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During the years before the occup . .
the Netherlands already had plans to unite in one organisation, but as
coon as, in 1940, the German authorities showed interest, these plang
were used as a defence against the Germans

This organisation, 'De MNederlandsche Organisatie van Kunstenaars

N.OK.. was not a federation but a council.
Dr. J. F. van Royen was the central figure in the N.O.K. In 1941 the NOK

was dissolved by the Germans and in 1942 several artists were imprisened
among them Dr. van Royen, who died in a concentration camp during the
same year.
During the war years many artists an
tance. Otto Treumann was making expert dr
and rubber-stamps; Sandberg was member of a group who blew up the
population files of the City of Amsterdam: Werkman was printing his
protests (he was caught and shot in 1945); Brusse was active in resis-
tance group with many others, of whom some did not witness the liberation
in 1945,
The many individuals who took the decision to help or fight for the cause
of freedom, realised that they were risking not only their own lives but
also the lives of their families and associates.
Those wha came together to fight the laws of the occupier in all possible
e ways were at the same time thinking and dreaming of the new society
* after the war '. This new society was to have none of those faults which
86. N. Wiinberg, 1851 the pre-1939 society had. All artists would, for instance, be united in one
PR, 1K1 organisation.
; RE When, in 1945, the plans for a federation of artists’ societies were realised
Sandberg and Brusse were among the founders. Both designers became,
at the same time, members from the first beginning of the group Graphic
Artists in the Federation, GKI.
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During the years after 1945, when a new, powerful generation of trus
designers appeared on the field of poster design, ‘normal ' posters coul
not yet be produced. Paper shortage, broken industries and a continuin
war in Indonesia did not allow the Netherlands a speedy return to norma
However, one can detect three main groups of poster design since 1945
The first group consists of the *true artists’, lithographers and painters
in their own right, who draw the color separations on the zinc plates
Among them are Dick Elffers, Jan Bons,* and Nicolaas Wijnberg. "
Another group, and the most important, is composed of ' true designers
They can be regarded as the followers of Zwart, Schuitema and others
They use photographs and type and other elements to compose the
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often assumed that the cultural designers are not 3L1::|.a| HEE‘%‘HHE' il
for commerce. e to design posters
Toe Slhuw the confusion about this | will insert part of an essay by W. H
IEEHIEI'- WE|I|‘1’=F:1DW|1 poster collector in the Netherlands. i
: 'Elheru el to me, a certain relationship between posters and
| FE'"_t'"EI- It is impossible to design posters well unless one is also a painter
in oils; a F!'DSWK by its very nature and size, demands forceful expression
and a daring use of line and area, and this can only be achieved when
details are under control or apprehended.

Furthermore, the dash and verve that often help to make posters not only
a commercial but also an artistic success, are perhaps somewhat alien
to the commercial spirit of our nation.

Following this line of reasoning, we find ourselves rejecting the idea of a
clash between the commercial and the artistic poster. The poster that is
aimed solely at expressing commercial themes can no more be a complete
success than the poster based purely on gsthetic motives.

Posters are in fact one of the advertising media which work almost entirely
through the senses, and which relegate understanding and explaining to a
secondary role. If there is anywhere where advertising and the visual arts
touch each other, then it is in the poster .’

The reader will understand that the Metherlands has had, and still has,
important commercial designers. These designers are often blamed for
underestimating the intelligence of the public and damaging the general
level of visual communication between indusiry and the public. Frans
Mettes' work, among others, has been thus blamed.

The Dutch designer has been further stig matized as a result of the compar-
ison between the Swiss poster and the Dutch poster. Bernard Majun_ch
Delta in 1961: ‘The Alpine height of Swiss commercial

advertising has not yet been reached;... " *

Benier wrote in 1048: * ...We are experiencing om
tional impact of the Swiss poster. which, with its naturalistic enlargement

of details on a plain or slightly faded background, has aroused admi;atiu.n
and gained supporters (C. van Velsen"), but also opponents, w:L;n -? afapn:
criticize the elickness of this approach (Dick Elifers. Karel ole,

Fedde Weidema). oy
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l he ability of posters to project an idea, to offer vigy
contemporary terms. A trinity composed of harmany o
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titude of ideas into 4 terse verbal and pictorial message
S s mu_ o is essential, this simplicity musl be abstracted from
At o e 'IE [ I- n a subject passes through the mind
the complexities which arise whe of
4 seller and designer 1o 2 buyer. It must be the end-result of the stf..[_,l_.“ﬂ;:1
away of all irrelevancies. The designer can hfl'ﬂ_h:' present a subject
whether a commodity or an idea, striped to its pith This simplification
permits easy repetition, and repetition provides the most elementary means
of impression and education. " *
With this statement as a basis, it appears that the series of posters for
the van Abbemuseum by Crouwel, and those for the Boymans van
Beuningen by Wissing,” are very static but very valuable in their design
The series of small posters by Brattinga seem to make him a " designer of
a new type ' (Katzumi Masaru, in Graphic Design no. 6, 1962)
Another series, by Dick Bruna — not design-like as the above mentioned
at all - is playful and simple, and is used for propaganda about a series of
paperbacks.
Other poster designers (though they do not turn out Series for one client
or on a particular subject) are Gerard Wernars,” who has a valuable
rather un-Dutch sense of humor; Ralph Prins, strongly influenced by
Zwart etc.: Mart Kempers, with very strong tendencies toward the more
“ painter-like * group of Elffers: Strijbosch, a painter in his own right, but
leaning toward the Crouwel solutions; Emmerik,” static and bold, and 3
number of others, all equally valuable.
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| would like to end with a second quotation from Mildred Constaniin®
' ...Posters have a social role to play — they give information, they counse
and teach, they are a medium of human need and necessity. They mUs
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1 EB.styters

Arti et Amicitia

1918 110xE | _
signed bottom cenire
genefelder, Amsierdam
s 25, 18a/TK.50

JEB.Srurlers
Artisten Winterfeest
Artists’ Winter show

1919 122x77
signed middle centre

litho
Eneﬂlf;l::lun Amsterdam(?)
SM 1.18/F.16

164
J.C.B.Sluyters
De md‘r? danseres

laybi
'1:92’:-.‘ 120x82
cigned below left
::ﬁuur litho
Senefelder, Amsterdam
SM 1.21/Th.142

175

J.C.B.Sluyters

Manus Peet

Novel by Is. Querido
1924 109x80
signed below right
colour litho

Senefelder, Amsterdam
SM 1.19/BT.71

257

Th.Stradman

Camping

1958  99x69

signed centre left

colour litho

De Jong & Co., Hilversum
SM 16.24/C.620

267
W Strijbosch
Liga
ibition
1958 OBx6B
name in printed letters bottom centre
lithe (black)
De Jong & Co., Hilversum
SM 31.6/1958.37

f“l"?-ls bosch

tri

Grafi _

mﬂnn ;al aphic art

name in printed letters below right

lithe
-

29,84
ﬂhfm Prikkar
' Appliqué

Pgrmdlcalq“

_ 128x8
signed beloyw :;:gEt
!élhl:r Colive green )

Lankhout & Co., the H

M 3.38/BT 4 i

97

#T:}:rn Prikker
ollandische Kunstaugst

! BS=xi121 =g
signed below right

colour litho

S.Lankhout & Co. th
SM5.25TK/D 11 | Paue

Frontispice

J.Th.Toorop

Delftsche slaclie

Delft salad il

1895 D4x63

initials below right

colour litho

S.Lankhout & Co., the Hague
SM 4.28/C.3

37.99

J.Th.Teorop

VWV, Katwijk

Tourist Association

1900 97x70

signed below right

colour litho

S.Lankhout & Co., the Hague
SM 4.18/VT.11

103

J.Th.Teorop g

L evensverzekeringmaatschappij
Arnhem

Life-insurance company

1900 96x68

signed II'Ju]:lll-n:r'n.l.r right

colour litho

S.Lankhout & Co.. the Hague

SM 4.19/VF.11

104
J.Th.TuumpL )

g Lan 5,48
Eﬁ;ﬁt;?e institution te'.-:hubllmn]
15902 g6x68
initials below left

lithe
%?Itgakhnut & Co., the Hague

S 4.25/L-2

117
J.Th. Toorop
Pandarra

colour lithe the Hague
‘Lankhout & Co-.
E... 24.27(Th.118

Sluytars ~— Tussenbrask

;

H.Tr

Ja nrhetl':;nann
Trade fair

1945 9669
signed below right
calour lithg

De Maas, Rotterd
SM 2616081

64,218
O H.Treumann
Sonsbesk

Open-air exhibition of scul
1949 BT |

signed balow left
calaur litha

senefelder, Amsterdam
SM 5.9a/TK 228

220

O.H. Treumann

Sonsbeek

Open-air exhibition sculptures
1852 100=ET

signed below right

colour litho

H.Veenman & Zoon, "Wageningen
SM 5.4a(TK.254

252

O H . Treumann

Jaarbeurs

Trade fair

1954 111ixE81

signed below left

colaur litha

De Jong & Co., Hilversum
M 25.30a/).79

246

Q. H Treumann

Geef een boek

Give a book

1957 BExd5

signed below left

calaur litho :

De Jong & Co., Hilversum
M 20.15/BT.153

248 s -
O H. Treuman
sodse rituele kunst
%rhibitinn of Jewish ritual art
58 TExS3
r!IEITII in printed letiers pelow left

Eﬂ?::rn‘:';-uﬂu._ Hilversum

M §.3a/1958.23

165 :
n Tussenbrog
%n?uu-nswll-ng yan weefkunst &0

E:;?;}alﬁi: l::uf pextiles and ceramics
wﬂﬂd balf; right 0
Eﬁzﬂr litha (by Van Lt;s;tﬂbful
Emrik & Binger. Haa

S 5.3/T K.67
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