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ABSTRACT

Effective communication on a massive scale be-
tween the government and the people of the United
States was essential between 1917 and 1919 to mo-
bilize the American people in support of the Pirst
World War effort. The pictorial poster is a medium
of visual communication that tells a story, usually
with few or no words. This study examines the use
of the pictorial poster as the primary medium of
communicating the government's needs to the American
people for the waging of war.

The study is illustrated with 129 plates, con-
sisting primarily of reproductions of World War I
war posters. A review of the literature dealing
with poster art, the temper of the times (1914-1919),
American military heritage, and examination of
original and photo reproductions of war posters
provide the basis for analysis of the visual commu-
nication effort.

Categories of need are defined as groupings of
war posters with similar themes designed to reinforce,
or change, public attitude or behavior to produce
tangible prdducte that answered governmental needs.
This study found six primary categories of need:

1) awareness of the threat, 2) the call for re-




sources, 3) societal support of the combatants and
the allied effort, 4) humanitarian, 5) finish the
job-on to viectory, and 6) retrenchment. The
categories of need, themes, messages, and symbols
are summarized in a matrix at plate 129.

The principles of pictorial poster design are
identified, and applied to selected posters to evalu-
ate the effectiveness of the visual message. Analy-
sis resulted in the following conclusions: 1) the
pictorial poster was successful in gaining general
public support for the American First World War
effort; 2) the principles of pictorial poster de-
sign are applicable to visual communication regard-
less of the media; and 3) the graphic art poster
can fulfill an important and mission-related ex-

ternal role in today's Army.
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CHAPTE!. 1
NTRODUCTION

Send the word, send the word to beware,
We'll be over, we're coming over, And we won't
come back till it's over over there.l
This study will illustrate how the pictorial
ponter was uced as a medium of communication between

the government and the pecople of the United States

during the First World War.

l'ationale For Selection Of Subject

What is the benefit of a study of First World
"Jar poster art to the United States Army? Effective
communication between the government and the people
was escential to mobilize the American people in
support of the war effort. Because it was an insti-
tution, the government was a faceless authority to
the people; an authority that dealt in ideology rather
than tangible commodities. That ideology had to be
translated into stories that appealed to basic emotions
and percuaded the people to support the government's
cause. The pictorial poster, a form of visual com-
municatinn, telle a story - usually with few or no

worde.? In “orld War I, the pictorial poster was

used to gain pubdblic support for the war effort.

bt b i il




In order tn continue to persuade people of the

necessity ol such emotional and threatening concepts
as war, or the maintenance of a large standing army |
tc c=ter war, it is beneficial to review how such

g ~e¢ dealt with in the past. Once visual

co ~n principles, themes and trends have been
identiiied, an evaluation of their effectiveness

and aprlicability can contribute to current and future
military communication needs between the government

and the veople.

The First World War period has been selected

because of the availability of reference materials

in an extensive collection of photographs of World

War I posters housed in the Watson Library, University
of Kaneas, Lawrence, Kansas and a complete collection
of The Foster magazine covering the First World War
yeare in the periodical department of the Kansas

City Public Library, Kansas City, Missouri., Concen-

tration on the American First World War poster experi-
ence is also pertinent because that period ‘saw the

‘ initiation of communication between the government

and the people on a grand scale, and left as its

’ legacy a visual language of patriotism, self-sacrifice
and national unity that remains recognizable and use-

able to this day.

Art As Communication

Communication is the means by which man shares his
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needs, emotions and ideas. Groups of people, societies
and cultures chare rules of language and custom.
Communication takes various forms, or systems, within
and between groups of people, the most common of

which is human speech and language.3 Another basic
communication system that has been in existence since
man became sophisticated enough to engage in social
groupings is art.

Cultural life is created by society. Fegardless
of the degree of understanding he possesses concern-
ing the social forceg at work within his culture,
the artist's work is influenced by that cultural life.
The artist's work - the art statement - consis*c cof

a system of symbols to convey a meaning to an audience.

The power of art is in its effectiveness as a communi-
cation system - ite success in evoking in an audience
a need, emotion, or idea.¥ Art is often used by in-
} dividuals and institutions to support the customs of
society.5
Cre of the more widely practiced customs of so-
cieties ig to wage war, and to raise and sustain mili-
! tary forces for the purpose of protection or aggres-

csion. Common support of a war effort is usually re-

quired within a society to sustain the tremendous

physical and emoticnal energies necessary to endure
hardship and deprivation in pursuit of victory. An
overt communication effort between the government and

the people is necessary to gain public support.
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NDevelopment of American Attitude Toward War

come understanding of American military heritage
is necessary to properly frame the birth, evolution,
and impact of the pictorial poster in America during
the First World War.

American attitudes about war grew from early ex-
periences in the development of the American society.
In early colonial times, American existence in the
"New World" depended con the ability of the individual
to successfully defend himself and his family from
the hostile Indian menace, War evolved along differ-
ent lines than the conventional European concept of
just occasiong, proper limits of warfare, and pro-
fessional armies. The American Indian did not play
by the rules - and the American colonist had to adapt
to survive. In America, war became an institution
for the citizen as well as the soldier. The experi-
ence of early colorial America was reinforced by the
American Revolutinon where citizen-soldiers, organized
as militia, defended the hearth against all enemies.
Civilian control over the army, as stated in the
Federal Constitution, simply formalized an institu-
tion of colonial life.b

State militias evolved into the "National Guard"
keeping alive the regional nucleus of the armed citi-
zen who could step into the soldier's role in defense
of hearth and home.? The idea of a strong, profes-

sional standing army was alien to American culture

L
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and cociety. Americans inherited a distruct of "reg- %
tilars" from the "deep-seated anti-militacy prejudices
of the mcother cnuntry.“p This hereditary distrust

was strengthened by the Americen experience with "for-
eign mercenaries" employed by Britain to tame the un-

ruly colonists between 1763 and 1775. Americans

feared a strong regular military force and the power
it could give an unscrupulous leader determined to es-
tablish a monarchy in the new republic.9 When the
Society of Cincinnati was established in 1783 by
American and French officers to "perpetuate their com-
radeship, their memories, and their tradition" it was
viewed with alarm and suspicion.10 Such an organi-
zation hinted of a military caste system and aroused
fears of a dangerous center of aristocracy. Even
George Washington was suspicious of the threatening
image it conveyed to the young and vulnerable republic.11
The regular soldier continued to be considered as
"pogsibly sinister," and American attitudes about a
slanding army did not begin to change until the latter
half of the nineteenth century.l2 4as the weapons of
war became more destructive, and more manpower was
necessary to sustain the war effort, the necessity to
find troops quickly in a crisis became critical.ﬂ’
American experience in the llexican and Civil Wars val-
idated the necessity for a small standing army. Vol-
unteers, however, still outnumbered the fegulars.lu

Lo America entered the 20th century, her colonial
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heritage and the complex evolution of her citizeng'
attitudes about the inadvisability of a large profes-
sional army made essential the shaping of national
will %o gain general popular support and resources
(men and money) for the waging of war. Even to this
day, with the accumulated wisdom and scar tissue of
a civil war, two world wars, and a number of limited
expeditionary and "police" actions around the globe,
American public attitude about war is the key to
effective commitment of national resources. In
October 1976, General George S. Brown, Chairman of
the U. S. Joint Chiefs of Staff, in response to a
question concerning possible U. S. reaction to a
Russian triggered conventional war in the Middle East
said:

But there would be no way to react without
the total will of the country and total mobili-
zation. Because if you go into a game like that,
you've got to be able to get the people. And
there isn't any point in getting into it unless

you're prepared to provide the force to sustain
it.

How do you "get the people" to support a war?
In the early 20th century, the government of the United
States needed to develop the national will of the
American people to support American involvement in the
Great Yar. A medium of mass communication between the
government and the people was necessary to mobilize
total national resources and guide tﬁe day to day life
of the nation. Since neither radio nor television was

yet available, the visual arts offered the link between




institutional values and individual values.16 The
vehicle for selling war to a society of citizen-sol-

- diers was the war poster.

Scope

Chapter I (Introduction). Prior to U. S. involve-
f ment in World War I, the pictorial poster had little
influence on the life of the community since it was
used primarily by publishers and manufacturers to
advertise household products, books, magazines, and
other items of general, if limited, appeal. However,

the war created a need for mass communication un-

paralleled in the history of the United States, and
the pictorial poster reached its full maturity in
America because of its unique qualifications to meet
that need.17 Subsequent chapters will define what
those qualifications were and how the poster was used
' to communicate the needs of the United States at war

for the first time on a global scale.

Chapter II (Rackground of the American Poster and
a Review of the Literature) defines the pictorial pos-
ter and provides a brief history of the poster in
America; lists ite qualifications as a medium of mass
communication; and reviews the literature researched.

Chapter III (The American Poster in the First World
War) relates the birth and growth of the American war

poster during the First World War, examining such as-

15 00

pects as the ‘temper of the timeg, institutional and
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voluritary organization for poster production, the
| .or'igin of ideas arnd designs for posters, the phases
of poster production and their relationship to the war,

and the jdentification of themes and symbols that

{ emerged and captured the American spirit (e.g., the

{ stern, finger-pointing Uncle Sam image).

i' An 2valysis of the World War I poster experience
is made in Chapter IV (Analysis and Conclusions)
identifying phases of poster production and themes
and symbols that evolved in America. The effective-
ness of poster art as a mass communication medium is
analyzed by looking at its use in various categories
bf governmental need such as the ralsing of men and
money, and the resultant product. Poster trends in
America are examined by looking at the use of the war

, poster in subsequent wars, the treatment of World War

I themes, and the birth of new themes due to different

societal circumstances and governmental needs. Anti-

war themes during the Vietnam era and the use of parti-
otic themes for anti-war messages are noted and ana-
lyzed., Throughout the study, illustrations are pro-~
vided to visually document the text. General conclu-

;ions are drawn concerning the effectiveness of the

war poster as a medium of communication between the

goyernment and the people, concerning the poster as
go;d or bad art, and concerning the future of the pos-

ter as a communication medium for the U. S. Army.
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CHAPTER II

BACKGT OUND OF THE AMERICAN POSTER
AND A T'EVIEW OF THE LITE’ATU'E

This chapter provides a brief history and defini-
tion of the pictorial poster, lists the attributes
the poster offered as a communication medium between
the government and the people in 1914 -~ 1918, and
describes the sources investigated during the research

effort.

Development Cf Pictorial Poster In America

Communication through pictures was first used by
the cave dwellers.l Thus poster art can trace its
origins back to the earliest recorded two-dimensional
form of communication between and among humans. The
messages communicated were essentially the same then
as nows to inform, exhort, and persuade.2 The pocster
tells a story. Before language was reduced to writing -
or even more significantly, before large numbers of
people became literate - that story was told without
words.

The American poster owes its heritage primarily
to European influences. It was borrowed from French
and British sources, and later from German and other

foreign styles. Japanese printe also influenced
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carly poster artists, and such characteristics as
flatness, lack of shadowe, little modeling, and “free-
hand" perspective began to appear in wectern poster
art,2

The artistic poster which enjoyed brief populari- é
ty in the United States found ite roots in early 19th
century France. In 1869, the first color poster was
printed in France by Jules Cheret, who greatly in-
fluenced the development of poster art. The popular-
ity of the poster was acgisted by the American In-
dustrial Revolution - the movement of EFuropean immi-
grants and rural Americans to the cities for employ-

ment and the resultant increase in the need for on-the-

street communication within the community. Businesses

and cities expanded and American publishers adopted
A the poster as a method to increase magazine sales.
1 The poster was confirmed as a respectable art form ﬂ

in 1886 by Ernest liaindron's Les Affiches illustrées,

a history of the poster in France. This stimulated
public interest in poster collecting and the works of

such artiste as Cheret, Grasset, and Toulouse-Lautrec.

The American pcster renaissance started in 1893 when

such mass circulation magazines as Harper's Magazine,

The Century, and The Chap-Book started to issue monthly

posters and sponsor poster contests. Once the commer-

49 cial value of posters was demonstrated by publishers,

manufacturers adopted the poster for advertising.
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The American poste¥ renaiscance of 1890 - 1900
was brief, spanning only one decade, but it had a pro-
3 found effect on American visual arts. The poster of

the 1890's was the primary vehicle through which
! Americans were introduced to Art Nouveau and the new
European graphic styles such as the post-impressionist

i ]
3 ! 1ithographic experiments.?

|
|
|
|
.

he evolution of the pictorial story from the

i! cave walls of primitive man to the mass communication
medium of the war poster was keyed to technological
advances. Perhaps the biggest boost to poster art
came with the invention of printing in the early part
of the 15th century, thus expanding the impact of the
medium - more copies meant more people would see the
message in the same relative time period.5 Woodcuts

G were used to print posters in America well into the
1880's. Then lithography was introduced from Europe,

and with thic significant improvement in technology,

LE 8

the poster was on ito way to becoming an important

communicative medium. By 1896, designe were trans-
ferred photomechanically onto lightweicht zine or
aluminum plates, replacing lithographic stones.®

An interesting and informative description of the
rocess is given by Joseph Pennell in a

lithographic

e
g
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short book published in 1918 entitled Jogeph Pennell's

. Liberty-loan Poster. Pennell describhes the evolution

of one of his war posters from conception of the idea

o to its printing and use in the Fourth Liberty Loan
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campaign.

Toster Art
American traditional disrespect for authority and
; flair for improvisation, coupled with the dynamice of
the competitive economic cystem, allowed for growth in
poster styles. DNevertheless, growth was slow, pri-
marily because of the following factors prevalent in
Americat 1) A lack of artistic tradition made pos-
ter art rootless; 2) The success of Currier and Ives
lithographs, which used literal and sentimental de-
tail leaving nothing to the imagination, was emulated
in poster art; and 3) Tarly American poster artists
were usually German or Czech engravers who were inter- |

ested in realistic representation, thus making few i

original contributions to poster art.?
Sidney Finkelstein stated that the power of art
| is its effectiveness as a communication system.8 The
pictorial poster is ideally suited to meet Finkel-
stein's definition of visual communication. The
: basic purpoce for creating a poster is to sell some-
thing.9 This definition of a poster's function was
stated a 1little differently in an article in the
February 1914 issue of The Poster as followss
The important thing about a poster is not
ite country or its date or the name of the ar-

tist, or its authenticity or any other fact about
it - the important thing about it is its power

D — T e
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to attranet attention and gell goods. If it has
the power of attraetion, it does not much matter
when it woe made, or where, or by whom - its usge-
fulness ic ite reason for existence,10

fo cell comething effectively, a poster must'be
good art and good adverticing. Since a poster is a
message dramatically expressed in terms of the graphic
arts, it should conform to certain rules to be effec-
tive. A poster chould bes 1) startling (attract
attention); 2) direct (convey meaning immeciately);
3) simple (meaning unmistakable); 4) convincing
(e~ he remembered),.l1

Plate 1 is a depiction of the essential qualities
of a good poster.

From an institutional viewpoint, pictorial posters

vere the ideal advertising medium because they were
cheap, they could reach everybody, they dramatized

their messages with pictures and they were effective.12

’ leview Of The literature

An extencive amount of literature exists on poster
art, but little has been devoted exclusively to war

porcter art of the United States. Two hooklets were

e pe——

publicshed in 1972 by the Imperial War liuseum, London,
Encland to adverticse the range and importance of the
museum's collection of First and Second World War

posters. The booklets contain a selection of repro-

ductions of war posters from the temporary War Postegs

Zxhibition of 1972 (Imperial War lluseum) offering a
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sampling from many of the countries represented in the
museum’s collection. The authors of the booklet state
that an international survey of war posters does not
anpear practicable; that much material is listed but
not catalogued; that a special difficulty in the

study of posters is the large number extant; and that
many general statements about posters and their his-
tory, even in works of reference, are ill-founded.l13
Thie last statement is not explained. However, dif-
ferent points of view and ideological positions are
certainly conceptualized in the war poster output of
di.fferent nations. Therefore, varying and even oppo-
site interpretations and conclusions by authors and
historians can be expected.

Other material reviewed paints a broad and general
background of poster history and development, and de-
scribes the evolution of the war poster into one of
the primary tools used by governments for shaping mass
opinion during the Firest and Second World Wars.

American Poster lienaissance by Victor Margolin covers

the early development of the poster in America and
the brief American poster renaissance from 1890 - 1900.

Nther books, such as Ervine Metzl's The Poster - Its

History and Ite Art, The Poster: an Illustrated History

from 1860 by Harold Hutchison, The Pogter in History by

Mex Gallo, and The American Pogter published by The

American Federation of Artes cover the evolution of the

pester from the 19th century through both world wars




to, in some cases, the 1960's. Posters of the First

World War by llaurice Rickards contains a sampling of
Ylorld War I poster art from 12 countries that parti-
cipated in the war and commentary on the political,
social and military conditions, primarily in Britain,
which contributed to the development of poster themes

and trends. James lMontgomery Flage by Susan Meyer

contains reproductions of many of Flagg's First and
Second World War posters, with informative background
material oriented toward the life and personality of
the artist. The Truman Library's collection of war
posters, while limited to approximately 200 examples
of U. S. First and Second World War and Korean War
posters, waes examined to gain an appreciation for the
visual impact of the original art form.

Research was conducted in the Kansas City Public
Iibrary, which has a complete collection of The Poster
magazine published during World War I. This source
was particularly valuable as it contained period-
related information and insights into the organization
of artist/advertising volunteers in support of the war
effort, reproductions of poster designs, relevant and
detailed information on Liberty Loan campaigns, and
many facts concerning the uvse of the poster as a visual
communication medium during the war. Also contzined in

the Kansas City Public Library's reference collection

ie The Story of the Liberty Loang by Labert St. Clair,
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published in 1919, and providing an invaluable source
of facts, fifgures and illustrations on the conduct of
the five American Liberty Loan campaigns between 1917
and 1919, Watson Library, at the University of Kansas,
houses an extensive collection of photographs of
American First World War posters. Access to this
collection provided much data on themes and symbols
appearing in World War I poste; designs. The National
Archives, The Center for Military History, and the
Smithsonian Institution were queried concerning rele-
vant material pertaining to U. S. war posters available
as sources.

A review of existing and reasonably available
material provides much insight into the use of art as
a visual communication vehicle in selling war, and the

effectiveness of the war poster in accomplishing that

goal.,
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CHAPTFR III
TiHE ANERICAN POSTER I THE FIRST WORLD WAR

Thie chapter descrites the birth of the American
veir noater, and examines the needs of the United States
Government that devecloped because of the war, and Low
those needs could only he met by selling the war to
the meonle. Critical to the form and direction that
the communication effort +took was the temper of the
times - the attitudes of th~ American people in 1914-
1018, Thie chapter examires the temper of the times,
inctitutional and voluntary organization for pcster

productisn, and the war pnster phases and themes that

developed,

The Pogter And War

e have ceen that the pnster had been around for a
Aaurher of yeare before Vorld Vlar I, and was used by

.,

pu-lichers and manufacturers to extoll their wares.
The ordinary citizen of the industralized nation was
accustomed 45 lonking at posters for shepping guidance
ard for hig or her attitudes in foreign affairs, party
pnlitice and gond or bad causes. The pictorial poster
14 a reeporeible and respected position in American
crciety prior ta Worla War I.1

“hen the United States declared war against Germany

e
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on 6 April 1917, an immediate need for workers, soldiers
and public cupport developed. To meet those needs, the §
necegsity for war had to be sold to the people. How-
ever, there was a difference between the job facing
the government and that facing most businessmen. Values,
not tangible products, had to be sold. %
There were two main ways the poster could serve
the United States (as it already was doing for the

other warring nations): 1) by stimulating patriotism

and national morale thrcovesh fostering hatred of the
national enemy and urging investment of private funds
in government securities and war loans; and 2) by
appealing for support on behalf of various charities
for the wounded, the Red Cross, the refugees and the
prisoners of war.?

These and other areas vital to the success of the
war effort became major themes of poster production
and will be covered in detail later in this chapter.

Pictorial posters were now being used to plead
causes, not just sell merchandise. They stimulated
emotions and played on human hopes, fears and ambitions.
They became weapone of propaganda for mass persuasion
and psychological warfarc.3 Some poster designs were
created hastily to dramatize shocking events, such as
the invasion of Belgium and the sinking of the Lugitania,
but they lacked imaginative overtones or implications.

Some were as static as photographs and almost as rigidly




literal, Cthers lacked the subtlety and artistic

finesse to effectively involve the viewer and achieve

the desired response. Some were flamboyant and pre-

tentious:t symbols without a catalyst.u The ultimate

effectiveness of the poster as a medium of communica-
! tion between the government and the people during

World War I will be analyzed in Chapter IV.

The Temper Of The Times

The Firgt World War started in July, 1914, sparked
by the assassination of the Austrian crown prince,
Archduke Franz Ferdinand and his wife on 28 June 1914
at Sarajevo. The assassination provided the excuse
Germany and Austria needed to force Europe into a war
conceived to deliver to Germany the territory she
needed for her planned political and economic empire.5
3y 12 August 1914 Serbia, Russia, France, Belgium, and
England were at war with the Central Powers.® The
American people did not generally favor entering the
war. America was enjoying the prosperous fruite of a
rapidly expanding munitions and war trade with Europe,
and was not anxious to become involved in the depri-
vations and horrors of the war going on across the
Atlantic.7 President Wilson was a moralist (perhaps
even a "pacifist at heart")8 and the policies of
ionlationism and pacifism had many supporters. There
were also several million American and recent immi-

grants of German descent whose attitudes and loyalties
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were an unknown factor.? However, American public
sympathy was with those unfortunate nations that felt 4
the weight of the German war machine, and stories of
German atrocities in Belgium (many untrue, the result

of Allied propaganda) and the shooting of the British

nurse and spy Edith Cavell aroused public indignation i
in America.l0 But not enough to join the fight.11
America declared her neutrality at the start of the war ]

in 1914, President Wilson and his cabinet were committed
to a policy of peace; a sentiment apparently shared
by a majority of American voters since Wilson was re-
turned to office in 1916 on the slogan "he kept us out
of war."12

Anti-British sentiment arose as a result of Eng-
land's flagrant violation of America's neutrality on
the open seas by her enforcement of a blockade against
American vessels bound for German ports and the mining
of the North Sea.l3 However, German submarines were
claiming American lives, while the British were only
seizing American property. Obviously, the British

action was "the lesser of two evils."lu

America Enters The War

Although America managed to remain neutral for
three years, there was much "hawkish" sentiment in the
United States to get into the war. The effort to pre-
pare the nation for war was not 1eft.until the last

minute, and many volunteer organizations took it upon




themselvesn Lo stir up national will and concern.

The single moat important cause of the United
States' entry into the war was Germany's policy of un-
rectricted submarine warfare.l5 Three days after
Germany's 31 January 1917 announcement of her lethal
submarine warfare policy, the United States broke dip-
lomatic relations with her.16 Prior to formally
anrouncing a no-holds-barred submarine campaign, Ger-
many had perpetrated attacks on unarmed merchant ships
on various occasions throughout the war. The sinking

of the Lusitania without warning on 7 llay 1915 by a

German U-boat with the recsultant loss of 1,198 lives
(including 114, 122, or 139 Americans - depending upon

the source - who were mostly women and children)

aroused great anti-German sentiment within the United
States among militants and pacifists alike.17 Presi-
] dent Wilson protected the sinking and Germany agreed
E l in October 1915 that merchant ships would not be sunk
without warning or safeguarding of noncombatant lives.18
However, with the tightening noose of the British
blockade, Germany stepped-up her underwater warfare
threat. On 24 March 1916, a German U-boat torpedoed
a British owned steamer, the Sugsex, which it had mis-

taken for a mine layer. The ship was not sunk, but 80

M o

of the 325 passengers were killed or injured. Presi-
dent Wilson gave the German Government the ultimatum

that unless they abandoned "present methods of sub-
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marine warfare apgainst passenger and freight-carrying
veonele" the United States would sever diplomatic re-
lations.19 Germany was conciliatory, and on 4 May
1916 promised to conduct submarine warfare in accor-
dance with international law.29 However, events trans-
pired within the military leadership sphere in Germany
to place pro-U-boat forces in positions of influence
with the Kaiser, leading to the 31 January 1917 dec-
laration of unrestricted submarine warfare,?l

Also contributing to America's entry into the war
on the Allied side were revelations of German plots
to sabotage the highly profitable American munitions
trade.?2 Ppublication of documents obtained from Ger-
man espionage agents by American and British authori-
ties confirmed their intentions to foment strikes in
munitions factories and fed the suspicion that Ger-
many was involved in the 1916 $22 million explosion
at the New Jersey Black Tom munitions plant.23 Per-
haps the most sensational exposure of German duplicity
wae the interception and release in the newspapers of
the 7Zimmerman note. In January 1917, Zimmerman, the
German Foreign Secretary, cabled the German minister
in llexico that in the event the United States entered
the war on the Allied side, a German-Mexican alliance
should be pursued. DMexico was to be lured by the
poseibility of recovering Texas, New Mexico and Ari-

zona. Japan, already on the Allied side, was also to

Sl
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be enurted, [Mnericans were shocked and this news did
much to unite the United States against the Central
Powers,24

Using these events ac necessary provocation,
coupled with Germany's refusal to limit submarine
activities and the resultant ruthless sinking of an
additional four unarmed American merchant ships, on
2 April 1917 President Wilson asked Congress to "for-
mally" enter the war that had been "thrust" on America.?25
Congress passed the resolution and four days later the

United States went to war.26

Military Preparedness

America was not militarily ready for war. Isola-
tionism and pacifism had many supporters in early 1917.27
Germany was well aware of American reluctance to strain
!lexican-American relations beyond the breaking point,
thus limiting the 1916-1917 Punitive Expedition led
by General Pershing into llexico in pursuit of Pancho
villa,Z2€ Germany's attitude was one of scorn, view-
ing the limited c¢xpedition as a failure of American
military power rather than the exercising of a diplo-
matic show of force.2?

America had a small standing army of less than
100,000 men and officers. The National Guard - that
legacy of the citizen-soldier from America's colonial

experience - had been allowed to lapse into an ineffec-




tive force through federal inattention. It was a vic-
tim of national pacifist policy - more a myth than a
viable force. William Jennings Bryan, the pacifist
Secretary of State under Iresident Wilson, gave voice
to that myth when he stated that were the nation
endangered "2 million men would leap tc arms between
sunrise and cunset."30

There was a serioug scarcity of weapons and mili-
tary equipment. General Pershing, in his writings
on the Great War, stated: "I{ was brought out tﬁat
we had to issue, not in the hands of troops, only about
285,000 Springfield rifles, 400 light field guns, and
150 heavy field guns."31 Although the United States
had become a great munitions manufacturing nation
keeping the war going across the Atlantic, none of
the supplies had been diverted to her own arsenals
and none of the people engaged in war prnduction had
been consulted on the arming of America. One of the

most serious problems was the lack of shipping.32

Need For Public Financing

Faced with serious shortages of nilitary personnel
and materiel, transportation and eventually fuel and
fond, the government called upon the American people
to finance the war, Paises in income taxes and in-
ternal and export revenue taxes did not produce enough
money. To meet the financial crisis, the government

inaugurated Iiberty Loan drives, asking the people to




1itn aT7:- ®F v in+n" the var. Congress esrtimated
that the fivet twelve monthe of Americn'’s involve-
aont in *he war ecost a little under $18.25 billion,
appraximately a fourth of what all the other nations

had enent in three years of war, 33

T"aicing An Army

(nother pressing need was manpower. Prior to

the United Stater relied »r a small standing

+v -~ oy
e @ Yal

)
vnlunteer army and the comfortable (i€ mythical)
thowsrht af the "million man" rererve force extolled
by Y. Bryon. Prior +o and after the American dec-
larotior of war men wvalunteered for the military cer-
vienrs by *he thourcandg, but could nct satisfy the de-

nand far manpower. A draft war needed. Congressiona

de

opposition to consecription was strong, however, and
the impnrtant legeone learned during the Civil War
and the Bri*tich avyperierce in the bheginning of the
World War were ignored ty the champions of the volun-
‘enr eyotem, General Perching, eoncerned gbout the
norcible failure of the Draft Act, wrote to a friend:
Uriversal -ervice ic the only principle to
follow that will lead *to succese in this war,
and that chould be well understood. We are 1in
thic +hing for keepec and it ie going to demand
the utmogst exertion and the best of preparation
to win.

The nropnonente of corngeription won, and the draft

voae Iritictad an 78 JApril *917. From this great man-
ramar nasl anme tha majority of the two million

it . i i o
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Americans committed in the Great War,35

Ilnbilization Of The Communication Effort

Once war wae declared, poster production to sup-
port the war effort became highly organized. On 6
April 1917, George W. Creel was placed in charge of
the government's newly established Committee of Public
Information.36 His responeibilities can generally be
divided into three areas: recruiting, public speaking,
and pictorial publicity.27 Eleven daye later, the
Divieion of Pictorial Publicity was created within
the Committee of Public Information, and Charles Dana
Gibson was scelected as chairman.

George Creel has been accused by one source of
not understanding posters or painters, and assuming
that inspiration for the war effort could be bought
like bread or coal or steel and that ideas could be
mass produced like any other commodity.38

In The American Poster, however, Margaret Cogswell

attributes the following positive and perceptive state-
ment to Creel:

One of the firet realizations of the Committee
was the importance of pictorial publicity in
building morale, arousing the spiritual forces
of the Nation, and stimulating the war will of
the people. It was not only that America needed
posterg but it needed the best posters ever
drawn., 9

In his book, How We Advertised America, Creel de-

voted a chapter to the Division of Pictorial Publicity.
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In that chapter, he stated:

Even in the rush of the first days, when we
were calling writers and speakers and photogra-
phers into service, I had the conviction that the
poster must play a great part in the fight for
putlic opinion. The printed word might not be
read, people might not choose to attend meetings
or to watch motion pictures, but the billboard
was something that caught even the most indif-
ferent eye. The old-style poster, turned out by
commercial artists as part of advertising routine,
was miles away from our need, however. The cur-
rent Warchington idea that imagined art as a sort
of slot-machine was a mistake that had to be rec-
tified. What we wanted--what we had to have--
was posters that represented the best work of
the best artists--posters into which the men
of the pen and bruEh had poured heart and soul
as well as genius.?0

Gibeon, with the ascictance of a vice-chairman/
secretary, 10 associate chairmen, a 16 member execu-
tive committee, and 7 departmental captains set about
the job of mobilizing the artiste of America to meet
the poster needs of a nation newly at war. Orders were
taken from governmental departments and those orders,
translated into poster themes, were assigned to ar-
tists best fitted for the particular need. Obtaining
cooperation and the approval of sketches by the gov-
ernmental department heads was no easy task, but Gibson
and the other executive directors of the Committee per-
severed and eventually "penetrated the official con-
ceiousnesr, "Ml

This volunteer organization of artists dedicated
to communicating governmental needs to the people met

weekly at Keene's Chop louse in New York City to discuss

Sl AT
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the tagk and contribute ideac and criticism.#2 The
total free eontribution of visual communication media
turned in by the Division of Pictorial Publicity was
a staggering 1438 drawings and designs. Of the total,
700 were poster designs. The majority of poster de-
signs were submiited in the following general subject
areas: American Reo Cross (100), Fourth Liberty Loan
(100), Shipping Board (100), War Camp Community Ser-
vice (101), War Saving Stamps (50), Food Administra-
tion (50), Divigion of Films (33), Fuel Administration
(?5). The remaining decigns were spread out among 42
sgencier and cubjects.3

Even prior to America's entry into the war, ar-
tists and advertising men were offering their experi-
ence and talent in the effort to get the message to
the people. On 7 April, 1916, in the Hotel Astor, New
York City. the message was sponsored by the Industrial
Preparednecc Committee before an zudience of artists,
cartoonists, illustrators, and poster advertisers.

The echairman of the committee told the assembled ar-
tists that America had to organize industry for defense.
A representative of the poster adverticsing interests
told the group that in the event of war, 50,000 poster
boards could be covered with war posters calling the
nation to arms in twenty-four hours.*™ A1l he needed
wan the pesters - and the war. James kontgomery Flagg

dieplayed his poster of the "Armless Columbia" designed




to wake Ameriea up (see plate 2).45 The artists were
receptive und node plans to begin a poster campaign

for industrinl preparedness.ué

lany of the art schools in America turned the talents

of their students in the direction of the war effort
after the United States entered the war. America
learned from the English experience that poster art
required more than the effort ~f 2 good lithographer,
it also needed a good artist. The New York School of
Fine and Applied Art turned out designs for both the
regular force and the National Guard under the criti-
cal eye of an army officer acting as both model and
tecinical advigsor (see plate 3). By June of 1917,
10,000 posters designed by art students had been dis-
tributed throughout New York City. The New York Teach-
ers' College made plans to conduct a class in war
poster design and advertising in ite fine arts divi-
sion.*7  The Society of Illustrators, claiming many
of America's top artists and illustrators as members,
were a primary source of original war poster designs.u8
Photographs of James Montgomery Flagg and Charles Dana
Giboon with a representative sampling of their war
poster decigns are shown at plate 4. In August of
1917, an exhibition of war posters was presented by

the Art Institute of Chicago to keep the public aware
of its responsibility during war and the artist's con-

tribution to the war effort, and to stir American
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partriatie gpivit. The announcement for the exhibit
ctated that pogters were needed to remind the American
raople that they must support the war by cultivating
the soil, congerving food, supporting the army, navy,
and Red Croce and purchasing war bonds.u9 (Plate 5

\

~ontaines exemples of posters exhibited. )

Yar Foster T'ases And Themes

War posters were produced in identifiable phases,
following the pattern of warfare itself. Maurice

"jickardas, in his book Posters of the First World War,

identifies four distinct phases experienced inter-
nztionally, with a recurrent theme appearing through-
cut the pattern. The first phase was the call for
manpower and inventment of private funds. The man-
power necd was felt keenest by Britain, and later the
United States, with thei~ policies of volunteer mili-
tary forces. "hen conscription became universal, the
number of reecruiting posters diminished. An example
of an early U. S. recruiting poster issued before the
draft was ingstituted is at plate 6.

Appneals for money were constant. In America, they

took the form of posters extolling government war bonds,

wor savings stanmpe, and urging the people to support
the war through the five Liberty loan campaigns.
Paiecing of money was 2 priority, and the call for com-

mitment of private funde wars repeated again and again
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throushont the war, 70

The second phase wac in gsupport of the actual com-
batants - comforts for the troops and assistance to
the fighting man through sacrifice at home. Such
items as books and tobacco figured prominently in
American posters issued during this phase (see plates
7-10).

An appeal foir help fer the wounded, the orphans
and refugees identified the third phase. Images of
wounded snldiers and the innocent victime of war were
an incentive to the people to sacrifice - they jolted
the publiec conscience. This phase was important to
the sustainment of the war effort and was not intro-
duced too soon for fear of creating premature des-
pondency, but soon enough for official recognition
>f public cacrifice.5! This was perhaps the most
Aignified and moving theme of any of the war posters,
since it communicated compassion, not hate. 2 (See ]

plates 11-1L),

The fourth phase was caused by the increasing
chortage of fighters and war materials. Themes pre-
sented in this phase were women as factory workers,
increased production, saving of vital materials, econ-
nmy in food consumption and increased personal sacri- {

fice and austerity.53

The recurring theme was the appeal for money, for

one lacst momentougs effort, to overwhelm and crush the
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enemy. Money was needed everywhere - in ship build-
ing, munitions production, relief for refugees and
orphans, support of charitable organizations such as
the Red Cross and Y4CA, and so on.5* It was certain-
ly the most predominant theme, serving as a link be-
tween the phases of poster production and appearing

in many of the other themes clamoring for the public's

attention and support.

The Liberty Loans

The importance of need for money and the recur-
rence of that theme is best explained through a look
at the five Liberty Loan campaigns conducted by the
U. S. Treasury Department from May 1917 through May
1919. This story is verv well documented in Labert

St. Clair's The Story of the Liberty Loan, published

in 1919.

Posters used in support of the Liberty Loans
appealed to patriotism and never failed to evoke an
overwhelming response from the American people.55
Virtually two-thirds of the war funds used by the
United States during actual hostilities were obtained
through sale of Liberty Bonds. The money was used
for loans to Alliesg, to equip and maintain the armed
forces, and to build ships for the emergency fleet.
There were five loan campaigns conducted from 1917

to 1919, A total of approximately $24 billion was

i 0 ) e i e,
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subseribed and approximately $21.5 billion was actually
accepted by the Treasury Department. (plate 15 depicts
a chart of the five campaigns.) Total individual pur-
chases were a little over 66.25 million. The impact of
the fund-raising campaigns can be appreciated by com-
paring the total of outstanding U. S. Government Bonds
on 1 July 1916 ($1,378,124,593) to the total af almost
324 billion less than two years later.,56 (Examples of
Liberty Loan posters are at plates 16-18.) The phe-
nomenal success of the Liberty Loan campaign is ﬁt—
tributed to the effectiveness of the pictorial poster
in communicating the patriotic ideals effectively.
That, and the effect of incessant repetition, éccom-
plished the goals.57 R. W. Emerson, who was in charge
of production and national distribution of the Liberty

Loan poster for the government during the war, analyzed

one of the posters for the Victory Liberty Loan in

3 f The Poster magazine as follows: The poster fosters
identification with the patriot who wears four‘previous
Iiberty Loan buttons and is digging into his pocket
with an "expression of ready confidence on his face
[indicating] conclusively that again he stands ready

to provide the necessary money for the nation, while

i with admirable commonsense and prudent forethought,
making the soundest of investments for himself."58

(See plate 19).
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Symbols Used In VWar Posters

ifow the people reacted to « poster theme depended

on two key factors: The literal message conveyed by

P et i U it

the copy (or clcgan) and the emotional message imparted
by the visual image. In "The Battle of the Fences"

1 chapter from his book, How We Advertised America, George

Creel states that the Division of Pictorial Publicity

had a "contact man" who would visit the chiefs of the i
war-making branches of government to advise them of the
artistic serviceg available through the Committee, and
chtain from each department its list of poster needs.
Charles Dana Gibson, the Committee Chairman, would
then make assignments to specific artists. The finished
work then traveled bhack through this chain to the depart-
ment heads for approva1.59 Joseph Pennell, in his
book nn the making of a Liberty Ioan pocter, states

i that a competition was held for the Fourth Liberty Loan

| campaign to select posters to announce the campaign.
Pieces entered by artists first had to pass a jury in
New York, and then receive final judgement at the
Treacsury Department in Washington.éo

These "categoriec of need" developed by government

officials were translated into messages to the public
through the pictorial image of the poster artist. The
artist used many symbols to assist him in getting his
visual message across. "Uncle Sam" as the most pop-

ular symbol of American patriotism ever, is immortalized




in James Montgomery Flage's fierce recruiting poster
which proclaimeds:s "I Want You." Flagg used himselrl
as the model, adding the goatee and patriotic props,
and using a mirror. 61 (See plate 20). Other symbols
were a combination allegorical-heroic approach, such
as Leyendecker's flag-draped Statue of Liberty bearing
the sword and shield of national defense, with clean-
cut American youth represented by a Boy Scout as her
squire (see plate 21), and Joseph Pennell's lithograph
of New York City burning in front of a ravaged and
war-torn statue minus head and torch (plate 22). The
depiction by Pennell of an imagined event that was
militarily impossible (enemy planes could never reach
Mew York) to incite public fear and hatred of the
eneny - thus support of the nation through contribu-
tion to the Liberty loan - is representative of the
"unreul" approach to actual events freely subscribed
to by war poster artists. This would support the
thesis presented by Bevis Hillier in Posters that the
people of the West incline to believe propaganda, re-
gardless of the truth behind it.62

Other symbols freely used by American poster ar-
tiste to communicate patriotism, fear or hatred of the
eneny, compascion for war wounded and the innocent vic-
tims of war, and othe» major themes were the stars and
stripes; the American eagle; heroic soldiers - usually

charging an unseen enemy; the despotic and feared
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onemy - urunlly engansed in scome alleged atrocity;

ind auite ~tillfu! use of women and children images
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CHAPTER IV
ANALYSIS AND CONCLUSIONS

This chapter analyzes the American First World
War poster experience. Categories of need and themes
of American poster production are identified and the
effectiveness of the poster as a medium of communi-
cation between the government and the people is
analyzed. A comparison of First and Second World
“Jar poster themes is made to identify trends, and
the volunteer artist organization for poster pro-
duction is examined during both major war periods.
To finalize the analysis, the use of the poster to
convey anti-war messages during the Vietnam era is
examined, and conclusions are reached concerning:
the effectiveness of the war poster as a medium of
visual communication; a brief analysis of the poster
1s good or bad art; and the future of the poster as

a communication medium for the U. S. Army.

Poster Categories And Themes

American World War I posters can be classified
in aix elearly identifiable categories of need. These
categories of need have a direct relationship to the
governmental needs that determined the themes used

in American war posters. For the most part, they




paralleled the more general phases of international
porter development dereribed by Maurice lickards and
discussed in Chapter III., Differences are attributed
to the uniqueness of American cultural heritage and
the strong American societal attitudes about freedom
and war.

Awareness of the threat. Since America was late

in joining the war, the first category fostered
public awareness of the threat rather than initiating
an immediate and urgent call for soldiers and money.
The predominant themes were fear and hatred of the
enemy cultivated by drawing attention to the alleged
atrocities commited by the Central Powers. Some in-
cidents, such as the sinking of the Lugitania, were
ready-made for dramatic exploitation through emotion-
al appeals to American values of fair play. Plate 23
depicts the Lugitania tragedy through quite skillful
use of the human image in a powerful visual message
of a drowning mother and child. With the incident
already on the public mind (and conscience?), no
words are necessary and the one word "ENLIST" ful-
fills the secondary role of meeting a governmental
need - manpower.

The depiction of the hated an. feared enemy -
the "i{un" - as a brutal, hulking and menacing figure
with the enemy-identifying symbol of the spiked hel-

met (for clarity of the message) was an often repeated
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image. Plate 24 shows the enemy trampling through a
ravaged and war-torn Belgium, with the plea "HELP
STOP THIS" alerting all viewers to the possibility

of such a tragedy being repeated in America. The
secondary message addressed the governmental need for
funds from the private sector - in this instance to
support war production through purchase of War Sav-
ings Stamps.

Flate 25 conveys the same primary message of
fear and hatred, showing the brutal and degenerate
enemy peering threateningly over ruined Europe at
the viewer. The copy proclaims "Beat back the HUN
with LIBERTY BONDS." Again, the secondary message
supports the institutional need for financial re-
sources.

James Montgomery Flagg's painting of the all-
American boy stripping down for action in response to
the newspaper headline: "HUNS KILL WOMEN AND CHIL-
DREN!" (plate 26) loudly proclaims that any red-
blooded American will not tolerate such cfuelty and
injustice as war on women and children. The unstated
message - the feeling evoked from the imagery of the
fighting stance of the male figure and the warning in
the newspaper headline - may well be that America
must stop this now before it happens to American women
and children. The secondary message is an appeal

for manpower, this time in support of the Marines.
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The Jdepietion of realism (that is, the realism of
death, faligue, personal corrow and logs, or even
direct confrontation with the enemy) was not widely
practiced in poster art. A notable exception is the
poster at plate 2?7 which vividly conveys the themes
of fear and hatred of the enemy. The threatening
symbols of sword, spiked helmet, and Kaiser's mus-
tache are clearly drawn to identify the enemy. The
secondary message of public support of the govern-
ment through purchase of liberty bonds is clearly
subservient to the primary and shocking impact of
the visual message of fear and hatred for the enemy.

The slogan "WAKE UP AMERICA" is also a predomi-
nant theme in this first category. James Montgomery
Tlag~ used it at least three times in his "Armless
Columbia," "CIVILIZATICN CALLS EVERY MAN WOMAN AND
CHILD!" (plate 28), and "WAKE UP AMERICA DAY" (plate
29). The visual images used are symbolic, depict-
ing American society in the form of an allegorical
Columbia in plates 2 and 28, and referring to the
American colonial heritage in plate 29. The message
is clear, exorting Americans to wake up before it's
too late and the feared enemy is on America's shores.

The call for resources. The second category is

the call for resources. This category consisted of
two primary sub-categories, or elements - recruiting

and finaneing. Two themes were used in the recruiting
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~Tement: pocbefoticm and quilt or sheme,  The finan- ;
v e el oo aniisbeod . aft advertiai) thie {iberty lLom
(B0 3 T SR S L wmericang to purahnee Mar Soving
ey : . .1.. I (A ne b .& i:. % iy ‘,1“ '!,' ntl - .
Fied in time with IZmerdceste entry into fie war, it Il

really eceurring ord the elements moy be identified
~a *the cecondary message in many of the nosters pro-
dueed in 21! of the other categories of the American
“arld Mar I poster expeTience,

As noted in Chester II1, the American effort to
hild g Jer-e standihs voluntéer army in 2 limited

amount of Time wez unguecensfrl. Nevertheless, posters

anneared befare sad gfter the arrival of the draft
oppealing o American pet-iotism to attrnect volunteers.
Symbole of Americar unity and heritoge were widely
nsed to nrovide & means of visual identification with
the patriotic theme. The American flag, Uncle Sam,

the warlike American eagle, and the image of the honored

~nd respected soldier appear in plates 30, 31, 32, 33,

3, and 35, The visual messsge is limited to patri-

vtie oymhelien and on attention-getlting device in plate
208 e eopy conVeys tne: megsage.

Plates 31 and 35 dwell more on the pr~-liorld War I
~oneept of 1ilhie ecavalrymen, cnntaining an inference of
wamponticiem as tho vein relling point. The militery

vniform ie n symhol of urity in itself, ~nd visually

nrovides & eomfartable feeling of security and order
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.ot necesrnarily factual.

In Plnte~s 22 and 33, the societal cymhol of Uncle

ll

G enlle on patriclag to register for the draft (plate

22) and, in a moras belligerent tone (plate 33), chal- :
lenges tha viewer: "DON'T WAIT for the Draft VOLUNTEER."

r

This larct image also containg a strong guilt theme

—~

2lbeit bty inference): a gcod American wouldn't wait
*n be Arafted, but would volunteer immediately be-
cause his country obviously needs him or there would be
no necd for a draft.

Plate 3L reminde the viewer of the honored and re-

spected place the soldier holds in American society.

This can be reen by the proud stance of the male figure,
the sharpress of the uniferm, the "winher" symbolism

of the laurel wreath, the proximity of the flag evok-
inz *he home defender image, and the admiring and
approving looks of the surrounding crowd of civiliars.
Thr~ depiction of the full length soldier image above

tir cut-2ff figures of the crowd is psychologically im-
nartant, emnhacizing tn the viewer the greater importance
~f +he ealdier, The usge of the word "REGULAR™ in the
napy 3e 2leo important, ccknowledging societal accep-
tancs of *"e need for prnfessional nilitary services.

Guil* 2ad cshame theme. The guilt or shame theme

wag alen us~d in various degrees of subtlety to attempt
to procure enlistmente. The hest example of this rather

undisnified approach is the British poster "Daddy, what
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did 10U Ao in the Creat War?" (plate 36). PMaurice

¥ 3 At Yo i D v

: o 2 Poslers of the Pirst World War, deseribec

tte cuilt reecruiting camprign as follows:

At levele that ransed between the naive ~nd
the nesr-catanie, with ever-increacing insistence
the civilian male viee veedled, Tt VJortly became
a myhilicatior by sheme. "Dsddy, what did you do
ir the Great Ha??"...wﬁy~ an indiccreet little
girl te her ulecerating father in years to come,
as a son and heir plays soldiers at their feet.!
flo* to he outlone, American poster artists came up

with cuch glozans as "IF YOU ARE A COWARD-PET ISH BUT
TR 7OU A" E A [IAN-FIGIUT" (plate 37), and "I WISH MY
NADDY AD 3EEN A SOLDIRL: 3ACK IN 1917" (plate 38).
rave «nldiere and children serve as the visual images.

O a more subtle note, Yut still as threatening

to tke Arericen male civilian, are the finger-pointing

bl

scldier (Percshing?) i

o

. plate 29 and Uncle Sam in plate
he, procleiming for all t7 see that "YOU®" are not only
wanted, hut needed to defend your country. The stern-
aeee of both the soldier image and Uncle Sam clearly
ctate that this is a very cerious matter, and the

\
accusing finger cingling out the individual viewer

cprears desicned to induce psychological guilt in those
2le-bodied American mzles who have not responded to

their country's call-to-arms.

The nee” ‘or dollars. The financing element of

*he call for resnurces cetegory is primarily repre-

)

{

rantaed in the Liberty Ioan and War Savings Stamp cam-

nairng, These eampaisns were overt solicitation in

o

e
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support of zoverrnmental needs, onrposed to other calls
for financial assictance for humanitarias or soldier
confort purposes.

As discussed in Chapter III, approximately two-
thirds of the actual war costs were financed through
Iiberty 2ond sales. The moriey was used to produce
military equipment, build shipe, sustain Allies (loans),
arnd maintain the armed forces. Liberty 3Bonds were
rold (o individuals in specific dollar increments
(%50, 3100, ete.), with maturity dates from 4 to 30

yeares in the future, depending on the particular cam-

paign in progregs.

e '"lar Savinge Movement was started in the fall
of 1017, Its concept was originally baced on the
Gonde and Services Doctrine. Americans were ex-
neriencing on increase in wages ag a result of the war.
Mhe YWar Savinge llovement attempted to impress upon the
people the need to lend *these curplus wages to the
covernment foi uce in hiring labor and purchasing
raw materinl to support the war effort, rather than

spending it on luxuries.”? The appeal was: "Do not

24

spend your money for unnecessary luxuries, as this
will take labor and material from the essential in-
Aus*ries."3 War Yavinge Stamps alsn provided an op-

poriunity for people vho could not afford the higher

priced Iiterty Bonds *t> invest their quarters in
i

support of the war effort.
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The fariliar aymbole of the foreboding Hun,
helploee woen and children, @ paternal Uncle Sam,
heroic anldicer::, the American flag, the Statue of %
Iiberty, an sllegorical Zolumbia in battle array,
creperative and concerned civilians, and the machines
of war are =11 portrayed in selling the message thet
inveastment of personal funds will lead to victory.
Foster contests were conducted to promote the Liberty
loans., Examples of designs submitted in the Second
Liberty Loan contest are ot plates 41-43,

Flate 't ic an examplos of a War Savings HMovement ;

poster., The vizusl imace immediately conveys the

mearage that investment in War Savings Stamps supplies
™llete to the fighting man. The copy: “Help Them
K®EEP YOUFR WA' SAVINGS PIENGE" reminds the viewer that
continued investment is necessary to keep the troops
supplied with the equipment to successfully fight.
dere, the viesual imagery directly and clearly supports

the governmental neced, In this respect, it is success-

ful <overmment-to-people communication. In contrast,

the usne »f the paternal U=~le Sam image in plates 45 :

and 6 has no direct vieual link with the goals of the
War Savings liovement. Dlate 45 is confusing through

use of the words "army" and "enlist" and the message

ote

vy o
mMUsSs D€

niernreted intellectually by the viewer be-
fore the meaning tecomes clear. Flate 46 is a little

cleoarer through uce of the copy: "3CYS and GIFLS:"
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and "Save your Quarters." The very dnclle pose of Lhe
children, however, doegs little to instill the viewer
with the urge 1o immediately invest in War Savings
Stamps, and without the presence of the copy, the visual

message would be very unclear.

Societal support. The third category was societal

support of the combatants and a concern for public
awareness and support of the Allied effort. The
supplying of tobacco and books to the troops were
decired ends, and the public was informed, exhorted

and persuaded to send money and gifte in support of
this worthy cause. The image of the soldier smoking

or reading was widely used to convey the message that
the least the American public could do for their heroic
defender was to provide him with a few simple luxuries.
The finger-nointing image in plate 47 procleiming "I
need SMOKES more than any thing else" is an exten-

sion of the guilt theme used ir recruiting. The wide-
ryed expression and the squere-jawed determination of
the image are not in harmony with the written message.
Plate #8 is an example of bad art combined with an un-
clear literal message. The viewer may be more concerned
with mentally replacing Uncle Sam's top hat with horns
to complete the unfortunate resemblance to a goat,
rather than getting the intended messcage of donating
money or books to the "FIGHTING MEN." In this respect,

a poor visual image can be more damaging to the

& mi A
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communicative effort than the complete absence of a
pictorial image.

The allies. Allegorical symbols predominate in
the depicticn of the United States and her allies
(plates 49-52). 1In plate 49, the viewer senses the
unity of purpose communicated by the linked arms of
Uncle Sam and Britannia. The national symbols of
the eagle and lion, obviously alert and prepared for
the fight, flank their master and mistress. In view
of the strong pre-1917 anti-British sentiment in
America because of Britain's sea blockades, an overt
expression of unity of purpose between America and
Britain was essential to governmental needs. Plate
50 commemorates the ctrong pro-France feeling pre-
valent in America since the American Revolution. The
words "ALI FOR ONE AND ONE FCR ALL!" and the crossed
cwords of the group of four soldiers backing a sword-
wielding llarianne of France (suggesting by the action
in the pose a total national unity of purpose) convey
the wedding »f the comradeship of the French musketeer
with the heroism and idealiem of the "modern" American
soldier. Plates 51 and 52 are examples of the use of
the female and male allegorical images to convey the
same mescsage. The same relative size of both the
American and Belgian figures in plate 51 may well con-

vey acceptance of the smaller nation as an equal part-

ner in a2 unified war effort. The reverse is true in
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the display of the American and J'ussian land masses
and population figures in the pictorial image in plate
52, i.e., although smaller than Russia, America is at
least equal to Ruesia in the unified and democratic
struggle for victory over the common enemy.

Humani tarian. The humanitarian category emerged
as the war effort began to create a greater influence
on the routine of daily life in America. Here the
themes of sympathy, charity and compassion for the
war wounded, the prisoners of war, and the innocent
victims of war (the refugees and orphans) were pre-
dominant. As stated in Chapter III, such emotional
themes were used by the government to persuade the
neople to sacrifice. Once used to giving up personal
luxuries for such good causes as those espoused in
the humanitarian category, it was easier and more
natural to sacrifice further to support the more basic,
but less acceptable, governmental needs of war materi-
al, manpower (soldier and civilian worker), and money.

lMany charitable organizations, sponsoring a mul-
titude of humanitarian causes, communicated their
need for finencial support to the people. Perhaps
the most well known were the Red Cross, the Young
Women's Christian Association (YWCA), and the Sal-
vation Army. Plates 53 and 54 solicit support for
the 'ed Cross. The cross itself is the predominant

symbol in Ned Cross posters, and the image of the
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female "nurse-mother+madonna" symbol appears in most
of the posters :-r:twol] . "The GREATEST IOTHER in the
WerTD® i ceprecontative of the Red Crorc image in
both World War I and World War II, and will be dis-
cussed in detail later in this chapter. The other
examples of American poster art produced in this
category appeal to the generosity of the people, and
use the symnathy-evoking images of -the blind, the
wounded, the innocent refugee, and the orphaned child
as both attention-getter and primary message vehicle
(see plates 55-59).

Finish the job - on to victory! The next category

was the call to finish the job; to make that last
great effort and go on to victory. This category

was necessitated by the growing shortage of both
soldiers and the materials of war. Women were needed
to replace men in the factories so that manpower and
production levels were maintained as the war used up
both. Themes that emerged in this phase were patri-
ntiem, responsibility, guilt for wasting resources,
solf-sacrifice (domestic heroism), and national pride.
They appeared in the form of a call for increased pro-
duction on the home front, unifying the soldier and
the work force, using women as essential members of
the work force, and economizing vital resources such

as food and fuel. Platec 60-65 call on women to take

over many of the jobs customarily held by men - to
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act as the "second line of defense." The female image
is displayed in uniform and in work garments, always
glim and attractive, and often heroic in carrying out

her assigned role to support the war effort. The

"Miss America" in plate 60 could easlly win’tye bathing
suit event to establish her right to wear that title.
The viewer is offered the choice of identifyimg with
the beautiful and selfless service volunteer,éplates

60 and 62), the industrious foreign example (ﬁléte 517%,
the backbone of the American economy - the farmer
(plate 63), the average housewife and mother preparing
to do her part (plate 64), or one of the consecientious
and responsible masses willing to do a man's job at
home to support the fighter at war (plate 65}3 1t

is interesting to note the similarity of design of
plate 65 with some that have been produced in Red China
in more recent years proclaiming the unity of the
"People's Army."

Importance of the production base. As the war
progressed, it became essential that sufflicient civilian
manpower was obtained to insure a solid production
base, and make the worker feel that he was as impor-
tant as the soldier. As discussed in Chapter III, the
United States was not militarily prepared to enter the
war in April 1917, and a momentous effort had to be
made to augment and maintain the war material pro-

duction baszs. A wedding of' the worker and the soldier
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in the minds of the people was necessary to help unify

natlional attl tuden and repourcec behind the war effort.
Posters carrying the memssage of recmonsibility and
national pride were produced showing the war production
worker as the behind-the-scenes force that directly §
and primarily aided the soldier in finishing the job !
and gaining the all important final victory. Plate
66 depicts the worker and the soldier as team mates,
with the worker boosting the soldier toward *VICTORY"
which is just over the horizon. In plate 67, the : :
riveter's tool is synonymous with the soldier's rifle, ’ j
and the copy informs the viewer that rivets are as im- !
portant as bayonets in finishing the job. Plate 68

shows the soldier, sailor and worker as comrades-in-
armg, unified in their efforts toward victory. In plate
69.v;he copy informs: "Your Work means Victory," and
exhorts the worker to: "Build another One." Since

one of the critical governmental needs was sufficient
(1ipping to get men and supplies "over there."great
emphasis was placed on ship building. Plates 76 and

71 contain visual images emphasizing the need for
workers to build ships, and carrying the message that

the way to victory was through increased shipping.

The sturdy ship builder, rivet gun in hand, became a
major symbol of civilian work force support of the

war effort (plates 67 and 70).

SRR i abir s s U G a2
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Sacrifice and economy. Another major element of

this caterory of need was eccnomy of the vital resources
made scarce by the great demands of the war. Availa-
bility of food hecame a major issue since the United
States was feeding many of the European homeless as
well as her own citizens. A pleading Columbia cries
"Be Patriotic" as she exhorts the viewer to save food
(plate 72). A more serene Columbia sows her own gar-
den with the pgood advice: "Sow the seeds of Victory!
plant & raise your own vetetables" (plate 73). The
ultimate message is that money not spent on food can
be spent on ammunition and war supplies. Victory
gardens became a part of the American heritage as a
result of this World VWar I campaign to economize for
the ultimate national good. Plate 74 also directly
links food economy with war production with the copy:
"Tood is Ammunition-Don't waste it." The implied
guilt theme ic if you waste food, you waste ammunition
and hu~t the war effort. The viewer is reassured in
plate 75 that saving food will result in the defeat

of the enemy. America's assumption of the awesome
resporsibility of feeding the refugees and orphans in
the war zone is advertised in plates 76 and 77, with
the reminder that the viewer shares that responsibility.
"ORDER COAL NOU" by J. C. Ieyendecker (plate 78) en-
pharizee the need for fuel concervation and planning.

The art quality ic high, and the design simple and
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cle-r enouch +t~ ottract nttention and be remembered. '
k

Tetrenchmant, The sixth and final category of 1

need develonad during the American Yorld er I poster
exnerience vwiao the retrenchment effort. Thisg occured
“fter the ond of hostilities, and was concerned with
welensming the vietorione ~oldiers lome, =zdvertising
the need for jobs for veterans, and paying the war
deht throurh the Victory Toan campaien.

In plate 79, Uncle Crm welcomes home a sharp look-
ivwr enldier ond exprences the sentimentes of a proud
and eratefu) nation with the statement: “MY BOY, YCU
ORAPATNTY (IADE COOD'™  Plateg 80 and 21 encourage the
jok geekins veteran to check with the U. S. Employ-

2

“ient Serviece aond remind +he employver of hies responsi-
“ilities to the returring herces. Notice the peace-
time herd copr worn by the soldiers in contrast to
the helmeted vercion of the soldier devicted during
the otler catesories.,

0f the five Liberty loan campaigns, the first four
vare numbered consecutively and conducted in 1917 and
1018, The Tifth compaisn was titled the Viectory Liberty
Toan, It openad 24 April 1919 and closed 10 Lay 1919.

~

Mo Billion wae accepted toward paying the war debt.
Ilate 82 is g gond erample of 2 clear megas~o cormmuni-
entins the reed »f the ration for money, and exhorting
the viever to fnllow the example of the citizen who
atrter: "SIME! 'e'll Pirish the Job". Cleer, dlrect,

and memnrable, it is gn0d visual communication.
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Poster Trends In America

The First World War poster experience left.a legacy
of themes and symbols that were to be used agagn:in a
larger and more awesome world-wide conflict a scant
twenty-three years after the end of the "Great War."
However, the societal environment had changed in ?
America. Although the need for government-to—beople |
communication still existed, the techniques had changed.
The radio gave the government direct access t&‘the :
people. There was no need to inspire patriotic in-
terest or to recruit. Everyone was involved as a re- ' 2!
sult of the national unifying effect of the Japanese ‘. '

attack on Pearl Harbor, and conscription softened the - 4

urgency of the manpower requirement. The picteorial
billboard poster, the main outdoor advertising medium,
declined due to gasoline rationing which kept:bebple
off of the roads. Paper was also short and rgfioned.
The United States felt the paper shortage acué?l&. of
the more than two thousand posters with war slbgans
sent to the O0ffice of War Information in 1942, only
three were published.5 During World War II.‘aocietal
circumstances (public attitude, conscription.‘other
effective communication media, and fuel and paper
shortages) limited poster production.6

New categories of need. Nevertheless, posters

were produced to communicate war needs to the American

people. New categories of need, such as appeals for




Y

% 104 ' 3y é
blood donors and warnings about security, did appear. :
Security became a major category, and many different
R poster designs were published communicating that need. ’ 1
Plates €3 and 84 are examples of the security category.
Plate 83 incorporates fairly effectively the principles
{ of good poster design - simplicity, clarity o(‘image,
| good art, and sufficient impact to be remember@d;
E It requires copy, however, to clearly convey éhe
message that careless talk on the home front can give
the enemy an advantage overseas. Plate 84, oﬁ‘the other
hand, contains an ambiguous visual message. The crouch- ; ;
ing soldier could be listening, or startled, or
frightened, or behaving in a number of ways oﬂher than ‘ _ ]
carefully or silently as the message intends. : The . » ‘
viewer does not immediately identify with-theﬁ{dea.
conveyed by the visual image; the image does not ‘A., 1
convincingly inform, exhort or persuade the v¥¢Wer. ]
The message, then, is not instantly clear and its |
effectiveness suffers accordingly.

The other side's point-of-view. Racial bias is
also a new category that is represented in an Italian

poster (plate 85) portraying a black American G.I.
irreverently clutching a priceless art object.? The
visual message labels the American "enemy" asfgpeish.
uncouth destroyers of civilized values (the Hﬁ%@ theme).

Other new categories of need concentrate on personal

cleanliness and hygiene to prevent epidemics, warn-




8

111IIM HO AYS
N0A IVHM 11434% )

3
4

e i 2
e T Y TN R




106

inoe abhout azeeidents with weapons, the need for cloth-

ine Por tho troops, and the preservation of freedom, &

Freedom and the common man. The preservation of

fireedon category was illustrated by MNorman Rockwell

‘n the "Fou:' [recdoms" posters (plate 86). Rockwell
ined the iaonge of the corron man as his vehicle to
~ommunicate netional »nride and unity of effort. 1In
the "Freedom of Ipeech" poaster, the focal point is

the informally dresced free citizen whe is exercicsing
Fig right to free speech in the traditional American
srnviromment of the town ~r community meecting. He is
flunked by two more formally dressed citizens who are
licteniny attentively to what he has to say. This
image conveye the mescele that in America everyone has
the right to zpeak out znd te listened to, and that
rirht should be exercised and preserved. Rockwell
also remindre the viewer of his American heritage in
plate 87 ("To ilake !Men Free"). The concept of
potrisaticr and pride in the American military tradition
enierge to eonvey national survivability and the will-
ingness 27T the American people to fight for the pre-
gservation of freedon.

Recurring categsorieg of need. Recurring categories

from the First 'lorld War experience were depiction of
the eneny re 7 monster (hate and fear themes), Allied

anrigtarne~, finleling the job, humanitarian causes

(Ped Creoesr), and war procduction.,
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Me hote and Penr Lhewe Led ite orizin in the World

dar T porter syperience, hat atirmyrely onough there

were Pow atoncity pogters during lYorld lar II. Bevig
willier, in *ie book logters, quotes ir. A. J. P.

ayla~, in o footnote to hic Inglish listory, 1914-4¢,

ne followg:

In tle First World ''ar nearly everyone believed
the ctories 5f German atrocities, though relatively
few vere true, In the Second Vorld 'lar nearly
everynone refused to helieve the stories, though
they were true, and the Jerman crimes the most
ntrociour ever committed by a civilized nation.
™ Yen Shahn poster illustrated at plate 88 re-

rtn the Nnzi atrocities in Czechoslovakia in a shock-
ivg imase that ckillfully incorpeorates the copy in the

e dencnds the viewer's full attention. In

nalsn ol s
ctartling contrast is the MNazi poster (plate 89) which
depicts the Cerman soldic- ag the viewer's friend. Even
~n, there ir 2 coldness und reserve ahcut the fixed
cnile, the inability of the viewer tc see the eyes,

and the stnvinececsg omd efficiency of the helmet and

miform thoet belies thic intended message.

Plate 91 ovokes a feeling of compasrcion for the

voundad gord the reofugec, o cense of unity with an ally,
and ~nlieite angictance for the relief of the less

fartyna+te nllied country - in this case, China. The

nragence nf 'mele Sem ascisting the homeless, but still

m
T
s
D
<
e
®
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=
@
>}
0O
L=
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u

determinea, women and child remind

reenancibility to take crre of this heroic and unbeaten

ally,
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Plate g9 illuvctrates the category of need first

e o

identified during World War I - that of finishing the |

job. Here, the image is one of action - Uncle Sam

is rolling up his sleeves preparatory to making a final,
great effort. The wrench grasped tightly in his right
- hand is symbolic of the vital importance of the vorker

i to the var effort and finiching the job.

| Plate 93 also falls into the category of finish-

; ing the job. It conveys the soldier's pride in thc

fact that his girl is contributing to the war effort
as a Vloman Ordnance Vorker (W.0.W.). The primary
message reinforces women as war production workers.
An implied message of guilt also exists, if the viewer
] is female ond is not contributing personally to the
war effort. FPlate 94, another Rockwell creation,
contributes to the governmental need for a strong
production base. The image of the soldier behind a
machine gun and the copy: "Let's give him Enough and
Cn Tine" convey the message that the need to provide
the soldier with the instruments of war is vital to
victory. !Here, the script form of the ccpy type does

nct support the urgent and dangerous emotion portrayed

by the nictorial image, and the total impact of the
noster suffers as a result.

The humanitarian category is seen again in plate
92, where the Red Cross cause is espouced. The familiax

‘ symbole of the cross, the nurse and healer, and a

RN e 9 TSR




16

33134 YNIHD O31INT)
S0 DNELVIH S0 VIO,







e ey

R

Sy r——

|
|

¥olunteer Oreoanization For Pogter Production
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tristie vacnon«ibhility of the viewer to cupport it.

Le fdiscussed in Chapter III, The Division for Pic-
torial Poblicity was ovgenized to suppert the produc-

tion of norters during "orld War I. A similar organi-

e

tituted on 10 ilarch 1942

cotion of volunteers was con

65}

in Neow York City under the name Artigts for Victor

]

’
Ineornerated, The purnoce of the organization is sum-

netived v the preamhle ta dte corctitutions

W sl ste, anr Sountey ot was;, onr wel fare
and gecuwsity thiccatened, join the atrusegle of the
hahtor asainct ehemy argressers. e offler ounr
tolento, our all, do help bo win the war so that

we rhrll renain a free nation dedicated to a crea-

tive veeful 1life, procticing the arte and sciences

~f meace.10

In essence, the organization hoped to apprise the
ve 5. citizen of the gericusness of the war and
Hyesusrl gsstere ond other graphie art media. 11

m.e thames for the proter desirns ccnceived by the

+tirtr for Victory were obtsined from a document
~uthored »y Ar~iibeld Mocleish, the NDirector of the
"ffiee of Prete and Ficrures, Macleigh'c "Statement of
Informzticn Chjoctives" exponded on the policy expressed
in Pracidsnt Roopevelt's € Jarnary 1042 State of the
Union megeore. The acevmption fronm !llre lacleisgh's

~nalyaie ras that the ~overiment desirel imaginstive




Adenicna ~nd pictorial imases conceived by artists,
rathsr than factial pioturoﬂ.12
Le eaterorien of povernmental need decceribed by
Mr, Poeleinh wera: 1) war nroduction, ?) the effect
or eivilion 1ife, 3) the fi~“ting job, 4) the cause,
{ %) the coneniracy, 6) its counter strategy, and 7)
' civilion norale and stote of mind.13
Three main themes wvere considered appropriate
tnr the cotegcories of need, They were: 1) The fact-
val phase of pictorial imagery required when the
Ameriean nublie became veary of the constantly repeated
»adio mescagers; 2)  The menace or threat motive assoc-
ioted with the enemy, to include the slovery and atroc-
Tty themen; and 3) The idealization of liberation,
ity and peare to convey the seriousness eand right-
enuengan of the Allied cause, the preservation of free-

dar, and the ultimete triumph of the American way of

1ife.1*

Articts fo~ Vietory contributed poster designs
fo rovernmental agencies, and sponsored poster competi-
tiore ond o+t exhihits in furtherance of their objec-
tive t~» supnert the war effort with "their training,
eype~iencs, tecinical zhilities, and qualities of
‘wrﬁiﬂhtiﬁﬁ."is
The Seecond 'lorld "la:» poster productisn effort

noralleled that »f the Pirgt VWorld 'Jar in that organi-

zationg of volunteer artists evolved to hecome a

e ST RS SRR W, Tl T A
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catalyst in the 221 important vieusl cormmication |

effort between the government and the ;eople.

Post World War II Poster Art

The war poster reached itc highwater mark under
nationalist policies. However, nationalism was fast !

{
dicappearing by the end of YWorld War II.16

By the ;
middle of the 20th century, the world had become much
smaller due to radio, telecommunications, the movies, ,
the press, and the threat of nuclear warfare.1?

After World War II, the graphic arts had a lessening {

impact on U. S. society because of the slump of the

30's (rcduced expenditure on advertising, and the

resultant decrease in the use of the poster as a pri=-

mary method of advertising); the ascendancy of radio

and TV e mere acceptable advertising mediz; the ac-

ceptance of the photograph as the norm; and the failure

{ »f poster designs to reflect imagination and innovation.18

ar posters saw limited exposure during the Korean

“ar, communicating essentially the same messages as

their World War II predecessors.19 The camera and

television became the primary media of government-to-

people visval communication. The heyday of the American

war poster was over.

The Anti-war Poster

In the early 1960s a new challenge to American

ideology and military tradition and heritage was taking
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forn in Yietrnna., Tike Korea, the Vietnam experience

wae o be a limited war effort in that there was no
call for “otal mobilization of the nation. Unlike

| the world wars of the early half of the 20th century,

| realism in communication was to prevail through press,
photo and television coverage of the conflict. Gov-
ernment-to-people communication was no longer an
orgarized effort controlled by the government.ﬁpféﬁgh
one primary visual medium. Thie time the governm;Qt
had competition, not only from the news media but '
from active and vocal anti-war groups as well. _A'few
of the themes and symbols used in the anti-war.moveménx g i
are presented as an example of the evolution of{the
poster as a communicative medium from the pro-govérn- oy
ment tool of World War I to the anti-war vehiqlgA:
of Vietnam. ;,‘ ?d{- : ; ; ;

The anti-war poster contained many of the éﬁﬁﬁols

used in support of governmental needs during tﬁé‘first

and Second World Wars. However, the symbols wété;used

to evoke opposition of goverﬁment policies thrdggh the .

themes of ridicule, parody, fear, and compassidﬁ for

the victime of war - this time fhe Vietnamese people.

Colonial heritagg; Plates 95 and 96 contrast the

uses of American colonial heritage as a vehiclé. <o

deliver opposite messages. Plate 95 appeared é?ortly
< ’ -
after America's entry into the First World Wﬂri"ibﬂ

champions the government's decision to enter ' e
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the war, ' Its message ovoken u patriotic gpirlit in
'he viewer Livcoush 1dentd Fleation via the visual
inggen of the eolonial patriot and the flag. Plate
aC porcedies Daul Nevere's ride to warn the American
patriots ~f the approachins evemy by substituting a
Vietnenecc rider anrd the copy: "THE AMERICANS ARE
COMING." 'The mecsage ig clears the Americans are
the bad suys in Vietnam.

Incle Sam. Flates 97 and 98 use the Uncle Sam
cymbol tn cell their anti-vwar messages. Counter-
elockwicn, from the top (plate 97), Uncle Sam is
chovn sprending his macic carpet of influence south-
word in the Jestern lemiephere; the American sponsored
nffort in Cuba (the Ray of Pigs) is depicted as fail-
ing - the visual image succecting that the Americans
(pige in Unecle Sam tophats) are in over their heads;
snd a cilhouvetted Uncle Sam is manning a machine gun
with the copy stating: "'/A" =»pTAXES-»INFLATION."

Flate 98 i¢ a caricature of Uncle Sam with a mouth
full of Yymher~s depositing thei» deadly pay-loads on
» Vietnanener villace. The copy proclaimss "End
za? 2reath." The messace infers that America is
cougins Hhe Aectruction of non-combatants in Vietnam
and hoe the nower to change that situation.

Fomale/child imase. DPlate 99 uses the mother-

child/fenzle-infant image to create a feeling of

»avuleion and horror in the viewer over the injury
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and death »Ff non-combat:inte in Vietnam., Arain, the
meacace 1 onti U, 5, invelvement in the war.

Muclear war. Plate 100 uses fear of nuclear war

ag the thems, employing the mushroom cloud and skull
symhels *o convey impending derom for mankind if nuc-
lear armc ave not controlled or eliminmted. The poster
was produced bty the Swice movement for peace in 1954,
The slogan reads:  Y“Let ue stop it."

Iieroiem, Plates 101 and 102 contrast the Iwo
Jima symboliem of heroism (plate 101) with peace
(rlate 102). The highly patriotic World War II poster
was converted to an anti-war message thru the trans-
position of a roge for the American flag. The poster
ie a nhotomentage made in 1969 by Ronald and Karen
Sowen,

Plates 96 and 97 are the work of Tomi Ungerer, an
American srtist who saw *he Vietnam wer as "hopeless,
apnceless, ond stupid."?o One of Ungerer's main con-
cerng with the Vietnam war was the financial drain it

inpored on Americans (plate 97),21

Effectiveress Of Poster Art

As ctated in Chapter II, the usefulness of the
poeter ac 2 c- mmunicative medium ig its ability to
zttract a<tentisn 2nd to sell an idea. To sell effect-

ively, 2 poster must be bhoth good art and good adver-

tieing. Tre war poster had to comnmunicate govern-
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mental needs by selling values and ideas. These
valaes and idens were reprecented in emotional themes,
ol often econveyed throurh the use of :‘ymbnlic ’tmnger..

Bvolugtion of categories of need. A way to mea-

sure their effeoctiveness e tr evaluate how well the
E governmentsl needs were met, This will only be done
for the First World War period.

Awarenegs of the threat. The first category of

need was communicating awareness of the enemy threat
to the prople. Examples of poster art in this category

4 date back to 1916 exhortinge such themes 21s "Wake Up

America” and German brutality and atrocity such as

inking of the Lusitania. The fact that the United

-

the

Q

States 7iAd enter the war in April, 1917 on the side of
the allieg without significant national resistance

can attest to the propaganda value of the poster in

F communicating the threat to an initially reluctant

and neutral nation.

Call for resources. The call for resources, the

E coeond category of need, is the most visible with re-
[

rpect to achievement of tangible goals: manpower and

moriey. Sinee the effort ts recruit sufficient vol-
unteers *o man an army failed and the draft had to be
initiatecd, 2 judgement may be made that the recruit-
ing effort via the poeter was ineffective. lowever,

2ll fairnese, hictor:: shows that the recruitment of

v

I : i
large voluntecer armies in time of war has never suc-

3
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cereded, regardless of the communicative media used,
and that the recruiting pocster served a useful and
informative role in communicating the need for volun-
teers to help meet the tremendous and continuing re-
quirement for military manr-wer throughout the war,
The moet dronatic accomplishment of poster advertis-
ing was tie overwhelming success of the Liberty Loan
campaigns., As discussed in Chapter III, the five
campaigns were often over-subscribed, and the ability
of the government to achieve its monetary goals was
attributed directly to the effectiveness of the ad-
vertiecing poster.22

Societal support-humonitarian-finishing the job.

The third, fourth and fifth categories of need (socie-
tal guppor+*: humanitariar; and finishing the jcb) can
hest e measured by the o~utcome of the war - allied
vie*ory. OSince the ultimate governmental goal was
vietory, and since victory could only be obtained
through cocietal support of the war effort, the achieve-
ment of victory is indicative of the government's
success in communicating the need for, and obtaining
gsocietal support. As described in Chapter III, the
noster was the primary medium of vieual communication
employed by the government in achieving societal sur-
port. Therefore, the pnster was an effecitve medium of

communication between the government and the people

during the First World 'lar.

P
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Letrenclment,  The sixth category (retrenchment) wos

limited in scope, and incufficient data is avallable

to analyze other than the effectiveness of the Victory
Ioan campaign. This last campaign, like its predeces-
sors, was overwhelmingly suc-ecsful. In a 20 day per-
iocd from 21 April 1919 to 10 May 1919, $5.25 billion

woo subseribed; of that amount $4.5 billion was accepted.
Chviously, the people were willing to finish the job

of paying for the war.

Analyeis Of Sgleg&gg Individual Posters

Not every posfer produced during YWorld War I wae
~fFfective, As sta:Qd in Chapter III, some poster de-
~i~ns were created in a hurry, and lacked imagination.
Some were poorly drawn or designed. Some were flam-
Loyant and pretentious, symbcls without the necessary
framework of a clear story. .

Bad art. A few examples of poor posters have al-
ready been mentioned earlier in this chapter. The
rosters in plate 103 are examples of art student work
‘vat are poorly drawn, poorly designed, and lack imagi-
ro*ion. The majority of posters that used allegorical
fslumbia ficures also fit in that category (see plate
104)., The Cnlumbia in plate 104 is not only poorly
dravn (is the primary imase male or female?), it is
<150 flamboyant and pretentious, coming close to sym-

nlism without meaning. The catalytic factor in the
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pouter ic¢ not the allegorical gymbolism of the figure,
o Lhe diving cugle, but the silhouetted soldiers merch-

ing to war in the bhackground,

Other examples of poorly drawn and designed posters,
apparently hastily produced to capitalize on the sink-
inr of the Lugitania, are at plates 105 and 106, The
strong emotional reaction sought in the viewer is tem-
rerred by the incongruity of the Hun-children-ocean
relationships in plate 105 and the obvious impossibility
of +the sailor-children-ocear relationships in plate 106.
To appreciate the difference between good and bad poster
art, compare these two efforts with the psychological
pover of Fred Spear's interpretation of the Lusitania
tragedy in plate 111,

Plate 107 is an example of a symbol without a cat-
2lyst - the American ezgle hovering over a ship sailing
out of the shipyard (?) toward the horizon with the
slogan: "THE SHIPS ARE COMING." The analogy of ship-
ping pover adding to American fighting power is intellec-
tunlly acceptable, but the visual message fails in its
mission of instant clarity. Other examples of poor
art, lifeless symbols and uninspiring slogans are at
nlate 108, T"epetition of the need (buy bondg) and -
possible viewer identification with the patriotic.
symboles are the only merits of these poster designs.

Plate 109 is another example of an arresting visual

image that initially conveys a meaning other than
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that imparted by the slogan. The need is to convince
the viewer to cave food, yet food is not a part of

the pictorinsl imece. Although probably an effective
poster, the lack of clarity and requirement for copy
to econvey the mescsage categori-es this example as less
thhan the best poster art.

Plate 110 ic a flamboyant and pretentious concept
in the best heroic tradition. The soldier image is
charging the viewer, weaponless, with the flag grasped
tightly in his hand. Effective? Probably. Pre-
tentious? Definitely.

Comparison of good and bad art. Two posters can

be compared to illustrate the importance of adhering
to the principles of poster design (attract attention,
directness, clarity, memorability). The first is Fred
Spear's Lusitania poster (plate 111), which has al-
ready been discussed in some detail. As poster art,
it meetes all of the principles of poster design listed
above. Additional copy explaining the background of
the inafge was not necessary in 1915 because of the
notoriety of trhe incident.

In contrast to the power and clarity of the image
in plate 111, plate 112 is confusing to the viewer.
e images are well drawn, and the two dimensional
space well designed. The action and inter-relationship
of the figure and the hird images attract attention.

Jut the purpose of the poster -~ the government need it







i

T




136
war created to advertise - is unclear. The Pepartment
of Labor needed to enroll high school boys, primarily
from the cities, to work on farme during their summer
vacations. The purpose of the poster was to sell the
following idecas or attitude-: The need to triumph
over world cdestitution - specifically, a need for
creater supplies of food for the world; and an aware-
neas of; 1) the destitution of Europe, 2) the
chivalry of American high school boys, 3) the joys
of country 1ife, U4) the practical value of farm know-
1ndrre, ond 7) the nercention that victory was within
reach, The pncter does not communicate the desired
meogazec., T eontoainag too much symbolism (member of
Boy's "orking Reserve fighting off vultures of world
famine) that must be analyzed by the viewer to be under-
ctood, 23

Good pogter art of other countries., Good art is

n nececcary insredient tn achieve effective visual

comanmmiecation via the poster medium. DPlates 113 and

114 are examples of gnod foreign poster art., Designed

Fy ITndwig lioklwein, a Germon, they combine the prinei-

nles of poster design with highly developed drafts-

manship and technical artistic skills. Plate 113

advertises an exhibitisn of work by German internees -

in Switzerland. Plate 114 pleads for charity for |

ermnan Iricorer~ of 'ar and civil internees. The {

oymholiecm in both posteres, the expressions and posture

-
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Af the Pimiens, nd the tntal deecirn of the pieces
k «lon £av the rlisht 7 the vrisoner of wo

Julee Vel Patvre's dosipn for the Second NMational

("vonel) Noafence Toan (plate 115) is simplicity and

elctity, domamie action, an? 1 e freghnecs (innocence?)
1d vionr Af enthusiactic icdentification with the cause.

The elogons  "Ue will cet them!® reinforces the strong

visual meerage.

Pocter Nesi~n And Symbolienm

Ae mentinned earlier in this chapter, there was a
eepnral lenk of vinlence ond realiem in the posters
prodieed deving World ter T, A general attitude pre-
voiled that ¥i1ling peorle - even the enemy - was wrong
nnd phanld nnt be overtly sdverticed,?  This attitude
par~ied over to “World “ar II, where few atrocity
nonters fphoqred.?f There were come n-tzble exceptions
during the Great lar, however. The pocter of the child
impoleAd on o inn eword (nlate 27), which was described
rorlier, fe anteworthy for the exceptionally violent
emntinna it conveys., Plate 116 alco contains violent
nie+tarial imares, portraying on eclert American soldier
skenfAdline +he 1ifsloea bod; of the enemyr he has ob-
viounesly Ine+ Ajiepatched, ~ifle and bayonet at the ready.
™ea imprriant ~;mbol ~F the gniked German helmet ie

present novrt te the hody *o insure that the viewer ie

rlear or *~ the identity of the deceased. The total

pietarisl imnse conveye 2 tension, a feeling of built-up
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ene ey ready v evalade i- vielent a2etior. There is no
donht thet vialent cation hod immedictely preceded the
moment coptured in the image, The poster is effective
in that *e viewer ic exhorted tc “Come Oni" and join
the goldie~ in Liie suececersf 1 fight by buying more
Liherty Ronde.
Exontinotion of anti-va2r posters produced during the

Yigtaam ann revesls thzt the non-vinlent and non-realis-
tie trend oFf poster degign of World Ware I and IT did

7t enntinus inteo the 1960s. This may be a result of
the influener Af the renlism experienced through still
end motion nieturs photooraphy, and the enormous de-
reepnn in time from the occurence of a military event
or incident until its public announcement by the news
media, It iec hard to keep realism out of the graphic
medivm wher %elevieior and the still camera bring "real"

imaror of death and destruction into the viewer's living

YOO0T .

fornic Imare

ation of images appeared in

2
poet of the American lorld War I poster art. The
haroie imace is an idealization of the human form,
hicrer than life-gize and eymbolizing strength, virili-

ty pewer and Invitnecibrlity. Artigits can control ‘the

v

cffeect that “he incze crectes in the viewer tarough
-

use of gelected paynical cheracteristics when creating

the imaze. Thilipp Fehl, in a thesis for a llaster »f 4
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s e
>

e depres foom Stanford University, snalyzes the
3 Ay e i o ool leebion of World War IT poatere
' hoshaspetacalepy,  Fov example; in hls thesl:
’ Fohl =afler—ad ta Adefivitions of phyeical charaeteristics
[ Arseribed hye lemilion lleCermio’™ in hise Characterolory,
ﬁ» | an Zxac* Science, suck zs the following description
of the physical charsctericeties of brutality:

Zroad forehes? of medium height

: . vah :
neavy 1w exelraws

o ®

(2)

(r)

(c) Hedium or emall eyes

(d) Targe, hroad nose with expanded nostrils
| (e) Larce, broad, tightly shut mouth.

(f) Sguare jaws . ;

{z) broad, prominent chin.
r (n) Thick ears
| (i) Suort, thick neck?26

Dxaminctisn of plats 25 reveals the use of many of

e

trece characterictics in depiction of the enemy. The

? opposite ic true when characterizing the hero visually,

ooy medium beight and weigh+; acquiline nose; broad

f =1 gousre jows thin lips, tightly closed; ete.27
E Plater 26 and A sre examplen of posters that incor- '
&
: porcte nany of the finer physieal characteristies in
tie enaldiep/tmericoy male imares to create the im-
arescion of heraie and fecrlegg young manhood.
ileroic-zeclie. Lnother technigue uged by some ar- i

E tiote to convey the "higrsr than lifelike" image was »

ht or nire hezd-lengthe long, %

~asiie» thaa the normal seven head-lengths. This was

s~ martificstion of the Denciccance "“heroic-scale"
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ne Uoward Brodie in "Torld “ar II combat ﬁrawiﬂgs.ze
™ male imores in dlotee M and 68 appezr to have been

Awoysy to thig “rearaie-ceale,.® Jumecs Montromery Plagg's

“4

natential Marine (nlate 26) emhodies the inherent mas-

2y

cvlinity, heroism, and rirhteousness of the early

20th contr-y imerican male | » what the government
would like *he American male to be). Ilate 117 is a
photasraph of Flagg painting his Marine poster (1918)
in front of the New York Public Library building to
drav attention to the war effort. And perhaps one

of *he nost memorable images of heroism was painted
from a Second Wlorld ‘lar photograph - the Marines rais-
ine the flag on Iwo Jima. Plate 101 depicts President
Truman, Treacury Secretzry Morgenthau and three of

“he participants (including I~z Hayes - extreme right)

admiring the wa~ poster commemorating the famous event.

Uncle Sam

0f 211 of the symbhols that emerged from both world
wars, the most famous and popular is Jamegs Montgomery
Tlage's version of Uncle Sam. Flagg borrowed the idea
for the "I WANT YOU" pocter (plate 119) from Alfred
Ieete's rendering of 2Britain's War Minister, Lord
Kitchener (plate 118). Flzzs's "I WANT YOU" poster
is the best knovm Americen war pocter, with an esti-

mated five million plus conies and reproductions

printed through the year=z.29 Tt is still in use by

the U. S. Army Recruiting Command.
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Temale Inec e

Tke fernle imoge wos also widely used in American
Pirat “orld Jor noster ar*, Mzurice Rickards commentse
ar the international use of the female image in his
£

Posters of the Tirsgt YWorld “ar but does not get into

)

ar anclycic of the Americen female noster image. Fehl
2lsn addrences the female figure in his master's
thesis, catezorizing the women in the poster collection
e reviewed as "either glamorous, dainty and basically
helpless, symbels of the things for which men go to
war, or they ore enlisted women."30 Anerican posters
conveyed women as allegorical symhols of national
mity (plate 120); nurses and healers (plate 121);
the "second line of defense" (plate 122); victims of
var (plate 123); heroic volunteers (plate 124); de-
fengelecs and in need of protection (plate 125); and

allegorical warrviors (plate 126).

Female image trende, It is interesting to note

thot the woman and child image was used in World UWars
T, TI, arnd the anti-war nosters of the 1960s to com-
municate the same message: anger about the atrocities
of war and compzssion for +the innocent victims (see
plate 127),

The Grestest ilother in the World. Flate 128 is

one Hf the more famous femcle images to come out of
the Firgt 'Jorld "ar, Tt Laoes been widely interpreted,
and definitely econtaine religious as vell as maternal

cymbolism, The reduced ccale of the soldier in the
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“tmpteher, rmoiled in the arms of the female image,
snerrente the Viwein and Child. The pnse of the total

imace, the flowing drapery-like clothing adorning the

' cemale imnre, the angelic expression (with eyes cast
| Yeaven-ar?), and the bare toea peeking nut from :
- 5
: . under the draning veetrentr a1l su~gest liichelangelo's ;
E.] Pieta - the seculpture of iiary holding the dead body E
: of Chri-~+."1 3 nogtage stamp printed in 1931 was S
. nodeled after the noster, and the image was used again ?
in World War IT by the Red Cross. é
:
“ Gonclusiong %
» hat was “hat flood of posters during World War I %
3
a1l about? %Why were they created? Was there a con- %
talled, Ariving force hehind their creation, or did |
£
they juct hampen? What was their effect on mass atti- %
g > ' den and hekavior? Do *he principles of pictorial E
] ~neter decign still perterin to visual communication, §
. rogardlece nf the medium? Does the graphic art poster |
f
¥ hove o future 20 o medium of mass communication for
the U. &, Armg?

b B

Thesr nuertions are the basis for this study of

S A T AT

mi»nt Wnr1l4 Uar pneter art. Some have obvious answers;
atliere ran anly he aubjrcotad tn conjecture due to the

trd regearch conducted in respect to

e

ralatively 1im

o

.

v » seope ~f the material,
American World War I poster production was, for the

maet par+t, o controlled mase communicative effort to
P

CIOWL, Boom, Jo W roreg



1:‘_!)

v Laip e ihile receuren: Lo mect the needs of the
Ledi ted Bkatog Uovernmeni, The instrument of the gov-
eruront in eapntrolling porter production was the
Mivieion of Metorial Publieity. Although an organi-
metion cf volunteer artists. i+ received its legiti-
macy from the Committee of Public Information, which
was a part aof the formal institution.

To better understend the purposes and processes
of the Firest World War poster produection effort, the
major ingredients of the communication product have
heen define? no followns 1) Caterorier of need:s tle

‘oupinge of wnr octers with similar themes designed
to reinforce, or chenge, public attitude o~ behavior

to produce tangible produnts that answered governmental

needs; 2) Themes: the intangible institutional values,
or ideazs, that were exprersed in the form of visual
‘npgea and clogang t9 convey an emotional concept of
the inetittisnal value Nr idea to the viewer; 3)
™imery merrogesr  The emctisnal theme in the pictorial
imnge convoyed to the viewer, such as hate or compassion,
- feary B)  Secondary meccages the attitude or be-
vavior degired from the viewer to meet a tangible need
af tha government, suech as enlistment or purchase of
Liherty Londe,

e At pogter production compenents. Cate-

goriee of n~ed dealt with tangible products, i.e.,

*he niaterinl needa of the government to successfully

wara wer, Thermee used in nosters dealt with values




o grttitedee,  They were desicned on an emotional,

ratiier than atraight factuzl base. V'ecruiting, then,

T &

wan not a doster theme. It wag a category of need,

cince the product of reeruiting was a commodity needed

~

'y the goverpment, - manpower. The themes used in

N

t

ne

reerulitine eoterar:: were emotional, i.e., patriotism,

SE——

shame, and guilft.

Analyciz of World VWer I posters reveals that two
meercager wore communicated to the viewer, Whether
thic wag intentional, or eimply an integral part of
the proececs, is only conjecture. Examination of the
anpy different nocters decigned by different artists
wer g four +n five year period, all of which contain
aa o minimu» +wo meseages, leads to the conclusion that

+he emntional eontent - o feeling generated in the

; rinvar By +the theme - ig a process that will happen
rerardless of whether or not it is consciously designed.
Ihe reecond necsase, that of product merchandising,

of

mn
Q2

{

b

s nhwisucly congcigusly planneds But the succe

v eelling effart ic dependent upon how well the two

o e
rlomerts ~f 4he tntal meccage work tegether. The

catalyst i~ iaverisbly the symbols and imagery employed

‘ Lty the dericner. Too vinlent imagery may evoke so much

v

<

four, hotred ar anger (primary message) in the viewer

’ Cld s

An = emotisral level thet nhe is turned off, and the
toncinle praduct (necondary messege) never attains a
~nfficient level ~f aworeness within the viewer to be

L PR 1 "
hovgl.t,

AR Nt

I e AR AR i B R R AN A T N T T e QR Gk LTI s e g Ly ! s~ T ° o

s i e er Allch it
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A mateix summarizing the categories of need, themes,
primary and cecondary mersages and symbols 1s at plate

120

Princinlegs of posgter design. If the rrinciples

j of pooter decign are not fo1'ced the message is not
f offectively communicated. For example, a visual com-
E: | mniecation effort that dnee not attract the potential
viewer's azttention cannot sell its product. As pointed

out hy Alvin Tnffler in [Future Shock, the asecault

]
h ppon the public eye and ear has become overwhelming.
Toffler ctates:

liothing, indeed is quite so purposive as ad-
vertising, and today the average American adult
is assaulted by a2 minimum of 560 acdvertising
messages each day. Of the 560 to which he is
exposed, however, he only notices seventy-six.
In effect, he blocks out U484 advertising messages
2 doy to nreserve hig attention for other matters.3

Although sompetition from other wvisual communica-

tive media far public attention was not a significant

faetor in 1014-1919, the 2bility to capture public in-
teract md nttention, and clearly and directly communi-
cnte o negeope that would bhe remenmbered was the goal

of the effective poster. Today, as pointed out by

E Toffler in Tuture Shock, the fast paced and rapidly

changing environment of the average U. S. citizen

demands tha* proponents nf mase media advertising ad-
“ere tc the hagic visual communication prineciples for
+he hegt rerults, Otherwiese, that important idea or

product nay end un as one of the W84 daily messages
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Fled spt Miiead ap#% By the ayevace fmovican adult,

Ihe prineciples of pictoriel poster design are few
and cimnle, and can be annlied tn effective visual
c~mmyuniecntion regcardless ~f the medium used. Briefly
~tated, an affective piece of nictorial communication
chould: 1) attract attention: well decigned but
nat too litercl; 2) bhe clear: message unmistakable
~nd eonveyed inctantly; 2) be imarinative: elicit
viewer interert and participation; 4) 1let the visual
imogse tell tlie story: too much copy will not hold
viever nttention; 5)' he convincings sell the benefits
of +the product oo that +-e viewer remembers the message.

An artiecle in the April 1977 issue of American

1t mrgazine sume up the legacy and the value of

noster Aecign prinecinles in today's highly competitive

e
T L&

commmicstione mar%Zet am fnallowes

TII'R magazine pwiA fteelf on being on top
nf +he newe, n fant it ,as handled amazingly con-
aiderin~ the nhyrieal realitiec »f what it takes
42 et fronm news *o newstand. The TIIE cover
beare the responsibility of being more than eye-
catechinz: it muet info™m the reader with poster-

like impact 2bhoaut *he major issue of the week....~”

SJeneral cymmary of noster's role. As discussed

earlier, during the Firet World War the pictorial
noster wae eveccerrfl in geining general American
rnhlie eupnnr+ for the wer offort, As briefly die-
cricead in thirs elanter, the plectorial poster played a
dirminiehing role in Worled 'lar I1 and Kcrea as a result

0f the ascendancy of photographic and electronic mass

(&)
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madia, Nurin- the Vietnam erz, the nocter became a
tool primarily of the anti-war groups, 2nd the needs

af Ste U. 5. TOovernment were advertised via the other

J
pese medi .
!
Tuture Of The Granhic Art D¢ 'ter
{
i The graphic art poster =till plays a role in the

communication process within the U. S. military. It
hne keen relesated to an internal communication ve-
hieles, however, and loses most of its public-attitude
inflvencing power Aue to ite limited exposure. Cata-
cories of need communiceted by military posters today
dral vith cuech moregerial hygiene factors as energy
connervotion, cafet -, health, education, cost effec-
tivenesz, and other internal programs and problems.

The najor advertising effort of the U. S. Army has
been conducted in recruiting the "All Volunteer Arnmy."
. . Aver h2g adminictered the Army advertising pro-
=ran ginrce fiscal year 1968, The N. W. Ayer advertising

eoncept in presenting th~ Army to the public "i=s one

&

.

central ides, a2z simply stated as pOSSihle."3” The
advertigirg firm uees the nhotograph and copy as mutually
sunpoirting elements within an advertisement, focusing

the cony on one idea indigenous to the advertisement.

M. . Ayer employs "a wide range of media for the Army:
nrint, primarily magazines, newspapers, radio, television,

direact mail, ree~uiter promotion items, billhoards,

nastere, ot al,"?5 iir. Thomas F. Maxey, Senior Vice
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Iresident, 1. . Ayer, fcelr that "electronic media

are heet cnited tn promote Army service" nnd that tele-
vicion moy be the heot medium to advertine the Army
cince it combines aundio 2nd visual effects to provide
cctin and impact in deliverin~ the message.36

Pretere ore nged mrimarily as give-away items to evoke
natriotism, which N. W. Ayer considers to be "a latent
anpeal *o most young American men and women."37 Flagg's
T TANT YOU FC™ U. S. APHY" World War I finger-pointing
Unele Sam pnater has proven successful to their ad-
vertieing offort as o give-awoy item.38

Potentinl of tlie posgter today. D2ced on this re- |

viey nf our war poster heritage, there is an important |
and migsion-related external role for the graphic art
pocter in the modern military. Ihe reproduction and
sale of "'orld War I and II American military posters

ne collectibhles would offer both 2 source of income to

the government and remind Americans »f their 20th cen-

$1mr militor heritage. . In this ers of nostalgia in |

Ameries, snsk an enternrise could be well received by

the reneral nublic. As a minimum, the publication and
cale of dereriptive catalocs of the Government's cnl-

lection of war posteres would accomplish the same goal.

Another area that could lend itself to communication ]

via the pncter medium is that of the Army's current
aeedg in meeting its poet-Vietnam peccetime mission.

. Sueh arewr ag rublie image, training to "win the firet

T ot e N R NN VP PR A B, T
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battle," suctained Hayaleal fitnese, a profesgional
and prepored cadve, the importaonce of a tirained and well-
equipped ciliven-goldier regerve all have potential

for exploitation through visual communicaztion via the
Sraphic art poster medium.

Concidering the current and projected fuel crisis,
»igh 2ir pellution, and the heavily congested traffic
conditions of the larger inner-city areas in the United
States, eventuzl mendatory use of public transportation
systems in many cities 1g = distinet possibility. Under
cuech cireunslanceg, the digplay of graphic pictorial
art pogteras ir publie transportation vehicles through-
asut the U. 3. would expoce military categories of need
to a constantly changing public audience on a daily bhasis.

Carefvl definition of categories of need and plan-
ning of there«, combined with high quality art work
cnd adrerence *0o th2 principlez of visual communication
w111 pry large dividends ir communicating in a creditle
fooriosn both thar Army's needs and achievements to the

American peopleé.
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