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‘Plaidoyer pour le graphiste’
Arts et métiers graphiques and the French Typographer as an
Artist and Craftsman

Kristof van Gansen

ABSTRACT

This article studies the conception of the typographer
in the French graphic design magazine Arts et métiers
graphigues, published in the interwar period. For the
magazine's editors, the designer was both an artist
and a trained craftsman who was dedicated enough
to face the particular challenges posed by typography.
Moreover, the fruit of his work merited legal protection
through copyrights. All of this points to a conception
of the designer as a self-determined individual with a
particular style. This view may be typical of the French
conception of modern typography in that period. Itis
one that stands in contrast to the logic of often anony-
mous, collective design propagated in the New Typo-
graphy of the Central-European avant-gardes. More-
over, in addition to individual creative endeavours, the
French conception favoured a design practice that
reconciled innovation and tradition, and artistry and
craftsmanship.

INTRODUCTION

In the seventeenth issue of the French interwar
design magazine Arts et meétiers graphiques (Graphic
Arts and Crafts, 1927-1939, hereafter AMG), Charles
Peignot—artistic director of the Deberny et
Peignot type foundry and owner of the period-
ieai—pubiished an article pieading in favour of
the legal protection of typefaees. For Peignot, it
should be illegal to imitate a typeface, just as it was
prohibited to copy any other form of art without
permission. To him, creating a typeface was an art
similar to engraving or drawing.' This plea for copy-
rights granted the typographer a status compara-
ble to that of a literary author, whose work had
already been legally protected in France since the
late eighteenth century. The designer also had to

be recognised as the creator of his or her own work
and had to remain its owner. Furthermore, Peignot

likened the typographer’s work to that of other
visual artists. His plea and statements are very
much in line with the concept of the typographer

that was pTCSCI’ltGd in ti’1€ magazine. I_IOW€V€I‘7 Wi’lilt

was this concept? In what way did the magazine’s
treatment of designers differ from that promoted
by the New Typography of the Central European

avant-garde, perhaps the most important inno-
vators in design in that period? Firstly, we know
that New Typography was not particularly wel-
comed in France, which found itself at its mar-
gins.* Furthermore, do these differences point to
a typically French view of typography and the
graphic artist? Before attempting to answer these
questions, I will first briefly portray the field of
typography in the first decades of the twentieth
century and provide some notes on the history and
programme of Arts et métiers gmphiques.

THE TURN OF THE TWENTIETH CENTURY: A MASS OF
PRINTED MATTER

In his 1928 The New Typography: A Handbook for
Modern Design, Jan Tschichold observed that
‘[mlodern man has to absorb everyday a mass of
rinted mactter which, whether he wants it or not,
is delivered through his letter-box or confronts him
everywhere out of doors.” This aptly characterises
the state of typography in the first decades of the
twentieth century. New techniques allowed for
ever-increasing numbers of (illustrated) newspapers,
leaflets, posters, and books to be produced faster,
cheaper and in bigger quantities, which meant
that an increasing group of readers could engage
with a continuously growing mass of printed mat-
ter. Cheap paperbacks were sold widely all across
Europe and brought (popular) literature to a large,
non-upper-class readership. In 1906, for instance,
the Englishman J.M. Dent started publishing quality
editions of classics at the lowest price possibie with
his ‘Everyman’s Library, that did in fact appeal to
every reader.* Periodical publications, in turn, were
more suited than was the book, a keeper of eternal
values caught between its covers, to attest to an ev-
er-changing world, as Michel Melot stated.’ In fact,
periodieais’ pubiieation rhythm was faster, their
print runs were higher, and their production COStS
were lower. This made the magazine the preferred
means of communication for subversive movements
such as the historical avant-garde.® Finally, new
printing techniques also led to the flourishing of
advertising design. Pooriy designed, non-illustrated
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Article on New Typography by Jan Tschichold in AMG 19
(September 1930).

announcements pasted on walls, or a few lines of
text printed in newspapers, made room for colour-
ful posters and advertisements, leaflets and cata-
logues. Typography was everywhere.
Typographers from all across Europe reflect-
ed on the various teehnological innovations and
the rise of mass publieation at the turn of the
twentieth century through periodicals or books.
Calling for either a return to classical styles or
a radically new understanding of design, they
formed societies of like-minded designers, and
taught pupils their design principles in institu-
tions such as the Bauhaus school. The multitude of
printed matter confronting everyone, often a mix
of every conceivable style, prompted Tschichold

to compose his aforementioned handbook for
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modern design. He promoted a functional form
of typography that was devoid of all artistry and
unnecessary ornamentation, which would allow
readers to access information more easily and
quickly. His book, full of concrete examples and
guidelines for typographers, was a synthesis of
numerous earlier writings. Laszlo Moholy—Nagy
had written an essay entitled “Die neue Typogra-
phie” in the catalogue for the 1923 Bauhaus exhibi-
tion and El Lissitzky had published “Topographie
der Typographie” in the German Dada magazine
Merz (published by Kurt Schwitters).” Tschichold
himself had already written a short, manifesto-like
article on New Typography in Kulturschau and ed-
ited a speeial issue of the magazine Typogmphische
Mitteilungen entitled Elementare Typogmphie.8



However, new design aesthetics did not re-
main confined to schools, the ‘little magazines” of
the avant-garde or trade periodicals, but also found
their way into more popular magazines of the
period. The German fashion magazine die neue linie
helped disseminate the aesthetics of New Typogra-
phy to the mass market.? Vanity Fair, an American
‘smart magazine’ that dealt with news, fashion and
the arts, not only drew on avant-garde typogra-
phy (among a multitude of other styles), but also
contained writings and artwork by avant—garde
artists, who were often treated as celebrities. In
this way, its (upper—)middle—class readership be-
came acquainted with these innovations.” In 1934,
Russian-born designer and photographer Alexey
Brodovitch became the art director of the Amer-
ican fashion magazine Harper’s Bazaar. In this case,
innovation came from a popular magazine itself, as
James Crump indicated:

Through his work at Harper’s, Brodovitch revo-
lutionized modern magazine design by forging a
greater integration of typography, text and pho—
tography. His innovative layouts and numerous
cover illustrations for the magazine popularized
the techniques of montage, full-bleed paging
and strategic sequencing of photographs that
fostered interactive readership.”

Popular magazines such as these brought new con-
cepts of design to a wider audience, which made it

more likely that they would be accepted.

ARTS ET METIERS GRAPHIQUES

It is in this context that Arts et métiers graphiques, a
graphic arts periodical published in Paris between
1927 and 1939, came into being. The magazine was
created by a society founded by five key figures
from the French printing and publishing industry,
who were brought together by Charles Peignor,
artistic director of the Deberny et Peignot foundry.
He may have done so at the insistence of Lucien
Vogel.12 Vogel was an experienced publisher of
illustrated periodicals such as the Gazette du bon ton
and Le jardin des modes and he would g0 on to pub—
lish the famous photographically illustrated news
weekly Vu (1928-1940) up to 1936.% The other society
members were H.L. Motti, owner of the Vaugirard
printing office, where the most of the AMG publica-
tions were printed; Léon Pichon, a printer, typogra-
pher and publisher, and Walter Seymour Maas, who
was head of the advertising agency Dorland. The
magazine’s consecutive general editors were Marcel
Astruc (issues 2-3), Francois Haab (issues 4-41), and
André¢ Lejard (issues 42-68). Publisher and typogra-

3

pher Henri ]onquieres was credited with being the
layout designer ‘maquettiste’ from issue 45 (1935)
onwards. Among the frequent contributors one
finds Maximilien Vox. This was the pseudonym of
Samuel Monod, an important French typographer
famous for designing covers for Grasset and creat-
ing the logo with the mask and the pen for the col-
lection of detective novels Le masque, as well as for
introducing the Vox-ATypl typeface classification
system. In addition, famous authors such as Paul
Valéry, Philippe Soupault, André Beucler, Pierre
Mac Orlan, Jean Cocteau and Raymond Queneau,
art critics such as Maurice Raynal and Claude
Roger-Marx, and designers, including Jean Carlu,
Cassandre, Tschichold, and Alexey Brodovitch,
provided written and visual content.

AMG had to be an encyclopaedia of typogra-
phy. According to a “Programme” published before
the release of the first issue, the magazine aspired
to act as an intermediary between artists, artisans
and professionals from the typographic industry
on one hand and a more general readership inter-
ested in the graphic arts on the other.* An adver-
tising leaflet included with the first issue explicitly
addressed bibliophiles —the word was printed in
large, bold type at the top of the page. It stated
that the magazine was to inform its readers about
all aspects of the printing industry: typography in
all its forms, new and old printing techniques, the
art of the book, and similar subjects. It would do
SO through historical and technical articles written
by both leading art critics and literary authors of
the period. According to the editors, these contrib-
utors would ensure the magazine’s literary quality,
which they even listed as the first ‘selling proposi-
tion’ on the leaflet.

In addition, the leaflet announced that AMG was to
be a luxurious publication of the highest material
quality. The editors wanted it to be a monument to
modern French typography. Measuring 31 x 24.5 cm
and usually about 80 pages in length, it was printe
on different types of special paper (the majority of
the magazine consisted of coated paper). Its de-
signers made use of multiple typefaces and various
figurative layouts, and the articles were copiously
illustrated —including photographs and colour im-
ages — by means of the newest printing techniques.
A special place was reserved for the typefaces sold
by Deberny et Peignot, such as Bifur (1928) and
Peignot (1937), both designed by Cassandre.” In

a similar vein, particular attention was paid to
photographs produced by the Deberny et Peignot
advertising studio, as well as the typographic
services of other companies that were related to
the magazine. In fact, for the companies involved



4 TIJDSCHRIFT VOOR MEDIAGESCHIEDENIS - Vol 19, No 2 (2016) - Kristof van Gansen

ARTS 1
- GRAPHIQUES | RNRAFPHIQUES

R Ty

ARTS ET METIERS GRAPHIQOUE

Examples of different cover styles used for AMG throughout
the years. AMG 1 (September 1927), AMG 37 (September 1933),
AMG 43 (October 1934), AMG 67 (March 1939).

in its creation, AMG was a place to showcase their or demonstrations of new printing tcchniqucs,
products and printing techniques, particularly the excerpts from bibliophile books, reproductions of
most advanced ones. Each issue also contained nu- advertisements and so on. Again, many of these

merous offset inserts with additional illustrations images were provided by companics related to the
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BIBLIOPHILES

( La haute tenue littéraire de notre Revue assurée par une collabo-
ration de premier ordre, réunissant les noms de nos plus grands
écrivains, poétes et critiques.

(] La Publication dans chaque numéro d'un article inédit imprimé
en hors-texte sur les plus beaux papiers.

( Une trés importante documentation historique, complétée de
documents précicux et portant sur les problemes qui vous
intéressent.

(] Une documentation technique incomparable qui vous tiendra au
courant de tous les perfectionnements apportés 4 chaque instant
aux différents procédés d’'impression.

€ La monographie de chacun des plus grands artistes du livre,
accompagnée de reproductions de leurs ceuvres et de leur portrait.

(] Des renseignements trés complets, accompagnés de reproduc-
tions, sur les belles éditions étrangéres, avec des ¢tudes sur leurs
illustratcurs et sur les progrés des Arts Graphiques dans le
monde entier.

( Le soin apporté au choix et la reproduction de tous nos docu-
ments et son tirage limite.

FONT DE CETTE REVUE
la publication encyclopédique la plus compléte et la plus
luxueuse consacrée aux arts du livre.

Elle s'adresse a tous les gens cultivés dont le gotit ou la curiosité
sont attirés par les Arts Graphiques.

La Direction de la Revue sc tient & lentiére disposition des
ABONNES

pour leur fournir tous les renseignements artistiques (illus-
trateurs, ¢crivains) ou techniques (fabrication, machines, papiers,
caractéres, encres, procédés de reproduction) et toute documen-
tation bibliophilique (chiffre de tirages, noms des éditeurs et
illustrateurs, dates de publication, etc.).

VOTRE REVUE EST

ARTS ET METIERS
GRAPHIQUES.

ABONNEZ-VOUS

The advertising leaflet addressing bibliophiles, the advertising
leaflet addressing bibliophiles, included with AMG 1 (September
1927).

magazine. All the firms involved in the creation
of the magazine and the materials used were listed
in an elaborate colophon placed na prominent

position at the beginning of every issue—not at
the end, as was custom in France in that period—

in a 1930 letter addressed to his sister, the writer
Colette Peignot.” Critics confirmed this number,
indicating that around three to four thousand
copies of each issue were printed.” A single issue
initially cost thirty francs in France and Belgium

to ensure that the readers” attention was focused
immediately on the material quality of AMG.
Through this high attention to both content
and form, the editors sought to please their read-
ership, consisting of graphic designers, industry
professionals, advertising agents, and bibliophiies,
as well as people of letters in general.”* Most of
these readers subscribed to the magazine.” The
magazine itself did not mention its print run, but
Charles Peignot spoke of three thousand copies

and forty francs for readers abroad. However,
increasing production costs (probably connected to
the electoral victory of the ieﬁ—wing Front Populaire,
which demanded higher wages for labourers,
including printers) led the editors to increase the
price to thirty—ﬁve francs and forty—five francs for
international readers from issue 55 / 1936 onwards.
At the same time, the magazine was no longer
published six times a year but only five times. From
issue 6o/ 1937 onwards, the price per issue increased
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a second time to forty-five francs and to fifty-five
francs for readers abroad. For subscribers, the price
per issue was lower, with subscriptions initially
costing one hundred and fifty francs per year, but
eventually costing two hundred francs in Novem-
ber 1937. Subscription fees for international read-
ers, meanwhile, varied from two hundred to two
hundred and forty francs.

As the prices for readers from abroad suggest,
AMG was an internationally—oriented publieation
from the beginning. Some issues contained English
captions underneath the images, English summa-
ries of the articles, or even complete translations
as a service to non-French readers. It is said that
up to a third of the magazine’s subscribers were
from abroad—from all over Europe and from the
United States.® In addition, the editors had par-
ticularly good relations with the German trade
periodical Gebmuchsgmphik and its chief editor
H.K. Frenzel. This magazine was founded in 1924
and discussed typography, the book, advertising
and packaging, focusing both on traditional and
on modern design.” If it was not a model for AMG,
the publications were at least strikingly similar,
both in their content and their pluralism. Some
issues of AMG contained translated articles taken
from Gebrauchsgraphik or letters from Frenzel, while
advertisements for the magazine frequently ap-
peared in “Notes & Echos” at the end of every issue.
This section also contained adverts for a variety
of national and international magazines, not only
trade magazines, but also cultural periodicals and
popular scientific journals. It also featured reviews
of magazines from all over the world. Regular arti-
cles regularly focused on international artists, book
publishers, or the state of typography in a certain
country. Issue 26/1931 was even completely dedic-
ated to the “International Art Book™.

Despite these international tendencies, AMG
also had an objeetive to promote nationalism. In
fact, the luxurious material form of AMG men-
tioned above did not just serve to appeal to an
audience appreciating well-crafted printed matter.
The magazine as a whole exemplified what modern
quality printing had to look like, in an attempt to
reinvigorate French typography—something that
the magazine also tried to do through articles on
new techniques. Design historians have indicated
that French graphic design in that period lacked
the innovative impetus of German and Eastern
European avant-garde typography, for instance.”
France did not have a Bauhaus, nor a modern
typeface that could really compete with the inter-
nationally successful sans serifs championed by
New Typography. Instead, French typographers,

at unease with these innovations, chose to follow

their own path and generally stuck to a well-estab-
lished national tradition, or chose to ‘[reinvent]

the design tradition’ instead of revolutionising it.
Even Cassandre and Jean Carlu, probably the most
famous and innovative French poster designers of
that period, continued to draw and avoided the ty-
po-photo propagated by New Typography.* Charles
Peignot and the creators of AMG did want to create
a modern and properly French typography that they
hoped could compete with the Central European in-
novations. In a move that might be typieal of French
‘tempered’ modernism in a period of retour a lordre,
they searched across the borders for innovations,

all the while steering clear of the excesses of the
avant—garde and trying to preserve the worthwhile
elements of the (national) printing tradition.

The periodical had to be a pioneer in this
project. It wanted to inform designers about tech-
nical and aesthetic innovations (héliogmvure, offset
printing, new techniques in photography, modern
typefaces, the work of contemporary designers
and so on). At the same time, it wanted to show
the merits of classic French publishers, printers
and type designers such as the Renaissance printer
Simon de Colines or the Didot 1Camily.27 The pages
of the magazine, both content-wise and visually,
reflected this pluralist aspiration to reconcile the
modern and the classic, and demonstrated how new
techniques and high quality materials could be put
to good use. For the editors, the beauty of printed
mactter and the ‘signature’ or the hallmark of the
style of the individual graphic artist continued to
play a role.® Here, the AMG approach differed from
the functionalist New Typography that preferred
anonymous and collective design—nonetheless,
while Tschichold stated that a typeface was best
created by a group ofpeople, ineluding an engineer,
many creations of the New Typography were actu-
ally explicitly attributed to an individual designer.”
But how, exaetly, did AMG treat and conceive of the
typographer?

THE DESIGNER: A TRAINED ARTIST AND CRAFTSMAN

One of the purposes of AMG was to function as an
eneyclopaedia on everything related to the graphie
arts. The editors wanted to bring (at least some as-
pects of) specialist knowledge of design and print-
ing teehniques to a more general publie through
richly illustrated articles written in an accessible
way by experts. However, AMG also wanted to
contribute to the education of aspiring designers
and to defend their practice. In fact, as will be ad-
dressed below, the editors believed that typography
was a craft that could be learned and that required
dedication. It was not only an art requiring creative
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“Lactualité graphique”, putting a great variety of advertisements

on display, in AMG 15 (January 1930).

genius. In this way, the technical and historical
articles also served as useful background informa-
tion for the designer. Furthermore, the magazine
was full of inspiring imagery: the editors used it as
an anthology of creations that they thought worth
following and which served as examples of best
practices in typography.

In this respect, it seems that AMG was particu-
larly interested in advertising design. Advertising
posters flourished at that time in France, where
they had always occupied an important position.®
Internationally aeknowledged at that time were
les quatre C (‘the four Cs): Cassandre, Jean Carlu,

Paul Colin and Charles Loupot, who led the way
towards a renewal of poster design via art deco
creations.” The magazine’s interest in advertising
was clear from the first issue, which contained an
essay on the subconscious and advertising, and an
article on the catalogue dart, the luxurious cata-
logue. Moreover, in a feature entitled “L'actualice
graphique,” which was included in every issue start-
ing from the fourth, all types of advertising design
were put on display. The editors, who received no
financial recompense for including the advertise-
ments, aspired to create an ‘exhibition’ of advertis-
ing to provide a complete overview of the advances
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de 1'homme sous une forme de féerie cui mele dans ses feux des
ssions jadis décriees par
1'6lite, clest-a-dire par les gens les plus semsibles aux godts

gerbes de lumitre, des mots et des pr

officiels de leur temps. Un soir de Paris, quand la rue Pigalle
allume les feux de ses annonces, s'associe étroitement & une nou

velle manitre de Juger la beauté des choses per Tapport au plaisin

que nous ressentons & les contempler. Ls phonographe st le cinéma

tographe. 1'un par ses volumes et 1'autre par ses lignes mouvantes,

9 tondent fatalement & devenir 1'¢criture néme do la vie. Savons-nous

38 enployer tous ces instruments propres & tracer des images qui de

B¥  plus en plus équivalent & des livres? Tl est

@ création de notre cutillage sentimental i 6té plus vite que 1'
E veux b ses effets. La

ernis d'en douter. La

dap
art d'entre

o 8 tation tre sy

voix de la T. S. F., celles des coffr
graphiques, les images précises impitoyablement
saisies par Lobjectif, sutant de forces qui agis
sent sur limegination, et pour cette raison

autant de forces qui perpétuent le mystére

Les « graphismes

entrés dans lo

publicit
agnifique qui décore Paris
aspect du livre et de tous les ouvrages impr:
est depuis quelques s
peut-dtre, tout cet outillage
pographique et

ite en

publicité sup
ste encore & créer une poésie de la publi
et une podsie du haut commerce. Nous obsis
dans cet ordre d'idée, & des préjugés qui
répondent nullement aux idées qu'un homme de
qualité de notre temps peut se faire de la dis
On peut éor e e
st un chef-d’muvre

Pierre Mac Orlan’s “Graphismes”, AMG 11 (May 1929).

nous montent en avion, il est vrei, mais avec des nerfs d'un
vieux systéme qui ne sont pas encore associés, non seulement &

1'avion lui-méme, mais aux effets de la présence avions sur

tre manitre de vivre. Ceux qui peuvent vivre librement 1
1'on veut, avec satisfaction dans cette grande époque de création

sont ceux qui peuvent assimiler sans effort transfornations

méme les plus saugrenues, d'une civilisation nouvelle & sa nais

sance. Lo phonographe, 1'sppareil de prises de vue sont & 1'entrée

de ce « pays de tout le monde » qu'est le domaine de 1'imagination
Ce sont les derniers nés de la science. Ils apportent un nouveau

témoignage du génie de 1'homme. Mais ce témoignage ne sert qu'd

rendre 1'ombre plus épaisse. Les lumitres de la rue Pigalle donnent

& la nuit un sttrait qui n'est pas sensuel mais inquiétant, les

joli sweater, ou
autre objet qu'il plaira
de louer, sans étre rangé

rayon publicité

et clest

bien réfléchir, peut étre
parfaitement pure ot émou-
vante, des témoignages
précieux ot des élans te-
naces viendront se grouper
autour de mille objets qui
Plus représentatifs
s inte
tuelles, artistiques
sociales de ce temps
les clichés empruntés

ne s'agit pas de juger
mais de constater. On ne
chose, et cet
pour des rai-
us touche plus

s n qui sont les symboles les plus

évidents de nos meurs et de notre sensibilité, il appartient & ceux qui la

mois, un trés remarquable commentaire sur les affiches Jugées un peu & ce




in French typography: ‘les plus beaux catalogues,
les en-téte de lettres, les cartes d’invitations, les
menus, les affiches y seront reproduits sans com-
mentaire comme sont presentées dans un salon de
peinture les toiles qu'a retenues le jury.” In fact,
the section was full of images and reproductions of
posters and leaflets the editors considered worth-
while, although they never wrote anything about
their selection criteria. The feature also paid atten-
tion to new techniques such as illuminated adver-
tising. Furthermore, this museum of advertising
served as an important source of inspiration for
young, aspiring designers — a welcome addition to
their training. As Katrien Van Haute rightly point-
ed out, their education did not have to rely only
on theoretical articles, but also, and perhaps even
more, on examples worth following.” It is impor-
tant to note that these collections of ‘best practic-
es’ differed from those presented by Tschichold in
that they were much more pluralist and less cate-
gorical than were those included in The New Typo-
graphy, with its strict distinction between ‘good’
and ‘bad’ examples. Colourful hand-drawn art deco
posters and booklets appear next to designs that
consist ofnotliing but letters, and photographie
advertisements including typo—photo creations

by Piet Zwart or Tschichold himself; without the
editors preferring one to the other.

On one hand, for AMG, advertising was an
art. In the article on the catalogue dart, Jean Luc
reflected on the condescending attitude of some
bibliophiles towards printed matter with an ad-
vertising function. The author considered the
eatalogue a utilitarian work of art, and its crea-
tor an artist. Whomever disliked it because of its
utilitarian nature was wrong, according to him, as
utilitarianism had nothing to do with ugliness.3* A
similar opinion regarding advertisements would
be echoed in numerous articles by other editors. In
an essay entitled “Graphisrnes”, which was an ode
to new forms of ‘graphie expression’, Pierre Mac
Orlan, at that time an extremely popular author,
wrote that advertising was a form of poetry. For
him, the poster had its origins in prehistorie mural
drawings, just as did the fine arts. Thus, as cog-
nates, the two forms were at least equal.35 André
Beucler also linked advertising and poetry, while
Louis Cheronnet compared Cassandre to the fam-
ous author Paul Valery.* Previously, Cheronnet
had observed that religious art was advertising for
faith and the ‘divine concept’.¥ As had Mac Orlan,
Cheronnet tried to legitimise advertising by in-
eluding it in the tradition of the fine arts or poetry.
In “Salut a la publicite” (“A Salute to Advertising”),
Léon-Paul Fargue related a nightmarish vision of a

Paris in which all advertising had disappeared: ‘On

¢tait assoiffé de poésie. Le lyrisme contemporain
¢tait mort.® The sculptress Yvonne Serruys made
no distinction between the artistic and the commer-
cial work of photographer Edward Steichen, and
stated that the applied arts were actually less applied
and more free and true than were the fine arts.®

On the other hand, AMG did not fail to point
out that advertising design was also a craft, a métier
requiring technical skill. In fact, in an article on
Brodovitch, Philippe Soupault praised the former’s
Craftsmanship rather than his creative genius.

He lauded the designer for having realised that

a typographer did not really need inspiration or
fantasy, in the way that a painter did, but commit-
ment and perseverance to resolve technical issues.*
Maximilien Vox, in turn, argued that advertising
was an art and a métier with its own prerequisites.
This meant that fine artists were not necessarily
good poster designers, as they did not always know
these rules of the ‘graphic game’.# Ultimately, for
the periodical, typography was an art and a craft
in its own right, at least as valuable as the fine arts.
Given patience, commitment and training, anyone,
not just creative geniuses, could become a designer
and, ideally, develop an individual style.

However, the rules of the design game did not
come out of nowhere, unlike fantasy and genius.
Typography could be learned in the same way as
any other trade, and AMG wanted to contribute to
this educational process. The designer could learn
his or her craft as a painter (although a painter’s
skills could not immediately be transposed to
design, as Vox pointed out) or from another typog-
rapher. However, s/he could also do so in graphic
design schools, on which AMG did report a num-
ber of times. René Zuber wrote an article on the
Leipzig Academy for graphic arts and crafts, Louis
Cheronnet described a summer course for aspir-
ing designers and Chester Lyle discussed graphic
design education in the United States.** Further-
more, issue 35 contained a note on a course on
advertising design in the French national school
for the fine arts, taught by Cassandre. The note
stated that a good commercial designer needed not
only a certain gift, good taste and psychological
insight, but most of all technical knowledge. The
author suggested that the latter, which was lacking
in many fine artists who ventured into advertis-
ing, could be acquired through schooling. Finally,
the note deplored the lack of specialised courses
in advertising design in France in comparison to
Germany: ‘Quand donc la publicite graphique sera-
t-elle, chez nous, comme elle l'est en Allemagne,
lobjet d’un enseignement spécial, d’'un entraine-
ment bien re’gle’?’43 More and better schools, then,
would allow for more aspiring designers to become
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LES ECOLES DE

Une des classes
de pré-apprentissage
a l'école d’imprimerie

de New York.

il

® Pour comprendre le développement que I'enseignement de |
I'imprimerie a pris sur le continent de I'’Amérique du Nord, il faut |
opposer la situation antérieure au début du siecle présent a celle

d’aujourd’hui. 11 n’y avait alors aucun systeme d’instruction, pas

de manuels, pas de littérature concernant l'art de I'imprimerie

accessible aux débutants.

@ Aujourd’hui, quelle différence ! Vingt-quatre colléges donnent

des cours, dont un certain nombre conferent un grade (i\ luu/zchrr

és sciences en imprimerie. L'e
écoles d’orientation, techniques
et normales. On estime qu'il e
cents A trois mille de ces écoles.
® Cest & la United Typothetae of America qu'on doit I'énorme
littérature professionnelle destinée a Imsugnum nt, et l'élan
donné & la formation dans I'atelier, au bureau et a I école. Instituée
en 1887, cette organisation s’occupa aussitot de hquutmn\lt ale de
I'apprentissage. En 1911, on prit des mesures précises pour résoudre
ce probléme. On doit beaucoup au Dr. Fred. W. Hamilton et a
Mr. Henry P. Porter, qui furent des pionniers non \Lll]LI]](HI
dans!’enseignement del'imprimerie, mais dans!'industrie en général.

EN AMERIQUE

Article on American design schools, AMG 58 (July 1937).

te au moins (lo (leux mi e cing

trained typographers producing decent designs.
These creations could offset bad designs produced

by fine artists Wl'lO WEre unawarc OFtl’lC SpCCiﬁCS OF
the trade.

COPYRIGHT AND AUTHORSHIP

The magazine also looked after the interests of
typographers. As has been addressed above, the
periodical did so by 1egitimising and defending
their practice as an art and métier in its own right,
different from the fine arts, but equally valuable. In
addition, AMG opposed copying or imitating cre-

ations by designers, advocating copyrights instead,
which would benefit their trade. G.Pinget, head of
a trade union for designers and pub]ishers, strongly
denounced an American publication with a cover
that was an imitation of an AMG cover. He called
for printers and pub]ishers to condemn such vio-
lations of their ‘artistic property’.# Ina later issue,
the editors again pointed to what they believed
was a case of ‘plagiarism’, this time in advertising
design. As international copyright laws were still
lacking, the editors wanted to create at least a ‘mor-
al defence’ against imitations.®

However, the most overt plea for copyrights
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CE SERAIT
TROP SIMPLE

An American magazine that 'copied’ the cover style of AMG.
AMG 3 (February 1928).

came from Charles Peignot.”® Peignot, the owner
of a type foundry, believed it ought to be illegal

to imitate a typeface, just as it was illegal to copy
any other form of art. In fact, type-creation was an
art to Peignot. He referred particularly to found-
ries making direct mouldings of recent, original
creations, such as Cassandre’s Bifur. According to
him, such types could not be copied by another
company, not even when the latter modified the
letters. On the other hand, Peignot was more leni-
ent with regard to older, classical typefaces such as
Garamond. These typefaces could be recreated and
sold by all foundries alike, albeit that an adapted,
reworked version of such a typeface could not be
copied one-on-one by another firm. Over the years,
Peignot would continue his struggle for copyrights.
In 1957 he founded the Association Typogmphique
Internationale (ATypl), which exists to this day,
and whose stance on the legal protection of type is
still 1arge1y the same as that of AMG. ATypl mem-
bers agree not to imitate or adapt other members’
typefaces unless they have permission to do so.
However, after fifteen years, types may be copied
freely, with the condition that they are to be sold
under different, unrelated names, and only when
no other copyrights are at stake. Typefaces in the
public domain may be copied and adapted. How-
ever, in the case of substantial adaptation, the type
should be treated as a new one, which is again not

11

Iy e
The NAIVETTE
SAFTEE PROTECTOR

Composition
e Jean Carla
ol Affiche de
Van Dongen

A note denouncing plagiarism in advertisements. AMG 14
(November 1929).

to be imitated.” For Peignot and the ATypl, then,
a typeface was (and still is) the intellectual prop-
erty of an artist and/or a company; it is not some-
thing that can be copied and reused by anyone.

This plea for the legal (and moral) protection
of typography shows that the periodical sought to
improve the status, the craft and the working con-
ditions of designers. It asked for a protective legal
framework that would also make consumers of ty-
pographers’ creations respect their work. Since the
end of the eighteenth century, works of 1iterary au-
thors have been legally protected in France. Copy-
rights guaranteed the author’s exclusive ownership
of his or her oeuvre, forbade all imitations, and en-
sured remuneration in the event of reproduction of
his or her work. It was a means ofprofessionalising
authorship and making writers less dependent on
patrons or booksellers, who in earlier times used to
buy a manuscript and thus acquired (the ‘rights’ to)
the work, and could reproduce and imitate it free-
ly.# According to AMG, as did the literary author,
the designer had to remain the owner of his or her
work and had to receive due credit. S/he was not
just an employee or an anonymous creator of intel-
lectual property for companies that could (re)use
it as they pleased. The copyrighting of typographic
creations would ensure not only the designer’s legal
protection against imitation, but also his or her in-
dependence with regard to companies, and guaran-
teed remuneration. As such, typographers became
self-determined entrepreneurs who would get paid
for their work.

Moreover, for Alain Berenbaum, French cop-
yrights ‘celebrate the talent of a creator’ and con-
stitute ‘a defensive system destined to divinise the
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]IL N'Y A guére plus de trois semaines, je lisais
dans la Gazelle Ju Palais le commentaire sui-
vant & propos d'un procés en contrefagon de
tableaux : « Quand I'ceuvre résulte de I'imagination
du peintre ou constitue un assemblage, une réunion
de documents, études ou autres, pris & différents
endroits, il y a I une conception appartenant &
I'artiste qui I'a réalisée, et nul autre ne saurait s’en
inspirer ou la reproduire, serait-ce avec des diffé-
rences légtres, différences qui, en réalité, n’ont
pour but que de mieux masquer la contrefagon. »
uls, me reportant au code pénal, je trouvai

Pl'article 425 qui définit la contrefagon « toute
édition d’écrits, de composition musicale, de desin,
de peinture ou de toute autre production, imprimée
ou gravée en entier ou en partie, au mépris des
lois et réglements relatifs & la propriété artistique
des auteurs. »

L SEMBLERAIT, & la lecture de ce texte, que le carac-
lltére d’imprimerie dat étre protégé par la loi, au
méme titre que la littérature, la musique, la pein-
ture et les autres arts; car le caractére n’est, en
somme, quun dessin gravé. Or la loi se refuse &
ranger le caractére d'imprimerie parmi les ceuvres
d'art.
£ REGRETTE de devoir combattre ici cette injustice,

\-J et je m’en excuse auprés de mes lecteurs, d’abord
parce que cette discussion ne leur apprendra pas
grand’chose, ensuite parce que je les crois tous
de mon avis ; sinon ils ne seraient pas abonnés a la
revue des Arts Grapbigues. Mais avant de saisir

de ce débat la grande presse, ne convient-il pas de
I'étaler dans un organe dédié & la typographie? Je
prierai donc mes lecteurs d’oublier pour un instant
ce qu'ils savent.

™ AR il faut tout ignorer du caractére d’imprimerie

— pour ne pas reconnaitre & l'artiste qui le crée
une science, une culture, un goiit, une application,
en un mot, un talent, qui font défaut & bien des
auteurs de natures mortes et de paysages. La
meilleure preuve en est que bien des peintres — et
non des moindres — ont tenté de dessiner des
caractéres, et qu'ils ont échoué lamentablement,
parce qu'ils ignoraient ou voulaient ignorer les lois
et les traditions de la typographie, ou bien tout
simplement parce qu’ils n’avaient pas le sens
« graphique ».

)UANT & la réalisation du caractere, elle ne s’opére

“’pas non plus d'un coup de baguette. Sans parler
des frais considérables qu’entraine cette réali-
sation, elle réclame de la part du graveur et du
fondeur une science et une application au moins
égales. 11 a fallu plusieurs mois pour. fondre le
caractére Naudin, bien qu'il ne fit que la transpo-
sition de I'écriture de I'artiste ; il a fallu trois ans
pour graver les Cochins, bien qu'ils ne fussent que
I'adaptation de lettres dessinées au bas des
estampes des fréres Cochin.

pUNE des contrefagons contre lesquelles j’entends
m’élever ici, n’est pas I'imitation plus ou moins libre
d’un original que le contrefacteur aura fait graver,
mais bien le surmoulage pur et simple du caractére

967
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First page of Peignot’s plea for copyrights, AMG 17 (May 1930).

A FRENCH CONCEPT OF MODERN DESIGN?

Many important ﬁgures in the French design and
printing industry of the early twentieth century
collaborated on AMG. Thus, one may consider AMG’s
views on typography and the designer characteris-
tic of a French, tempered modernist concept of the
practice. This view was opposed to the more radi-
cally avant—garclist views of the New Typography,
which favoured modern, functionalist design. AMG’s
French concept was one that wanted to reconcile
some apparent oppositions. Firstly, it required design
to be both aesthetically and technically modern.
However, it was important to steer clear of extreme
avant—garclist clesign. In AMG’s view, modern typog-
raphy also had to respect the worthwhile aspects of
the (national) tradition — an ideal that the magazine’s
pages constantly reflected. Secondly, as the maga-
zine’s title indicated, typography was both an art
and a craft. Consequently, the designer was seen an
artist as well as a trained craftsperson who was suf-

creator.™ Peignot’s plea for copyrights may have
been a similar celebration of the talent, as well as
the hard work and the style of the designer. It was
perhaps also a way to ‘divinise” him or her. In any
case, Peignot granted the clesigner the status of

an author. Furthermore, this request for the legal
protection of the fruit of the work of the design—
er can be considered an important aspect of the
magazine’s conception of the typographer as both
artist and craftsperson. It confirmed the status of
the typographer a8 an AUtONOMOUs Creator, as can
be seen in articles Celebrating graphic artists such
as Cassandre, Jean Carlu, and Brodovitch, or an
illustrator such as Alexandre Alexeieft. Ultimately,
all the points discussed above show that, for AMG,
the signature of the typographer mattered and con-
tinued to do so: it was even Worthy of preservation
through legal protection.



ﬁciently dedicated to face the Challenges posed by
the dcsign practice. In promoting this concept, the
magazine also challenged the distinction between
the fine arts and applied arts, defending the cultural
legitimacy of the lacter>* In addition, AMG pleaded
for the legal protection of the designer’s creations
through copyrights. These would not only confirm
the typographer as the sole owner of his or her
work, protect her against imitations and guarantee
remuneration, but also assure his or her autonomy.
Moreover, copyrights granted the designer the status
of an author and celebrated his or her work. All this
indicates that, for AMG, the modern designer was an
autonomous creator with a signature, possessing an
individual style that continued to matter, and that
was worthy of protection through legal means. It
would be interesting to compare the views on dcsign
as presented in AMG with those in other contem-
porary French pub]ications on the graphic arts to
further refine our understanding of French design in
the interwar period, a domain still relatively un-
der-studied in comparison to other (inter)national
typographic traditions, certainly those outside of the
Francophone world.
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