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and British troops broke through 

the German defenses west of the 

a rs pe March of 1945 American 
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vi 

Rhine, crossed the river, and fanned 

out in the countryside beyond. By the 

21st of the month, the Third U.S. 

Army under General Patton was 

within twenty miles of Frankfurt. 

Among the feeble means of armed and 

psychological resistance scraped to-’' 

gether by a collapsing regime was a 

poster that had been designed and 

printed some months earlier and was 

now posted again on walls and build- 

ings throughout the heavily bombed 

city. 

The poster shows three figures 

standing on a pile of rubble, the un- 

damaged Frankfurt cathedral behind 

them. At the center is an adolescent 

boy in the uniform of an air force 

helper, holding a pickax (Fig. 1). He is 

flanked by a young woman in overalls 

with a gas mask hanging on her chest, 

her lower right arm bandaged, and by 

an older man in a worker’s cap, who 

holds a hammer in his left hand and a 

flagstaff with a swastika in his right. 

The three represent the remains of the 

city’s population, whose men between 

the ages of sixteen and the late forties 

were away fighting on shrinking 

fronts. The three figures are drawn in 

black, as are the broken boards and 

bricks on which they stand, the cathe- 

dral, the swastika, and the first two 

words of the poster’s text: ‘‘Frontstadt 

Frankfurt” (Frankfurt, city in the front 

lines). The rest of the design on a 

white background is in red: the cloth 

of the flag around the black swastika 

in the white circle, the boy’s arm 

band, and the remaining two words at 

the bottom of the poster: ‘“‘wird ge- 

halten!”’ (will be held!). Also in red 

are flame-like shapes that curl upward 

from the text on both sides of the 

poster. The overt message is one of de- 

fiance and determination, but the im- 

age is of despair and confusion. The 

cathedral, obviously introduced as a 

symbol of the city, clashes with the 

pagan swastika—their association in 

an official poster would have been 

highly unlikely just twelve months 

earlier. The figures in the poster seem 

as hopeless and defeated as do people 

in photographs taken in the last 

months of the war, when three-quar- 

ters of the center of Frankfurt had 

been destroyed. What may be most 

startling about the poster is how the 

flames that surround the little group, 

as though they were ancient Hebrews 

or modern Jews in a fiery furnace, al- 

most blend with the red of the flag at 

the upper edge of the poster. Could 

the artist by associating the flames 

with the flag, which itself is split like 

a representation of fire, have been im- 

plying that the flag and what it stands 

for was responsible for the flames? 

However we interpret this particular 

conjunction, it is clear that the poster’s 

heroic and threatening message was 

not supported by its image. It would 

be interesting to know how the Nazi 

officials who commissioned the poster 

reacted to it before they fled the city 

they had sworn to defend; but it is cer- 

tain that the poster’s verbal message 

was rejected by the overwhelming ma- 

jority of the people to whom it was ad- 

dressed. 

The puzzle surrounding the poster 

is intensified by the identity of the art- 

ist, Hans Schweitzer. In the 1920s and 

during the Third Reich, Schweitzer, 

who used the pseudonym Mjoélnir (a 

Norse word signifying hammer of 

Thor, the God of Thunder and War), 

was a well-known National Socialist 

artist, creator of virulently anti-semitic 

cartoons and of posters that were often 

harsh and violent. As a high-ranking 

functionary in the Propaganda Minis- 

try he helped organize the exhibition 

“Degenerate Art” in 1937. Was this 

poster seven and one-half years later a 

conscious or unconscious admission 

of defeat? Can it be interpreted as evi- 

dence of the disillusionment of even 

the Party faithful? Is the man with the 

hammer Schweitzer himself? Or 

should it rather be seen as a document 

of National Socialist nihilism, which 

continued a hopeless war in order to 

destroy the German people who had 

not proved worthy of the vision of the 

Third Reich? However we interpret 

the poster, in its message, design, and 

sparse use of color—colored inks be- 

ing almost unattainable in the last 

months of the war—the poster is a true 

artifact of the ultimate stage of Ger- 

many’s destruction and defeat. It may 

be that here, as with all posters, what 

matters most is not to arrive at firm an- 
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Introduction 

swers about their several meanings but 

to understand that, regardless how as- 

sertive they appear, posters raise ques- 

tions. Recognizing the questions and 

responding to them becomes easier 

once we have looked at large numbers 

of posters, compared one with an- 

other, noted similarities and differ- 

ences, and placed them in the context 

of our knowledge of history and ‘otr * 

historical imagination. Behind each 

poster lie two converging lines: the 

political or cultural development to 

which it refers, and the aesthetic de- 

velopment it represents. The poster it- 

self is the point at which the two lines 

meet.’ 

The poster as we know it today was a 

creation of the nineteenth century, of 

its technological innovations and its 

social, economic, and political trans- 

formations. The introduction of inex- 

pensive, multi-copy processes of color 

printing and the development of bright 

printer’s inks made posters technically 

feasible; the change from a traditional, 

largely rural way of life to the mobile 

mass societies of the industrial age 

made them economically desirable 

and at times even necessary. 

In simpler form and smaller print 

runs posters had existed far earlier. 

They were used by political factions 

during the French Revolution, by the 

military to recruit in eighteenth-cen- 

tury Europe and America, as anti- 

Spanish handbills and broadsheets by 

the Dutch during the Revolt of the 

Netherlands. Even when few could 

read, there was usually someone 

around to spell out and explain the 

text, and even the unlettered could 

puzzle out the poster’s message if an 

image accompanied the words. Often 

these posters addressed a segment of 

the population—for example, poor 

young men who might be willing to 

enlist as soldiers. Later posters, by 

contrast, tended to seek out the gen- 

eral public. 

Such a public began to emerge with 

the political upheavals of the end of 

the eighteenth century and with the 

coming of the Industrial Revolution. 

Economic and political life lost its 

geographic segmentation and became 

less hierarchical, privilege and defer- 

ence diminished, and as the attitudes 

and wishes of the mass of the popula- 

tion took on new significance, the road 

lay open for new means of communi- 

cating with the public at large. Just as 

small newspapers published for the 

educated reader of the federalist and 

Napoleonic eras gave way to the mass- 

circulation popular press, so the hand- 

bills and proclamations of patriarchal 

society evolved into the modern 

poster. 

Taken one by one, and leaving aside 

technical refinements, the modern 

poster does not differ much from its 

predecessors. Recruiting posters 

mounted outside taverns in the towns 

and villages of Picardy or Lanquedoc 

(Fig. 2), or posters announcing the ar- 

rival of a travelling circus in Hartford 

or Columbus in antebellum America, 

resemble posters with similar mes- 

sages today, even though early recruit- 

ing posters rarely exhibited the stri- 

dent patriotism of later specimens. 

The essential difference between post- 

ers before and after the Industrial Rev- 

olution was a matter of quantity. From 

the later nineteenth century on, the 

print runs of individual posters were 

far greater, as was the number of dif- 

ferent posters designed. Once a procla- 

mation or handbill had been a minor 

element of everyday life. A century 

later the poster had grown into a per- 

manent visual and psychological pres- 

ence for the tens, and eventually hun- 

dreds, of millions of potential viewers 

that constitute modern society. 

The growth of this society coincided 

with the triumph of the nation-state. 

Competition between states affected 

and intensified economic competition, 

not only of state against state but 

within each country as well. In com- 

merce and culture, as in politics and 

war, the poster was used increasingly 

to define one’s position—to praise the 

quality of one’s products in words and 

image or give visual expression to pa- 

triotism—and also to operate as a 

weapon against rivals and enemies. 

From the last decades of the nine- 

teenth century to the end of the Sec- 

ond World War, the poster was one of 

the most visible and constant signs of 

the struggle for an audience, for cus- 

tomers and political supporters, and of 



the clash between states and ideolo- 

gies. Its dominance ended only with 

the wider use of radio broadcasts, 

newsreels, and the emergence of tele- 

vision. Until then, posters were the 

battle flags of commercial, cultural, 

and political rivalries—symbols that 

themselves were part of the conflict. 

For us they represent both physical 

remnants of the times in which they 

were Created and historical documents 

that help us understand these times. 

Early examples of the modern poster 

began to appear in European and 

“American cities in the 1860s and ’70s. 

Printed at first in black and then in- 

creasingly in color on large-sized pa- 

per, often combining text with image, 

they advertised theatrical and musical 

performances and goods for sale. 

Within two decades they had become 

a commonplace feature of the urban 

scene, and through copies that have 

survived we can see the environment 

they addressed and reflected. They 

document not only aspects of the cul- 

tural and economic life where goods 

and services met with potential cus- 

tomers, but also with what may be 

called the public area of party politics. 

When war broke out in Europe in 1914 

the political role of the poster ex- 

panded enormously. Posters became 

testimony to the crisis of Western civi- 

lization that lasted until 1945, and be- 

yond. Finally, posters document their 

own history, not only as instruments 

of persuasion but as aesthetic objects, 

products of artistic creativity that in- 

teract with the changing styles of 

Western art. 

Commerce and culture, politics and 

ideology, the great wars in the first 

half of the twentieth century, the his- 

tory of the poster itself—all of these 

posters illustrate and document. But 

as with other kinds of documentation, 

posters rarely provide complete and 

unambiguous testimony. Often their 

various components—text, image, de- 

sign, and color—are not completely in 

accord. As the example of Mjdlnir’s 

appeal to defend Frankfurt to the 

death has shown us, a poster’s state- 

ment or image may be open to more 

than one interpretation, either at the ’ 

time or by later viewers not familiar 

with the circumstances under which 

the poster was created. Nor can it sim- 

ply be assumed that a poster speaks 

with one voice. The designer is em- 

ployed to express a specific message 

and may have to work with a pre- 

scribed slogan or motif; even his range 

of colors may be dictated. The details 

of the genesis of a poster are rarely 

known, and the extent to which a 

poster expresses either a general opin- 

ion or an idiosyncratic view cannot al- 

ways be sorted out. Finally, reliable 

information about the number of cop- 

ies printed and distributed may not be 

available; more often than not, the ef- 

fectiveness of a particular poster is dif- 

ficult to determine. 

Posters depend upon an ability to 

attract and inform, and as urban soci- 

ety in the nineteenth century became 

more hurried, poster designers had to 

adjust to the new, less leisurely condi- 

tions. When the young Parisian lithog- 

rapher Jules Chéret began to publish 

his pioneering posters in the late 

1860s, the medium’s potential for in- 

trusiveness was barely understood. 

Still, contemporary observers soon 

noted the magic of Chéret’s colorful 

prints pasted on construction scaffold- 

ing and house walls, which burst 

through the gray monotony of the ur- 

ban scene. Chéret’s early posters were 

no more than a step or two removed 

from the traditional pattern of infor- 

mation crammed into the available 

space, with little concern for reaching 

into the passing crowd and inducing 

people to stop and receive the mes- 

sage. An announcement of an 1868 

performance of an operetta by Jacques 

Offenbach consists almost entirely of 

detailed sketches of the cast, shown in 

characteristic scenes from the work, 

across which the place and time of the 

performance and other such informa- 

tion is printed in a standard commer- 

cial typeface. None of this is particu- 

larly attractive or created for impact at 

a distance. But in the center of the 

poster, the operetta’s leading lady in 

flowing silvery robes, drawn to a larger 

scale than the rest of the cast, provides 

a strong visual and emotional focus. 

Over the next decades, Chéret pursued 

the potential of this arrangement until, 

in 1893, in his poster of the dancer 

introduction / ix 
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OLIES - BERGER 

Loie Fuller of the Folies Bergere—per- 

haps his most famous work—he 

achieved a powerful impact, whether 

seen close-up or at a distance, with the 

simplest possible design and a narrow 

range of colors (Fig. 3 and Poster 3). 

Against a blue-black background the 

dancer floats, her veils—which change 

from yellow to orange to grey under 

invisible electric lights—whirling . 

around her body. Her red hair draws 

our eyes to the legend in red that runs 

along the top and bottom of the poster; 

the letters, especially those at the top, 

have sinuous curves which repeat the 

curves of the woman’s body. The 

drawing of Loie Fuller remains sur- 

prisingly realistic and three-dimen- 

sional, but the overall effect is one of 

unity of image, typography, and color, 

of simplicity, and of a wonderful, gay 

elegance. 

On the whole, the most powerful 

and seductive posters continue to be 

those that create a strong, unified im- 

pression, not dependent on a careful 

perusal but to be taken in quickly by 

people hurrying past or stopping 

briefly. The desired effect may be 

achieved by simple or complex de- 

signs, and has never been linked to 

any particular aesthetic style. Poster 

designers have always borrowed from 

various artistic directions. In turn, 

their strongest work has had an impact 

on artists, as Chéret seems to have in- 

fluenced Seurat and, especially, Tou- 

louse-Lautrec, whose posters achieved 

a degree of psychological analysis and 

aesthetic daring that Chéret neither 

could nor would have wanted to 

equal. 

The interaction between art and poster 

design has been enriching for both, if 

not always fully successful. Impres- 

sionism rarely worked well in posters, 

perhaps because its coloristic varia- 

tions and allusiveness were difficult to 

integrate with lettering that had to 

stand out clearly. Typography com- 

bined more easily with expressionism, 

but the style was too complex and re- 

mote from popular taste—and even 

from comprehension—to be effective, 

except in watered-down adaptations. 

On the other hand, poster designers 

borrowed successfully from various 

types of abstract art, from cubism, and 

especially from the many versions of 

art nouveau. The decorative, intellec- 

tually undemanding appeal of art nou- 

veau lent itself perhaps too easily to 

poster design, and posters became 

among the most significant products of 

the style, both at the turn of the cen- 

tury and in its 1960s revival. But as 

important as the art poster and posters 

influenced by art movements have 

been, they have never been dominant, 

except possibly in books on the design 

and history of posters. In the commer- 

cial and political world, a conven- 

tional poster style, derived from Victo- 

rian book illustrations, easel paintings, 

or modest shop-window advertise- 

ments, remained ubiquitous, even at a 

time when modern poster design 

reached a first high point in France 

and later in Great Britain and Central 

Europe. This dichotomy between the 

innovative and the traditional contin- 

ued throughout the First and Second 

World Wars. It remains far from cer- 

tain that the more aesthetically inter- 

esting posters have invariably been the 

most effective. 

A particular poster’s impact can 

rarely be measured accurately. Quan- 

tity and number of printings indicate a 

contemporary estimate of a poster’s 

appeal, as do comments by observers 

and critics. But much of this is highly 

subjective. The medium as a whole, 

however, has generally been regarded 

as effective. This was particularly true 

during the First World War when gov- 

ernments, with only limited means of 

mass communication at their disposal, 

resorted heavily to the use of posters. 

Consequently, the investment of man- 

power and other resources in their 

production was large. 

Among thousands of posters 

printed, some were perceived as hav- 

ing had a particularly strong impact, 

though today the reasons for this are 

not always clear. What was it about Jo- 

seph Pennell’s science-fiction vision of 

a Manhattan smashed to rubble that 

caused it to be reproduced in two mil- 

lion copies? The frequent reprinting of 

posters by Jules Abel Faivre suggests 

that his manner of personalizing the 

national struggle and his sketch-like 

technique struck a chord among the 



French public. Similarly, Lucian Bern- 

hard’s war loan posters have been 

credited with helping to make the later 

German loan drives so successful. 

Bernhard’s sparse, earthy colors and 

the Gothic typeface he adapted for 

these posters—traditionally Germanic, 

but with a legibility that made them 

very modern—seem to have suited the 

country’s mood at the time. But in the 

absence of systematic market research 

these remain no more than reasonable 

assumptions. 

In the Second World War the need 

_for posters was no longer as apparent, 

and yet they continued to be produced 

in great numbers. Besides newspapers, 

the primary means of mass communi- 

cation then available to governments— 

probably less so in the Soviet Union 

than elsewhere—were the radio and 

newsreel, which became extremely 

important tools for shaping popular 

opinion. Official announcements 

posted in public places and factories 

continued to play a major role, as did 

posters. They appealed for volunteers, 

instructed in air-raid precautions, and 

sought to intensify hatred of the en- 

emy. But posters had become clearly a 

subsidiary means of communication, 

although they lost none of their docu- 

mentary and evidentiary power. More 

research is needed on the relative ef- 

fectiveness of the various media cam- 

paigns of domestic and foreign propa- 

ganda, on efforts to inform and 

influence public opinion, but a great 

deal of available official and unofficial 

evidence indicates the auxiliary role to 

which posters were limited. It is tell- 

ing, for instance, that posters are 

scarcely discussed in the top-secret re- 

ports on the German home front that 

the Security Service of the SS issued 

to the most senior officials of the gov- 

ernment and party. The reports cover- 

ing the years from 1938 to 1945 in- 

clude hundreds of pages on the 

public’s reaction to newspaper cover- 

age of the war, to German and Allied 

radio broadcasts, and to the newsreels, 

which had such a vivid impact that 

many people went to the cinema only 

to see them and left when the feature 

film began. But posters are not men- 

tioned, except for very few refer- 

ences—for instance, an observation 

that the ‘‘screeching posters” of Ger- 

man occupation authorities in France 

were counter-productive.? 

To a far greater degree than the de- 

mocracies, fascist and communist dic- 

tatorships used posters to define and 

assert their authority. In war as in 

peace, posters were one element in the 

arsenal of symbols and symbolic im- 

ages with which individuals were al- 

ways surrounded. In his memoirs, the 

philologist Victor Klemperer, a man 

who survived both Nazi persecution 

and Allied bombing, recalls the un- 

changing dullness of German wartime 

posters: They were ‘“‘always cut from 

the same pattern. We were always 

shown the same type of brutal and 

jaw-clenched, taut fighter. ... Physical 

strength, the fanaticized will, muscles, 

hardness, and the undoubted absence 

of any thought were the characteristic 

features of these advertisements.’ 

Of course there were exceptions to 

this pattern—for example, the brilliant 

poster “Shhh!” that warned against 

loose talk, not because the enemy 

might be listening, but to protect the 

ideological cohesion of the German 

people against rumors and complaints. 

Another exception, which even im- 

pressed Klemperer, was the anarchic 

poster figure of Kohlenklau (grabber of 

coal), a dangerously asocial thief ofa 

rationed and increasingly scarce com- 

modity who was utilized as the center- 

piece of a campaign against stealing 

and the black market (Fig. 4). The im- 

age and name of Kohlenklau entered 

the language, and if the Third Reich 

had lasted longer he might have be- 

come a mythical figure. It tells us 

something not only about the charac- 

ter of the Nazi regime and daily life in 

wartime Germany but about the role of 

the poster as an intermediary between 

the government and the public, that 

the greatest popular success of any 

German poster during the Second 

World War was not a representation of 

ideology, military victory, or the tri- 

umph of the will, but rather the badly 

drawn image of a sneak thief. 

Early in its history, the modern poster 

became something to study, preserve, 

and collect. The first articles and 

books on posters appeared in the 

Sein Magen knurrt, sein Sack ist leer, 

und gierig schniffelt er umher. 

An Ofen, Herd, an Hahn und Topf, 

an Fenster, Tur und Schalterknopf 

holt er mit List, was Ihr versaut. 

Die Rustung ist damit beklaut, 

die auch Dein biBchen notig hat, 

das er jetzt sucht in Land und Stadt. 

“Fast thol 
In den Zeitungen steht mehr ber ihn 
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1880s; clubs were formed and exhibi- 

tions held, the term ‘‘art poster’ 

gained currency, and soon posters 

were printed on better paper with 

greater care for serious collectors and 

for people who wanted to decorate 

their rooms with examples of this new 

applied art. Beginning in France and 

Great Britain, these new developments 

quickly spread throughout the western 

world. In the middle of the First 

World War, the leading German jour- 

nal devoted to the history and design 

of posters increased its print run from 

2800 to 4000 copies and still could not 

meet the demand. By the beginning of 

1921, the German Society of Friends of 

the Poster had some 5000 members. If 

it was primarily the poster as an aes- 

thetic object that attracted interest, at- 

tention was also paid to the poster’s 

ability to reflect and explain current 

events. During the war, exhibitions 

that contrasted posters of one’s own 

Introduction 

society with those of others were orga- 

nized in several countries, to illustrate 

the values one held and for which one 

fought as well as to elucidate the na- 

ture of the enemy. At the same time, 

people had begun to recognize that 

posters were potentially important his- 

torical documents. 

The major poster collections in the 

United States and Europe originated 

from this new awareness. Among the 

earliest in this country was the collec- 

tion begun by Herbert Hoover. In 1914, 

Hoover, then a private citizen, decided 

to collect government reports, propa- 

ganda, and other material from both 

the Allied and Central Powers to doc- 

ument the war that had just broken 

out. The Commission for Relief in Bel- 

gium, which he founded and directed, 

became the first agency of his collect- 

ing activities, which were expanded 

when he was appointed United States 

Food Administrator and, subse- 

quently, Director General of the Amer- 

ican Relief Administration in Europe. 

Officials of these organizations col- 

lected printed and manuscript materi- 

als in the countries in which they 

worked (Fig. 5). In 1918 they were re- 

inforced by a small group of academ- 

ics from Hoover’s alma mater, Stan- 

ford University, whose work was 

financed by grants from Hoover. Their 

leader, Professor E. D. Adams of the 

Department of History, ‘‘set up head- 

quarters in Paris and dispatched his 

young scholars to every corner of Eu- 

rope. Dr. Adams and his main collabo- 

rators laid the foundation for much of 

the present [archival] collection by ac- 

quiring previously unobtainable gov- 

ernment documents and materials on 

the various revolutions of 1917-1919, 

and on the new states established by 

the Peace Conference.’ Their activi- 

ties ranged from picking up single 

items in the streets, in offices, and at 

political meetings, to negotiating with 

governments and private individuals 

for the gift or sale of large collections. 

Professor Frank Golder, who began the 

collections of Imperial, revolutionary, 

and Soviet Russian materials, which 

constitutes one of the most valuable 

parts of the Hoover Archives, is de- 

scribed by another American in Petro- 

grad at the time as being ‘‘very careful 

to get all the posters that the anar- 



chists and others are passing around 

in the street.’’® In 1920, Golder, by this 

time in Berlin, bought over 2300 Ger- 

man proclamations and posters issued 

] between August 1914 

20 from Emil Grimm, one 

German poster collectors.® 

e days, Herbert Hoover’s 

co documents has grown 

from a few rooms in the Stanford Uni- 

versity Library to the large archive and 

library on recent and current history. 

Housed in their own buildings, they 

form the core of the Hoover Institution 

on War, Revolution and Peace on the 

Stanford campus. The poster collec- 

tion has grown along with the rest of 

the archives. Today it consists of some 

75,000 posters—including duplicates 

and copies of posters in different di- 

mensions—as well as nearly 40,000 

purely typographical announcements. 

As political documents, as works of 

popular culture—if efforts to influence 

large numbers of people may count as 

that—and as objects that are often of 

great aesthetic interest, these thou- 

sands of images form a world of de- 

sign, color, and message that opens a 

window on the larger world of the 

past. 

Notes 

. A further analysis of this poster can be 

found in Peter Paret, “‘God’s Hammer— 

A National Socialist Propagandist,”’ Pro- 

ceedings of the American Philosophical 

Society, vol. 136, No. 2 (1992). 

. Meldungen aus dem Reich, 1938-1945, 

ed. Heinz Boberach, Herrsching, 1984, 

vol. 15, p. 5887. 

. Victor Klemperer, Die unbewdltigte 

Sprache, Darmstadt [1966], p. 96. 

. The Library of the Hoover Institution on 

War, Revolution and Peace, ed. Peter 

Duignan, Stanford, 1985, p. 4. 

. Diary of W. L. Darling, an American 

member of the Commission of Advisory 

Railway Experts serving in Russia in 

1917. Entry of 22 ? 1917. Box 26005- 

10v, Hoover Institution Archives. 

. Letter of Emil Grimm to Ralph H. Lutz, 

8 January 1921. Grimm collection, Hoo- 

ver Institution Archives. 
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chosen from a single collection, 

and the nature of the holdings 

ae, T he posters that follow have been 

Note on the 

Posters 

has influenced our choices. The poster 

collection of the Hoover Archives is 

very strong overall, and exceptional in 

some areas—for instance, France in 

the First World War, the United States, 

and Russia. The German holdings are 

outstanding in their breadth even if 

not all great German designers are 

equally represented. There is one 

poster by John Heartfield, but several 

dozen by Ludwig Hohlwein and Lu- 

cian Bernard. The Spanish collection 

is good on both the Loyalist and Na- 

tionalist side, but lacks posters of the 

International Brigade. A few areas 

such as Italy, or France during the 

1930s and the Second World War, are 

relatively small. In selecting posters 

for this book it was therefore not al- 

ways possible to avoid a gap or to 

achieve the ideal balance of subject 

matter, design, country of origin, and 

date of publication. On the other hand, 

a greater number of posters could be 

chosen from a particularly rich area. 

As in other forms of historical inquiry, 

there is much to be said for the policy 

of following where the material leads. 

This policy has been broken only 

once. The Hoover Archives contain 

few posters published before 1914. Be- 

cause this earlier period forms an es- 

sential background for the posters 

printed during and after the First 

World War, the nine illustrations in 

the “Prologue: Before 1914” include 

three posters from other collections. 

Historical as well as aesthetic con- 

siderations have guided the selections. 

The posters represent events that oc- 

curred and styles that were current be- 

tween the Belle Epoque and the recon- 

struction of Europe after the Second 

World War, and are shown in thematic 

groups arranged in broadly chronolog- 

ical order. Illustration and text are 

closely integrated to form a narrative 

of word and image in which each 

poster speaks for itself but is also a 

link in a thematic and interpretive 

chain. Introductions to chapters and 

legends for the posters have been kept 

to a minimum. They offer basic infor- 

mation on the origin of each poster, on 

its political context and motive, and 

may add a comment or two on its de- 

sign or its impact. Much more could 

be said about most posters in this vol- 

ume, but the text is meant to suggest 

rather than be exhaustive. It is there to 

help readers develop impressions of 

the poster as a work of applied art and 

as an agent of persuasion and control, 

and in this way to gain a fresh per- 

spective on the history of our century. 

Following pages: During the presidential elec- 

tions of 1932, passersby in a working class dis- 

trict of Berlin look at a National-socialist poster 

that has just been pasted on an advertising pil- 

lar. 
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where in 1914 but was brought 
| EDO J ust as war did not come out of no 

Prologue 

Before 19/4 

about by developments that 

reached far back in the preceding cen- 

tury, so the posters with which every 

belligerent state appealed for men and 

money, denounced the enemy, and 

tried to maintain morale emerged from 

an existing commercial setting. Many 

of the designers who had made the 

modern poster into a significant aes- 

thetic and social force created war 

posters between 1914 and 1918. Some 

continued to be productive in the in- 

terwar years, adding their voice to the 

ideological and political quarrels of 

the time; the work of a few even 

showed up in the flood of violent post- 

ers after the outbreak of a second and 

more destructive world war in 1939. 

By the 1890s designers had learned 

how to convey messages in a manner 

that, however complex its aesthetic el- 

ements, spoke clearly and was easily 

understood even from a distance. Not 

that all posters had left fussy designs 

and prolix language behind. Even 

Jules Chéret, whose 1893 poster of the 

American dancer Loie Fuller (Poster 3) 

is a magnificent and influential exam- 

ple of the new approach, subsequently 

created a number of posters that re- 

turned to earlier baroque or diffused 

modes. Among wartime posters, as 

will be seen, the old and the new also 

coexisted, and typographical an- 

nouncements without images experi- 

enced a revival. Even if not uni- 

versally exploited, however, the 

breakthrough to modernity proved de- 

cisive for the poster’s further develop- 

ment. 

The new simplicity, some critics 

thought, suited the simplistic message 

of advertising. But not all ambiguities 

had disappeared. The favorite strategy 

of commercial posters to employ the 

values of small elites in order to ap- 

peal to the mass of potential lower- 

middleclass customers continued. The 

Bavarian nobleman who inspired the 

hunter on Ludwig Hohlwein’s poster 

(Poster 8) was unlikely himself to have 

his suits made at a firm that advertised 

itself on billboards as a British ‘‘sport- 

ing tailor,’ but his image drew in cus- 

tomers from less elevated circles. Pa- 

triotism and nationalism, too, which 

posters from 1914 on proclaimed as 

absolutes, were to reveal unexpected, 

deadly ambiguities. Hoh]wein, inci- 

dentally, is among those designers 

who worked throughout the next forty 

years, in his case ending with strident 

appeals to support the Fihrer. 

The posters in this section were de- 

signed between the early 1890s and 

the year the war broke out. In an aes- 

thetic vocabulary that was by then 

widely understood, the posters ex- 

pressed, as they still convey to us to- 

day, aspects of a culture whose so- 

phistication was not diminished by its 

inability to solve peaceably the prob- 

lems of international coexistence. 



|. Excursions to the Normandy Coast ... 

France. Before 1891. Gustave Fraipont. 

Image and text are only beginning to free themselves from the profusion of 

detail that characterizes the early poster and inhibits its impact from a dis- 

tance. The message is pitched to two social levels: it advertises resorts fa- 

vored by the well-situated bourgeoisie, but also appeals to people who must 

economize by announcing the availability of reduced fares. 

sru'ptaben ym’ s6AVIUOR INoauS 

WOTA-Pourles prix ct conditions d'utilisation des Billets dprix réduits dits de BAINS DE MEVow d’exeunsion 
sue los cites de Normandie, en Brevagne el @ Uile de Jersey, consulter les affiches oubulletins spéciaia, 

2. L. Marquet ink. The best of all inks. a 

France. 1892. Eugéne Grasset. | p MALHERBE mede-o0es oHANes sy fh § /LP 

An elegant, stylized advertisement by an important designer of the period, 

reminiscent of the theatrical medievalism of the Pre-Raphaelites. 
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3. Folies Bergere—La Loie Fuller. 

France. 1893. Jules Chéret. 

One of Chéret's best, and best-known, posters, 

which helbed set new standards of aesthetic 

excellence and clarity of message. Note also 

the black-and-white version of this poster by 

"W.R.” (Fig. 3 above). 

4. Pure, sterilized milk. 

France. 1894. Théophile-Alexandre Steinlen. 

Steinlen's design, at once idyllic and sophisticated, hides an ambiguity that 

reinforces the message. Either the little girl is merely testing the milk before 

giving it to the cats, whose curved bodies continue the billowing lines of her 

red dress, or she is depriving the cats by drinking the milk herself. In either 

case the quality of the advertised product is emphasized. 

5. Sarah Bernhardt. American Tour. 

France. 1895. Alphonse Mucha. 

One of several posters Mucha designed for the 

great actress; this one to publicize her Ameri- 

can tour. Before a curved panel bearing her 

name—a motif Mucha often used—Mme. 

Bernhardt is placed in statuesque stillness, like 

a modern-day, stained-glass saint. 
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ForfurtherParticulars Sr oppcaignien should be made 
jo the nearest Rec! Sergeant Instructor 

uards 
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CoLpstREAM GUARDS, BUCKINGHAM GATE,LONDON.S.W 

GOD : SAVE: THE:-KING 

7. The air war. 

Russia. 1914. 

If the preceding poster romanticises war, this one expresses a futuristic fan- 

tasy in terms that from a distance approach a geometric abstraction. On 

long legs formed by the cones of four searchlights, the dirigible stalks over 

enemy territory. Planes attack the monster, but are not faring well. The 

plane on the upper left is on fire; a second beneath it is disintegrating, its 

doomed crew falling through space. 

6 / Prologue 

6. His Majesty’s Coldstream Guards. 

Great Britain. After 1902. Ernest Ibbetson. 

The poster suggests a traditional military world of service and duty, and of 

an equally timeless social self-assurance, which for generations had beat 

back every foreign challenge. The world of contemporary warfare is not in 

evidence. Although the regiment had served in the Boer War and was fa- 

miliar with such modern realities as the machine gun, the entrenching tool, 

and khaki uniforms, officers and other ranks are shown in the full panoply 

of a vanishing age. The poster's fantasy image conforms well with its old- 

fashioned, fussy désign. 
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8. Hermann Scherrer. Sporting-Tailor. 

Germany. |907. Ludwig Hohlwein. 

9. Metallurgique—Konig der Berge. 

Germany. 1908 or earlier. Carl Moos. 

10. Salem Aleikum. Salem Gold Cigaretten. 

Germany. c.1913. 

These three posters, carried out in different styles, exemplify the high design 

standards achieved in Germany in the years before the war and illustrate 

the broad commercial appeal of elite symbols. The last poster combines the 

elements of military masculinity and elegance with good-natured caricature 

in the portraits of the Austrian, German, and Italian officers in dress uni- 

form. The three men represent the Triple Alliance, an alliance that was to 

prove illusory when war broke out in 1914 and Italy remained neutral be- SA L E iM G é L D t 

fore entering the war on the side of Great Britain and France the following , : Cide aretien. 

year. AS oo 

we Seo fo 

SALEM ALEIKUM 
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fi. 

The 

Outbreak of 

Wear 

n August 1914, every major Euro- 

pean power was ready for war, and 

everywhere mobilization and de- 

ployment of troops, and their supply, 

as they advanced to the frontiers and 

beyond proceeded with relative effi- 

ciency. The administrative and logistic 

preparations of earlier decades proved 

themselves. Within a few months, 

however, it became apparent thata . 

new kind of war, characterized by the 

massive use of materiel, movement 

measured in yards rather than miles 

and gained at the cost of extremely 

heavy casualties, was beginning to de- 

fine itself. On all fronts, official doc- 

trine and actual practice began to be 

altered by improvisation and innova- 

tion. 

The posters of the first year of the 

war reflect and are themselves a prod- 

uct of this coming together of the old 

and new. Mobilization announce- 

ments, instructions for reservists to re- 

port to their units, declarations closing 

frontier zones to travel—all printed 

long before war was declared—were 

punctually distributed. But the sur- 

prising developments at the front also 

required improvisation in the message 

and design of posters. As the fighting 

in the west froze into a war of posi- 

tion, and mobile operations in the 

vastness of Poland and Russia failed 

for the time being to achieve a deci- 

sive victory, governments began to 

search for ways of maintaining the en- 

thusiasm and determination that ev- 

erywhere had marked the public mood 

in the opening weeks of the war, and 

to ask for support of new programs or- 

ganized to send food and warm cloth- 

ing to the troops in the field, help the 

wounded, and give whatever aid pos- 

sible to prisoners taken by the enemy. 

Above all, it soon became essential to 

appeal to the population for money to 

help finance the war and, in Great 

Britain, which still had a volunteer 

army, for men to fight it. 

Advertisements may attempt to 

deny reality, but can do so convinc- 

ingly only up toa point, After a few 

months, the posters of all warring 

nations revealed signs that the first 

sweep of public enthusiasm was being 

replaced by a more sober resolve to 

back one’s soldiers in a conflict that 

was not likely to end in quick victory. 

Those posters that continued to pre- 

sent their society as being at the peak 

of patriotic fervor sounded an obvi- 

ously false note. Posters were probably 

more successful in helping maintain 

the dislike and fear of the enemy, in 

deepening the essential division be- 

tween “‘us” and “‘them.”’ British post- 

ers played up the need for men and re- 

sources to defeat an inhuman enemy, 

while French and German posters pre- 

ferred to stress the determination, hero- 

ism, and, eventually, the suffering of 

their troops. In all countries, as well, it 

took time to set up central agencies 

that would coordinate the various ap- 

peals and messages and bring them 

under one roof. Throughout the war, 

controls became firmer and more com- 

prehensive. The inevitable rivalry and 

conflicts between ministries and com- 

peting agencies notwithstanding, it is 

possible to identify by the middle of 

1915 centrally guided propaganda pol- 

icies in every country. Except perhaps 

in the United States after 1917, com- 

plete unanimity was never reached. 

Everywhere, however, posters, which 

were being printed and distributed in 

ever increasing numbers, expressed 

reasonably well-defined programs of 

political marketing and persuasion. 

||. General mobilization order. 

France. 1909/1914. 

This was printed in 1909, with a space left 

open for filling in the date of the first day of 

mobilization (Sunday, 2 August !191/4). In type- 

face and layout, the poster closely resembles 

official French proclamations of 50 and 75 

years earlier, 
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12. To triumph, subscribe to the national war loan! 

France. c.1915. Sem (Serge Goursat). 

Posters could not be designed and printed quickly enough to catch the pa- 

triotic enthusiasm that swept through the societies of all belligerents at the 

beginning of the war. Here that mood is reflected in a later work: from the 

sky, soldiers of the Napoleonic Empire surge through the Arc de Triomphe 

to inspire and march alongside the modern nation in arms. 

reser ven Pa  Cempuunt yaranac 
e 5 OUSCRIPTIONS “SONT Regus A P ARIS » BTEN P ROVINCE 

13. A benefit for the families of fallen soldiers. 

Russia. 1914. Vladimir Vasnetsov. 

14. The great European war. 

Russia. c.1915. 

The scene from a medieval legend stands for the new struggle between 

right and wrong. Another variant on the use of symbols drawn from legends, 

fairy tales, and the Bible to clothe the war in terms that all could under- 

stand. The poster's subtitle, “The great battle of the Russian hero with the 

German serpent,” summarizes the motifs scattered through the poster. A 

medieval Russian knight (his image will reappear in Soviet posters of the 

Second World War, see Poster 226) rides over the twisting body of the 

many-headed monster representing the Central Powers. He has already cut 

off its Austrian head, wounded the neck of the German, and is about to 

attack the Turk, who screams in terror. In the left background is a dam- 

aged French cathedral, its desecration marking the Germans as enemies of 

Christ 

12 / The First World War 
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15. The German Anti-Christ. 

Russia. 1914-15. 

The Kaiser, astride a wild boar, rides over the devastated countryside like a 

modern horseman of the apocalypse, ridiculous and threatening at the 

same time 

TepmaHcKiW aHTHXPHCTh 
Hmnepatop> BHAbrenbM’, THpan® Esponbi, MocasaniA PorenuonaepH's, npeaphs. ach spicoxie saxbrer 
Xpucrophl, oxpyx*KetHbtll conMon Bcakoll HEYHCTH, Bb Ol3yMHOML OCBNCHIN CBOHM> MHHMbIMb BEHIND, 
cCOpochen Kpécte cb cuoell uMnepaTopckoli KOpOHE!, HAeTL NOxOAOME NpoTHDt webxb Haponosd Mipa, opoTHsy ROYAUME ocBELGION cBo6opb!, cupankeqtHBocTH i npasaLi. To ero npuxa3y Hbmeuxie conpaTb xAryTS 4yxOe AOSpo, yOuBatOTD Mip- 
Nbixb oKHTeNcH, GeauectAT AKeHUIHHb, OpocaloTh MAa,eHUeCBD i OFOHb, HecCyTs CMepTh H OnycToulcHic 

Boftha oc Tepmaxieii—cpallenHan pofsina 3a cBOOoLy, NpaBAy H crpapesNHBOCTS, 
EFENSE NATIONALE A BBPY, WAPA H PYCCKIA HAPOJb. By 

\) FEFICHESDHRT S COFPIN TUS BRLALTLES | 

Ne cOnuplnns (UE SU HOUS-WeMES pour TOUS defends et faisons 
LS Saris MRSSaES pur assirer aotee eistene come yunle 
et te it 

16. Belgians are you ready? 

Belgium. 1914. James Thiriar. 
——t 

Union ic Dates pour la Défense Suey 

The Belgian cock confronts the marauding German eagle. 
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17. The Secret of Liége. 

Germany. 1914. 

The poster, in the original printed in the same size as one of the 42-centi- 

meter shells that destroyed the Belgian forts at Liége, celebrates a signifi- 

cant German victory in the first days of the war, which for a time seemed 

to promise that the German offensive, based on the Schlieffen Plan, would 

Das Geheimnis von Litffich 

succeed. 

THE SCRAP OF PAPER 
BIN SDB B/W AL 

Y 

These are the signatures and ais of the representatives 
of the Six Powers to the “Scrap of Paper— the Treaty 
signed in 1839 guaranteeing the independence and — 

neutrality of Belgium. 
“Palmerston signed for Britain, “Biilow for Prussia. — 

The Germans have broken their. pledged word 
and devastated Belgium. Help LONG 
Country's honour bright by restoring Balen | | 

18. The “Scrap of Paper.” 

Great Britain. 1915. 

In justifying the invasion of Belgium, an essential element in the Schlieffen 

Plan, the German chancellor referred to the international guarantee of the 

country's neutrality as a “scrap of paper.” This phrase, together with reports 

and fictions of German atrocities, became the mainstay of anti-German 

propaganda throughout the war. 
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19. Which ought you to wear? SPI ST 

Great Britain. 1914-15. 

20. Step into your place. 

Great Britain. 1915. 

21. Follow me! 

Great Britain. 1914. E.K. 

Until Parliament introduced conscription in May 

1916, Great Britain was the only major power 

in Europe that relied on voluntary enlistments. 

Of these early recruiting posters, two are in the 

tradition of old-fashioned commercial advertise- 

ments, while the third attempts a more mod- 

ern and integrated design. 

MUNCHER 

“BELGIAN RED CROSS FUNDs | SAMMLUNG ZUGUNSTEN DER FREI- 
WILLIGEN KRANKENPFLEGE IM KRIEGE 

22. Belgian Red Cross Fund. 23. Red Cross Collection, 1914. 

Great Britain. Germany. 1914. Ludwig Hohlwein. 

A British abpeal to help Belgian wounded sol- The earliest of Hohlwein’s posters appealing for 

diers and civilian war victims. help for wounded German soldiers and prison- 

ers of war. 
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24. Letters to the Front. 

Germany. c.1915. Carl Tips. 

The idyllic silhouette of three lancers on patrol, one of whom is writing a 

message, forms the backdrop for an advertisement that combines the 

brand name of an ink company with an appeal to send letters to soldiers 

facing the enemy. Front and homeland are linked by means of the same 

activity. That the silhouette is not a cutout but is outlined and filled in with 

ink reinforces the integration of design and commercial message. 

25. War Loan Bonds are sold here! 

Germany. 1918. Lucian Bernhard. 

Bernhard designed his first war-loan poster in 

1915. The variant of German black-letter type 

that he developed for the posters became fa- 

miliar and well-liked. This example, from the 

last year of the war, is representative of his 

many appeals in which the lettering itself be- 

comes the message. 

26. The beer from the spring hops has ar- 

rived; the enemy is surrendering. 

Hungary. 1914. Foldes. 

Another commercial exploitation of the war. Al- 

lied soldiers—among them a French poilu, a 

osnav, if ( % 1Rrtoriv fi 18 1 Sir Scotsman, and a Russian—would rather drink 

Hk Cm ©. p beer than fight, and are surrendering to beer- 

: — : ma —— Tie ree se drinking Hungarian troopers and their German 

A.BRAUN G.CO7KARLSRUHE ally. 
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2. 

Tine leery 

20 

ithin days after the war be- 

gan, reports of German atroc- 

ities appeared in the press. 

First given visual expression by car- 

toonists, the theme was quickly taken 

up by English poster designers and re- 

mained a staple of British, and eventu- 

ally American, propaganda for the re- 

mainder of the war. A pronounced 

sexual motif underlay accusations that 

not only treaties but also standards of 

common decency were being violated: 

posters showed women and girls as 

the victims of German aggression, be- 

ing attacked, raped, mutilated, and 

killed. Accusations of assault on 

women by German soldiers reinforced 

and helped explain the German gov- 

ernment’s assault on international 

law—both were actions of a barbaric 

people who had invaded peaceful 

countries and now imposed their will 

on defenseless civilians. 

Great Britain and the United States 

resorted to atrocity propaganda more 

frequently than did the French—not 

only to lend impetus to war loan sales 

but for enlistment purposes, a consid- 

eration that did not apply in countries 

with conscript armies. Occasionally 

French posters also employed atrocity 

themes, but in general they tended to 

treat the enemy impersonally or with 

ridicule. Atrocity posters very likely 

helped the Allied war effort; there can 

be no doubt that they had a strong im- 

pact in Germany. 

Germans never learned to defend 

themselves effectively against the ac- 

cusation of being Huns, in part be- 

cause they found these attacks incom- 

prehensible. They rarely adopted 

horror strategies in turn or accused the 

Allies themselves of atrocities. More 

frequent themes were Anglo-Saxon hy- 

pocrisy and Gallic fatuity; on the 

whole, however, images of the enemy 

did not play a major role in German 

posters of the First World War. It 

made a difference that—except for a 

few weeks at the beginning of the 

war—no part of the Reich was occu- 

pied by the enemy, and it is no acci- 

dent that the first true German equiva- 

lents of Allied horror propaganda did 

not appear until the war was lost, 

when French soldiers—usually black 

colonial troops—were shown ravish- 

ing German women in the occupied 

Rhineland. 

National Socialism, which was 

based on the myth of diabolically 

powerful sub-human groups—Jews, 

Communists, international bankers— 

prospered by positing enemies capable 

of every imaginable atrocity, including 

the eradication of the German race. 

Hitler and Goebbels were convinced 

that German propaganda in the First 

World War had been tame and inept, 

and saw to it that in the Second World 

War Germany used the atrocity theme 

with a virulence that outdid even the 

vulgar horrors of British and American 

posters between 1914 and 1918. 

27. Remember Belgium. 

U.S.A. 1918. Ellsworth Young. 

Rape and carnage by German soldiers—the 

quintessential atrocity poster. 
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28. Red Cross or Iron Cross? 

Great Britain. David Wilson. 

Posters sometimes showed women as seductresses or spies (Poster 266), 

but this is one of the rare posters in either war in which a woman appears 

as vicious and inhuman. 

29. Men of Britain! Will you stand this? 

Great Britain. 1915. 

In December |914, German naval units shelled British coastal defenses in 

Scarborough on the Yorkshire coast, killing or wounding many inhabitants. 

The raid shocked British public opinion, but was a military and political fail- 

ure for the Germans. It caused the British navy to improve its defenses and 

added impetus to the atrocity campaign against Germany. 

MEN OF BRITAIN ! | 
? WILL YOU TAND 

= 

N22 Wykeham Street, SCARBOROUGH after the German bombardment ‘0m, Dec! 16%, It was the Home of a Working Man. Four People were killed in this House including the Wieaged 58, and. Two Children, the youngest aged 5. 78 Women & Children were Killed and 228 Women 
Children were wounded by the German Raiders '} 

_ENLIST NOW 
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WOUNDED ANDA PRISONER 
OUR SOLDIER CRIES FOR WATER. 

THE GERMAN SISTER: 
POURS ITON THE GROUND BEFORE HIS EYES. 

THERE IS NO WOMAN IN BRITAIN 
WHO WOULD DO IT. 

THERE IS NO WOMAN IN BRITAIN 
WHO WILL FORGET IT. t 

30. To prevent this—buy War Savings Cer- 

tificates now. 

Great Britain. 1918. F. Gregory Brown. 

By 1918 the German army had long discarded 

the spiked helmet, but posters continued to use 

it throughout the war as an effective anti-Ger- 

man symbol. Here the helmets are worn by 

soldiers guarding and mistreating slave laborers 

in a factory. 
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& KEEP HIM OUT of AME RICA 
SALESMEN’S WAR SAVINGS DRIVE 

DIRECTION NATIONAL COUNCIL of TRAVELING SALESMEN. 

31. Help stop this. 

U.S.A. 1918. Adolph Treidler. 

A variant of Poster 27. 
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32. Destroy this mad brute. 

U.S.A. c.1917. H. R. Hopps. 

The old-fashioned, circus-poster character of 

the design combines strangely with its ideologi- 

cal message. However effective it may have 

been in motivating young men to enlist, its im- 

’ age certainly made a long-lasting impression on 

some Germans; it was to be used again, this 

time by Nazi propagandists, at the beginning of 

the Second World War (Poster 204). 
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33. Irishmen avenge the Lusitania. 

Great Britain. 1915. W.E.T. 

34. Enlist. 

U.S.A. 1915, Fred Spear. 

35. The freedom of the sea. 

Great Britain. c.1915. Wilnot Lunt & W.F.B. 

After the invasion of Belgium, the torpedoing of 

the Lusitania was the second most powerful in- 

cident utilized in anti-German propaganda. 

Spear's painting of a mother and her baby sink- 

ing to the bottom of the sea combines salon art 

with symbolist elements; it is at once cloyingly 

sentimental and evocative. It was published in a 

small edition, and at first had little impact. But 

over the years it has become one of the best 

known American posters of the First World 

War. Posters 33 and 35 are couched in more 

primitive aesthetic idioms. The four Germans 

who threaten the freedom of the seas in Poster 

35 represent the Kaiser, Admiral Tirpitz, the 

Crown Prince, and an officer who combines the 

features of Hindenburg and Ludendorff. 

ISSUED BY THE CENTRAL COUNCIL FOR THE ORGANISATION OF RECRUITING IN IRELAND John Shuley & Co. Dublin, Wel 110—-1,b00, 6718 

Twuver Lune ers, 

WHAT WOULD THESEPIRATES AND PLEDCE BREAKERS DO? 
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36. “We barbarians!” 

Germany. 1916. Louis Oppenheim. 

Germany has fewer illiterates, spends more on education, prints more 

books, has a better social security system, and its scientists have won more 

Nobel prizes than those of Great Britain and France. By opposing the accu- 

sation of barbarism with such a list of cultural achievements, this poster, 

which combines high seriousness with a tepid design, suggested to the Ger- 

man public that Allied propaganda and Allied policy in general were unjust. 

This poster is an example of the factual approach that Hitler and Goebbels 

derided as soft and ineffectual. 

37. Good books—good comrades. 

Germany. 1916. Arnold Weise. 

38. Remember our good men in gray. Christmas 1915. 

Germany. 1915. C. Schmidt. 

39. Four rest homes behind the front for soldiers from Bremen. 

Germany. c.1915. Magda Koll. 

These three posters were not a direct response to the Allied assertion of 

German barbarism, but they did convey the image German society had of 

its soldiers, or believed it should have had. The appeals to buy books for 

men at the front, to send them Christmas parcels, and to contribute to 

their rest and recuperation programs demonstrated a firm bond between 

front and homeland. In a time of national crisis, so the message has it, hu- 

man values persist 
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Combat 

30 

s the war went on, posters in- 

creasingly depicted combat. It 

is hardly surprising that they 

did so almost entirely from a civilian 

perspective. Many posters, especially 

on the Allied side, treated combat 

symbolically, as a setting for such na- 

tional symbols as patron saints, heral- 

dic beasts, or female representations of 

the nation such as Marianne or Co- 

lumbia storming forward to victory. It 

was easier, and at least in the early 

years less disturbing to the public, to 

glorify the idea of combat than to 

show its reality, As the war went on, 

more realistic treatments of the fight- 

ing crept into posters, some indication 

of the real rather than glorified vio- 

lence and destructiveness, reminding 

the public of its patriotic duty and 

demonstrating that the hardships of 

life at home could not compare with 

the conditions under which one’s sol- 

diers fought and too often died. 

It was rare, however, for a poster to 

succeed in its aim at realism. Nearly 

all posters were designed by men or 

women who lacked personal experi- 

ence of war, and even those who were 

sent to a theater of operations as war 

artists went only for brief periods as 

observers and stayed mainly in rear 

areas. The most basic fact that soldiers 

had to face about war at the western 

front—exposure to terrible living con- 

ditions and to extreme danger not for a 

few days but over long periods of 

time—remained unknown to them. 

The reality of war in the trenches was, 

in any case, so overwhelming that 

even those with pronounced creative 

talents who did experience it needed 

time to give the experience an appro- 

priate aesthetic expression. With few 

exceptions—the works of Max Beck- 

mann in Germany and of C. R. W. 

Nevenson in England come to mind— 

the most powerful war art dated from 

the years after the war. Posters, a me- 

dium in which the feelings of the de- 

signer had to be subordinated, or at 

least accommodated, to the official 

message, could hardly aspire to 

achieve a truth that had escaped most 

paintings and graphics at the time. 

Posters using themes of combat 

tended generally to remain on the sur- 

face of their subject, and yet some did 

manage to convey a portion of the 

truth. Inspiration and an ability to 

identify with men existing in extreme 

danger helped a few poster designers 

to convey something of reality—what 

a trench looked like, the effect of 

shelling on a village or clump of trees, 

wounded and even dead soldiers, and, 

perhaps most impressive and disturb- 

ing, the impact of the war on those 

who, for the moment, still survived. 

40. For the flag! For victory! 

France. 1917. Georges Scott. 

The poster idealizes combat as a patriotic cer- 

emony. The mythic figure of Marianne, with 

Gallic headgear, sword, and belt-buckle, waving 

a tattered tricolor in front of banked rows of 

flag-bearers and drummers, exhorts the French 

public to do its duty and buy war bonds. 





Edwin Howland Blashfield 
©'96 

41. U.S.A. 1918. Edwin Howland Blashfield. 

An American variant of the previous poster; the artist has not moved far 

from his French model. The helmets of his soldiers are closer to the French 

than to the American design, and the female figure leading soldiers to bat- 

tle wears a red Phrygian cap, a symbol of the French Revolution. 
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42. Subscribe to the 5 1/2% war loan. 

Russia. 1916. Vassily Vereshchagin. 

In contrast to the first two posters, the others 

in this section attempt with varying degrees of 

success to treat the war in a more realistic 

manner. In this poster by the well-known his- 

torical painter Vereshchagin, four Russian infan- 

trymen behind a snow bank are firing at the 

enemy. 
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“To the last man 

and the last dollarf 
Show that You stand back 

of that Declaration! 

BUY ABOND!! 

43. ‘To the last man and the last dollar!” 

U.S.A. 1917-18. S. Begg. 

This American war-loan poster made use of a 

British painting that emphasized the cost of 

combat, but did so with an old-fashioned scene 

that had little relevance to the Western front; 

duels between unprotected field guns firing at 

point-blank range might have occurred at the 

very beginning of the war, but not by this date. 

34 / The First World War 

44. Give to the submarine fund. 

Germany. 1917. Willy Stower. 

The painting, a late example of nineteenth- 

century German historical art by an artist 

whose work was admired by the Kaiser, man- 

ages to convey something of the isolation and 

bleakness of a submarine patrol in foul 

weather. 

Pah & Barled B, im. b. H., Berlla W 5 



46. Day of the infantryman. 

France. 1915. Maurice Neumont. 

Poilu—‘shaggy” or “hairy’—quickly became the term commonly used for 

the French soldier at the front. The German equivalent, sounding the same 

affectionately realistic note, was Frontschwein—"pig at the front” or “pig in 

the trenches.” Here a poilu, about to throw a grenade, towers over the 

viewer like a modern idol. He is too obviously a posed figure, but the poster 

did not pretend that trench warfare was either a pleasant or a glorious ac- 

tivity. 

45. Subscribe to the 5 1/2% war loan and pave the way to victory. 

Russia. 1916. Ernst Gerling. 

The aircraft in this poster is not Russian. The design is based on a photo- 

graph of a French Deperdussin monoplane that was frequently reproduced 

in magazines before the war. 
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47. At Neuve Chapelle your friends need you. Be a man. ee 2 
@ tax Hs Gy Great Britain. c.1915. Frank Brangwyn. ey NA oe) 

One of several lithographs by Brangwyn that struck the British public as 

daringly realistic. Its realism has, however, less to do with combat, which E 

Brangwyn's posed and gesturing figures fail to portray convincingly, than 

with the discomfort and squalor of life in the trenches. 

48. His Liberty Bond paid for in full. : 

U.S.A. 1917. William Allen Rogers. DESIGNED AND LITHOGRARED BY PRANK ERANGWN, ADA 

The life that the soldier “gave” to his country has one more use: To admon- ee ee eer 
ish the passerby to give money to finance the war. 

PRINTED BY THE AVENUE FRESS L” BOUVERIE ” LONDON-ENG, 

HIS LIBERTY BOND 

49. Second Red Cross War Fund. 

U.S.A. c.1918. McClelland Barclay. 

Symbolism and realism are completely inte- 

grated in this strong design. The bodies of the 

wounded man and of the man who carries him 

form a red cross that extends into a crucifix 

which seems to project out of the poster, bring- 

ing the agony of war to the viewer. 
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50. Help us to care for our wounded. 

France. Lucien Jonas. 

The relative realism of this scene of a first-aid station is spoiled by the 

cheap rhetoric of the infantryman who, as his head is still being bandaged, 

reaches into his cartridge pouch, ready to return to battle 

51. Serbia Day, 25 June 1916. 

France. 1916. Théophile-Alexandre Steinlen. 

Between October and December of 1915, an Austro-Hungarian offensive, 

supported by German and Bulgarian troops, occupied Serbia. Steinlen's 

sketch, which conveys something of the sadness people experience when 

they are torn from their homes, appealed for help for Serbian refugees who 

crossed into Albania. 

52. For the last quarter hour, help me! 

France. 1918. Sem (Serge Goursat). 

This poster offers a different view of war—heavily loaded French infantry 

march past General Foch over shell-pitted ground won from the retreating 

German army. The elegant vigor and neatness of the hurrying figures are 
T.LAPINA JP. PARIS epition LA GUERRE "110 A 

barely compromised by a few touches of surface realism. 
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4. 

Self-Images 

he use designers made of scenes 

of combat led to images of sol- 

diers meant to symbolize the 

highest values of one’s society. Images 

were created that were often superfi- 

cial, but at times revealed a more rig- 

orous effort at self-interpretation.)Post- 

ers that hewed closely to official 

rhetoric had little to contribute to this 

search. At most, their patriotic legends 

and the ways these differed from the 

myths of other societies offer some in- 

sights into the nature of political ide- 

ology and its function in the relation- 

ship between government and 

governed. 

Posters whose designers refused to 

follow a superficial model and who 

took the task of interpretation seri- 

ously are more enlightening. Though 

they did not cross the limits of the ac- 

ceptable, and were themselves influ- 

enced by the values and indoctrina- 

tion of their societies, some at least 

tried to think through issues and come 

to conclusions that transcended slo- 

gans and clichés. If posters in every 

country attributed bravery and deter- 

mination to their fighting men, differ- 

ences in treatment nevertheless 

emerged. French posters often empha- 

sized traits that for generations had 

been part of the French self-image: in- 

dividualism, quickness, enthusiasm, 

esprit. The best blended such timeless 

attributes with new challenges posed 

by modern, industrialized war. Ger- 

man posters preferred to strike a more 

somber note, even as early as 1914. Al- 

though German soldiers fought on for- 

eign territory for the entire war, with a 

few exceptions in the early months, it 

was only in the rarest of circumstances 

that German posters presented them as 

conquerors. Instead, they were shown 

as guardians who held back the almost 

overwhelmingly powerful enemies 

that surrounded their country. 

As the war continued and it became 

less likely that the Central Powers 

could break the strategic stalemate, 

these differences increased. In the 

later years of the conflict, German and 

Austrian posters often added a note of 

sadness, even tragedy, to the deter- 

mined expression on the faces of their 

soldiers. This was hardly the result of 

a conscious shift in propaganda pol- 

icy, but rather a response to the chang- 

ing atmosphere. The years of effort 

and suffering were also reflected in the 

posters of other nations. Only Ameri- 

can posters still retained self-images of 

demonstrative, even boastful, self-con- 

fidence—not an inexplicable stance for 

a society that in comparison to Europe 

was only slightly touched by the war. 

53. We'll get them! 

France. 1916. Jules Abel Faivre. 

One of the most famous French posters of the 

First World War expresses in contemporary 

terms pride and confidence in the traditional 

combative spirit of the French soldier. 
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54. Do your duty! 

Italy. c.1917. Achille Luciano Mauzan. 

This Italian variation of the common motif of a figure looking straight at the 

viewer, his finger pointing or beckoning, was in its many versions the most 

widely distributed of all Italian war posters. Perhaps because the artist, 

though living in Italy, was not himself Italian and was thus something of an 

outsider, the strength of its message does not match that of Poster 53. It is 

all rhetoric, without historical tradition or psychological substance, an official 

insistence on people's heroism and discipline, as demanding as the soldier's 

gesture. 
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55. Hurry and buy the 5 1/2% war loan. 

Russia. 1916, G. Semenov. 
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56. Put it into national war bonds. 

Great Britain. 1918. 

FOSTER NY GG. SUED BF THE NENOHAL WAR SAVINGS COMMITTED SALISBURY SouRE © 4, 7 

57. We'll get them. 

France. 1916. Charles Toche. 

These three posters base their call for financial and moral support on the 

courage, steadfastness, and—in the case of the British Tommy—cheerful- 

ness of the common soldier. . i 
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58. Help us win! 

Germany. 1917. Fritz Erler. 

In probably the most widely distributed German 

poster of the war, an infantryman, with the 

steel helmet introduced in 1916, a gas mask 

on his chest, and two “potato masher” gre- 

nades in his pouch, looks out between cut 

barbed wire into the unknown. The barbed wire 

suggests a crown of thorns, but also the fortress 

mentality deeply ingrained in Germany at the 

time: the country is surrounded by enemies and 

is fighting a defensive war to break out of the 

encirclement. The mystical determination ema- 

nating from the soldier's shining eyes estab- 

lished a motif that German political and war 

posters were to take up repeatedly until 1945. 

Druck der Ges: aff far graphische Industrie, Wien Vi 

59. And you? 

Austria. 1917. Alfred Roller. 

Austrian posters increasingly made use of symbols of peace—white doves, 

goddesses with palm fronds or cornucopias—and of realistic battle scenes. 

The wary infantryman, crouching in a trench, grenade at the ready, is a 

depressed if still unyielding relative of Germany's steadfast guardian in Er- 

ler's poster. 
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60. And you? 

Germany. Fritz Erler. 

In a variation of Erler's great poster of 1917 the air force machine gunner 

is wounded, but is not prepared to give up the fight. 

61. Subscribe to the 8th Austrian war loan. 

Austria. 1918. W. Kuhn. 

Oak leaves—symbols of heroism and victory— 

decorate the flag bearer's cap and staff, but his 

face expresses neither triumph nor much confi- 

dence. He could as well belong to a retreating 

army; the image conveys an overwhelming 

sense of gravity and sadness, 
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62. As dawn breaks, the soldier standing in the trench dreams of vic- 

tory and home. 

France. c.1917. Jean Drott. 

The soldier's quiet determination and self-confidence are the counterpart of 

his comrade on the attack in Poster 53. 

63. Come on! 

U.S.A. 1918. Walter Whitehead. 

A dead German, the obligatory and long abandoned spiked helmet by his 

side, lies on the ground, An American soldier, his leg grazed, his helmet 

dented, steps over the corpse, ready to take on the next enemy. The differ- 

ence in the emotional message sent by the bellicose American soldier and 

by the poilus in Posters 62 and 64 is a clue to the experiences of the two 

countries in the war and to their diverging policies afterwards. 

48 / The First World War 
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QUE LAURORE ECLAIRE, LE SOLDAT 
REVE A LA VICTOIRE et A SON FOYER. 

POUR QU IL PUISSE ASSURER L'UNE 
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64. They shall not pass! 

France. 1918. Maurice Neumont. 

This image, designed in 1917, was not issued 

until the German spring offensive of 1918 had 

been halted. It warns the French public against 

German peace feelers. The poilu, who has 

again stopped the Germans on the Marne as 

he had in 1914, is by now an almost inhuman 

figure. He has become a part of the debris of 

war around his feet and of the French soil out 

of which he grows and to which he may return 

at any moment. 
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65. Take up the sword of justice. Join now. 

Great Britain. 1915. 

he heroic image of masculinity— 

from stoic cheerfulness to som- 

ber determination—was an es- 

sential ingredient in the posters of all 

the warring powers, but the identifica- 

tion of virility with war was most ex- 

plicit in countries that relied on vol- 

unteers. Both in Britain, in the first 

year and a half, and the United States, 

posters appealed to idealized mascu- 

line traits as men were urged to show 

their sportsmanship in the greatest 

game in the world, to fight for the 

honor‘oftheir women, and to demon- 

strate their toughness in the ultimate 

test of courage. Those who did not 

march off to war with their peers, the 

posters implied, were not only cow- 

ardly, but also impotent. From medi- 

eval knights in hand-to-hand combat 

with the powers of evil to brawny 

youths firing machine guns, the post- 

ers displayed a vision of individual 

masculine heroism that rose above the 

unspoken dehumanization and degra- 

dation of trench warfare. 

The posters’ “‘mobilization by 

shame” was most often conveyed 

through images of women. Women as 

symbols of the nation beckoned young 

men to follow their call; young women 

seduced or taunted men to prove their 

manliness; women and children ex- 

pected to be protected. This transfor- 

mation of woman from the traditional 

ideal of domestic angel, dedicated to 

caring for her family, into the moth- 

erly authority or the sexually enticing 

goddess demanding that men sacrifice 

themselves suggests the large shifts in 

gender roles that took place during the 

war. 

The demands of the long, drawn-out 

war gave women everywhere new op- 

portunities. Not only did an increasing 

number enter industry and construc- 

tion, accelerating a process that had 

TAKE UP THE SWORD OF. 
JUSTICE 

begun before the war, but women also 

served as volunteers in auxiliary mili- 

tary units on both the eastern and 

western fronts by the last years of the 

war. Although leaders of the pre-war 

women’s movements helped organize 

and promote these services, the contri- 

bution of women to the war effort did 

not result in fundamental changes in 

their position after the war. As men 

were demobilized, women were re- 

quired to give up their jobs and return 

to the home. Nevertheless, their pres- 

ence in new sectors of the work force 

and the officially sanctioned portrayal 

of working women in the recruiting 

posters of the war years established 

new images and new expectations of 

women that enlarged and challenged 

the pre-war ideals of femininity. 

66. Britain needs you at once. 

Great Britain. 1915. 

Saint George vanquishing the enemy dragon 

was a recurrent symbolic image of the nation in 

posters of all the belligerents. This tightly struc- 

tured and static heraldic design contrasts with 

detailed Russian narrative presentations (Post- 

ers 14 and |42). 
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67. Who’s absent? Is it you? 

Great Britain. 1915. 

Published before conscription was introduced, 

John Bull's imperious gesture, like the pointing 

finger in the famous Lord Kitchener poster, 

played on men’s feelings of guilt and shame. 

Aesthetically weak, the poster is characteristic 

of the many British posters created by printers 

not artists. This one trivializes men into stiff toy 

soldiers and was unlikely to have inspired a 

positive response. 

52 / The First World War 
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68. Women of Britain say—‘‘Go!” 

Great Britain. 1915. E. Kealey. 

With the simple framing device of the window, 

Kealey captured the division of the world into a 

private sphere of soft, clinging women and the 

public sphere of active, disciplined men delin- 

eated with hard sharp lines. The double mes- 

sage of the text—directed simultaneously at 

women and by women at their men—manipu- 

lated the image of mother, wife, and child 

within the home into a noble motivation for en- 

listing, but also assigned women the responsibil- 

ity for ordering men into war. 

PW MN 1056 AID 



69. An appeal to you. 

Great Britain. 1915. 

This British poster is unusual in its use of so- 

phisticated techniques drawn from the prewar 

period. The low angle of vision, the decorative 

cloud pattern, the jagged silhouettes of march- 

ing men contrast oddly with the detailed treat- 

ment of the soldier's uniform and produce a 

disquieting, even sinister, meaning to the beck- 

oning finger that entices rather than com- 

mands. 

70. Join the brave throng that goes march- 

ing along. 

Great Britain. 1915. Gerald Wood. 

The appeal to sportsmanship was deeply rooted 

in Britain where recruiters frequently translated 

the ideals and traditions of games into a grand 

battle of football battalions whose team effort 

would beat the Germans. 

Join the brave thro: 
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7\. “The sword is drawn. The Navy upholds it!” 

ULS.A. ¢.1917. Kenyon Cox. 

72. It’s up to you. Protect the nation’s honor. 

U.S.A. c.1917. Schneck. 

A stern national goddess, Columbia, calls men to take up the sword of jus- 

tice to avenge civilian lives lost on the sea, as the ship steaming on the 

horizon reminds the viewer. The high-mindedness of the Navy recruiting 

poster's identification of national honor with female honor is subverted in 

the other poster by the blatant sexual imagery of war as retribution for the 

rape of Columbia—a potent motivation for manly action promoted in the 

language of Hollywood. 

“THE SWORD IS DRAWN 
THE NAVY UPHOLDS IT!” 

U.S.NAVY RECRUITING STATION 34 East 23rd Street 
ew York 

IT’S UPTO YOU 

73. It takes a man to fill it. 
: PRO TEC + : TH E . U.S.A. 1918. Charles Stafford Duncan. 

NATION'S HONOR on eset oh bs presefxesy 
= -ENLI ST N Ow — combining a simple image with a brief text into 

ASSOCIATED MOTION PICTURE ADVERTISERS the definition of military service as a proof of 

virility. 
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74. | want you for the Navy. 

U.S.A. 1917. Howard Chandler Christy 

Sexual provocation was the essence of the “Christy girl” recruiting posters, 

which were popular even though critics found them silly and lacking in dig- 

nity. 

75. Enlist. On which side of the window are you? 

U.S.A. 1917. Laura Brey. 

Depicting private space as feminine and public space as masculine, this ap- 

peal to enlist exploits men’s anxiety over their masculinity by suggesting the 

effeminacy of the man who does not enlist. As in the earlier British design 

(Poster 68), the window—a poster within the poster—separates the bright 

male world of waving flags and marching columns from the darkened inte- 

rior feminine space. 

On Which 
Sideroeante 
Window aire 

NATIONAL PRINTING € ENG.CO. CHICAGO,U.S.A. 
sneen 
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PROMOTION FOR ANY ONE ENLISTING 
APPLY ANY RECRUITING STATION 

OR PUSTMASTER 

76. Treat ’em rough! Join the tanks. 

U.S.A. 1918. August Hutaf. 

In this improbable vision of tank warfare, the 

flaming colors, the Black Tomcat mascot with 

its vicious claws, and the motto of the U.S. 

Tank Corps project an image of explosive sex- 

ual energy. 





ae ‘ ‘< ‘e ad ce Thee Men Have 

(UN fr f TheyAreatthe Front 
NOW 

p= : = JOIN THEM 
>’ ENLIST in the NAVY 

WE NEED YOU! 
COAST ARTILLERY CORPS U.S.A. 

irst World War 



77. These men have come across. They are 

at the front now. 

U.S.A. c.1917. Francis Xavier Leyendecker. 

The four muscular sailors exemplify glamorized 

models of American masculinity that is visually 

integrated with the phallic imagery of the am- 

munition and gun. 

PAUL 

HONORE 

78. We need you! 

WISFANGil9 | 7. 

This pensive image of an artillery piece at sun- 

set, impressive in its simplicity and strength, is 

disturbing in its aestheticizing of a weapon of 

destruction. With the lines of the barrel repeat- 

ing the cloud formation, the canon is trans- 

formed into a magnificent natural phenome- 

non. The process of abstracting death into 

beauty reached its height in mid-century post- 
ers of the nuclear bomb (Poster 304). 79. “The spirit of woman-power.” Women, serve your country where 

you can. 

U.S.A. c. 1917. Paul Honoré. 

The hasty action of women’s organizations in April 1917 to promote the 

U.S. war effort was demonstrated in this early recruiting poster that quickly 

adapted an anachronistic, if spirited, academic painting of peasant women 

in the French Revolution to inspire modern American women. 
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80. Belgian Red Cross. 

Great Britain. Charles Buchel. 

In all countries, women were first mobilized as nurses. Sentimental depic- ELGIAN RED CROSS RET SES TT Pa tions of an angelic nurse caring for a wounded soldier, used here to appeal 

for funds, appeared in many variations on posters, postcards, and memorial 

certificates. 

DONATIONS MAY BE SENT T0 THE HON. TREASURER 
THE RAT. HON. THE LORD MAYOR OF LONDON, 
OR TO THE PRESIDENT. BARON C. GOFFINET. 

28, GROSVENOR GARDENS, S.W. 
COPIES OF THIS POSTER MAY BE OBTAINED PRICE [+ EACH FROM 26, GROSVENOR GARDENS, S W. 

Red Cross 

Christmas 

Roli Call 

Dee. 16-237 

81. The greatest mother in the world. 

U.S.A. 1918. Alonzo E. Foringer. 

Among the most famous of the war, this poster continued to be used by the 

Red Cross through the Second World War. The image of the serene giant 

Piéta cradling a tiny wounded and immobilized soldier conveys an ambigu- 

ous and, for some, chilling message of female power and masculine help- 

lessness. 
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82. “| summon you to comradeship in the Red Cross.’’ Woodrow 

Wilson. 

U.S.A. 1918. Harrison C. Fisher. 

4 Vee 83. We need you. 

I Summon you USA. 1918. Albert Sterner. 
to Comradeship , 
in the Red Cross" 

WoodrowWilson, | 

Using a quotation from Woodrow Wilson, Fisher's frivolous seductress, 

posed with open mouth, the draped flag hinting at a strip-tease, presents 

an unseemly summons to service in the Red Cross. In contrast, Sterner's 

conception is somber and idealized with its stern Red Cross goddess de- 

manding sacrificial service. 

Appeals to Serve / 6/ 



NATIONAL SERVICE 
WOMENS 
LAND ARMY 

AND THE WOMAN WHO TRVee | iT" 
‘APPLY FOR ENROLMENT FORMS AT YOUR ee Post OFFICE OR 

EMPLOYMENT EXCHANGI 

84. National Service. Women’s Land Army. 

Great Britain. 1917. H. G. Gawthorn. 

In Britain, enormous casualties and the resul- 

tant need for replacements led to the employ- 

ment of women in industry and the creation of 

women's military auxiliaries, Although not a 

military service, the Land Army organized 

women into uniformed units for essential agri- 

cultural work. 

62 / The First World War 

85. These women are doing their bit. Learn 

to make munitions. 

Great Britain. c.1917. Septimus E. Scott. 

Utilizing design elements similar to Kealey's 

1915 poster (Poster 68), Scott has transformed 

them to emphasize the changing position of 

women. Within the frame of the windows, the 

feminine interior is light, modishly colored, and 

filled with women working at industrial tasks. 

The soldier, with a long backward glance, 

seems reluctant to move into an indistinct 

world, while the woman becomes the center- 

piece as the strong active figure preparing for 

industrial work. 

THESE WOMEN ARE 
% DOING THEIR BIT 

LEARN 

MUNITIONS 

~~ | 

| 
i i 
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| 
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86. Everything for the war. 

Russia. 1916. 

87. German women, work for victory! 

Germany. 1918. Ferdy Horrmeyer. 

Germany and_Russia were also forced by rising casualties to establish wom- 

en's labor services. Women in both countries worked in munitions factories, 

heavy industry, and construction, and provided civilian heavy labor and 

transport at the front. By January 1918, women munition workers in Ger- 

many helped instigate massive strikes. The bleakness of their situation is ex- 

pressed in this pessimistic poster by a German socialist artist. Much more 

optimistic, the Russian poster with its realistic details implies that it was 

natural for women to handle industrial machinery. It does not reveal the 

disastrous economic and military condition of 1916 in Russia that necessi- 

tated female labor. 

_—, 
TTT ae | 

XPOMO-/HT, COKONOBA nT KAHOHEPCKIA NEP. Ant a 

Seutithe. Frauen 
helfi sunt Sieget 

—_ Meeloung bei ben neihifien ifssientimelrfieten 
Deut: QE Tolling BCom p-hannnaes 
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Yes sir-lam here! 

Motor Corps 
of America 

64 / The First World War 

‘e Bien 

ecrul1ts 

Wanted 

Motor Corps 
of America 

88. Yes sir—| am here! 

U.S.A. c.1918. Edward Penfield. 

89. If you want to fight! 

U.S.A. 1918. Howard Chandler Christy. 

For many women, uniforms symbolized their 

move out of a state of restrictive femininity and 

into the men's world of work. For others, the 

assumption of the uniform by women mocked 

masculinity and suggested the specter of lesbi- 

anism. The confusion of genders provided post- 

ers with provocative images like this female in 

a theatrical masculine, military costume whose 

purpose is seduction of men into service, while 

the corresponding call by a woman to women 

is sober, realistic, and uninspiring. 
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The Woman ftowrhas Struck 

WOMAN 
SUFFRAGE 

is 
COMING 

FPOUCHER 

National Woman Suffrage Publishing Company, Inc, 171 Madison Avenue, N. Y. 

66 The First World War 

90. The woman’s hour has struck. Woman suffrage is coming. 

U.S.A. 1917. Poucher. 

91. We give our work, our men, our lives if need be. Will you give us 

the vote? 

U.S.A. 1917. 

92. Woman suffrage. 

U.S.A. Evelyn Rumsey Cary. 

Leaders of the women's rights movement, which, on the eve of the war, 

had seemed Close to major success in several countries, supported the war 

by contributing their organizational skills to national welfare and service bu- 

reaucracies. In return, they expected to be rewarded with equal rights. 

However, even in countries where women were granted the vote, the out- 

come of the war did not bring about the hoped for equality. The difficult 

transition from supporting the war to gaining equality was visually demon- 

strated in these posters. The elegantly feminine patriot—a female Paul Re- 

vere—contrasts sharply with women who have adopted male roles and 

dress in a poster whose visual awkwardness negates the claim to partici- 

pate in the male world. Although the other poster, with its almost Biblical 

text, is richly designed, it reverts to a stereotype of woman as goddess of 

fertility, whose close identification with nature was frequently used as 

grounds for rejecting her demands for equal treatment. 

WE GIVE OUR WORK, 
COUre MEN, 
CoOUre LIVES 
FHF NEED BE 

WILL YOU GIVE US THE VOTE ? 
Vote for 

WOMAN 
SUP RAGE. 
& NOV. 6TH 





War Loans 

s it became clear that the war 

would last longer and need far 

more resources than had been 

expected, all belligerents resorted to 

extraordinary steps to raise money. 

Together with tax increases, gold and 

hard currency drives, and government 

borrowing from banks and industry, 

every country launched a program of 

public debt bonds, or war loans. Insti- 

tutions as well as large and small indi- 

vidual investors were asked to buy 

government bonds of varying denomi- 

nations, to be repaid with interest. 

Large sums were generated through 

these loans, which continued even af- 

ter the armistice in the form of victory 

and reconstruction loans. It has been 

estimated that war loans covered more 

than 60 percent of the direct costs of 

the war in Germany, and somewhat 

more than one half in Austria-Hun- 

gary. In the United States, over sixty- 

six million separate subscriptions 

raised nearly twenty-one-and-a-half 

billion dollars in five Liberty Loans. 

‘Besides raising money, war loans 

helped governments regulate the econ- 

omy and limit inflation. By absorbing 

excess funds from consumers who 

might otherwise have bought non- 

essential goods, the war loans made it 

easier to redirect labor and raw materi- 

als toward war industries. 

The collapse of Russia in 1917, of 

Germany and Austria in 1918, and se- 

vere inflation in the following years 

resulted in financial disaster for the 

investor. The loss of the enormous 

sums that citizens had lent their gov- 

ernments helped weaken the middle 

classes and further destabilized central 

Europe. 

War loan posters were almost cer- 

tainly the largest category of posters 

produced between 1914 and 1919. 

They placed less emphasis on the in- 

vestment value of buying bonds than 

on the opportunity for civilians to aid 

the war effort directly. Following the 

approaches of other propaganda cam- 

paigns, such as enlistment and pro- 

duction drives, war loan posters ap- 

pealed to patriotism and historical 

identity, raised sexual themes, played 

on the sense of guilt that might be ex- 

perienced by those who did not fight, 

and, in the later stages of the war, ar- 

gued that the buyer of war bonds 

helped speed the end of the war—a re- 

sponse to the increasingly widespread 

desire of Europeans for an end to the 

fighting. 

A recurring theme specific to war 

loan posters was the portrayal of 

money—coins, banknotes, and 

bonds—as an active force. Designers 

visually linked money to combat and 

victory in order to convey the military 

importance of funds raised by loans. 

Depicted as bullets and shields, coins 

are transformed into the actual ele- 

ments of battle and reconstruction. 

93. You buy war bonds. We did our bit. 

Great Britain. Bert Thomas. 

An elegant appeal by one of Britain’s best de- 

signers played on civilian guilt. Like Hohlwein, 

Bert Thomas constructed his images with con- 

trasting planes of tone and color. 
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94. Women! Help America’s sons win the war. 

U.S.A. 1917. R. H. Porteous 

The wreckage and loss of life in the background of this sentimental appeal 

gives a powerful meaning to the homey maternal figure. 

95. | am telling you. 

U.S.A. 1918. James Montgomery Flagg. 

Flagg designed forty-six posters during the First World War, including the 

famous “! Want You'—a concept that he borrowed from an earlier British 

poster. This time Uncle Sam is promoting War Savings Stamps, a smaller- 

scale complement to the Liberty Loan program. Sixteen twenty-five cent 

Thrift Stamps purchased a War Savings Stamp that after five years could 

be cashed in for five dollars. Over one billion dollars were raised in this 

manner. 

suas! 

On June 28"! expect you 
to enlist in the army of | 
war Savers to back up my 
army of fighters. 
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96. Times are hard, but victory is certain. 

Germany. 1917. Bruno Paul. 

Bruno Paul combines realism with an abstract 

monumentality to create the visual impression 

of a new national symbol, Hindenburg, the 

commander-in-chief of the German armies in 

the west from 1916 to the end of the war. 
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97. USA bonds. Weapons for liberty. 

U.S.A. 1918. Joseph C. Leyendecker. 

The Boy Scouts of America, one of many civic organizations enlisted by the 

¢ 

& § 

E § 
8 

Treasury to assist in the loan drives, sold over 350 million dollars worth of 

Liberty and Victory Bonds. Nearly seventy thousand Boy Scouts earned 

medals for selling bonds to at least ten investors each. 
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iC (« sy Wied lls = 

—* 
a 

98. Subscribe to the fifth Austrian war loan. 

Austria. 1916. A. S. 

Even in early stages of the war, the theme of peace often occurred in Aus- 

trian posters. Here a heraldic national figure raises in one hand a sword 

embellished with the laurels of victory, and in her other hand a cornucopia 

bearing the fruits of peace. 
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99. Subscribe to the loan. 

Italy. c.1917. Giovanni Capranesi. 

Far from being cowed, the female representa- 

tion of Italy repels a maurauding Goth, who is 

stunned by her defiance. The traditional vocab- 

ulary of the theatrical and operatic poster lends 

a touch of humor to the patriotic parable. 

% Arr1lfe 

KRIEGS: 

100. Subscribe to the 5 1/2% third war 

loan. 

Austria. c.1915. Erwin Puchinger. 

Another example of the defensive theme often 

used in German and Austrian posters, this chi- 

valric image suggests that the war is being 

fought for the protection of women and chil- 

dren. The influence of the Vienna Secession can 

be seen in the mosaic-like chips of color deco- 

rating the knight's belt and shield and the 

woman's wrap. 

War Loans / 
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101. This is the way to peace—the enemy 

wants it so. 

Germany. c.1918. Lucian Bernhard. 

In contrast to the defensive posture of the pre- 

vious poster, here the artist throws down the 

gauntlet. Both, however, imply an unwanted 

war and a wish for peace. Bernhard’s mailed 

glove resembles the forceful calligraphy of his 

slogan. 

3° EMPRUNT 
DE LA DEFENSE NATIONALE 

Crepir LYONNAIS 

Ago Wrun Ce, VISA Ns 0104 

102. Liberty. Third national defense loan. Subscribe. 

France. c.1917. Jules Abel Faivre. 

DEVAMBEZ)IMP, PARIS + 

A French poilu plants the battle-torn flag of Liberty into the French earth, 

as the blood of Europe runs off the globe. Faivre's style of line drawing rep- 

resents an earlier tradition of lithography, one that was being replaced by 

the simplicity of the tonal planes used by Hohlwein and Thomas (Posters 23 

and 93). 

103. That liberty shall not perish from the earth. 

THAT LIBERTY SHALL NOT  &54:19'8J0:phPemet 
Pp E RI S H F RO M TH E EARTH ] Two million copies of this enormously popular horror fantasy were printed. 

B UY. L] B E RTY B O N D S The poster's unlikely depiction of an air and submarine attack on New York 

FOURTH LIBERTY LOAN was designed to bring the war home to a public whose distance from the 

iH ; ; st boslesst rt fighting seemed to necessitate this most forceful sales effort. t mal 
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feed We guns with WAR BONDS 
and help fo end the War 

104. Feed the guns with war bonds and help 

to end the war. 

Great Britain. 1918. Bert Thomas. 

aes IL, Subscribe to the loan. 

France. 1918-20. René Prejelan. 

' | | Sw, 
with their portraits of rulers and allegori- ao - 

ures, become the oversized heads for the\ i B AN OVE 

figure bodies of this post-war reconstruc- pour l’ AMERIQVE DV S 

105. Help them. Keep your war savings 

pledge. 

U.S.A. 1918. Caspar Emerson, Jr. 

First in a slogan, then demonstrated visually, 

bonds and coins are equated with munitions. 

AL EMPRVNT 



107. Subscribe to the seventh war loan. 

Austria. 1917. Alfred Offner. 106. Turn your silver. into bullets. 

Great Britain: ¢.1915. 
“ 

FHohtuargi & 

Seicynes 7 Wriegsanfeihe 

Coins that buy war bonds here serve as defensive shields protecting soldiers 

and country from the enemy advance. The second poster brings the image 

of the Austrian knight (Poster |00) into the twentieth century, and, like the 

goddess holding the cornucopia (Poster 98), calls for peace. 

109. For France, pour out your gold. Gold 

fights for victory. 

France. 1915. Jules Abel Faivre. 

110. Lend your five shillings to your country 

and crush the Germans. 

Great Britain. 1915. D. D. Fry? 

Pour LA France 

VERSEZ VOTRE OR 

108. Help us in the struggle for peace. 

Austria. 1918. Moldovany. 



nomic and industrial conflict as 
Pe , he war was as much ano 

7. 

Food and 

Industry 

78 

an armed struggle, and the links 

between the two were very close. Both 

Germany and Great Britain, each the 

industrial backbone of its alliance, 

were vulnerable to the loss of essential 

raw material from overseas. The Brit- 

ish blockade led to unlimited German 

submarine warfare, which eventually 

brought the United States, with its 

enormous productive capability, into 

the war. In the final analysis, it was 

not the sacrifice of millions of lives 

that achieved victory, but rather war 

production that was the decisive fac- 

tor. 

Since none of the countries was eco- 

nomically prepared for the massive 

drain on resources, all had to create 

new agencies and policies to produce 

the needed food and supplies. Posters 

by these agencies were augmented by 

posters sponsored by local groups, in- 

stitutions, municipalities, and indus- 

tries, admonishing the public to pro- 

duce and save. Competitions for poster 

designs heightened citizen involve- 

ment in the home front campaigns. 

As a major voice speaking for war 

production everywhere, posters docu- 

ment both common problems and dif- 

ferences in attitude among the bellig- 

erents. Everywhere poster designers 

exploited economic hardships to cre- 

ate a bond between civilian society 

and the forces in the field. Rationing 

often lent itself to light-hearted treat- 

ment. Overall, the appeals to produce 

and to save were more somber in tone 

in Great Britain and on the Continent, 

while American posters, drawing on 

the country’s seemingly unlimited nat- 

ural resources, expressed a lush exu- 

berance and sense of abundance. 



% ae 

Durch Ucrbeit 3umGieg! 
‘DurchGieg Sum 
*SFrieden! 

ORUCKSTO! GEMBERG, BERLIN,N 54. 

DRUCK: A. WOHLFELD, MAGDEBURG 

113. Rivets are bayonets. Drive them home! 

U.S.A. ¢.1918. John E. Sheridan. 

The American vision of cooperation between soldier and machinist is more 

dynamic with a bright scene of flag-waving combat that equates production 

with defeat of the enemy. Sheridan often employed the device of superim- 

posing a familiar homefront scene on a stylized battlefield (Poster | 23). 

Here, the two scenes are linked by the parallel postures of worker and sol- 

dier, the repetition emphasizing the message of interdependence. 

112. Through work to victory! Through victory to peace! 

German. 1917. Alexander M. Cay. 

The symbolic handshake uniting the steel-helmeted front fighter and the 

munitions worker is reenforced by the text that proclaims the sequence 

from work to peace. The message is addressed to workers whose dissatis- 

faction with the war led to strikes in early 1917. Cay, who produced right- 

wing posters after the war, here made effective use of dark muted colors to 

emphasize the sobriety of the struggle. 

Rivets areB ayonetS 
Drive them home! 

os 

SE, Sharan, 
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114. Teamwork builds ships. 

U.S.A. c.1918. William Dodge Stevens, 

115. On the job for victory. 

U.S.A. ¢.1918. Jonas Lie. 

116. The ships are coming. 

U.S.A. c.1918. James H. Daugherty. 

Responsible for building the huge fleet needed 

to transport men and materiel across the At- 

lantic, the U.S. Shipping Board also sponsored 

some of the most impressive production posters 

of the war. Marked by their vigorous use of 

color, these three posters employed different 

design concepts to demonstrate industrial 

power. The most subtly designed is the close-up 

view of concentrated human energy. The di- 

dactic image of the shipyard emphasizes the 

pragmatic organization underlying American's 

boundless strength. Finally, the brilliant eagle 

EMERGENCY FLEET CORPORATION accompanying the armada of ships surging to 

rescue Europe is a superb use of national sym- 

bolism. 

IN THE JOB FOR VICTORY 
UNITED STATES SHIPPING BOARD #82 EMERGENCY FLEET CORPORATION 

/ The First World War 
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KUNSTANSTALT 
WEYLANDT 
BERLINSOMN ~~ 

Aluminium 
er Wiehin 

Vickel Qinn 
ijt genug im Sande! 

GOebt es heraus- 
das Seer braucht es! 

117. There is enough aluminum, copper, brass, nickel, zinc in the coun- 

try. Turn it in—the army needs it. 

Germany. 1917. Louis Oppenheim. 
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ausgekammtes Frauenhaar! 
Unsere Industrie braucht es fur Treibriemen. 

Annahme: 
\ 

Deutsche Frauenhaar-Sammiung vom Roten Kreuz, Sitz Magdeburg 

118. Collect combed-out women’s hair. 

Germany. 1918. Jupp Wiertz. 

Shortages caused by the British blockade forced Germany to create substi- 

tute materials and collect household objects to be recycled into war sup- 

plies. The fruit kernel drive, with a series of humorous posters by Gipkens, 

an innovative pre-war commercial artist, enlisted the efforts of children and 

schools in the war effort. The most curious collection was of women’s long 

nair to take the place of leather and hemp in drive belts and insulation. The 

crucifix-like image on the poster for the campaign, organized by the Red 

Cross, acknowledged the traumatic sacrifice required of women in a culture 

in which cutting one's hair was for many still synonymous with a loss of 

fernininity. 

 Cammelt | 
Objiferne | 

|. Schule Bargerheimfleahe 
2. »  Macttftrahe 

acarveteriteate 

119. Collect fruit kernels for oil. 

Germany. 1915-16. Julius Gipkens. 
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JE. SUIS UNE BRAVE. PoUIE. BE G 
TE. MANGE PEU ET PRODUIS BEE 

236, Bovlevard SiGermain. PARIS. : = Comilé titranal de Préveyance at d'Econamies 
SEE TR Astle me pelt one Grae veneus ae = 

ONE MILLION EGGS 
WANTED WEEKLY FOR THE WOUNDED 

Send Dorations to the Treasurer HORACE G HOLMES F504 P 
3, RUPERT ST COVENTRY ST W// 
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120. National egg day. 

Great Britain. Wippell. 

121. Look after the poultry yard. | am an 

honest hen of war. | eat little and produce 

much. 

France. G. Douanne. 

122. Frenchmen, save gas. 

France. Jeanne Fapournoux. 

Conserving food and fuel was a constant preoc- 

cupation for civilian and military authorities. In 

France, the National Committee for Foresight 

and Thrift sponsored a competition among 

school children for conservation posters; these 

two are remarkably modern and sophisticated 

in their use of clear simple images, especially 

when compared to the fussy British hen. 

; \ 

7 
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Composee 

par les 

UNION FRANCAISE 

Olssociation Nationale 

Sde France’ 
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123. Food is ammunition—don’t waste it. 

U.S.A. c.1918. John E. Sheridan. 

124. War gardens over the top. 

ULS.A. 1919. Maginel Wright Enright. 

Agricultural bounty which is almost tactile in its rich detail is incongruously 

superimposed on the remote silhouettes of mounted troops—a romantic 

image drawn from the Wild West, not from trench warfare. In a caricatural 

style characteristic of many conservation posters, vegetable-soldiers fight for 

peace by storming out of their trenches into victory gardens. 

FOR FREE BOOKS WRITE TO NATIONAL WAR GARDEN COMMISSION 
WASHINGTON, D.C. 

Charles Lathrop Pack, President Percival §. Ridsdale, Secretary 

125. We risk our lives to bring you food. It’s up to you not to waste 

it. 

Great Britain. 1917. J. P. Beadle. 

This grave, muted poster was a reminder of the high toll taken by German 

submarines on British merchant ships. 
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S. 

The End of 

the War 

osters that appeared as the war 

drew to a close and in the first 

months after the armistice con- 

tinued earlier appeals for money to 

help one’s prisoners in enemy hands 

and to care for the wounded and the 

sick. In France and Belgium a new 

theme was introduced: the entreaty for 

money to help finance the reconstruc- 

tion of formerly occupied territories 

and areas devastated by the fighting. 

War loan drives quickly turned into 

fund-raising campaigns to help win 

the peace. Other posters were issued 

to express a general sentiment and win 

or maintain the public’s support of its 

government negotiating the transition 

from war to peace. Posters celebrate 

victory, welcome the returning troops, 

and call for days of prayer and remem- 

brance. 

In the countries that suffered mili- 

tary defeat, followed by political up- 

heaval, the poster assumed a new role. 

It became a weapon of revolution and 

of political combat. Even in countries 

that retained relative social and politi- 

cal stability, the poster, which during 

the war had claimed to speak for soci- 

ety as a whole, now turned into an ex- 

pression of political and ideological 

diversity. 

126. Liberation loan. 

France. 1918. Jules Abel Faivre. 

In a poster initially designed for a war loan 

drive in 1915, the Kaiser sinks to his knees un- 

der the weight of Allied flags. It was used again 

with the addition of the Stars and Stripes for 

the fourth war loan in 1918. 

BERATION. 
MAQUET,Gr, PARIS. 
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128. Day of the liberated areas. After vic- 

tory, to work! 

France. c.1919. Auguste Leroux. 

127. An appeal to invest in national recon- 

struction. 

France. c.1919. L. Jonoy? 

A demobilized soldier with the Gallic cock on On the roof of a Gothic church, high above an 
his shoulder sets to work on the tasks of recon- Alsatian town that once again belonged to 

France, three workers, one still wearing army- 

issued pants and another his fatigue cap, nail a 

flagpole with a tricolor on an ancient finial. 

struction. 
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129. Heroes back from the front! Your 

country greets you! 

Germany. 1918-19. Walter Ditz. 

A small child, the symbol of Munich, welcomes 

the city's returning soldiers. The poster's warm, 

affectionate text and design give no hint of the 

legend of the undefeated army—stabbed in the 

back—that was beginning to circulate through 

German society. 

Oe : 

HOLLERBAUM 
8&— SCHMIDT 

RIN N-55 

130. The German people are asked to help its prisoners of war. 

Germany. 1918-19. Ludwig Hohlwein. 

131. Help the prisoners! 

Germany. W. Dittrich. 

German posters represented German prisoners as counterheroes—brave 

but now powerless. After the armistice prisoners portrayed further mean- 

ings: They became symbols of a nation whose armies had fought deep in 

enemy country but had nevertheless lost the war; as survivors they held out 

the promise of a better future. Hohlwein's poster, first published in 1916, 

was used again at the end of the war. The stoic, masculine figure of the 

prisoner, the great heart of Germany hovering over his shoulder, is very dif- 

ferent from Dittrich's wounded, older man, sitting by a barbed wire fence. 

Intentionally or not, Dittrich drew a dejected, defeated counterpart to the 

mythic hero in field gray, whom Erler's famous image (Poster 58) had de- 

fined for the nation when the war still seemed in balance. 
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132. In enemy country, Russian prisoners die of hunger. 

France. 1917. Théophile-Alexandre Steinlen. 

In its sketch-like quality, subdued colors, and empathy with the victim, this 

is a characteristic example of the thirteen posters Steinlen produced during 

the war and the immediate post-war period. 

133. Ludendorff fund for disabled veterans. 

Germany. 1918. Ludwig Hohlwein. 

By association with the general who guided German strategy on the west- 

ern front from 1916 on, this humanitarian cause also served to build patri- 

otism and morale. 
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135. Permanent blind relief war fund. 

U.S.A. 19!8-19. Albert Sterner. 

The symbolic treatment in this appeal to help the blind is more convincing 

than realism in the service of bathos in the preceeding poster. 

134. For the fatherland my eyes! For the peace your money. 

Italy. 1918. A. Ortelli. 

Here is patriotic rhetoric pushed to an extreme of mawkishness. The artist, 

favoring a realistic style, shows a wounded soldier, blood seeping through 

the bandage over his eyes and obviously out of the war for good, still fully 

uniformed with his right hand clenched into a defiant fist. Was the public 

impressed, disgusted, or did people simply ignore the poster? 

Silico Donivai—_— 
1 
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136. The Association of Disabled Veterans. 

France. 1917. Georges Dorival. 

Two highly decorated veterans—an officer who has lost an arm and is 

standing before a town with factory chimneys and a poilu who has lost a 

leg and has returned to farming—are shaking hands. The pair symbolizes 

the absence of social distinctions in the associations's work, but the poster 

nevertheless conveys the image of a hierarchic society: the officer is associ- 

ated with the modern urban world; the common soldier is a peasant. 
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137. National day for tubercular veterans. 

France. c.1919. Lucien Levy-Dhurmer. 
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138. Day of the liberated areas. 

France. 1919. Théophile-Alexandre Steinlen. 

Over a grave in what was once a battlefield 

hangs a withered laurel wreath atop a cross, a 

bird greets the rising sun, and at the base of 

the cross dandelions again grow between 

twisted barbed wire, 

139. Day of sacrifice. Put money in the bowl 

of sacrifice! Add your signature to the book 

of sacrifice! 

Germany. 1918. Walter Ditz. 

The poster was also printed with a different 

verse, which further clarified its message: 

“Burn, sacred flame, burn! Never cease to burn 

for the Fatherland!” The adjuration to offer fur- 

ther sacrifices on the altar of Germany, a mas- 

sive block marked by an emblem that is both 

sword and crucifix (and within its circular en- 

closure suggests a swastika), is couched in the 

mystic, tragic tones that exerted a powerful at- 

traction on some Germans during and after the 

war. There is a striking difference between this 

brooding and threatening image and Steinlen’s 

idyll of life returning (Poster 138). The two 

posters may be seen as defining radically op- 

posed political attitudes in post-war Europe: re- 

construction and the cult of violence. But Ger- 

many also produced posters that called for 

efforts to repair and rebuild, and for the time 

being the death-centered mystique of endless 

war attracted only small groups of adherents in 

the defeated country. 



EN, 

The End of the War 



Ce 
ne 

C
E
 
n
e
 

Ogg 
ee 

SN 
OO 

i 
a 
I
E
 
O
e
 
L
R
 

Sapo 
S
e
l
e
 

eee 
a
 
e
e
e
 

e
e
 
e
e
 
r
e
 

he 
q
s
 

3 
? 





Revolutions 

100 

n the empires of central and eastern 

Europe, military defeat was accom- 

panied by the abdication of mon- 

archs and the collapse of the old or- 

der. In the midst of popular 

demonstrations, calls for revolution, 

economic dislocation, and demobiliza- 

tion of millions of soldiers, posters 

took on a new stridency and urgency. 

Apart from official bulletins, political 

posters had been virtually nonexistent 

before the war, either being illegal or 

irrelevant within the old political sys- 

tems. Commandeered during the war 

by governments for their own pur- 

poses, posters became an essential part 

of the political process after the war. 

In volatile revolutionary situations, 

the idealization of one’s cause and the 

denigration of the enemy, developed 

during the war, were transferred from 

the international level to internal poli- 

tics. 

Just as the pre-war commercial post- 

ers helped develop an expanding mar- 

ket, posters mobilizing whole popula- 

tions in support of the war effort 

implicitly created the expectation of 

mass involvement in the political pro- 

cess. With the fall of the old regimes, 

revolutionary energy took concrete 

form in the formation of workers’ and 

soldiers’ councils and committees for 

citizen action in Russia, Germany, and 

Hungary. Similarly, artists’ councils 

and collectives were rapidly formed to 

produce political posters to promote— 

or oppose—the new governments. 

Thus, for a brief period, avant-garde 

artists in all three countries joined 

poster artists in populist ventures to 

reach and influence the new mass po- 

litical audience. 

The initial popular demonstrations 

in support of revolutionary change 

soon encountered both political and 

military resistance. Demobilized offi- 

cers and soldiers, monarchists, conser- 

vatives, and large segments of the mid- 

dle class and of peasants organized to 

counter what they perceived to be an- 

archic forces emanating from the Bol- 

sheviks. In the ensuing civil wars that 

racked the new German Republic, the 

Soviet Union, and Hungary, political 

posters conveyed equally vicious im- 

ages of the bolshevik specter menacing 

Europe and the capitalist, imperialist 

monster strangling reform. Two pow- 

erful poster types faced each other: the 

worker-soldier building a revolution- 

ary society and the front soldier guard- 

ing the established order. 

140. Freedom loan. 

Russia. 1917. B. M. Kustodiev. 

The image of the Russian soldier towering over 

demonstrating workers and soldiers was used to 

legitimize the provisional government formed in 

the February revolution and to demonstrate the 

continuation of the war against the Central 

Powers. 



Revolutions / [0] 



P 

141. A year of the proletarian dictatorship, October 1917—October 

1918. 

ULS.S.R. 1918. Alexander Apsit. 

Under Lenin's direction, the All Russian Central Executive Committee of So- 

viets planned to educate the largely illiterate population through “monu- 

mental propaganda” which relied heavily on posters. In Moscow, Apsit pro- 

duced the first new Soviet posters which, like previous Russian posters, 

featured much detail, narrative style, and frequent folk motifs. In this 

poster, worker and peasant herald the dawn of the future productive com- 

munist nation seen through the window frame. Under their feet in the inner 

room, representing the past, are the luxurious and oppressive symbols of 

the vanquished tsars. 

102 / The Interwar Years 
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142. To the deceived brothers. 

U.S.S.R. 1918. Alexander Apsit. 

The Red Army's struggle against Allied interven- 

tion and White Guard armies is personified by 

Apsit in the peasant's Herculean combat 

against the hydra-headed monster of imperial- 

ism—one of whose crowned heads is Nicholas 

Il. Directed at White supporters, the poster is 

based on a revolutionary poem by Dem'yan 

Bednyi, but the image is drawn directly from 

the tsarist poster of the Russian boyar (Poster 

| 4), 



143. Long live the revolutionary Red Army! 

WISS.R. 1919. 

Early Soviet posters often appealed to the population by linking folk culture 

with current politics. In the style of a woodcut, this poster portrays Red 

Army Cossacks on winged horses proclaiming victory over White generals 

while the Red Army surrounding the medieval Kremlin drives away Wood- 

row Wilson, John Bull, and William Il, who even after his abdication re- 

mained a useful symbol of German militarism. 
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144. Be vigilant. 

U.S.S.R. 1920. Dimitri S. Moor. 

Moor produced over fifty political posters for the Revolutionary Military 

Council under Trotsky during the years 1919-1920 in which he combined 

large stereotyped images with fussy didactic details. This one, showing a Red 

Army hero defending the Russian border, appeared after the Russo-Polish 

war and warned that enemy armies—depicted as black capitalists incited 

by a French officer and a Ukrainian hetman—may again invade. 
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145. If you don’t want to return to the past, 

take your bayonet and hand to the Polish 

front! 

USSR: VAs 

Avant-garde artists, including Mayakovsky and 

Rodchenko, worked from 1919 to 1922 to cre- 

ate hand-stenciled posters, continuing the mor- 

dlistic folk-tradition of woodcuts in a simplified 

modernist style. These hastily executed sheets 

communicated news bulletins from the Russian 

Telegraph Agency, ROSTA, for display in shop 

windows in Moscow. Here, the red worker calls 

on comrades to fight against counter-revolu- 

tionary forces, represented by dissolute capital- 

ists staggering before a bar and a prison. 

147. Three words: uninterrupted demobilization—building the 

republic—peace. 

German, 1918-1919. Heinrich Richter-Berlin. 

In the first winter after the war, expressionist artists in Berlin produced 

posters for the socialist government calling for discipline, order, and the end 

of strikes. The foray into national politics by avant-garde artists met with 

little success since the agitated expressionist style translated poorly into the 

mass language of political posters. This image of a worker upholding the 

government slogans against a backdrop of revolutionary flags is the top half 

of a large poster that was also used in this truncated fashion. 

146. Long live the three-million man Red 

Army! 

U.S.S.R. 1919. Skif (A. Apsit). 

Apsit's panoramic vision of a victorious Red 

Army streaming across the great plains of Rus- 

sia was produced in late 1919, before he fled 

from a Moscow threatened by the White Army. 

Apsit lived to see his early Soviet posters de- 

nounced as stylistically bourgeois in their ideal- 

ism and lack of socialist realism. 

148. Who protects us against collapse? The 

armed proletariat! 

German. c.1919-1920. 

The infrequent early posters of the German 

Communist Party reflected the ambiguous, pro- 

vocative position of the party in the first years 

of the republic. By trying to radicalize the revo- 

lution, the party precipitated sporadic civil war 

that shattered the left and strengthened reac- 

tionary coalitions. In this drab poster, the defi- 

ant armed stance and slogan of the worker is 

belied by his stolid appearance and the pros- 

perous landscape below. 
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149. Christians! Shall Spartacus tear down 

your churches? a 

German. 1919. Hermann Keimel. 

The Bavarian People's Party symbolized its op- 

position to the revolutionary government that 

had ousted the Bavarian monarcy in 1918 with 

this image of a huge communist (Spartacist) 

toppling Munich's central landmark—the 

Church of Our Lady. The academic modeling of 

the body constituted a conservative aesthetic 

challenge to the angular posters of the expres- 

sionists favored by the revolutionaries (Poster 

147). 

Ostpr Freiwilligen Korps 
Bei den Werbestellen Annahme 

von Freiwilligen flr 
Kra twagen Flakformationen! 

ADOLPH WILUTZKY, KONIGSSERG /PR 

151. East Prussian Volunteer Corps. 

Germany. 1919. FVZ. 

A stylistically modern poster accenting camou- 

flage techniques developed by artists during the 

war. 

150. Join the Eastern Frontier Guards! Pro- 

tect your country against bolshevism! 

German. 1919. Lucian Bernhard. 

Shortly after the war, recruiting began among 

demobilized soldiers for mercenary corps to 

fight bolshevism in the east and at home. Con- 

servative groups paid for heavy anti-bolshevik 

advertising, including this bizarre poster by 

Bernhard, evoking a bestial threat to the Ger- 

man homeland defined both by the medieval 

| niehiten Garnijon- oder Beziets -Aomumando - K village and by the Germanic typeface that was 

a specialty of Bernhard (Poster 25). 
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152. Temporary volunteers, let’s go! 

German. 1919. AS. 

153. Stop those who want to disrupt Ger- 

man work. 

German. 1919. Albert Birkle. 

154. Comrade, come to the Tiillmann de- 

tachment! 

German. 1919. Wustrau. 

Since the volunteer corps were drawn from 

front soldiers molded by trench warfare, crys- 

tallized in Fritz Erler's 1917 poster (Poster 58), 
it is not surprising that their steel helmet, 

adopted in 1916, became the symbol of mili- 

tary—and masculine—strength. Extolled by the 

conservative author Ernst Jtinger in his war 

memoirs as princes of steel with piercing eyes 

and granite chins, these men in helmets be- 

came the right-wing anti-bolshevik counterpart 

to the Red Army soldier with his soft-peaked 

cap. ; 

The strength of the image led to its use in 

recruiting posters for the Reichswehr, the new 

republican army, which on a visual level re- 

vealed the close ties between the army and the 

mercenary corps. By the late 1920s, the Steel 

Helmet was both name-and symbol of the 

rightist organization of front soldiers and was 

used in election posters. Under National Social- 

ism, the helmet became an icon of military 
prowess and national ‘pride, while for the Allies 

it encapsulated Hitler's sinister and menacing 

regime. 

159. He’s watching you. 

U.S. 1942. Glen Grohe. . 
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155. You too should join the Reichswehr. 

German. 1919. Julius Ussy Engelhard. 

In this surprisingly abstract poster for the new ; 2 

republican army, Engelhard, one of the Munich D D | } 

artists who produced anti-bolshevik posters ° 

(Poster- 178), combined the steel helmet motif 

- with the pointing gesture of recruiting posters 

of the war. 

HERAUSGEBER: DER STAHLHELM, BUND DER FRONTSOLDATEN DRUCK: HERM'SONNTAG &CO-MUNCHEN 

156. And you? 

German. |932. Ludwig Hohlwein. 

Hohlwein's stunning poster, used with different 

texts by both the Steel Helmet and the Ger- 

man National People’s Party in the elections of 

1932 and 1933, transforms man and helmet _ 

into an inhuman sculptural mass imposed on a 

schematic imperial German flag. 

158. The front calls Ee the Ye) 
German. c.1941. Mjéinir (Han 

In these Nazi posters, which juxtapose pr 

tion with military success, the helmet pro 
protection for life behind the front (Pos 



160. Red Parliament! Vote Social Democratic. 

Hungary. 1919. Bird. 

161. They wash themselves! 

Hungary. 1919. 

In the events of March 1919 in Hungary leading to the Soviet Republic un- 

der the Communist leadership of Bela Kun, these posters played off each 

other, using revolutionary red to convey opposing views. For the Social 

Democrats, cooperation with the Communists promised the renewal of par- 

liament; for the right-wing, communism meant a bloody massacre of the 

state perpetrated by the ape-like Bolshevik. 

162. 

Hungary. 1919. Manno Miltiades. 

The idealized or demonized giant red worker is aghast at his devastation of 

his own country. The image, borrowed from fussy Soviet Russian posters and 

grotesque German anti-bolshevik posters, is aesthetically simplified into a 

counter-revolutionary message. 
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10. 

The Soviet 

Union 

163. Long live the Third Communist 

International. 

U,S.S.R. 1920. Sergei Ivanov. 

Issued to publicize the Second Congress of the 

Comintern, which met in Moscow in July, this 

poster optimistically portrays British Commu- 

nists joining Russians in holding high the revolu- 

tionary flag. 

fter civil war and foreign inter- 

vention ended in 1921, the So- 

viet government threw its en- 

ergies into building a new Communist 

state. But the rhetoric of the govern- 

ment’s posters notwithstanding, it 

proved impossible to sustain the fer- 

vor of the revolutionary years. The 

need to bring order out of wartime 

chaos and to turn a backward society 

into a model state was transposed into 

increasingly didactic posters that for- 

mulated social imperatives. Posters be- 

came vehicles for literacy and hygiene 

campaigns, economic development, 

political indoctrination, and social 

change. The hope of Commissar of En- 

lightenment, Anatoly Lunacharsky, to 

enlist the avant garde to create new 

proletarian art forms was disappointed 

as control and instruction took prece- 

dence over experimentation and imag- 

ination. 

By the 1930s, with the Five-Year 

Plans making industrialization and 

collectivization the top priorities, 

poster artists were regimented into a 

social realism that slavishly followed 

Communist party directives and af- 

VIVE ILA 

firmed the new Soviet order under 

Stalin. Most of the posters of this de- 

cade were reduced to presenting he- 

roic cardboard peasants and workers 

against a background of progressive in- 

dustrial and agricultural scenes. De- 

spite this, the strong caricatural tradi- 

tion and the constructivist ROSTA 

style managed to emerge on some 

posters, particularly in the late 1930s 

when the rise of facism in Europe 

again provided an external enemy to 

vilify. : 

The persuasive function of posters 

means that they often convey, particu- 

larly in a political context, not only 

equivocal but deceitful messages. 

While all political posters are ideologi- 

cally motivated, the posters of Stalin’s 

Soviet Union and Hitler’s Germany 

were cynically mendacious in their 

optimistic representations of new so- 

cial orders that camouflaged their dis- 

regard for human lives. The posters of 

both regimes document the continua- 

tion of the tactics of wartime propa- 

ganda into an assault against one’s 

own people as part of the process of 

ideological indoctrination. 

TROISIEME 
INTERNATIONALE — COMHUNISTE! 
ES LEBE DIE DRITTE 
KOMMUNISTISCHE INTERNATIONALE! 
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164. Help the school. 

Wide i923. 

This charming poster is a surprising amalgamation of modern two-dimen- 

sional poster techniques with folk images. It celebrated the building of a 

new school that combined literacy and labor by locating a metal shop and 

wood shop on either side of the classroom. The doll-like Russian children 

admonish their elders for failing to join in the enterprise. 

165. The illiterate man is a blind man. Failure and disaster await him. 

U.S.S.R. 1920. Aleksei A. Radakov. 

The poster, whose image suggests a peasant proverb, is actually a state ad- 

vertisement insisting upon the necessity of literacy and promoting books on 

progressive methods of farming and husbandry. " 
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166. Merge shock detachments into combined shock brigades. 

U.S.S.R. 1931. Leningrad Artists Collective. 

167. We smite the lazy workers. 

WES:S Reale 3p 

Two posters mobilize workers into industrial shock brigades for the Five- 

Year Plan: men are absorbed into a machine-like system that is embodied 

in rhythmic, futuristic styles. The disciplined motion of the red robotic work- 

ers cannot tolerate the irregularity of the slacker, here presented in a style 

adopted from the anti-capitalist caricatures of the German artist George 

Grosz. 

168. Remember the starving. 

ISSIR, (ZI. 

During the disastrous famine of 1921—23, the 

American Relief Administration, led by Herbert 

Hoover, collected and distributed over $60 mil- 

lion worth of food and medical supplies from 

Europe and the United States. At the same 

time campaigns within the Soviet Union were 

directed at the people to encourage frugality. 

This stark poster skillfully arranged the pointing 

hand and simple meal against the sketchy inti- 

mation of desperate, emaciated multitudes to 

produce its harsh admonition. 

BbEP 
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169. For shock-brigade reaping and for a bolshevik harvest. 

U.S.S.R. 1934. Maria Voron. 

A typical example of socialist realism promoting mechanization of agricul- 

ture on the large collective farms that were formed from peasant holdings. 

Supervised by local soviets, the peasants—male and female—were urged to 

work in brigades, as in industry, to increase productivity. The poster visual- 

izes an ideal of disciplined workers in ordered fertile fields. The robust fig- 

ures give no hint of the actual crop failures and famine in 1931-32 that 

resulted from forced collectivization. 

170. We will smite the kulak who agitates for reducing the cultivated 

area. 

USSR, [310 

The massive program of expropriating the land of the kulaks and eliminat- 

ing them as a class through forced deportations is given expression by this 

unpleasant image of a wealthy land-owning peasant who does not want to 

lose his land to collectivization. The designer drew the encircling pattern of 

the cultivation of the land by tractors to represent the new agricultural pol- 

icy against which the caricatured peasant vainly defends his miserly, antiso- 

cial ways. 

The Soviet Union / [15 
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171. Religion is poison. Safeguard the chil- 

dren. 

U.S.S.R. 1930. N. B. Terpsikhorov. 

(opposite page) 

172. Working woman in the struggle for so- 

cialism and the struggle against religion. 

U.S.S.R. 1931. B. Klinch and Koslinskii. 

These posters proclaim the same message: the 

new Marxist-Leninist state will free women 

from their bondage to reactionary priests and 

teach them to become productive citizens in a 

utopian socialist society, symbolized in both by 

strong new modern buildings. In a vigorous de- 

sign, the old woman struggles against the child's 

- desire to turn away from the crumbling edifice 

of the church towards a future in which the 

cross is replaced by an airplane. The design on 

the left divides the past from the future 

through a realm of light emerging out of the 

darkness of religious superstition where 

drunken men brutalized women. Women, freed 

from religion by Lenin's writings, become pro- 

ductive workers—here as an architect design- 

ing the shining international-style city of the 

new society. 

PENArAR-Te 
EPErM PEGHT 

(following pages) 

173. Raise higher the banner of Leninism, the banner of the interna- 

tional proletarian revolution. 

U.S.S.R. 1932. N. Kochergin. 

Designed to celebrate the completion of the First Five-Year Plan, carried out 

during the years of the Great Depression, the poster again uses light and 

dark to distinguish scenes of Soviet progress from those of capitalist col- 

lapse. On the top, in red, can be seen the upward progression of orderly 

ranks of proud workers who are united, under Lenin's guidance, in building 

new industry and boosting production. Below, the capitalist world of stock 

exchanges, banks, and factories crumbles into chaotic civil war, while yellow 

figures—signifying Social Democrats—mediate battles between workers 

and police, protest exploitation and executions of workers, and attempt to 

stop the Nazi onslaught—all without success because they do not follow 

true revolutionary principles. 

The Soviet Union / {17 
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174. Imperialists can not stop the triumphal 

march of the Five-Yéar Plan. 

U.S.S.R. 1930. Konstantin Eliseev. 

The aging, top-hatted capitalist vainly goads his 

puppets—German, French and Polish officers 

and the pope—to attack the rising Soviet in- 

dustrial power. Even before Hitler's accession to 

power, Russian propaganda linked German mil- 

itarism with National Socialism. 

175. United Front for the storming of capitalism. 

U.S.S.R. 1935. A. Keil (Ek Sandor). 

A Hungarian communist, Ek Sandor, was active in setting up artist organi- 

Zations after |928 in both Germany and Russia that enforced Communist 

party guidelines among artists. This Soviet poster—very similar to German 

posters of the !930s—confirms the new United Front policy calling for co- 

operation of all the parties of the left against capitalism. 

~—"—T EAMHBIM 
| OPOHTOM 

by 

176. Increase the forces of the antifascist front to make the knife fall 

from the paw. 

U.S.S.R. 1938. Mikhail M. Cheremnykh. 

Produced in August during the Czechoslovakian crisis, but before Chamber- 

lain's capitulation to Hitler, this poster invokes its message through hands: 

strong clasped hands of the united antifascist front forcing the bestial Nazi 

hand to drop its plans for war. Once again, light and darkness define the 

realms of good and evil. 

The Soviet Union / /2i 
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constitutional parliamentary re- 

public of federated states in Germany. 

In the following fourteen years, twelve 

national elections were held—three 

presidential and nine, in which, be- 

cause of proportional representation, 

over twenty parties vied for National 

Assembly and then Reichstag seats. 

When state and municipal elections 

are added, it is clear that the republic 

provided a bonanza for the designers 

of political posters. Many posters were 

mediocre to poor, but the ideological 

and social diversity represented by the 

parties ensured that they expressed 

important interpretations of social and 

political issues. Throughout the coun- 

try, posters constituted raucous visual 

debates, rather than the monologue of 

assertions that issued from one-party 

governments. 

During the twenties, the parties of 

the far left and right attacked their en- 

emies and expressed their convictions 

in aggressive posters, which by the 

end of the decade openly opposed the 

republic. Posters of the liberal and 

Catholic parties, often produced by 

commercial artists, tended to be less 

effectual and often seemed to lack 

conviction. A National Socialist analy- 

sis of political posters argued that per- 

suasive posters contained three ingre- 

dients—the enemy, the defender, and 

what needs to be defended—and sin- 

gled out the anti-bolshevik posters of 

1919 as compelling models. Nazi post- 

ers refined this formula, intensifying 

the fear of the Bolshevik-Jew, glorify- 

ing the front soldier of the war posters, 

and romanticizing the family. Orches- 

trated by Goebbels, Nazi propagan- 

dists, appealing to the young and to 

the socially and economically inse- 

cure, helped bring about the massive 

electoral shift in the Reichstag elec- 

tions of September 1930, which in ef- 

fect marked the end of the parliamen- 

tary government. 

After Hitler became chancellor in 

1933, though still the leader of a mi- 

nority party, the contentious party 

election posters were replaced with 

posters whose purpose was uniform 

indoctrination, as parties that opposed 

Hitler were eliminated. A division for 

posters under Hans Schweitzer (Mjél- 

nir) was created in the Reichs Cham- 

ber for the Visual Arts in Goebbels’ 

Ministry of Propaganda. Posters to win 

support at home and abroad presented 

a unified vision of an orderly nation 

peopled by wholesome workers and 

families whom National Socialism 

protected from domestic and, soon, 

from foreign enemies. 

177. The danger of bolshevism. 

Germany. 1919. Rudi Feld. 

(page | 24) 

178. Bolshevism brings war, unemployment, 

and famine. 

Germany. 1918. Julius Ussy Engelhard. 

Political life in the republic was haunted by the 

fear of communism that posters of the anti- 

bolshevik leagues and volunteer corps had 

helped propagate. European caricatures had 

depicted socialism as a skeleton since the nine- 

teenth century, but Feld’s image was adopted 

from a horror novel. The most influential source 

for these bolshevik monsters was, ironically, Al- 

lied images of the bestial German Hun. Engel- 

hard's Bolshevik is a cross between Triedler's 

and Hopp's sub-human destroyers of civilization 

(Posters 3! & 32). Under the Nazis, the bolshe- 

vik menace took on the added form of the Jew 

(Posters 190 & 191). 
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179. Women! Provide for peace and bread! Promote and vote for the 

election! 

Germany. 1919. Lucian Bernhard. 

A non-partisan poster, created by Bernhard for the Committee of Women's 

Associations in Germany, urged women to vote in the first election held un- 

der the provisional government that in November 1918 had proclaimed 

women’s right to vote. Various political parties ingeniously usurped the 

poster by pasting their own message over the orange square. 

180. Women and men, ensure the happiness of your family and chil- 

dren by voting for the Christian People’s party (Center party). 

Germany. 1920. Julius Gipkens. 

Since the women’s vote was potentially very large, all of the parties, even 

the rightist ones that had opposed women’s suffrage, undertook serious 

campaigns to win their vote. Each party's posters reflected its attitude to- 

ward the role of women within society. The Socialists and Communists 

treated them as emancipated working women; the conservative parties, es- 

pecially the Catholic Center, focused on the importance of women’s votes 

for preserving traditional family values, here epitomized by a nineteenth- 

century silhouette of a happy family. %, 



181. Betrayed by the Socialists. Vote Communist! 

Germany. 1930. A. Malsov (Victor Slama). 

182. Clear the way for List |. Social Democrats. 

Germany. 1930. 

The Communist party poster for the crucial September | 930 election, with 

its shackled hand emerging out of a prison, repeated the charges that the 

Socialists had betrayed the cause of the worker during the course of the 

republic, while the Socialist party represented itself as the only true working 

class party opposing both Communists and Nazis. 

Moweiprbers Peps lsaclen Malt, Been 
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183. Every vote counts against civil war and 

inflation! 

Germany. 1932. 

In successive Reichstag elections in 1932, the 

conservative People's party presented itself as 

the muscular savior who would clean up the 

chaos into which Germany was falling. The de- 

sign, with its bloody street fighting incited by 

capitalist corruption, plays on the fears of the 

192|—23 inflation, although by now Germany 

was in the midst of the Great Depression. 

| i 

184. The Third Reich? No! 

Germany. 1932. Rimar. 

According to one Nazi account, this Social 

Democratic party attack on the National So- 

cialists was blunted when, forewarned about 

the poster, the Nazis pasted a socialist hat and 

logo onto the skeleton and changed the “No” 

toa “Yes.” 

Herwergeben Richerd Hewechiidt, Harlla FW 43, Lindgnat, b Druch| Vormilct Druckeyel, Berlin FW 4, Lindon, 5 
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186. Our last hope: Hitler. 

Germany. 1932. Mjdlnir (Hans Schweitzer). 

Hitler unsuccessfully challenged the incumbent 

Hindenburg in two presidential elections in the 

spring of 1932, but, within a year, Hindenburg 

named Hitler chancellor of the republic as 

head of a Nazi-Nationalist alliance that would 

resolve the parliamentary deadlock. The rock- 

like poster of Hindenburg evoked the First 

World War hero (Poster 96) both in the image 

and in the title taken from a traditional soldier's 

song known by every school child. Mjdlnir's 

poster of grim-faced Germans, whose only 

hope lay in Hitler, was one of his major suc- 

cesses (see page xvi). 
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Ave me SCHONEBERG HAUPISTRF-8 © 7 ul 
BS 

ORUCK) <PLAKATKUNSTORUCK ECKERT BLN 
ae 4 



VERUNTWORTUCH: W, KOROER, Meco ORUCK: HERM. SONNTAG A CO, MONCHEN. 
pipes am 23, Sebruae 1933 tothe 

AS tere Crepe vem Doan MU he 

187. Roll call on 23 February 1933. 

Germany. 1939. Elk Eber. 

188. The first National Socialist national youth day. 
SICHERT DIE Dg | 
VOLKS— Germany. 1932. Ludwig Hohlwein. 

GEMEINSCHAFTA£ 
fe eae eee 189. The National Socialist party ensures the people’s community. 

Germany. Ahrle. 

The design in each of these posters uniquely characterizes the basic images 

of the new racial community: storm troopers girding themselves for action, 

Hitler youth following the Fuhrer, and mothers surrounded by their family. 

Eber's academic painting style with carefully delineated hands and faces as- 

serts the tough reality of these veterans of street brawls; Hohlwein’s sculp- 

tural masses arranged against flags affirms the abstract idealism of un- 

tested youth; and Ahrle’s romantic, saccharin style suited the extravagant 

exaltation of the family common to Nazi rhetoric. 
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190. The eternal Jew. 

Germany. 1937. Hans Staltiter. 
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191. Bolshevism unmasked. 

Germany. 1937. Herbert Agricola. 

These stereotypes of the Jew as a money 

lender enslaving Germany to the Bolsheviks, 

and of the Bolshevik as the destroyer of civilza- 

tion, announced major exhibitions in Munich 

and Berlin designed to enable Germans to rec- 

ognize the marks of the enemy spawned by the 

East and to provide ideological instruction for 

the new national order. Not coincidentally, both 

posters borrowed modernist techniques of fore- 

shortening, shocking colors, and flat simplified 

masses to stress the degenerate nature of the 

enemy. 

| 

+ 
a 
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192. Germany’s modern architecture. 

Germany. c.1936—-37. 

193. Speed along German Reich autobahn. 

Germany. c.|936—37. Robert Zinner. 

Two posters in the sophisticated painterly aca- 

demic style favored by the Nazis present the 

positive face of National Socialism to the world: 

tourists are invited to drive along the spectacu- 

lar-new highway, with its discrete Nazi pylon, 

cutting through scenic ancient lands, and to ad- 

mire the neoclassical architecture of the New 

Germany that has replaced the Bauhaus style 

of the corrupt republic. 



SPEED ALONG 
GERMAN REICHSAUTOBAHN 

HK SIVT va. Peleted It Gerrny bnpnind on Allpmnaee 



2. 

The Spanish 

Civil War 

134 

osters of the Spanish Civil War 

express the ideological and po- 

litical issues of the 1920s and 

’30s in a context of overt violence. The 

conflicts between republican and au- 

thoritarian systems of government, be- 

tween capitalism and communism, 

and between bolshevism and the non- 

communist left that had shaken Eu- 

rope since 1918 all appear in the 

Spanish posters, but now shifted from 

the framework of politics to that of 

wat. 

In July 1936 a military coup against 

the newly elected Popular Front gov- 

ernment in Spain started a three-year 

civil war, which pitted nationalists, 

monarchists, and fascists against re- 

publicans and the parties of the mod- 

erate and revolutionary left. Spain’s 

strategic importance and the ideologi- 

cal polarization of the antagonists, 

which reflected the divisions through- 

out the western world, made it impos- 

sible for the rebellion to remain con- 

tained. The civil war soon became an 

international conflict. 

Within a few weeks of the initial up- 

rising, Hitler and Mussolini began 

sending military aid to the national- 

ists, while France and Great Britain 

adopted a policy of non-intervention. 

Only the Soviet Union supported the 

republic with arms shipments, but, in 

the process, its attempts to undermine 

moderates and anarchists in the de- 

fense coalition destroyed any hope for 

a truly united front. 

With the influx of foreign military 

aid, the Spanish Civil War soon be- 

came a testing ground not only for ide- 

ologies but for modern weapons and 

military doctrine. Air raids on towns 

and cities broke down any distinctions 

that might still have been drawn be- 

tween civilian areas and the front. 

The decision of Great Britain and 

France not to assist the republic—mo- 

tivated by distrust of the left, wide- 

spread pacifism caused by the horrors 

of the First World War, and their own 

military unpreparedness—proved to 

be a major miscalculation. The west- 

ern powers failed to understand the 

seriousness of the threat posed by Hit- 

ler and, in his wake, by Mussolini. In 

the end, the Spanish Civil War, to- 

gether with Germany’s dismember- 

ment of Czechoslovakia, shattered all 

realistic expectations that war could 

be avoided by passivity, appeasement, 

or diplomatic measures of any kind. 

Posters from both sides of the Civil 

War are among the best political post- 

ers of the 1930s. Responding to the ab- 

stract and cubist styles in whose de- 

velopment Spanish artists were 

playing a major role, many of the 

posters make a distinct break from 

both Russian social realism and Na- 

tional Socialist romantic realism. 

Their greater use of abstraction and 

stylization is evident if one compares, 

for example, a Spanish anti-bolshevik 

poster (Poster 200) with German and 

American posters of the same subject 

(Posters 31 and 178). 



194. Forward fighters for Liberty! 

Spain. c.1936. 

The anarchist and anarcho-syndicalist trade unions, identified in the acro- 

nyms at the top of the poster, organized the initial military response to the 

rebellion with which the Civil War began. The republican government's ini- 

tial reluctance to arm the unions in its defense prevented a quick defeat of 

the uprising. This poster combines elements of social realism, not often used 

during the Spanish Civil War, with abstraction and a sculptured monumen- 

tality. The pathos of the profiles and the woman's oversized hands are 

meant to express power and extreme determination. 

~~ 

HL CLONE 

de laLIBERIAL! 

195. First win the war. Fewer idle words! 

Spain. 1937. Parilla. 

Fearing an imminent nationalist capture of Madrid, the republican cabinet 

fled to Valencia in November |936 and left the city in control of an emer- 

gency Council for the Defense of Madrid. The flags behind the militia men 

represent the component groups of the council: the Spanish Republic, the 

Spanish Communist Party, the anarcho-syndicalist trade union (CNT/FAl), 

and the flag of the Soviet army, which sent equipment and advisers to the 

republican forces. 
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196. The FAI. On the bloody front; on the 

workers’ front. Fight for humanity. 

Spain. c.1937. 

This highly stylized cubist poster, issued by the 

Federation of Iberian Anarchists, is a play on 

parallels. The two soldiers in the upper half of 

the image defy the aerial threat; below, their 

counterparts, two workers with hammer and 

crane hook, produce the weapons that will 

bring victory. The two-tiered slogan, repeating 

tne dualities of the image, refers to the FAI's 

effort to turn its local trade syndicates into mili- 

tia units. 

197. The Generalissimo. 

Spain. c.1937. Pedrero. 

Produced by the artists’ syndicate of the socialist trade union (UGT), this 

poster caricatures General Franco who had assumed leadership of the na- 

tionalist forces. Franco, his malevolence signaled by his death's head and 

the swastika on his chest, is a stiff, two-dimensional, cardboard puppet that 

serves as a front for the figures representing the military, capitalism, and 

clergy who gleefully carry his coat tails. 

Ty RE ESD EASED IER OSE 

198. Aid the Spanish resistance. 

Spain. c.1937. Arguello. 

This cubist image shows a supporter of the republic who has just been shot 

by pro-Franco members of the Civil Guard, one of whom holds a smoking 

gun. Because of the Civil Guard's role in the often brutal suppression of 

peasant and worker uprisings over the previous decade, their distinctive 

hats had become common symbols of repression and social injustice. Under 

the halo of the street lamp, the falling Spaniard becomes a secular martyr. 
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199. Assassins! 

Spain. c.1938. Lleo. 

Issued as an appeal to the French public by the 

socialist trade union (UGT), the poster refers to 

the bombing raids on the population of Barce- 

lona carried out by units of the Italian air force 

200. Communism destroys the family. 

Spain. c.1937. 

201. This is what lies behind communism. 

Spain. c.1937. 

Franco and his supporters presented all forms 

of disagreement and unrest as the work of bol- 

shevism. One poster shows the hammer and 

sickle to be, in reality, a symbol of death; the 

other employs the trite but evidently effective 

motif of depicting the enemy as rapists and 

murderers. 

202. Discipline. 

Spain. c.1937. Martinez Ortiz. 

The sophisticated design of this nationalist 

poster belies its straightforward message of 

power. Spanish workers, peasants, teachers, 

and officialsk—symbolized by the factory, the 

plow, and the pen—must subordinate them- 

selves to the same discipline as the steel-hel- 

meted soldier who is shown as the unifying ele- 

ment of the new Spain he is fighting to create. 

The soldier's neck and shoulders meet in archi- 

tectonic right angles, making him one with the 

factory buildings; his unseen right arm wraps 

around the image, with its hand, holding a gun, 

reappearing in the lower left corner. The series 

of repeated, stylized forms shared by the sol- 

dier and the symbols of the new society-—the 

curved plow-biade and the helmet, the wavy 

drifts of smoke and the front rim of the helmet, 

the smoke stacks and the gun barrel, even the 

pen nib and the outline of the soldier's nose— 

all indicate union and integration under military 

force. The entire design is slanted across the 

poster to give the message a pronounced dy- 

namic. 
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Early Stages 

142 

uring the First World War, post- 

ers and their forerunners—proc- 

lamations and other official an- 

nouncements—together with 

newspapers, pamphlets, books, and 

motion pictures made up the means of 

mass communication. By 1939, the 

print media no longer dominated the 

field, but shared it equally with radio, 

films, and newsreels. With this larger 

arsenal of propaganda weapons avail- 

able to them, most governments relied 

on posters less than they once had. 

Nevertheless, the intense politicization 

of the poster during the interwar years 

inevitably made it a forceful presence 

in a conflict that was far more ideolog- 

ical then the First World War had 

been. 

In every country, efforts were made 

to bring propaganda under central 

control, but as in the earlier war, true 

centralization remained elusive. The 

perspectives and interests of the ser- 

vices and those of foreign and domes- 

tic policy did not always coincide, and 

many departments and agencies re- 

tained their own publication and pub- 

licity programs. In Great Britain, the 

new Ministry of Information never 

completely controlled the output of 

news and propaganda, a situation that 

was paralleled in Germany, all at- 

tempts by Goebbels to concentrate au- 

thority in his hands notwithstanding. 

Several times Goebbels demanded the 

withdrawal or overpasting of posters 

from other agencies; for instance, 

when a poster was issued by the High 

Command of the Wehrmacht in 1940 

with the ambiguous slogan, “‘To fight 

is to act, to talk is treason,” which 

could be read as being directed against 

Goebbels’ own Ministry of Propa- 

ganda. But even in the last year of the 

war, the army and other agencies still 

printed posters that were not part of a 

coordinated policy under his control 

(Poster 295). In all warring countries, 

posters continued to express a range of 

opinions and points of view, even if 

the range was narrow. 

Posters in Great Britain and the 

United States, which had tarred the 

Kaiser and his soldiers with the brush 

of barbarism, rarely stressed atrocities 

in the Second World War, although 

they would have had infinitely greater 

justification for doing so. If only be- 

cause the public had grown more 

skeptical, it was no longer considered 

an effective theme. Germany, Italy, 

and Russia, on the other hand, used 

atrocity propaganda extensively. It is 

improbable that accusing the enemy of 

inhuman actions increased the deter- 

mination of Russian or German sol- 

diers and civilians, who in any case 

had little choice but to follow orders, 

but accusing the enemy of crimes may 

well have helped justify one’s own 

atrocities. 

In the aggregate, posters of the Sec- 

ond World War may include a some- 

what greater proportion of fairly realis- 

tic depictions of life in the services, 

combat, and conditions in the rear ar- 

eas than had been the case earlier. 

This was less so in the Soviet Union 

than elsewhere—the falsifications in- 

herent in social realism, further inten- 

sified by a repressive political system, 

threw up barriers to truthfulness that 

were too high to overcome. But show- 

ing the reality of combat was difficult 

for poster artists everywhere, and, in 

any case, was not generally regarded 

as ‘helpful to the war effort. As a prac- 

tical matter, the Germans and their op- 

ponents continued to believe that the 

primary task of the poster was not so 

much to inform as to exhort. 

203. The messenger. 

Germany. 1942. Elk Eber. 

In this painting by an artist who had been a fol- 

lower of Hitler since the early |920s, National 

Socialism is presented as the force that is con- 

tinuing the struggle of 1914-1918 and rectify- 

ing its outcome. A soldier from the earlier con- 

flict is carrying a message through shell craters 

to a forward position. His features and gleam- 

ing eyes are in the tradition of Erler’s field-gray 

savior of 1917 (Poster 58), who now has 

evolved from a general type to a particular in- 

dividual, Hitler. The German military term 

Meldeganger (runner or messenger) is here 

given the additional mystical cgnnotation of the 

one who brings the message of salvation to his 

people and the world. The text is a quotation 

from Hitler's Mein Kampf, in praise of the hero- 

ism of the German soldiers of the First World 

~ War, “The iron front of the gray steel helmet.” 



Mégen Jahrtausende vergehen, so wird man nie von Heldentum reden und sagen dirfen, ohne des 

deutschen Heeres des Weltkrieges zu gedenken. Dann wird aus dem Schleier der Vergangenheit heraus 

die eiserne Front des graven Stahlhelms sichtbar werden, nicht wankend und nicht weichend, ein Mahnmal 

der Unsterblichkeit. Solange aber Deutsche leben, werden sie bedenken, da dies einst Sohne ihres 

Volkes waren. Adolf Hitler, Mein Kampf (Seite 182) 

Der Meldeganger 
Nach einem Original von Professor Elk Eber + 

Verlog Der proklische Schulmann, 
Keller & Nohmonn, Stultgert 

Nr. 293 

Offsetdruckerel Fricke & Co, Stuttgart 
Tort dozu im ,,Schulmann™ Hel? 1/1942 

¢ 
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»>Wenn Deutschland morgen aus der Welt 
vertilgt wiirde, gabe es iibermorgen 
keinen Englander auf dem ganzen Erdball, 
der nicht reicher geworden ware« 

So schrieb vor fiber 40 Jahren das britische 
Blatt »Saturday Review«.— Und-als sie vor 
25 Jahren iiber uns herfielen, schrieben sie 
auf ihr niedertrachtiges Hetzplakat: 

rnichtet diese rasende Bestie!<— 

mimics: GaS deutsche Volk ! 



204. The old hatred—the old goal! 

Germany. |939. 

In the spring of 1939, Goebbels launched a se- 

ries of weekly posters or “Party Wall Newspa- 

pers,” with the title “Motto” or “Message of the 

Week.” The 36th in the series was issued on 

September 5, four days after the invasion of 

Poland and two days after the British and 

French declaration of war. The poster borrows 

the image of Germany as a wild beast from an 

American poster of the First World War (Poster 

32) with an accompanying text that reads in 

part: “When they assaulted us 25 years ago, 

they wrote on their rotten slanderous poster: 

‘Destroy this mad beast'—they meant the Ger- 

man people!!!” 

205. Chamberlain’s work! 

Germany. 1939. 

Two weeks after the preceding poster, the 

38th number in the series appeared. The 

blood-dripping slogan superimposed on a pho- 

tograph of bodies in civilian clothes accuses the 

British of having master-minded an attack by 

Poles on German civilians, an event that served 

as the immediate pretext for the invasion of 

Poland. In reality Germans had staged the at- 

tack. 

206. Into the dust with all enemies of Greater Germany! 

Germany. 1940. Mjélnir (Hans Schweitzer). 

France, Great Britain, and World Jewry are smashed by the German fist. 

The words are a play on the final line of one of the great dramas of Ger- 

man classicism: Heinrich von Kleist's Der Prinz von Homburg. 

207. The soldier at the front expects your sacrifice! 

Germany. 1940. M. Rothgaengel. 

Whatever the realities in the field, posters showed Germany fighting a de- 

fensive war. Here, civilian hands fill the collection can while the army and 

anti-aircraft guns keep the enemy at bay. 
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11.12 NOVEMBRE 
; 1939 

« JOURNEE FRANCO-BRITANNIQUE ~ 
AU BENEFICE DE CEUX QUI COMBATTENT RSATE OU Tinh Lvs 490 J OFT, sok cman AY 

208. Anglo-French day for the benefit of the combatants and of their 

families. 

France. 1939. Jean Carlu? 

A similar appeal as that in the preceding poster is presented from the Allied 

side, 
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209. Mightier yet! 

: | Great Britain. 

@ British posters in the Second World War often made use of photographs. 

This characteristic example is designed to maintain morale on the home 

front. 

Every day more PLANES ~ 
Every day more PILOTS 

E shall not flag. We shall 
not fail. We shall fight in 

France, and on: the seas and 
oceans. We shall fight with 
growing strength in the air. 
If invaded, we shall fight on 
beaches, landing grounds. in 
fields @ inmsttects: and on athe 

hills. We shall never surrend 

210. “We shall not flag.” Cimeevctmii a slatee patte OL 
Great Britain. 1940. c c : 

Great Britain be subjugated 
On June 4, 1940, the evacuation from Dunkirk was completed, with , . 

338,000 men saved. In the first phase of the campaign in Belgium, The and Sta rving 2 the Nn the Empi IAG 

Netherlands, and France, however, the Germans took 1,200,000 prisoners, 

-and an invasion of Great Britain seemed possible. In such a crisis, words are beyond the Seas Wi lI Cann y 

more effective than images, and the wholly typographical poster reap- 
on the battle « Winston Churchill, June 4,1940 

peared. t 
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La France a perdu une bataille! f 
Mais la France n’a pas perdu la guerre] Ya 

/ 211. France has lost a battle, but France has not lost the war! 

dtn Great Britain. 1940. 

u ’ De Gaulle’s proclamation is reinforced by two lines from the Marseillaise 

ae ax and by an old and a new symbol: the avenging Gallic goddess from the Arc 

> ee, G3 de Triomphe and the new Free French emblem, the cross of Lorraine. 

212. No surrender! Holland—the home of a free people. 

Great Britain? 1940? Winfield. 

Probably produced in Great Britain, the poster was intended to arouse sym- 

pathy in the United States and the British Commonwealth for the Allied 

cause. 

213. The life-line is firm. 

Great Britain. Charles Wood. 

Great Britain's dependence on supplies from 

overseas was a major strategic factor in the 

ie = war. This poster, one in a series of Britain at 

LAND 2 war, paid recognition to the Merchant Navy 
REE PEOPLE 
aE : and reassured the home front. 
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4. 

The Air War 

osters of the air war differed in 

an important respect from most 

other posters between 1939 and 

1945. They often dealt with acts of vi- 

olence that affected their public di- 

rectly rather than indirectly. They did 

not ask civilians, far from the front, to 

subscribe to war bonds, work harder, 

or save scarce resources; instead, they 

addressed men and women whom 

modern technology had made the im- 

mediate object of military action. 

During the Second World War, 

bombing raids broke down many of 

the distinctions between civilian life 

and life at the front. First used on a 

large scale in the Spanish Civil War, 

the aerial bombardment of open cities 

and civilian populations became ac- 

cepted in both the Axis and Allied air 

forces. Because of the airplane’s vul- 

nerability in daylight attacks and the 

difficulty of precision bombing at 

night, Germany, Great Britain, and the 

United States adopted policies of mas- 

sive, largely indiscriminate raids on 

population centers in the hope of dis- 

rupting the enemy economy and de- 

stroying civilian morale. Some thought 

of these attacks as effective precursors 

for eventual land invasions, while oth- 

ers insisted that air strikes alone, if 

conducted severely enough over a long 

period of time, could win the war. 

From the summer of 1940 on, Ger- 

man planes repeatedly bombed Lon- 

don and other cities in southern En- 

gland. Between July and December, 

over 55,000 civilians were killed or 
wounded in the raids. The Allies, in 

turn, launched hundreds of raids on 

German cities and towns and escalated 

destruction to new extremes. In one 

week of July 1943, raids on Hamburg 

killed some 30,000 civilians and de- 

stroyed 250,000 houses. Even in the 

last months of the war, when the out- 

come could no longer be seriously in 

doubt, heavy air-strikes continued 

against now largely defenseless tar- 

gets. Overall, about 500,000 civilians 

died from Allied bombing. 

The resilience of civilian society un- 

der these attacks surprised the Axis 

and the Allies alike. The raids did not 

destroy morale; at times they even 

seemed to create a mood of defiance. 

Industry, too, proved more resistant to 

bombing than had been expected; de- 

spite heavy raids, German war produc- 

tion remained at fairly high levels un- 

til the last months of the war. 

Posters of the air war are divided be- 

tween those with offensive and defen- 

sive themes: the strength of one’s own 

air power on the one hand, and the 

danger posed by enemy bombing on 

the other. Boasts of air superiority and 

the results of raids are common. Other 

posters, issued for civilians at risk, re- 

lied less on rhetoric and concentrate 

rather on providing information and 

instruction. The chivalric heroism and 

romance of flight in posters with 

themes of air-to-air combat or the 

bombing of industrial targets stand in 

stark contrast to the morbid, some- 

times surreal, allusions to death that 

appear in posters dealing with bomb- 

ing of civilian targets. 

214. Day and night the bombers of the 

R.A.F. attack the Nazi oil depots and indus- 

trial centers. 

Great Britain, c.1945. W. Krogman. 

Made for liberated France and Belgium, this 

British poster's lurid colors, detailing, and 

comic-book depiction of blasts and explosions 

assert the Allies’ superiority in technological 

warfare. 



WhResman 
et de nuit, les bombardiers de la R.A.F. attaquent les depots d’essence et les centres industriels des Nazis. 
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H-M: THE KING FORWARD TO 
~ VICTORY Buy WAR SAVINGS 

CERTIFICATES - 

215. “This time we are all in the front line.” 216. Forward to victory. 

Great Britain. 1940. Great Britain. Marc Stone. 

The significance of the message is ill-served by This poster is one in a series of posters meant 

bland images and poor interaction between im- to build civilian confidence and raise service 

age and typography. morale. 
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“NEVER WAS SO 

218. All goes very well... Madame la Marquise. 

Belgium. c.1940. 

Distributed in occupied Belgium, this poster combines a line from a pre-war 

song, made famous by Maurice Chevalier, with a caricature of Churchill. 

His pants ripped and the hole in his hat repeating the wound on his fore- 

head, Churchill is making himself ridiculous by insisting that the bombing of 

England is nothing to worry about. 
» 

217. “Never was so much owed by so many to so few.” 

Great Britain. c.1940. 

The famous quotation from Churchill's tribute to the victors of the Battle of 

Britain is given visual form in this photomontage. The movie-like image 

shows undecorated sergeant-pilots, rather than commissioned officers, to 

suggest that the country was saved not by social elites, but by representa- 

tives of the entire population. 
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219. London County Council ARP. AFS, 

Auxiliary Fire Service. 

Great Britain. c.1941. F. Bernard Clark. 

The civilian firefighter is shown as a modern- 

day hero, his tin-hat and bell suggesting the 

crested helmet of a classical warrior. Fires re- 

sulting from incendiary bombs became one of 

the greatest dangers of the raids. Bombing 

raids on the night of December 29, 1940 re- 

portedly started | 500 fires in and around Lon- 

don. 

THE NEW 

INCENDIARY BOMB 
[S HEAVIER than the older 

bomb and penetrates deeper 

Search all floors including basement 

220. The new incendiary bomb is heavier .. . 

Great Britain. ¢.1941. 

The schematic style of the poster underscores Its instructional rather than 

emotive function. 

221. Don’t touch! Every dud can kill! 

Germany. 1944. Walter Biederman. 

The boy is holding an unignited magnesium “stick” incendiary bomb, over 

two million of which were dropped on Berlin alone in the latter part of the 

war. An overt sense of hopelessness and defeat surrounds this German pub- 

lic-safety poster with its apocalyptic scene of a destroyed city. 
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222. Can you be responsible for this? You 

are helping the enemy! 

Germany. 1942. Ludwig Hohlwein. 

223. Light means your death! 

Germany. c.1944. Schmitt. 

More than just public-safety instructions, these 

two posters, demanding strict observance of 

blackout regulations, relied on threats and on 

people's fear and sense of guilt to carry their 

messages. Even in the extremity of total war, 

Hohlwein constructed an elegant image out of 

superimposed, flat, and precisely outlined areas 

of color. Near the left edge, the shadowy twin 

towers of the Munich Church of Our Lady can 

be made out. The poster accuses those whose 

lighted windows guide the enemy bomber of 

treason. The second poster is derivative of 

Hohlwein, but also blames the blackout violator 

for bringing the scourge of death to Germany. 

The shared color of the window and the skull 

reinforces the message that, for Germany at 

this time, light is death. 
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The Second World War 

These German industrial 

centres have’ been bombed 

OVER 30:TIMES up to 

August 1943. 

Up to the same date 20 

other towns have been 

bombed between 11 and 

30 times. Between 1 and 

19 raids have been made 

on each of a further 256 

towns. 



224. RAF hammer blows on Nazi key indus- 

tries. ~ 

Great Britain. 1943. 

These attacks were not, in fact, directed at key 

industries, but, as the earlier German raids, 

against military and civilian targets alike. De- 

spite the rhetorical claims of the British Bomber 

Command, by |943 strategic bombing had 

done little either in the way of preparing for an 

invasion, or as an independent means of vic- 

tory, 

Ja, Johnny - en dat is nog maar het begin!!” 

225. “V-1 ... Yes, Johnny—and that is only the beginning.” 

Germany. 1944. Erik. 

From 1943 on, a major theme in Nazi propaganda was the promise of re- 

taliation for the Allied bombings. In this poster for occupied Holland, John 

Bull is being crushed in a vise representing the new V-! rockets. The Ger- 

man “V” for “Vergeltung,” meaning retaliation, responds to the Allied “V for 

Victory.” 
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fillment of fantasies basic to Hit- Meh?” 8: nN 7: war with Russia was the fl 

iS. 

The Invasion 

of Russia 

ler’s conception of the historical 

mission of National Socialist Ger- 

many. It was also the result of strategic 

frustration. After Great Britain refused 

to come to an accommodation with 

Hitler in the summer of 1940 and after 

the Luftwaffe lost the battle for air su- 

periority over the Channel and south- 

ern England, which rendered a land- 

ing in England out of the question, the 

balance of strength would gradually 

shift against Germany unless she ex- 

panded her continental base to the 

east or south. Under the best of cir- 

cumstances the invasion of Russia was 

a desperate gamble, the success of 

which depended not only on military 

victories on the grandest scale, but 

also on the ability to govern the con- 

quered territories. In actuality, ideo- 

logical preconceptions prevented the 

efficient economic and political ex- 

ploitation of the deep penetration and 

wide encirclements of the opening 

campaign, and turned the administra- 

tion of occupied Russian territory into 

something akin to a vast concentration 

and slave labor camp. 

From the first weeks of the war, a 

major theme of Soviet posters con- 

cerned the conditions in this camp— 

the murder and enslavement of mil- 

lions of Russians. Linked to this was a 

second theme—that of civilian resis- 

tance to the Germans. Posters that 

showed acts of sabotage or of partisan 

warfare served as a bridge between the 

occupied territories and areas that 

continued under Soviet control. They 

sought to arouse sympathy and anger, 

and proclaimed that everyone must 

fight and sacrifice until the invader 

was driven out of the country. 

German soldiers and their leaders 

were depicted not only as brutal crim- 

inals out to ravage Russia and destroy 

communism, but they were ridiculed 

as well. Beneath their threatening sur- 

face they were revealed as arrogant yet 

cowardly little men, wearing silly uni- 

forms, who would not escape the fate 

appropriate to cartoon figures of being 

skewered, sliced, or beheaded. 

Above all, Russian posters during 

these years celebrate the Russian army 

and people—soldiers and civilians 

who, except when shown grieving 

over victims of atrocities, unfailingly 

bear expressions of determination or 

patriotic joy. Posters of all countries at 

this time eschewed conscious ambigu- 

ities in their images, but as repre- 

sented on Russian posters during the 

war Soviet faces are unusually empty 

of any sign of the complexities of the 

human condition. The Russian people 

deserved far better posters than their 

government produced. 
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 boraTsipH seman pycckon CWaBUIMCh CHOH, yLaJbto, B cypopuie HH Beankon OrevectBennoii BOHHbI C 
HATHCKOM, BbIJepxKKOH Hu OoeBOol sapocTbto. Ou crofixo HeMelKO-(palliHCTCKHMH H3BepramMH BOHHEI Kpacnoit Apmun 
OXPaHAJH PONHy!O SeMJIO H SHULD OMIM BParoB-3axBaT- MOCTOMHbIe MOTOMKH CBOHX BeJIMKHX MpeAKOB, nokpbiH 

ceOs HeyBAaemMon c1aBoll, 

_ BITEPEL Ly BPATA, COBELCKHE BOVATBIPH! 

226. In the heroic deeds of the grandsons | see the glory of the grand- 

fathers. 

U.S.S.R. 1943. D. Shmarinov. 

A Russian knight in chain mail, armed with a bow and arrows, lance, and 

sword, holds a German steel helmet torn by bullets and shrapnel. Behind his 

horse are German corpses and a destroyed tank. The overt message here is 

that patriotism and the link between the Russian past and present will de- 

feat the Germans. 

The Invasion of Russia / 161 



= aS iP 

1H Ou MECTHU 

YMTM BPAY! 

228. We shall have our revenge! 

U.S.S.R. 1941. |, Rabichev. 

A few months later the same artist returned to the identical theme in a 

similar way: an armed civilian, surrounded by death and devastation, swears 

revenge. The pathos of social realism cannot hide the feebleness of the 

drawing; the woman's right fist, which grasps the rifle, lacks any muscular 

ength and tension, and the rest of the drawing is equally flaccid. Russian 

rs repeatedly used the motif of a mother sorrowing over her dead 

162 / The Second World War 

227. The enemy shall not escape the people’s revenge. 

U.S.S.R. 1941. |. Rabichev. 

Ten days after the invasion began, Stalin called for armed resistance by the 

population behind the advancing German lines. This poster, issued in Sep- 

tember at a time of devastating Russian defeats, turned the partisans into a 

symbol of the entire people 



isd 
-_ 
cad 

Ey 
“oO 
vw 

a 
» 
x 
o 2 
o 
= 

& 3 
o 
< 
bo J 

: 
é & 

229. Our hope is in you, Red Warrior! 

U.S.S.R. 1943. Viktor Ivanov and Olga Burova. 

A young woman in a barbed-wire compound represents the tens of millions 

of Russians behind German lines. In the background, other prisoners are be- 

ing shot. 
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230. Beat the enemy as he was beaten by 

your fathers and older_brothers—the sailors 

of October. 

Wists: Ren 94/5. Bolm: 

This poster issued in the first month of the war 

refers to the sailors in Petrograd during the Bol- 

shevik Revolution of October/November 1917. 

231. “Let us baptize your freedom with en- 

emy blood!” Death to the fascist vipers! 

U.S.S.R. 1942. |. Tsybul’nyk. 

The Red Army is urged on by the | 9th-century 

Ukrainian nationalist poet Taras Shevchenko 

who in 1990 would become a symbol for 

Ukrainian separatism. 
TIGEM BOTY POIHOTO JIHENPA, 
BYIEM HHT H3 Wpyrs, HEMAHA Ht byra! 

_ O4UNCTHM COBETCKYIO 3EMAIO 
OT @AWMCTCKON HEUNCTH ! 

233. We drink the waters of our Mother Dnieper. 

U.S.S.R. 1943. Viktor Ivanov. 

234. Glory to the liberators of the Ukraine! 

U.S.S.R. 1943. D. Shmarinov. 

These two posters celebrate the reconquest of the Ukraine. The equestrian 

statue in the background of the second poster represents Kiev, which was 

retaken on November 6, thirteen days before the poster was published. 

232. We will defend our mother Moscow. 

U.S.S.R. 1941. B. A. Mukhin. 

The poster, showing soldiers and armed civilians before the Kremlin, was 

printed at a time when German forces were within striking distance of the | y oO Oe eae 

pe j eg : i iM, 

_capital and the Russian government had moved to the Volga. A month later bi hi ; 

th Faso cour gm and ites afore ope GER CT ELA YHPAMHBI! 
“CMEDTb HEMEWHAM SAXBATUMHAM! 
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235. We meet the enemy simply: We smashed him today; we smashed 

him in the past; we will smash him in the future. 

U.S.S.R. 1939. Boris Prorokov. 

The long bayonet of Soviet power, which has skewered the country's ene- 

mies in the past—among them a German officer, tsarist and White Russian 

soldiers, and a Pole—is threatening the likely enemies of the future: a Nazi 

bully with his Italian sidekick. A Japanese has fallen off the blade and is run- 

ning away, a reference to the undeclared war between Russia and Japan 

along the Mongolian-Manchurian border. 

This and the following three posters are examples of caricature posters, 

which often used comic-strip techniques to develop their message. 

236. There is no place for the monster to hide. 

U.S.S.R. 1945. Viktor N. Deni. 

237. Tit for Tat. 

U.S.S.R. 1941. Kukryniksy Group. 

The text reads: “Force us to remove our hats, and we'll remove both your 

hat and your head.” 
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Houbto oTAan napTH3sakaMm 
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238. The Red Army’s broom will sweep 

away all the filth! 

U.S.S.R. 1943. Viktor N. Deni 

Deni, who had worked as an illustrator be- 

fore the revolution, was an artist of great ver- 

satility. Here he uses an uncomplicated cutout 

style for the colorful background and his major 

figure, who might have stepped out of any il- 

lustration for a popular fairy tale. But the Nazis 

who are swept away by the soldier's iron 

broom, are drawn in the nervous, sophisticated 

style Demi often used for his political cartoons. 

His portrait of Hitler is a further example of 

this second style (Poster 236). 
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16. 

The New 

Order 

170 

y the end of 1941, with German 

advance units for a time almost 

within sight of Moscow, Hitler 

dominated the greater part of conti- 

nental Europe, including large areas of 

European Russia. The effort of organiz- 

ing the conquered territories, satel- 

lites, and allies into a militarily and 

economically coherent block served 

above all to strengthen Germany’s stra- 

tegic position, help her carry on the 

war in the East, and—when the tide 

began to turn—defend ‘‘Fortress Eu- 

rope.”’ Foreign raw materials and oil 

were essential for these tasks, as were 

the seven and a half million foreign 

workers who volunteered or were 

forced to work in German war facto- 

ries and came to make up one-fifth of 

the total work force in the war econ- 

omy. But the message of a “‘New Or- 

der,’”’ which was spread throughout 

Europe to justify the new system, was 

not entirely hypocritical and self-seek- 

ing. It reflected the ideals of a segment 

of the Nazi leadership that hoped for a 

regeneration of Europe along ‘‘Nordic’”’ 

or ““Germanic”’ principles, cobbled to- 

gether from scraps of pseudo-heathen 

and medieval lore, which somehow 

were to co-exist with the industrial 

mass society ennobled by National So- 

cialism and the modern centralized 

state. 

The appeal for foreign support of 

this phantom did not always fall on 

deaf ears. Few non-Germans whole- 

heartedly accepted National Socialism, 

but in every part of Europe there were 

some people who disliked the level- 

ling forces of industrialization and the 

nation-state and longed to return to re- 

gional differences, dialects, and cul- 

tures; they were frightened by modern- 

ization, which introduced foreign 

ways and made the world homogene- 

ous. These groups provided a recep- 

tive audience for German cultural and 

political propaganda, but the message 

they received was too contradictory 

for any practical results to be impres- 

sive. The legions made up of volun- 

teers from France, The Netherlands, 

Belgium, and Norway and deployed in 

Russia proved as insignificant a contri- 

bution to the strength of the New Or- 

der as did the writings and lectures of 

corporative and anti-Semitic intellec- 

tuals from the same countries. 

A less destructive and egocentric 

system than National Socialism, and 

one not subject to the pressures of 

world war, might have been able to 

fuse the reactionary, authoritarian seg- 

ments of European society into a Euro- 

pean-wide force of some vitality. As it 

was, the efforts to construct a New Or- 

der led by a Germany that was merely 

the first among racially pure equals 

were feeble and constantly swamped 

by the demands of the war and by the 

brutal insistence on eradicating hu- 

man beings whom even idealistic Na- 

zis deemed inferior to Germans. The 

conflict in National Socialism between 

ideology and realistic self-interest was 

exemplified most drastically by Ger- 

man occupation policies in the east. 

Appeals to cooperate with the Ger- 

mans and join in their fight against 

Russia, bolshevism, and the Jews were 

well received among Poles, Ukraini- 

ans, and in the Baltic states. More than 

500,000 volunteers eventually served 

as ‘Eastern Troops” and as guard 

units in concentration and extermina- 

tion camps. But the reality of National 

Socialist rule, ranging from humilia- 

tion and starvation to random killings 

and systematic mass murder, turned 

many potential supporters of the New 

Order into neutrals and even oppo- 

nents. National Socialism was the 

most destructive political force in 

modern history, but it was so in part 

because it was self-destructive as well. 

239. Hands off! 

Germany. c.1943. Erik. 

A giant hand reaches out for Europe, but will 

be impaled on the swords of the German 

armed forces, which have first conquered and 

now defend the continent. The poster, printed 

by German authorities in The Netherlands, 

seeks to create among the Dutch a sense of 

European community under German leader- 

ship. 
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241. The Jewish plot against Europe! 

Belgium. 1941. Abel 

The brooding face of the eternal Jew hovers 

over John Bull and Stalin, who are uniting. to 

destroy Europe. The armor-plated continent 

(which incidentally is shown to include the neu- 

tral countries of Sweden, Switzerland, and 

Spain) expands into the blood-stained East. The 

poster dates from the early stages of the Rus- 

sian campaign. Lithuania, Latvia, and Estonia 

have already been overrun, and German power 

has reached the Black Sea. 

240. Do you want to live? 

Norway. 

A peaceful, prosperous town Is being threat- 

ened by the armed giant of bolshevism. The 

poster, which effectively combines large masses 

with interesting detail, would have been more 

-convincing if the German alternative to Russian 

domination had not been so obviously as bad if 

not worse. 

242. Cultural terror. 

The Netherlands. 1944. Leest Storm. 

Emerging from the distant world of skyscrapers, 

a four-armed monster, one of its legs a blood- 

stained bomb, the other the “world's most 

beautiful leg,” is about to smash the treasures 

of European civilization. From its Ku Klux Klan 

hood to its bomber wings, jitter-bugging blacks, 

and Star of David loincloth, it represents the 

primitiveness, hypocrisy, and destructiveness of 

American life. The little man with funnel- 

shaped ears in the foreground—a frequent 

character in poster campaigns against the ille- 

gal listening to Allied radio broadcasts—points 

the lesson: This monstrous country claims to 

save European civilization! 

243. France is the first bastion of Europe. 

Defend her! 

France. 1944. Giral. 

In this poster, Napoleon stands guard against 

invasion. The Star of David and the Union Jack 

that decorate the sea-monster play on French 

anti-semitism and dislike of the British. The so- 

lidity of Napoleon's figure, and thus the poster's 

impact, are spoiled by the inclusion of a realis- 

tic detail: Napoleon's hand, grasping a tele- 

scope, behind his back. 
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-,. EN LUTTANT AU FRONT DE LEST! 
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245. You defend Belgium when you fight on 

the eastern front! 

Belgium. 1943. Rhn. 

The poster's incongruous image of men rushing 

into a fiery abyss is more realistic than is its 

slogan. 

244. For three winters the Legion of French 

Volunteers has covered itself with glory for 

France and for Europe. 

France. 1944. 

This elegantly stylized design is in the vein of 

French commerical art of the | 930s. 

MED WarrEWH0G/ 
Dew NonsKE LEGION 2X5 

246. With the Waffen-SS of the Nordic Le- 

gion. 

Norway. 

The SS system and the Norwegian people are 

symbolized by nearly identical figures—an 

older German and a younger Norwegian to- 

gether setting out to save Europe. 
% 

247. Who of these two is the true Nether- 

lander? 

The Netherlands. 1943. Lou Manche. 

The effete civilian with patriotic symbols on his 

jacket and tie cannot match the volunteer of 

the Dutch Legion. 

The New Order / (175 



176 / 

tu sore blambrermacleur le ba 
QUALITE FRANCAISE 

second World War 

ORAFF VI 308 PARI 

248. When you work in Germany, you will 

be the ambassador of French workmanship. 

France. c.1943. 

249. The bad days are over! Father is earn- 

ing money in Germany. 

France, 1943. Mjdlnir (Hans Schweitzer). 

Two posters recruiting French workers for Ger- 

man industry. The second is the work of the 

leading Nazi poster designer, Hans Schweitzer 

(Mjdlnir), who for reasons of discretion does not 

sign his well-known name but instead uses a 

logo. His efforts at creating a French atmo- 

sphere are not convincing, and the little girl 

must be one of his very rare black-haired char- 

acters meant to be sympathetic. 

250. To work for a better future. 

Germany. 1943. 

251. Germany freed you from bolshevism. 

Now commit yourself to the resurrection 

of your homeland! 

Germany. 1942. 

252. Who else is dissatisfied? 

Germany. 1944. 

These three posters address the population of 

the conquered Polish and Ukrainian territories. 

The question, in the third poster, is asked by 

the head of the “Commission on Improving the 

Condition of Political Prisoners” of Soviet con- 

centration camps. The unknown artist's close 

attention to details of uniform and clothing, and 

his careful physiognomic studies are to be 

noted. 
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253. Between hammer and anvil! 

France. c.1944. Jeam-Carlu. 

254. We'll get them, the Huns! 

Belgium. 1944. Jacques Richez. 

255. Liberty. Beloved Liberty. 

France. c.1944. Natasha Carlu. 

These posters call for resistance to the Ger- 

mans. The poster on the upper right, published 

in Belgium after British forces entered Brussels 

and Antwerp in the first week of September 

1944, directly addressed the liberated popula- 

tion. The other two, designed and printed in the 

United States, were intended as much for con- 

sumption in the United States as in Europe. 

The superimposition of two national symbols in 

the third poster does not save it from succumb- 

ing to a surfit of chic theatricality. 

ee 
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AVIS 
En vue d’inciter la population A entrer dans les groupes 

de résistance, les puissances ennemies tentent de répandre 

dans le Peuple Francais la conviction que les membres des 

groupes de résistance, en raison de certaines mesures d’or- 

ganisation et grace au port d’insignes extérieurs, sont assi- 

milés A des soldats réguliers et peuvent de ce fait se 

considérer comme protégés contre le traitement réservé aux 

franes-tireurs. 
A lencontre de cette propagande il est affirmé ce 

qui suit : 

Le Droit International n’accorde pas, aux individus 

participant & des mouvements insurrectionnels sur les arriéres 

de la Puissance Occupante, la protection 4 laquelle peuvent 

prétendre les soldats réguliers. 

Aucune disposition, aucune déclaration des puissances 

ennemies ne peuvent rien changer Aa cette situation. 

D’autre part, il est stipulé expressément, a l’article 10 de la 

Convention d’Armistice Franco-Allemande que les ressortis- 

sants francais qui, aprés la conclusion de cette Convention, 

combattent contre le REICH ALLEMAND, seront traités 

par les troupes allemandes comme des francs-tireurs. 

La puissance occupante, maintenant comme auparavant, 
considérera, de par la loi, les membres des groupes de ré- 

sistance comme des francs-tireurs. Les rebelles tombant 
entre leurs mains ne seront donc pas traités comme 

prisonniers de guerre, et seront passibles de la peine capitale 

conformément aux lois de la guerre. 

DER OBERBEFEHLSHABER WEST 

256. Announcement. 

Germany. | 943-44. 

Proclamations and announcements—posters consisting entirely of text— 

were widely used in both world wars, and because they contained informa- 

tion that could be of vital importance the public usually paid more attention 

to them than to posters consisting mainly of images. This announcement, by 

the German Commander-in-Chief in France, declares that civilians fighting 

against German forces are not protected under the laws of war. 
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257. Announcement. 

Germany. |944. 

The announcement in German and Dutch, is- 

sued a few days after the British airborne at- 

tempt to capture the Rhine bridges at Arnheim 

and Nymwegen, threatens reprisals against dis- 

tricts in which acts of sabotage occur, and ad- 

vises municipalities to protect the means of 

communication and transportation in their 

areas. 

258. Announcement. 

Germany. 1945. 

Six weeks before the German surrender, SS au- 

thorities in The Netherlands announced the 

public execution in Haarlem of “a number of 

terrorists and saboteurs” in retaliation for the 

attempted murder of a Dutch policeman. The 

legend in small type underneath the black bor- 

der states that it is a punishable offence to tear 

off or damage the poster. 



Fir die Zerstérung oder Beschidigung von 

Hisenbahnanlagen, Fernsprechiabeln und Post- 

iimtern mache ich die gesamte Kin wohnerschaft 

der Gemeinde verantwortlich, in deren Bezirk 

die Tat begangen wird. 

Die Bevolkerung solcher Gemeinden hat daher 

damit zu rechnen, dass zur Vergeltung auf 

Kigentum gegriffen und Hauser oder Hiu- 

sergruppen zerstirt werden. 

Ich rate den Gemeinden, in ihrem Bezirk durch 

Einsetzung von Streifen oder auf andere wirk- 

same Weise fir einen ausreichenden Schutz 

der Verkehrs- und Nachrichtenmittel zu sorgen. 

Der Reichskommissar fir dio besctzton nicderlandischon Gebiete, 

Voor de vernieling of beschadiging van Spoor- 

weg-installaties, Telefoongeleidingen en Post- 

kantoren stel ik de geheele bevolking der 

gemeente aansprakelijk, op welker gebied de 

daad wordt gepleegd. 

De bevolking van zulke gemeenten moet dus 

~ rekening daarmede houden, dat ter vergelding 

de hand op eigendommen zal worden gelegd 

en dat er huizen of groepen van huizen zullen 

worden vernield. 

Ik beveel den gemeentebesturen aan, door pa- 

trouilles of op andere doeltreffende wijze voor 

voldoende bescherming van de verkeers-inrich- 

tingen en van de middelen voor de berichtgeving 

‘SEYSS INQUART 

Den Haag, 24. September 1944. 

Bekanntmachung 

Der Héhere 44- und 

Polizeiftihrer Nord- 

west gibt bekannt: 

Wegen des feigen Mordanschlags auf 

| einen niederlandischen Polizeibeamten 

in Haarlem ‘am 1 Marz 1945 wurde. am 

7.4.M. eine Anzahl Terroristen und Sabo- 

teure “6ffentlich standrechtlich erschossen. 

Abrelssen oder beschadigen dieses Plakates Ist stratbar, 

zorg te dragen. 
Do Rijkscommirsaria yoor de bezette Nederlandsche gobieden, 

SEYSS INQUART 

Den Haag, 24 September 1944. 

Bekendmaking 

De Hohere $4- und 

Polizeiftihrer Nord- 

west maakt bekend: 

Ten gevolge van den laffen moordaan- 

slag op een Nederlandschen politie- 

ambtenaar in Haarlem op 1 Maart 1945 

werd op / dezer een aantal terroristen 

en saboteurs in het openbaar stand- 

rechtelijk doodgeschoten. 

Afscheuren of beschadigen van dit plakaat Is strafbaar. 
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der of segments of the popula- 

tions, the heavy bombing of cities, and 

continuing, if never very effective, re- 

sistance to the New Order added up to 

a war at home that greatly differed 

from the static First World War with 

its clearly demarcated fighting front 

and its homefront. In September 1939 

Goebbels defined the demands that to- 

tal war would place on the nation by 

formulating the basic theme that Ger- 

man propaganda would now express: 

“The Fighting and Sacrificing Home- 

front.’’ German posters dictated the 

sacrifice of the individual for the com- 

mon good and the fusing of all Aryan 

Germans into a world-conquering pha- 

lanx. Allied posters, on the other 

hand, elevated the principle of democ- 

racy and justice into moral absolutes 

that demanded every personal and so- 

cial effort. The intrusion of the war 

into civilian life was further mani- 

fested by Nazi and Allied posters 

warning against internal enemies— 

spies who reported to the enemy—and 

in German posters against traitors who 

broke the common front by listening to 

enemy broadcasts and repeating their 

lies. 

Despite the differences between the 

two wars, certain imperatives in both 

marked the posters with homefront 

themes: the need to produce and con- 

serve materiel and food, the recruiting 

of soldiers and civilian workers, and 

the maintenance of morale. In addi- 

tion, posters of both wars emphasized 

the necessary identification between 

workers at home and soldiers in com- 

bat, an identification that had greater 

immediacy for the combatants in Eu- 

rope than in America. 

In the United States and Britain, 

conscription of men was augmented 

by posters calling for earlier voluntary 

enlistment and by intensive poster and 

propaganda campaigns directed at 

bringing middle-class women who had 

not previously been employed into the 

work force. By 1941, registration of 

women began in Britain for work in 

munitions industries, the auxiliary 

military services, civil defense, and 

the land army, and, by 1943, conscrip- 

tion applied to most 19 to 30-year-old 

women. The United States, with no 

registration or conscription for 

women, relied on posters and adver- 

tisements to direct women into the 

armed services and war industries. Al- 

though women were heavily involved 

in labor services in the Soviet Union 

and in Germany, neither country made 

much direct use of posters to enlist 

them. At the height of the invasion of 

Russia, and later of Germany, women, 

men, and youths were regularly por- 

trayed together as defenders of the 

homelands. 

259. Your work ensures victory! 

Germany. 1944. Theo Matejko. 





260. ‘‘... pass the ammunition.” 

U.S.A. Frederic Stanley. 

Poster 259 and 260, demonstrating the vital link between industrial and 

military power, are conceptually complementary and yet convey radically 

different messages. The German poster, rooted in a painterly tradition, de- 

picts the sober determination of the worker against an inferno-like industrial 

backdrop, while the U.S.A. Army Ordnance poster, marked by a form of 

photographic realism, reveals brash confidence in American power. 
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261. One struggle, one will, one goal: victory at any cost! 

Germany. 1942. Mjdlnir (Hans Schweitzer). 

Mjolnir’s stereotypical figures appeared throughout the war. The Message 

of the Week poster of April 29, 1942 featured this ambivalent version of 

his vision of German fortitude and willpower. Although published before the 

Russian campaign and the defeat at Stalingrad when the German empire 

was at its height, Mjdlnir's civilians show no enthusiasm, but rather wear the 

stern expressions that were often found in his work (Figure |; Poster |86). 

262. Traitor. 

Germany. 1944. Max Spielmanns. 

An ingenious use of typeface and juxtaposition 

of dark and light sends the message that listen- 

ing to foreign broadcasts from London and 

Moscow constitutes treason. 
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263. Shhh!. 

Germany. 1943. ~ B 

264. The enemy overhears! 

Germany. 1943. 

This brilliantly subtle two-color poster carried 

an unsettling double message that made it one 

of the best remembered posters in Germany 

from the war and provided a motif for a series 

of other posters. The menacing shadow was 

meant to represent a foreign spy—as the sec- 

ond poster explicitly states—but also served as 

a foreboding reminder of the neighborhood in- 

former who denounced friends ahd acquain- 

tances for a careless or critical word. 

a SS SLY EES 
Os 
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A FEW 

CARELESS WORDS 
MAY END IN THIS- 

Many lives were lost in the last war through careless talk 
Be on your guard ! Dont discuss movements of shi ps or troops 
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265. A few careless words may end in this— 

Great Britain. Norman Wilkinson. 

266. Keep mum, she’s not so dumb! 

Great Britain. c.1940. G. Lacoste. 

The threat of invasion after Dunkirk combined with the high toll of ships 

sunk by U-boats produced fears of a Fifth Column of German spies operat- 

ing in Britain—here shown as a glamorous vamp. Not needing to maintain 

internal control against defeatism, Allied posters warning against careless 

words were often more light-hearted and humorous than their German 

counterparts, 

Printed for H.M, Stationery Otfice by Greycaine Lid., Watford and London, $1-9976 
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267. Thousands of women needed now ... 

Great Britain. c.1943. 

268. Women of Britain. Come into the factories. 

Great Britain. 

269. Women in the war. We can’t win without them. 

U.S.A. 1942. 

Allied posters enlisting women into the war effort—"for the duration’ — 

shouted their message that women’s work was indispensable to victory. One 

British poster echoed the pitch of factory work offering a new exciting life 

that Scott had asserted in his 1917 poster (Poster 85). In the other, women 

join men in the call to military duty, rather than standing aside as in Keal- 

ey's 1915 poster (Poster 68). The need for the young woman, standing in 

her pragmatic trenchcoat, to enter the military auxiliary is emphasized by 

the group of men from all of the armed services who are rushing through 

the subway on their way to combat. U.S. posters recruiting women for war 

work regularly showed photographs of women in industrial plants, where 

two million women employed by 1942 and five million by 1945 made the 

nickname “Rosie the Riveter” a household term, although it was rapidly for- 

gotten as the women were laid off when the shipyards closed or veterans 

returned to their jobs. This photomontage poster with its focus on “Rosie's” 

strong hands is far removed from the “Christie girl” of the First World War 

or the pin-ups of the Second. 

a | 

| COME INTO | 
| THE FACTORIES | 

ASK AT ANY EMPLOYMENT EXCHANGE FOR ADVICE AND FULL DETAILS 

anal 
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270. Be a Marine ... Free a Marine to fight. 

USA. 945: 

Indicative of changing attitudes towards women is the serious resolve of the 

woman officer and the gritty portrayal of marines in action in the U.S. Ma- 

rine Corps poster 

271. A tractor in the field is worth a tank in battle. 

U.S.S.R. 1942. Viktor lvanov and Olga Burova. 

Continuing the unreality of social realism, Ivanov and Burova's placid land- 

scape gives no hint of the desperate conditions in Russia in the spring of 

1942, picturing instead a productive, orderly country where women compe- 

tently manage the land while tanks, troops, and planes roll to the front. 
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BE A MARINE... 
Free a Marine to fight 

U.S. MARINE CORPS WOMEN’S RESERVE 

272. You, too, must help! 

Germany. 1941. Theo Matejko. 

The Labor Service Law of 1935 and 1939 re- 

quiring young women as well as young men to 

work in industrial and agricultural jobs was not 

systematically enforced because of Hitler's and 

Géring's opposition to German women working, 

and because Germany utilized forced labor 

from the occupied territories. This recruiting 

poster portrays cheerful young women as 

nurse, farm laborer, and industry worker en- 

gaged, under the watchful protection of the 

omnipresent German helmet, in the early tri- 

umphant war effort, which was later to be- 

come a bitter struggle for survival. 
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publicity agencies in a bond cam- 

paign intended both to raise money 

and to generate American support for 

the war against Germany that was al- 

most certain to come. After Pearl Har- 

bor, Roosevelt, anxious to avoid the 

exaggerated rhetoric of the First World 

War, directed the Office of War Infor- 

mation to disseminate information, 

not propaganda. This distinction, 

however, was easier to state than im- 

plement, particularly as competing 

government and private agencies be- 

came involved in promoting the war. 

A wider range of media was now 

used than had been available in the 

previous war. The outpouring of news- 

reels, films, magazines, and comic 

books were probably more effective 

means of communicating ideas about 

the war than were posters. Nonethe- 

less, many hundreds of posters were 

created. They ran the gamut from so- 

phisticated attacks on Nazi ideology 

by well-known artists for the Museum 

of Modern Art, to crass racist carica- 

tures often commissioned by local in- 

dustry. Beneath the general banner of 

democracy, the posters express contra- 

dictions and inconsistencies resulting 

from the complexity of waging war on 

two sides of the globe, in which ideo- 

logical issues significantly differed. In 

Europe, the United States fought to de- 

fend its allies against a Nazi empire 

motivated by a radical racist ideology. 

In the Pacific, Japanese expansion was 

also accompanied by a belief of racial 

superiority, but many Americans were 

themselves driven by hatred of the 

‘“‘sub-human Jap.”’ That their animos- 

ity was more than paper-deep was 

demonstrated by the hysterical and 

unconstitutional deportation of Japa- 

nese-Americans from their homes on 

the Pacific Coast to internment camps. 

Given this contradiction, it is not sur- 

prising that posters directed against 

the Nazis rarely dwelled on their racist 

atrocities and that anti-Japanese post- 

ers were often filled with crude and 

sinister racist caricatures. In contrast 

to the denigration of the Japanese, 

G.I.s were generally presented in U.S. 

posters as tough, sweaty, yet glamor- 

ous Anglo-Saxons. 

273. Avenge December 7. 

U.S.A. 1942. Bernard Perlin. 

The Japanese surprise attack at Pearl Harbor 

provided the rallying cry for war, even more 

than the sinking of the Lusitania in 1915 had 

crystallized anti-German attitudes. This poster 

is remarkable in its concise evocation of the 

event and of the American outrage that fol- 

lowed. 
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274. This is the enemy. 

U.S.A. 1943. 

In one of a series of vivid ideological posters that educated the public on 

Nazi beliefs and policies, the Nazi “dagger of honor” slashing through the 

Bible strangely forms an inverted crucifix. 

275. Buy more war bonds and stamps. 

WISN 

The Museum of Modern Art cooperated with various agencies and compe- 

titions to promote aesthetic standards in war posters. 

276. This is Nazi brutality. 

U.S.A. 1942. Ben Shahn. 

Shahn, famous for didactic paintings expressing 

his sense of social and political injustice in 

America, seemed predestined to be a strong 

voice in this country's propaganda. The posters 

he produced for the Office of War Information 

are among the most art-historically sophisti- 

cated posters produced during the war. Derived 
“T, 
| from Goya's “The Prisoner,” this ominous view 

sy r| i | | 4 of massive manacled hands, dark muffled head, more War BONGS ant 
claustrophobic brick walls, and stormy skies ex- 

WINNER R. HOE & CO., INC. AWARD —NATIONAL WAR POSTER COMPETITION presses both timeless human brutality and par- 
HELD UNDER AUSPICES OF ARTISTS FOR VICTORY, INC.—COUNCIL FOR DEMOCRACY—-MUSEUM OF MODERN ART 

See Sere Ee ee ticular contemporary atrocities. 
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World War recruiting poster of Uncle Sam, which was actually a self-por- 

277. Jap ... you're next! antes 

U.S.A. 1944. James Montgomery Flagg. ! 3 9 ; is 

Flagg here painted a muscular and aggressive version of his famous First @@ ie YM 

trait. 

278. If you worked as hard and as fast as a Jap, we’d smash Tokio [sic] 

a lot quicker. 

U.S.A. 1943. i Y EXT 
Bile ss aare sh ateal 

279. Civilian Exclusion Order No. 41. 

U.S.A. 1942. 

By Executive Order 9066 in February | 942, 

the War Department was given the power to 

exclude civilians from designated military areas. 

The order was used specifically to deport Japa- 

nese-Americans from the West Coast as was 

indicated in this notice of May 5, 1942 dissem- 

SSaTBe wale Smee COs si ae inated in the San Francisco area. 
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Headquarters 

Western Defense Command 

and Fourth Army 

Presidio of San Francisco, California 

May 5, 1942 

Civilian Exclusion Order No. 41 
1, Pursuant to the provisions of Public Proclamations Nos, 1 and 2, this Headquarters, dated March 2, 1942, and 

March 16, 1942, respectively, it is hereby ordered that from and after 12 o’clock noon, P. W. T., of Monday, May 11, 

1942, all persons of Japanese ancestry, both alien and non-alien, be excluded from that portion of Military Area 

No. 1 described as follows: 

All of that portion of the City and County of San Francisco, State of California, within that boundary 

beginning at the intersection of Presidio Avenue and Sutter Street; thence easterly on Sutter Street to 

Van Ness Avenue; thence southerly on Van Ness Ayenue to O'Farrell Street; thence westerly on O’Far- 

rell Street to St. Joseph’s Avenue (Calvary Cemetery); thence northerly on St. Joseph’s Avenue to Geary 

Street; thence westerly on Geary Street to Presidio Avenue; thence northerly on Presidio Ayenue to the 

point of beginning. 

2. A responsible member of each family, and each individual living alone, in the above described area will re- 

port between the hours of 8:00 A. M, and 5:00 P. M., Wednesday, May 6, 1942, or during the same hours on 

Thursday, May 7, 1942, to the Civil Control Station located at: 

1530 Buchanan Street, 

San Francisco, California. 
ie 

ve 3. Any person subject to this order who fails to comply with any of its provisions or with the provisions of 

published instructions pertaining hereto or who is found in the above area after 12 o'clock noon, P. W. T., of 

Z Monday, May 11, 1942, will be liable to the criminal penalties provided by Public Law No. 503, 77th Congress, 

approved March 21, 1942, entitled “An Act to Provide a Penalty for Violation of Restrictions or Orders with Re- 

spect to Persons ) Entering, BEI in, Leaving or Committing Any Act in Military Areas or Zones,” and alien 

_ Japanese will he subject to immediate ‘apprehension and internment, 

i 4. All within the bounds of an established Assembly Center pursuant to instructions from this Head- 

quarters are excepted from the provisions of this order while those persons are in such Assembly Center. 

J. L. DeWITT 

Lieutenant General, U. S. Army 

Commanding 
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280, Put the squeeze on the Japanese! 

USA careless matches aid the Axis 
281. “‘Jap trap.” 

U.S.A. Jack Campbell. 

282. Serve in silence. 

WISTAY GIA. 

283. Careless matches aid the Axis. 

U.S.A, 1942. 

Caricatures ridiculing Japanese as rats, apes, menacing monsters, or comic 

characters with huge teeth and glasses were used for so many kinds of cau- 

tionary and exhortatory posters that they became one of the most perva- 

sive images of the war. Poster 278, however, suggested a fear behind these 

portrayals: could Americans match the Japanese willingness to work and 

sacrifice for the national honor? 

PREVENT FOREST FIRES! 
284. The war’s not over ’til our last man is free. 

U.S.A. 1944. 

Displayed in New York subways, this poster, with its painterly realism, car- 

ried the grim reminder of the war that was far removed for most Ameri- 

cans. After three years of combat, the Japanese soldier was here shown as 

a formidable opponent. 

til our last man 
eon a ENN 

is free 
SURRTERUINOGGANTTTr 

@ STAY ON THE JOB! 
@® BUY BONDS 
@ PLAY FAIR 

STRIBUTED BY OW) FOR WAR DEPT., NAVY DEPT. AND TREASURY DEPT. » ses 
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ARMY AIR FORCES 

IF YOU ARE 17 AND LESS THAN 18 CALL FOR INFORMATION AT ANY 
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\ 
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285. The greatest team in the world! 

U.S.A. 1944. Clayton Knight. 

This highly romantic depiction of American 

planes strafing an enemy air field is one of 

many posters that glorified the new power of 

air forces in the European and Pacific theaters. 

We have just begun 
to fight! 

PEARL HARBOR 

BATAAN 

CORAL SEA 
MIDWAY 

GUADALCANAL 

NEW GUINEA 
BISMARCK SEA 

CASABLANCA 

ALGIERS 

TUNISIA 

OW Peer Ne, 62, Addiienal copier may be obtained woos reareit rom the Division ol Prblic leasoiee, Fics of Wor Infomation, Wonbinpton, D.C 

803 FEDERAL OFFICE BLDG., NEW YORK, N. Y. 
90 CHURCH STREET 

286. U.S. Marines. 

U.S.A. 1941. 

287. We have just begun to fight! 

SYA, 1194'3)- 

Despite the effectiveness of air power, foot soldiers remained an essential 

force in every campaign. American poster designers, however, found them 

more ambiguous, less-rewarding subjects than the technological glamour 

that seemed to surround pilots and their planes. Poster 287 is virtually a 

copy of Faivre's infantryman of 1916 (Poster 53) and its roll call of victories 

recalls the litany of First World War battles. Poster 286, probably published 

before the U.S. entered the war, presents a jaunty, First World War image 

when compared to the stark visions of worn-out men in jungle swamps and 

burial fields later in the war. 
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-R THAN WOODEN CROSSES 
‘THROUGH PAY ROLL SAVINGS 

The Second World War 

BON. 
288. Don’t let him down. 

U.S.A. 

289. War bonds are cheaper than wooden 

crosses. 

U.S.A. 1944. Sgt. Ardis Hughes. 

© BETHLEHEM STEEL COMPAN 

* 

-KEEP THEM 

290. Next! Japan. 

U.S.As 1944. 

The artist who created this anguished but tena- 

cious American soldier anticipating the coming 

invasion could not have known how accurately 

his symbolic bomb over Japan foretold August 

1945, 
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fter the landings in Normandy, 

the main objective of Allied 

propaganda at home was to 

maintain civilian support of the war at 

a high level, which meant specifically 

continuing to observe war-time eco- 

nomic regulations and to buy war 

bonds. German propaganda had a 

more difficult task. Although some 

people still pinned their hopes on a 

secret weapon, on Allied disunity, and 

on Hitler’s genius, most now recog- 

nized that the war had been lost, and 

lost with a degree of physical and 

moral degradation that few could have 

imagined just two or three years ear- 

lier. The retreat of German forces on 

the major fronts and the annihilation 

of German cities from the air made the 

intense danger to the nation and to 

each individual existence apparent to 

all. The official denial of this recogni- 

tion in broadcasts, newspapers, and 

posters played a part in preventing 

people from giving up. But society in 

general was more cohesive and pas- 

sive, and the repressive power of the 

National Socialist system more im- 

mune to external pressure and enemy 

action, than many had expected. The 

administrative machinery of the state 

still functioned in the ruins; men and 

women were executed for listening to 

enemy broadcasts or leaving their unit 

or workplace on the very days that 

surrender talks were under way. A ter- 

rified, disciplined people continued to 

work and fight until space, soldiers, 

and equipment had run out. 

At first glance very little of this is 

evident in German posters of the time. 

We recognize once more what a partial 

witness—both incomplete and preju- 

diced—the poster is. An appeal to 

members of the Hitler Youth to join 

the army (Poster 296), with its heroic 

masculinity, blood-red banner, and 

flight of stylized Focke-Wulf fighters 

overhead (no more than a memory by 

the second half of 1944), does not by 

itself reflect the country’s desperate 

condition. On its own, the poster 

seems as martial and self-confident as 

any recruiting poster. It needs to be 

placed in historical context—why in 

1944 must sixteen-year-olds have 

fought in the army?—and it needs to 

be compared with its predecessors be- 

fore the evidence can be unlocked by 

means of the grim and solemn expres- 

sions on the young men’s faces (either 

the artist’s unconscious comment on 

the German condition now, or his de- 

liberate appeal to the boys’ uncon- 

scious recognition of the truth). 

The last posters calling on civilians 

to resist to the end, printed on cheap 

paper in one or two colors (Fig. 1), 

blended almost seamlessly with the 

first announcements of the Allied oc- 

cupying forces. A new phase in his- 

tory and in the history of the poster 

had begun. The military government 

poster in occupied Germany, and the 

liberation or reconstruction poster 

elsewhere, were forerunners of the po- 

litical party poster, which within a 

year or two was to experience a mas- 

sive revival. 

291. Invasion! 

Great Britain. | 944. 
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292. Victory of the Allies is assured. 

Great Britain. 1943. 

293. Forward to victory. 

Great Britain. 

The first of these two representations of modern war, issued after the Allied 

landings in Sicily and Calabria in the summer of 1943, offers a relatively 

realistic depiction of the large-scale landing operations employed in the sec- 

ond half of the war. The other, its attention to the details of tank construc- 

tion notwithstanding, seems more like an updated version of the popular 

image of a Victorian cavalry charge. 

206 / The Second World War 

294. Infantry. The queen of battle. 

Germany. 1944. 

The poster, designed in 1943 but not printed 

until September |944, was issued by the Army, 

and for that reason was more purely military, 

less ideological than posters produced by the 

propaganda ministry or the party. But note the 

similarity in the officer's posture and the posi- 

tion of his hands to Eber’s apotheosis of Hitler 

as the eternal German soldier (Poster 203). 



a 
ne rae 

Reproduktion und Offiwidrucks Corl Wemer, Falchanbaeh LY, 



» > = fe ° > GC i<j : @ oe fe 08 



295. Hard times. Hard duties. Hard hearts. 

Germany. 1943. 

After the surrender of the Sixth Army at Stalin- 

grad early in 1943, a harsher, less overtly con- 

fident note gradually came to the fore in Ger- 

man propaganda. The expressions of the two 

men in the foreground are an example. The 

text declaiming that hard times require people 

to harden their hearts—a justification fre- 

guently advanced by members of the Einsatz- 

gruppen and others who took part in the exter- 

mination of Jews and the murder of prisoners of 

war—began a new stage in the brutalization of 

German society by National Socialism. 

296. Hitler Youth. The young war volunteers. 

Germany. 1944. Ahrle. 

Since February |943, students in secondary schools who had passed their 

fifteenth birthday were liable for auxiliary service in anti-aircraft units. In 

the last year of the war an increasing number of boys were enrolled in 

front-line units and the Volkssturm or Home Guard. 

297. For freedom and life. Home Guard. 

Germany. 1944. Mjdlnir (Hans Schweitzer). 

Not only was freedom now at stake, but the very life of the nation and 

people. Mjdlnir's poster of November | 944 proclaimed the formation of the 

Volkssturm, the last draft of adolescent and over-age civilians, armed with 

light infantry weapons and identified by armbands with the legend “German 

Volkssturm—Wehrmacht” and the National Socialist eagle and swastika. 

Only an extreme of cynical nihilism could send such men against trained, 

heavily equipped troops, but, at least in the final months of the war, many 

Volkssturm units quietly disbanded or melted away as desertion became 

general. 
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298. Liberation! 

France. 1944. 

A technically competent if rather operatic de- 

sign that did not call for a particular action or 

attitude but rather gave visual expression to a 

universally known fact. The poster was the pic- 

torial equivalent of a victory parade. 

299. Free Holland welcomes the soldiers of the Allies. 

Great Britain. !944. Pat Keely. 

The poster was printed in advance of the liberation of The Netherlands, but 

could not be used until the spring of 1945. 
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300. We will raise the flag of victory over Berlin. 

U.S.S.R. 1944. Viktor Ivanov. 

In this cosmetic version of social realism all soldiers smile as they march 

through the Brandenburg Gate. 
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30!. The end. 

East Germany. 1945. _ 

Printed in the Soviet zone of Germany in No- 

vember 1945, the poster shows the baroque 

Church of Our Lady in Dresden as it once had 

been, and superimposed the rubble and a few 

buttresses of what was all that remained of it 

after twelve years of Hitler's rule and the Allied 

air raids of February 1945, 

303. Reconstruct. 

France. 1945. Roland Ansieau. 

Cut-outs of workers and equipment superim- 

posed on the photograph of a town in ruins 

combined in an appeal for help to finance the 

task of rebuilding. 

BONS DE LA LIBERATIO 
all NTERET PROGRESSIF 

302. Help the repatriated political prisoners. 

Belgium. 1945. K. Peiser. 

A returning prisoner looks ahead to the future. 

Behind him loom a skull wearing a cap with the 

SS death's head insignia and a wall that bears 

the names of German concentration and exter- 

mination camps. 
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cal and commercial poster has 

diminished. Television now domi- 

nates the range of images directed at 

the mass public, and in overtaking the 

poster this new medium has also af- 

fected its design. Especially in West- 

ern Europe, posters employed by polit- 

ical parties in election campaigns over 

the past thirty years have often looked 

like frames from a television iriterview 

or current affairs program. On the 

whole, this has meant adopting the 

weaknesses of television without ben- 

efitting from its strengths of movement 

and immediacy. Presumably it is 

thought that for the contemporary au- 

dience a pretended television image is 

better than none at all. Or, possibly, 

many designers and their employers 

now see and think in television terms. 

The designers of the following post- 

ers move in a contrary direction. Some 

continue in an earlier style of story- 

telling with its roots in the European 

and American comic strip, or employ 

realistic images or abstract forms—of- 

ten in symbolic ways—to make their 

point. Others experiment with col- 

lages, photography, or adapt pop art 

and other current styles and fashions 

for their purpose. In the clash of ideol- 

ogies and political interests, the poster 

is a less significant force than it once 

was, but it continues to live because, 

unlike film and television, it can visu- 

alize political messages in an immo- 

bile aesthetic form. 

304. Students against nuclear weapons. 

The symbol of our times blots out the sun. The 

sky, which a nuclear blast has turned to fire, is 

structured in rectangular blocks that suggest 

the precision and inhumanity of science. The 

poster was produced by the International Union 

of Students, an organization that fell under 

communist control in the late 1940s and that 

sponsored some of the best posters of the Cold 

War (see also Poster 308). 





305. No! France will not become a colony. 

France. 1952. 

A few years earlier, this communist image of an octopus with dollar signs 

for eyes, climbing onto the shores of France, would have made an excellent 

Nazi poster 

306. For your holiday, visit the Soviet Union, land of liberty. 

France. c.1952. 

Between 1950 and 1956, an agency of the French government, “Paix et 

Liberté,” with political backing from the moderate left to the Gaullists, pub- 

lished anti-communist journals, sponsored radio programs, and printed some 

two hundred posters. Communist hypocrisy about the nature of Stalinist re- 

pression provided one of the posters’ most effective themes. 

EDITE PAR LE-PART| COMMUNISTE.F 
CETTE AFFICHE A ETE PAYEE AVEC LES FONDS COLLECTES PAR LES TRAVAILLEURS DES USINES RENA 

e eee zn 3 J 

307. Against German remilitarization. 

Czechoslovakia. 1951. 

In this poster the German people on both sides 

of the border are peaceful and welcome the 

fraternal support of their Czech and Polish 

neighbors, who are protected by the Soviet 

army. American and West German big busi- 

ness, however, is rearming West Germany and 

anti-communist emigres from the East. An 

American is releasing rats wearing Nazi caps 

from the sewer of Landsberg prison. With a 

hand dripping blood, Eisenhower gives the Nazi 

salute, which is returned by the Social Demo- 

cratic and Conservative leaders of West Ger- 

many. The fact that the artist did not refrain 

from replacing the stars in the American flag 

held by Adenauer with a swastika, makes the 

poster a particularly compelling witness to the 

honesty and decency of the political system 
PAIX ET LIBERTE 
167, Rue de !’Université - PARIS-7! - C.C,P. 4321-76 - Poris that sponsored it. 
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Némecka demokraticka republika vznikla 

na tizem{ osvobozeném Sovetskou armddou a 

skoncoyala s junkery a velkofabrikanty a se 

staletou prusdckau vybojnostt, Vidda, slozend 

z osvédtenych bofovntka prot! fasismu, podala 
ruku ke spoluprdaci vsem mfrumtloynym ndro- 

dim. Lid Némecké demokratické republiky od- 

povida na mtrovou politiku Sovetského svazu a 
na vyzvy Svétové rady miru nadsenym ANO! 

i’ 

NEMECKA 
+ DEMOKRATICKA 
% REPUBLIKA 

Vsechny stly nasadili imperialistictt vdlec- i 

nt palidi, aby ze zdpadntho Némecka vybudo- nes intact 
vali ndstupisté nové valky: Porusill slavnostné @NORIMBERK 

podepsané postupimské smlouvy, dr2t u moci § 

bonnskou ,,viddu‘', sklddajfcl se ze spolupra: ZAPADN I 

covnikii a pomoentka nacismu, obnovujl nacis- NEM ECKO 

tickou wermacht. Avsak lid zdpadntho Némec- : 

ka tika k remilitarisaci rozhodné a jasné NE! 

| py pe a MNICHOV 

_Je proto v nasem viastnim zdjmu, abychom s porozumenim a s podporou sledavall velky zdpas 

Némecké demokratické vepubliky za sjednocené demokratické a mirwnilovne Neémecko « se sve strany 

| neprovedli nic, co by tento zdpas zteZovalo Jestlize u nas ue diive plaiilo heslo nent Nemec jako 

| Némec’’, pak to dnes plati dvojndsob. Pritom se to vztahuje nejen na Némeckou demokratichow repabural, 

nybrz i na zdpadni Némecko, kde mezi lidem je mnoho spolubojovnike <a mir a tims nasich pratel” 

Kbene ei tariwads 
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308. Korea must be reunified! 

Another excellent poster published by the International Union of Students 

identifies American power as the force dividing Korea. 

309. The support of the Vietnamese people and their victory will halt 

American aggression. 

France. 1968. Rapho. 

The photograph of the crying Vietnamese child, ripped into strips like rag- 

ged frames of a film, suggests both destruction and movement toward a 

better future. 

, . pour larrét de 
lagression américaine, 
le see et la victoire 
du peuple vietnamien 

KOREA 
MUST BE 
REUNIFIED! 
SOLIDARITY 
WITH THE PEOPLE 
AND STUDENTS 
OF KOREA 

PUBLISHED BY THE INTERNATIONAL UNION OF STUDENTS 

310. Green breaks through! Show your 

colors. 

West Germany. Holger Matthies. 

Technically sophisticated posters with powerful 

symbols often expressed the agenda of the 

German environmental party, the Greens. 
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COMITES SOLIDARITE A SOLIDARNOSC 

311. Solidarity. The future of Poland. 

France, 1976. 

This is a French version of a famous Solidarity poster. 

312. Workers of the world, forgive me. 

East Germany. 1990. 
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List 

of Posters 

Poster measurements are given in inches, 

with height followed by width. 

Before 1914 

10. 

Excursions sur les cétes. . . France. 

Before 1891. Gustave Fraipont. 45 x 

30. FR1411. 

Encre L. Marquet. La meilleure de 

toutes les encres. France. 1892. Eu- 

gene Grasset. 48 x 32. FR895. 

Folies Bergére—La Loie Fuller. 

France. 1893. Jules Chéret. 48 x 34. 

The Museum of Modern Art. 

Lait pur... stérilisé. France. 1894. 

Théophile-Alexandre Steinlen. 55 x 

39.6. Library of Congress C.Fr.S74.13. 

Sarah Bernhardt. American Tour. 

France. 1895. Alphonse Mucha. 80 x 

31. Library of Congress 

C.Czech.M82.1. 

His Majesty’s Coldstream Guards. 

Great Britain. After 1902. Ernest Ibbet- 

son. 32 X 25. UK477. 

. Voina v vozdukhe. Russia. 1914. 23 x 

16. RU/SU365. 

Hermann Scherrer. Sporting-Tailor. 

Germany. 1907. Ludwig Hohlwein. 49 
x 36. GE1892. 

Métallurgique—K6nig der Berge. Ger- 

many. 1908 or earlier. Carl Moos. 49 

x 36. GE738. 

Salem Aleikum. Salem Gold Cigaret- 

ten. Germany. c. 1913. 35 x 23. 

GE312. 

1 The Outbreak of War 

all 

12, 

13. 

14, 

15. 

16. 

IW 

18. 

19. 

20. 

21. 

22. 

Ordre de mobilisation générale. 

France. 1909/1914. 36 x 28. FR873. 

Pour le triomphe souscrivez a l’em- 

prunf national. France. c.1915. Sem 

(Serge Goursat). 45 x 31. FR428. 

Vo vsekh zalakh rossiiskago blagorod- 

nago sobraniia. Russia, 1914, Vladimir 

Vasnetsov. 48 X 37. RU/SU682. 

Velikaia evropeiskaia voina. Velikii 

boi russkago bogatyria s zmeei nemet- 

skoi. Russia, c.1915. 22 x 17. RU/ 
SU175. 

Germanskii antikhrist. Russia. 1914— 
1bn22e a1 oa kU/SU736: 

Belges étes vous préts? Tout et tous 

pour la patrie. Belgium. 1914. James 

Thiriar. 39 x 25. BE6. 

Das Geheimnis von Liittich. Unser 

Bombenerfolg. Germany. 1914. 44 x 

16. GE33A. 

The ‘‘Scrap of paper.’’ Great Britain. 
1915. 29 x 19. UK244. 

Which ought you to wear? Great Brit- 

ain. 1914-15. 30 x 20. UK507. 

Step into your place. Great Britain. 

1915. 20 x 30. UK192. 

Follow me! Your country needs you. 

Great Britain. 1914. E.K. 28 x 18. 

UK208. 

Belgian Red Cross Fund. Great Brit- 

ain. 40 x 30. UK923A. 

23. 

24. 

29; 

26. 

Rote Kreuz-Sammlung 1914. Ger- 

many. 1914. Ludwig Hohlwein. 36 x 

25. GE200. 

Feldpostbriefe. Beyers-Tinten. Ger- 

many. c.1915. Carl Tips. 19 x 27. 

GE45. 

Hier wird Kriegsanleihe gezeichnet! 

Germany. 1918. Lucian Bernhard. 15 
x 22. GE550. 

Tavaszi Részvénysor .. . Hungary. 

1914. Foldes. 49 x 38. HU95. 

2 The Enemy 

27. 

28. 

29; 

30. 

31. 

32. 

33. 

34. 

35. 

36. 

37. 

38. 

39, 

Remember Belgium. U.S.A. 1918. Ells- 

worth Young. 36 x 20. US1238. 

Red Cross or Iron Cross? Great Britain. 

David Wilson. 30 x 20. UK915. 

Men of Britain! Will you stand this? 

Great Britain. 1915. 40 x 30. UK197. 
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