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As an organized political group the
communists have dcne nothing to damage
our society a fraction as much as what
their enemies have done in the name of
defending us against subversion

Murray Kempton

"What Harvey did"

America comes of nmiddle age

(1963)

The existence of a world without God
scems to me less absurd than the presence

4]

of a God, existing in all his perfection,
creating an imperfect man, in order to
make him run the risk of hell

Armand Salacrou

"Certitudes &t incertitudes”

Theatre (1943)6

méucation consists mainly in what we
have unlearned
Mark Twain

Notebook (1935)

Scmetimes a scream is better than a thesis

Emerson,

Journals (1835)

i1 -



TEERRRNEEEDNRDDDD]

W\

TABLL OF CONTENTS

ILLUSTRATIONS

INTRODUCT ION

Chapter:

I A Brief History

T FPost-rs Produced under Pressurse

ITI The Foster as an Educational Medium
1V Summary and Conclusions
BEITBRLIOGRAFHY

18
Sl

29



AIZEENREERRRDDDDD]

LIST OF ILLUSTRATIONS

1)
2)
5
L)
5.)
6)

)
8)
g)
10)
)
12)
12)
14 )
159

16 )
17)

18)

20)

21)

Page:
Hold the Rents, Ireland c. 1880 8
Poblacht Na hZireann, Ireland 191% 10
Help by Dimitri Moor, USSR 1921 2
Womans Day by Karl Maria Stadler, Germany, 1914 14
Vote Iist 5 by John Heartfield, Germany 1928 14
The Fist of the Revolution by Koslinsky,
U5SR 1920 ]2
Frontiers - Repression, France, 1958 24
Uncensored Information, France, 1968 2L
0ld Man, France, 1968 24
Capital, France, 1968 2L
Reform, France, 1968 24
Gangster, France, 1968 24
CRS - S8, France, 1968 26
Fist, France, 1968 26
The Folice Speak to You Fvery Evening at 8:00
France, 19683 28
How the Mice Buried the Cat, USSR, c. 1725 - 5%
Defeat the White Guard by Vladimir Mayakovsky,
USSR 1920 23
Those “Who Read Bourgeois Newsparers %ill Become
Rlind and Deaf by John Heartfield, Germany, 1930 36
President Johnsons ﬁeck“ig_ghe Noosc of Victaam
China 1967 40
US Imrerialism Must Geot Out of All Places Tt
Occupies, China 1967 L2
Disarpearance of Ben Barka, Cuba, 1967 Ll

~-iv-~



174
]

annnEceRIIEEERRDDDDD]

22)

- 25)

2lL)
25)

26)

27)

Why a War in Vietnam, Cuba, c. 1967

The Heroic Guerilla, Cuba 1969

Revolucion, Cuba 1969

Whose World is Qur %World by the Film and

Poster Collective, Britain, c. 1930

Without Us There is No Britain by the Film and

Foster Collective, Britain, c. 1920

Political Fosters in Paris 1968

Ll
46
L8

50

52
o7



INTRODUCTION

1

313}

There can only be revolution where there is a

conscience.

Graffity written during French student

revolt May '68

The dissemination of ideas and information in any society
is always an important aspect of the develorment of that
society. Acoording to Marxist theory the flow of history
and the growth and interrelation of ideas and institutions

are all shaped by the evolution of the mode of production.

In a modern capitalist society the dissemination of Mar-
xist~Leninist ideas 'is indispensible to the creation of
a genuine communist society. The basis of the relations
of prroduction under a socialist system is the social
ownership of the means of production. Here

the relations of production fully correspond to the

state of productive forces, for the social character

l l 4 I = | H = l l & ‘

of the rrocess of production is reinforced by the

social ownershiyp of the means of }’-roduction.l
This is the oprosite to the basis of the relations of
production under the capitalist system. In this case the
means of production are'controlled by capital and not
the workers in production. These workers, the wage la-
bourers. are deprived of these means and in order not to
di= of hunger are obliged to sell their labour power to

the capitalist and to bear the yoke of exploitation.
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The systematic spreading of revolutionary ideas is ter-
med agit-rrop or agitation and propaganda. In Lenin's
’ "What is to be done" this term agitation-propaganda is

explained -
By propaganda we would understand the revolutionary
elucidation of the whole of the present system or
rartial manifestations of it irrespective of whether
it is to be done in a form intelligible to individu-
als or to broad masses. By agitation in the strict
sense of the word we would understand calling the.
masses to certain concrete actionns, facilitating

the direct revolutionary intervention of the prole-

tariat in social life.

The intervention I am involved with is cultural and this
thesis is about the cultural intervention of rosters in

pre-revolutionary society and their continued use in so-
cialist societies to continue the work of raising the

consciousness of people within the socialist framework.

Posters ére an ideal form of agit-prop as they are a
cheap, easily produced medium for spreading ideas. Their
reproductibility facilitates a wide distribution and they
can be displayed almost anywhere. I will deal with the
visual strategies that are used in different times with
different techniques and the effectiveness of their use.
I believe that these posters are most effective when the

most modern, up-to-date technigues and forms are employed.

I will discuss the strategies used in the different
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situations and how they are affected by the forms and

. techniques available.

Revolutionary posters generally fall into two categories,
those of actual revolutionary times and those produced

in pre- and post-revolutionary times for agitation and

education respectively.

These posters are anti-fascist and anti-imperialist as
they reflect the struggle of people for self-determina-
tion and freedom from exploitation frowm within and

without i.e. the intervention of imperialist nowers.,

I will commence with a brief history outlining the deve-
lopment of the revolutionary poster and I will proceed
to deal with them under the category of "rosters produ-

ced uncder pressure" and "the poster as an educational

medium'".

f \ i Y 5 =
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Footnotes (Introduction)

1) History of the Communisi Party of the Soviet

Union (Bolsheviks), p. 126
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A BRIEF HIZTORY

The earliest known poster of rrotest and revolution is
the 'ninety five theses' nailed to the church door in
Wittenberg by HMartin Luther in 1517. Luther charged that
the money received from the sale of indulgences was going
to Rome for the building of a new basilica for St. Peters.
The new technigue of printing, the movable metal type,
invented by John Gutenberg of Mainz in 144% enabled co-
pies of the ninety five theses to te distribtuted through-
out Germany. The invention ~f individual letters cast in
metal meant that the characters could be arranged and
rearranged as many times as desired. This drastically
reduced costs and brought atout a revolution in communi-
cation and education. Out of a need to spread information
and orders quickly the 'rroclamation'! or broadsheet was
soon doveloped and used by the monarchies of “urope to

their own ends.

To mak: the most of the new medium and to impress the

rank and file, the prnclamation was divided into sections,

subsections and paragrarhs. Usually a crest was put at

the end, the symbol of the iszuing authority. The procla-
nation started with '"Whereas" or "By the powers invested
in me" an% ended with é signature anc date., A seal was
printed at the bottom to give an air of finality. The
proclamnation style became an accepted convention, the
printed counterpart of a sreech from the thrcne and

coulé be released simultaneously over a very large area.

-5~
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The proclamation became an instrument of the government
and was used for imposing curfews, reporting outrages,
the shooting of hostages, incitement to disaffection and

non-cooperation.

Throughcut the history of its use the proclamation became
a handy all-purpose instrument of pcrsuasion. The counter-
proclamation, one of the earliest forms of the protest
roster spoke back in the same voice of authority by mi-
micking the¢ conventions used in the proclamation style.
When Xing Goorge V issued a declaration of war, a famous
counter~yroclamation avpeared on the walls of Dublin with
an anti-conscrirtion pledge. In Ireland peorle were fa-
miliar with the countcr-proclamation - for long periods
it was the only articulate voice of oppesition. As it
develoyped, it becam: bolder and stronger in form and
cohtent using bold face italics 'and underlinings, shou-
ting out the rhetoric and polemics of the timcs. They
were nailed to barndoors, walls and trees, warning pcorle
against treacherous activities such as ignoring cailé to
anti-lanclord actions:

Let him be mark~"d out as one with whom no person
should hold friendly social relations, no one should
buy from him or sell to him. No one should speak to
him. Let him be shuﬁned as 1if he were covered with
some norrible loathsome disease,...l
When _a .situation was clearly defined, such as this one,

the writers of the counter-proclamations couléd let them-

selves go with colourful writing. REoycotts were often
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the subject of counter-rroclamations such as 'Boycott

them' and 'Hold the rents!' (Fig. 1) in the 1870Cs.

Another famous Irish anti-imyerialist proclamation was
the Faster 1916 proclamation (Fig. 2) of the provisional
government of the Irish republic declaring the sovereign-
ty of the Irish people. Printed the day bvefore the taking
of the GFO it was read aloud by Patrick Fearse, a 36 ycar
old lawyer and teacher, the commander-in-chief of the
republican government. The tone of the proclamation was
hardly hysterical and had a conscicus sense of occasion,
using very real and carnest language. The proclamation

began

=1

rish men and Irish women, in the name of God and

®]

f the dead generations from which she receives her
0ld tradition of nationhood, Ireland, through us,
summons her children to her flag and strikes for
rer froedom...?

and continued stating rights and guarantees for the Irish

people of the declared Republic. The gravity and eisnife -
canc: of this document led the British government to

ord "r the execution of all its signatories.

The pricteorial poster came into its own in the last decades
of the 19th century. By'the early 1900s it was an acceptzad
idiom of cowmunication and had begur to evolve its own
visual ‘grawmar. The technical develorment of lithograrhy
21lowed full scale mass trocuction of the visual image

Lithograrhy allowed for the faithful reprocuction of
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ig}nul 1o miud the *Buspoeis’
MEMBER thal the boggarly™
° shﬂhn% in thapou 1] l',m STAINED wit,,

BLOOD 0. ILLON, |
WHO I8 m'G FOR “YOU :
Al that. the ¢hink' of fhu Vil Doy tu"yonur: pockots is tho RATTLE of

THE CHAINS OF MICHAEL DAVITT,

For you SLAVING in PORTLAND PRISON

Herv is what the hivelin LONDON= TIMES™ %mr dendlivwt i and
GLADSTONER well-hribel orgnu, sy of you he miolic r\|l mnlroldy
“winible in the atate of Ireland afen u fitlea mor lhnn throe onthe n novere
- stintion of the Goenou Acta affords NO lluntlnn FOR
“REOHDING. bt rether for PERSEVIRING b the AME coutisi: = f
< would bee maniferily Toollal 1o suaped coerelve measures the it tiey
“mre logiunbug Lo

“PRODUCE THE DWSIRED RESULTS™!

( THE PAYMEN! OF RENTS. ,

IRISEMEN AND IRISHWOMEN! |

xnu llf }un Hiwve Alividy Donblefas ked the Dungeow Docis oy our
AND TRUEST FRIENDS:

WILL YOU LET COERGION FROVE A FJNAJ, SUCCESs? |
GOD FORBID |

ol
Vit 1o.do the best'you

1) HOLD THE RENTS, NOTICE ISSUED.
DURIN G THE LAND WAR CALUNG- FOR
A BOYcoTT ANDWITHULDING OF RENT
\RELAND C I880.
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light painted tones unlike woodcuts where cross-hatching
of lines was needed to create a somewhat cruder similar
effect. Copies could be produced in great numbers because
unlike woodcut and engraving the master block did not

become worn down.

By 1914 high standards of production efficicncy were
attained and this medium was used in the Great War. The
lithographic poster found itself enlisted. The emotional
effectiveness of propagandistic illustration was disco-
vered by the grarhic artists of the countries involved
and put to full use to enlist people to fight for their

country.

In Russia the poster was mobilised for revolution and

it played an important part as 7 9 of the population

were illiterate. The poster wasn't just an adjunct to
persuasion, it was a centre point and had the added im-
pact of the personal conviction of famous Russian art}sts
such as ILizitsky, Rodchenko, Orlov and Mayakovsky. After

the revolution, as the pressures from the enemy without

and the enemy within grew stronger, posters were produced

to combat the demands of the Cossacks, erstwhile supror-

ters of the Tsar and the old regime - "Who's side are

you on. Theirs or ours?" was the slogan of one poster.-
The perils of illiteracy were also tackled - "The illi-

terate is a blind man, failure and disaster await him":

Ih

reads another poster.

L

More and more these rosters were used as a back up to




POBLACHT NA H EIREANN.
THE PROVISIONAL GOVERNMENT

QF THE

IRISH REPUBLIC
T0 THE PEOPLE OF IRELAND.

IRISHMEN AND IRISHWOMEN . In the name of God and of the dead generations
from which she reccives hor old tradition of nationhood, Irelana, through us, summons,
her childron to her llag and strikes for her. freedom.

Having organised and trained hor manhood through hor secret revolutionary
organisation, the Irish Republican Brotherhood. and through her open military
organisations, the liizch Volunteers and the Irish Citizen Army, having patiently
perfected her discipline having resolutely waited for the right momeat to reveal
iself, she now scizes that momnnt, and. supported by her oxiled children in America
and by grllant allies in Europe. bul relymg in the first on her own strength, she
strikes in full confidence of victory.

We declare the right ol the people of Ireland to the ownership of [reland, and to
the unfettered control of Irish destinies, to be sovercign and indeleasible Ths long
usurpation of that right by a foreign preople and governmont has not extinguished the
night. nor can it ever be extinguished except by the destruction of the Ivish people. In
every generation the frish people have asserted Lheir right to national freedom and
sovereignty : six tunes during the past three hundred years they have asserled it in
arms.  Standing on that fundamental right and again assorting it in arms in the face
-of the world., we hereby proclum the Irish Republic ais a Sovaraign Indepindent State,
and we pledze our lives and the lives of our comrades-in-arms (o the cause of its freedom,
of its welfare, and of its exaltation among the nations.

The Irish Republic i1s entitled to, and hereby claims, the allegiance of every
Irishiman and Irishwoman.  The Republic guarantees religious and civil liberty, equsl
rights and equal opportunities to allits citizens, and declaros 115 resolve to pursue
Uie happiness and prosperity of the whole nation and of all its parts, cherishing all
the children of the nation equally. and oblivious of the differances careflully fostered
by an alien government, which have divided a minority Irom the majority in the past

Unti) our arms have brougbt the opportune moment lor the establishment of a
permanont National Government. represuntalive of the whole people of Ireland and
elected by the sullrages ol all her men and women. the Provisional Governinent. hereby
constituted, will adnimster the civil and military affairs of the Rupublic in trust for
the people. b

We place the cause of the Irish Republic under tha protection ol the Most High God,
Whoso blessing” we invoku upon our arms, ind we pray that po one: who serves that
cause will dishonour it by cowardice, inhumanity. or rapine In this supreme hour
the Irish nation must, by its valour and discipbine and by the readiness of its ch:ld_rﬁﬂ
Lo sacrifice themsolves for the common good, prove itsell worthyol U august destiny
to which il is called. 2

Signed on Uehall ol the Proviagunal tiasornmam,

THOMAS J. CLARKE,
SEAN Mac DIARMADA THOMAS MucDONAGH.
P. H. PEARSE, EAMONN CEANNT,
JAMFS CONNOLLY. JOSEPH PLUNKETT.
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educational health and relief programs. In 1921 a terri-
ble famine in the Ukraine and Volga affected 30 million
recple as the grain crop failed. Posters were produced
to exhort others to help the famine victims. Moors

stark poster 'Help!' (Fig. 3) and Simakov's 'Remember the
hungry' are fine examples. A campaign directed towards
women exhorted them to take up their role in productive
society. Fosters urged the end of prostitution and the

acceptance of women into the factories.

Lunacharsky wrote in 1900:
Revolution brings with it ideas of a wonderful depth
and inner arreal. It inflames feelings of heroism
and self-sacrifice. If revolution can give art a
sword then art must give revolution its service.5
The artists of the revolution aimed at simplicity and

directness and achieved great papularity.

Topical events were reflected and commented upon in the
Rosta posters in a humourous way. These posters, drawn
in a childlike style, in series of imagery like comic
strir cartoons, were designed to get the message of the
revolution across to people, the majority of whom could
not read. Other forms of mass propaganda included ships
and trains taken over and decorated with visual and tex-
tual information which travelled into inaccessible parts
of the'couutry. :

During the First World War, Germany came close to a

-11-
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general strike. Insurrectionary broadsheets were issued

by a large socialist force which existed in Germany at

the time, but they were countered by numerous governnent

posters calling for calm, to protect hearth and home from

the 'Red Terror'. Calling for the 'suprression of anarchy'

slogans such as 'rallying around the Fatherlanc' were

commonly used to whir up nationalist fervour. The suffra-

gette movement was also gaining strength and in 191%,

'Womans Day' (Fig. 4 ) a poster designed by Karl Stadler

as part of a national Red week was clearly seen by the

Kaiser as subversive and was suppressed in Berlin by the

police who described it as "offensive to the authorities”.6

One of the first posters to use a photongrarh was by John

Heartfield who was later to become well known for his

anti-fascist cover designs of 'A.I.2.' and 'Fhoto-Illus-

trie' in fascist Germany of the 30s. In 'Vote list 5!

(Fig. 5) the rvhotograrh of a hand, fingers outstretched,

as if poised to grab something was produced for the

Communist Farty of which John Heartfield was a member.

In China in 1947 Mao Tze Tung led the Chinese Communist

Farty to victory over Chiang Kali Chek's nationalists,

bringing the most iopulous country on earth under the

Red

the

D

the

flag. After a period of derendency on Russian aid,
Chinese began to regard Mao as a true inheritor of

Marxist-Leninist tradition and Feking as the princi-

pal capital of proletarian revolution. The art style of

the

Chinese posters was soclalist realism. It represented

iz
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People and rlaces in a realist figurative manner and
derived its insriration from Russia. Socialist realism

was deemed by 5talin as the art style which reflected

the attitude of the rarty toward art, which set out to
abolish the last remnants of elitism, by taking a deci-
sive step away from non-reyresentational art and banning
artists who worked in this manner. The Chinese revolu-
tionary rosters are reminiscent of vintage Hollywood
billboards as the workers and peasants are portrayed

likes the muscular heroes of the wide screen action films,_

exuberantly holding up the Red Book of chairman Mao.

A

L]

ter the Cultural Revolution in 1967, the Chinese, in

Q
]

&
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to break from Soviet influence, tended to re-
vert to traditi-nal forms giving them suitable ideologi-
cal cont2nt unlike in Cuba where alternative forms have
at lcast not been discouraged. In August 1961, 2 years
£

aft

@

r the Revolution took place in Cuba, Fidel Castro
wrote in '"Yiords to the Intellectuals!
The Government must be willing to provide them (the
artists) with the oprortunity and freedom to express
themselves within the revolution.7
Threce themes were exrressed, firstly the rromise of free-
dom within the revolutiop, secondly the plea for patience
if the artist does not feel this is enough and thirdly
the recognition that art can aid the revolution by up-
1i fting the peorle. The government backed up these state-

ments with continually growing subsidies and scholar-

ships. The main producer of posters in: Cuba iist 0 JSICE AL ATARNEE

5=




- The organisation of solidarity with Asia, Africa and
Latin America. It is a propaganda agency with the purpose
of co-ordinating activitics and acting as a communicati-
ons centre for its Third World merbers. The organisation
~ponsors days of solidarity with various grours and
countries around the world and its posters are rrinted
in four lanpguages, in keeping with its internationalist

rhilosorhy.

i
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Footnotes (A Brief History)

1) Fosters of Frote-t and Pevolution by
Introducticn,

2) This poster is exemplary in that it
soth Irish men z2ndé women.

%) Pnsters of Irotest and Revolution by

Introductisn.

by

,_
S~

\J
g

o
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Fosters of Frotest and Fevolution by

Introduction .

=

NE

e

M. Rickarés,

Artlin Revolutien, ArtsiCouncildy,pe:ld.

. Rickards,

7) 'Prcad and the Pose' from The Art of Fevolution:

Castro's Cuba by Tugald Stermer.

Sl
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POSTEKS :RODUCSD UNDLR FRESSURE

In times of crisis when an issue takes on the form of

a mass boycott, demonstrations, occupations, cr cdevelops
into a revolutien, posters become the only tocl of the
orrressed for spreading urgent protest or revolutionary
information. As the authorities control the goneral me-
dia, thgy inevitably turn these into wearons to persuade,
undermine, attack and order pcople to give up their
strugsle. 30 rosters, easily and chcaply procduced, become
the only means of providing counter-information. In times
of rressure the character of the counter-rroclamations
chanzed considerably. The information was simplified and
defined¢, dictated by the changes of strategies in the
struggle in response to the proclamations of the autho-
rities. Generally these posters were rrinted hurriedly

bty underground, illegal groups undcr very dangrrous con-
ditions. The heat of the moment is most poignantly arpa-
rent in the quality of some of these posters. The urgency
of the situation is conveyed by fumbled printing, omitted
letters anéd under or over inking of the imrression and
there is always the hazard of last minute changes of
rolicy resulting in some posters having actual gaps in
the designs as now useless information or criers become
inoperative. The unneceésary characters are removed with-
out an overall changs in design. In other situations the
different sentences and slogans of the designs were molded
and reproduced t: be sent off to the different printers

in the struggle to ensure that there would be no mistakes
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anc a uﬁiformity of policy. The main strategies of these
posters were to mimic the bold authoritarian style of

the rroclamations to give them an equal amount of autho-
rity and strength of purvose, at times outdoing the bold-
ness of the original rroclactations themselves. In one
case (Fig. 1) nearly every sentence is made ur from
c¢ifferent tyrefaces, with the boldest being words like
"Hold the rentz" and "Irish men", the latter being used
to evoke patriotism and'solidarity. The variation in
typeface was prcbably due as much to imagination as to
deficiencies in the quantity of letters in each available
typeface., The poster threatens that oprortunists will
"rot and die in Britizh dungeons!Y and uses martyrs to
the cause such as John Dillon and Michael Davitt to in-
duce guilt in those who might even consider caritulating
and raying their rcnt with 'God forbid'! as the last line

of attack; condemnation to fiery hell itself!

Although rrinting technigues improved in the following
decades rosters rroduced under pressure remained in the
style of the broadsheet due to.the fact that it was the
cheavest, most informative and easily rrocduced style of
poster in times of revolution, The victorial poster was
used, though, when in 1921 in Rucsia a severe famine
broke out in maay proviﬁces due to harvest failure. The
gross outrut of agriculture was only half the pre-war
output of the poverty stricken Tzarist cays. To make
matters worse, Kulak revolts broke out in many provinces

using the terrible economic situation and the discontent
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of the reasants for their own purroses (the Kulaks were
X rurtk

" rich farmers who refused to take part in the collectivi-

zation of agriculture). The RBolzhevik government had
alreaiy tried to ally itself to the peasant class by
giving them a portion of the grain confiszcated if they
helped to crush the Kulaks who were resisting the govern-
ment's collectiviration plan. Two posters of 1921 show
the immediacy and desperation of the situation - Kolin-
sky's poster "The fist of the revolution smashing the
Xulak" (Fig. 6) and Dimitri HMoor's "Hzlp" (Fig. 3). In
the former, the fist is used as a symbol of the workers
collective power smashing the counter-revolutionary enemy
personified by the profiteering Kulak, He is reprecsented
as fat, with a well cut jacket and tunic, with watch and
chain ané a rack of food or possessions over his shouldrr
running in fear with his arms outstretched. The roster
uscs these symbols to inspire fearlessness and courage

in their fight by rortraying the Kulak as a pathetic
obese coward. The figure in Xoor's poster "Help" is also
running with arms outstretched but this time it is tﬁe
tragic figure of a famine victim shouting for helr. The
background is also stark, completely black except for

one broken stalk of wheat to signify the crop failure.
The figure is rortrayed as a traditional reasant with a
long beard and bare feef. The poster is extremely emotive
in imract znd evokes pity yet renders explicit the extreme
urgeacy of the arpeal for food ané¢ aid. Formally the fi-
gure is isolated by flat areas of colour which directs

o

our attention completely into the peasant anc then

Eo@
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downwards to the text written accross the lowest part,

of the poster in bold letters. The urgency of the crisis
at this time is shown by the barest amount of information
given in thesr rosters. Using the simplest most effective
symbols and minimum text it i~ rerroduced using only one
colour ané one printing. Lack nf finance for paper and
inks also nccessitated the develoyment of zimple designs
that would maximise the quantity of posters produced.

It waz imrortant that the message of eacn roster was
obvious from the rvictorial elements alone as seventy-five
percent of the ropulation were illiterate and would not
understand the content of the poster, therefore it deren-
ded on the image to make the message fully clear to

cV-oryone.,

This method of producing rosters gquickly and cheaply

tnok on a whole necw dimension in the Faris Yay revolt

in 195%. The political situaticn in France hac been deve-
loying to a crisis point, with strikes by agricultural
workers followad by general discontent in the factories
over pay and working hours. Productivity had risen cduring
the sixties but none of the workers had benefited . Stu-
dent unrest escalated with large demonstrations against
American involvement in Vietnam. These socn develored
intn d:monstrations against De Gaulle and the policies

of his government in solidarity with the workers. After
stucent. attacks on American officis, the Paris riot

olice wers called in and made things worse by using

Lk

3

brutal method= cf crowd control. This resulted in street
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barricades and an occupation of the Sorbonne university .
The Atelier Fopulaire i.e. Peoples Workshop was set up
in the Beaux Arts of the “orbonne. The purpose of the
Atelier was to rroduce rosters, an inevitable develop-
ment from the sloganized graffity which had aprcared on

the walls of the university.

The students felt it wa:: neceszary to rrint rosters

which would bc displayéd all over Faris, 2s ancther form
of resistance, it was the only medium they had a:cess to,
through which they could answer the allegations and ver-
bal attacks made by th:z right wing government. This
government owned and controlled the rowverful mass media
of newsvarers, radio and telavision in France. Unlike
other media the poster gives peorle a greater capacity
for interypreting and understanding the message. The time

elemcnt in transmission on television and radio is con-

-

trolled by producers, but with a poster it is the viewer

whc conirols his or her viewing time. Furthermore it is
rossible tn avoid the newsparers, television and radio

but is is quite difficult to avoid rosters.

The students initially printed leaflets to explain theilr
po=ition, but when they turned to pictorial posters using
silkscrezn the worhshop‘soon took off, with an estimated
120,000 posters being rroduced throughout the strike.
Over.320 different designs were produced with editions
sveraging around Z0C for cach design. The rroduction floor

was highly organisec. 5ix rooms were used by the atelier,

=8
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one for design, one for production where the silkscreens

. were conztructed anc four rooms for printing the posters.

Although originally lithography was used to print them

it soon rroveé to be far too =low, producing an average

of 20 posters ver hour. Turning to silkscreen the students
upred this average to about 250 prints ver hour. Assigned
posterers collected their allotted quantity of posters in
the morning and set to work rasting them up around the
city whilst other posters were distributed to union groups

and factory committees,

In the design room, slogans were arrroved by a committee
and students submitted visual designs to suit sach slogan.
Readability and effuctiveness were considered the most
important criteria. Numerous sketohes were submitted by
the student body, some were rejected and others accepted
by the stud:nt committee sO that not only was the process
of art evaluation democratized but so was its rroduction.
The postcrs were used to attack the police (Fig. 7) De
Gaulle (Figs 9, 10, 11, 12) and the mass media (Fig. 3)
but they were also used to show the co-operation and
solidarity betwsen the student and the worker. Some of

the posters consisted of text only (Fig. 13) while others
were rurely pictorial (Fig. 14). In the poster 'la rolice
vous rarle tous les soirs a 20H' (Fig. 15) i.e. the police
sprak to you every cvening at 8:00, both the media and

the police are attacked. It shows the usual image of the
police with dark glasses, helmet and rifle speaking into

a wmicrorhone. The rvoster refers to the evening eight
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o‘clock‘ncws and imilies that the newscasters themselves
are policemen, as the so-called 'objectivc' news con-
tained an anti-vorkers bias. The police are represented
as an ominous fascist army esrecially as we see nothing
of them as peorle, being covered from head to toe with
rioct grar. Their fascist behaviour at demonstrations,
viciously attacking demonstrators would justify such
derictions of the peolice force. Other attacks such as
equating the CR3 with the S5 (Fig. 13) had a “'perfectly
scrious use in deo-mystifying an¢ de-legitimizing repres-
sive authority”l and redefined the police from being a
sccurity force into a public aggressor. They are presen-

as a threat which creates an angry response and at

[N

te
the same time initiates an awareness of the true role

of the police in society. The formal grarhic, black and
white design heightens the orpressive character of the
figure represented. The black border enclosing the fi-
gure and text gives the policeman a claustrorhobic, un-
impzachable quality. It is a strong, shocking image,
especially to those whose personal image of the pdliée
might be somewhat different yet it is very effective and

thought rrovoking.

Caricaturz was another mode of presentation used by the
students with the stratégy of turning Te Gaulle into a
laughing-stock to mobilise people against the government.
De Gaulle was depicted in different rosters as an @G
man (Fig. 9), a machine (Fig. 10), a reformist (Fig. 11)

gangster (Fig. 12). The rash of attacks on De

)

2né as a
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Gaulle Broke out when, on May 23%rd 1968, the worried
leader arycared on television to announce a referendum
to decide whether De Gaulle or the people of France
should run the government. The referendum was considered
by the strikers to be a sly method of undermining the
strike and the attacks became increasingly vicious. The
stock symbols of a large long nose and peaked cap were
used again and again in different designs to represent
De Gaulle. Zven though these were emotive attacks, they
were all essentially quite true; he was relatively old;
he was representative of the rich capitalist bourgeoisie,
typically introducing meagre reforms only when people
are forced into actual struggle anc like all would-~be
autocrats controlled and cdirected a fascist repressive
force to consolidate his position. The symbols are redu-
ced to their most basic shapres and metamorphosed into
one symbol yet remaining instantly recognisablc. This
shows that once an object and its use are generally
known, even a simplified version of the shadow of that
object sets off a rrocess of memory and recognitiﬁn..
The knowledge of this fact is evident in many of the
designs and is exploited on a formal level to create the
simrlest recognisable shapes. The use of simple shares
was due in vart to th: medium of silk screcn where flat
areas of colour are cha}acteristic to the medium. The
childlike simplicity of the Atelier style sometimes
conczaled the sericusness of the content but there is:
a 'down to earth' quality about the posters which demon -

strates th: positive, non-elitist arproach of the Atelier

oo
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\5) THE  POLICE SPEAK To You
EVERY EVENINGAT 8:00,
FRANCE 1968.

~28-



===y

m
—
_

Populaife. ven the medium of silkscreen can be used by
anyone after minimal instruction and was ths best choice
in this struggle where the only limitations were ink and
rarer and a high level of skill was unnecessary. In times
of pressure access to comzercial high quality techniques
would b highly unlikely, so one must make the¢ best of
what is available. The context of a revolutionary situa-
tion makes dcmands on reorle to work together as a col-
lective force and pool their idecas to produce and develor
innovatory strategies and forms to communicate their

angrr and rcsistance to orrression by the ruling classes,

—D9C
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Footnotes (Posters under Pressure)

1) The Art of Revolution by Susan Sontag, Introduction

to The Art of Revolution: Castro's Cuba by Dugalc

Stermer.
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THE FOST-R AS AN EDUCATIONAL MiDIUM

There has been a long and well cefined history of revo-
lutionary posters used as educational tools. Most other
rosters were created to give orders i.e. proclamations,
to sell i.e. advertising, or to recruit, as in the two
World %ars. In pre-revolutionary and post-revolutionary
times these rosters take on a more polished and leisurely
arrearance. This is because they arise out of a need to
spread revolutionary ideas, as it is inherent in social -
ist ideology that reople learn about the problems that
face them, and then take ur the struggle to free them-
selves from the forces of orirecsion. They intervene
culturally against other media which aré used by the bour-
geoisie to maintain the status quo. In post-revolutionary
posters the stress is increasingly on consolidating the
gains of the revolution anc solidarity with the orpressed
peoples of the world. Although the former - i.e. pre-
revolutionary poster - is more rrevalent today, with
poster workshops using silkscreen quite common, pést;
revolutionary rosters used'in this manner go back to Rus-
sia after the Revolution of 1917 when artists like Vladi-
mir Mayakovsky began troducing satirical window rosters,
called Rosta posters. Rosta was the abbreviated form of
the Fussian Telegrarh Aéency, and arreared in the windows
of empty shors and vacant business premises.

The posters were silkscreen printed. This method enakled

large quantities to be produced effici-ntly unlike the

Sl
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wocdcut process used in the earlier Lubok rrints. Shapes
could be cut out of raper and used as siencils when stuck
to the underside of the screen. A squeegee, a piece of
wood with rubber inlaid lengthways is pulled down the
screen, forcing the ink onto the paper. This is a simple
pfocess to learn anc orerate. Woodcut, on the otlier hand,
demancs more skill, training and hard work and it is much
more difficwlt to construct a woodcut press than a silk-
screen, which is merely a wooden frame with a fine mesh

stretched over it.

The posters consisted of slogans, instructions, poetry,
combined with bold grarhic emblems and figures. They gene-
rally were structured into sequences of 4 -6 - 8 - 12 or
14 narrative pictures, carptions or verses and silkscreened
in three or four colours. This style was influenced by
earlier coloured woodcuts known as 'Lubok' (¥ig. 16), a
ropular folk form also using a simple grarhic technique
with text. This format was utilised to present information
an¢ instruction in political, economic and military mat -
ters. It Qas a revolutionary situation that caused this
radical develorment of a tyﬁical folk tradition. The ne-
cessity of enlisting the suprort of the reasants in the
fight against the White Guards, yet in a manner that could
be understood in a society with low literacy, meant that

the designs had to be 'readable' whether the text was

there or not.

One Rosta poster 'Defeat the White Guard' (Fig. 17) reads:
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"7 DEFERT THE WHITEGURARD
BY VUIDimiR My AKoUSKY, USSR,
1920. s
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1) If you don't completely defeat the White Guard

2) the White Guard will get back up on his feet again.

3) If you deal with the pan i.e. the enemy with arms

folded
+) Wrangle (the White general) will raise his hand
against the worker.

5) without reinforcing the Red flag

6) we shall never be able to throw away our guns.
This comtentary is similar to a primary school reader
and is in keering with the childlike form of the pictures
which are very lively and have a 'modern' edge to them.
This is due partly to the technigue of screen rrinting
which tends towarcs defined flat areas of colour and part-
ly to the influence of suprematism, an art movement con-
cernel with reducing an image to its most basic form of
pure geometric shapes. In the first picture of the series
the familiar fist of the collective strength of the reople,
with a star on the cuff, wallops a White Guard over the
head. He is portrayed with eyes bulging with shock and
sharp tr;angular teeth to convey the vicilousness of fhe
counter-revolutionary. The ease with which all this is
conveyed demonstrates to people how equally easy it is
to defeat the enemy by joining together in a show of
strength when they arrear. In the next image a White
Guard is rerresented cafrying a whip and a gallows pole.
He also wears a red uniform but with the symbols of the
crown and the cross. This is an extremely clever Jjuxta-
rosition of colours and symbols. The 'Red!' Guard is noth-

ing but a fat counter-revolutionary bearing the symbols

S
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of the Church and the Tzar. While not carrying a gun with

_which to attack peorle as might be expected, but a whip

symbolising repression and death experienced under the
autocracy of the Tzar. The images continue showing a Red
Guard with arms feclded as a gun sticks into a fallen enemy.
This is a warning that without his gun he is weak and
susceptible to attack, as the next image shows. The last
two images in the series show a strong Red worker with
his gun in hand. He is depicted as fighting away foreign
armies who would try to seize the flag ancd hoist their
own. Throughout the pictures the worker is conveyed as
strong if he/she works together, warned to be ever vigi-
lant, to be proud of their flag and to use the gun to
rrotect it if necessary. I am quite sure that'response

to this roster was rositive as optimism and strength are
inferred by the bright colours and the lively depiction
of the characters. This strategy of arpealing to nztional
rride and their victory over capitalism was one which
arpealed to reople. They had worked hard to build socia-
lism in their country, Russia had been ruined by two wars
and was resurrected without any financial support from

other surrounding countries who isolated it when attacking

with their armies had failed.

with the develorment of rhotography came the development

of new visual strategies, in posters. The photoméntage work
of John-Heartfield (Fig. 18) stands out as being the
strongest anti-fascist yroraganda produced in its time.
Fhotomontage was the technique of collaging together

...35_
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Photogréphs culled from different sources. Inspired by
the Revolution in Russia, Heartfield joined the Communist
Farty in Germany and used his grarphic skills, learnt
during a period spent as a commercial artist, to produce
posters for the rarty, and later designed covers for the
"Workers Illustrated Parer". Heartfield knew the mass
effect of the printed image and strove for the widest
possible d%stribution. His method was to take a rthoto-
grarh used by Nazi proraganda, a "literal visual quotation'!
and confront it with the social facts that it is suprosed ‘
to conceal. This causes a shift of meaning =nd forces

the view=r into an active role of participation. This is
SO because when we see a rhotograrh, what is rerresented
is real, and exists in an objective world due to the me-
chanical rerroduction of reality by the camera. But photo-
grarhs contain a range of symbolic cues which are inter-
preted and decoded deyending on the culture of the viewer.
What Heartfield does is to manipulate 'reality' by a
conscious arrangement of cut-out photograrhs and in so
doing manirulates their meaning on the level of whét-they
symbclise. Heartfield intervenes culturally by forcing

the ‘viewer from an unconscious yrocess of decoding into

a ccnscious, rrocess of decoding, therefore particirating
in an active sense and so the viewer becomes a reacder
putting the different 'ﬁords' together to understand quite
clearly the meaning of the 'sentence'. In advertising
symbals are manipulated to persuade, but Heartfield uses

symbols to convince, with the objective reality of rhoto-

grarhy as a starting roint. The end rroduct, a rhoto-
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montage.to undermine the propaganda and ideology of fas-
~cism. Heartfield's montages are extremely emotive in im-

pact but this strategy was necessary to combat the emotive

anti-intellectual excesses of fascist propaganda master-

minded by Goebbels for the National 3ocialists in Germany

in the early thirties.

Photograrhy is also used in Chinese anti-imperialist
posters. These posters rrinted in the early sixties, pro-
testing against American involvement in Vietnam, are a
development from Chinese wall newsrapers. The technical
advancement of photo stencils is used again here but in
a different style to Heartfield's montages; the emrhasis
is on rhotograyhs, yet with more text than 1is usual for
a roster. The rhotograrhs are presented whole or crorred
but not cut up in the manner of a collage. They are laid
out in a tight formal composition with flat areas of
colour used as a background for cartions and text. Iike

the earlier Rosta posters the information is rresented

as a series of rictures.

The rhotographs become representations of reality d.eCe
factual evidence of the real life situations, but also
become symbols of that struggle, similar to the Rosta
posters the symbols arc manipulated by careful choice
of what photograrhs are'used. Quotes from Mao Tse Tung
form an jmportant part of the text -

A1l reactionaries are raper tigers. Remember - the

style of the reactionaries is fearsome... In the long

_38_
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run, the real power does not brlong to the reactio-

naries but to the people
states one poster (Fig. 19) with five photographs about
Vietnam. In the upyer half centre is a cut-out photo of
president Johnson with his neck in a noose, a symbol for
his involvement in Vietnam. The necessity for collage is
minimised and used as a small part of the poster with
three-quarters of the whole area of the poster devoted to
rhotographs which show Jet fighters leaving an aircraft
carrier, symbolising American attack and aggression; a
demolished building - destruction; troups on Vietnam
territory - American imperialism; an American soldier
setting a Vietnamese house on fire - terrorism and finally
a large boardroom with men in suits in discussion -
capitalists planning new strategies. So what at first
might seem a random collection of rhotograrhs is actually
a logical narrative about the facts of American imyperia-
lism in Vietnam and the rhotographs are there to trove
it. Whereas the Rosta rosters were limited to drawn sym-
bols and emblems to convey information and ideas, photo-
graphy is now used. The more extensive usec of text implies
a much higher literacy level, yet the poster can still
be visually 'read' if the text is taken away. Fresident
Johnson with his head in a noose is the only consciously
determined e¢lement in form, whereas the other images are
consciouslydetermined in content,
Thisbfactual approach, reminiscent of newsrapers, is

directed at an educated audience who are used to reacing

-39-
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newspaprers and digesting information for self-education

. and learning in an informed way about the world around

them. In my opinion this use of imagery and text is very
important as modern techniques and forms are employed.
In a situation where the majority of peorle are literate,
the information should be rresented to peorle to think
about and digest for themselves. The appeal is to the
viewers intel’ect not just to the emotions. Among educa-
ted peorle it is not sufficient to explain ideologies
anc figureheads in terms of 'good' and 'evil' since this

arrroach can only perpetuate superstition and ignorance.

Chinese anti-imrerialist prosters are also produced for
internationazl distribution with text printed in three or
four different languages. These posters convey an inter-
nationalist rhilosorhy of solidarity with anti-imperialist
struggles beingwaged around the world. They are excellent
quality off-set litho rerroductions of pairnting combined
with text. The paintings depict people as strong and
determined carrying guns to show the lengths they are
willing to go to for self-determination. The symbols of
traditional costumes are used, to show that indigenous
culture is encouraged and that thc enemy is not the reo-
rles of other countries and cultures but the system of

caritali=m which exrloits all peoples iﬁdiscriminately.
In a.poster of 1967 "US imperialism must get out of all

rlaces it occupies™ (Fig. 2C) peorle of at least eleven

countries are rerresented rising foreward, gunc in hand

e




‘Resolutely Support the ‘Ahq-Imi‘al_l_s,Strgulu of the People of Asia, Afrlca and Latin America
Soutenir fermement Ja lutte _:nf}-impérlallue des peuples d'Asie, d'Afrique et d’Amérique latine
‘Firme apoyo-a la fucha antilmperialista de los pueblos de Asia, Africa y América Latina
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. the symbols used: raised fists and open mouths while

as if in war. Their anger and strength is conveyed by

their faces are set, tecth clenched in determination.
The most prominent figure is a negro, the most discri-
minated against in many societies, depicted in the bright

colourful robes of his naticnal dress, carrying a gun

with the brokecn chains of enslavement still attached to
his wrist. His face and eyes are livid with anger as he
rushes forward. Women afe also derpicted carrying guns as
their role is equal to their menfolk in the struggle for r
liberation. The text reads "Resolutely suprort the anti-
imperialist struggles of the peorles in Asia, Africa and
Latin America" in English, French and Spanish. These
three places take up nearly half the land mass of the
whole world, exposing the extent of US imperialism.

The theme of 'the family of man and woman' is used to
invoke solidarity and promote quéstioning of one's own
position, as well of the position of others, outside of
one's own exreriences. This is unlike the proraganda of

the bourgecisie who j;ortray these reople in a threatening

way, as savages who can't lock after their own affairs. ; 1
Meanwhile the neo-colonialism of bank loans with high in-
terest rates, bleed these countries dry leaving them with
terrible poverty and famine which is then exasperatipgly

rresented as an 'act of God'.

Solidarity is also a theme of Cuban posters, most of which
are produced by 0.S.F.A.A.L., the organization of soli-

darity with Asia, Africa and Latin America. Such as the

43—
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Poster "The Disappearance of Ben Barka (Fig. 21) about

a Mor g
. Occan leader presumed murdered whose assassins have

T
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ver been found. A mezzotint is used in tones from black

to grey to Visually depict Barka disaprearing. "Como en
Vietnam'" (Fig. 22) is a roster of solidarity depicting

& Vietnamese in black and white and a speech bubtle with
& colourful picture of a Vietnamese woman harvesting

wheat in a future time when Vietnam is freed from American
imperialism. Posters are also produced by an internal pro-
raganda agency C.0.R., Commission for Revolutionary Action,
such as'The Heroic Guerilla' (Fig. 23) commemorating Che
Guevara and the 10th anniversary of the Revolution, part
of "Revolucion'" (Fig. 24) a clever series of porters
incorporating the letters of 'Eevolucion" into the design

of the posters with a wide range of rhotograrhs to comme=-

morate different events in post-revolutionary Cuba.

The educational role of political grarhics in Cuba is
evident in the plethora of posters produced to supply
usual commentaries on the main political events dufiné
the course of the year. They announce days of solidarity

with foreign struggles, publicize rallies and internatio-

nal congresses and commemorate historical anniversaries.

Cuban posters are wnown for their colourful, emotional,

almost sensual aprroach with unparalleled stylistic ecle- i
ticism. Yet they are dignified and never detached. They

are Very decorative with the weapons of war also being
incorrorated and aestheticized. Their importance is recog-

nized by the government who suprly money in the form of

=4 5-
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grants énd subsidies to the group involved in their
. Production. Their use for public teaching is "to confirm,
reinforce and further disseminate values held by the ide-
ologically more advanced strata of the population'. The
bright colours and lightness of forms verging on theatpi—-
cality, serve to uplift reople, to "express pleasure at

certain ideas, moral attitudes and ennobling historical

references”z.

tspecially in a poor society hit by economic scarcities
imposed by the American blockade, the purpose of the
posters is not just to build morale but to "raise and l
complicate consciousness ~ the highest aim of the revc-
lution itself”.3 They are put up all over the island and
are used as decoration as they are decorative objects in
themselves. But this do s not detract from their educa-
tional role as learning becomes associated with the pos-

ters and takes on the positive aspects of the posters,

It is a credit to this country that they can produce so
much poster.work considering their means, but the roster
designers have yet to find their feet and take a more
serious attitude to this powerful medium. It is necessary
for them to understand the full potential of this medium
and utilize it to its best so as to produce a more balan-
ced poster of decoratioﬂ and information with an idigenous
style.

The educationzl values of revolutionary posters in a

pre-revolutionary situation is exemplified by the Poster

P
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Collective in London. The Collective has its roots in
the sixties when individual members were influenced by
the anti-Vietnam war movement, developing into rposters

for sypecific issues at home. They produced posters in

surrort of demonstrators and worked with community groups
as a resource centre, Later they returned to the inter-
ventionist postecrs they are producing today. The rosters
are distribﬁted by students aad othérs as information ‘and
consciousnaﬁi raising material. Their work;at rresent
concentrates on sexist and imperialist attitudes in Bri-
tain, producing a series of posters called '"Whose world
is our world", Fhotographs and text are juxtaposed simi-
lar to the photograrhic Chinese yosters but the layout

is much looser in design. This is not to imply a loose
attitude to content, these rosters are rigorous in their
explanations and information about the perseverance of
imperialist attitudes towards bléck peorle such as "With-

out us! there is no Britain" (Fig. 27), showing up histo-

rically how false these ideas and attitudes are, under-

mining myths which are exploited by groups such as the
National Front. The posters have been exhibited in schools
around Tritain, yet their dissimilarity to colour disrplay
charts used’in schools is due to thg different techniques
with which they are rrinted, the former by expenzive
off-sct litho, the latter by rhotogragphic siikscreen.

This dons not detract from their agitational value. The
schoolchildren rccognize the posters as''relating more to
porular cultural matcrial on the streets than to thr

& . e i
traditional formality of mo-t educational matorial 'k
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25) \WHOSE WORLD 1S OUR WORLD, BY THE Fitm AND
PoSTEL QOLLECTVE , BRITARIV, C 19 80.
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One poster, "Beiore the Furopeans" (Fig. 26) containing
imagery of paintings, buildings and sculpture and farming
methods encircling a globe, also derpicts a photograrhic
image of a young black boy with a speech bubble saying
"We are often told that before the Europeans discovered
us we were uncivilized savages. This is not true." The
explanation for this statement starts in the topr part of
this poster: "Before the Zurorpeans had sailed far enough
to find out that the world is round Great Civilizations
and Teorles were thriving in lands such as India, Africa,
the Americas and China." This exrlanation continues in

¢ i
the lowe- ﬁhird of the poster in siﬁ clearly and simpiy
written statements. The Collective felt the need to rro-
duce this work with a historical persfective because the
dominant culture severs links with the past to create
nrw myths anc undermine the resistance of peorle to
ofpresaion;for exarple inciting racial hatred in times
of unemploymcnt blaming the black workers when it is
actually caused by the capitalist system itself. By set-
tingout historical facts in this way coloured children
can 1.arn about their past culture and tackle racism in
a nuch more fluent manner. The use of rhotograrhs makes
the objects real and their existence undeniable. Bright
colours are used with a lively comrosition of the rhoto-
graphs to make the rosters usually very exciting. [ be=
lieve these rosters to be another important step in the
developmentvof educatioéal posters,.as they deal with'l
the éytgs in society and work against the untruths in the

dominant ideology. They dgon't just tell you that something

~51-




:
-
5
-

E\wf\nhn;u-qv P A R s ek i
Fﬁ""’. Fis Jeoce ""i
) i “ -1 o

26) W\THOUT US THERE 15MO BRITAW BY THE
POSTER coLLEcTWE | BRITHN <1980,

-S2 -




-
i
-
-

1s wrong or untrue, they give you a compreheﬁsive analy-
tical explanation as well. These posters address everyone
and elicit positive response from people. Putting this
information back into schools, thc Collective intervenes
into dominant based culture right at the point of its

beginning: the biased educational systen.




[

L
5
-
ul

Footnotes (The Foster as an Educational Medium)

1) The Art of Revolution by Susan Sontag, Introduction

The Art of Revoluticn: Castro's Cuba by Tugald

Sterner.

o
~—

Ibid.
20 dheels

4) Committing lhotograrhy by 3u Braden, p. 51.
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CONCLUSION

In times of pressure or revolutionary situations, posters
are rroduced to give counter orders and counter informa-
tion against orrressive forces, This is necessary to
Srread information and strategies, to intervene in culture
and dominant ideology, to express and communicate ideas,
as the mass media are owned and controlled by the ruling
class., These are used as a tool against peorle to under-
mine and isolate resistance. I believe that the means of
production of these posters depends on the resources
available and the technology of thosz means i.e. Paris
'68. In some cases rrinting rresses are used, in others
sllkscreen presses. In desperate situations one is purely
derendent on what is availatle. How many colours, rrints

and editions also deyends on the particular nuances of

each struggle, such as shortages-of raper, ink and finance.

The urgency of the need to communicate and actually have
the rosters on the wall can change hour by hour or day

by day. The extensive use of text or the reduction.of.a
message té a vicual symbol depends on the strategies
necessitated by the demands of the struggle. “hat is
important is not what forms or techniques should be used,
for they will be decided upon in the course of the strugg-
le, but that there is enbugh basic materials, i.e. paper,
ink etc. for the producpion of posters to at lcast be
possible and their distribution and exposure to the public

pe executed immediately. Solidarity is created when the

first physical qnanifestation of resistance is signified

-55-
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Py the presence and content of posters which literally

. cover the symbols of the old ordcr eg. the buildings and

monuments, with the slogans and symbols of a new order,

(Fig. 28)

However, in less desperate times these forms, techniques
and strategies can have far more scope. Finance is the
only limit. I believe that in all cases the most modern
techniques and forms available should be strived for. The
level of ajproach should be based on the general intellec-
tual level ¢f the people and the forms should compete

well with the other forms and techniques of posters al-

ready used in advertising etc.

In the Rosta posters we see the simplification of forms -
the influence of a modern art wmovement and silkscreen

used instead of woodcuts. John Heartfield knew the ins

and outs of advertising and used the new technicues of
photogravure for his rhotomontages which excelled in Fheir
ability to compete with other mass media such as other
posters, magazines etc., The Chinese posters of the cultu-
ral revolution rroduced good photographic yosters which
were developed from earlier wall newspapers. They utilised
this style and I feel this is an important development

in approach as they tackle issues on a serious level of
analytical exyplanation without being okscure or aibiguous
unlike the emotional level of Heartfield's work, though

I believe it was necessary for Heartficld to use these

tactics to explode the myths of fascisn. When reorle are

e
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used to reading newsrapers, this approach in posters
should rresent no vrotlems. The Cuban posters also tend
to work on an emotive level but I like them for their
purely colourful decorative value, although I would like
to sece morc stress on text and information. Yet in Cuba

th: posters arc not rcally compcting with ads or news-

F-f:(

arcrs, so they can afford to be more decorative.

The Toster Collective is somewhat limited by their tech -
nique of yrinting as they are comreting against high
guality colour off-set 'itho prints. Although they use
text and iragery in a looser fzshion than the Chinese
posters, the issues they tackle are the most developed
of poster art today. Colour is important in a world of
colour television, cclour magazines, colour videos and
colour ads and I think they would greatly benefit if
thry could afford to have th-oir posters printed with
good auality commercial printiné nethods. An exaaple of
this is an IERA postor with a full colzur photo and text
currently on salez in 3inn Fein shops. The poster is
reputedly the most ropular of all the rosters on sals
which ar. mainly rhoto silkscreened imag=ss. Frorle today
arc useé to and cxrict a certain quality of image and
on~ cannot pos-ibtly rortray the immediacy of revolutio-

o

nary aclivity in an sutmodeé form,

g
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