in his own prac-
tice."[Fig. 121] These lettering

standardization 183

exercises were extended

to so-called Fldchenbehand-
lungen (plane treatments):
rectangular fields where stu-
dents would examine basic
principles of composition, sur-
face contrasts, the effect of
type on linear or point-shaped
patterns, and different possi-
bilities forits rotation [Fig.122]—
principles that were also
reflected in applied tasks.”
Eventually, gray and color
tones based on the color stan-
dardization system by
Wilhelm Ostwald were add-
ed.®[Figs.123,124]

These exercises devel-
oped into more figurative,
applied tasks such as posters,
advertisements, and logos,
[Figs.125,126,127] and were
finally combined with photog-
raphy. [Fig.129]

The integration of photog-
raphy in the curriculum of
graphic designers was a nov-
elty in Switzerland in the early
1930s. Ballmer, being part of
the “New Photography” move-
ment in Switzerland," taught
very technical, structured
photo exercises with a focus
on perfect execution.® He
would set the focus on object
photography [Fig.128] or
the photographic exploration
of surface qualities. [Fig.129]
Certain motifs in his photogra-
phytemplates alsoreflected
Ballmer's political and design
commitment to the commu-
nist party of Switzerland. This
mixing of politics and teaching
was not to everyone’s taste
atthe school.® Ballmer was
also fascinated by systems of
standardization such as
the “DIN-Norm,” as well as by
ideas of construction, typifi-
cation, and systematization of
printed matter, which greatly
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influenced his teaching.” This
represented acommon
mindset in progressive art and
design circles in Basel, and
was also shared by some of
his AGS colleagues during the
1930s, such asJanTschichold.®
Ballmer’s educational
principles for graphic design
in the 1930s are hardly known
today because his teaching
focus at the AGS shifted
towards the development of
courses in photography
and historical lettering from
the 1940s onwards.” His
teaching materials that have
survived from the 1930s,
however, reveal that Ballmer
implemented a radical reduc-
tion of illustrative means,
integrating photo, graphics,
and constructed type, and
introducing ideas of standard-
ization and systematization
to the Basel graphic design
curriculum—all under the wing
of Hermann Kienzle and his
ideas of renewal.

o O p
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De Praetere had also reformed
the Kunstgewerbeschule Zirich
afew years earlier along the
lines of the Swiss Werkbund.
See Kienzle 1930: 267-270. See
also “Timetables,” in the present
volume.

Kienzle 1931: 1.

The “new” directions, propagat-
ing practicality, objectivity, and a
rejection of ornament, for exam-
ple, were enthusiastically
received at Allgemeine Gewerbe-
schule Basel and its Gewerbe-
museum. See Direktion des
Gewerbemuseums Basel 1928:
3. See also the exhibitions
Neues Bauen (1928); Die Neue
Werbegraphik (1930); Die Neue
Fotografie in der Schweiz (1933),
all at Gewerbemuseum Basel.
Kienzle 1940: 3.

See Cyliax 1929: 23.

See Direktion des Gewerbemu-
seums Basel 1928: 3.

Kienzle 1931: 1.

New teachers at the Fachklasse
fir Graphik during the 1930s
included Fritz Buhler, Julia and
Theo Eble, Ernst Mumenthaler,
Georg Schmidt, and Jan
Tschichold.

Ballmer was definitely regis-
tered at the Bauhaus in the 1930
summer semester. In his early
years in Basel, he taught at the
Fachklasse fiir Graphik, later
also in the photo apprentices’
class. See Allgemeine Gewerbe-
schule Basel 1931: n.p.; Allge-
meine Gewerbeschule Basel
1934: n.p.

For example, Paul Kammiiller
insisted on a curriculum begin-
ning with a two-year focus on
the fundamentals of drawing.
See Kammiiller 1931: 3.

Ballmer started using similar,
geometrically constructed let-
tering during the late 1920s. See,
for example, his poster for Inter-
nationale Blirofachausstellung
Basel, 1928, Plakatsammlung der
Schule fiir Gestaltung Basel, No.
11932.

See “Reproductions,” in the
present volume.

See Ostwald 1917.

See Gasser 2007: 23, 29, 43.
Ballmer presented his photogra-
phy course in the exhibition Die
Neue Fotografie in der Schweiz
in 1933. See Gewerbemuseum
Basel 1933: 26.

Walter Peterhans, who had a
similarly precise and technical
approach, was the photography
teacher when Ballmer attended
photo courses at the Bauhaus in
1930. See also Ballmer’s notes
on photo theory, Ballmer 1930:
n.p.

The school’s commission presi-
dent Fritz Mangold feared that
Ballmer’s political views might

17

18

19
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also be communicated in class.
See note in Fig. 119.

In a semester report, Ballmer
described the goal of his teach-
ing: “standardization of all
printed matter. letterheads,
additional sheets, invoices,
envelopes, postcards, business
cards, memoranda, magazines.
design of all these printed
matter with an emphasis on
unity.” See Ballmer 1931/1932:
n.p.

Ballmer’s own systematized
designs were shown in the exhi-
bition Planvolles Werben, co-
curated by Jan Tschichold,

in 1934; see Gewerbemuseum
Basel 1934: 27. On ideas of
standardization, see, for exam-
ple, Meyer 1926: 223. On typifi-
cation, see also Kienzle 1939: 62.
See “Reproductions,” in the
present volume
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Fig. 118 Letter to Allgemeine Gewerbeschule Basel’s commission president Fritz Mangold
about the Fachklasse fiir Graphik, Hermann Kienzle, Basel, Mar. 24, 1931.

[For once it seems to me indispensable, especially in the field of applied graphic design that has seen so many major shifts in
recent years, to let fresh forces have their say if possible, who are not alienated by these new developments. Mr Kammiiller would
surely run the course in a very diligent way, but he is too far removed from the newer direction that we absolutely have to consid-
er following, because it has taken on the leadership role in graphic design. The second reason is that I find it right to assign the
course to that teacher who runs the course in commercial art [...], Mr Theo Ballmer. His ability in the field of lettering is at least
as great as that of Mr Kammiiller, but the way he organizes his teaching is methodologically far more in the manner of the new
direction.]
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Letter to Allgemeine Gewerbeschule Basel’s commission president Fritz Mangold

about the Fachklasse fiir Graphik, Hermann Kienzle, Basel, Mar. 24, 1931.
Handwritten note by Fritz Mangold:

[Agreed, though I fear that Mr B will be active in secret in line with his political beliefs.]
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Fig. 120

re

and color, Theo Ballmer, Allgemeine Gewerbeschule Basel, summer semester 1935.
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Semester report “werbegrafik” (commercial graphics) about exercises with type
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Fig. 121 “Konstruktionsschema” (construction scheme), type exercise for the Fachklasse
fiir Graphik, Theo Ballmer, Allgemeine Gewerbeschule Basel, 1930s.
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Fig. 122 “Flachenbehandlung” (plane treatment), exercise for the Fachklasse fiir Graphik,
Theo Ballmer, Allgemeine Gewerbeschule Basel, 1930s.
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Fig. 123 “Flachenbehandlung Blatt 11,” color and type exercise for the Fachklasse fiir
Graphik, Theo Ballmer, Allgemeine Gewerbeschule Basel, 1930s.
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Fig. 124 “Flachenbehandlung Blatt 12,” color and type exercise for the Fachklasse fiir
Graphik, Theo Ballmer, Allgemeine Gewerbeschule Basel, 1930s.
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Fig. 125 Advertisement for H. Stamm apple cider, student work from the Fachklasse fiir
Graphik, anonymous (student), Theo Ballmer (attributed teacher), Allgemeine Gewerbe-
schule Basel, 1930s.
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Fig. 126 Logo design, student work from the second year of the Fachklasse fiir Graphik,
Beatrice Hefti(-Afflerbach) (student), Theo Ballmer and Ernst Keiser (teachers), Allgemeine
Gewerbeschule Basel, 1937-1941.
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Fig. 127 Free works from the Fachklasse fiir Graphik, anonymous (student), Theo Ballmer
and Ernst Keiser (teachers), Allgemeine Gewerbeschule Basel, before 1939.
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“Optik Aufgabe 4,” photo exercise for the Fachklasse fiir Graphik, Theo Ballmer,

Allgemeine Gewerbeschule Basel, 1930s.



curriculum Modernism templates schools standardization

VUnierridil Miie Werbrgraphib. Allg dsrwerbeFehule, Ealcl

Anf Couned der Sohrpbuneedcbes maal der Karfe  Faorbeairber™ maal _Pholsgraphis” Lisgoscant dor SchiGlr ssm
Brffimeien Teaf in qevfolienke Sobnd snd Fordvomationrn o nn grorbeses Fioemad, Pl o, Mo s
waed Wrbrvking der Sohif el i onbilon ram Schrgfgransl waberfiechl,

Diaroaf” folgd dan dbfinecn der Sobipl des Foebeodgeld, [hrfn wird o melireea Pocfinllasgmien wad dvs
Fabrangushnden nod mef pefohiedeoacs Soliigies grapdifol and phosegrrapfulh bompanir). rch pofizmifigrs
Abcande’n der rinem Kempearira and Enlwbalren o fonml Py bans der Sohider Waglickiiniven 1o
Ferbilrayfen, Farkm and Formen mooginichen wnl’ grpeeininds abwadion

Als bkl snd Fafemmnfaifong obisr Swlics wind aaf Cewsl de finek faoke-Normung o Tieait omsel’
Crgrafland i Soase cane plonmdbiogen Frbung durchgeanbaln,

3 STERN

Fig. 129

Free works from the Fachklasse fiir Graphik, anonymous (students), Theo

Ballmer (teacher), Allgemeine Gewerbeschule Basel, before 1939.
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[To close and summarize the above study program, and in view of the standardization of printed matter, a text and object will be
developed as a systematic advertisement.]
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exhibition design

Exhibition
Designs

Sara Zeller

The list of minimum rates for
design services, published
annually from the early 1940s
onwards by the Swiss graphic
designers’ professional
association Verband Schweiz-
erischer Grafiker (VSG), also
included exhibition stands for
trade fairs, and window dis-
plays.'Itis thus hardly surpris-
ing that window displays and
exhibition stands for fairs such
as OLMA in St. Gallen, the
Mustermesse Basel (MUBA),
and the Comptoir in Lausanne
figured in a majority of graphic
design portfolios of that
period. [Fig. 131] The fact that
this was an established field of
work is also proven by courses
held at public trade schools
from the 1930s, and also by an
article titled “Exhibition Design
and Window Display” pub-
lished in Graphis magazine in
1949, which was devoted
exclusively to such commer-
cial displays as important
sources of income for Swiss
graphic designers.2 This arti-
cle by Georgine Oerishows
that even graphic designers
who were mostly known for
theirillustrative posters, such
as Donald Brunor Celestino
Piatti, had also designed exhi-
bition stands. She presented
mostly examples that mirror
the playful design language of
the 1940s, and she classified
them as belonging to the inter-
national stylistic tendencies

in exhibition design.®[Fig. 132]

exhibitions

clients

However, the abilities of
graphic designers in that field
were indemand notonly in
a commercial context, but also
for representative purposes
such as at the Swiss National
Exhibitions, international fairs
and world expos.*[Figs. 130,
1361 The Swiss National Exhi-
bition Schweizerische
Landesausstellung 1939 (LA39)
broughttogether a great
variety of such design ideas.
For each pavilion atthe LA 39,
graphic designers were
commissioned along with
architects.® This collaborative
situation suggests that the
graphic designers were pri-
marily tasked with processing
complexinformationin a visu-
ally appealing way and with
the design of signs and letter-
ing. During politically and
economically unstable times,
the LA 39 offered not only
visibility for these designers,
but also many well-paid jobs.®
Fromthe 1940s onwards,
alively discourse developed
around the topic of exhibition
design. Many well-known
graphic designers such as
Max Bill, Richard Paul Lohse,
and Josef Miller-Brockmann
published on the subject,
creating histories and typolo-
gies of exhibition design as
well as giving instructions for
designers.’ Itis remarkable
how these authors seemed
onlyto be interested in the for-
mal aspects of exhibitions,
rather than in distinguishing
between different content.
Thus these designer-authored
texts do not distinguish
between exhibitions with cul-
tural aims and those whose
purpose is commercial. How-
ever, the examples featured
therein were predominantly

advertisement

Modernism 200
committed to a strict Modern-
ism. The former genre of
playful display design had
now been replaced by
uniform, educational formats.®
[Figs.133,134,135,1361The
Swissdesigners’contributions,
which were often published

in multiple languages, also
catered to the ongoing inter-
national discourse on the sub-
ject. Other well-known design
professionals writing on the
subjectincluded the British
graphic designer Misha Black,
and the US architect Kenneth
W. Luckhurst.®

-

See VSG 1944.

2 See Oeri 1949: 332-339. In mat-
ters of education, such as at the
Allgemeine Gewerbeschule
Basel, see Schulthess 1934:
368-369.

3 See Oeri 1949: 332.

4 In an international context, this
happened as early as 1936 with
Max Bill's award-winning pavil-
ion. See Wohlwend Piai 2013a:
139.

5 This was also the case with the

Swiss contributions to world

expos and international fairs

such as the Triennale di Milano,
where graphic designers were
often commissioned together
with architects. See Wagner

1939: 2.

See Ibid.

See Deblué 2020.

See, for example, Bill 1948:

65-71; Bill 1959: 2-14; Lohse

1953; Miiller-Brockmann 1981.

9 See Luckhurst 1951; Black 1950.

0 ~No
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Fig. 130 Installation view of the pavilion “Post, Telephon, Telegraph PTT,” Frieda and
Werner Allenbach(-Meier) (graphic design), L. M. Boedecker (architect), Schweizerische
Landesausstellung, 1939.
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Fig. 131 Installation view of a trade fair stand for Oskar Riiegg, Hans Neuburg, 1940.
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Fig. 132 Trade fair stands, Donald Brun (Ciba) and Celestino Piatti (Elastic AG, Basel),
1948.
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Fig. 133 Exhibition truck from the traveling exhibition Europe Builds, Gérard Ifert and
Ernst Scheidegger (graphic design), Abraham Beer, Lanfranco Bombelli, and Peter Yates
(architects), 1950-1951.
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Fig. 134 Model for the pavilion “Die Frau und das Geld,” Nelly Rudin (design), Klaus
Zaugg (photo), Schweizerische Ausstellung fiir Frauenarbeit (SAFFA), 1958.
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Fig. 135 Traveling exhibition Stile Olivetti, Walter Ballmer, 1957.
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Fig. 136 Tower of the chemical and pharmaceutical section at the Schweizerische Landes-
ausstellung, Heiri Steiner, 1939, and the trade fair stand for an umbrella factory at Muster-
messe Basel, Ferdi Afflerbach, 1952.
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handwriting

Hand-
writing
Instruc-
tions

Ueli Kaufmann

In 1919, the art and writing
teacher Paul Hulliger released
his first publication, Unter-
richtswerkzeuge (Pinsel, Blei-
stift, Feder)im Gebrauch, a
treatise on writing and paint-
ing tools for schools. The
background to this program-
matic booklet can be found in
the school-reform movement
ofthe late 19th and early

20th centuries. Like many of
his contemporaries—and
using the terms “Lernschule”
and “Arbeitsschule” coined

by the German educator
Georg Kerschensteiner—
Hulliger argued that learning
needed to be changed from
being centered around explicit
knowledge and drill, to
embodied knowledge and
hands-on experience.' Inter-
estingly, he then connected
these pedagogical claims with
thoughts on aesthetics.
Reformed teaching, according
to his ideas, would not only
better conform with the nature
of children, but would in the
long run reconcile practice,
products, form, and function,
which had all been alienated
by the industrial achievements
of the 19th century.2 Repeat-
edly referring to a single plate
with fifteen illustrations,
[Fig.137] Hulliger proceeded to
discuss various drawing and

templates

schools

writing tools and theirinherent
potential, and finished up
with a brief outline of his new
handwriting method. With
a simple pen, students were
now supposed to first learn
upright Roman letters based
on afew basic shapes. With
growing skills and increasing
speed, tools and shapes
would become more com-
plex—over the years, the script
would become connected
and ultimately slanted.®

Inthe early 1920s, Hulliger
was appointed to a commis-
sion for a cantonal script
reform, and it was his hand-
writing method that was
chosen to be introduced to
Basel schools and presented
to the public in 1927.4 [Fig.138]
Throughout the following
decade, Hulliger developed
his system further. He
authored several program-
matic pamphlets, devised
in-depth instructions address-
ing minute details, [Figs. 139,
140] and expanded his teach-
ings to cover questions of
layout and design. [Fig. 141]
Students were supposed
to learn how to deal with form
and white space, rhythm
and structure, and to create
readable and well-structured
documents—not too sur-
prisingly, in the late 1920s and
early 1930s, there were sev-
eral explicit links between
Hulliger and the “New Typog-
raphers.” [Fig. 142] Hulliger’s
method, his claims, and espe-
cially the style he devised,
aroused heated debates at
townhouses, schools, trade
journals, and even in daily
newspapers.He was criticized
as pedantic, for paying too
much attention to typography,
for being ignorant of children’s

Modernism
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natures and of natural move-
ment patterns, or simply as
a “cultural bolshevist.”®

A conference was orga-
nized in 1932 between propo-
nents and opponents of
the script reform that called
for mutual concessions to
achieve a consensus. Thenin
1937, a council of education
directors decided that a
watered-down version of the
Hulliger-Schrift, now called
“Schweizer Schulschrift,”
should be used on a national,
or at least intercantonal, level.’
[Fig. 1431 Having never been
fully accepted, however, the
Schweizer Schulschrift was
soon progressively replaced
by a new standardized script
based on the old English
Roundhand. [Fig. 144] Only
Hulliger's Roman letterforms
and traces of his develop-
mental approach remained in
use.

1 See Hulliger 1919: 3-4. For a dis-
cussion of the complex nature
of the school reform movement
in the late 19th and the early
20th centuries, see Hermann &
Oelkers 1994: 541-547. For a dis-
cussion of Kerschensteiner and
his theories, see Gonon 2002:
121-155.

2 See Hulliger 1919: 3-8. These

ideas are clearly reminiscent of

the program of the Schweizeri-
scher Werkbund (SWB). And

Hulliger indeed joined the SWB

in 1924. See Bignens 2008: 110.

A deeper examination into the

relationship between Hulliger’s

reform efforts and the New

Typography indicates that script

reforms, the Werkbund move-

ment, and Modernist typogra-

phy should be seen as part of a

discourse spanning various

entangled, developing profes-
sional fields. See “Neue

Schweizer Schulschrift,” in the

volume Tempting Terms.

See Hulliger 1919: 20-22.

See Kienzle 1925: 5.

See “Neue Schweizer

Schulschrift,” in the volume

Tempting Terms.

6 Much of this debate can be

g w
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followed in various journals of
teachers’ associations, such as
Archiv fir das Schweizerische
Unterrichtswesen, Berner
Schulblatt, Jahresbericht des
Biindnerischen Lehrervereins,
Schweizer Schule, Schweizeri-
sche Lehrerinnenzeitung, and
Schweizer Lehrerzeitung. It was
also discussed in more popular
media such as newspapers, and
even on the radio. For a few
discussions in a major newspa-
per, see, for example, NZZ 1928,
NZZ 1929, NZZ1931. For influen-
tial critiques from various per-
spectives, see Fankhauser et al.
1933. For a defense against
the accusation of cultural bol-
shevism that was made against
him, see Berner Schulblatt 1931:
201.

7 See Greuter 1945: 14; Muller
1937: 44-49.
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Fig. 137
Hulliger, 1919.
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Collected illustrations of drawing tools, their marks, and appropriate use, Paul
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Fig. 138 Table showing Hulliger’s critique of the writing style previously used in Basel

schools and an explanation of his new style, Paul Hulliger, 1927.
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Fig. 139 Instructional diagram to be mounted on classroom walls (with brass nails,
according to Hulliger’s specification), Paul Hulliger, 1931.



handwriting templates schools Modernism politics 213




handwriting

Fig. 140

where to speed up and slow down, Paul Hulliger, 1936.
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Exemplary letters by secondary school students, authors unknown, 1931.
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Fig. 142 Explanatory illustrations of the importance and the graphic potential of white
space in words, in illustrative letterings, and in workbook spreads, Paul Hulliger, 1934.
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Fig. 143 [llustration of the newly standardized Swiss handwriting showing a softening of
Hulliger’s original concept, author unknown (possibly Paul Hulliger), date unknown.
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Fig. 144 The new proposal for handwriting to replace the controversial Hulliger style,
based on an English Roundhand.
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practice

Portfolio

representation

Chiara Barbieri,
Davide Fornari

The Italian career of the Swiss
graphic designer Walter
Ballmer was punctuated by a
series of monographic publi-
cations. The different formats
and aims of these publications
represent various typologies
of monograph. Analyzing them
makes their self-promotional
strategies explicit, and shows
atendency towards stereo-
typical narratives.

In 1955, Ballmer designed
a squared portfolio featuring
the works he had made since
his move to Milan from
Switzerland in 1947. [Figs. 145,
146] In the previous eight
years, he had worked for
Studio Boggeri. In 1956, a year
after this portfolio was made,
Ballmer was appointed by
Adriano Olivetti as one of the
artdirectorsofOlivetti.Even
though it is difficult to assess
whether Ballmer’s portfolio
played arole in his employ-
ment process, it should
be noted that this is one of the
last publications featuring
both his Italian and his Swiss
addresses. The position at
Olivetti must have been the
clincher that made him decide
to settle permanently in
Milan.

In May 1976, arich
selection of graphic works by
Ballmer was included in
a monographic issue of the
graphic design magazine
2dimensioni. [Fig.147,148] This
issue was designed by Ballmer
himself, and introduced by

publications

his former employer Antonio
Boggeri. In the foreword,
Boggerireiterated one of the
myths associated with Swiss
graphic design in Milan:
namely that Swiss designers’
professional training fruitfully
interacted with the Italian
unorthodox approach to visual
communication.' Boggeri him-
self had played a key role
in introducing Swiss graphic
design to the Italian design
scene. Since opening the
Studio Boggeriin 1933, he had
been hiring Swiss designers,
thereby acting as a spring-
board for their careers in Italy.?
Certain stereotypical nar-
ratives on Swiss designers
in Milan were also included in
other monographic publica-
tions devoted to Ballmer. This
is the case with a leaflet
released on the occasion of a
solo show in 1989. [Figs. 149,
150] The leaflet featured pic-
tures of Ballmer and his works,
atimeline of his career, and
a short autobiographical
account. Ballmer recalls hav-
ing discovered “that the rules
of sight existand are rigid,
and that creativity is free only
in compliance with those
rules” atthe Allgemeine
Gewerbeschule Basel,® and
having benefitted in Milan
from “the advantages of a very
peculiar intellectual and pro-
ductive climate [in which]
initiative and problem-solving
go hand in hand with creativity
andjoie de vivre."* Ballmer’s
words echoed the stereotype
according to which Swiss
graphic designers embody
formal severity based on solid
education, while their Italian
counterparts stand for “imagi-
nation, poetry and experimen-
tal curiosity.”

magazines

self-promotion 222
Atypical monographic catalog,
[Figs.151,152] which remained
atthe stage of a mockup,

can be found in Olivetti’s and
Ballmer’s archives. As the
subtitle suggests—A Designer
Between Art and Graphics—
the catalog documents
Ballmer’s careers as both a
graphic designerand a con-
crete artist. Indeed, it presents
two front covers and can be
read from both sides. Inside,
the layout of the placeholder
text affords an idea of the
written multilingual content—
in Italian, French, German, and
English—which was typical

of Swiss magazines and mono-
graphic publications centered
onthe so-called pioneers of
the “Swiss Style.”

The printer Lucini pro-
duced another publication, to
celebrate Ballmer's eightieth
birthday in 20083. [Fig.153]
This small commemorative
booklet featured forty logos
arranged in no apparent order.
In this case, the monographic
publication was more an
act of friendship than a self-
promotional artifact.

A portfolio, a monographic
issue of a magazine, a time-
line, a monographic catalog,
and acommemorative
booklet: these publications
well describe the trajectory of
Ballmer's career from job
applications to the dissemina-
tion of his works, from
self-narrative and canoniza-
tion up to public recognition.

Boggeri 1976.

Barbieri 2017: 124-192.

Ballmer 1989.

Ibid.

Richter 2007: 5.

Neue Grafik 1958-1965; Gerstner
& Kutter 1959; Miiller-
Brockmann 1961.
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Fig. 145 Cover from the portfolio booklet Walter Ballmer, Walter Ballmer (graphic design),
1955.
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Fig. 146 Spread from the portfolio booklet Walter Ballmer, Walter Ballmer (graphic design),
1955.
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2dimensioni

Fig. 147 Cover from the monographic issue no. 16 of the magazine 2dimensioni, dedicated
to and designed by Walter Ballmer, 1976.
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Fig. 148 Spread from the monographic issue no. 16 of the magazine 2dimensioni, dedicated
to and designed by Walter Ballmer, 1976.
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Waller Ballmer Un designer
EEE 0
@ grafica

Figs. 149, 150 Cover and spread from the folded leaflet dedicated to the life of Walter
Ballmer, Walter Ballmer: Un designer tra arte e grafica (Walter Ballmer: A designer between art and
graphics), Unidesign/G. Fe. (graphic design), 1989.
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Fig. 150
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Figs. 151, 152 Covers of the mock-up of a monographic catalog titled Walter Ballmer: Un
designer tra arte e grafica (Walter Ballmer: A designer between art and graphics), Walter Ballmer
(graphic design), date unknown (late 1980s).
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Fig. 153 Cover and spreads from the book 80, Walter Ballmer (graphic design), 2003.
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