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ABSTRACT

Graphic design and graphic designers in Milan,
1930s-1960s: the layout of a profession

Graphic design holds a marginal position in the Italian design historiography in
relation to industrial design. Often written by and for graphic designers, histories
have tended to concentrate on changes in graphic styles as exemplified in works by
prominent designers or the visual communication strategies of major companies.

By contrast, this thesis addresses the organisation of the graphic design pro-
fession in Milan, from the interwar period to the mid-1960s. Key aspects explored
include: graphic design’s mutable meanings and practices; formal and informal
educational practices; graphic designers’ self-identification with a new profes-
sion; and the structures they created to organise and make their practice visible. A
focus on dialogue and negotiation between different interest groups stresses the
relational and contingent nature of design professions. The thesis asks whether
Milan’s graphic practitioners capitalised on modernist ideas such as standardi-
sation, universalism, objectivity and functionalism to distance themselves from
graphic arts and advertising, and enable re-categorisation within design. Thus,
it problematises the relationship between professionalisation and international
modernism, within the specific context of industrial structures in Milan and the
hierarchy of design practice in twentieth-century Italy more broadly.

The thesis provides an original retelling of stories often taken for granted, and
looks behind individual designers and big companies to uncover overlooked narra-
tives. Five chapters addressing the Scuola del Libro and the Cooperativa Rinascita
in Milan, the 1s1A in Monza, the Milan Triennale, the Studio Boggeri and the
associations AIAP and ADI draw attention to educational issues, design practice,
professional organisations, networks and mediating channels that have defined,
legitimised, represented, advanced, contrasted, and articulated the graphic design
profession in Milan. The argument is built on close scrutiny of archival material
and other primary sources, including extensive visual material and oral interviews.

Methodologies derive principally from history of design and visual culture,
and place great emphasis on visual analysis. Visual artefacts are approached both
as visual expressions of design methodologies and aesthetic principles and, draw-
ing on actor-network-theory, as three-dimensional actors that interact with peo-
ple and other artefacts. Despite focusing on the local, the thesis draws on global
design history as a methodology by taking into account the dynamic and multi-di-
rectional movement of people, ideas, and artefacts within transnational circuits.
Building on sociological stances, it approaches professions as socially constructed
concepts and argues that professional identities are constantly in formation
and require continual adaptation to shifting environments, agendas and design
discourses.



The thesis aims to offer neither a comprehensive history of Italian graphic
design nor a final assessment of its professionalisation. Rather, it prioritises the
process of professionalisation, by stressing tensions and contradictions, and by
following practitioners’ struggle to articulate what graphic design is. The original-
ity and potential impact of the thesis lie in its endeavour to present a closely-ar-
ticulated history of the graphic design profession in Milan that draws attention to
economic, industrial, political, social and technological contexts, and to propose
this as a template for the writing of graphic design history. Furthermore, it pro-
vides a historically-integrated, archive-based, outward-looking model for graphic
design history as an integral part of the history of design.
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Introduction

Milan 1933 may be considered as the place and date of birth of Italian graphic
design.’ Somewhere in between the launch of the magazine Campo Grafico, the
setting up of the Studio Boggeri, the inauguration of the German Pavilion curated
by the typeface designer Paul Renner at the 5™ Milan Triennale, and the arrival in
town of the Bauhausler Xanti Schawinsky, Italian graphic design was born.

As simplistic and anecdotal as this statement might appear, there is some truth
in this birth certificate. Yet, as this thesis sets out to show, a specialist magazine, a
graphic design studio, an exhibition and a foreign designer with first-hand experi-
ence of modernist aesthetics and techniques were only the first lines in the layout
of the graphic design profession.

The professionalisation of graphic design in Milan forms the central subject of
this thesis. This begins in the interwar period, adopting, in accordance with previ-
ous historiography, the early-1930s as a departure point for Italian graphic design;
and it ends in the mid-1960s, when graphic designers had attained a better out-
lined, though far from secured and uncontested, position within the national and
international design scenes. The thesis uncovers histories of the critical debate
around the tracing of graphic designers’ professional identity. Attention is drawn
to educational issues, professional practices, networks and mediating channels
that have defined, legitimised, represented, advanced, articulated or, in some cases,
contrasted the layout of the graphic design profession over a period of about thirty
years: from the Fascist regime to the Italian ‘economic miracle’, through the war
years and the postwar reconstruction.

The thesis maps out the changing concept, public image and practices of
graphic design in Italy during this period, and traces the process that brought
graphic designers to think more self-consciously about their practice, gradually
identifying themselves as a new profession. It asks how graphic designers learned
what to do and how to interpret it, and investigates the ways in which they negoti-
ated and mediated their professional identity both between themselves and with

others. Further aspects of the professionalisation of graphic design explored here

1 See, for instance: Carlo Dradi, 1933: Nasce a Milano la Grafica Moderna (Milan: Ufficio
Stampa Comune di Milano, 1973); 1933: Un Anno del Novecento a Milano, ed. by Silvia
Bignami (Geneva; Milan: Skira, 2001); Grafica e Design a Milano, 1933-2000, ed. by Aldo
Colonetti (Milan: Editrice Abitare Segesta, 2001).
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include the nomenclature used by graphic designers for their profession and the
structures they created to organise and make their practice visible.

At the same time, the thesis asks whether graphic practitioners capitalised on
modernist ideas such as standardisation, universalism, objectivity and function-
alism to distance themselves from graphic arts and the advertising industry, and
suggests that they did so in order to enable their re-categorisation within design
as partners with industrial designers. In doing so, it seeks to problematise the
relationship between professionalisation and international modernism. The latter
is approached both as a formal change and as a conceptual shift in the design
realm, within the specific context of industrial structures in Milan and the social
hierarchy of design practice in twentieth-century Italy more broadly. Moreover, the
thesis investigates modernism as a vehicle of design ideologies and political prop-
aganda. By looking at graphic artefact as part of the historical and political setting,
it addresses the ambiguous position of graphic practitioners towards the Fascist
regime and problematises the fortunes of modernist visual language in Fascist
Italy.

I suggest that graphic design practice emerged at the intersection of printing,
typography, illustration, advertising and commercial arts; borrowing and adapt-
ing from closer practices.? Following Victor Margolin’s approach to graphic design
history, I attempt to maintain the distinction between the different strands that
have over time become intertwined in graphic design practice amid a changing
social, cultural and historical context.3 I avoid the rhetoric of ‘pioneers of graphic
design’ and trace the profession’s lineage back to typography and the printing
trades. Moreover, I retrace the problematic relationship between graphic design
and advertising, from interwar alliance to postwar schism. In doing so, I respond
to Steven Heller’s call for graphic design historians ‘to remove the elitist prejudices
that have perpetuated a biased history’, which has ‘virtually denied [...] or hidden

[advertising] behind more benign words such as “publicity” and “promotion”’.4

2 For similar thoughts on the graphic design profession within different geographies and
timeframes, see: Ellen Mazur Thomson, The Origins of Graphic Design in America: 1870-
1920 (New Haven; London: Yale University Press, 1997); Jeremy Aynsley, Graphic Design in
Germany 1890-1945 (London: Thames and Hudson, 2000).

3 Victor Margolin, ‘Narrative Problems of Graphic Design History’, Visible Language, 28 (3)
(1994), pp- 234-43, republished in Victor Margolin, The Politics of the Artificial: Essays on
Design and Design Studies (Chicago; London: The University of Chicago Press, 2002), pp.
189-201.

4 Steven Heller, ‘Advertising, Mother of Graphic Design’, in The Design History Reader, ed.
by Grace Lees-Maffei and Rebecca Houze, (Oxford; New York: Berg, 2010), p. 435, first pub-
lished in Eye, 17 (5) 995.
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Finally, I address graphic design’s in-between position in the worlds of advertising
and design, and explore graphic designers’ lasting efforts to negotiate their pro-
fessional identity and the discipline’s boundaries with industrial designers and
exponents of the design culture at large.

The argument of this thesis is based on the sociological concept of professions
as historically produced and socially constructed. I understand professions to be
neither fixed nor immutable, but constantly in formation. Thus, professionalisa-
tion is addressed as a dynamic process of becoming; rather than an even or lineal
evolution, a fixed goal or a static representation. Graphic designers are approached
as self-conscious actors, drafting and constantly re-editing their own professional
identity to adapt to changing cultural, economic and social environments, shifting
agendas and evolving design discourses.

Given the broad, but nevertheless circumscribed, chronological timeframe
covered here, as well as the very premise that professionalisation is an ongoing
process, the thesis aims to offer neither a comprehensive history of Italian graphic
design nor a final assessment of the professionalisation of graphic design in
Milan. It does not seek to create a concordant narrative, but rather stresses ten-
sions and contradictions and focuses on the struggle for graphic practitioners to
articulate what graphic design is and what its limits are. In the following pages, I
look behind the individual designers, the major companies and the familiar nar-
ratives that have populated Italian graphic design history so far, thereby providing
an original retelling that shifts the focus towards the social, economic and politi-
cal background underlying graphic design both as a profession and as a concept.
Furthermore, I provide a historically-integrated, archive-based, locally-focused,
outward-looking model for graphic design history as an integral part of the history

of design.

I.I LOCATING GRAPHIC DESIGN IN ITALIAN DESIGN HISTORY

Graphic design holds a marginal position within the historiography of Italian
design in relation to furniture and product design, and has often been excluded
from general accounts. Until recent years, scholars’ interest in Italian design has
mainly focused on product design, showing scant interest towards other narratives.
Hence, to reassess the existing literature and redress the balance is a central objec-
tive of this thesis. My goal is not only to contribute to a history of graphic design in

Italy, but also to call for an equal position for graphic design within Italian design
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history. Thus, this section reviews the historical and critical literature on both
Italian graphic design and design in general, paying attention to familiar narra-
tives and new directions in the scholarship. Furthermore, it addresses the state of
graphic design history within the historiography of history of design and suggests
ways in which this thesis intends to make an original contribution to both fields.
In recent years, scholars have acknowledged the uneven state of the historiog-
raphy of Italian design. So-far overlooked narratives have begun to gain a greater
recognition. As design historians, Maddalena Dalla Mura and Carlo Vinti bluntly

putit:
a significant problem that concerns the historiography of Italian design [is] the unchal-
lenged pre-eminence of product design and the relatively marginal position occupied
by other areas of design with a historically strong tradition in Italy, such as fashion and

graphic design.’
Drawing on Grace Lees-Maffei’s production-consumption-mediation paradigm,
Dalla Mura and Vinti stress the clear bias towards product design and production
of design historical writing.® They suggest that a greater focus on mediation would
bring so-far neglected issues relating to graphic design into Italian design dis-
course. Readers are reminded that communication media are not only ‘essential
elements in the mediation of design’, but also designed artefacts in themselves
that ‘as such constitute a further and important area of study for historians of
design’.” In doing so, Dalla Mura and Vinti reflect on a pitfall of the mediation para-
digm that is the risk of putting communication media per se aside, and focusing
only on their intermediary function.

On a similar note, co-curators of the fifth edition of the Triennale Design
Museum, TDMs5, in 2012, complained that, ‘unlike other realms of Italian design,
graphic and communication design have not been written about very frequently.

[...] But above all, the history of Italian graphics has never been translated,

5 Maddalena Dalla Mura and Carlo Vinti, ‘A Historiography of Italian Design’, in Made
in Italy: Rethinking a Century of Italian Design, ed. by Kjetil Fallan and Grace Lees-
Maffei (London: Bloomsbury, 2014), p. 46.

6 Design historian Grace Lees-Maffei identifies ‘mediation’ as a third stream in design his-
tory to complement the focus on production and consumption. Her interest in mediation
is threefold: first, mediation enables to address channels that mediate between producers
and consumers, and explore ways in which they articulate consumption practices and
public understanding of design; second, mediating channels are understood as designed
artefacts and thus worthy of formal and content analysis; third, the mediation paradigm
approaches designed goods themselves as mediating devises. See: Grace Lees-Malffei, ‘The
Production-Consumption-Mediation Paradigny’, Journal of Design History, 22 (4) (2009), pp.
251-76.

7 Dalla Mura and Vinti, ‘A Historiography of Italian Design’, in Made in Italy, ed. by Fallan
and Lees-Maffei, p. 45.
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mediated and publicised among people not working in the industry’.® Set to
reconfirm that graphic design is indeed design, TDMs5 was the first exhibition to
abandon a focus on product design in order to investigate how graphic design
has contributed to the shaping of Italy’s economic, social and cultural fabric. The
exhibition provided co-curators Giorgio Camuffo, Mario Piazza and Carlo Vinti
with the opportunity to criticise the inward-looking attitude of the graphic design
community. In other words, not only that graphic design holds a secondary posi-
tion in the history of Italian design, but also that the few publications and exhibi-
tions devoted to it tend to be written and curated by practitioners-historians, and
to address primarily an audience of graphic designers.?

Outside Italian borders, a similar criticism has been expressed by graphic
design historian and critic Rick Poynor. Writing in 2011, Poynor called for his peers
to adopt an outward-looking and viewer-oriented perspective. According to him,
the only chance for graphic design history to become a fully-fledged academic
discipline is for it ‘to be framed and presented in ways that relate to the concerns
of viewers who are not designers - that is, most viewers’.* Vinti suggested a similar
strategy when asserting that ‘what is required is a critical discourse, which is not
intended solely for graphic designers; which can speak to a wider public by exploit-
ing the crucial role and relevance of graphics within contemporary culture and
economics’.™ It is from this perspective that this thesis intends to contribute to the
current status of graphic design history. Rooted in the history of design and visual
culture studies, this thesis adopts an outward-looking perspective. It seeks to bring

original insights into graphic design history and to open the discipline to differ-

8 Giorgio Camuffo, Mario Piazza and Carlo Vinti, “TDM5. Un Museo per una Storia Ancora
da Scrivere / TDM5. A Museum for a History Yet to be Written’, in TDM5: Grafica Italiana,
ed. by Giorgio Camuffo, Massimo della Campa and Carlo Vinti (Milano: Corraini Edizioni,
2012), p. 26. On the TDMs5, see: Davide Fornari, “TDMs. Grafica Italiana vs 100 Years of Swiss
Graphic Design’, Progetto Grafico, 21 (2012), pp. 58-65.

9 For a critical perspective on the tendency of graphic design history to be written by prac-
titioners-historians, see also: Steven MacCarthy, ‘Designer-Authored Histories: Graphic
Design at the Golstein Museum of Design’, Design Issues, 27 (1) (2011), pp. 7-20.

10 Rick Poynor, ‘Out of the Studio: Graphic Design History and Visual Studies’, Design
Observer, (2011), www.designobserver.com/feature/out-of-the-studio-graphic-design-histo-
ry-and-visual-studies/24048/ [accessed 15 January 2017]. For further critical perspectives on
graphic design history, see for instance: Teal Triggs, ‘Designing Graphic Design History’,

Journal of Design History, 22 (4) (2009), pp. 325-40; Teal Triggs, ‘Graphic Design History: Past,
Present, and Future’, Design Issues, 27 (1) (2011), pp. 3-6; Margolin, ‘Narrative Problems of
Graphic Design History’, Visible Language, 28 (3) (1994), pp- 234-43, republished in Margolin,
The Politics of the Artificial, pp. 189-201.

11 Carlo Vinti, ‘Graphic Designers, People with Problems. Some Thoughts from Italy’, in
Graphic Design World/Words, ed. by Giorgio Camuffo and Maddalena Dalla Mura (Milan:
Electa, 2011), p. 88.
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ent audiences in order to avoid confining it to a niche of experts and stakeholders
from within the field.

Previous literature on Italian design history presents a bias on product design
and design production. The first English-language publication on Italian design,
Design in Italy: 1870 to the Present by design historian Penny Sparke, exemplifies
this product design-focused approach.” According to Sparke, ‘while in pre-war
years there were signs that graphic design - posters, packaging, book design and
typography — was part of the emerging modern design movement, this faded from
view after the war’.” Ironically, Sparke highlights the importance of photography
in the postwar ‘fetishisation’ of Italian design products without apparently taking
into consideration the fact that photographs are part of advertisements and of a
typographical layout, in other words, part of graphic design. ‘Before owning the
chair or the armchair, the sofa or the house object with a modern design and inno-
vative material’, graphic design historian and practitioner Mario Piazza argues,
‘consumers met their images, their names and qualities, within the pages of adver-
tisements, promotional pamphlets, catalogues and magazines’.* Thus, to exclude
graphic design from general accounts on Italian design, as in Sparke’s aforemen-
tioned book, is to neglect the ‘symbolic universe where consumers met products’
for which graphic designers, at least, deserve acknowledgement.*

Graphic design has gradually acquired a more equal position with product
design among English-speaking scholars since Sparke’s first seminal attempt to
convey a history of design in Italy.” Recent collections of essays on Italian design

history tend to include at least one piece of text devoted to graphic design.” When

12 Penny Sparke, Italian Design: 1870 to the Present (London: Thames and Hudson, 1988).

13 Sparke, Italian Design, p. 13.

14 Mario Piazza, ‘La Grafica del Made in Italy’, in La Grafica del Made in Italy: Comunicazione e
Aziende del Design 1950-1980, ed. by Mario Piazza (Milan: Edizioni Aiap, 2012), pp. 11-13.

15 La Grafica del Made in Italy, ed. by Piazza, p. 11. Graphic design is included in more recent

works by Penny Sparke in which the design historian acknowledges the leading role of
Olivetti in the modernisation of Italian visual language: Penny Sparke, ‘A modern Identity
for a New Nation: Design in Italy Since 1860’, in The Cambridge Companion to Modern
Italian Culture, ed. by Zygmunt G. Baranski and Rebecca J. West (Cambridge; New York:
Cambridge University Press, 2001), pp. 265-81.

16 Although outnumbered - five posters and a futurist graphic composition among a
selection of about a hundred objects - graphic artefacts from the MoMA’s collection are
included in Giampiero Bosoni’s book Italian Design published by MoMA in 2008. See:
Giampiero Bosoni, Italian Design (New York: MoMA, 2008).

17 See: Gabriele Oropallo, “This Way to the Exit: The Re-Writing of the City through Graphic
Design, 1964-1989’, in Made in Italy, ed. by Fallan and Lees-Maffei, pp. 194-99; Experimental
Jetset, ‘Socialism as a Graphic Language: Ettore Vitali’, The Italian Avant-Garde, 1968-1976,
ed. by Catherine Rossi and Alex Coles (Berlin: Sternberg Press, 2013), pp. 119-26.
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not addressed directly as a main topic, graphic design has entered the discourse
via attention to mediation.” For instance, in his analysis of the institutionalisation
of design mediation in Italy in 1954, Kjetil Fallan suggests that there was a key role
for graphic designers in the articulation of the design discourse in the postwar
period, whereas Catharine Rossi effectively uses visual artefacts to address issues
related to the mediation of Italian craft from postwar to postmodernism.™
In the Italian-language literature, previous historiography has tended to con-

centrate most often on the changing of graphic styles as exemplified in works
- mainly posters - by prominent — almost exclusively male — designers or in the
visual communication strategies of main companies.* Current literature includes
a plethora of monographic books on graphic-design celebrities often written by
or in collaboration with the designers themselves.” These books show a tendency
towards self-celebration and repeat already-known anecdotes, reporting success-

ful stories only. Often richly illustrated, they tend to consider visual artefacts as

18 See: Joseph Grima, Alessandro Mendini and Vera Sacchetti, ‘The Radical Magazines’, in
The Italian Avant-Garde, ed. by Rossi and Coles, pp. 7-22.
19 Kjetil Fallan, ‘Annus Mirabilis: 1954, Alberto Rosselli and the Institutionalisation of Design

Mediation’, in Made in Italy, ed. by Fallan and Lees-Maffei, pp. 255-70; Catherine Rossi,
‘Crafting Modern Design in Italy, from Post-war to Postmodernism’, (doctoral thesis, Royal
College of Art, 2011). It is unfortunate that Rossi’s PhD thesis was re-edited for publishing
and several sections devoted to graphic design included in the original text were omitted.
See: Catharine Rossi, Crafting design in Italy: from Post-war to Postmodernism (Manchester:
Manchester University Press, 2015).

20 For general accounts on Italian graphic design history, see: Daniele Baroni and Maurizio
Vitta, Storia del Design Grafico (Milan: Longanesi & Co., 2003); La Grafica in Italia, ed. by
Giorgio Fioravanti, Leonardo Passarelli and Silvia Sfligiotti (Milan: Leonardo Arte, 1997);
Abecedario: La Grafica del Novecento, ed. by Sergio Polano and Pierpaolo Vetta (Milan:
Electa, 2008); Renato De Fusco, Made in Italy: Storia del Design Italiano (Bari: Editori
Laterza, 2007), pp. 123-34. Most recent publications also address issues related to con-
sumption and mediation in order to overcome the design celebrities-centered approach
and adopt a thematic rather than chronological focus. See: Carlo Vinti, Grafica Italiana
dal 1945 a Oggi (Florence; Milan: Giunti, 2016). This tendency to focus on discussions on
the evolution of visual styles, on the careers of design celebrities and on specific media
is not confined to the Italian graphic design historiography, but reflects a common bias
within graphic design history in general. For early criticism of scholars’ emphasis on aes-
thetic aspects of graphic design to the detriment of considerations about communication
concerns and social significance, see: Jorge Frascara, ‘Graphic Design: Fine Art or Social
Science?’, Design Issues, 5 (1) (1988), pp. 18-29. For a critical perspective on more recent
graphic design histories, see: Johanna Drucker, ‘Reconsidering. Philip Meggs and Richard
Hollis: Models of Graphic Design History’, Design and Culture, 1 (1) (2009), pp. 51-78.

21 See, for example: Lo Studio Boggeri: 1933-1973. Comunicazione Visuale e Grafica Applicata
(Cinisello Balsamo: Pizzi, 1974); Lo Studio Boggeri: 1933-1981, ed. by Bruno Monguzzi (Milan:
Electa, 1981); Albe Steiner, 1l Mestiere di Grafico (Turin: Einaudi, 1978); Licalbe Steiner: Grafici
Partigiani, ed. by Anna Steiner (Milan: Edizioni Corraini, 2015); Anna Steiner, Albe Steiner
(Milan: Edizioni Corraini, 2006); Giancarlo Iliprandi, Note (Milan: Hoepli, 2015); Giampiero
Bosoni, Mara Campana and Stanislaus von Moos, Max Huber (London; New York: Phaidon
Press, 2006).
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self-evident and lack any serious critical or historical approach to the designers’
careers. I should note, here, it is not my intention to dismiss the contribution of
monographic works and autobiographies as a whole. Individual careers provide,
in fact, some insights into available professional choices. Moreover, recent mono-
graphic studies have attempted to correct the hagiographic tendency of previous
literature by questioning familiar narratives and discovering unknown details
about design practices and professional networks.>* It is nevertheless undeniable
that, whereas we know a great deal about a few prominent individual designers,
there is inadequate information about minor figures, about graphic designers as a
group and about their professional framework.

Early exceptions to this tendency towards the aesthetic perspective, per-
son-centred approach and focus on design celebrities are to be found in the work
of graphic designer and theorist Giovanni Anceschi and art historian Anty Pansera
from the 1980s. While Anceschi’s approach towards graphic design is rooted in
semiotics and information theory, Pansera’s work has introduced issues relating
to design education, mediation and professionalisation, which have informed
my thesis.” I am also indebted to Vinti’s attempt to challenge existing narratives
through a meticulous study of primary literature and archival materials that
focuses on design practice, professional networks, mediating channels and design-
er-client relationships.* It is also worth mentioning here the activity of the Centro
di Documentazione del Progetto Grafico (Graphic Design Research Centre - CDPG),

in Milan with its library, archive, and series of events, exhibitions, conferences and

22 See, for example: Alessandro Colizzi, ‘Bruno Munari and the Invention of Modern Graphic
Design in Italy, 1928-1945’ (unpublished doctoral thesis, University of Leiden, 2011); On
the Road: Bob Noorda il Grafico del Viaggio, ed. by Cinzia Ferrara and Francesco E. Guida
(Milan: Edizioni Aiap, 2014); Gabriele Oropallo, ‘Design as a Language Without Words: A G
Fronzoni’, Writing Design: Words and Objects, ed. by Grace Lees-Maffei (London; New York:
Berg, 2012), pp. 205-18.

23 See: Giovanni Anceschi, Monogrammi e Figure: Teorie della Progettazione di Artefatti
Comunicativi (Florence; Milan: La Casa Usher, 1981); Giovanni Anceschi, ‘Il Campo della
Grafica Italiana: Storia e Problemi’, Rassegna, 6 (1981), pp. 5-19; Anty Pansera, ‘La Storia
di un Percorso’, in Visual Design: 50 Anni di Produzione in Italia, ed. by Giancarlo Iliprandi,
Alberto Marangoni, Franco Origoni and Anty Pansera (Milan: Idea Libri, 1984), pp. 15-24;
L'Italia del Design: Trent’Anni di Dibattito, ed. by Alfonso Grassi and Anty Pansera (Casale
Manferrato: Marietti, 1986).

24 In addition to previously mentioned publications by Carlo Vinti, see: Carlo Vinti,
‘Modiano e la “Mostra Grafica” alla VII Triennale’, Progetto Grafico, 4-5 (2005), pp- 50-63;
Carlo Vinti, Gli Anni dello Stile Industriale 1948-1965: Immagine e Politica Culturale nella
Grande Impresa Italiana (Venice: Marsilio, 2007); Davide Fornari and Carlo Vinti, ‘Clienti e
Committenti: le Ragioni del Numero’, Progetto Grafico, 24 (2016), pp. 9-17; Simona De Julio
and Carlo Vinti, ‘La Publicité Italienne et le Modele Américain’, Vingtiéme Siecle. Revue
d’Histoire, 101 (2009), pp. 61-80.
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publications that promote public awareness and understanding of graphic design
within and, sometimes, beyond the profession.>

As mentioned, previous historiography presents an unbalanced focus on the
canonical list of male graphic-design celebrities. The gendered nature of the
graphic design profession is acknowledged in my research. However, the focus on
professionalisation and the intention of subverting existing narratives has limited
my research primarily to well-known, mainly male and Northern Italian figures
that already populate the scholarship in Italian graphic design. In recent years, the
interest in women as graphic designers has grown, thus it seems the time is finally
ripe to fully acknowledge women’s role within this narrative.”® It is my hope that
the gender bias will be addressed, by myself or by other design historians, in future
research projects.

The same reasoning applies to the emphasis on Milan that is a common and
undiscussed feature of the historiography of Italian design.” The focus on the

Milanese design scene is justified by the specific geography of Italian graphic

25 For further details on the activity of the cDPG, visit the website: www.aiap.it/cdpg/ [access
16 January 2017].
26 AIAP, the Italian association of graphic designers, has recently launched an award devoted

to women only: AWDA: Aiap Women in Design Award, Premio Internazionale Design della
Comunicazione, ed. by Daniela Piscitelli (Milan: Edizioni Aiap, 2015). In the past five years
several publications have investigated the career of graphic designer Lica Covo Steiner
whose work has been overshadowed by the work of husband and collaborator, Albe
Steiner: Anna Steiner, Lica Covo Steiner (Mantua: Corraini, 2015); Steiner Luisa and Mauro
Begozzi, Lica Steiner (Milan: Edizioni Unicopli, 2015); Steiner Luisa and Mauro Begozzi, Un
Libro per Lica: Lica Covo Steiner, 1914-2008 (Novara: Istituto Storico della Resistenza e della
Societa Contemporanea nel Novarese e nel Verbano Cusio Ossola Piero Fornara, 2011).
Other recent publication paying attention to women graphic designers working in Italy
include: Lora Lamm. Graphic Design in Milan 1953-1963, ed. by Lora Lamm and Simonetta
Ossanna Cavadini (Cinisello Balsamo: Silvana Editoriale, 2013); Lorenzo Grazzani and
Francesco E. Guida, cDpG Folders: Claudia Morgagni, I'Impegno come Modello Professionale
(Milan: Edizioni Aiap, 2015).

27 On Milan as the Italian design capital, see for example: John Foot, ‘Capital of Design,
Capital of Fashion’, in John Foot, Milan since the Miracle: City, Culture and Identity (Oxford;
New York: Berg, 2001), pp. 109-34; Andrea Branzi, Learning from Milan: Design and the Second
Modernity (Cambridge, MA: MIT Press, 1988); Raimonda Riccini, ‘Disegno Industriale in
Lombardia: Un Modello per il Made in Italy’, Storia d’Italia. Le Regioni dall’Unita a Oggi: La
Lombardia, ed. by Duccio Bigazzi and Marco Meriggi (Turin: Einaudi, 2001), pp. 1164-93.
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design, as will become clear in this thesis.?® Graphic design found in Milan an
advantageous ecosystem of economic and political structures and cultural organ-
isations that supported professional development and international exchanges.
Since the end of the nineteenth century, Milan had become the heart of the Italian
printing industry, up to a point where the city was given the nickname of ‘Italian
Leipzig’. The majority of newspapers with the largest national circulation were
printed in the city, and the major publishers established their headquarters there.
It is in Milan where early design educational experiences happened, graphic
design studios opened, specialist magazines were launched and institutional

organisations were founded.

I.IT LOCAL NETWORKS AND TRANSNATIONAL CIRCUITS

Despite focusing on the local, regional and national scene, my study of the articu-
lation of the graphic design profession in Milan and the passage from graphic arts
to visual communication is not confined within the boundaries of the nation-state.
The thesis is, in fact, informed by the perspective of global design history and
recent research on the transnational, intended as the dynamic movement of peo-
ple, ideas and objects across national borders that engages with the local context
and then transcends it to focus on connections between the local and the global
scenes, and on their mutual shaping.” Following the example set by design histo-
rians Glenn Adamson, Giorgio Riello and Sarah Teasley, editors of the book Global

Design History, I draw on global design history as a methodology that ‘demands to

28 On the tight relationship between the city of Milan and the graphics and printing indus-
try, see: La Citta dell’Editoria: dal Libro Tipografico all’'Opera Digitale (1880-2020), ed. by
Giorgio Montecchi (Geneva; Milan: Skira, 2001); Peppino Ortoleva, ‘A Geography of the
Media since 1945’, in Italian Cultural Studies: An Introduction, ed. by David Forgacs and
Robert Lumley (New York: Oxford University Press, 1996), pp. 185-98; Grafica e Design a
Milano, 1933-2000, ed. by Colonetti. Within the graphic design discourse, exceptions to
the Milanese monopoly are, for instance, the Turin-based type designer Aldo Novarese
and the graphic designer Massimo Dolcini who lived and worked for the city of Pesaro
in the Marche region in the 1970s and 1980s. On Navarese, see: La Grafica in Italia, ed. by
Fioravanti, Passarelli and Sfligiotti, p. 123-24; Manuela Rattin and Matteo Ricci, Questioni
di Carattere: la Tipografia in Italia dall’Unita d’Italia agli Anni Settanta (Milan: Stampa
Alternativa, 1997), pp. 107-19. On Dolcini, see: Mario Piazza, Massimo Dolcini: La Grafica per
una Cittadinanza Consapevole (Milan: Credito Valtellinese, 2015).

29 For a recent critical overview on global design history, see: D. J. Huppatz, ‘Globalizing
Design History and Global Design History’, Journal of Design History, 28 (2) (2015), pp.
182-202.
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understand design as implicated in a network of mutually relevant, geographically
expansive connections’.®

I make, of course, no pretence of offering either a world history or an overar-
ching narrative, but rather seek to complicate conventional national histories by
situating the local scene within the transnational one, and tracing the movement
and agency of individual actors within interactive, multidirectional and mutually
relevant networks. In doing so, the thesis concurs with recent endeavours to over-
come and problematise national discourses as attempted, for instance, by design
historian Davide Fornari with his ongoing research on Swiss graphic designers
working in Milan.3

My understanding of networks is informed by the work of anthropologist and
sociologist of science, Bruno Latour, which provided a theoretical framework and
conceptual backdrop to the writing of this thesis.® I use Latour’s actor-network
theory, ANT, as a thinking tool to reveal the process of how the product-graphic
design was designed and how its meaning was negotiated between different inter-
est groups. By giving priority to the process over the product, stressing uncertain-
ties, controversies and contradictions, following the constant retracing of bound-
aries of group enrolment and acknowledging by whom they are being traced and
with what kind of tools, and focusing on the continuous transformation of mean-
ing as the outcome of power struggles between different networks, I loosely follow
ANT rules and principles as a way to ‘open the black box’ in which the graphic

design profession has been kept so far.»

30 Glenn Adamson, Giorgio Riello and Sarah Teasley, ‘Introduction: Towards Global Design
History’, in Global Design History, ed. by Glenn Adamson, Giorgio Riello and Sarah Teasley
(London; New York: Routledge, 2011), p. 6.

31 Davide Fornari, ‘Swiss Style Made in Italy: Graphic Design Across the Border’, in Mapping
Graphic Design History in Switzerland, ed. by Davide Fornari and Robert Lzicar (Zurich:
Triest Verlag, 2016), pp. 152-89.

32 On Bruno Latour’s actor-network-theory, see: Bruno Latour, Reassembling the Social: An
Introduction to Actor-Network-Theory (Oxford: New York: Oxford University Press, 2005).
Using ANT as a theoretical framework and conceptual backdrop, I follow the advice of
Kjetil Fallan who has on different occasions argued for the potential of Latour’s theory
for design historians. I do not adopt ANT language, and my debt is rather in the atten-
tion to networks and power relations. See: Kjetil Fallan, ‘an ANT in our Pants? A Design
Historian’s Reflection on Actor Network Theory’, in Networks of Design: Proceedings of the
2008 Annual International Conference of the Design History Society (UK), ed. by Jonathan
Glynne, Fiona Hackney and Viv Minton (Boca Raton: Universal-Publishers, 2009), pp.
46-52; Kjetil Fallan, Design History: Understanding Theory and Method (Oxford, New York:
Berg, 2010), pp. 66-78.

33 On group formation, dismantling and negotiation, see in particular: ‘First Source of
Uncertainty: No Group, Only Group Formation’, in Latour, Reassembling the Social, pp.

27-42.
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On the one hand, my work is informed by research on different geographies,
historical periods and cultural contexts that might have had no direct impact or
influence on the Milanese design scene, but offer insights into the development of
professional patterns.* Cross-referencing existing literature enabled me to shed
light on differences or similarities within the professionalisation process and map
out the development of an international graphic design discourse. Thus, drawing
on Anna Calvera’s critical text on design as simultaneously local, regional, national
and global, my focus on graphic design and graphic designers in Milan seeks to
improve knowledge about the local and national scene ‘seen as enriching and add-
ing complexity to the debate’ on design professionalisation across countries.’> On
the other hand, if, as Adamson, Riello and Teasley asserted, professionalisation is
an ‘implicitly transnational’ topic, my account attempts to verify, confirm or chal-
lenge previous knowledge and add new details about professional and educational
networks, platforms and circuits of transnational exchange through a meticulous
analysis of primary sources and individuals’ personal actions.*

I seek to articulate the mutual relationship between micro and macro narra-
tives and resist at the same time the pitfall of exceptionalism and homogenising
generalisation. As suggested by Lees-Maffei and Fallan, ‘writing history today[...]
should be less about pitching the global against the local, regional and national,

and more a matter of exploring the interaction and influences between the

34 Works conducted by scholars Gennifer Weisenfeld, Ellen Mazur Thomson and Yasuko
Suga - focusing respectively on Japan, usa and Britain - have been crucial to the devel-
opment of my own argument. See in particular: Gennifer Weisenfeld, ‘Publicity and
Propaganda in 1930s Japan: Modernism as Method’, Design Issues, 25 (2009), pp. 13-24;
Gennifer Weisenfeld, ‘Japanese Modernism and Consumerism: Forging the New Artistic
Field of “Shogyd Bijutsu” (Commercial Art)’ in Being Modern in Japan: Culture and Society

from 1910s to the 1930s, ed. by Elise K. Tipton and John Clark (Honolulu: University of
Hawaii Press, 1994), pp. 75-98; Thomson, The Origins of Graphic Design in America; Yasuko
Suga, ‘Modernism, Commercialism and Display Design in Britain. The Reimann School
and Studios of Industrial and Commercial Art’, Journal of Design History, 19 (2006), pp. 137-
154; Yasuko Suga, The Reimann School: A Design Diaspora (London: Artmosky Arts, 2014).

35 Anna Calvera, ‘Local, Regional, National, Global and Feedback: Several Issues to be Faced
with Constructing Regional Narratives’, Journal of Design History, 18 (4) (2005), p. 375
36 Glenn Adamson, Giorgio Riello and Sarah Teasley, ‘Introduction: Towards Global Design

History’, in Global Design History, ed. by Adamson, Riello and Teasley, p. 5. On the poten-
tial for studies discussing professionalisation, in particular international professional
organisations, to uncover a more comprehensive and inclusive geographical and cultural
perspective on design history, see also: Jonathan M. Woodham, ‘Local, National and
Global: Redrawing the Design Historical Map’, Journal of Design History, 18 (2005), pp.

257-67.
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different scales’.¥” The study of graphic design in Milan is a good way of demon-
strating that the simultaneous focus on the local and the transnational scenes

is key for a design historical analysis of professionalisation. The professionali-
sation of graphic design was also happening at the same time in other countries.
Nevertheless, it is not only a matter of comparing experiences in different geogra-
phies, but also of tracing connections. In the interwar period connections between
the local and the global scales were mainly indirect - e.g. the exchange and circu-
lation of practices and ideas through specialist magazines. In the postwar period
graphic designers had increasing opportunities to experience in person what was
happening abroad by taking part in international conferences, studying in foreign
countries or becoming members of international organisations. While establish-
ing the profession locally, Milan’s graphic designers also played a crucial role in

the articulation of an international graphic design discourse.

I.IIT REWRITING INTERNATIONAL MODERNISM THROUGH LOCAL NETWORKS

I am aware of the ubiquity of the term modernism as well as of the vagueness and
ambiguity of its meaning.?® I situate international modernism within the histori-
ography of graphic design.* In other words, by international modernism I refer
to a set of formal guidelines that were articulated in the interwar period by prom-
inent figures of graphic design - Jan Tschichold, Paul Renner and Herbert Bayer
amongst others — and later developed by advocates of what has become known

as ‘New Typography’, ‘International Style’, ‘Neue Graphik’ (New Graphic Design),
‘International typographic Style’ or ‘Swiss School’.#° In Italy, this meant the adop-

37 Kjetil Fallan and Grace Lees Maffei, ‘Introduction: National Design Histories in an Age of
Globalization’, in Designing Worlds: National Design Histories in an Age of Globalization, ed.
by Kjetil Fallan and Grace Lees Maffei (New York: Berghahn Books, 2016), p. 8.

38 See: Christopher Wilk, ‘Introduction: What was Modernism?’, in Modernism: Designing a
New World, 1914-1939, ed. by Christopher Wilk (London: V&A Publications, 2006), pp. 12-21;
Fallan, Design History, pp. 105-12.

39 On international modernism in the realm of graphic design, see amongst others: Richard
Hollis, Swiss Graphic Design: The Origins and Growth of an International Style, 1920-1965
(London: Laurence King, 2006); Aynsley, Graphic Design in Germany, pp. 103-109 and 156-77;
Robin Kinross, Modern Typography: An Essay in Critical History (London: Hyphen Press,
2004), pp- 103-19 and 146-57; Jan Conradi, Unimark International: The Design of Business and
the Business of Design (Baden: Lars Miiller, 2010), pp. 7-23; Richard Hollis, Graphic Design: A
Concise History (London: Thames and Hudson, 1996), pp. 37-75 and 130-78; Meredith Davis,
Graphic Design Theory (London: Thames and Hudson, 2012), pp. 134-73; Helen Armstrong,
‘Introduction: Revisiting the Avant-garde’, in Graphic Design Theory: Readings from the Field,
ed. by Helen Armstrong (New York: Princeton Architectural Press, 2009), pp. 9-15.

40 Jan Tschichold, The New Typography (Berkeley; Los Angeles; London: University of
California Press, 2006).
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tion of cutting-edge graphic techniques and visual language that favoured, for
instance, photo-collage over illustrations, sans-serif over serif typefaces, asymmet-
rical and grid-based layouts over the centred page. It also meant a gradual move
away from the graphic arts tradition towards a different approach to visual com-
munication. This new approach stressed design methodology and problem solving
over originality and artistic personality, and favoured the design of a comprehen-
sive communication system over sporadic intervention.

However, my understanding is not restricted to visual style, but also takes
into consideration specific methodologies, belief systems, behavioural concerns
and social responsibilities associated with international modernism.+ As such,

I concur with Paul Greenhalgh’s definition of ‘the Modern Movement, via the
International Style, [as] a particular range of formal/economic solutions, which
in certain contexts carried a socialist, or at least moral, significance’.#* Following
Greenhalgh'’s critical approach, I do not take the alleged humanist and left-wing
stance of international modernism for granted, but rather problematise the con-
notative potential of its visual vocabulary.

This critical approach to international modernism applies to the integration of
modernism imagery and techniques into the propaganda and official culture of the
Fascist regime. Scholars have extensively studies the relationship between Italian
Fascism and architecture - in particular Italian Rationalism - fine arts and visual

culture.® By contrast, historians of Italian graphic design still show a tendency to

41 Frascara, ‘Graphic Design: Fine Art or Social Science?’, Design Issues, 5 (1) (1988), pp. 18-29.
42 Modernism in Design, ed. by Paul Greenhalgh (London: Reaktion Books, 2009), p. 22.
43 On the relationship between Rationalist architecture and the Fascist regime, see: I/

Razionalismo e lArchitettura in Italia durante il Fascismo, ed. by Silvia Danesi and Luciano
Patetta (Venice: Edizioni La Biennale di Venezia, 1976); Diane Ghirardo, ‘Italian Architects
and Fascist Politics: An Evaluation of the Rationalist’s Role in Regime Building’, Journal of
the Society of Architectural Historians, 39 (2) (1980), pp. 109-27; Richard A. Etlin, Modernism
in Italian Architecture, 1890-1940 (Cambridge, MA; London: MIT Press, 1991). On fine arts
and Italian Fascism, see: Andrew Hewitt, Fascist Modernism: Aesthetics, Politics, and the
Avant-Garde (Stanford: Stanford University Press, 1993); Emily Braun, Mario Sironi and
Italian Modernism: Art and Politics under Fascism (Cambridge: Cambridge University Press,
2000); Simonetta Falasca-Zamponi, Fascist Spectacle: The Aesthetics of Power in Mussolini’s
Italy (Berkeley; Los Angeles; London: University of California Press, 1997). On visual cul-
ture, in particular advertising, during Fascism, see: Karen Pinkus, Bodily Regimes: Italian
Advertising Under Fascism (Minneapolis; London: University of Minnesota Press, 1995);
Adam Arvidsson, Marketing Modernity: Italian Advertising from Fascism to Postmodernity
(London; New York: Routledge, 2003). For a history of design perspective on design and
material culture from the Fascism period, see: David Crowley, ‘National Modernism’,

in Modernism: Designing a New World, 1914-1939, ed. by Christopher Wilk (London: V&A
Publications, 2006), pp. 342-60; Woodham, Twentieth Century Design, pp. 54-56 and 102-

07; Sparke, ‘A modern Identity for a New Nation’, in The Cambridge Companion to Modern
Italian Culture, ed. by Baranski and J. West, pp. 265-81.
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avoid the issue and demonstrate a certain discomfort in dealing with the shadowy
relationship between graphic design and Italian Fascism.# This thesis seeks to
overcome scholars’ reluctance to admit that major figures of Italian graphic design
produced works that served as vehicles of fascist propaganda.* At the same time, it
seeks to go beyond the simplistic ‘good vs. bad’ viewpoint. In doing so, I agree with
historian of Italian Fascism, Gabriele Turi, who suggested using the concept of
‘consensus boundaries’, rather than ‘antifascism’, in order to address the grey area
between alignment and resistance.* The complexity of the relationship between
professionals and intellectuals and the Fascist regime cannot be reduced to a mere
dichotomy between fascism and antifascism, but needs to take into account what
historian Ruth Ben-Ghiat has defined as ‘a web of tacit regulation [that] kept intel-
lectuals in check and encouraged them to practice self-censorship’.#’ To this end,
I study visual artifacts as part of the historical and political context, taking into
consideration the intended use and the patronage. In addition, I explore the ways
in which graphic designers negotiated their professional identity under the regime
and then re-adapted it to the new political circumstances of postwar Italy.

In an article published in the Journal of Design History in 2015, design historian
D. ]J. Huppatz defines the discipline’s fixation with modernism as ‘a significant
hurdle in conceptualising a global design history’.# The article acknowledges cur-
rent scholars’ attempts to dismiss the one-way concentric model of dissemination
in favour of a multi-directional network model that addresses the ways in which

modernist ideas were mediated, adapted and adopted. This new approach inves-

44 For instance, the exhibition TDM5 (2012-13) reveals scholars’ discomfort to approach the
relationship between graphic design and Fascist propaganda. As remarked by James
Clough in his review of the exhibition for Eye magazine, the absence of anything from the
twenty year of Italian Fascism was ‘understandable’: James Clough, ‘Letters from Italy’,
Eye Magazine, (Autumn 2012), http://www.eyemagazine.com/review/article/letters-from-it-
aly [accessed 18 April 2017].

45 In recent years, graphic design historians have begun to critically approach the prag-
matic and/or ideological attitude of graphic designers towards fascist regimes. Within
the Italian context, for instance, Alessandro Colizzi has convincingly discussed Bruno
Munari’s controversial works for the Fascist regime: Colizzi, ‘Bruno Munari and the
Invention of Modern Graphic Design in Italy, 1928-1945’ (unpublished doctoral thesis,
University of Leiden, 2011). On the relationship between modernist graphic design and
Nazis propaganda, see: Patrick Rossler, Herbert Bayer: Die Berliner Jahre. Werbegrafik 1928-
1938 (Berlin: Vergangenheitsverlag, 2013).

46 See: Gabriele Turi, Il Fascismo e il Consenso degli Intellettuali (Bologna: 11 Mulino, 1980), pp.
193-375.

47 Ruth Ben-Ghiat, Fascist Modernities: Italy, 1922-1945 (Berkeley; Los Angeles; London:
University of California Press, 2001), p. 9.

48 Huppatz, ‘Globalizing Design History and Global Design History’, Journal of Design History,

28 (2) (2015), p. 188.
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tigates dissemination agents - e.g. personal relationships, communication media
and flows of designed artefacts — and addresses international modernism from a
bottom-up perspective.® Likewise, through a close scrutiny of primary literature,
archive documents, visual artefacts and individuals’ experiences, I attempt to
uncover local and transnational mediating channels that promoted international
modernism in Italy within and beyond graphic design from the interwar period to

the early-1960s.

II.I PROFESSIONS BEYOND AND WITHIN DESIGN HISTORY

My approach to the professionalisation of graphic design in Milan draws on the
sociology and history of the profession from the late-1970s onwards, and integrates
this core literature with design scholars’ interpretations of the phenomenon.>

In 1977, sociologist Magali Sarfatti Larson wrote an historic narrative of pro-
fessionalism in the field of medicine, law and engineering in the Anglo-American
context, in which she identifies two distinct goals of the professional path: market
control and collective mobility.> Whereas the latter refers to efforts to raise the
social status and prestige of occupations, market control indicates the ability to
claim, gain and manage a market for the expertise and services of an occupation.
In order to gain market control, occupations need to be made distinct and recog-
nisable to the lay public, and a formalised body of knowledge is a key step towards
what she calls ‘the production of the professional producer’.s* Despite treating

professions as archetypal homogeneous and homogenising units, and tending

49 In the last two decades, design history scholarship on modernism have increasingly chal-
lenged the legacy of the Bauhaus, tracked down transnational networks moulding the
international community of modernist designers, and questioned international mod-
ernism propagandistic potential within the postwar humanist rhetoric. See, for instance:
Bauhaus Culture: From Weimar to the Cold War, ed. by Kathleen James-Chakraborty
(Minneapolis; London: University of Minnesota Press, 2006); Bauhaus Conflicts, 1919-
2009: Controversies and Counterparts, ed. by Philipp Oswalt (Ostfildern: Hatje Cantz
Verlag, 2009); Bauhaus Construct: Fashioning Identity, Discourse and Modernism, ed. by
Jeffrey Saletnik and Robin Schuldenfrei (London; New York: Routledge, 2009); Paul Betts,
The Authority of the Everyday Objects: A Cultural History of West German Industrial Design
(Berkeley; Los Angeles: University of California Press, 2004); Greg Castillo, Cold War on the
Home Front: The Soft Power of Midcentury Design (Minneapolis: University of Minnesota
Press, 2010); Helena Capkova, ‘Transnational Networkers: Iwao and Michiko Yamawaki
and the Formation of Japanese Modernist Design’, Journal of Design History, 27 (4) (2004),
pp. 370-85.

50 For an overview of the historiography of the profession, see: The Routledge Companion
to the Professions and Professionalism, ed. by Mike Dent, Ivy Lynn Bourgeault, Jean-Louis
Denis and Ellen Kuhlmann (London; New York: Routledge, 2016).

51 Magali Sarfatti Larson, The Rise of Professionalism. A Sociological Analysis (Berkeley; Los
Angeles; London: University of California Press, 1977).
52 Larson, The Rise of Professionalism, p. 50.
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towards abstraction and generalisation, Larson’s analysis provides a useful pattern
that identifies markers along the professional path.s

Writing in 1988, sociologist Andrew Abbott criticises what he sees as the mis-
leading focus of previous literature, Larson included, on organisational patterns
and professional knowledge in abstract terms.5 By contrast, he draws atten-
tion to professional practice and networks, and argues that knowledge must be
understood in use and that professions should be analysed as contingent upon
and affected by external forces. Whereas Larson focuses on professions’ power,
autonomy and prestige, Abbott stresses their vulnerability and relational nature.
‘Interprofessional competition’ and conflict over professional jurisdictions are at
the core of Abbotts’ approach to professions.s ‘Professions’, as he puts it, ‘develop
when jurisdictions become vacant, which may happen because they are newly
created or because an earlier tenant has left them altogether or lost its firm grip
on them’s®* Abbott’s concept of jurisdictional boundaries in perpetual dispute
between neighbouring occupations applies to graphic designers’ conflictual rela-
tionship with the adjacent professional fields of advertising, graphic arts, printing
and industrial design.

Sociologist Valérie Fournier has further developed the concept of professions
as continually contested, never completely established but rather always under
ongoing renegotiation.” ‘Professions’, Fournier argued in 1999, ‘need to establish
and continuously work at maintaining their legitimacy in terms that map over
with the norms and values of other actors in the network of liberal government
(e.g. other professions, clients, state, media)’.>® Professionalisation is thus an
endless work-in-progress, a process rather than a goal to be reached once and for

all. Fournier suggests addressing professionalism as a disciplinary logic. In other

53 Larson herself has reflected upon the omissions and deficiencies of her analysis on
the occasion of the new edition of the book in 2013: Magali Sarfatti Larson, The Rise
of Professionalism: Monopolies of Competence and Sheltered Markets (New Brunswick:
Transaction Publishers, 2013). For further discussion, see also: Magali Sarfatti Larson,
‘Looking Back and a Little Forward: Reflections on Professionalism and Teaching as a
Profession’, Radical Teacher, 99 (2014), pp. 7-17. For a thorough discussion of Larson’s work
and its influence on the sociological study of the profession, see also: Keith M. Macdonald,
The Sociology of Professions (London: Sage Publications, 1995), pp. 8-14.

54 Andrew Abbott, The System of Professions: An Essay on the Division of Expert Labour
(Chicago; London: The University of Chicago Press, 1988).

55 Abbott, The System of Professions, p. 2.

56 Abbott, The System of Professions, p. 3.

57 Valérie Fournier, ‘The Appeal to “Professionalism” as a Disciplinary Mechanism’, Social
Review, 47 (2) (1999), pp- 280-307.

58 Fournier, ‘The Appeal to “Professionalism™, Social Review, 47 (2) (1999), p. 286.
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words, she argues that professionalism is a social construction, a discourse that
sets professions within a ‘network of accountability’ populated by ‘various actors
[...], criteria of legitimacy [...], professional competence and personal conduct’.?
Both the relational nature of professions and the idea of professionalisation as a
device of control and identity articulation are developed throughout this thesis.

Sociologist Eliot Freidson’s work on professionalism has been of further inter-
est. Like Abbott, Freidson addresses embodied knowledge, questioning the way
in which practice and human interaction transform and create new knowledge.*
In his most recent publication (2001), Freidson defines professionalism as being
‘when an organised occupation gains the power to determine who is qualified to
perform a defined set of tasks, to prevent all others from performing that work,
and to control the criteria by which to evaluate performance’.* This definition has
guided my own research on the strategies employed by graphic practitioners to
establish the profession’s social, economic and symbolic value, and obtain the
exclusive right of determining how the work should be performed and evaluating
outcomes.*

Writing in 1997, design historian Jonathan M. Woodham remarked upon the
tendency of history of design scholarship to obscure ‘much of the wider picture of
the professional status of the designer and the role of design in industry through
its general focus on successful partnerships between designers and industry’.®
Indeed, design historians’ first attempts to address the design profession tended
to describe individual designers’ outstanding careers, highlighting their ability to
adapt creativity and previous knowledge for commercial purposes, as well as their
managerial skills.* Drawing attention to public understanding, professional status
and standards, and design organisations, Sparke’s work (1983) on the emergence

of the professional figure of the consultant designer and Woodham’s publication

59 Fournier, ‘The Appeal to “Professionalism™, Social Review, 47 (2) (1999), p. 288.

60 Eliot Freidson, ‘Professions and the Occupational Principle’, in The Professions and their
Prospects, ed. by Eliot Freidson (Beverly Hills, London: Sage Publications, 1971), pp. 19-38;
Eliot Freidson, Professional Powers: A Study of the Institutionalization of Formal Knowledge
(Chicago; London: University of Chicago Press, 1986).

61 Eliot Freidson, Professionalism: The Third Logic (Chicago: The University of Chicago Press,
2001), p. 12.

62 On Freidson’s take on jurisdiction, see: Freidson, Professionalism, pp. 73-79.

63 Jonathan M. Woodham, Twentieth Century Design (Oxford; New York: Oxford University
Press, 1997), p. 167.

64 See, for example: John Heskett, Industrial Design (London: Thames and Hudson, 1980),

pp. 105-19; Jeffrey L. Meikle, Twenty Century Limited: Industrial Design in America, 1925-1939
(Philadelphia: Temple University Press, 1979), pp. 39-67.
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(1983) on the relationship between designers and consumersin Britain are early
exceptions to the general focus on successful partnership.® Woodham’s critique
still fits the current state of the historiography of Italian graphic design that, as
seen in section 1.1, has focused most of its attention on individual graphic design-
ers and their collaboration with major companies.

A sociological stance on professions and professionalisation is not new to the
history of design.® Scholars, including Sparke and Woodham, have retraced the
process by which an activity develops into a generally recognised profession, alter-
nately or concurrently investigating the institutional markers that pave the path
to professionalisation: the setting up of professional organisations, the institu-
tion of recognised training and educational standards, the establishment of a
self-administered code of conduct and ethics, the identification and articulation
of a shared body of skills and knowledge, and the development of a professional
network.” Most of the literature is geographically specific, thereby evidencing the
tight relationship between professionalisation and the geopolitical, economic and
cultural context. This is, for instance, the case with Artemis Yagou’s work on the
design profession in Greece that has been a useful reference model in the writing
of this thesis.®® In 2008, a special issue of the Journal of Design History edited by
Lees-Maffei drew attention to the professionalisation of interior design.® In her
introduction, Lees-Maffei ‘holds up for examination the process of professionali-
sation in order to better understand design, its objects, processes and histories’.”
Many of the contributors to the special issues refer to sociological approaches that
can be also applied to the study of the graphic design profession. Articles make a

convincing argument for professionalisation as a process of gradual differentia-

65 See: Penny Sparke, Consultant Design: The History and Practice of Designers in Industry
(London, Pembridge Press, 1983); Jonathan M. Woodham, The Industrial Designer and the
Public (London: Pembridge Press, 1983).

66 For a design historical perspective on established literature on professionalisation, see:
Anna Valtonen and Antti Ainamo, ‘The Professionalization of Product Design: Reflections
on the Finnish Case’, conference paper ‘Design Thinking: New Challenges for Designers,
Managers and Organizations’ International Conference (Paris La Défense, France, 14-15, April,

2008).

67 Denise A. Guerin and Caren S. Martin, ‘The Career Cycle Approach to Defining the Interior
Design Profession’s Body of Knowledge’, Journal of Interior Design, 30 (2) (2004), pp. 1-22.

68 See: Artemis Yagou, ‘Unwanted Innovation: The Athens Design Centre (1962-1963),

Journal of Design History, 18 (3) (2005), pp- 269-83; Artemis Yagou, ‘First Steps: Early Design
Education and Professionalization in Greece’, Journal of Design History, 23 (2) (2010), pp-

145-61.

69 See: Grace Lees-Maffei, ‘Introduction: Professionalization as a Focus in Interior Design
History’, Journal of Design History, 21 (1) (2008), pp. 1-18.

70 Lees-Maffei, ‘Introduction’, Journal of Design History, 21 (1) (2008), p. 1.

37



tion and claim of jurisdiction, question issues related to gender and class and set
the profession within specific historical and geographical settings.”

In 2010, Ali O. Ilhan and David Wang brought new perspectives on the topic of
the design profession, adopting a cross disciplinary approach in the field of design
and sociology.” They argue for a sociological rather than epistemological distinc-
tiveness for the design profession, and suggest that it is a ‘sociological wrapping’
rather than a distinct body of knowledge that holds together the design profession
in order ‘to achieve social identity and standing’, projecting a coherent profes-
sional image to a larger public.” The idea of a ‘sociological wrapping’ — a concept
which seems quite literally pertinent when dealing with graphic design - has stim-
ulated my writing, drawing critical attention to the way in which graphic designers
consciously designed and pragmatically mediated the profession’s public image.

However, the interest of historians of design in the professionalisation is not
unconditional. Scholars have criticised a positivist approach to the rise of design
professions and its association with concepts such as modernity, rationality and
progress. In 1992, Philip Pacey called for design history to broaden the picture,
complementing the narrative with non-professional design preceding or coexist-
ing with professional design.” Shifting the focus towards the negative effects, Jill
Seddon and Suzette Worden (1995) pointed out the ways in which professionali-
sation excluded women from the public face of design.” Professionalisation as a
system of exclusion on the basis of gender, money and ethnicity has been further
problematised and dismissed by Paul Atkinson. Co-editing a special issue of the

Journal of Design History in 2008 on the relationship between professional and ama-
teur practice, Atkinson defines professionalisation as a ghost haunting the design

discourse.” In contrast to the exclusiveness of professionalism, Atkinson has

71 Bridget May, ‘Nancy Vincent McClelland (1877-1959): Professionalizing Interior Decoration
in Early Twentieth Century’, Journal of Design History, 21 (1) (2008), pp. 59-74; Tracey Avery,
‘Acknowledging Regional Interior Design? Developing Design Practices for Australian
Interior (1880-1900)’, Journal of Design History, 21 (1) (2008), pp. 41-58.

72 David Wang and Ali O. Ilham, ‘Holding Creativity Together: A Sociological Theory of the
Design Professions’, Design Issues, 25 (1) (2009), pp. 5-21.

73 Wang and O. Ilham, ‘Holding Creativity Together’, Design Issues, 25 (1) (2009), p. 5.

74 Philip Pacey, ‘“Anyone Designing Anything?” Non-Professional Designers and the History
of Design’, Journal of Design History, 5 (3) (1992), pp. 217-25.

75 Jill Seddon and Suzette Worden, ‘Women Designers in Britain in the 1920s and 1930s:

Defining the Professional and Redefining Design’, Journal of Design History, 8 (3) (1995),
pp- 177-93; Jill Seddon, ‘Mentioned but Denied Significance: Women Designers and the
Professionalization of Design in Britain, 1920-1951, Gender and History, 12 (2) (2000), pp.
426-47.

76 Gerry Beegan and Paul Atkinson, ‘Professionalism, Amateurism and the Boundaries of
Design’, Journal of Design History, 21 (4) (2008), pp. 305-13.
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explored D1Y practices as a means to democratise design and free individuals from
professionals.”” In a more recent article, he remarks on the crisis of the design pro-
fession and on the advent of a post-professional era in which technological devel-
opment has dismantled boundaries between professionals and amateurs, between
designers and users.”

Within the history of graphic design, professionalisation has been the subject
of both historical and critical writings. Two decades ago, Ellen Mazur Thomson
made an important contribution to the history of the professionalisation of
graphic design with her book The Origins of Graphic Design in America 1870-1920.7
Despite the different geographical and historical focus, her study is of great rel-
evance for my thesis offering a valid alternative to individual designers-centred
approach.® Later studies have focused on the emergence and consolidation
of graphic design as a university discipline, on the problematic relationship
between graphic design and commercial art, and on alternative methodological
approaches.®

Graphic design historians - practitioner-historians in particular - have been
addressing concerns with the status of the graphic design discipline and profes-
sion for some time now, especially since the mid-1980s when desktop publishing
software started to undermine the jurisdictional boundaries between profession-
als and amateurs.®” Current ongoing internal debate among the graphic design
community in Italy and abroad suggests that graphic designers are yet again ask-
ing themselves ‘what is graphic design and who is it for?’ - to borrow the title of a

recent roundtable that took place at the Royal College of Art (London) on the occa-

77 See: Paul Atkinson, ‘Do It Yourself: Democracy and Design’, Journal of Design History, 19 (1)
(2006), pp. 1-10.

78 See: Paul Atkinson, ‘Boundaries? What Boundaries? The Crisis of Design in a Post-
Professional Era’, The Design Journal, 13 (2) (2010), pp. 137-55.

79 Ellen Mazur Thomson, The Origins of Graphic Design in America.

80 Within the American context, it is also worth mentioning Michele Bogart’s history of

the professionalisation of American illustrators and their attempt to negotiate their pro-
fessional identity between commercial art and advertising and the fine arts domains.
See: Michele H. Bogart, Artists, Advertising, and the Borders of Art (Chicago: University of
Chicago Press, 1995).

81 See, for instance: Verénica Devalle, ‘Graphic Design as a University Discipline in Argentina,
1958-1985’, Design Issues, 32 (3) (2016), pp. 67-77; Alan S. Young, ‘Commercial Art to Graphic
Design: The Rise and Decline of Commercial Art in Australia’, Journal of Design History, 28
(3) (2015), pp. 219-34.

82 For a discussion on the consequences of technological chages on the graphic design
profession, see: Ellen Lupton, ‘The D.1Y Debate’, 24 January 2006, online article, www.
aiga.org/the-diy-debate [accessed 31 January 2017]. See also: Ellen Lupton, D.LY.: Design It
Yourself (New York: Princeton Architectural Press, 2006).
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sion of the exhibition Graphics RcA: Fifty Years (Autumn 2014). This is an unsolved
question that I seek to approach historically and critically in my thesis by taking

the layout of the graphic design profession in Milan as a case study.®

II.IT PROFESSIONAL EDUCATION AND DESIGN EDUCATION IN ITALY

Education is a recurring concern in the literature on professionalisation.®
Vocational education and training certifies members’ exclusive competences and
expertise, legitimates a profession and allows it to gain both recognition and pres-
tige. It follows the standardisation of socially constructed and collectively negoti-
ated skills and knowledge that are needed to fulfil certain tasks and requirements.
In doing so, vocational education and training promotes the transition from the
spontaneous transmission of know-how through on-the-job learning, to practi-
tioners-controlled professional education.® Social historians Linda Clarke and
Christopher Winch defined vocational education and training ‘as a filter, dividing
labour into different occupations, each with a distinct quality, skill and status’.®®
Education acts as a means to ‘include or exclude particular groups from particular
occupations or industries and from acquiring a particular status in society’, and is
expected to function as a guardian of entry into a profession often on the basis of

class, gender and ethnicity.®” By contrast to Clarke and Winch, Larson emphasises

83 In the last couple of years, many graphic design exhibitions and retrospectives have
included roundtables or lecture series questioning the goals and domain of the graphic
design profession. For instance, on the occasion of the exhibition z00 Years of Graphic
Design organised by the Kemistry Gallery (London) in Spring 2015, a crowd of graphic
design practitioners and enthusiasts gathered to discuss the topic ‘Graphic Design:

What Next?’ (10 March 2015). The roundtable ‘What is Graphic Design and Who is It For?’
took place at the Royal College of Art on December the 24, 2014. Two weeks before (18
November 2014) an expert panel had discussions about graphic design education. On June
the 27, 2014, the Italian association of graphic designers, A1AP, and the Italian associa-
tion of design historians, A1s/Design, organised the conference ‘“Graphic Design, Quale
Professione?” Il Caso Italiano fra Ricerca Storica e Riflessione Critica’ (‘““Graphic Design,
What King of Profession?” The Italian Example between Historical Research and Critical
Perspective’) in Genoa.

84 On vocational education and training, see: Vocational Education: International Approaches,
Developments and Systems, ed. by Linda Clarke and Christopher Winch (London; New York:
Routledge, 2007).

85 For a comparative approach to the passage from on-the-job learning to professional edu-
cation, see: Michael Burrage, ‘From Practice to School Based Professional Education:
Pattern of Conflict and Accommodation in England, France, and the United States’, in
The European and American University since 1800. Historical and Sociological Essays, ed. by
Sheldon Rothblatt and Bjorn Wittrock (Cambridge: Cambridge University Press, 1993), pp.

142-90.
86 Vocational Education, ed. by Clarke and Winch, p. 1.
87 Linda Clarke, ‘The Emergence and Reinforcement of Class and Gender Division through

Vocational Education in England”, in Vocational Education, ed. by Clarke and Winch, p. 62.
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the ‘democratic potential’ of standardised training.® ‘Only with the rise of formal
training institutions and standardised training’, Larson argues, ‘can professions
[...] begin to assume that there is a communality, however minimal, among their
members’.* The shared body of knowledge not only has a unifying potential on
the members that recognise themselves as part of a group, but it is also expected to
increase the profession’s appeal to outsiders and encourage new members to ask
permission to enter the field. Educational theorist Etienne Wenger’s concept of
‘communities of practice’ has provided a stimulating thinking tool to articulate my
argument on education - here understood as both learning and teaching - as situ-
ated and as a social process of identity formation during which practitioners shape
and articulate what they do, who they are and how to interpret what they do.”

In recent years, design education in Italy has become the object of increas-
ing research, and academic publications have flourished.” Scholars’ interest has
focused in particular on the experience of the Istituto Superiore per le Industrie

Artistiche (Higher Institute for the Artistic Industries — 1S1A) in Monza in the

88 Larson, The Rise of Professionalism, p. 42.
89 Larson, The Rise of Professionalism, p. 46.
90 Etienne Wenger, Communities of Practice: Learning, Meaning, and Identity (Cambridge:

Cambridge University Press, 1998). On learning as a social and situated process, see also
Wenger’s earlier work in collaboration with cognitive anthropologist Jean Lave: Jean Lave
and Etienne Wenger, Situated Learning: Legitimate Peripheral Participation (Cambridge:
Cambridge University Press: 1991). Within the design education and pedagogy dis-
course, the potential of Wenger’s concept of ‘communities of practice’ has been explored
by design educator Mike Tovey, see: Design Pedagogy: Developments in Art and Design
Education, ed. by Tovey, Mike (Farnham: Gower Publishing Limited, 2015), pp. 1-14 and
37-49-

91 For the most recent academic studies on design education in Italy, see: 1s14 Design
Convivio. Sperimentazione Didattica: Progetti, Scenari e Societa, ed. by Marco Bazzini and
Anty Pansera (Milan: Edizioni Aiap, 2015); Le Ragioni del Design: Progetto, Ricerca, Universita,
ed. by Alberto Bassi and Fiorella Bulegato (Milano: Franco Angeli Editore, 2014); About
Learning and Design, ed. by Giorgio Camuffo and Maddalena Dalla Mura (Bolzano: Bolzano
University Press, 2014). For an overview on design education and pedagogy from a design
history perspective, see: Maya Oppenheimer, ‘Histories of Design Pedagogy Virtual Special
Issue for Journal of Design History’, Journal of Design History, (2016), pp. 1-24.
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1930s.” Scholars have also explored design education from the 1960s to nowadays.%
Between 1960 and 1965, the first graduate schools of industrial design — Corsi
Superiore di Disegno Industriale (Graduate Courses of Industrial Design — cSDI)

- opened in Venice (1960), Florence (1962) and Rome (1965). The Roman csDI estab-
lished a graphic design course during the academic year 1967-68 and was renamed
Corso Superiore di Disegno Industriale e Comunicazione Visiva (Graduate Course
of Industrial Design and Visual Communication - cspicv). Graphic design was
also taught in Urbino at the Corso Superiore di Arti Grafiche (Graduate Course of
Graphic Arts - CSAG). The course opened in 1962 and it has arguably been consid-
ered by historian of Italian graphic design ‘the first graphic design school in Italy’.%

This tendency to focus either on the interwar period or on educational expe-
riences from the 1960s to nowadays is confirmed by Pansera’s latest publication
(2015), which provides the reader with an historical overview of design education
in Italy from the opening of the 1s1a in Monza in 1922 to the present day, except
for a gap from the early-1940s and the second half of the 1950s.% The book is a
chronological and systematic analysis of the articulation of the design discourse
in Italy through the lens of education. It pays particular attention to the role played

by professional organisations in the establishment of graduate design schools in

92 On the 1SI1A in Monza, see: Elena Dellapiana and Daniela N. Prina, ‘Craft, Industry and Art:
1STA (1922-1943) and the Roots of Italian Design Education’, in Made in Italy, ed. by Fallan
and Lees-Maffei, pp. 109-25; Franco Renato Gambarelli, Monza Anni Trenta dall’Umanitaria
all’1sia (Monza: Musei Civici Monza, 2001); L'ISIA a Monza: una Scuola d’Arte Europea, ed.
by Rossana Bossaglia (Milan: Silvana Editoriale, 1986); Nivola, Fancello, Pintori. Percorsi del
Moderno: dalle Arti Applicate all’Industrial Design, ed. by Roberto Cassanelli, Ugo Collu and
Ornella Selvafolta (Cagliari: Editoriale Wide, 2003).

93 On design education in Italy after 1960, see: Simone Bastianelli and Bianca Fabbri, ‘CSAG
di Urbino: la Prima Scuola Italiana di Graphic Design’, Progetto Grafico, 24 (2013), pp-
58-64; Ester Manitto, A Lezione con AG Fronzoni: dalla Didattica della Progettazione alla
Didattica di uno Stile di Vita (Busalla: plug_in, 2012); Design In-Formazione: Rapporto sulla
Formazione al Design in Italia, ed. by Dalia Gallico (Milan: Franco Angeli, 2007); Gianni
Trozzi, ‘Quelli di via Conte Verde: per una Storia del Corso di Disegno Industriale e
Comunicazioni Visive di Roma’, Progetto Grafico, 1 (2003), pp. 102-05; Riccini, Raimonda,
‘Culture per I'Insegnamento del Design’, a1s/Design. Storia e Ricerche, 1 (2013), http://
www.aisdesign.org/aisd/culture-per-linsegnamento-del-design-2 [accessed 1 April 2017].
Design education has attracted the attention of graduate students too, see: Filippo Taveri,
‘Osservatorio: Didattica Educazione. Ricognizione sulla Didattica del Design, Percorsi
Storici e Riflessioni Critiche’ (Unpublished master dissertation, 1s1a Urbino, 2012); Chiara
Rizzo, ‘Il Corso Superiore di Disegno Industriale di Venezia 1960/1972: Il Contributo per la
Formazione del Designer (Unpublished master dissertation, 1UAV, 2008); Monica Pastore,
‘Il Corso Superiore di Design Industriale di Venezia 1960/1971:La Comunicazione Visiva
nell’Offerta Didattica e il Suo Ruolo nella Formazione di Nuove Figure Professionali’
(Unpublished master dissertation, 1UAV, 2007).

94 Simone Bastianelli and Bianca Fabbri, ‘CSAG di Urbino: la Prima Scuola Italiana di
Graphic Design’, Progetto Grafico, 24 (2013), p. 58.
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the country. Pansera provides a detailed description of the impact of the Riforma
Gentile on fine and applied arts education during the Italian Fascism.* However,
her study focuses on organisational and structural changes without taking into
consideration the broader impact of the fascistisation of the education system in
Italy. My account differs from Pansera’s one and seeks to uncover political influ-
ences on design education during the Fascist regime, reconstruction and postwar
period.

This thesis employs historical and critical lenses to investigate the infancy and
experimental phase of graphic design education in Milan and its surroundings
from the 1930s to the mid-1960s. By drawing attention to the earlier decades, I seek
to stress the mutual relationship between education and practice. In doing so, I
follow the suggestion of design educator and theorist Richard Buchanan who, in
the late-1990s, called for colleagues to confront what he saw as the misunderstand-
ing that ‘design educating must follow behind design practice rather than work as
equal partner’.?” By stressing the ways in which education fostered the articulation
of the graphic design practice and thus promoted the shaping of the new profes-
sional figure, I argue that graphic design educational experiences functioned as
crucial agents within the national - as well as international - design discourse. I
will build the argument by drawing closely on specialist graphic design, industrial
design and architecture magazines of the period and archival documents - such
as course syllabi, meeting minutes and school promotional material - to voice
practitioners concerns for design education and trace the movement, adoption
and adaptation of ideas on design pedagogy. The focus on the immediate postwar
period sheds light on an aspect of design education that had been neglected by
previous literature on the topic and introduces a more political approach to educa-

tion as agent of the material and moral reconstruction of the country.

II.ITT PROFESSIONAL ORGANISATIONS

Together with education, professional associations have been identified as a key
vehicle of professionalisation. Writing in 1964, sociologist Geoffrey Millerstone
offers a detailed insight into the aims and dynamics of professional organisations
that is still valid from todays’ perspective. ‘Until members of an occupation realise

their collective existence as a group’, Millerstone argues, ‘the movement toward

96 Pansera, La Formazione del Designer in Italia, 13-33.
97 Richard Buchanan, ‘Education and Professional Practice in Design’, Design Issues, 14 (2)
(1998), p-. 64
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professionalisation cannot really begin. Yet, a plea for professional status remains
insufficient. The “cause” must be realised and recognised by society, in part or in
whole’.% Professional bodies promote a sense of community between members,
offer visibility and improve public understanding of the profession. Thus, they
play a leading role within narratives of professionalisation. Millerstone’s notion
of the profession’s image as simultaneously inward- - i.e. the shared image that
professionals hold of themselves — and outward-looking - i.e. the image they offer
to the lay public and other professionals - expands the framework of analysis
and includes an intertwined network that sets the practitioners within society at
large.® Amongst the many functions listed by Millerstone, professional bodies are
expected to articulate and promote professional standards, control and constrain
members’ behaviour through the establishing of codes of professional conduct
and facilitate networking. By representing members’ interests in official contexts,
professional organisations are expected to campaign collectively for greater recog-
nition of the profession’s social and economic value, and act as lobbying groups in
charge of negotiating contracts and regulating wages.**°

Since Millerstone’s landmark study, considerations on professional organi-
sations have been included in the majority of the thus-far analysed literature on
the sociology and history of the professions.*** Freidson’s interpretation of asso-
ciations has been of particular interest for my focus on internal conflicts, power
negotiation, coalition building, compromise, temporary settlement and change.*
Rather than considering professional organisations as unified and homogeneous
bodies, Freidson challenges their capacity to speak in unison for the entire profes-
sional community."” Moreover, he questions their inclusiveness and argues that ‘in
the early stages of the development of professional associations the active mem-

bership [..] is composed largely of élite practitioners’.*>* This consideration mir-

98 Geoffrey Millerstone, The Qualifying Associations: A Study in Professionalization (London:
Routledge & Kegan Paul, 1964), p. 12.

99 Millerstone, The Qualifying Associations, p. 159.

100 Millerstone, The Qualifying Associations, pp. 28-32.

101 See, for instance: Abbott, The System of Professions, pp. 79-83; Staffan Salander, ‘Associative

Strategies in the Process of Professionalization: Professional Strategies and Scientification
of Occupations’, in Professions in Theory and History: Rethinking the Study of the Profession,
ed. by Michael Burrage and Rolf Torstendahl (London: Sage Publications, 1990), pp. 139-50.

102 Focusing on professional associations as changing processes rather than steady insti-
tutions, I also follow the advice of sociologist W. Richard Scott. See: W. Richard Scott,
Institutions and Organizations (London: Sage Publications, 2001), p. 50.

103 Freidson, Professional Powers, p. 195.

104 Freidson, Professionalism, p. 142, italics in original.



rors the Italian situation where the élite - that is the most successful and distin-
guished graphic designers — were the prominent voices in the professionalisation
discourse.

In the last decade, design history scholars have been investigating both
national and international bodies for design promotion, demonstrating an
increasing interest towards issues of professionalisation.””> More than a decade
has passed since Woodham suggested that international design associations
might offer some means of redrawing the design history world map and overcom-
ing the design celebrities-centred approach.*® ‘Concerned with the furtherance of
the professional status of designers around the world’, Woodham argued that, ‘the
potential outreach of these organisations in terms of members and influence is
enormous’.’’ As suggested by Woodham, the adoption of a transnational perspec-
tive has enabled scholars to go beyond the local histories, offering new insights
into international design networks."® Despite investigating the establishment and
development of professional bodies in Milan, this thesis stresses the dynamics

between national and international design organisations. In doing so, it seeks to

105 On design professional bodies, see, for example: Leah Armstrong, ‘Steering a Course
Between Professionalism and Commercialism: The Society of Industrial Artists and the
Code of Conduct for the Professional Designer 1945-1975’, Journal of Design History, 29 (2)
(2016), pp. 161-79; Katarina Serulus, ‘Design Promotion in Belgium in the 1960s: National
Interests and European Ambitions’, in Design Frontiers: Territories, Concepts, Technologies.
ICDHS 2012 - 8th Conference of the International Committee for Design History & Design
Studies, ed. by Marcos Braga, Anna Calvera, Priscila Farias and Zuleica Schincariol
(Sao Paolo: Blucher, 2012) pp. 285-88; Christopher Thompson, ‘Modernizing for Trade:
Institutionalizing Design Promotion in New Zealand, 1958-1967’, Journal of Design History,
24 (2011), pp. 223-39; Giilay Hasdogan, ‘The Institutionalization of the Industrial Design
Profession in Turkey: Case Study - The Industrial Designers Society of Turkey’, The Design
Journal, 12 (3) (2009), pp. 311-37; Yagou, ‘Unwanted Innovation’, Journal of Design History,
18 (3) (2005), pp. 269-83; Woodham, Twentieth Century Design, pp. 167-81. The University of
Brighton has been very active in this field of research by funding a number of PhD projects
in collaboration with the AHRC Collaborative Doctoral Award that deal with national and
international design professional bodies. These are the Chartered Society of Designers
(uk), and the international organisations 1cs1D and ICOGRADA whose archives are held
at the University of Brighton. On the Chartered Society of Designers, see: Leah Armstrong,
‘Designing a Profession: The Structure, Organisation and Identity of the Design Profession
in Britain, 1930-2010’ (Unpublished doctoral thesis, University of Brighton, 2014).

106 Woodham, ‘Local, National and Global’, Journal of Design History, 18 (3) (2005), pp. 257-67.

107 Woodham, ‘Local, National and Global’, Journal of Design History, 18 (3) (2005), p. 263.

108 The study of international institutions as case studies for analysing transnational con-
nections and raising questions about the circulation of ideas and people has exceeded
the field of history of design. See, for instance: Glenda Sluga, ‘Editorial - Transnational
History of International Institutions’, Journal of Global History, 6 (2) (2011), pp. 219-
2; Iris Biihrle, Executive Summary, UNESCO History Project, Seminar: “Towards the
Transnational History of International Organisations: Methodology/Epistemology’, King’s
College, University of Cambridge, 06-07 April 2009, http://tinyurl.com/htyzamk [accessed 1
March 2017].
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contribute to current debates within the design history community on the histo-

ries and legacies of design organisations.

ITII. PRIMARY RESEARCH SOURCES

Primary sources consulted and used for this thesis fall into four categories:
archives, interviews, periodicals, and visual artefacts. I have analysed primary
sources in person, visiting public and private archives and collections in Italy
(Milan, Monza, Rome and Bologna), Switzerland (Mendrisio) and Great Britain
(London). The accessibility, usability and comprehensiveness of the material con-
sulted varied.

Albe and Lica Steiner’s Archive at the Milan Polytechnic yielded invaluable
material on the Convitto Scuola Rinascita and on the Associazione per il Design
Industriale (Association for Industrial Design — AD1). This enabled me to over-
come the unavailability of archives for each organisation. Material relating to
the Scuola del Libro was consulted at the Archivio Storico Umanitaria and again
at the Albe and Lica Steiner Archive. The Studio Boggeri Archive provided abun-
dant visual artefacts and precious archival documents. Further primary mate-
rial on the Milanese graphic design studio was found at the Massimo and Sonia
Cirulli Archive. Primary sources for Chapter 3 were collected at the Biblioteca del
Progetto at the Milan Triennale. The Archivio Storico di Monza holds the scat-
tered and heavily damaged archive of the 1s1A. Information on the founding and
development of the Associazione Italiana Artisti Pubblicitari (Italian Association
of Advertising Artists — A1AP) was found at the Centro di Documentazione del
Progetto Grafico, where I also consulted a number of graphic designers’ pri-
vate collections. Repeated visits to the Biblioteca Centrale Sormani, Biblioteca
Nazionale Braidense, Biblioteca Nazionale Centrale di Roma and the Centro Studi
Grafici provided access to specialist magazines of the time as well as useful back-
ground reading.

Where possible, I interviewed key protagonists or people of interest that had
witnessed the professionalisation of graphic design in Milan. Given the period cov-
ered by my thesis, many of the graphic designers involved are no longer alive, or
are unavailable or unreliable due to their advanced age. Interviews presented their

own challenges given interviewees’ tendency to repeat well-known anecdotes and
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to indulge in self-celebration.’ I had the honour to meet Giancarlo Iliprandi, who
sadly died recently aged 91, three times during my research and to interview him
on two of those occasions. Anna Boggeri and Bruno Monguzzi, respectively daugh-
ter and son-in-law and collaborator, provided details on Antonio Boggeri and daily
life at the Studio. Massimo Dradi generously shared memories of his father Carlo
Dradi and his knowledge about the magazine Campo Grafico and the activities of
the association Centro Studi Grafici. The conversation with Gillo Dorfles exceeded
the specific field of graphic design and addressed the involvement of intellectu-
als, Dorfles included, in the development of Italian design culture in the postwar
period. Finally, I interviewed graphic designer Elio Carmi and director of the crp
Bauer, Mara Campana, who provided me with useful insights into graphic design
education in the postwar period, focusing on the Scuola Politecnica di Design of
Nino di Salvatore and on the Scuola del Libro, respectively.

My research for each chapter began with a comprehensive survey of graphic
design specialist magazines. These were Campo Grafico, Risorgimento Grafico,
Graphicus, the three editions of the Guida Ricciardi, Industria della Stampa, La
Pubblicita d’Italia, Ufficio Moderno and La Rivista Illustrata del Popolo d’Italia for the
interwar period; and Bollettino del Centro Studi Grafici, Linea Grafica, La Pubblicita
Bollettino F1P, Ufficio Moderno, Poliedro for the postwar period. The survey was then
extended to include industrial design and architecture magazines, and general
culture periodicals such as Domus, Casabella, Stile Industria, Civilta delle Macchine,
Natura, L'Europeo, and Pirelli Rivista di Informazione e di Tecnica. International mag-
azines Deutscher Driicker, Typografische Monatsblitter and Graphis were consulted
when relevant. Through this preliminary reading, I identified key individuals and
networks, crucial issues of debate and shared concerns within and beyond the
graphic design profession.

I address magazines both as primary sources and as visual artefacts and thus

consider them both as vehicles for a message and as messages in themselves."

109 On challenges and advantages of oral history methods within graphic design history, see:
Brian Donnelly, ‘Locating Graphic Design History in Canada’, Journal of Design History, 19
(4) (2006), pp. 283-94.

110 For a methodological approach to design magazines as physical objects and cultural
artefacts, see: Jeremy Aynsley and Francesca Berry, ‘Introduction. Publishing the Modern
Home: Magazines and the Domestic Interior 1870-1965’, Journal of Design History, 18 (1)
(2005), pp. 1-5; Design and the Modern Magazine, ed. by Jeremy Aynsley and Kate Forde
(Manchester; New York: Manchester University Press, 2007); Polly Cantlon and Alice Lo,
‘Tudging a Book by its Cover: Or Does Modernist Form Follow Function?’, in Writing Design:
Words and Objects, ed. by Grace Lees-Maffei (London; New York: Berg, 2012), pp. 135-47.
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The form and content of magazines have often been analysed separately by schol-
ars, thereby interrupting their mutual dialogue, and giving prominence to one

or the other according to the targeted audiences: whereas cultural studies rarely
engage with the design process and material form of magazines, graphic design
literature includes how-to manuals and picture books in which the content of the
written text is barely acknowledged.™ By contrast, a comparative reading of textual
content and visual form is crucial when dealing with graphic design magazines.™
These are, indeed, not only arenas for debate but also the very output of graphic
designers’ own practices. Moreover, graphic designers are not only those who
design and write the editorial content of these periodicals, but also tend to be the
main readers. Thus, the shared know-how and visual vocabulary between authors,
designers, and the readership of the magazines favour multiple level reading and
secure the understanding of implicit connotative meanings.

I approach graphic design magazines as primary media for generating and
mediating the profession’s self-definition. In doing so, I adopt Thomson’s defini-
tion of trade journals as a ‘mechanism of professional self-realisation’.” “Trade
magazines’, Thomson argued, ‘function as professional communication networks,
defining professions in themselves and to others. Over time [...] they reveal [...] the
history of a profession, its changing practices, and its relation to the larger cul-
ture’."# They act as vehicles of information and communication within and outside
the industry. They are forums of discussion on new ideas and technologies, and
means of inspiring professional identity and pride and defining a shared view-

point. They function as tools reflecting and encouraging members’ interests, and

111 See, for instance: 100 Classic Graphic Design Journals, ed. by Steven Heller and Jason
Godfrey (London: Laurence King, 2014); David Crowley, Magazine Covers (London: Mitchell
Beatzley, 2003); William Owen, Magazine Design (London: William Owen, 1991).

112 For examples of comparative readings of visual form and written texts in graphic design
magazines, see, for instance: Rick Poynor, Typographica (London: Laurence King, 2001);
Louise Paradis, Roland Friith and Francois Rapo, 30 Years of Swiss Typographic Discourse
in the Typografische Monatsbldtter: TM RSI SGM 1960-90 (Zurich: Lars Miiller Publishers,
2013); Jeremy Aynsley, ‘Graphic Change: Design Change: Magazines for the Domestic
Interior, 1890-1930’, Journal of Design History, 18 (1) (2005), pp. 43-59; David Crowley, ‘Design
Magazines and Design Culture’, in Communicate: Independent British Graphic Design since
the Sixties, ed. by Rick Poynor (London: Laurence King, 2004), pp. 182-99.

113 Thomson, The Origins of Graphic Design in America, p. 37.

114 Thomson, The Origins of Graphic Design in America, p. 37.
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as instruments of raising readers’ tastes and educational standards.”> Graphic
design magazines also act as a field for testing the latest technological develop-
ments in printing and reproduction, and for experimenting with cutting-edge
visual compositions. Thus, their material form is as much part of the argument for
modernist vocabulary and techniques in graphic design as the written texts.

During my research, I consulted a variety of archival materials: from private
and business correspondence to meeting minutes; from school’s syllabi to finance
reports; from sales invoices to design sketches. I analyse both the textual and the
visual content of archival documents. I give prominence to one above the other, or
focus on their dialogue, depending on the argument I am making. Meaningful and
valuable information was found in the margins of the archival documents in the
form of handwritten annotations and scribbles, which added a further layer to the
reading. This is the case, for instance, with a dummy for a pamphlet advertising
the Studio Boggeri in 1945, which has pencil and ink marks. The dummy is ana-
lysed in Chapter 2 to demonstrate the way in which Boggeri adapted the Studio’s
identity according to the changed socio-political circumstances of postwar Italy.

The archive itself - i.e. the why and how documents have been collected and
organised - provided further layers of meaning beyond the immediate informative
content, creating serendipitous or deliberate connections between documents.
The finding of a pamphlet of the Alliance Graphique International (International
Graphics Union - AGI) in Albe Steiner’s archive suggested, for example, a relation-
ship between the international organisation and the changing agenda of Milan’s
graphic designers in the early-1960s, which is explored in the final chapter of this
thesis.

Drawing on visual culture studies and semiotics, I approach visual arte-
facts as multi-layered media and investigate them in the cultural framework,
and socio-economic context of the time. Following Anceschi’s advice, I focus
on printed works as both communication artefacts with their own function

and purpose, and as a visual expression of design methodologies and aesthetic

115 Thompson’s chapter on early graphic design periodicals in America offers a valuable
perspective on the role played by trade magazines in the articulation of a profession.
Analysing both verbal and visual discourses, Thomson verifies the emergence of the
graphic design profession from neighbouring fields of practice and traces the beginning
of specialisation as an intertwining of technical concerns and aesthetic issues. A differ-
ent version of Chapter 2, ‘The Trade Journals’, was previously published as an article, see:
Ellen Mazur Thomson, ‘Early Graphic Design Periodicals in America’, Journal of Design
History, 7(2) (1994), pp- 113-26.
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principles.”® Drawing on ANT, visual artefacts are, moreover, approached as
three-dimensional actors that interact with people and other artefacts to create
narrative within a specific context. Where possible, I consulted the printed mate-
rials in person. However, given the ephemeral nature of many of the artefacts
investigated as well as the scattering and destruction of some of the consulted
archives during WW2, I also turned to magazines of the period as an alternative
visual source. When using reproductions or facsimiles, I acknowledge the fact that
the original visual artefacts have been decontextualized and have become part of

a different narrative. I also use the additional connotative reading acquired by the
visual artefact in the new context to articulate my argument. In other words, rather
than considering the page of the magazine as a neutral context, I investigate edi-
torial choices and question why certain artefacts have been selected and what this

selection tells us about debates among graphic practitioners.

IV. A WORD ON VOCABULARY

According to graphic designer and educator Katherine McCoy, the ‘little agreement
of proper nomenclature’ is an endemic issue, shared by every language, faced

by the graphic design profession up to our days.”” The articulation of a specialist
vocabulary is a thread that traverses all chapters. The uncertain outcome of lively
discussions, heated debates and ever-settled negotiations, the often short-lived
agreement around a shared terminology was anything but a straightforward pro-
cess. Indeed, the terms used to identify graphic design as both a discipline and a
profession during the period under study, and for many years thereafter, are often
vague, interchangeable and contradictory. As I argue throughout the thesis, the
semantic shifts are not accidental, but mirror the shifting definition of the status
and identity of the graphic design profession.

As Woodham concisely phrases this uncertainty:
[...] the widely felt uncertainty for the connotations of the terms commonly used in the
interwar years such as commercial art or graphic design, industrial art, or industrial

design, reflected the inability of designers to establish a clear-cut professional identity or

status.”
116 Giovanni Anceschi, ‘Archetipi della Seduzione Grafica’, in Lo Studio Boggeri, ed. by
Monguzzi, unpaged.
117 Katherine McCoy, ‘Education in an Adolescent Profession’, in The Education of a Graphic
Designer, ed. by Steven Heller (New York: Allworth Press, 2005), p. 3.
118 Woodham, Twentieth Century Design, p. 167.
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As Iwill demonstrate, the uncertain connotation was not limited to the interwar
years, but it is a constant issue that resurfaces periodically, signalling the contin-
uous readapting of the profession to the constant changing of socio-economic
circumstances, cultural context, political agenda, and technological advancement.
One can trace the struggle for graphic design to gradually construct an autono-
mous discourse by looking at the evolution of the specialist vocabulary. Indeed, to
choose between ‘graphic arts’, ‘commercial arts’, ‘graphic design’, ‘visual commu-
nication’ or ‘communication design’ is to choose between different conceptual
frameworks.

From the early stages of my research, terminology revealed itself to be an issue
without a simple solution. The inconsistent language used in the Italian primary
sources placed me at an impasse. Translation from Italian into English made
things even more complicated and the situation was worsened by the fact that
specialist vocabulary used in the English language during the period was contra-
dictory as well.”9 How was I supposed to indicate the very subject of my thesis?
The use of the word ‘graphic designer’ was anachronistic since it was commonly
adopted in Italy in the Italian translation ‘progettista grafico’ only from the 1950s
and only later in English. To reduce the variety of terms used from the interwar
period to the early-1960s to ‘graphic designer’ was, moreover, an arbitrary decision
that silenced the multi-layered semantic field. Conversely, to change terminology
every other sentence runs the risk of confusing the reader.

To get out of this impasse, I decided to adopt a twofold strategy. First, I refer
to the original terms - both in Italian and in the English translation - as found in
primary sources and problematise the terminology every time I incur a semantic
shift. Second, I adopt a number of umbrella terms for the sake of convenience.
These elastic terms are: ‘graphic practitioner’ and its short form ‘graphic’ — both
translation of the Italian term ‘grafico’ — and, especially in the postwar period, the

term ‘graphic designer’.

119 The word ‘graphic design’ first appeared in the English-speaking world in 1922 in an arti-
cle written by William Addison Dwiggins, but did not come into common usage until
the postwar period. See: William Addison Dwiggins, ‘New Kind of Printing Calls for New
Design’, Boston Evening Transcript, 29 August 1922, reprinted in Thompson, The Origins of
Graphic Design in America, pp. 184-89.
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V. CHAPTER STRUCTURE

This thesis is organised into five chapters and follows a broadly chronological
outline. In Chapters 1 and 2, I explore the interwar period; in Chapter 3, I look
both at interwar and at postwar Italy; finally, I investigate the reconstruction and
the postwar periods in Chapters 4 and 5. Each chapter represents a shift of focus
within the same general topic and explores different aspects of the emergence and
articulation of the graphic design profession. Design education is addressed in
Chapters 1 and 4; professional practice and networks are questioned in Chapters 2
and 5; Chapter 3 focuses on mediation.

In Chapter 1 - “Training the “progettista grafico” - I explore the infancy of
graphic design education in interwar Italy and trace the lineage of graphic design
to typography and the printing trades. Focusing on the Scuola del Libro in Milan,
with reference also to the 1S1A in Monza, I employ the changing of curricula and
graphic output as a lens to reassess the debate on the professionalisation of
graphic design and the modernisation of Italian graphics that featured in special-
ist magazines of the period. I argue that the development of a specialist language
and practitioners’ agreement on a shared body of skills and knowledge demon-
strate the new professional identity gradually taking shape. Furthermore, I assert
that the transit from practice into professional education evidences the profes-
sion’s greater confidence and self-awareness.

Chapter 2 - ‘All graphics lead to Boggeri’ - investigates the Milanese Studio
Boggeri and reassesses its leading role in the history of Italian graphic design. By
interrogating visual artefacts and archival documents, it examines how and why
the Studio promoted the spread of modernist techniques and aesthetics in inter-
war Italy, and discusses its role in the definition of the new professional figure of
the graphic designer. The chapter examines the interwar debate about the rational-
isation of advertising, and addresses the relationship between graphic and adver-
tising professionals. It problematises Boggeri’s attempt to position the Studio at
the vanguard of the national and international graphic and advertising industry by
hiring graphic practitioners who were trained, worked and had networks abroad.
Following the imperative of diverting familiar narratives, the chapter provides new
insights into the complexities of the studio-system and brings to the fore Boggeri’s
multifaceted figure — one that cannot be reduced simply to founder and owner of

the Studio Boggeri.
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Chapter 3 - ‘The Milan Triennale and the “educated client”” — explores the
way in which graphic practitioners used mediating channels in order to promote
their services, claim a social status for their profession and market their prod-
ucts. The chapter employs the Milan Triennale as a case study. It approaches the
Triennale from 1933 to 1957 both as a platform to showcase the profession’s pub-
lic image and as a commissioning body. By analysing both the form and content
of graphic design exhibitions, it discusses the ways in which exhibition design
favoured experimental approaches to graphic design. At the same time, it argues
that graphic designers used the ‘good taste’ discourse to foster the profession’s
jurisdiction and legitimacy. Covering about twenty-five years, the chapter shows
continuity in the graphic design discourse between the experimental phase of the
1930s and the postwar period. It investigates examples of Fascist political tempo-
rary exhibitions, and problematises the regime’s use of modernist visual language.
Furthermore, it addresses the role played by designers in the material, social, polit-
ical and moral reconstruction of the country and introduces issues that are further
developed in the last two chapters.

Chapter 4 - ‘Training the sergeants of graphic design’ - looks at the Convitto
Scuola Rinascita and the Scuola del Libro in Milan in order to shed light on the
conditions under which graphic design education was founded and the graphic
design profession was outlined in postwar Italy. I explore the pivotal role of design
pedagogy in the aftermath of WW2, and contextualise the case studies within an
internationally widespread movement to create reform-orientated educational
institutes. Thus, I address education as a political act aiming to form professionals
willing to assume responsibility for the impact of design on contemporary society.
Finally, I question the political and ethical stance that the graphic design profes-
sion acquired in postwar Italy.

In the fifth and final chapter - ‘The “poor relations” of industrial design’ - I
investigate the establishment and early years of design professional associations in
Italy. By looking at conflicts, negotiations, compromises and temporary alliances
between the A1AP and the ADI, the chapter addresses the problematic position of
graphic design in between advertising and design. The focus on the ADI graphic
design division evidences graphic designers’ attempt to use the association as a
platform for claiming a professional status and access to the design domain as
the equal partners with industrial designers. In the last two sections, the chap-

ter departs from the local scene to address transnational circuits - such as AGI,
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ICOGRADA and the 1960 WoDeCo in Tokyo - to investigate the way in which Milan’s
graphic designers participated in and responded to the international development
of a new way of thinking in visual communication. In doing so, it argues that the
pattern of graphic design professionalisation in Milan reflects the wider debate
within the international design community and thus cannot be understood by lim-

iting the analysis to national borders.
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1. Training the ‘progettista grafico’

In 1940 Antonio Boggeri wrote a letter to the Swiss graphic designer, Max Huber, to
solicit Huber’s involvement in the recently opened graphic design studio, Studio
Boggeri. Boggeri praised the graphic and artistic quality of Huber’s work and

ended his letter with a bitter comment on the state of graphic design in Italy.
You should bear in mind that Italian artists who devote themselves to the graphic arts are
generally weak in typography and completely ignorant of the theoretical fundamentals of
modern composition. [The reason for this is] simply because here there are no specialist

Schools for graphic arts.*

Boggeri’s implicit description of graphic practitioners suggests that they should
be expected to possess both technical skills and artistic sensibility, together with a
good understanding of modern graphics. Furthermore, his complaint denounces
the lack of professional training in Italy and asserts the need for it.

The letter raises two issues that this chapter seeks to address: first, the gradual
articulation of the graphic design profession; and second, the need for profes-
sional training. Taking the Scuola del Libro (School of the Book) in Milan as a case
study, I investigate the infancy of graphic design education in Italy from the mid-
19205 to 1943, when an Allied air raid over Milan damaged the premises and forced
the school to close temporarily until September 1946. Although the first graphic
design courses did not appear until the mid-1950s — as will be explored later in
Chapter 4 - the interwar educational experience and reception of the Scuola del
Libro are explored here in order to question Boggeri’s claim that there was a lack of
interaction between design education and practice in the first phase of the devel-
opment of graphic design as a profession.

The study of the Scuola del Libro also provides insights into the Milanese
graphic design scene. The school was part of the printing network that had

developed in Milan, the heart of the Italian printing industry, since the end of

1 ‘Tenga presente che gli artisti italiani che si dedicano all’arte grafica sono generalmente
deficienti nella tipografia e ignorano completamente le teorie fondamentali della compo-
sizione moderna semplicemente perché qui non ci sono Scuole superiori di arte grafica’.
Letter from Antonio Boggeri to Max Huber, 4 February 1940, p. 4, ASB. Underlined text
in original. The letter is quoted in Letizia Tedeschi, ‘Il Moderno e la Grafica Editoriale a
Milano tra Anni Trenta e Cinquanta: Appunti’, in La Citta dell’Editoria: dal Libro Tipografico
all’'Opera digitale (1880-2020), ed. by Giorgio Montecchi (Geneva; Milan: Skira, 2001), p. 114.
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the nineteenth century.? It was also part of the Milanese design network and
collaborated with rationalist architects and avant-garde artists. It featured regu-
larly in specialist magazines as a model of vocational training and ‘good’ graphic
design.? Prominent figures of Italian graphic design worked in, studied in or col-
laborated with it. These included the editor-in-chief of the graphic arts magazine
Risorgimento Grafico, Raffaello Bertieri, and the contributors of Campo Grafico,
whose personal involvement in the Scuola del Libro - as director and students/staff
members, respectively - is acknowledged when considering their critical stance
towards the school.

This chapter argues that the Scuola del Libro was used by different inter-
est groups to promote conflicting attitudes towards graphic design both as a
profession and a discipline. To this end, it positions the school at the centre of
heated debates on the professionalisation and modernisation of Italian graphic
design. These debates were carried on in specialist magazines of the period, such
as Risorgimento Grafico, Graphicus and Campo Grafico. Firstly, I explore the grad-
ual definition of graphic designers’ professional identity, by contextualising the
changing of curricula and pedagogy within the development of a specialist vocab-

ulary and the construction of a body of professional skills and knowledge in the

2 On the Milanese publishing industry in the late-eighteenth century and first half of
the twentieth century, see: Marino Berengo, Intellettuali e Librai nella Milano della
Restaurazione (Turin: Einaudi, 1980); Adolfo Scotto di Luzio, ‘L'Industria dell'Informazione:
Periodici e Quotidiani, Giornalisti e Imprenditori’, in Storia d’Italia. Le Regioni dall’Unita
a Oggi: la Lombardia, ed. by Duccio Bigazzi and Marco Meriggi, (Turin: Einaudi, 2001), pp.
331-84; Ada Gigli Marchetti, ‘Impresa e Lavoro: L'Industria Tipografico-Editoriale Milanese
dalla Fine dell’Ottocento al Fascismo’, in La Citta dell’Editoria, ed. by Montecchi, pp. 23-37;
Editoria e Cultura a Milano tra le Due Guerre (1920-1940): Atti del Convegno, Milano 19-20-21
Febbraio 1981 (Milan: Fondazione Arnoldo e Alberto Mondadori, 1983); La Stampa Italiana
nell’Eta Liberale, ed. by Valerio Castronovo and Nicola Tranfaglia (Rome; Bari: Editori
Laterza, 1979), pp. 15-28; Alberto Cadioli,and Giuliano Vigini, Storia dell’Editoria Italiana: un
Profilo Introduttivo (Milan: Editrice Bibliografica, 2004), pp. 13-22; Libri, Giornali e Riviste a
Milano: Storia delle Innovazioni nell’Editoria Milanese dall’Ottocento ad Oggi, ed. by Fausto
Colombo (Milan: Editrice Abitare Segesta, 1998).

3 The start date of each the new academic year and the call for applications were advertised
on a regular basis in specialist periodicals. There were numerous reviews of school pub-
lications, exhibitions, attendance at international events, students’ works and cultural
activities. Other professional schools were occasionally mentioned, but never as well illus-
trated as the Scuola del Libro. The magazine Graphicus sometimes mentioned the Scuola
Salesiana (Salesian School) and the Reale Scuola Tipografica in Turin. This exception
should not come as a surprise, since both schools were Turin-based, as was the magazine
itself. On the Scuola Salesiana in Turin, see: G. V., ‘Echi d’una Mostra’, Graphicus, 21 (270),
December 1931, pp. 215-218. On the Reale Scuola Tipografica, see: Graphicus, 19 (241), July
1929, pp- 10-11; ‘Come Graphicus ¢ Passato alla Scuola’, Graphicus, 23 (1), January 1934, pp.
8-9; Carlo Delprato, ‘L’istruzione Professionale per Grafici’, Graphicus, 27 (4-5), May 1937, pp.
7-8.
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profession and the industry more broadly. Secondly, I investigate the spread of
modernist techniques and visual language in interwar Italy through the visual
output of the Scuola del Libro, focusing in particular on promotional ephemera
designed and produced by students. In the last section, a comparison will be
made between the Scuola del Libro and the school of decorative arts in Monza,
the Istituto Superiore per le Industrie Artistiche (Higher Institute for the Artistic
Industries — 1s1A) in order to assess the role played by the Scuola del Libro in the
articulation of the new professional figure of the ‘progettista grafico’ (graphic

designer).

1.1 ‘REFERENDUM FOR PROFESSIONAL TRAINING’, 1923-24

By the 1920s the call for education and vocational training in the field of graphics
and printing industries became the subject of a lively debate in specialist maga-
zines between practitioners, industrialists and critics. Thus far, this debate has
received little attention from design historians. By contrast, this section gives voice
to the participants to the 1920s debate about vocational schools in order to provide
a historical background and a critical framework for the Scuola del Libro.

As a consequence of production specialisation and technology advancement,
the urgent need for vocational training had been felt in many industrial sectors
from the mid-nineteenth century onwards.* The graphics and printing sector dis-
tinguished itself for its demands for ‘workers’ education’ in addition to technical
training.’ Printing and graphic practitioners were expected to be not only literate,
