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The aim of this thesis s to look at why the posters of the
Second World War in Britain were designed as they were and what
they were intended to do and also to show the different approaches
of different designers and how they organised their activities.
What was the economic, social and commercial role and effect of
these posters.

Posters have become in this century one of the many modern
instruments of persuasion. They reflect the mood of the tfme,
the style of their creators and { in the case of political
posters) the preoccupations of politicians and propogandistis
They draw on artistic achievements, in particular the prevalent
styles of draftsmanship and painting in each country. There is
usually a close link between the technical level of commercial
advertising and political propaganda. If they are effective, it
because their appeal is direct, immediate and easily undersinod.

It is best at this stage to define the operative words in the
previous paragraph, as they will appear centinuously throughout
the Cext. Propaganda in its broadest sense is the systematic
Spreading or propogation of particular ideas, docirines and
practices. Political, in its broadest sense, means engayged in

or taking sides, as in debate. Many of the Horld War poesters:
are more propagandistic than political, because they present

an idea without necessarily associating it with a bid for office

or a programme for reform.

Propaganda, when applied to the political poster means the use
of symbols, text and pictures to influence the attitudes of the
audience. Every political group makes propaganda, all groups
that communicate with mass audiences must he propagandistic.

Propaganda has a unique function, the spreading of conbtrpve;
-ial ddeas to a broad mass of people, The method is to redfine
popular concepts of political and sociai issues, using approp-
-piate visual elements. More sophisticated techniques include
the re-arrangements of accepted graphic symbels, with other
design elements, to produce new meanings. The propagandists
task, is to over-ride old symbols, substituting new associat-
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-ions.or to invent whaolly new symbols, The basic guide lines in

the use of propaganda, can be seen by taking some quotations
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from the major exponents of propaganda in Germany and

around the years leading up to the Second UWorid War.
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“Nothing is easier than leading the people on a leash.



A caricature of Jos
Goebbels, the Nazi

-paganda Organisati:

Director.

“One people, one nat

one leader”
1928/ Germany
Adolf Hitler

eph

p "o -

2



hold up a dazzling campaign poster and they jump through it".

Joseph Goebbels.

"Propaganda is, or should be, easy for the winning side and
diifficult for the losing "

Lockhart.

Hitlers description of Nazi propaganda was as follows:-

“All propaganda must be presented in a popular form and must
fix its intellectual level 50 as not to be above the heads of
the least intellectual of those to whom it is directed. This
purely intellectual level willhave to be that of the lowest
mental common demoninator among the public it is designed io
reach. All effective propaganda must be confined to a few bare
essentials and those must be expressed, as far as possible, 1in
the stereo-type formula."

The poster has been the broad disseminator of the ideas and
images that have characterised each period of modern history:
it has directly mirrored social and cultural change, and in its

1

most experimental periods, the poster has led
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the way
forms - the traditional role of the avant-garde. [t has surviv.
-ed as a vehicle to inform and persuade,because of i1ts essent-
-ially topical nature. Uniike other forms of artistic express-

-ion posters are made in response to specific needs.

The posters of the Second World War in Britain served primar-
-ily as government propaganda and where-ever it was placed, it
called for patriotism, for guarding national security, for 4
participating in production and being on gquard against the
enemy .

1|

Although poster design continues up to the present day, th

writer is dealing with events that have not been experienced
first hand. As there is such a tremendous amount of informati-
~ion available on thic¢ subject there arises the problem of
compression and selection. The writer uses her judgement
which is likely to be influenced by personal feeling to deal
with the work of those designers which she believes to be of
greatest importance during the Second World War in Britain.
This thesis includes a brief outline on the use of the

pictorial poster during the First World War and the different

uses of posters during the two World HWars, Section 1.0



This is followed by an account of the influence that the
developments which were talking place in painting between the
wars had on poster design; the accent was on originality of
treatment and much was gained by the study of non-representat-
-ional art: Futuris, Cubism and Constructivism. The elements
of colour, shape, texture and pattern so prominent in these
schools were soon exploited in poster design, and a powerful
new style was born. Section 1.1.

In Section 2 the posters have been divided into groups accord-
-ing to their themes. First there are the posters concerning
the war effort: they are largely non military and deal with
industrial production for the war, with Government Bonds and

Savings, with the mobilisation of women. seehionu2 .

Secondly there are the posters concerning national security,
they instruct and exhort. Sectiien 2.2

The third group deals with posters making appeal to patriotism.
They follow the First World War "Your Country needs youi"
paibtern . Section 2.3.

These three groups make a direct appeal- the first and third

groups positive, the second group negative - to citizens.

Then there are some posters that deal with safety, public
health and medical campaigns which were a major concern in
Braitaig. Seatbion 2.4

Finally there are the posters which were issued by the army
bureau of current affairs in 1942 whose function was to int-
-erest servicemen in political and social questions. f}‘!_;vf,:fziura iy
A poster should be dynamic enough visually Lo obtain and hold
an interest with its own different sort of voeice and express
~-fon. One of the most important qualities of the poster 15 that
it can, when effectively designed, Teave a lasting message, its
primary objective being to convey to the audience a given body
of information. On the other hand, the essential function of
art is to change or intensify ones perception of reality.

The probiem with war-time posters is that to produce an

- R e ¥ Pl | " B 3 g In - - T ol ol ~ N ) s g Iy a5 fe 5
effec Ve ropaganda oster, one had to master more than the
BN e desian principles of simplicity, clarity, balance, unity,

3515 and attention getting. These elements were necessary



but the technique of the design for the propaganda poster also

involves complex choices of art style, mode of presentation and
the style that i
general 1is one that is understandable to
People. Sophisticated art styles often do not appeal to the

symbolic representation:

average viewer, who may not be educated
non-objective or subjective
Expressionism,Surrealism and other such
designers who were most successful were

s most

the

broadest

art, which includes Dadism.

modernism.The research they made into these

beneficial to them in designing posters.
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them to make newer transiations of old forms., and it helped tham

to emphasise the qualities and importance of the use of colour.

It helped also to simplify their arrangements of ideas, creat-
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-ing posters that did not need too much analysis to be under-

-stood. Success meant
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Section 1.0

When The Great War began in 1914 the era of mass communicat-
-ions had barely begun. There was no radio, no television:

The moving picture industry was only beginning. Posters there-
-fore played an important role in forming opinions, providing
easily understood information and boosting morale. Even in the
most advanced nations a reasonably large proportion of the
population did not read all that well.

In the half century before the outbreak of the 1914-1918 Har
illustrators and printers produced pictorial posters to public-
ise, inform and advertise, so it was easy enough for the poster
industry to change with the outbreak of the First World War to
the job of persuasion as part of the nations war effort.

The First Worlid War was three years old before the usual war
problems became acute. Commerce, articulate through advertising,
did not at first have te make any drastic changes in approach-
-ing and appealing te ceonsumers. At this time commercial

propaganda was not so elaborate nor so highly developed

o~

technically as during the SEcond World War, so was no
fundamentally altered in character. The Great War did stimulate
the evolution of the propaganda poster, as it did meany othar
areas of technological change and innovation, such as the
development of the moter car and the aircraft, but propaganda,

as a8 weapon for use against the enemy, was not organised until !
lJater in the Great War, and it was neot until the end of the |
war that the potency of propaganda as a weoapon was recognised. j
PDespite this the war effort managed to Taunch artistis into the

most intensive use of graphic art seen up to that time and

this stage probably marked the most extensive mobilisation of
printed pictorial propaganda for political purposes in history.
Posters dealt in slogans and simple quickly comprebended visual
images. While many designers employed convential contemporary
advertising technigues on themes related to the war, a
sophisticated poster artists were able to extend the prosaic
advertising poster of peacetime into compelling and even
moving advertisements for war. For example the poster of a
portrait of Lord Kitchener (Fig.P,0) with outstretched
pointing hand and an impoesing spread of military moustache

ic at once commandinag and appealing and was one of the most

. 4 o 2 % o U R 1 e 5 . ) PR
famous appeals used cstimulate recruitment during the Great
RaAr, ILE .[,C:”,-?,-.‘trl_-/ STmMeiicity nNDad 1mpacl Tal i excess o1 n

of its contempories. Its job was to convey to the populace
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the charisma of the jeader Kitchener,and the moral pressure
to fight for ones 1ife and family. Its simplicity,symbolism
and perfect balance of bold lettering with pictorial elements
gave it more power than any other British design during those
years. It was such a compelling poster it was copied and soon
"Uncle Sam"also needed you and eventually even the Tsar.
World War One posters had a universal theme., the repetition
of exhortion and warning. God was involved from all sides and
there were blatent appeals to duty, honour, king, and country,
In 1914-1918 propaganda was not expected to win the war.It

was not conducted in a gentlemanly way, it was a minor finstru-
-ment of war used in an unhurried way. The organisational
structure of propaganda was developed slowly and so were the
vehicles for the delivery of its message. They were usually
primitive and most of them, with the exception of a few of

the First World War posters, would have been unusable in the
Second World War.
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Section 1.0A

The two World Wars provided a propaganda explosion when did
-ent political systems competed against each other. The
competition was for the highest stakes; for the allegiance

of their peoples and the maintenance of their morale, for the
demoralisation of the enemy and the destruction of his allian-
-ces. Nevertheless, the task of propaganda in the two World
Wars were different and even more so the instruments used.

By the outbreak of the 1239-1945 War new processes had over-
-taken the poster as the most important way of influencing the
public. Radio, sound motion pictures, newsreels and popular
newspapers had:-been intraoduced or perfected and were instrumen -
-tal in carrying the bulk of messages which in 1914-1918 had
been communicated by posters. At the same time, improvements

in technique and developments in the posters use made it &

more effect means of influence. No country could ignore the

3

primitive graphic appeal of the propaganda poster. Max Bearbohm's

cynical observations in the 1930s that “ HWe need another war
to bring out the best in our artists, and to kill off the worsi
of them" was almost justified by the event. The poster:

the 1939-1945 war differed from those of the previous conflict
in several respects. They were generated largely by designers
and copywriters who had acquired their skills 1n commercia
advertising rather than in the printer's shop. Their work
avoided the extremes of amateurism prevalent in earlier war
posters and was more professional. Posters of the 1939-19%45
War were more realistic and humorous and despite the struggie
between competing idioclogies,less earnest. Perhaps the major
difference between the posters of the two World Hars was
that those of the Second HWorld War sought to a far greaier
degree to change the behaviour of those at whom the poster

the Great War most posters were destyned

were directed. In

largely to channel naticnal feeling towards the war effort
and 5o pecruiting posters Were abundant. In the 1939-1946&
war there was mass conscription, so not much need for these
recruitment posters and posters appeared which required
civilians to actually do things as well as believe that their

cause was Jjust.

These changes of circum.tances meant that the poster during
the Second World Har ccild not play the same role as the

P B < s 1
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posters of the Great War. British posters during



World War revealed the inevitable similarities of approach
as well as the divergences of assumption and prejudice. The
handsome heros with striking and generally blue eyes,strong
Pronounced jaws and muscular torsos remained as popular in
Second World War posters as they had been in the posters of
The Great War. God played a substantially smaller part in the
Second World War posters than in the First World War. When
the Christain Cross did appear it was more often than not
to mark a grave. In the poster "I believe" {(Fiqure C.1 )
the Christain Cross is superimposed on the Nazi "crooked
cross", this symbolically depicted the Nazis as opponents
DN ChB sitaiin 'values, the use of black on the Nazi symbo
underlines this. The size of the bright red Christain Cross
in relation to the Swastika affirmed that Christainity
would triumph. No explanatory copy was needed ,"I believe®
may confuse the viewer initially as it is in hlack as is
the Swastika, but luckily the symbolism is strong enocugh

to illiminate fyrther confusion.

| believe . ..

igure C.1.
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Section 1.1.

The years between the wars saw the advertising industry change
enormously in size and methods. Posters were no longer design-
-ed merely to attract attention. Designers started to consider
what could be seen by a motorist travelling at 50 m.p.h.; the
poster "Dubo,Dubon,Dubonnet” (Figure P.1) by Cassandra was
praised for being in keeping with the rhythm of travel on
Paris Metro. The slogan is a pun using the words "dubo"-
doubt, “du bon"- good, and "Dubonnet. In the first panel of
the three the Dubonnet man looks at the glass with suspicion,
and colour is added to the parts of him that are invoived i
this sizing-up process. As the design moves along, more
colour is added until the contented man and his table are

Cassandra

=]
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completely filled in as he pours his second glas
plays with those elements that involve not only the play on
words but also,instead of putting the matching coloured edg

opposite one another, he puts them at right angles. He dist
-orts scale by enlarging the Dubonnet man's eye, which he uses

most efficiently by changing the position of the eye-bal

et

b

the middle section. He also uses colour gradation in fhe
background that heightens the impact of what i35 taking
and serves as a smooth transition and framing device belwzen

the three panels.

Cassandra's Avant-Garde graphics are significant for the
introduction of the aesthetics of the 20th Century paint

+to the field of commercial design. His poster "Etoile du Hord
CEioure Pe.2)evefilects his debt to Cubist,Purist and Machine
Art. There is a restrained use of colour, geometric abstract-

-ion, superimposed imagery and dynamic lines suggesting

speed. Of ail his posters this one was hi: most audac i
He dispensed W ith the railway imagery that on: had alw

jeaving oniy Lht

encountered in every previous railway poster,i

rails, Cassandra solved the problem of having to advertise

L

daytime service that used a nocturnal image(the North Sier)

as its name, by using the Surreal device of turning . a pight~

~sky into the ground of the poster and having the star hover
above it. In what could have been a static arrangement, the

rails are laid out so that they imply forward movement.Tnis
iedone by splitting one rail off from another and having it

e adeapnather to its left., Lven though such an arrangement

is mechanically false it 1s because of it that the poste:

attains a rather compeiling "realism”

u



A contemporary of Cassandras who also showed flashes of how
Posters adapted tendencies of the avant-garde was the Amer-
-ican born artist Edward MnKnight Kauffer. He was consideread
the best poster designer in Britain between the wars. He was
actually the artist chiefly responsible for the assimilation
of avant-garde techniques in Britain. McKnight Kauffer.attach-

Jiir

®

-ed great importance to his work in the public sector, he f
that though nothing much had changed technically, the changes
that had taken place injis social background in the 30 years
prior to the Second World War were profound. In an address
Ve nREORtHeNRoya [ Sotilety sor "Art in 1938 he said :-" I can-
-not help feeling myself that external reaiity has to some
extent lost something of its collective significance, or per-
~haps it is that its significance seems less valuable and
less immediate in its appeal, contrasted with the distress
that¥soecial disruption on such a colossal scale as we have
witnessed in our time, has created."

In these circumstances as Europe moved closer fto fthe Second
World War,Kauffer saw his work as a healing art. He even saw
the enlightening commerce between artist and public as obstr-
-ucted only by conscienceless, badly directed commevrce. re
suggested that artists who did not work in advertising were,

in the face of massive social dislocation,contributing nothing.

Kauffer saw the potential for democratisinag art throughn
commercial advertising. "The artist in advertising is a new
kind of being” he wrote “it is his business constantly fo
correct values, to establish new ones, to stimulate advertis-

ion that needs

T

-ing and to help make it worthy of the civiliss
it". His work was particularly influenced by the mechanistic
and apaular art®oF the Italian Futurists. The Futurists
delight in the dynamism oFf modern life was bhest epxpressed in
themes of mechanical speed and mass movement ., and 1L wa
these works that Kauffer referred when dealing with simiiay
sybdjects for Underground posters. Consistent characteristics
of Kauffer's are his simplification of form, bold and Tegibl
composition and symbolic imagery used to convey the essence
of his subject matter. The 1930s marked the height of his
success.when nis posters were common sights in the London

(o o

Tiihemerdimdn e s lgisrexnostire 15 significant, for through i

-h

Kauffer's work familarised a large public with the conventions

of moderr painting

Since Kauffer was an American citizen, he was not commissioned
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by the British Ministries to design British War posters and
therefore could not make a living in England during the war
years. He returned to his native American in 1940 where he
worked in New York City. There his reputation remained a
rather esoteric one and his commissions for posters came
mainly from institutions, he did design war posters for var-
-ious American war relief associations; in America in 1942
artists brought out a series of posters glorifying the stirug-
-gles of the minor allies to remind American citizens that
the smaller countries of occupied Europe went on fighting the
Germans. McKnight Kauffer's poster "Greece fights on®

{Figure €.2 ) was one of the most graphic of these. It shows
a sombre profile, helmeted and stylized against the Greek
Flag. This silhouette represents the whole Greek nation.

The combination of type and image in this poster is exceilent,
it is as though "Greece" which is tilted upwards and reversed
out of black in white_is a hand waving its national flag
proudly, the condensed roman typeface in white is particular-
-1y successful in conveying the pride the Greeks feel in
their effort as a small nation involived in a world war. Tlhne
siiamtof ‘the words "Fights on" in bold sans serif capitai
letters shows strength and its portrayal in yellow seems to

say they are rearing to go and able to fignt.

0f his poster “Steel not bread" Kauffer said:- "Americs has

been trying to sell the war to the public with pretty legs

and bosoms. War is grim and you have to be grim to win

This poster which shows a bayonetted hand was designed far
the U.S.Treasury Department for "Distinguished service in
the war saving programme”. This poster (Figure C.3) warns
that if conquered by Nazis the vanquished wauld be cruely
treated. This poster is interesting in that the bayoene
piercing the hand reminds one of the crucifiction. so0 hers
again we see the opposition of the Nazis to Christainity
the Nazis depicted as Christ killers- {(Pontius Pilate and

i

his followers). The whole image is in shadows s¢ most of the

2
table is eliminated, only a rectangle remains on to which a

light shines picking ouif those elements which the artist

considered important, these elements portray what looks 1ike

the hand of Christ nailed to the Cross. The bread on the table

e e i . ; ; i ;
under the hand indicated that the conquered would be given no
nity., Kauffer has rever<ed copy out of the black shadow

sirpoiunding this image,ing white. His use of the Sans seri!
.a]

U
capital letters indicated that he wanted to state very clear-

-1y how 1important this message was and that the public she




Nnot be left "in the dark" as to what would happen if we were
conquered by the Nazis.

Other poster artists played with the ideas of the Avant-garde
painters and graphic designers. Several experimented with the
notions of figurative mass that came out of Cezanne and the
Cubists,but none were as successful as either Kauffer or Cass-
~andra in developing the dynamic, geometric and powerful poster
making style that freed poster making from a long influence of
the German designers, the caricaturesque infiusnce of itaiian
poster designers, as well as from the heavy handed attempts
deriving from a watered-down use of Cubism. The reason these

two designers stood above other commercial poster artists of the
period are numerous, but what served them best was an ability

to take themes or subjects and creatcone or more symbols which

could be given a multidimensionality that in & singie image

would evoke a multitude of associations. Neither relied on

complex realism, instead the most direct and compelling elements

were choesen and incorporated to creat forceful and eye catching
imagery that combined with the lettering succeeded in making
clear and direct communication between the client and the

pubtlic.
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Section 1.1A

Between the wars advertising campaigns had specific targets
that were increasingly measured by sales results,this
competitiveness urged designers to experiment and improve th-
-eir work. Products which needed modern images were treated
with visual wit. Experiments in the new technique of photomon-
-tage, which is the sticking of photographic images on top of
an unusual or incongruous background had a shock value which
was very effective. This technique stemmed from the Cubist
habit of sticking newspaper cuttings on their péintings? it
was developed by the Dadists and well established by 1939,

In Britain its use in posters was pioneered during the 30 by
avant-garde designers such as E.McKnight Kauffer. Its use in
war posters was chiefly by designers aware of modern devaiop-
-ment in art. Zero is the pseudonom adopted by Hans Schieger
when he was working in New York. He studied at the National
School of Applied Art in Berlin at a time when the Bauhaus
was making its impact and then worked for five years in New

York. He was one of a small group invelved in the development
1939-194°¢

o o 7 e

(4%,

of modern American advertising design. During the
war Zero designed a number of elegant poskers for London
Transport and the Ministry of Food. In his poster
for vitality" (Figure ¢ -4) he has used photemontage. The

£

writer has chosen this poster to give a simple example of the
technique used in photomontage as it shows cleariy how the
artist has placed a photograph of a healthy looking man cver
a huge cabbage leaf to creat an eye-catching poster which
explains itself clearly, the message is unforced and spontan-

-eous,making its statement with easy clarity.

Amore complicated example of the photomontage technique can be
seen in Abram Games poster "His Rifle will fire,will mine
Garerof arms 1 care of Tife" (Figure C.5.) In the backgr-
~ound we see a larger than life,evil looking German. The blu-
-rred photograph of this soldier in stark shades of arey works
to enforce the idea that there is always a danger of the enemny
lurking in the background,ready for action. He is firing his

out of the poster, directly at the viewer, our attention

l}'ul".

is drawn to this by a8 white circle surrounding the outer edge
of the barrel . telling us in no uncertain terms that "his
e Wit fare® . The problem is “"will mine", this use of

“will mine" rather than "will yours" put the viewer in the line
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of fire and involves him in the action. "My" weapon lies
hOPizontally across the poster in the foregroundof the
Poster and is shown clearly to stress its importance. A
question mark through which "my" finger is slotted at

the same time as "I" pull the trigger works effectively
with the copyline to make a direct connection with the
faet that if "my" trigger is not clean and"my" weapon in
good order it will not fire. The use of colour is limited
the only colour being "will mine" and "my" red hand,incid-
=ently  this is also the only show of warmth in the poster.
The combination of type and illustration is effective in that
either could work alone but together they reinforce the mess-
-age, the type used is bold and strong,pointing out that this
1S a serious message which should be taken notice of.
In the poster "Horseplay with weapons may end like this"
{Eiqure €. 6.)Games' has made use of the photomontage techni

-gue to createa poster that is hard hitting and truthful.
This poster would have been directed at soldierswho cared for

and knew the working of weapons. The spiralling effect seen

here is what one sees when looking through the barrel of
rifle, when the trigger is pulled the hullet spins through the
barrel, this spin keeps the trajectory intended by the u

Games porbably used this knowledge when designing this pos
as the spinning impression calls to mind the image of a builet

spinning through a rifle barrel. To the ordinary layman this
t J J:

swirling whirlpool imagery would have ijllustrated how easy

was to be drawn into the sort of horseplay which often led

to disaster. In the foregeound the dead man is lying cut toward
v d e #

the viewer, he is encircled by a red ring which is cut by

Gh Ao B ha s beencyt short. Abovea

white band indicating
him two black accusing hands which are red, where they have
been cut at the wrists, point toward a figure running away from |
tha wvictim in panic and careying a gqun.Obviously he is the horse

player who shot his comrade. The type used for "horseplay" is

tight and playful,but
direct typeface with the mention of weapons, when disaster has

and

immediately changes to a8 more sobe:d

ctruck we are told in bold stark black lettering how such horse- ;

nlay can end. The design illustrates exactly what has taken

place and complements the copy.

~ z 3 a0y g - e - R ‘. e g R

Game's in iany of his war posters showed an awareness of the
ol value of photomontage. He realised that this technique |
;
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Section 1.18

Of great importance also was the development of a higher stand-
-ard of typography and layout. Previously the desire to gain an
effect was so strong in many designers who aspired to modernism
that the fact that typography and layout were a means and not an
end was totally lost sight of, eventually designers were becom-

-ing more subtle in their approach to type. Iiwas chiefly as a

result of the work of the Bauhaus that it was realised that
typography was as important a part of a poster as the image, and
indeed could become the image.Sometimes ftwo or three words

could solve a problem better than pictures. if they were display-
-ed ina dramatic pictorial form. This attitude is reflected
the unadorned lettering of the air raid precautions poster"A,R.P.
by Ashley Havinden,who was a typegraphic designer in
right, (Figure C.7 )in which the Johnston typeface designed by

in
his awn

Fdward Johnston for London Transport in 1916 formed an integral
part of te poster. Ashley, 1ike McKnight Kauffer was a modern

graphic artist, influenced by the avant-garde movement, notably
Cubism: "Cubism created new realities parallel with 1ife hut

extremely valuabi

not existing as ambitions of life, was

advertising technigue. The poster particularly had a simila
task, namely to creatzvisually an equivalent of a product ¢
service when it cannot possibly be that product or service 1ts-

—elf... for speed of visual communication in & hurrying worid
the dramatic stylisation suggested by Cubism provided stimulus
1

iD

towards a new kind of expression”. Ashley put these principl

forward for Chrysler, for whom he stylised cars and
1929. Like all designers

figures

for world wide campaign beginning in
of his generation, he broke from Cubism at the end of the 30's
but kept its power for communication.

ater posters relied chiefly on hie brilliant use of TYP¢

s

13 &
'.i‘lr’

ography and layout as can be seen from his

commissioned by the Ministry of Information for the Netherlands

samigAnLs St Eqqure €. 8) it bears a nraclamation by

Government g
the German Occup-

Gueen Wilhelmina to encourage the Dutch,during
—Ab e, Translation of Lext-
ne shall not rest until the main goal has been achieved. The

Fatherland and where you gJere born must prove that the unnumer- |

cacrifices will not have been in vain". By choosing the

A
-abie S
- - i r - 3.0.4 ) i o P | b lh a4 4= M .
rept ccentative form, Jueen Wilhelmina that a 5»';-”-‘-"]"”i EO a VETY
i P - P d 4 i ~wmoas T oo cwmdtoroct YA 4
broad group this poster would have created an interest anyway,

bt 1t has through Ashley's use of typographyand layout avoided
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the Timitation which sometimes befall figurative design
whereby the designer excludes a large potention audience if
he does not choose graphic imagery which would have heen
understood by all. Ashley combines graphic imagery (the
simplified manuscripts) and modern typography with a sombre
photograph of Queen Wilhilmina harmoniously. He accomplishes
this by taking the subdued colours of the photograph ahd
intensifying them to become the main codours of the poster.
The orange on which the type is imposed does not glare as
would be expected,because it is a deeper tone of the colour
of her scarf and the folds of her coat, the brown background
also contains much of the same orange colour, This gies the
Poster a comfortable warm feeling which appealel to alil sect
-ors of the public and brought the queen closer to them.
Ashley, through his superb use of an authoratative typeface
intregrated so narmoniously with the image of ihe queen and
her handwritten proclamation, portrayed to the public a

woman who was both a comrade and a leader to her people.

Designers learned to gain effect by slight and carefu!
adjustments of spacing between letters, wards and lines,witl
the primary purpose of ensuring that the reader could

with the maximum of ease the sense conveyed, this was of the
utmost importance as the poster permitted the viewer fime
interprete the message whereas the radio set a pace at which

audience had to listen and understand.

=]



Section 2.

During the Second World War Britain became. with the except-
-ion of the Soviet Union, the most intensively organised of
the belligerent nations. Pressure on both human and material
resources called for the utmost care in their distribution
and use, and posters were one of the most importance means

by which the population was alerted to the need for economy.
The purpose to which posters were put in support of Britain's
war effort illustrates their increased range of uses in the
Second World War. There was an increased use of government
posters on the home front giving information about rationing
and petrol restrictions, or advice on subjects 1ike health
and diet. Posters were used to butress patriotism, caution

security, urge greater production,or reveal the nature of the

enemy .
Fosters achieved this by instructing and informing the pubd-
=1ic, or by suggesting new ways of looking at the war. Their

central ideas had to correspond to the mentality and the

desires of their populace, their appeal had to be easily com-

~-prehensible to the target audience. Their layout had to
—form to certain basic rules.It had to be striking, at once
attracting attention, it had to draw attention in a cerialr

direction and in a certain sequence, its message had to be

clear and capable of holding attention for tong enough for ihe

message to sink in. British posters conveyed a strong sense
of the commonplace. Few dealt in the rhetoric of glory.Their
tone was not that of God and Empire as in 1914-1918 but was
one of determination rather than bravado. The characters o
the posters were ordinary people,in the peopies war.crdinary

people asked their fellows for greater effort,

Generaltly the Gods of Second World War propaganda were
[ o PR A e g 3 i \

Prodiyction. (2ection c.19.4)

National Security.(Section 2.2.)

patriotic Enthusiasm.(Section 2.3.)

Public Health and Safety.(Section 2.4.)
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Section 2.1.

This battle for production was an essential poster theme Tor
the major combatants. Security and safety was essential to

procuction and civilian morale. Production posters in factor-
~ies often had a humourour approach, so did those to prevent

accidents or promote salvage.

In a war in which civilians could change places with soldiers
at short notice, the links between the home front and the mil-
-itary front were very close. The links between the factory

and front line. between the war effort and the supporting tech-
-nology had been established; soldiers were becoming mechanics
as well as fighters. This production effort required as force-
-ful a mobilisation of manpower as mobilisation for the armed
forces. In factories absenteeism and industrial disputes '
-ned sharply. Men were prepared to give up holidays and work

longer hours. The government tried to keep men and women satis-

—~

-fied at their work and the Treasury called for full employment,

the Beveridge Plan published in 1942 outlined the future

. 05 6 ¢ § .
Welfare State. The average weekly wage, by 80% during
while the cost of living rose by only 31%. Consequently worker
were better of under the wartime economy than they had been in

peacetime.

The rationing of food and clothing also had their effect,most
people had to subsist on portions of food that would have been
considered inadequate in pre-war days, but the warti

-jas suppl!ied plain,cheap and nutritious meals and the Ministry
of Food recipes sometimes consisted of bizarre ingredients to
make the most of existing suppliies. While the people had te he
clothed and fed as well as pessible, it was also necessary

meet their other needs with the utmost efficiency and fairpe
For exampie, air raid casualties were given free medical treat-
-ment and vitamins, cod liver oil and orange juice were made
available to ensure public health. Government feod subsidies
helped to maintain this happy state of affairs.

The posters in this group closely resemble those appealing to
patrietism, but they are more specialised and are aimed at the

civilian opulation. Generally they stress the paraliel between

the froni line soldier and the factory worker, and point to

the dependence of the soldier upon the worker. They often
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appeal on behalf of production for the individual services,
and many of them establish the connection between financial
sacrifice,taking the form of War Bonds. and war production
These posters were not as difficult to design as the posters

1n the nationa] security group. Their objective was clear and
simple; their appeal had to be positive, they had to stress
the technological nature of war. These points were not afl-

~Ways made effectively in the posters of the Second World

War as can be seen from the early French wartime poster
"Souscrivez aux Bonds d'Armament” e gaelissg Y filie driver
of the leading tank looks too grim and frightened to be on
the winning side; people who bought war bonds wanted to see
heros emerging from battles as the victors. The tanks are
being overflown by aircraft, the direction in which they ara
flying should have been shown more clearly or a symbol on
them indicating that they were French would have been better.
The leading tank is identified by a small flag which is not
adequate. The designer changed from the well spaced attract-
-ive lettering he used for "Souscrivez" to a condensed type -
-face in black which is too demanding, especially when nc
effort had been made to at least give the public some indir
-ation in the poster as to what had been achieved by these
armaments so far. In comparison to the poster "ihen? i1ts up
o woul™ SEaqgure G 10)this poster was not effective in ach-
-ieving its aims. In Figure C.I1pwe are shown a bloodied
Hitler = in caritcature, as a symbol of the enemy, cowering
tram massed British aircraft , shown as such by the R.A.F.
symbol on the underside of the wings.It is successful both
in showing the importance of workers in industry and it
conveys to the viewer how the enemy could be overpowered.
Even though Hitler is shown to be very larae,filling the
bottom third of the poster, it is clear from his amazed
expression and the blood on his hands that he does not i
-and a chance against the R.A.F. The heros piloting the plar
-es emerge from the bright sky giving a great show of streng
“th and continuity. The "When?" is demanding,but in combinagt
-jon with the i1mages shows the viewer how he could help def-
-eat the enemy just by buying war bonds or working in arma-

4

-ments factories. "Its up to youl!" is familtiar enough to

give the feelin

g of involvement by speaking directly to the
the 3
wn decision to help,there 1s @ subtle urgency and demand

1;

viewer, Though copy left it to the viewer to make his

¢

t,

in the poster which is conveyed by the white type reversec

out of a red background.
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War production meant labour recruitment and this "Back them
up“poster (Figure C.11)points to the importance of production
workers in the war. The action picture technique which was
regularly used by American poster designers, is not really
effective here in arousing very strong emotions, but it does
1llustrate that the production of armaments was important

and worthwhile by showing the British field guns in the fore-
-ground hitting a German tank at point blank range. This type
of poster also managed to give the man at home a view of what
was happening on the front lines and showed him that "backing
them up" was worthwhile. The use of brown lettering in the

same shade as one would imagin the ground to be, on which the

field guns are placed, connects the type with the illustration.

“Back them up" as a copy line is also clever in that the
viewer stands behind the soldiers and gquns, so is backing
them up.

Hritsciy Lald p voh w German tenk ottock ot fraint

BACK THEM UP

B emiBn

Fagiice Cobl.

NS
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Section 2.1A

Manpower was being replaced or' extended by woman power and new
employment offices were being set up in order to mobilize
ltabour. This poster in which we see a woman close up in the fore-
-ground, with arms outstretched urging the “Women of Britain®

to "Come into the factories" (Figure C.12) abounds in tinterest-
~ing and visual effects.Airbrushed white around her creats the
interesting effect of shimmering light; she is exhaultant because
of the planes and tanks that are leaving the factory in front of
which she stands. The factory is depicted in simpie solid shapes
as are the airplanes emerging from it which fly in a curve in

the sky between her outstretched arms,indicating that she repre-
-sents the women of Britain who work in the factories.

The representation of women in posters aroused considerable
contreversy during the 1939-1945 war,notably aver the use of
glamour. A Ministry of Information memorandum asserted that there
was a general feeling that the Auxiliary Territorial Service
CACT.S) Was W Rot ia the same class as the Women's Buxiliary Air

Force {(WAAF) and the Women's Royal Naval Service (WRNS).

that most jobs in the A.7.S. involved memial tasks. In 1947
a major recruiting campaign for the A.T.S. was immediately
criticized formaking its girls too glamerous for the serious
business of war recruitment- utility at this stage was more imp-
-ortant than sex appeal. Abram Games 'poster "Jdoin the A.7.S."
(Figure C.13j)attracted much notice in the press where
nicknamed the Blond Bombshell. The poster was withdrawn and
replaced by a less glamerous Ministry of Information photeagraph-
-i¢c poster showing an actual member of the A.T.S5., Private

Mary Roberts- photos were felt to be simultaneously more real
~-istic and more idealistic. Games' superb technical mastery
in the tise of the airbrush is displaved in this poster where

he has used Bragaodocio type which works effectively in the

colours of the Union Jack without dominating the poster.

Jonathan Foss was the official man in the Air Ministty public

relations department, in this capacity he designed about sixty

O

posters for the Royal Air Force (RAF), of which "Volunteer

=

was Lne first major one. Aivcrew members

<
{ 3 cop

for flying dut
all volunteers and the poster was to encourage ground

were

3 R e T : P ¥ L T S
NeYSOTe | 0 volunteey v duties in tne 31t and to fet them

rnow it wa: possible to do so. fhis poster featured a photo-



“graph of a real life pilot against against a dawn sky. To
give the necessary realism the photograph was chosen from
hundreds of suitable idealistic types. It was necessary to
include in the poster, as a sort of trade mark. the famous
RAF Rondel. Foss said " 1 put this Rondel behind and sltightiy
ddove the pilot's head in the place where a halo would go in
a traditional painting. In my serious mood these men were
Patriots and heros,even saints". When he designed “Serve in
the WAAF" (Figure C.jq)recruiting poster, Foss used his
"Yolunteer for Tlying duties" poster and added the phatograph
of a WAAF called Mary Scaife. He stated that the condensed
Tettering style seen here was inspired by his favourite poster

dasigner at the time, Cassandra.







Section 2.2,

Concern with national security and patriotic enthusiasm
(Appeals to people to keep their mouths shut and to fight
hard against the enemy) are two sides of the same coin,but

to appeal to group loyalty, to patriotism, is a positive
appeal, concern with national security is a matter of warn-
-ing. The designers of security posters were therefore faced
With a much harder task than the gesydnens of Patriotic post-
—er-. They had no immediately recognisable symbois to fall
back on, unless they used the symbols of the enemy. Such
technique aimed to draw the peoples attention tc the danger
of the other side- a way of making posters which needed care-
-ful handling. The poster designers who tackled the theme of
national security simply had to be more inventive Lhan the
designers of other types of posters. The force of the poster
“Award for careless talk" (Figure C.15) came from clever
exploitation of the attributes of the enemy.. A hand bearing
a ring with a Nazi symbol presents the medal for"careless
talk" to those who were indiscreet. The messaqge is troubling
and not immediately receivable; only the bottom
text removes the ambiguity and addresses itself directly &«
the reader; "don't discuss troup movements,ship sailings

equipment."”



Section 2.2A

Photomontage and cartoons were. the two preferred techniques
used in designing posters during the Second World War in
Britain, the customary drawn or painted posters could fall
very flat indeed. The artist whose work , as A.P.Herbert
put it, the whole population could "tell across three plat-

-forms| was Fougasse.

The aim of the ‘propaganda poster according to Fougasse. was

to overcome three obstacles:"firstly, a general aversion to

b}

reading any notice of any sort, secondly a general disincl
-ation to believe that any notice, even if i1t were read,
could possibly be addressed to ones self, and thirdly, a gen-
-eral unwillingness, even so, to remember the message long
enough to do anything about it." His own posters were there-
-fore designed to attract attention,persuade the passerby and
keep him persuaded by avoiding realism or the shock of a horror
poster. For Fougasse “"Realism" states a fact. "If you do this,
it leads to that". Humour with its naturally wider net sav
SR I hie s el E o e i Taads to that". His real name wa
Cyril Kenneth Bird. He was born in London in 1887, He wants
to be an artist, but his father said he must have &

career, so he trained as an engineer. He joined the Royal
-eers in 1914 and was badly wounded atft Gallipoii in
recuperating he started to draw cartoons of military and othe:
subjects, which he sent to Punch and other magazines. His
career as a cartoonist had commenced. It was at this time _
Bird adopted the pseudonym of Fougasse, which was a smalt land-
-mine, which might or might not hit the mark. The name is
particularly suitable for a former Royal Engineer as the mine
was used only by the corps and anyway, the signature "8ipd
was already being used bv the Irish artist Jdack Yeals,

also drawing for Punch at this tima.

puring the Second World War, apart from a visit to France,
Fougasse devoted himself to designing visual propaganda of al
kinds- books. booklets, phamphiets, press advertising and even
a film strip. He worked with practically every ministry and

such as the Women's VYoluntary Service, The Young
by

(%3]

many troop
Women's Christain Association and the Kensington War Savings
Fund: All his work was given free. Fougasssg who had previously

designed some posters fr London Underground Railway,clieariy
esigne ( . A

analysed the problems facing a poster designer at that time



CARCLESS TALK
COSTS Lives |

Figure 7.




CARELESS TALK
COSTS LIVES

Figure




“Public apathy in the face of an onslaught of posters

and the necessity of relying on restaurants, shops and
pubs for the display of these posters. He deliberately
set out to tackle these problems by using an arresting
sense of humour together with a totally individual simpli-
-fied technique which seemed to cut the subject down to
human size and drew the audience into the design. His
light hearted approach to a serious problem really rubbed
in the existance of that problem and the idea that simple
images and phrases which could be absorbed at a glance
were very effective, is obviously true. Who can forget
the Fuhrer's face staring fixedly from a dignified port-
-rait (Figure C.16) in a club or a pub over the heads of
two garrulous members; we are given nc indication as to
where this room is so the artist manages to speak to a
larger sector of the public by allowina them fto choose
their own setting. In (Figure C.17) "of course there's
no harm in your knowing" we see a man and woman sitting
at a table chatting while Hitler sits underneath the
table taking down everything that is being said. The
setting could be in a restaurant, which some couid afford.
but it could just as easily be at a friends house or at
home, this choice of choosing your own setting avoided
eliminating any section of the general public. His entir-
-ely different way of presenting slogans used by the ordi
=dRry sperson . "strictly between these four walls!" or "of
course there's no harm in your knowing" cut the subject:
down to human size so the viewer could identify with what
he saw. His ingenious idea of using small but well defin-
~ed hand written messages, which are clearly visable and
understandable, in the space beneath the images, connect
the slogan teo the speaker and manage %to strike a cord of
remembrance in the wviewer, reminding him if he had used sucl
phrases recently.

)

Fougasse strenghtens the impact of the images in hi:

=

post-

2]

U

-ers by always placing the arrangements very centrally and
by using a large number of bright colours but only on the
important 2lements. He found no cause to use background

caolour,a line usualiy divides floor and walls, this elimin-

ation of all unnecessary features made the subjects the
integral part of the posters., He also drew the charactiters

simple lines,but what is subtle and interesting about his

=

work is the suggestion of a mulciple prespective achieved

by the animated expressions he gave to the characters of his



Posters. These expressions also helped the viewer to see what
each character is thinking and have that "deja vu"quality

which reminds the viewer of his own expressions when he recounts
secret stories in confidence. In (Figure C.18) "You never know
who's listening!" a pair of chatting women on a bus,both wear
that excited expression you see on someone who cannot wait to
tell their story, Himmler and Goring sit two seats behind them
looking well contented and seemingly uninterested,happily waiting
for more information.

Such posters show clearly that from the beginning of World Har
Two humour was of the utmost importance. Other British designers
tried to follow Fougasse's humorous approach, but they often
lacked his elegant wit, as can be seen from the slapdash style

)

and thin rhyme of "Keep Mum, She's not so dumb” (Figure GG
a poster which exploits the recurrent theme of the glamorous
spy and is directed only at a very selective audience; how many
laymen would meet such a glamorous woman , during the war
especially, in their local clubs or pub. The male characters
in this poster are rather dignified looking.probably majors

or generals, who would have been quite indignant in the

are portrayed in this scene fawning over ihis beautiful woman
and competing for her attention. This poster could almest ne

advertisement for whiskey or perfume as the personali
the impression of a film star or the like.

The French poster by Paul Colin "Silence, 1'Ennemi” {Fiagure L€
tackled this difficult theme, but with imagination and a touch
of humour. The enemy is a sinister silhouette skulking in the
background, the impact of the enemy is strenghtened by present-
-ing him as a black solid shape surrounded by a fuzzy Tignt.

It is made clear that he is evesdropping by making a l1oose cut-

i wy o

-1ine in white of his helmet and ear. The friends stand 0
foreground and are portrayed in white, any detai!

the use of shadows, they are oblivious te the intruder
them. The civilian listens intently to the military figure,
and wears a rather comic look on his face. Heither of them
_have any idea how important the information is5, which the state
has entrusted to them. The copy is short (siience, the enemy
evesdropping) and the large white perfectly balanced jeftering
is very eye catching. "Silence" is slightly more subdued 1in
colour creating a "shh.." effect, while "1'Ennemi" in stark
white clearly warns that the enemy is close.

e

Fougasse's method of gentle hinting rather than commands

nNe



characterizes much of the propaganda intended for Londoners.
His work now strangely dated was intended to appeal fto the
Punch reading, city worker and was immensely popular. He iso-
-lated his designs from other distractions by a qulf of white
Space enclosed in a neat red border, the success of this solu-
-tion may be measured by the widespread appreciation of
Fougasse$ posters, especially the "Careless talk" series, both

during the war and subsequently.

From 1937 to 1948 Fougasse was art editor of Punch and from
13949 to 1953 he was editor. He had many one-man exhibitions

and published collections of his work almost annually. H
lived in Morar, Inverness and died in London in 1965.
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Section 2.2B.

Abram Games was another accomplished and respected designer

on the theme of careless talk. He joined the Infantry as a
Private in 1940. He was posted to the War Office in June 1941
to design a recruiting poster for the Royal Armoured Corps. He
Proposed that designers in the forces should be used to design
instructional and educational posters for army use, and was
allowed to initiate his own themes on a trail basis. The

army had never used posters internally of the type designed
and the jdea was successful. In 1942 Games was joined by Frank
Newbould and in the same year he was appointed to a newly estab-
-lished post: official war poster designer, with the Rank of
Lieutenant and later Captain. Posters by Games and other war
officers were displayed in canteens, barrack rooms, medical
huts and other areas where soldiers congregated. Games., having
a free hand with his designs, strove to elevate the graphic
taste of the soldiers by his use of surrealistic imagery and

photomontage. He managed to fuse contemporary artistic trends

into powerful images and believed that his war posters shoulid
make viewers think for themselves. His dramatic use of symbol-
-ism coupled with striking colours and bold unusual letiering

PR
\ {

made his posters the most sophisticated of any produced du

the war.

{3)

The blend of blurred photography, geometrical design and

drawing in the poster "“Your talk may kill
(Figure C.21) is direct in its message and

-roach in this supremely effective poster is hard hitting

your comrades”
effect. His app-

- s“l (-1

14

unsentimentali. It is one of his most important and succes:zfu
posters, using the complex style favoured by British official
propaganda. To differentiate between closeness and distance
in this poster Games used white 1in the foreground which g¢grad

-gyates into shadows to become a solid black. Hevre he used thie

technique of photomontage when he imposed a blurred photograph

of the speaker onto this background. This image fills the top
half of the poster, illustrating the danger a "big mouth" can

~

cause, no matter how far away he is. Waves issuing from this

man's mouth form a spiral! which unwinds into a sword and

Pl

changes in colour from white to red before piercing three

identical figures, in the foreground, who fall in unison. In all
Games' posters so far he has used the colour red when talking
about “you", this change from white to red illustrates that

“your talk" is what “may kill your comrades”.
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This spiral forms a similar shape to the semi-circular canal

in the inner ear, which may have been what gave Games the idea
for this poster,illustrating that the danger is not only

what you tell a friend, but more importantly in how many other
People he tells; news travels fast by "ear". The information

You hold may concern a comrade a million miles away, but one
word in the wrong ear and you could be the cause of his untime-
-1y death and many others too. The spiral also forms the shape
of a bull horn which indicates that if you did speak indiscreet-
-1y you might as well have been announcing your informatiaon
through a microphone for all to hear, eventually it would be
heard by the enemy anyway. Although it was the norm during

the "careless talk" campaigns which were featured in every
country's propaganda, to arouse a sense of horror at the results
of indiscretion, Games has in this poster taken this approach

a stage further by visually linking the talker and his victims.

Every element in this design is a working part which helps to
get the message home and it accomplishes the most perfect
Joining of text and image. As has been pointed out, in all his
posters so far Games has used the colour red when talking about
“*you'. It is also true to say that when speaking of danger
usually used white lettering as he does here, and in the poste)
SRy STl e W fline® (Figure C.5) Section 1.1A)

In this poster the “Talk may kilil" in white draws attention

the copy although the lettering is small. “Your comrades” in

yellow indicates the warmth one feels for a friend. The use
white lettering when it was already too late to warn as can

be seen from the poster "Horse-play with weapons” {Figure (.5
(Section 1.7A) in which the black spindiy letters of "may

end Tike this" state death.

The excellence of Games' posters comes not only from the
quality of the graphics, but also from the special care he gav
to the lettering, the choice of characters and layout and
striking, well contrasted colours; not to mention that each
design was supported by the designers faith in the ideas h¢

developed.

Other artists did not have the same faith in their designs
from this diverse security poster "Beware the

£.22) by Jack Leonard,Two people talking
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in the bottom right corner are the last things to be seen on
the poster, they should be the most apparent to at least:
give the viewer a clearer starting point from which he coul

is heard by an ear, drawn realistically rather than symboiic
=l S behiind a wall. The eavesdropper in turn passes the inf
-ation on to the enemy, this is symbolically depicted by the
drrows passing through the cogs next to the Nazi symbol. The
arrow points to a Nazi (Depicted by his arm band) about to

i

blow up a train. The Tine from this fuse-box leads te beneath

train which at this stage is in flames. A small newspaper cu

-ting on the left hand side of the pester tells how "troop
wrecked, blame careless talk"."Beware" in red on a white
background suggests caution, but it takes too long to figure

out what you are being warned about. This poster gropes for
technique and a clear cut symbol .

In other security posters, the aitimate outcome and the
cause--"Careless Talk"- were not graphically iinked, as can

seen from the American paster "Careless talk got there

P oo Fud

(Figure C.23) 1in which we see a parachutist in the forearow

Py

follow the "line" of conversation, which as the copy suggests
a.A

Orni-

who had been shot before he reached the ground. Above and b
him his comrades float towards the ground, they will prohahb
meet the same fate. This type of picture is too complicat

overcrowded to be immediately understandable. Even if the
had placed it in a white frameand designed the type
to improve its appearance it would have been ineffective
because the drawing gives no proof or indication tha i
“careless talk" that caused this tragedy. The same probhlem
arises in (Figure C.24) “Because somebody talked" where
cocker spaniel is used to illustrate the distress caused by
death. He peers over the back of the chair. his head resting
his late master's Navy neck scarf , and stare at the

with big sad eyes. The award behind him is no replacement f
his master. This type of poster i3 too sentimental and

direct enough. Again there is no evidence, apart from wha

copy line tells us, that careless talk was the cause of this

sailors death.

—






Section 2.2.C

is an example of a poster that works although, at first glance,
it seems that only the outcome of "a careless word"is portrayed
In the centre a soldiers grave is marked by a white croass from
which his cartridge belt and helmet hang. The use of graduating
colour abruptly in the foreground from dark to light,to dark

1

abruptly again in the background suggests distance. It also

heightens the impact of the cross, which is larger than it should

be in relation to the distance created by this abrupt change

.

from light to dark. These darker areas make suitable backgrounds

on which to place the typestacareless word" is imposed onto

the "Distance" and "another cross” onto the forearound.this play

with perspective is very effective in emphasing the nrimary
function of the paster; that was to suggest that the “careless

word" uttered by someone who thought it was safe to speak

because what he had to say concerned a soldier elsewhere [(distance

Was capable of causing the death of that soldier. His use of

A by P ~ v
t tha speakay

white lower case roman lettering suggests that

to be condemned, this was a dangerous mistake anyone could make.

We are being told above all to be discreet.

The image echoes dreamn landscapes by Surrealist artists

)
=t

1930's. Atherton also aimed at a similar effect

which one critic wrote:- "they had the power of lending

-1ous undertones to ordinary objects". His career illustratad

the ciose links between commercial art, painting and propaganda,

but as this poster illustrated Athertcn never forgot the differ
-ent functions of paintings and posters. His research into

modern movements that were taking place in painting was benefic-

-ial to him in designing this poster, by making it possible for
him to make newer translations of old forms, which nead '
analysis to be understood because of his simple arrangemen
fdeas andehids stperb use of colour. This poster is an excellent
examplie of the style pioneered by Abram fames and is nothing
like the majority of American posters at the time. though
Surrealist art did become a more frequent source for paster
imagery in America after the war, during which many prominent

Surrealist artists had been exiled to the U.S.A.

=

L

John Atherton's poster "A careless word,another cross” (Figure C.25)

e

)
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Most of the National Security posters were concerned with the
effect of information leakage on the military front, a

pPinpointed the effectof sabotage on war industry

The

few

{

L8
Y

cartoon “"Watch for this guy" (Figure C.26) equated sabotage

With treason and the civilian war, production worker with, the

soldier, but the designer of the poster found it necessary

text. In "The Saboteurs fayourite weapon is Arson" (F

a specific form of sabotage was pinpointed. Such posters

~trate the difficulties faced in the making of security

They had no immediately recognisable symbols to fall

they had to explain the points they were trying to

back

text and in the inscriptions on their cartoon figures.

evident that graphic simplicity and an absence of emotion
-uced the

best security posters.

Whether they make appeals on behalf of military or wa

security.,

P

ma ¥ e

to provide his message with.for a poster, a long explianato:

v

igure

€y ™\

pra d-

industry

these posters firmly concentrated on the enemy

they pointed in the same way as patriotic posters to

for national unity. In a way they encouraged a miid

i

of paranoia- the feeling that the state was besieged.

the outside, but also from the enemy within.
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Section 2.3

The Second World War was neither a purely European war, 1oy was
it fought out by civilians who were contesting political power
in one state. It was fought largely by European states - by
vast conscript armies in which professional soldiers were 3

minority. The soldier and the civilian were interchangable
and the whole nation had to be brought into the war effort incl-
-uding women. This total war character of the Second World HWar
meant that mass propaganda had to aim at the largest paprt of

L 1. L t [

the population and convince it to be utterly loyal to the state.

At the same time the state was making demands on the necple which,

in peace time would have been intolerable. That strain must not
Tead to disloyalty or political doubt . Patriots had to defend
their countrys and do their national duty whenever requi
Without such group loyalty the state could not have prosecuted
the war. Patriotic posters made up a large group of wartime

posters,many of which made use of emotive symbols and embi

Some of these were recruitment posters for the armed serv
“nd sometimes the state emblems and symbols were repeated on the
uniforms worn by the men and women portrayed on the posters
9n other posters the colours or the symbols of the national flag

were employed in a variety of permutations. Henry Guignon'

noster (Figure C.eg) with the head of a determined

on the body of a muscular bulidog, against the background
a symbol of Britain since the Napoleanic Wars)

o~

the Union Jack
and the slogan "Holding the line" makes the point of dogged
determination . It expresses the country's resolve to

and win and manages to combine Churchill with two patriotic
symbols: the flag and the bulldog. Animal symbols tended o
Tighten and even to humanize the appeal of patrictic nosters.
It appears that the shadow of the snake, killed by S$t.Georg:
the patron saint of England, lies under the feet of the bul?l
signifying that Churchill was regarded neariy as a saint

wartime England.

There were posters which summarised the progress of the wer.
The British poster "Pictures are better than words" (Figure
uses the strip cartoon technique in four parts to give a simple
and satisfactory "progress report" up to the year 1942. The

animal symbol, this time a lion, is also used in this poster,

and its wvariations are ppobably the most effective feature of
ang 1TSS b J
an otherwise rather ineffective poster. The first secition port-

-rays a resting lion showing that although the English are



armed (see war ships, aircraft and tank) they are not agressive
unlike the Germans in the same section. Section two shows the

Tion becoming aware of the situation. Section three, 1941, port
~rays the English beginning to become agressive with the 1iarn
becoming fully alert, theirs ships, planes and tank have advan

-ced while the Germans have retreated. In the last section we

see the Union Jack and the Stars and Stripes on the advancing

ships and planes with the lion roaring defiantly, showing that

the attitude of the English and their allies had become heliigerent
and confident, while the German ships and planes retreat and

diminish with the nation's self esteem.

Some posters managed *» convey their message without copy by

using sheer graphic impact as is the case in Figure (.30

a French poster, probably published after the fall of france

in one of the western allied countries, which uses patriot

Symboels simply and effectively. The swastika is brushed over
b

with three energetic tricolour brush strokes. The graffiti

formula ‘suggests popular resistance against Nazi occupation.

Figure .30,

a2
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Section 2.4

Safety, public health and medical campaigns were a major concern

1N Britain,civilians were urged to "Ciean your teeth

way" (Figure P.3) a poster which instructs on clean

how the brush should be held and the directions in which

the right
ing teeth,

it

should be used.It gives illustrations of the brush being used on

the

upper and lower jaw. The photos used are of a se

t of teeth

that have obviously been somewhat neglected as the gums have

receeded through lack of correct brushing (and age],
the owner of the teeth did have some of them filled.

used to
as wotild be more
set,

the norm at that time,rather than a
the general

-ed them with their own teeth.

run of peaple would have automatica

their own food. In Abram

C.31) the

People were urged to grow

-er on this theme (Figure illustration is

Games'

,l-l\--z

although

X ba e Boan bR
[he eehn

illustrate the poster were ordinary and commonplace,

R
giamorou
i1y associat

nost-

Y ] (? i ’j '-V; D il.-‘!‘k

the centre, the left side shows a spade about to dig into the
e B Li S paight N siidesasshiptsaiil ing on the sea. This cleve
combining of two images to create such a balanced illustration
could only have been achieved by an artist of Games' ¢ )

He minimises the intrusion of the text by running the sl¢ ;
Sisasspadestnot shiips® acress the illustration in a discree
scale to form a tidy band which re-inforces the issue. "Gr
your own food" is kept below the image and rendered in stronc
bold lettering, stressing the importance of being able to
“supply your own cookhouse” The more food which was grown in

England, the less need for imports, thus saving al]

great boost to the war effort.

The virtues of green vegetables and salads in
-er to fight infection were stressed, "Doctor Cavrroi
your health" (Figure P ,4) was a half serious

-age people to use home grown vegetab The

-ed to get first aid for any minor ailments or
they might otherwise have neglected. The assertion

present British welfare state originated during the

war certainly holds true in the fieid.of propaganda.

helping the

public

T
Ef g el

rouind, &
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B8 wWnlCrh

that tne

1939-1645

The govern-

-ment was roused to action by the special problems created by
this war on the home front, and found itself with a large and
cffective propaganda machine at the Ministry of Information
Thus in 1943, it was calculated that the total incidence

0393 the first

venercal disease was 139% higher than in 19

CONSUM
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national propaganda campaign on this subject was launched.
Utilizing the press, radio, films,exhibitions and posters.

Some of Britains best war postérs were among these,notabiy
Reginald Mounts "Hello Boy Friend" (Figure €.32) a spine-
chilling and effective design, frank and without ambiguity.

The image is complex and literally in the manner of best
British work. Edward Reginald Mount joined the Ministry of
Information at the outbreak of the war and designed many
Posters for their campaigns, notably security. salvage,
dipheria immunization and the anti VD campaign of 1943-4944.

: o

This was the first national campaign on venereal disease and it

il fod
0T

was produced for the Ministry of Health and Central Councti
Health Education. Mount contributed three posters of which this
is the first, Mount wrote of this problem "
this disease was not contracted only from prostitutes, but

Research showed. .

in

many cases from the easy girl friend... I wanted tc show that

contact with this sort of female could, quite literally,be the
kiss of death". He uses a human skull in this poster as a symboi
of death. It smiles grotesquely at the viewer and asks "Hell«
boy friend, coming MY way?" "She" wears a flamboyant pink h
as a symbol of inticement, with a veil for a feeling of
furtiveness. An orchid placed on the hat adds a fleshy unhealth
-iness to the whole image, which is imposed on a bilack hackaround
which creates a night setting. Above this image . g and

LN

eye-catching, like a warning to any unsuspecting viciims
letbters "VD*. A firame appears to have been torn out of the
black and what is beneath reveals that th ] > 1
but the clinical white lettering on the grey background under
-lines the need for skilled treatment without which the victim
ran the risk of "blindness- insanity, paralysis, premature dea
The poster shows the neatness and precision of Mount's t
desians, other posters by him make skillful use of photomontage,
in Fidure P.5 where he used the same layoui as the vingd
poster but this time he warns the man suffering from ven
d%sease, that it is a vile crime against his wife and
childrento infect her. He stresses that treatment is free

confidential. The use of
reach out to grasp the bride in white is effective in

photomontage in which two huge shadowed
nands

portraying the horrer of this disease.



Figure ©.




Section 2.5.

The communal perils of the blitz and the aftermath of Dunkirk
helped to foster a national community sense. A series of post-
“€rs were issued in 1942 by the Army Bureau of Current Affairs
whose function was to interest service men in pelitical and
social questions. Included in this series was Abram Games'
poster "This is your Britain", (Figure €C.33 ). In the foregqround

- i

of this poster a brick wall, on which there is a view of modern

-

architecture in bright clear colours, is placed 1n front of a

distressing scene of a dipalidated plaYground, depicted in

gloomy colours, in which a young boy with rickets picks his way
through the rubbish on the ground. To add the final touch

these two contrasting scenes are surrounded by different skies;
the wintery sky of the "present" contrasting with the bright

sky of the "future". This poster was withdrawn after initial
distribution to the army and display at Harrods Poster Exhibition,
and copies were destroyed by order of Winston Churchill, who
disliked the representation of a child with rickets. The u
of this poster of unconventional imagery in which symbol
colours, and the fusion of modern architecture and a dilapidated
playground in a single image are depicted, show once again
Games' familiarity with Surrealist work by artists such
and de Chireco. This awareness of modern development

coupled with the vision of a future urban Britain in which

g 1 5
-~ o by - 1.1

evils would be righted, contrasts strongly with Frank Newbo
more traditional wvision of ‘an idyllic, pastoral ,almecst histcric-

-al Britain in his posters on the same theme,

In 1942 Frank Newbould joined the War O0ffice as Games' azssistant
and in this capacity he designed approximately eleven posters,
including four designs for "Your Britain, Fight for it now" series.

This scene of the South Downs (Figure C.34 ) aroused feelin

of an ideal pastoral Britain. The poster jllustrates th:

and beauty of the Engliish countryside. The feeling of ’
created by large areas of land on which there are no buildings

In the foreground a farmer is taking his fiock of sheep
the homestead, his dog ambles beside him and both walk in 2

relaxed manner, enjoying the sunny weather and beautiful

scenery. 'his poster is quite outside the mainstream of war

posters and Newbould‘s pictorial approach recalls the flat

simple patterning of the Begganstaffs. It is a typical example
af how an inter war travel poster was used almost unchanged
during the war to arouse patriotic feelings for an idealised

pastoral Britain.

Walter Spradbery's "Proud City" posters are another example of

el
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this approach »Spradbery was an official war artist and this
series of six posters were his last designs for London Trans-
“Port, executed in 1944. When commissioning these posters for
the London Transport Officer, B.K.Harbour wrote " The motif
underiying the drawings would be that in spite of prolonged
attack and many grevious scars, London still proudly held its
head and carried on... Each drawing would deal with its subject
in a realistic fashion and would indicate faithfully the war
damage that had been sustained. " Spradbery feared, as anvone

e

would, that these may be the grimmest posters ever issued, but
wanted to convey "Some of the indestructible beauty of light
and atmosphere-- the sense that havoc itself is passing and

with new days comes new hopes". The clarity and simplicity of
his water colour style enabled him to achieve this aim; note
the atmosphere of calm after storm conveyed by ine dark cloud

e

lifting away in this poster (Figure C.35). which shows a view
of the Tower of London across Water Lane. The rubble znd ruin in
the foreground are softened and enhanced by the growth of
Rose Bay Willow Herb, a plant which always grows rapidiy on
waste land. In figure C€.36 ,St.Pauls Cathedral stands proudiy
against a summer blue sky scribbled with jet traii,obiivious

to the surrounding rubble. In these posters Spra

an artful use of contrast in creating unified illustrations
reconciling seemingly opposed images. The use of quotazio
was typical London Transport practise. "The Proud City" quota
were chosen by Spradbery himself.These posters attracied
considerable attention; they were even issued in Arabic snd 1n
all, 27,000 copies af them were distributed throughout th:

worid,

There series of posters are of interest because they make ftheir
point by arousing the curiousity rather than giving direc!

information.






A Bl 3 ; :
rt has been propagandistic since ancient times and whether or not

the propaganda content of art reduces its aestetic value is not

he

i

important. The value of propaganda in art over rides this,

visual image can help to make abstract political ideas under
-dable. In posters this is usually done by an association of

L7y

symbols with a textual message. Visual images can suggest
allegories, such as good overcoming evil, and thus may serve

[a)
-5

a Universal language, they also help to simplify abstract polit-

-1 1 % . . ; : s ;
ical theories. Further if the audience is persuaded to equate

{ . . 4 . L ,

\0r confuse) the things represented in design with the actua:

political reality behind it, poster propaganda has succeeded in

boths its artistic and political sense in becoming an effecti

means of arousal and persuasion.

While studying these posters it became apparent that in the

prior to the Second World War a greater sense of aesthetic values

was developing. Artists could not have been uninfluenced by
modern architecture, painters, engineers and decoraters and
their aesthetic findings. Good designers had to keep up with
contemporary thought and progression. The graphic poster could
no longer be ignored so it became established as the vita!

expression of &tontemporary life,.

In the beginning of the Second World War commercial propat

was hesitant, illuminated sky signs were incompatibie with

black-out. Display windows shrank in area as protective shutters

turned them into peepholes, but apart from these measures which
were dictated by military necessity, commercial propaganda did
not immediately alter in character. The continuation of 1if
in as normal a manner as possible, eased the work task of those

who created commercial propaganda, and the public grew more

imaginatively responsive to the whole idea of carrying on. This
was probably due to the fact that in the years immediateiy
nreceeding 1939 commercial propaganda was attunsd Lo the

+

desire of the public that the world should remain normal
people should be allowed to conduct their business in peace. 5¢
many posters worked at extolling the merits of the goods

services which made 1ife healthier, easier,gayer and generaily

LSNPS |

more agreeablie... British propaganda posters were sober,retrain-

-ed and w2ll planned. No poster issued by the government cont-
-ained threats; suggestions were made rather than instructions

given.

The poster, generally a combination of appropriate type and

e ars
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orceful illustration became a significant public art form with

a specific and unique function in the spectrum of communicafbions.
Not everyone bought the papers or listened to the radio, but the
Poster could not be avoided. So though the war changed the manney
and matter of the presentation of the poster, the standard of
illustration, typography and display improved. Designers took
tremendous liberties with the scale of objects, also calour and
detail, they learned that the function of a designer was not o
show how realistically something could be presented, he was not
concerned with realism at all, but to show how clearly a given
sequence of pictoral images could be woven together intc ons
coherent whole

. They learned to abstract form from life and

to combine them together into a sort of sign language, the skill
of the designer lay in knowing what to select that was capable
of being reduced to simple pictorial terms and guickly comprehen-

4

-ded shapes. This use of graphic imagery enabled the artist

to isolate the dramatic form of an idea diminishing much of the

detail which used to be considered necessary to the establiish-
-ment of the situation up to then. This simplification lead
the development of many new techniques which are now commorn.

fitore

Whereas the more illustrative type of drawing relied for
interest on complexity of detail, the more exposed form of the
modern drawing called for greater ingenuity and variet

executiorn.

As an ideal weapon, during the Second World War the poster
gained wide support by appealing to attitudes and canceniraiing
on specific issues, but its over-riding concern was of persuasion
Posters were viable as communication during the wav because aof the
existance of a universal response to a repertory of visual

{
i

images, comprehensible at a glance. They had the effect of
bringing civilians together in a common fight against the enemy.
They were bearers of hope that sought to unite men around an

i

ideal, calling upon moral values: courage and brotherhood

The part British propaganda played in weakening the resistance
of the civil population of Germany has been recognised, and
aven admired as a technical performance by Nazi specialisis in
sropaganda., The British campaign adainst civilian moraie was
even imitated with characteristic variations in the form of

appeal by the propaganda organisation directed by Dr.Gobbels.

When Britain “"Stood alone" the radio speeches of Winston
Churchil were extremely effective in bridging the gaps of clas:

and culture and in generating a feeling of national purpose




In this situation posters produced by the Ministry of Information

and other ministries, served to re-inforce these themes and to
HEGVANeReSEent1al . and useful items of information.

BRCNMBEthis h naition saw themselves as an Empire fighting to prese
decency freedom and honour, they felt they were shouldering
world responsibility; the defenders of liberty. On June 2th 1940
Mr.Winston Churchill said in-the House of Commons; “We shal!
defend our island, whatever the cost may be; we shall fight on
the beaches, we shall fight on the landing grounds, we shall
fight in the fields and in the streets, we shall fight in the hi
We shall never surrender.”

This was the spirit the poster designers of all nations scught
to evoke, and as we have seen in the British case, were often
successful in making their designs into really effeciive contri-

-butions to the victorious war effort.

rve
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