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The entwined histories of modernism, modernization, industrialization and the
professional practice of design, offer a significant challenge for the study of design
history. Historically, the role of the designer as a full-time professional occupation
has appeared in societies where increasingly complex production systems have
resulted in the fragmentation of work, further emphasized by the introduction of
mechanical devices into production systems.! For instance, the development of
paper and printing systems enabled the development of new ways of reproducing
and distributing texts and images, from manuscripts produced one by one, to
the mass printing of texts and books by a number of skilled workers dedicated to
specialized tasks in graphic reproduction.” Similarly specialization occurred in the
pottery and textiles industries in Europe during the nineteenth century, where a
division of labour was established to increase production, differentiating the act of
designing from that of making.®

However, one needs to consider the possible underlying conundrum within
the very own concept of design. Considering design - as suggested by design
historians Grace Lees-Maffei and Kjetil Fallan — as an activity that ‘extends
to everything that is planned and/or made [...] not limited to high or official
culture}* offers an opportunity for design to be seen as an activity independent of
modernization, modernity or industry. Instead, if one considers the professional
practice of design or its connection to mass production, the story takes a different
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turn. It could be said that the tensions between design practice and modern design
practice lie between two extremes; on the one hand, that of design as a human-led
process that is independent of mechanization, and, on the other, that of design as
a profession that is primarily related to mass production and, therefore, seen by
some as inevitably linked to industrialization.

Yet it is important to consider that the development of design into a field of
professional practice was not determined by specialization itself. According
to sociologists Andrew Abbott® and Pierre Bourdieu,® professional boundaries
depend on a number of social conventions that separate fields of practice from
each other in order to regulate entry and limit competition. The separation of
fields of practice not only delineates what is considered to be legitimate practice
but also, more importantly, defines which practitioners are allowed to perform
certain occupations.

An important part of the process of professionalization is the establishment
of forms of control that help regulate the professions and professionals, such as
‘schools that train practitioners, the examinations that test them, the licenses that
identify them, and the ethics codes they are presumed to obey’” In the case of
design, as in many other professions, the history of such institutions has favoured
Eurocentric perspectives, not only due to the fact that the history of professional
boundaries and professional organizations are somewhat rooted in European
traditions, but also because design, or at least its modern form, was generally
understood as a specialized practice associated with industrial production and,
therefore, intrinsically connected to the industrial revolution that took place
in Europe. In the past decades, these ideas have been under scrutiny for they
restrict the comprehension of design to industrial development, compromising
equitable comparisons and inevitably promoting Eurocentric ideas around
design practice.?

Issues of professionalism

Professionalism is related to the creation of institutions and boundaries
considered as professional practice, and the professional organizations were and
are established to be the gatekeepers of such boundaries. Yet professional design
organizations have not yet been approached from the perspective that these were
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initially developed within European social contexts and frameworks of knowledge.
Professional organizations as we know them today were not necessarily common
in other regions of the world - certainly not previously to colonization - such
as the Americas, Africa and Oceania. As stressed by sociologist Anibal Quijano,
in nations that have been colonized, native forms of social organization and
local knowledge have been suppressed and substituted by the colonizer’s social
structures, eliminating knowledge about their stories and forms of social
organization predating colonization.’

Even though design has been portrayed, particularly in its modern version, as
if it could not have originated anywhere else but in Western Europe, this does not
mean that there was no design practice elsewhere. Particularly, if one disconnects
its practice from industry and formal organizations. The issue at stake is that the
act of designing outside of Western Europe and, later, the United States might
not have been organized in the same way or not use the same vocabulary and
methodologies, but that does not mean that it did not take place. It is only a matter
of how design is defined. Alternative design practices have been overlooked
or misunderstood in the past when analysed in comparison to the way design
practice was established and developed in Europe and in the United States.!®

One could say that the idea of professionalism fits within the definition coined
by historian Dipesh Chakrabarty in his book Provincializing Europe. As put
by him, certain categories and concepts — whose genealogies ‘go deep into the
intellectual and even theological traditions of Europe’'! - are so entangled with the
idea of modernity that it becomes impossible to address modernity without them,
in such a way that European thought becomes ‘both indispensable and inadequate’
when addressing ‘the various life practices that constitute the political and the
historical’!?

Historical knowledge has reflected the structural reality of organizations related
to the design profession, which inevitably consider the first organizations dedicated
to the promotion and development of design practice, to have been established
in Western Europe. From the second half of the twentieth century onwards,
designers located in other regions shaped their vocabularies and methodologies
in an attempt to integrate themselves into the international scene of professional
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design, by structuring local practice and organizing professionals in similar ways
to those seen in Europe. This process gave rise to the flawed idea that all design
practice — only considered as valid in its modern form — was born in and exported
by Europe to the rest of the world.

Even though design can be considered ‘a fundamental human activity’" that
takes place regardless of institutions and forms of controls, the way in which
design was shaped into a profession, delimited its access and its definitions."
Understanding the formation of professional design organizations offers an
opportunity to locate the symbolic systems and conventions established by them.
It also allows for a critique of the ways in which particular perspectives of design
became perceived to be of universal significance and value, ideas that became
particularly relevant in the formation of international non-governmental design
organizations after the end of the Second World War. Looking at distinct design
organizations operating in the post-war period, this chapter focuses more intently
on those associations dedicated to graphic design practice and on the formation
of international non-governmental design organizations whose establishment was
based on the belief of the universalism of Western design values.

From promotional to professional
organizations

One of the earliest design organizations on record is the Swedish Svenska
Slojdforeningen that was established in 1845 to safeguard the quality of Swedish
craft.”” This organization was responsible for one of the first design periodicals,
launched in 1904 as Svenska Slojdforeningen Tidskift and renamed in 1932
as Form.® In the early twentieth century, other organizations and groups
concerned with the quality of industrial production were slowly established in
other European countries. In 1907, the Deutscher Werkbund was established in
Germany, bringing industrial workers, craftsmen and artists together with the aim
of refining industrialized production and improving the quality of the products
available nationally. The organization of exhibitions by the Deutscher Werkbund
became the main means of promotion of its achievements and relevance, serving
as stimuli for the foundation of other nations to establish organizations dedicated
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to similar goals in the 1910s.”” In 1912, the Austrian Osterreichischer Werkbund
and US American National Alliance of Art and Industry were founded, while the
Swiss, Czech and Hungarian Werkbunds were created in 1913 and the Design and
Industries Association was established in Britain, in 1915.18

These early promotional organizations, however, usually included both
industrialists and practitioners, while also not distinguishing between
specializations within the realm of design practice. Organizations entirely
dedicated to exclusively gathering professional practitioners — which defined the
symbolic systems and regulations for design practice and professional designers -
were established later, entangling the history of design as a professional practice
with the history of European design. In the world of European design, the creation
of professional organizations was not only a way to set standards and internal
codes, it also ‘became a means of creating business networks and social arenas’!

Graphic design organizations

It was between 1900s and 1930s that organizations dedicated to graphic arts and
design started taking shape: the American Institute of Graphic Arts was established
in the United States in 1914, the German Bund Deutscher Gebrauchsgraphiker was
created in 1919, the Austrian Bund Osterreichischer Gebrauchsgraphiker and the
US American Society of Typographic Arts were both created in 1927.2 The number
of associations for practitioners of graphic arts increased with the establishment
of a number of other associations in the 1930s such as the French Syndicat
National des Graphistes Publicitaires, the Finnish Taidepiirtdjéin Liitto GRAFIA
Tecknarforbund, the Association of Commercial Artists in Israel and the Swedish
Svenska Affischtecknare.”!

The increasing interest in graphic arts and advertising in the early twentieth
century also created an opportunity for the development of specialized periodicals.
In the United States, the emphasis on advertisements led to the creation of the Art
Directors Club and the development of a dedicated publication — the Advertising

V7 Winfried Nerdinger, ed., Deutscher Werkbund: 100 Anos de Arquitetura e Design na Alemanha, trans.
Virginia Blanc de Sousa (Sdo Paulo: CCSP and VG Bild-Kunst, Boon, 2007).
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Arts — first published in 1921. In Britain, the magazine Commercial Art ‘devoted to
all aspects of graphic design and display was launched at a time when “commercial
artists” were striving hard to be recognized as design professionals.”* In 1924, the
German association Bund Deutscher Gebrauchsgraphiker published the first issues
of its magazine known as Gebrauchsgraphik or International Advertising Art.
These were soon followed by other publications, such as the Swiss Typographische
Monatsblitter (1932-), the Italian magazine Campo Grafico (1933-1939) and the
US American Print (1940-).%

Yet, before graphic design was widely recognized as a professional practice in
its own right, a number of other professionals undertook the task of designing
graphic solutions to resolve communicational needs. Between 1920s and 1960s,
the vocabulary and symbolic systems of the graphic design profession were being
developed and defined, which meant that throughout this time there was no
specific term used to indicate the professional who later became widely known
as the ‘graphic designer’. The term ‘graphic designer’ dates back to the early
1920s when coined by William Addison Dwiggins to define his own professional
practice.”* During the first half of the twentieth century, terms such as ‘graphic
artist] ‘graphic designer, ‘commercial artist’ and ‘advertising artist’ transitioned
between numerous languages, and their meanings usually varied depending on
which country one was in. In Europe, commercial artists were known to employ
their talents to fulfil commercial needs, while in the United States, art directors led
the way towards recognition.” In many Latin American countries, graphic artists
worked on advertisements and packaging while architects became known for their
involvement in the design of corporate identity and information systems.*®

Before the Second World War there was already a sense of recognition, but it was
after its end that the numbers of professional graphic design associations had the
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most significant increase. In many countries, design became part of governmental
strategies for modernization and development, not only in the democratic but also
in the socialist world.

Design associations in the Cold War
period

After the end of the Second World War, an undeclared state of war between the
Soviet Union and the United States dominated the global scene. At the core of the
conflict known as the ‘Cold War’ was a competition between these ‘superpowers’
for allies who would embrace either of their opposing ideologies, dividing the
world between socialist nations, democratic nations and those that refused to
embrace either.”

These underlying ideologies defined the ways in which social and cultural
life was organized on each side, being a ‘clash of ideas and cultures as much as a
military and strategic conflict’?s Inevitably, designers, as other professionals, had to
adapt to the political frameworks within their contexts, be it Western and capitalist
ideals based on individual liberty, liberalism and market values; or socialist or
communist values of collectivism and state planning or any other forms of national
or federal government. Yet, differently from other professionals, designers needed
to be aware of the aesthetics and values associated with the ideologies promoted
by their governments.

Between 1945 and the early 1960s, even though professional associations and
unions were still more significantly concentrated in Western Europe and the United
States, design organizations appeared around the globe, following the overall
trends of the Cold War. On the side of the US allies, these organizations appeared
in the shape of professional associations and design councils, whilst in socialist
and communist states the professional practice of design mostly occurred within
governmental structures, within governmental divisions, cultural institutions or
research centres, while unions seem to be the only form of design organization to
appear in both.

The political polarization created challenges for the exchange of knowledge
between designers and associations based in countries of opposing perspectives
as technological development was a central part of the dispute. Yet there were’
also efforts to foster transnational connections with the intention to overcome

¥ Odd Arne Westad, The Global War: Third World Interventions and the Making of Our Times (New
Yorkf Can?bridge University Press, 2005); Shu Guang Zhang, ‘The Sino-Soviet Alliance and the Cold
War in Asia, in The Cambridge History of the Cold War, Volume I: Origins, ed. Melvyn P. Leffler and Odd
ane Westad (Cambridge: Cambridge University Press, 2010), 353-75.

Odd Arne Westad, “The Cold War and the International History of the Twentieth Century;, in The
Cambridge History of the Cold War, Volume I Origins, ed. Melvyn P. Leffler and Odd Arne ’Westad
(Cambridge: Cambridge University Press, 2010), 1-19.
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the restrictions created by national governments and promote cosmopolitan
ideals of international understanding, further motivated by the foundation of the
United Nations. As is going to be seen later in this chapter, international design
organizations founded in the post-war period attempted to create a forum for
exchange across political division, with the aim to allow for the encounter b.etween
designers and representatives of design associations of different ideologies. But
before looking into the formation of international organizations dedicated to
graphic design, it is important to briefly understand the distinctions between the
national design organizations being established in the post-war period.

In China, the birth of the People’s Republic of China in 1949 and its alliance
with the Soviet Union in 1950 defined the practice of graphic arts under
tight state control. Before 1949, a number of civil associations existed -wi'thin
Chinese society, but the new government reorganized existing associations
and established new ones, such as the China Federation of Literacy and Art
Circles.” Propaganda policies were defined by the Chinese Communist Party
and implemented through hierarchical networks and mass union organizations.
Posters took central stage as the main means to promote the governmental
ideologies given the high illiteracy rate of the population, being produced .by
either governmental propaganda units or independent groups allieq with
the government. The production of posters by peasants and workfrs with no
professional training was encouraged, yet being usually aided by trained experts
who were not given due credit.*

In Cuba, the domestic frameworks within which social, political and cultural
changes took place were shaped - to a very large extent — by Soviet Union’s
interventionist strategies. In the 1950s, graphic design in Cuba was dominated
by advertising agencies, magazines following US and European styles and Cuban
brands for export products such as cigars, sugar and rum. However, after the Cuban
revolution in 1959, the government suppressed advertising spaces on radio and
television and in the press, creating a number of cultural institutions owned by the
state, such as the Instituto Cubano del Arte y la Industria Cinematogrdfica, known
as ICAIC for short.’' The nationalization of the cinema circuits in 1961 made
the ICAIC the only institution in Cuba allowed to produce national films and to
import foreign ones; while also being responsible for the production of film posters
having an in-house graphic design team.* In 1961, a union was established - the

» Chen Guangjin, ‘Organizational Structure), in Social Structure of Contemporary China, ed. Xueyi Lu
(Singapore: World Scientific Publishing, [2011]2012), 337-96. . '
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Unidn de Escritores y Artistas de Cuba — including writers, artists and also graphic
designers that became renowned for their posters.*

In the USSR, as put by writer and critic Igor Lvov in the early 1960s, ‘graphic
design in the Western sense has made comparatively little headway in the USSR It
was only in 1962 that an organization dedicated to design matters was established
within the Soviet Union.** As other organizations in Western Europe and the
United States, the Vserossiyskiy Nauchno-Issledovatel’skiy Institut Tekhnicheskoy
Estetiki (VNIITE - All-Union Scientific Research Institute for Technical Aesthetic)
was created for the improvement of the quality of industrial production and some
consumer goods through research and development of design practice and theory.
The name of the organization reflected the avoidance of words associated with
the “West’ such as design, where ‘industrial design’ became known as ‘artistic
engineering’ and industrial design theory as ‘technological aesthetics. Despite
attempts of the Soviet government to prevent transnational contact, VNIITE was
unusually open to international connections and exchange of knowledge.*

In Czechoslovakia, after the political coup in 1948, significant interventions
began to occur adapting current social structures and organizations to the Soviet
model. This included the introduction of a system to supervise and control artists,
grouping them according to their disciplines and the liquidation of existing
associations. All remaining associations became part of a federal union, the
Svaz Ceskoslovenskych Vytvarnych Umelcu, which dictated the rules of operation
within each association and united members on a federal level. In the early 1950s,
the existing associations went through a process of ‘cleansing’ that decreased
significantly the number of its members, who were selected accordingly to their
position within the socialist establishment.? All changes were subject to revision
by the government and to political requirements.” In countries aligned with the
rules of the Soviet State, any practice related to cultural expression was followed by
close governmental watch and regulated in a way that those professionals endorsed
as members of unions and associations were aligned with the federal policies.

However, in socialist but non-aligned countries, the situation was significantly
different. In Yugoslavia, the Savez Likovnih Umijetnika Primenjenih Umetnosti

* Héctor Villaverde, Testimonios del Disefio Grdfico Cubano: 1959-1974 (La Habana, Cuba: Ediciones
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Jugoslavije was the federal union in operation in the early 1960s, whll}i: tlslfreevr\lriear:i
also associations operating within the constituent repub}}cs, such as t e ;Z .
Drustvo Likovnih Umetnikov Uporabne Umetnosti Slf)vem].e, the Udru,.zen]z; : (1) gv:rid
Umjetnika Primijenjene Umjetnosti Hrvatske estabhs.hed in Cro§t}a in 1 ,Srbi'e
the Serbian Udruzenje Likovnih Umetnika Primenjenih Umetnostii Dzz.a]nem N ]e
founded in 1953.% As part of the non-aligned movement, Yugoslavw.t was fomm
for a number of events during the Cold War period thalt allowed de§1gn§e{rs rS(;aV
every side of the war to meet.*” As in many other nf).rl—allgned cotlntrles, u(;g:CheS
graphic design threaded the tensions between tradltlo.nal and mo ern1 .alzlpr aches
where the ‘strict separation and often mutual der.n.e.anmg between a}:‘p ied arts
design unfortunately greatly reduced the possibilities o.f bohth areas.” N
At the same time, in Western Europe, the combination of cap1t.alls c s
and previous two world wars led to the collapse of Egropean .cololr)na ;n;plart
and growing disbelief in totalitarianism. In many n.a‘t1ons, d.es1gn .eca nfber
of the efforts of reconstructions and economic stability. J-Xn .1ncreas?1g m; ber
of associations appeared in the region, such as the Assocz.a,zwne It'a iana ; ;;rt
Pubblicitari, created in Italy in 1954, and the‘ Agrupacié de Dz.rect‘ors1961 b
Dissenyadors Grafics i Il-lustradors, 1established ;n Ba}rlczlso?;,t}slgaijr:;i tl:d State:s
ications specialized in design also increased, suc it es,
Ztl;;;ag(:;tefly published for the first time in 194.643 (~1996), the Brlt:};D;:giz
in 1949 (-1999) and the German magazines Ulm in 1958 (-1967) and Fo
195';h(e Eff;‘::: .of publications dedicated to graphic arts and graphic demgn alsce)
grew considerably, and some publications — particularly from .WesternGuro}Ek
and the United States — travelled internationally, such as the Swiss Neu: ng)US
or New Graphic Design (1958-1965), Graphis (1944—19?4, 1966—prese? ) an o
American Communication Arts (1959-present). Tf‘lese tltles. beca.lme t{e d?rentc_e0 o
designers world-wide and its issues were collected in many libraries o € uil i o
institutions dedicated to design, helping to build a connected tratnsnatlf)na esig
scene that was not restrained by national borders or, even, political alliances.

3 ULUPUH, ‘O nama, ULUPUH (n.d.). http://www‘ulupuh.hr/hr/onama.asg [accessed 12 ]u}iy122()}91]4
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42001C9]<;.tka Poar, ‘Continuity and Change: The Biennial of (Industrial) Design over the Fir'sl:/;l\:r/esr;'icy
Year‘s,’ Journal ojf the Museum of Applied Art, no. 11 (2015): 18-26. https://mpu.rs/zbornik/lat/svi_

Jici ?2zbornik=11 [accessed 8 September 2021]. . » ,
4Z1b (gzl:;l;?rgic’z (grraphic Design and Visual Communications 1950-1975, in Socialism r.md M:)d%r;lg
Art, CJulture P’olitics 19501974, ed. Ljiljana Kolesnik (Zagreb: Muzej Suvremene Umjetnosti, 8
4221 };)nathan M. Woodham, ‘Japan Advertising Artists Club; in A Dictionary of Moder(:l ?esz:gz, I;(é LAD
Woodham (Oxford: Oxford University Press, 2004), 407—19; A?; F AD, About ADG-FAD;

2019].
.adg-fad.org/ca/about-adg-fad [accessed 12 July o

53“ ge?m‘::: ?956 and g1953, the magazine was known as Everyday Art Quarterly having its name

changed to Design Quarterly in 1954.
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In countries that were under US American interventionism, conforming to
the Western and capitalist rules was part of the game. In the second half of the
twentieth century, modernization and development seemed to be the only option
for “Third World* designers to escape the stigmas of ‘underdevelopment, by
modernizing themselves and incorporating the First World’s structure for design
practice and professional organizations. The so-called “Third World’ was seen as
the collective of underdeveloped nations deemed to have non-existent or inferior
technology and industry that did not fit into either the capitalist or the communist
alliances. Yet it was no mere coincidence that the disputed “Third World” was
mainly composed of nations that had been colonies impoverished by colonialism.

In Latin American countries, the injection of US capital in the post-war period
spurred industrialization, but also suffocated these nations under the clauses of
the financial agreements and dictatorial regimes. In Africa and the Caribbean, the
disintegration of the imperial order allowed for newly decolonized nations to focus
their efforts on reconstruction through the development of national governments
as well as cultural and social life, nations disputed by the Cold War ‘superpowers’
As in Japan, many governments framed ‘their own political agendas in conscious
response to the models of development presented by the two main contenders
of the Cold War}* and local elites either kept connections with former colonies
or established completely independent nations, depending on what served better

their own ends.

The struggle for development, however, proved an uphill battle for many “Third
World’ countries, primarily - it could be argued - because they were forced to
compete within an international system that was geared towards the interests
of their ‘allies. Across the ‘Third World, in nations allied with the ‘Western’
ideals, many professional associations were founded, aiming at the organization
and further development of the design profession within their nations. These
professionals were frequently caught in debates about the development of a
national design and the conflicts and contradictions on their engagements with
design from the US and Western Europe. Most design associations established in
these nations during this period were dedicated to the whole of design practice as,
for example, the Society of Industrial Artists and Designers of South Africa created
in 1953* and the Brazilian Associagdo Brasileira de Desenho Industrial founded in
1963.* In India, the magazine Design - very similar to the British Design - had its
first number published in 1957, preceding the foundation of the Indian National
Institute of Industrial Design set up in 1961. In Latin America, during the 1950s

“ Even though the ‘three worlds theory is problematic, its concepts are used in this chapter to
contextualize the way transnational power relations took place during the Cold War.

** Gear6id O Tuathail, ‘Introduction: Thinking Critically About Geopolitics, in The Geopolitics Reader,
ed. Gearéid O Tuathail, Simon Dalby and Paul Routledge (London: Routledge, 2003 [1998]), 6.

* Westad, The Global War.

*7 Lange, ‘Tested and Detested Designers;
*® Marcos da Costa Braga, ABDI e APDINS-R], 2nd ed. (Sio Paulo: Bliicher, [2011] 2016).
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and 19560s, a number of higher education design courses appeared all over® as
did the publications dedicated to design, such as the Argentinian Nueva Visién
(1951-1957) and Summa (1963-1993), Mexican Artes de México (1953-), and
Brazilian Produto e Linguagem.”
In Africa by the end of the Second World War most territories were still
colonies. Since early interactions, African indigenous art and design practices
had been exoticized and debased by the European gaze. In the twentieth century,
Western artists and intellectuals assumed African cultural production to be ‘the
antithesis of modernity’ and a reflexive tool for the modern condition without
ever considering their original use and meaning.* With the end of the Second
World War, liberation movements sprung across the continent resulting in a
significant change in the way local practices were seen. By the mid-1960s, most of
the territories in the continent had become independent nations, yet the conflict
between traditional, modern and vernacular African art and design persisted.”” In
the Nigerian and Kenyan postcolonial contexts, for example, modern design was
approached carefully, mostly because it was seen as a foreign practice, distant from
indigenous ones and, therefore, not seen with good eyes by the newly established
nation-states.”

Yet higher education institutions that included design — as understood within
the Western European and US American framework - in their curriculum slowly
appeared all over the continent. For instance, in 1969, a Department of Industrial
Design was established at the University of East Africa in Nairobi, Kenya,** while
other active higher education courses in the early 1970s in Khartoum, Sudan,
and in the 1980s in Port Harcourt, Nigeria.*® Attempts to stablish graphic design
organizations which followed the European structure also took place, such as the
Society of Industrial Artists and Designers of South Africa mentioned previously
and the Nigerian Association of Graphic Designers that was active in the 1980s.

# Silvia Fernandez, “The Origins of Design Education in Latin America: From the HfG in Ulm to
Globalization, Design Issues 22, no. 1 (2006): 3-19.
5 Veronica Devalle, ‘Hacia la sintesis de las artes. El proyecto cultural y artistico de la revista Nueva
Visién, Anclajes 13, no. 13 (2009): 61-70; JSTOR, ‘Artes de Mexico, in JSTOR (n.d.). www.jstor.org/
journal/artesmexico [accessed 12 July 2019]; Dora Souza Dias and Marcos da Costa Braga, ‘A revista
Produto e Linguagem e a arte grafica de Fernando Lemos, Agitprop 5, no. 52 (2013): n.p.
51 Carole Sweeney, From Fetish to Subject: Race, Modernism, and Primitivism: 1919-1935 (Westport:
Praeger, 2004), 13.
5 Prita Meier, ‘Authenticity and its Modernist Discontents: The Colonial Encounter and African and
Middle Eastern Art History, Arab Studies Journal 18, no. 1 (2010): 12-45; Dipti Bhagat, ‘Designs on/in
Africa, in Designing Worlds: National Design Histories in an Age of Globalization, ed. Kjetil Fallan and
Grace Lees-Maffei (New York: Berghahn Books, 2016), 23-41.
53 Jcograda and UNESCO, Regional Seminar: Design for Development, programme (1987). University
of Brighton Design Archives, Icograda Archive, ICO/10/18/4; and Haig David-West ed., ‘Port Harcourt
Protocol, Dialogue on Graphic Design Problems in Africa, ed. Haig David-West (Unknown: NAGD,
1983), 121. University of Brighton Design Archives, Icograda Archive, ICO/10/18/2.
51 Walter Plata, ‘Visual Communication in East Africa, Icographic, no. 4 (1972): 6-7.
55 Jcograda and UNESCO, Regional Seminar.
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In Japan, the Americanization of popular culture that was intensified after th
war.and US ‘American lifestyle became a fashionable symbol of ‘modern life’:‘:
Design associations emerged reflecting the same structures and terminolo ;1
thOSf from the ‘West. According to specialist in Japanese design Christine gGy tli
the ‘ideology of rupture intended to promulgate an image of Japan as a )
that had undergone a radical transformation’” In the 1950s thep first assso'ul':'try
related to graphic design was founded - the Japan Advertisir’ig Artists ClubCla 102
two specialized magazines had their first numbers published: Idea or Interna;ioa:al

Advertising Art (1953-) and th > v 7L
(1959-1986). e 7774y 2744 or Graphic Design

International design organizations

Even though the end of the Second World War resulted in somewhat divid d
world, the establishment of transnational organizations changed the IIJ’I' } 1
landscape.by facilitating transnational connections and exchangesg. The foui(()i;ttlizz
t0}11r et}:; :i?elt(e)?g;:t;:lr;im 19.45 prompted a global political turn that transformed
. - re onships between nation-states and peoples, in many ways
surpassing the limitations imposed by national and federal governments Thy
new context favoured connections among actors across the globe with ¢ \mon
problems and interests, stimulating the creation of a number of internatio el o
governmental organizations.* inen
. The first international organizations related to the design profession appeared
in the early 1950s. The Alliance Graphique Internationale (AGI), for exampfe v
formulated by five Western European graphic artists, who conc’eived the le" nec
as a way to formalize their friendships into an official professional networkla”?l?e
Alhanc.e was established in 1952 and originally gathered 65 members fror'n l(e)
:Zznct:ﬁs wiltl; th; ainzoto ‘share common interests and friendships across national
ural borders’® In 1957, another internati i izati
es.tablished, the International Council of Societizzl(();?lllngzzfz'rtlzlo;geas?lzat(}glv]\;as
Differently from the AGI, ICSID was a council dedicated to gatheringg Industri:i

s . PR
Hiiz;;xr} Gtzthélel;isl;/:/mlzu, Japan, the united States, and the Cold War, 1945-1960’, in The Cambrid,

of the Co ar, Volume I: Origins, ed. Mel : : g
Cambidgs Universiy reos 2010, 2 5 elvyn P. Leffler and Odd Arne Westad (Cambridge:
:; Guth, ‘Design Before Design in Japan, 509.
o ;:Lrs:;hnTifslley, IDEA: InFernational Graphic Arts, Japan (1953-)) in The Bloomsbury Encyclopedi
Gt gg:) ?ﬁgg AZ:;Egdd.;C.h‘Ye EtiwaidF (‘Ijondon: Bloomsbury Academic, 2016), 175-6; Tad};supFu'liai
o A Kaxt fi .Hﬁ?_ﬁﬂé’? REHT FEHROR-FROEMALY HEOBER (Exhibiticin
(;E@;jéﬁﬁj(g{'ﬁﬁ ﬁzg}?i Y;)é((()zlglllgazawa and Churyo Sato), Tokyo Zokei University Research Report
CRA o. : 100-18; Woodham, ‘Japan Advertisi; i ’
i : ‘ > Japan Advertising Artists Club), 407-9.
NOI: or:e oli anc; Georg'e M Th(')mas, Introduction; in Constructing World Culture: International

ngovernimenta Organizations since 1875, ed. John Boli and George M. Tho S

University Press, 1999), 1-10. . s (Sanford: Sanford

60 AGL ¢ i > :
GIL ‘How it all began, AGI (n.d.). preview.a-g-i.org/about/ [accessed 21 November 2016]
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Design associations rather than a congregation of individual designers. ICSID was
registered in France and its first meeting held in the headquarters of the British
Society of Industrial Artists (SIA) in London, being attended by representatives and
proxies from societies from Denmark, Italy, Norway, Sweden, the Netherlands,
India, Japan and United States." ICSID was established with the aim to promote
the interests of industrial designers and its success stimulated graphic designers
within the SIA to push for the creation of a parallel body that, instead, would be
dedicated to graphic design associations.”

The International Council of Graphic Design Associations, known as Icograda
for short, was founded in 1963 during a meeting convened in London by the SIA
and became an important network in the international scene of graphic design

practice.

International Council of Graphic Design
Associations

Icograda was established to be an international forum for national graphic design
associations aiming to improve the standards of professional practice and the status
of the graphic designer within their nations. The Council aimed to unify codes of
conduct and professional practice internationally, exchange information on the
training of graphic designers on an international level, organize international
assemblies and congresses, distribute information about member societies and,
‘to include [...] organizations of graphic designers and supporting organizations
in all countries of the world and thus contribute to international understanding
as well as ‘to function as a non-political organisation’® However, even though
the Council was meant to be an international affair, Icograda was, initially, more
regional than global.

From the 41 associations invited, only delegates and observers from 24
associations were able to attend the inaugural meeting (see Figure 1.1), amounting
to a total of 17 countries represented from which only two were situated outside
of Europe, namely the Australian Commercial and Industrial Artists Association
and the Association of Commercial Artists in Israel. The majority of European
representatives inevitably meant that the decisions regarding the Council’s

6 Tania Messell, Constructions a ‘United Nations of Industrial Design: ICSID and the
Professionalisation of Design on the World Stage, 1950-1980, Doctoral Thesis, Brighton: University
of Brighton, 2018.

© EH.K. Henrion, ‘speech, in Icograda, Minutes Inaugural Meeting, 1963. University of Brighton
Design Archives, Icograda Archive, ICO/1/1/1.

6 Jcograda, Icograda Constitution: As Agreed at the Inaugural Meeting Held in London from April
26th to April 28th 1963 and Amended by the Executive Board at a Meeting Held in Amsterdam on July
19¢th/20th 1963 and Stockholm on January 23rd 1964 (1964). University of Brighton Design Archives,
Icograda Archive, ICO/1/2/1.
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GURE 1. Map projection show g 9]
Fl R 1.1 i OWI only the asso
A M v y ssociations with re esentatives at the

formation privileged a Western European perspective.** Associations in Sociali
and Communist countries such as Czechoslovakia, East Germany and Yu la I'St
were also invited, but were unable to send representatives. s
In the first years, a number of documents were drafted in order to eliminat
wh.at was seen as wasteful duplication of effort by a number of associatio ma;
.umfy codes of practice. According to Icograda’s First President Will denli/lar'1
it seemed incredible that a number of graphic design organizationsyin E oo
were all engaged in drawing up similar documents, such as codes of e and
constitution. ’ practiceand
This explains the focus of the Executive Board in preparing a number of model
documents in the interim between the inaugural meeting and the first G ner i
Assc.smbly, namely The International Code of Ethics and Conduct Sfor Gene;;l
Designers, the Conditions of Contract and Engagement for Graphic Design o l(;
the Re_zgulations Governing Conduct of International Competitions.* s
Within Icograda, the fact that activities were restricted to a ;mall area of th
:;7101;1% ;IV;SS not perceived as an issue, at least until the Council was infoin:es
a , .
geographiCSS ;re(;riz6 reason to withhold Icograda’s recognition was its lack of
H(?wever, there was a failure to understand within the Council that desi
practice was not necessarily shaped in the same way in different parts of the TSlbgn
The Council insisted on gathering associations that fulfilled a set of restricgtiZn:.

64 D M
Tmn(s);z;;::azlaIDtlas, ffograda;l The International Council of Graphic Design Associations, 1963-2013
nteractions and Professional Net i i ] ’ o :
Uity of B & fe etworks in Graphic Design, Doctoral Thesis, Brighton:
% Icograda, Report on the Ist IC
, OGRADA General Assembly and I i

6IﬁJn;(versny of Brighton Design Archives, Icograda Archive ICO?lG/ 1/2 permatondl Congress (1961

nut Iran, Icograda President 1966-1968 i .

Knut ' - . Icograda, Minutes 1II G
University of Brighton Design Archives, Icograda Archive, ICO/6/3/7 Frevel Asembly (1966). 9.
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which proved impossible to satisfy. Icograda I.’resident Knutd Ir;n afﬁ}izr:;d At?iz;t
even though representatives from the Council had travelled throug aren;
Africa and South America during the 1960, ‘it had un.fortunately b;come a};erhi
that in many countries, a designers’ assg7ciat10n which fulfilled the mem| p
iti OGRADA did not exist’ ‘
Con:;t:z\rrl:y(zf) Ic?rcumvent whatwasseenasa setbac}g anew categor?l of r;lelmbersilﬁp
was created. The Corresponding Member was an individual appointe X gn(?ra er};
who would be responsible for acting as a liaison between Icogr?da an tes%inthe
and design educators in their own countries, but who had no right to vote i
CO‘;_ES:: nvizzteilsc; consideration whether Icograda’s. ‘membership condltl(i)n}i,[
or even Icograda’s attitude towards design practice )1n other continents riralfon
be the reason preventing the expansion of Icograda’s réach. As anhasso.ct "
of associations, the membership of Icograda was predlc.ated (?n the de)ﬂ:aer;1 <
of professional associations formed mainIY.by comrfleraal art;lsts anas graphiC
designers, and based on the assumption that in coun.trles 'where t. e':e v: . ri ﬂfr ¢
design practice, practitioners would always be organized in association
ones. .
Wels-;f):fleszrr,otl;;a:wareness created by UNESCO’s repeated. rejection d'1rectted the
Council in a new direction, understanding that an international f)rgalmzte;lnoln9 ;A:)ass
not simply inter-nations, but had to be more globally representaﬂye. .n e - ,
the Council entered a new phase in which it bec.ame an org:amzau.on 111;) aﬂy
interested in expanding its reach but actively working towards it. Du.rln;g di; e thz
1970s, Icograda gathered members from all sides of the Cold War, ;nc 111< rlgStler
Czech Svaz Ceskoslovenskych Vytvarnych Umelcu, V.erband B1l$1en er uen «
Deutschlands from East Germany, Savez Likovnih Umet.mka Prlmen]enl
Umetnosti from Yugoslav and three associations from the Unlted.States, na(rinteh)er
the American Institute of Graphic Arts, the Society of Typographic Arts an
ArtIrllj llr;;:r;o(r:l?li first time, an Icograda event was l?eld otlltside of Europ.e.68
The conference Education for Graphic Design, Graphic Design for E uf:z::;
Edugraphic for short, was held in Edmonton, Canada, and becamedan 1inpn1 n
milestone in the Council’s activities, opening Icograd.a to ?xpan 90 -(1)1 Oiher
geographical reach but also its knowledge about g.r)aphlc des1}¢1g,n piactlcoe 1 noher
regions of the world. With the shift in the Council’s approac toll s g g bpe e
reach in the mid-1970s, Icograda’s Membership grew considerab }.rl,ln nun; 4
well as in spread. For instance, between 1964 and ¥977, the Councbl s mem i(;tion}:
grew from 23 members representing 17 countries to 27 member assoc

i ,9.
 Knut Iran, Icograda President 1966-1968. Icograda, Minutes H'I Ge'neml Ass‘e;nbly S96i811 e
o Edugraph,ic ‘Edugraphic Conference, press release (1975). University of Brighton Desig 3

Icograda Archive, ICO/6/6/4.
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representing 20 countries,” while between 1977 and 1983, the membership almost
doubled. By 1983, the Council gathered 51 member associations representing 30
countries, with at least one association in every continent.”

One of the ways in which Icograda reached to designers outside of Europe was
the organization of regional meetings. Icograda Regional Meetings were events
sponsored by Icograda but financed and organized by its hosts. The regional
meetings held in Latin America, Africa and Asia were organized by individuals
connected to these regions, who had the opportunity to be also connected with
Icograda. The organizers of the regional meetings, as members of the Council,
believed in the value of design but also in the value of Icograda as a professional
network.

From Icograda’s point of view, the main intention of these meetings was to
foster the creation of associations that could become Icograda members and a way
to engage with graphic designers in other regions of the world. These meetings
were not, however, considered as an opportunity for the exchange of knowledge
about professional practice between Icograda and designers practising in these
regions. The Council’s main goals with such meetings was to ‘spread over the globe
as widely as possible’”" Yet, inevitably, this resulted in the Council’s awareness that
there was design practice outside of Europe and Anglo America, and that it should
be acknowledged. As a result of the regional meetings, throughout the 1980s the
policies, governance schemes and, more importantly, the Council’s discourse were
quickly adapted to this newly found perspective of the state of design practice in

other areas of the globe.

However, even though there was a shift in the discourse, professional
associations were still expected to be aligned with the Council’s parameters, even
if the professional practice was not originally understood or organized by them
in the same way. This meant that they had, at times, to adapt to meet Icograda’s
parameters. For example, in Nigeria, the structure of the Nigerian Association of
Communication Designers was reassessed in the early 1980s ‘to delimit its scope to
address itself to the specificity of graphic design’ and further align its programmes
and definitions with those of Icograda, being renamed as the Nigerian Association
of Graphic Designers.” In Latin America, new associations dedicated exclusively

@ Icograda, Minutes VII General Assembly (1977). University of Brighton Design Archives, Icograda
Archive, ICO/6/7/3.

70 Icograda, Minutes X General Assembly (1983). University of Brighton Design Archives, Icograda
Archive, ICO/6/11/3.

7' Icograda Executive Board (1977-1979), Minutes of Board Meeting Number 6 (1979), 5. University of
Brighton Design Archives, Icograda Archive, [CO/2/2/7. Two years after the event, in 1982, a similar
event occurred in Nigeria, with the aim of promoting a dialogue about the situation of graphic design
in Africa. However, these were Regional events. It wasn't until the late 1980s that the International
Congresses started taking place in countries that were not part of Europe or North America.

7 NAGD, NAGD University of Brighton Design Archives, Icograda Archive, ICO/10/18/2.
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to gathering graphic design practitioner; v}\l/erCe: foun.(ied after the 1980s, allowing
ibility to become members of the Council.
forl;})lre It)}(l): Sllle)iltl;tyl980$, Icograda counted 54 member associations1 zet\;vez
professional and promotional memberships. In a b0(.)k prepared to c; el Cra enCil
25th Anniversary, the diversity of accounts shows hOV\.I in t.he late. 1980s the totfl .
had embraced the diversity of graphic design practlce? 1nclud1.ng acc‘oun ;/[ i(ri o
graphic designers from India, China, Argentina, Me?(lco, Soviet I}.Imz-n, ade
East, United States and so on. Beyond the geograp.hlcal spre.ad, the N:LS V)vf o
participation resulted in a shift in the Council’s discourse, in terr(lllst ocelzbrate
address practice in different areas of the world. The bf)ok priepare douCh e
Icograda’s 25th Anniversary Graphic Design, World Views ev1deﬁceb sk Create&
As stated by then former President of Icograda ]orge Frascara,. tde ~00head_0n
‘space for a wide range of voices’ facing ‘the comI))lexuy of gl:aphm es1gtn head th;
without attempting to present a simple pictu(rieg‘3 Frataras statement a
of Icograda’s newly espoused disposition. o
bo%(uv;,:gazl:c;(;%, theg Council enzbraced in its move towards. divel:rslty w1t}; }:}elz
organization of regional meetings in areas of the world not Prev10usdy aIE)proa1980
by the Council and election of increasingly diverse Executive Boar ; r}:)m %0
_ when the first regional meeting was held - to the end of the deca‘lfe, the evtion
that drove the growth in the remit of Icograda also altefed the Council’s p.erce.zjfﬂl)cant
of itself, its discourse and the practice of graphic design. Tl.lere was a 51gdr.111Jlr ean
change in the Council’s approach to the practice of graphic design (11n t 1n eren
regions of the world, as well as an abandonment of absolute values and sta

of graphic design practice.

Beyond the Cold War

The increased opportunities for travel and communications combme}(li m(r;th t}cliel
end of conflicts of the Cold War period in the early 1990s, .allowed i( e 2unTh !
to enter a new phase of more ambitious goals in .terms of its global remi .eo <
ease of global communications and the tra.nsnat10na1 (movements gavitﬁ t }E)e
unprecedented opportunities to connect with others whereve; 0? ea o 163
might be”* However, the intensification of processes of glo}l:a iza 1Enrld -
to global anxieties about the uncertainty of t}.le future. Qne the ons :W},lﬂe -
changes enabled the development of the belief in worldwide coo}}::era g) ;diverSity
the other, they stimulated a fear that globalization could mean the end o

through global cultural homogenization.

. S . . Views: A
7 Jorge Frascara, ‘Preface: A Celebration of Graphic Design, in Graphic Design, World Views

: 0), 92.
Celebration of Icograda’s 25th Anniversary, ed. Jorge Fras‘cara (Tokyo: Kodans}}?, 1/?\]96‘2, o Pagrave
74 Jan Aart Scholte, Globalization: A Critical Introduction, 2nd ed. (Hampshire :

Macmillan, [2000] 2005), 241.
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From the mid-1990s onwards, the fear of ‘globalization’ was replaced within
Icograda by an effort towards change. The terms ‘globe; ‘global’ and ‘world’ became
frequent, as members of the Executive Board and representatives of member
associations constantly referred to the ‘global situation’ and ‘world changes’
From the early concerns with the inevitability of globalization, the Executive
Board members went on to treat the world as a globalized entity and, rather than
speculating over what a globalized world would look like, or what the role of the
profession was, focused on defining ‘the future of Icograda’

For Icograda, embracing globalization meant becoming ‘a global community}”
benefiting from the opportunities of globalization and allegedly addressing its
potential issues. Within Icograda, there was a growing sense of duty towards
collective solidarity that surpassed regional, national or local identities. For
instance, Icograda President Guy A. Schockaert advocated that Icograda members
needed ‘to learn to say “us” instead of “them” and ‘to communicate and work
together, far beyond all divisions”® His statement evidences a self-conscious
awareness of postcolonial debates, and an attempt to erase social difference
within the Council by eliminating otherness, through the symbolic suggestion of
eliminating the use of the pronoun ‘then in favour of the pronoun ‘us.

Conclusion: The limitations of
professionalism

This chapterhasshown that professionalism in designpracticehasactedasa restricting
and Eurocentric framework within which transnational design connections were
being established during the Cold War. The limitations imposed were even more
relevant in the context of international design organizations such as Icograda, where
the delimitations of professional practice and its definitions deterred the Council
from an earlier more comprehensive networks with professionals in diverse regions
of the world. The broadening of Icograda’s scope resulted in a shift of discourse
towards diversity and inclusion and an expansion of its remit and influence farther
than ever before. Within graphic design, professionalism does not necessarily act as
arestriction to practice given that it can be understood to embrace practice by non-
professional designers, but so is the nature of professions as professional associations
certainly exclude all but those designers officially recognised as professionals.
As such, Icograda and its regulations reflect the normalisation of graphic design
practice within the realm of Western European practice, perpetuating models and
standards which were, to some extent, extended as a transnational normalization of
the profession during the Cold War period by the Council.

7 Icograda, A Global Community, folder (April 2001). Personal Archive of Ruth Klotzel.
7® Guy-A. Schockaert, “The Winds of Change: Guidelines for a Presidency, XVII Icograda General
Assembly (1997), item 7.1. University of Brighton Design Archives, Icograda Archive, ICO/6/18/7.
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