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Resumes francais

Notre present numero special sur l'art graphique
suisse 333

Un premier No special sur le meme sujet a paru en aoüt 1943.

L'exposition zurichoise (printemps 1955) «Le metier d'artiste
graphique», a fait juger utile de consacrer un nouveau eahier
aux memes diseiplines. Karl Gerstner, outre la redaetion de
deux articles fondamentaux, en a rassemble les elements et
assume la presentation, aux grandes lignes de laquelle, au
point de vue typographique, WERK se conformera dans sa
serie de l'annee prochaine.

L'annonce

par S. Odermatt et W. Zürcher

34!

Elle doit: attirer l'attention -transmettre objeetivement un

message - eveiller la reaction affective de l'acheteur - rester
dans la memoire. Dans l'ensemble, malheureusement, les

annonces n'ont guere evolue depuis 20 ans, en grande partie
par la faute des annonciers, et aussi des editeurs. Une
meilleure prise de conscience s'impose, car l'annonce est l'un des

agents essentiels de la Psychologie des masses.

L'art graphique dans la publicite
Quelques aspects de la Situation, par Karl Gerstner

335
Le prospectus
par Kurth Wirt

3.t

Les USA, en 1951, ont depense 6 milliards et demi ä des fins de
publicite, soit 170 fr. s. par tete d'habitant. Les pays europeens,
dont la Suisse, sont loin d'un tel budget, mais l'evolution y
tend et l'on peut concevoir que les artistes qui collaborent ä

l'immense machine publicitaire contemporaine seraient tentes
d'y voir seulement une occasion de gagner beaucoup d'argent.
K. G. estime au contraire, comme nombre de ses collegues es
arts graphiques, qu'une teile conjoneture doit avant tout
amener les interesses ä prendre plus profondement
conscience de l'ethique de leur melier. II met essentiellement
l'accent sur les responsabilites que lui parait engager l'exercice
de l'art utilitaire: responsabilite vis-ä-vis de la täche ä aecom-
plir (aider ä faire connaitre et ä repandre les biens
Economiques ou culturels), et responsabilite envers les impe>atifs
de la forme. - II serait vain, selon lui, de comparer, comme on
l'a fait si souvent, art pur et art publicitaire (malgre d'enrichis-
santes analogies entre telles formes modernes de la publicite
et les manifestations les plus hardies de l'art contemporain).
Plus instruetif est le rapprochement avec des domaines plus
concretement d^termines, comme l'architecture, les arts
decoratifs et le dessin industriel, syntheses, eux aussi, de la
fonetion et du «materiau». - Au reste, ce rapprochement
exige de se traduire dans les faits: la connexion des tres
nombreux domaines interesses doit se refieter dans une
collaboration toujours plus intense avec les autres createurs,
architectes (pour les expositions), ingenieurs, techniciens, etc.
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Exposition presentee au Musee des Arts decoratifs de Zürich,
par Willy Rotzler

Cette exposition organisee par G. Honegger-Lavater et qui
voulut etre essentiellement l'image d'un mutier et de la Situation

de celui-ci dans la societe actuelle, au lieu de reunir avant
tout une revue des ceuvres graphiques plus ou moins
recemment r^alisees, comportait, dans une premiere section,
la demonstration, si l'on peut dire, de la personnalite de
l'artiste graphique (sa formation, sa position sociale, ses
«responsabilites», ses rapports avec l'art pur, etc.), et, dans
une seconde section, la mise en evidence des 60 categories de
travaux avec lesquelles l'artiste graphique est, de par son
activite, en etroit contact. Le guide de l'exposition, edite sous
forme de brochure, a trouve, egalement ä l'etranger, bon
accuell. De plus, la partie centrale de l'exposition fut
composee d'eiements facilement demontables, en vue de la
carriere ambulante de ce «noyau», prevue tant en Suisse qu'ä
l'etranger. - Conjointement, une collection d'ouvrages
graphiques, presentee par H. Fischer-Corso, rassemblait une
selection des creations des membres de l'Association suisse
des Artistes graphiques, tandis qu'en plein air avait ete organisee

une grande exposition d'affiches.

L'affiche
par Armin Hofmann

343

L'auteur passe en revue les diverses categories d'affiches:
affiche composee de caracteres librement dessines - affiche
lithographique - affiche abstraite et surrealiste - affiche
photographique - affiche typographique. La premiere a ete
essentiellement creee par Ernst Keller. La seconde a presque
totalement cesse d'exister, car ce n'est plus l'artiste qui
lithographie directement ses oeuvres (comme au temps de
Toulouse-Lautrec), et la trame a remplace le grain de la pierre.
La 3e manifeste la fecondante influence des recherches de
l'art moderne. Pour la 4e, le courage d'experimenter manque
souvent ä la clientele. Quant ä la derniere, eile se trouvera
bien de la creation de bons caracteres d'imprimerie; eile a

l'avantage d'etre economique.

Gräce aux combinaisons qu'il permet, le prospectus, qui est
comme la musique de chambre de l'art publicitaire, devrait
eminemment aider ä «vendre». Et comme, souvent, on le
conserve, sa fonetion est moins ephemere que celle de nombreux
autres moyens de la publicite.

Marques et emblemes

par C. L. Vivarelli

35E

Comme tout produit de l'art publicitaire, mais ä un degre peut-
etre encore plus concentre, marques et emblemes doivent
etre l'efficace synthese visuelle de ces 3 elements: la «chose
ä dire», la forme et un procede de reproduction.

Les manifestations de l'art publicitaire
Perspectives d'avenir, par Karl Gerstner

364

La surabondance de la demande d'art publicitaire implique le

danger de la recherche du neuf ä tout prix. Pour echapper ä

ce peril, il s'agit de se rendre compte que les seuls problemes
formeis ne suffisent plus, mais qu'il convient d'integrer le

Probleme de la forme, dans l'art graphique conditionne par
la publicite et la propagande, aux diverses activites humaines-
economiques, techniques et sociales - dont cet art est le
serviteur. Loin d'exister pour soi seulement, chaque ouvrage
d'art publicitaire devient ainsi partie integrante d'une täche
d'ensemble qui le depasse. - K. G. illustre cette conception
dont il artend les meilleurs resultats pour l'evolution de l'art
publicitaire, par 3 exemples: 1. Premier Stade de l'integration
(pages 366 et 367), la publicite pour la societe J. R. Geigy
(Integration dans les moyens expressifs, le style et l'unite du

point de vue); 2. Second Stade: Publications et affiches de

l'Universite populaire d'Ulm (pages 368 et 369); l'unite des

moyens expressifs garantit une constante qui a fini par iden-
tifier, par ex., les affiches avec l'existence meme de l'U. P.;
3.Troisieme Stade de l'integration: la publicite pourSt-Raphael
Quinquina (pages 370 et 371); cette publ. qui n'a garde de

l'ancienne que les couleurs et qui, dispensee de faire toute
allusion au «sujet», se reduit aux seuls elements graphiques,
permet de les etablir d'avance ä titre de pieces Standard. -
Une teile Integration structurelle, sans §tre pour autant erigee
en Systeme, peut, outre ses avantages economiques, etre
appeiee ä donner de nouvelles bases ä l'art publicitaire et ä

feconder la libre invention creatrice.

La formation professionnelle de l'artiste graphique
par Robert Gessner

373

R. G., lui aussi, Insiste sur le sens des responsabilites
inherentes ä la pratique de l'art graphique, et qui demande
d'etre eveille tres tot chez les candidats ä l'exercice de cette
profession, en meme temps qu'il faut s'efforcer de les rendre
conscients de la multitude d'autres metiers avec lesquels ils
sont appcles ä etre en rapport. Sans vouloir se poser en edu-
cateur du peuple, l'artiste graphique est tenu de savoir, en
effet, qu'il est eminemment qualme pour aider ä la formation
du goüt, et meme de la mentalite du grand public. - Les deux
voies ouvertes au futur artiste graphique pour se preparer ä

son travail professionnel sont l'apprentissage et, d'autre part,
la frequentation d'une bonne ecole d'art applique. L'apprentissage

est utilement complete par les classes d'apprentis dans
une bonne ecole d'art; quant ä l'ecole elle-meme, II faut
souhaiter que les classes ne soient pas trop nombreuses, que
l'enseignement, loin d'y etre abstrait, s'aecompagne de
travaux pratiques (par ex. dans le cadre de l'ecole), et que le

Programme corresponde, au minimum, aux directives du reglement

federal sur la formation des artistes graphiques.



Summaries in English

Our current special issue on Commercial Art in Switzerland

333

A prior special issue on the same subjeet appeared in August
1943. The Zürich Exhibition (Spring 1955) "The Commercial
Artist at Work", has convinced us that it would be useful to
devote a new issue to the same specialized fields. Karl Gerstner,

apart from editing the two main articles, has collected the
material for this issue and been responsible for its lay-out, to
which in general, WERK, from the point of view of typography,
will conform in its series of next year.

The Advertisement
by S. Odermatt and W. Zürcher

349

It should: attract attention, convey a message objectively,
make the customer adopt a favourable attitude, remain fixed
in the memory. Unfortunately, as a whole, advertisements
have scarcely developed for 20 years, mainly the advertisers,
and also the editors, being at fault. A better understanding of
the problem is called for, because the advertisement is one of
the essential agents of mass psychology.

Design in Advertising
Some Aspects of the Situation, by Karl Gerstner

335

The Prospectus
by Kurt Wirth

354

The USA, in 1951, spent 6.5 thousand millions on advertising,
that is, 170 Sfr. per capita. European countries, including
Switzerland, are far from such a budget, but the trend is in

the same direction and it is easy to imagine how the artists
who form a part of the huge modern advertising industry
would be tempted to see only the big money-making possibilities

in it. K. G., on the other hand, like a number of his feilow
artists, considers that in such circumstances everyone
involved should in the first instance be moved to take a more
serious view of the ethics of his profession. He Stresses
essentially the responsibilities which in his view are entailed
in the applied arts: responsibility to the Job to be done (to
help familiarize and disseminate economic or cultural goods),
and responsibility to the demands of design. - It would be

useless, in his view, to compare, as we often do, pure art and
the art of advertising (in spite of fruitful analogies between
such and such modern advertising designs and the most bold
ventures in contemporary art). More instruetive is a comparison

with special fields that are more subjeet to practical
requirements, such as architecture, the decorative arts and
industrial design, which, likewise, are all syntheses of
function and "medium". - Moreover this relationship requires
to be put on a practical footing: the interconnections among
the numerous specialized fields in question should be reflected
in an ever closer co-operation with other creative works done
by architects (for exhibitions), engineers, technicians, etc.

"The Commercial Artist at Work" 339

Exhibition held in the Museum of Decorative Arts, Zürich,
by Willy Rotzler

This exhibition (February-March 1955) was organized by
G. Honegger-Lavater and aimed essentially at giving an overall
view of a profession and its Status in contemporary soeiety.
Instead of merely assembling a display of more or less
recently ereated designs, it sought, in the first section, to
reveal, as it were, the personality of the commercial artist (his
training, his social Status, his "obligations", his relation to
pure art, etc.), and, in the second section, to display the
60 kinds of undertaking with which the commercial artist, by
reason of his function, is in close touch. The exhibition
catalogue, in pamphlet form, has been well reeeived both
here and abroad. Moreover, the main part of the exhibition
was made up of units that could be easily dismantled, in view
of the fact that this "nucleus" was to be a travelling exhibit
not only in Switzerland but also abroad. - Included with it was
a collection of designs presented by H. Fischer-Corso, which
comprised selected creations by members ofthe Association
of Swiss Commercial Artists, while at the same time there had
been organized a large open-air poster display.

The Poster
by Armin Hofmann

343

A. H. gives us a survey of the various kinds of posters:
posters composed of freely designed letters and lithographie,
abstract and Surrealist, Photographie and typographic posters.
The first was ereated essentially by Ernst Keller. The second
has almost completely disappeared, for the artist no longer
lithographs his works directly (as in the days of Toulouse-
Lautrec), and the screen has replaced the stone. The third
reveals the fructifying influence of experiments in modern art.
As for the fourth, the public is often too timid to appreciate
bold experiments. Here there is plenty of creative work being
done in the printing Shops; it has the advantage of being
economical.

Thanks to the possibilities of arrangement it offers, the
prospectus, which is as it were the Chamber music of advertising

art, should above all aim at promoting "sales". And as in
many cases it is kept and not thrown away, it has a more
lasting influence than many other advertising media.

Trade Marks and Devices
by C. L. Vivarelli

358

Like every product of the art of advertising, but in a still more
concentrated form perhaps, trade marks and devices have to
combine effectiveiy the Visual aspects of these three
components: the "message", the design and a process of
reproduction.

Commercial Art in Switzerland
Prospects for the future, by Karl Gerstner

364

The great demand for commercial art entails the danger of
striving for novelty at all costs. To avoid this risk, it should be
realized that formal problems alone are no longer sufficient,
but that it is suitable, in design adapted for advertising and
Propaganda purposes, to integrate the problem of form with
the various human aetivities - economic, technical and social -
served by this art. Thus, far from existing in and for itself,
each advertising design becomes an integral part of a larger
project which transcends it. - This idea, which he expects to
yield results most helpful to the further development of
commercial art, K. G. illustrates with 3 examples: 1. first stage of
Integration (pages 366 and 367), publicity for J. R. Geigy and
Co. (Integration in the means of expression, style and unity in
the point of view); 2. second stage: publications and posters
of the Institute of Adult Education, Ulm (pages 368 and 369);
the unity in the means of expression provides a Standard
which has resulted in the very existence of this Institute
becoming identified with its posters; 3. third stage of Integration:

publicity for St. Raphael Quinquina (pages 370 and 371);
this poster retains only the colours of the old one and thus,
freed from all necessity of alluding to the "subjeet", it is
reduced to its bare graphic elements which makes it possible
to regard them in advance as Standard units. - Such a structural

integration, without by any means being erected into a

System, can, in addition to its economic advantages, be

expected to give a new basis for commercial art and to stimu-
late free, original creations.

The Training ofthe Commercial Artist
by Robert Gessner

373

R. G. too Stresses the responsibilities inherent in the
commercial artist's profession, which should be aroused very early
in the training of apprentices for this profession. These
apprentices must at the same time be made aware of the
numerous other specialized lines they will have to co-operate
with. Without pretending to be an educator of the public, the
commercial artist must realize, in fact, that he is eminently
qualified to help form the general public's taste, and even its
mentality. - The artist-to-be has at his disposal two ways of
preparing himself for his professional career: apprenticeship,
and, on the other hand, attendance at a good school of applied
arts. It is useful to complete the apprenticeship by courses in

a good art school; as for the school itself, it would be

desirable if the classes were not too large, if the Instruction,
far from being theoretical, were aecompanied by practical
projects (e.g. in the school), and if the program were, as a

minimum, to meet the requirements of the federal regulations
on the training of commercial artists.
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