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INTRODUCTION

It is fitting that this essay should appear in the year
that has been officially chosen to mark the centenary of

the motor car.

Few people could have predicted the enormous effect that
motoring would have in structuring our 'modern' society,
all within the space of a hundred years. In the early
vears of the motor car, many thought that it was going to
be a short-lived invention; such as the editor of the
Courier Journal who said in 1900

"The present fad in locomotion is the automobile. It is a
swell thing, and the swell people must have one. Budt st

it should displace the horse it will only be for a

time i Sl RefE2i ).

From its very meagre beginnings the motor car has gone on
to become one of the single most important possessions 1n
everyones lives, not just a means of transportation (as we

will later realise). Advertising is directly responsible

for its growth and status over the years - It is through
the manufacturers have given the car its wealth of
meanings and appeal. So successful have they been that
the car is now an integral part of our society and we have
grown to depend on its existence - in a similar manner
to the way Western society depends on advertising to
maintain itself. Every busines depends on advertising for

both its existance and future expansion. Without it you




cannot succeed. Advertising justifies itself by raising
living standards and stimulating demand for the products
and services offered by industry. Whatever its faults
(and it has many) it is directly responsible for the
prosperity of Western Society and if it were removed, OUr
present society would collapse. Although referred to as a
HilanguagelEE RIS dinl ifact ja good deal more : It isi s both
visual and written ; its vocabularly is 'society' and
therefore infinitely variable ; as soclety changes and new
prEeduUcESare introduced the vocabulary and 'rules' of
advertising automatically change ; Interpretations of its
meaning 1is also infinite as everybody's viewpcocint 1is
different. It is therefore not a single language.
Advertisements rather, provide a structure which 1s

capable of transforming the language of objects to that of

people, and vice versa.

In choosing chapters for this essay many different

directions and choices were possible. In the end it was
decided to select a number of 'themes', and trace their
developement over the vyears. In selecting themes it was

decided to choose ones that have continued throughout the
hilstony: of car advertising. It was also decided to choose
themes based on the more 'structured' aspects of
advertising such as ‘copy' and 'layout' in order for us to

become familiar with the 'workings of advertising'.




ILLUSTRATION

in selecting the word illustration as the Chaptexr’ ‘Title;
it must be said that is is being used in a general way to
describe sketches, paintings, engravings and photographs -
the emphasis being placed on whatever medium was producing

the most creative work at the time.

Like anything that has "evolved", the use of pictorial
illustration in advertising cannot be given an exact
birthdate. It can, however, be traced back through time -
and thus we find ourselves looking at the cover of the
London Times on January 1lst, 1788, where two small
shipping advertisements appeared with small line
illustrations - which marked a radical departure from the

traditional "copy-only" ads of the time.

Despite the fact that just ten years after these first
illustrated ads appeared, Senefelders had invented
lithography - the press advertisement didn't change, and
when we return to examine it almost a hundred years later,
it had progressed little. The illustrations used were
almost all engravings; and although the engravings were of
a high quality with a lot of detail, they were dull and
lifeless. There was no room for artistic interpretation

or flair - just "realism" and "honesty".




By the 1880's, lithography assumed a different meaning as
the new colour processes were being introduced for the
TaNaS AN me): AllEheonghtt thilsh dild¥net " affect the 'press
advertisement"” in any way for quite some time, it was to
radically change every other form of advertising and marks

the beginning of what is known as "Modern Advertising'.

One of the first (and most influential) people to make
real use of the new colour lithographic techniques was the
Parisian Jules Cheret, who had returned to Paris in 1866
having studied these new processes in London for ten
years. Suddenly Parisian boulevards were awash with
colour as more and more firms began using this medium for
advertising. By the mid 1880's the "Golden Era of the

Poster" had dawned.

The bicycle industry which developed in the mid 1870's,
was quick to adopt this new concept cof the "Art Poster" as
an advertising medium, rapidly elevating it to a position
in the art world which has been scarcely equalled by any
advertising medium since. Employing much of the technique
normally associated with Art Nouveau (The new developing
Art movement of the time), the classic bicycle poster
shared with this art an appreciation of the female form.
The rich even excessive embelishments of Art Noveau with
its characteristic rhythmic sweeping curves were ideally
suited to the printed page; and the printed poster with

its newly-developed colour techniques, was the perfect
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medium to explore the expressive resources of line, colour

and rhythm that Art Nouveau had to offer.

The accolades bestowed upon Cheret (among them the Legion
d'Honneur - for creating "commerical art'") brought an
immediate response from many other manufacturers,
(particularly in and around Paris), to commission these
"art posters". It was not unusual for firms to commission
Ehe W topl Pposter Tartists of the time, such as Mucha,
Steinlen or Bonnard, to design advertising posters for
them - thus the contact between art and industry was a
very close one. Although the motor car was '"invented'" in
1885, it was slow to find acceptance with the public
because of its hazards and thus manufacturers were few.
It wasn't until it had rid itself of its teething problems
in the early 1890's that it began to establish a
reputation. As the demand for motor cars increased many
manufacturers switched from building sewing machines and
bicycles to building cars - and as they did, they brought

with them the "art poster" as their advertising medium.

There were now two totally different styles of
advertisement, 1) the UArt Poster Style" and ii) the

Victorian "Nuts and Bolts'" approach - of which the Benz

catalogue cover is an early example. (Fig.1 ). Produced
an 1888 this rigid but straight forward Victorian
approach echoes the simple honesty of the inventor
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himself. Although a beautifully printed and detailed
engraving, it lacks any life or character and says nothing

about the social or evocative aspects of motoring.

All the creativity of the time was to be found in Art
Posters for the French manufacturers such as, De Dion
Bouton, Peugeot and many of the smaller manufacturers.
Within a few vyears the art poster had extended 1its
boundaries outside France, principally to Italian firms
such as Fiat, Prinetti Stucchi and some smaller firms.
Germany's Opel Company alsc adopted the tradition,

producing some bold, imaginative work.

mheearilienrn lart posters were almost all done in a
realistic or semi-realistic manner showing the automobile
in a variety of accepted situations - such as in the park
on a Sunday drive or along by a cocast road. Artists of
this time had little experience in drawing such intricate
and complicated vehicles, and often the technical aspects
and detailing was left very vague. These posters were
nevertheless regarded as minor works of art, particularly

by the Parisians, and were avidly collected by the public.

The 1899 Advertisement for Fiat by Carpanetto (Frg.3 )
shows an influence from the Impressionists (such as
Renoir) in the subtlety of mood and light. The fluid
writing at the base has a very Art Nouveau influenced

appearance and the poster has an air of grace and beauty
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which captures the mood of the times perfectly. the
illustration is painted in a very realistic style and vyet

is artistic in its interpretation.

Wilhio's poster for De Dion Bouton, which dates from the
same’ yearasethe W Eilat s poster is also painted in a
realistic fashion. This poster (Fig. I ) gives
more the impression of an original canvas than that of an
advertisement because of its lack of copy of typography.
The De Dion Bouton name has been incorporated cleverly
into the painting, both on the signpost and on the rear of
the passing car. The clutter and dynamic moocd of this

poster reflects the mood of the French towards their

motoring - they enjoyed the speed and danger that it
frequently involved. Another example of art poster from
De Dion Bouton (Fig. 5. ) (also in a "lineless" realistic

style) depicts a female driving one-handed close to a
cliff-edge - another good example of the French passion

for the more evocative aspects of motoring!

The other prevalent style of the early 1900's was the more
simplistic and "animated" poster, of which the Prinetti
Stucchi poster is a good example (Fig. 2 ). More obvious
line work and less realism gives this poster a '"lighter",
less severe feeling. The vast majority of the art poster
work .still depicted the car in realistic settings with

little stylisation or creativity.
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EhelNbilort S poster, (Fig.'?z-Page60m produced in 1902,
shows more artistic flair and freedom than most of its
predecessors. Heavily Art Nouveau influenced
(particularly the Mucha - inspired female on the right),
it displays bright colours and more "artistic license" -

in both the stylised clouds and foreshortened-car.

As the art poster became more established in both French
and European culture, it became more exploratory and
evocative. The desire for power and speed in the first
decade of the twentieth century began to find its way into
the advertising posters. Ernest Montaut (1879 - 1909) was
responsible for inventing or popularising nearly all the
tricks for rendering speed; smoke, dust, speedlines and
wheelmovement all gave the car the impression of movement.
Although he was the best known motoring artist of the
time, along with Theodore Steinlen and Georges Hamel (Geo
Ham), Montaut did few, if any, advertising posters:; his
techniques however were borrowed and used by commercial

artists and therefore found their way into advertising.

RenelsViincent (i 87OR-_S ORI B Al contemporatry. of Montaut,
beautifully applied these techniques tb his commercial
work. An architect by training and artist by nature, he
had the ability to combine simplicity and elegance with an
eye for technical detail. Rene Vincent produced a wide
variety of work for firms such as Peugeot, Samson, Nispano

Suiza and Berliet. (See Figs. # , 82

s
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In pre-war vyears there was an increasing gap between
the aesthetic probings of the avant-garde artists and the
strict representations of the "Pompier" and illustrator.
With the advent of the Constructivist movement this was
even further highlighted. Artists such as Luduig Holwein,
Edward Mc Knight Kauffer and Von Loewe, began the more
"representative" and stylised trend of the early twenties.
The poster by Von Loewe (Fig. © ) illustrates this change
in direction. The car was no longer illustrated as
realistically as possible but was "interpreted" by the
artist to portray its more evocative aspects. Tones
became more simplified and graphic, and the choice of

viewpoints accentuated this more dynamic-style.

The "hive" of this artistic activity was in Europe but its
effects were spreading further afield. With the
foundation of some expensive marques in the United States,
the Americans were treated to some artistic ads of a rich

and subtle nature. Manufacturers such as Duesenberg,

Cadillac and Pierce Arrow, began to adopt the 'classic

reserved-approach" commissioning artists of a high calibre

to paint stylish but "low-key" posters. The poster by Gil

Spear for Piexcel Arrow (Fig. © ) is an example of this

approach. Notable for its tight "cropping” and almost

lineless washwork (which was relatively untried at the

time), T4E influenced other "upper class" American

i
L
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manufacturers such as Packard, to try the more simple and

refined route - but it was still Europe that was setting

the artistic trends:

Cubist, Futurist and Bauhaus influences are all apparent
in the European work of Ehe RO SH particularly in the

use of sans serif lettering and more aggressive and

dynamic layout, as in the Steiger poster of 1925 (Fig.'v

o Painted by Engelhard, its dynamic brutality makes it

typical of the time.

Havinden and Kauffer's work for Chrysler also shares this

"dynamic brutality" which gives the work great wvitality.

Tt is also worth noting that this is a "press

advertisement" not an "art poster", which shows how far

the press advertisement had pProgressed from the

lifeless
pre-war illustrations of Figs.
The development of this "simplistic and representative"
style had reached its peak - a far cry from the intricate
and detailed work of the 1890's.
Fiat's advertising from this period (1925 - 1935) also

shares this dynamic quality, with bold harsh forms and

bright colours (Fig. 11 ) The imagery and typography

plays the dominant role with the car as a "supportive

feature'. These posters are characterised by their

movement and strong asymmetrical balance - a feature which
can be attributed to the pPrinciples of constructivist
theory.
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In contrast to the strength and impact of these posters,
Ray Mounts Fiat poster (Fig. 2 ) displays a classic
elegance (in much the same vein as the Pierce Arrow
painting by Gil Spear (Fig. 2))

The beautiful stylised background and intricate clothing
on the female figures, allied to the lineless wash work,
simplified building and coloured background, make this
work curiously different from an§ others of the time. The
soft rich colours give an air of sophistication and

elegance well above Fiats's true market standing.

Meanwhile the Americans were developing their classical
theme for their expensive cars and were now producing
artwork of comparable quantity to their European
counterparts - if not quite as original. The Buick and
Cadillac ads (Fig. !3 andl3arespectively) show much of the
subtlety of the Fiat ad by Mount, and are also depicted in
3 halE-stylhsed, Whalllf-realfistic fashion. The soft tinted
colours lend themselves to producing the '"aristocratic

feel"” which the manufacturers sought.

The Wiese poster fdr custom built vehicle interiors,
produced in 1929 (Fig. !+ ) is a very unusual and original
piece of work. Beautifully simple and evocative, the
stylised illustration unites the typography and image into

a single image, which has both grace and fluency.
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Despite the Wall Street crash of 1929, and the subsequent
economic depression of the 1930's the poster art of this
time still retained its vibrancy and imagination. Spurred
on by the avant-garde experiments of artists such as A. M.
Cassandre and Ted Kauffer, the early thirties displayed a
remarkable diverisity of styles. The French artists had
followed on from the Chrysler theme of the twenties (Fig.
15 ) and were producing highly dynamic and graphic works
such as the two ads of Fig which "suggest" the cars they

advertise, rather than depict them realistically.

The air brush had become quite a popular tool. Havinden
usedBBtheMaTr " ‘brush ™™ in his 1931 BP campaign and its
occurance became much more common in the subsequent years.
The Hispano-Suiza ad which dates from the mid thirties
uses the technique beautifully to produce a bold, graphic

image.

With the outburst of war in 1939 and subsequent popularity
of photographs rather than artwork, the art poster died
out and the use of "art work" has now been 1limited to
schematic diagrams of engines, components or ergonomic

aspects of the car.

The air brush is still frequently used but usually only to
retouch the windows and side panels of photographs in
order to simplify the reflections. There are however,

still a few examples of fine artwork such as the Porsche

rendering - Fig. I7.

10




The French go abstract! (Mid-1930's)
(Top shows a Havinden influence)
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Contemporary airbrush work. Porsche (1985)




This rendering, which is part of a 2 page spread (the
other half is all copy) appeared as part of Porsche's 1985
campaign which featured a rendering in every
advertisement, using the top names in contemporary

illustration such as Michael English and Philip Castle.

Other recent uses of art illustration has been in the
Citroen 2CV Catalogue (where a photographed car appears in
a '"Tintin" animated adventure, and the animated drawing
for Land Rover - depicting some foxes escaping from the

hunt - (in a landrover of course!) - (See Fig.is s

The current vogue is still very much directed towards
prhotography, because of its "truthfulness" and detail.
"Economy" and '"'versatility" have become the keywords
replacing the more evocative aspects of earlier years. As
long as we keep responding to the psychologists "in depth"
studies on the merits of the photograph, we will never see

another golden era of art poster advertising again.

sLab
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DESIGN AND FORMAT

Leaving aside the obvious differences in styling and
features between the cars of the 1880's and today's
models, nobody could mistake an advertisement of this
early period for anything modern. If one was to exchange
the illustration for a 1986 car and update the features
and specification, it would still look like an ad that was
a hundred years old. Every feature and aspect present in

an advertisement offers a possible clue to the original

date of the design. Whether it be typography, lavout,
style, collours Bor "the eclothing worn by the recple
illustrated. All these aspects contribute to the overall

"look" or appearance of the advertisement which is the
aspect of car-advertising that is being discussed in this

chapter.

As was mentioned in the previous chapter, the
advertisements of the 1880's were divided into the
category of "press advertising" and that of "poster-art
advertising". Because of the formal constraints of 'press
advertising" (only one colour) and the conservative nature
of newspaper and magazine production, the layout and
structure of press advertisements had changed little in
the preceeding hundred vyears. The only significant
changes were in the quality of the printing and the extra

detail this allowed.

152




One of the earliest examples we have of this form of
advertisement is the Mercedes Benz catalogue cover of 1888
(fSeemETga ™ ). Rigidly formal and symmetrical in 1its
layout, this ad makes no attempt to influence or persuade
us; there is no "copy'" or explanatory text, no Ubropsil i to
suggest wealth or social standing, no logo or trademark
with which to associate, no claims of performance and no
flattery in the illustration. It is precisely this '"lack
of things" which characterises the ad. In content, it is
the personification of honesty, which echoes the simple
honesty of the inventor himself. The purchaser has been
left alone to make his own opinion of the product. Other
characteristics of the ad is the intricate and ornate
floral-motif margin and the eclectic mixture of typefaces,
of which there are five (a total of seven 1if the
variations in size are also counted). The illustration
and typography have been presented as two distinctly
separate features, independent of each other. The rigid
line around the engraving and the fact that the engraving
"cuts into" the floral boundary suggests that it may have
been "added" to the original block, further segregating

the two elements.

It is less easy to summarise or categorise the layout or
appearance of the early poster-art advertisements since
these varied widely depending on the artist commissioned
and his particular style. To make general conclusions

there are a number of common factors; unlike the press

13
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Fig.

. Ford Motor Co., Detroit, Mich.

is the most satisfactory Automobile made for every-day ser-

vice. The two-cylinder (opposed) motor gives 8 actual horse-
power, and eliminates the vibration so noticeable in other
machines. The body is luxurious and comfortable and can be
removed from the chassis by loosening six bolts.

Price with Tonneau $900.00
As a Runabout $800.00

Standard equipment includes 3-inch heavy double-tube tires

We agree to asswine all responsibility m any action the Trust may take
regarding alleged infringement of the Selden Patent to prevent vou from
buying ihe Ford—*The Car of Satisfaction.”

We Hold the World’s Record.
The Ford “oco” (the fastest machine iz the workdy, driven by Mr. Ford, made amnile in 501

seconds: equal to 02 miles an hour.
Write for Hustrated catalogue and name of our nearest agent.

20. Early example of integrating copy and image.
Ford (1904)




advertisements, the poster-artists tended to design the
poster as a single unit incorporating the name of the firm
into the design either by overlaying it directly onto the
image or by the use of colour or layout. Like the Benz
advertisement there were no slogans or text. The
typography was almost always hand-painted, drawing strong
influences from Art- Nouveau in their design. (See
Fig. 3). The background of these early art posters was
almost always of a realistic nature, depicting town or

country scenes. The composition and layout was very

formal and symmetrical.

The first obvious and significant change in the
development of these two themes was in the "press
advertising'". In its effort to break down the social
prejudices, it was necessary to explain the cars
advantages and thus we find "text" (or copy) accompanying
the illustration of the car. As in the case of the Benz
advertisement, early examples of copy were treated as
separate elements and separated from the illustration.
Thus there was a formal border, manufacturers' name,
written text and illustration - all being treated as
different elements in the design. It is therefore not
surprising to find the designs locking muddled and
incongruous. One of the earliest examples of the
advertisers making a concerted effort to tie the copy and
illustration together is in the Ford ad from 1904 (Fig.Z0)

The copy : "In the eves of the chauffeur" is connected

14
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with the visual image by the pun on the words. In this ad
there has been an obvious effort to try and tie in the
different elements. The manufacturer's name appears as if
printed on the hat and the copy relates to the wvisual
image. The decorative border found on the Benz
advertisement, has almost disappeared, being reduced to a
small flourish at the top of the advertisement. The ad is
rigidly symmetrical and the copy is full of facts and
data. There is still a large number of different type

faces being used and the overall impression is one of

clutter.

The Argyll catalogue is one of the earliest examples of
the ‘“classical!" approach. (Fig. 2| )] Printed to look
like a Bas-Relief, the Argyll catalogue is notable for its
simplicity and elegance. The layout of the name in
relation to the illustration and the type face below 1is
beautifully balanced. Unlike the advertisements from
earlier years there is a certain amount of movement and
asymmetry in the design, provided by the mythological
figure with his sweeping hands. The whole composition
gives a feeling of dignity, style and elegance which 1is

not found in other press advertising of this time.

In the pre-war years the tendancy was for simplification
and reservation, particularly with the more upmarket
manufacturers. The locomobile ad (Fig.Z22%) which appeared

in 1916 was something of a trendsetter in this direction

15
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and anticipates the classical designs of Rolls Royce,
Packard, and Mercedes which appeared in the late twenties
and thirties. Notable for its simplicity and high degree
~of technical detail presented in a very balanced and
formal way without excessive flourishes or wild copy
claims, the locomobile ad is the epitomy of the
understatement and is indicative of the continuing trend

for simplicity.

The advent of the Bauhaus and the application of
constructivist theory played an important part 1in the
format and appearance of advertisements in the 1920's.
Moholy-Nagy and Gropius were advocating dynamic,
asymmetrical design with "new" sans-serif typography and
more simplification of form. The Havinden/Kauffer
campaign for Chrysler (Fig. 23 ) shows this Bauhaus
influence. The illustrations are much bolder and stronger
than in contemporary advertising at that time. All

excessive detail has been removed such as floral borders

Oor unnecessary text. The typography is clean and simple
and has been used as a design '"feature'", adding further
impact and strength to the visual image. They are one of

the best early examples of what could be described as a
true advertising "campaign'", where a theme has been
continued throughout all advertisements. This campaign
and the art-poster work by Von-Loewe, Holwein and the Fiat
artists, 1led to a questioning of the formal principles of

layout and format that were widely accepted at the time -
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Dome engine.
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23. Bauhaus-influenced work by Havinden.
Early use of typography as design element (c. 1928)




resulting in more expressive and evocative layout and
images. The 1930's saw the trend for simplicity
continuing; illustrated in the Hispano-Suiza ad of 1LE)8 e
(Fig. 2% ), Low-key writing and two-tone colour give this
ad an air of elegance and sophistication. The typography
"60" has been used as a formal design element; an unusual

technique for the time.

Catalogues were following this pattern, as can be clearly
seen in the Packard catalogue from the early thirties.
(Fig. 25 ) o Borders have been reduced to light coloured
bands and the copy has been reduced to a minimum. The
mercedes catalogue follows the same theme, further
simplifying the borders. The use of a schematic diagram
to indicate the seating capacity is original for the time
and anticipates Gordon Crosby's schematic and cross-

sectional drawings for the motor magazines.

Meanwhile the true press advertising had gone through a
number of phases since the war. The 1long copy-only
Cadillac ad from 1915 entitled "The Penalty of Leadership"
was indicative of a new style (See Fig. 42 pg.383a.), The
page of copy which dealt with the problems of leadership
not technical merits, was a highly original and effective
technique. The Jordan ads also relied on their non-
technical copy and evocative mood to create a consumer
response and the illustrations in the Jordan ads (See Fig.

Pg. 329a.) were also of an evocative nature which helped to

L7/




Simplicity and style.

Hispano-Suiza (1933)

are typical of a style which lasted throughout
the thirtics in America and which to some
extent has influenced nearly all post-war car
advertising.

Borders and layout becoming more simple.

Packard
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add to the mood created in the lyrical copy. This is a
good example of the illustration being used to enhance a
point made by the copy - a technique that is frequently

used in contemporary advertising today.

By the mid 1930's the wide variety of different styles
began to have a negative effect on the advertising as
manufacturers borrowed from the different schools of
thought. Copy only ads enjoyed a brief spell of

popularity, of which the Jowett ads were most notable

(See Fig.27aq, and the decorative border enjoyed another
short spell before being forgotten. (Jowett and Rover
ads) .

Once again the world war left everything in chaos and the
period after the war was one off restructuring and re-
building. The post war trend in advertisements was for
elaborate '"copy-claims" and a very 'glitzy, glamorous"
loock. Photographs had universally replaced illustration
andiisonaghERtorElatterthe caryis ‘to accentuate its size and
emphasise the rear fins and chrome detail. The 1950's
were years of excess and "bigness'"; the larger the car and
the more ostentatious it appeared, the more likely it was
to sell. Nubile females draped over the bonnet further
added to the cars appeal and the claims grew larger and
longer as the fifties continued. The ad by De Soto in
1957 is a good example of this style (Fig.9~ Pg. e The

emphasis of the ad is on the "tajil" of the car which
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A wider field

The introducnion of our “flat-four * opem a wader
fieid for cur producis.
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T Fig.273. The elegant boundary and 'copy only' style were
characteristics of Jowett in the 30's. (1935)
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HAVE A TRIAL RUN

We will fix a date with pleasure. The driver
will stop and start on the steepest hill
Some firms will not allow this test.

ARGYLLS, LONDON, Ltd. (S ),

17, NEWMAN STREET, OXFORD STREET, W.




predominates the central section of the design. The bold
"leading copy" appears directly above the image and also
demands attention. If the ad was glanced at briefly the
reader would notice only three things: the image, the
leading copy and the brand name - these elements would
stick in his/her memory. If he/she were sufficiently
interested they might read the '"block copy'" which appears
below. Although this "flight" image and chrome-tail would
not appear today, the format is a well proven one that is

used frequently in todays advertising.

The sixties saw & sudden and dramatic change in the
layout, format and principles of advertising. Prior to
the sixties all the cars ads were fantasy; flattering
illustrations or heavily retouched photographs were used
to distort the look, length and lines of the car being
advertised. This glamorous imagery was acccompanied by
glib and often meaningless copy claims such as the De Soso
cliaaimee— i Thils baby  can filick its tail ....". Suddenly,
all these principles and ideologies were being challenged
by an advertising agency in New York - The Doyle Dane
Bernback Agency. The D.D.B. Agency opposed the
traditional approach and opted for a more honest, down-to-
earth image - gone were the days of ostentatious
advertising, excess chrome or '"tails". The first major
step in this new style was in the campaign for Volkswagen
thatalistarted in 1959. Using self-derogatory copy and

plain unflattering photography, they created an image of

19
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truth, honesty and friendliness. The viewer/reader was
made to participate and get involved in the advertisement
much more. The copy did not dictate or announce any
spectacular claims to the reader - it was used to chat,
talk and joke with the reader. The ads were witty,
irresistible and irreverant, and struck the right chord

with the public.

There was no mansion or stable behind the car, no suave,
debonair driver, and no admiring female. The copy talked
to the reader as though he were an intelligent friend, not
some distant moron, and the copy was self-depreciating
rather than self-congratulatory. The examples (Figs.30-33)

clearly show these points.

The first example ("Do you have the right kind of wife")
has all the virtues of this new style of advertising. the
layout is remarkable for its starkness and composition.
The tiny van, marooned in the page makes nothing of 1its
load capacity or size (like the rest of the van ads of the
time). The van appears lonely, fragile and vunerable,

which provokes a response of protection in the reader - a
"big brother attitude" of help and care. The van will not

dominate you, you will own and dominate it.(H§ 30)

Fig. 33 ("Oour Image") is another example of the straight
approach. The' car  has been replaced by an insect - a
smiling animated bug. It has an immediate appealing
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Con your wife boke her own breod?

Con she get a kid's leg stitched ond no!
phone you at the office until it’s ol over?

Find something 1o talk cbout when the
TV set goes on the blink?

Does she worry obout*the Bomb?

Moke your neighbors’ children wish

Fig. 30. Innovative Volkswagen ad. - Stark and unflattering

(c. 1960)

that she were their mother?

Will she soy “Yes” to o camping trip
after 50 stroight weeks of cooking?

Let your doughter keep o pe! snake in
the back yard?

Invite 13 people to dinner even though
she only hos service for 122

Dealer Name

Vi) SLLRSmASER OF ANERICA, INC,

Do you have the right kind of wife for it?




It's ugly, but it gets you there.

1964)

(e

Volkswagen

Derogative copy.
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response and reacts with the reader. The advertisement
shows Volkswagen's willingness to respond to the customer
(in this case by adopting its nickname "The Bug" or
"Beetle"). By accepting this nickname and giving it a
friendly image they have turned what could have been
considered a disadvantge into a positive virtue - a

technique that is used throughout the campaign.

The V.W. Campaign is considered to be one of the most
important campaigns in advertising history (not Jjust in
car advertising) and its effect has been far reaching.
Renault, Volvo and Citroen, among others, have been the
most affected by the campaign, producing similarly styled
images. The humorous aspect of the campaign has been the
influence for many of todays visual gags, such as the
Honda ad (Fig.3+') which depicts a diminuitive Honda car
o Ehe Wdeckhof  'a yvacht with the copy "The Yacht is
optional". The line of type at the bottom, tells us that
the air conditioning, hi-fi and power windows etc. are

standard, thus completing the joke.

In the 1last twenty years the style of advertising has
changed 1little - as can be witnessed by the modern
appearance of the V.W. ads, and the sixties still form the

foundation of our modern advertising style. Over the past
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Fig.

34.

Visual pun on
Honda

Our image.

Onco vpon o me, a young lady visited our
plant n cur view, the more the m: )

“What a sweet lirle cor,” she said. It looks just
Lie o beeda”

Now wo're ¢ prefly down-lo-earth bunch

Al et moment wa were hguring how much
larger our broke-orea would have to be il we
stepped up our horsepower.

She stapped us cold

Aher we'd mode some dicree! inquinies, we
found cut that @ good many pecple shared her
opinon

Butwe a'so found out thal people never soid
“beetls™ ncatily.

Abwoys ofiecronarely,

S0 we grew resgned lo cur nickname. ond
finally rather pieased with it

It s2ems 10 say o Lot about our amude o car-

moking determined, poinsaking, ungretertious

Aber oll, some people iry kka mod 1o create
a favarable impression

We'd simply ned 10 male the Voliswogen
a pracicol car

And we d goren our very own imoge

Turning vices into virtues.

(1984).
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's change in the 70 s to pure graphlcs.

'new look' of '60's and '70's ads.

A tremendous new move Ty
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number of years the general trend has been away from the
"honest", plain approach to a more sophlisticated and
modern appearance. There appears to be no hard and fast
rule regarding the quantity of copy - with B.M.W. opting
for just a close-up photo of the rear of a 325i and the
words "enough said", to Porsche who have dedicated a whole
page of their two page spread to block copy. Photographs

however, are still very much a universal phenomena.
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ENOUGH SAID.

THE NEW BMW 325 COSTS C11,455 PRICE. CORRECT AT TIE OF GOING 10 PRESS. INCLUDES CAR TAX AND VAT BUT NOT DELIVERY OR NUMBLRPLATES, INCLUSIVE DCLIVERY CHARGE ICORPORATING BMW CMERGENCY SERVICE AND IMITIAL

S 5 .
FOR FULL DETAILS OM THE BMW 32% PLEASE WRITE T0, BMW INFORMATION SERVICE, PO BOX 46, HOUNSLOW. MIDOLESEX OR TELEPHOME 01-857 66465 (7 DATS A WELK. §AM-5.30 PM LITERATURE REGUESTS ONLY), FOR TAX FREE 1 SERVICLS. £208 « VAT

ARK LANE, LOWDON W1, TELEPHONE 01-629 927

Style and class - the understatement by BMW (1986)




AVIATION AND MARINE

Although these two advertising themes could have been
dealt with under the chapter entitled 'Symbolism'. Their
continued appearance in car advertising from almost the
beginning of the century and their influence on motoring

in many different ways merits a seperate chapter of their

own.

The earliest nautical influence on car design came as &
direct result of motoring's aristocratic background. In
its early vyears the car was a toy of the rich and was
usually used as a weekend 'plaything replacing or
complementing the inevitable yacht as the "thing of the
moment "' . As it shared the same position as the yacht it

came to assume many cf the same ideas and standards.

To many of the aristocracy the ugliness of the box-shaped
car was a considerable flaw compared with the smooth sleek
lines of their boats and vachts and this aesthetic
difference inspired Rene de Knyff to ask the Panhard
desilignensicomsbua id Shimitarcar like a Silch e This
Panhard, with its long smooth-flowing bonnet and 1low
inciined windscreen attracted much attention from the
wealthy and many of them had similar-styled models made.
The car advertisers were gquick to adopt yachting terms and
comparisons for their cars; The boat had become a symbol

of grace and beauty for the advertisers.
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If yachts were a symbol of grace, elegance and social
standing; ships were traditionally symbols of power,
prestige and domination, particularly in Britain where
there was a rich tradition of naval power throughout its
history. Thus we found a wide variety of different sized
boats appearing in car advertising campaigns symbolising
different images, depending on their size. Magneto, a car
parts firm used smaller powered boats to symbolise speed

in their 1911 campaign.

Mercedes on the other hand opted for the large ccean liner
as a background for their 1928 ad (Fig35). Here the ship
1s clearly being used to symbolise power, elegance,
sleekness and strength, drawing visual parallels with the
car. The title 'LUXUS' suggests the luxury of both forms
of transport and the social standing is further
highlighted by the presence of a chauffeur. The strength
of this advertisement in the traditional restrained
Mercedes style, is in its simplicity and lack of clutter.
Without any effort on the viewers part, the advertisement

imprints an image and message about the car.

The Duesenberg ad of 1918 also incorporates a vacht but
the implied message is quite different. Although also a
symbol of power and elegance the intended emphasis is on
the social standing of the owner and the Duesenberg 'war
effort'. Although interpreted by P. Roberts (Fig W2C N as

being a private yacht with its own crew, it appears more
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likely to be a U.S. navy ship which is commanded by the
officer in white who is presumably the lady's husband (and
owner of the Duesenberg). Thus Duesenberg subtly get
across two messages; Not only do they make Airplane,
Automobile and Marine Engines (a fact which is displayed
below the ad) but they also give a social status to the
car by implying that only officers, or high ranking people

own Duesenbergs.

Another firm to consistantly use the marine image in the
1920's and 1930's was Chrysler. In their well known
campaign by Ashley Ha vinden for Crawfords ad agency in
+he mid twenties the ship again appears as a symbol of
power and domination (Fig.37 ). The car is subtly given
status by the two crew members saluting, implying that an

officer of high rank owns the car.

It is interesting to compare the three very different
design styles in Fig. 35 Fig. 36 and HiasST = The
Duesenberg ad, depicted in a very realistic manner, makes
a marked contrast against the more simplified Mercedes ad
and the starkness of the Chrysler version. Tt is worth
noting that while the Duesenberg and Mercedes ads are both
'art posters' the Chrysler ad is a press advertisement.
Highly original for its time, it anticipates later
advertising styles in its simplicity of layout, lack of
clutter, sans serif type and 'sharpness', - uncommon

attributes in press advertisements in the twenties which
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WE ARE COMING

IN THE CHRYSLER!

We shall not mind the rails and cobbles along the docks—(springs
mounted in live rubber, shock absorbers, body built long and
low—for steadiness !)

Out on to the great white road we shall shoot like a rocket—
r¢Silver Dome’ engine, six cylinders, seven crankshaft bearings !)

Up, up the mountain side a hundred miles ahead we shall flash
(crankease ventilation keeping the engine cool and clean )

Down again into the valley beyond we shall sweep, like a bird,
without fear—(brakes hydraulic, self proportioning !)

We shall not be tired when we reach you.

We shall not be late.

We are coming in the Chrysler !

Three great 6-cylinder ranges—Chrysler Imperial 80, Chrysler 75,
Chrysler 65! The four-cylinder Plymouth —also by Chrysler! Chrysler
cars of cvery type and price. Sce the models in the dealers’ showrooms.

wRITL FOR CATALOGUES CHRYSLLER MOTORS LTD ' KEW GAKDENS SURKFY

Bold simplified graphics by A. Havinden (1928)
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were still trying to rid themselves of their 'nuts and

bolts' image.

The image of the ship as an advertising symbol has
diminished over the years. While still widely used for
cargo it is not a 'progressive’' symbol for transport,
being much slower and more cumbersome than any aircfaft
and has thus lost its 'motivational appeal' to
advertisers. Dodge did however continue to use the name
'Dodge luxury liner' for one of its models up until the

Second World War in 1939, when production ceased.

The airplanes' image has improved by the vear and still
effects advertising today, being used as a symbol for

power, speed, freedom and technology, among other things.

Although invented in 1903 in Kittyhawk, America, it was
not used in advertising until Bleriot proved its
significance and worth by crossing the channel in 1909,
Advertisers then started to use the airplane as a

'contemporary symbol' and a symbol of the future.

By 1915 it was widely used by a number of car

manufacturers such as Renault and Mercedes (Fig. 38 and

Zale), = respectively). 1In both these ads the situation is
almost identical; The car is stopped and the passangers
are looking up at the 'new' invention above them. In

these examples the airplanes "newness" and novelty is its

main contribution.
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The rapid development of the airplane during the war and
its established importance as a military weapon changed
its role as an advertising symbol. No longer a novelty,
it now became a symbol of speed, power, domination and
achievement.

The war also had the effect of uniting the two industries.
As car manufacturing dwindled during the war, the car
firms switched to producing equipment for the war such as
aircraft, land vehicles and engine components. The car
industries gained much knowledge from the manufacturing
techniques and advanced technology being incorporated into
the airplane engines such as the huge advances that were
made in metallurgy to give the aircraft engines the best
power-to-weight ratio possible. All this design
technology was passed onto the car manufacturers during
the war years. Eager to be associated with the aircrafts'
strong war image, all the car manufacturers involved in
aircraft assembly were quick to let the public know about

their war efforts. Car manufacturers adopted the names of

famous pilots and planes for their cars. "Cole-AERO
eight', '"Franklin Airman', 'Rickenbacker’, 'Bleriot',
'Fonck' and 'Graham White' to name but a few. Airplane

inspited mascots such as the winged helmet of French

manufacturer Voisin also enjoyed great popularity.

As airplanes increased in popularity so did their

influence on motoring, both as an advertising symbol and

as a styling influence.

2



The Chrysler ads of 1934 show strong aviation influences
and a preoccupation with rounded, smooth forms and adopted
aviation jargon for the name of one of their models, the

"Chrysler Airflow".

The Second World War further consolidated the airplanes
image of power, speed and technology and once again car
manufacturers involved in aircraft publicised  their
efforts. Firms such as Nash Kelvinator (aircraft engine,
propellors and 'flying boats'), Cadillac (component for
aircraft engines) and Studebaker (the cyclone engine for
the Boeing flying fortress) widely advertised their
association with aircraft manufacturers in relation to
both the war effort (patriotism) and the advanced
technology gained which, despite the fact that they had

stopped making cars, they assured would be valuable

experience when the war was over.

Fven firms with no real involvement in aircraft borrowed
the theme, such as Mercury (Fig. 40 ) who were busy

advocating '"The Aviation Idea".

So strong an image had the aircraft etched in ©people's
minds that it became the main influence on Detroits car
styling in the post-war years. Harley " Earl,  General
Motors Chief Designer, even arranged private visits for
nis designers to examine airplanes such as the P-38

lockhead 1lightning. All this imagery quickly found its
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and s free from excess weight. High
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Fig. 40. Mercury borrowing the aviation image (1942)
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(DEALER'S NAME)

Fig. 41. Open doors as wings! Buick (c. 1950)



way onto the advertising pages. 'Flying' cars became more

common than driving them ..!

The copy for the "BUICK SKLARK'" has "LEARN TO FLY'" as its
slogan and featured the car with open doors to simulate
wings. The ad by De Soto (a Chrysler division) 1is a
typical example of this aircraft infatuation (Fig. <4Z ).
"Pilot her out through traffiec", "continous flow of
power'", "long upswept tailfins ...", "flight-styled
instrument panel'" and as if all this wasn't enough they
called their models the "Firesweep", "Firedome" and

"Fireflite"!

The rear of cars became the rear of airplanes with fins
and fishtails and were now referred to as the "tail" of
the car. The fifties saw the increasing application of
gender to the car : i.e. "Pilot her..", the frequent use
of 'she' in reference to the car and other gender-
orientated remarks. The leading copy in the De Soto ad is
worth noting for its late-fifties feel. The aviation-
based, "flick its tail' - with its animal implications and
the use of the word "baby" are frequently used ideas in

this period.

By the late sixties the fins, tails and chrome were on the
decline and had disappeared totally by the eighties but

the airplane as a symbol still survives.

9
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BAlcem A .

This baby can flick its tail
at anything on the road!
220

DE2OTO O/viBION. CHAYSLES COMPORATION

Take the wheel of a new DeSoto. Pilot
her out through traffic toward the open
road. Before vou turn your second corner,
vou'll know this is the most exciting car in
the world roday.

And here are the cight reasons w':

New Torsion- bire ridel DeSoto preonts a
yapon that combines torsion Lais and

new \Il\ll('l
an escitng level

outrider springs. 1t zines you

ride. takes gosners svithous lean or snay.

New Torgueldife tran=missi ¢ The most ad-
cver bl TorgueFlite

vanced  tapsmission
contmuoos How ol power
—

pives vons o smooth
and excitmg new sotanway!

button control? Sim-
s new pishi-baion

-
New Triple-Ho
ph toueh a bution of DeSe
CaenTe o1 vour wayl

e par

comtrol ond = hike o

Automiata with positise ey anical control

New Flight Sweep styling! Here is the new
shape of motion =%ong, upswept tail fins. low
silhouette (only 4 feet. 7 inches high), plenty of
head room, and 3297 morc windshield area!

New super-powered V-8 enzines! “57 DeSoio
engines are rugzed. ellicient, and poucrlull
(Up 1o 2a5 horsepower!)

New S-Season air conditioner! Thisadvanced
unit — mounted out of the way wader die diish
— cools in summer, heats i winier

New advanced power features? Yon i line
your choice ol the fiest poser deatares over
oflered i an antomaobile!

New zlamorous interiors! Fach 757 Dosoto e
terior s lusurious new babaes with sccentimg
i ol g dlightsnded fnsomsent panel

Drive the 1957 DeSoto belore vou deade
on any car! You—and your pockethook —
will Le glad you did!

DEECTO FIEFLITE «:GOOM SEDAN It SEATOME BLUL AND wHITE

WIDE NEW PRICE RANGE ... STARTS CLOSE TO THL LOWESTI
FIRESWEEP ~ big-  FIREDOME -medi-  FIREFLITE - high-
val.e nowcomer wum-pnced poce- powered luaury
15+ 15357 —priced maker=ececitica  lor 1957 —the lost
style and per- wordindesignond
lormance. 270 kp. power. 295 hp.

DE SOTO

... the most exciting
car in the world today!

Ce %15 dualers pincert Groucho Marx in

“Yows Bt Cuws Ll o o ans 1

Typical 'chrome and tails' look of the 50's (1957)




In the new battle-ficld of the sky—
where war was never waged before
—it’s a freezing 50° below zero,
and air is so thin ordinary engines
starve and die.

Yet into these shuddering heights
a plane is lifting—soaring up like 2
rocket. Through his oxygen mask
the pilotis confidently smiling—and
the roar of the engine never falters.

It’s the U. S. Navy’s Corsair—a
ship designed to outclimb, overtake
and outfight any known Nazi or
Jap in the sky!

Its secrét—a mighty 2,000 horse-
power engine, super-charged for
high-altitude combat—an engine
that will be built in quantity by the
men of Nash and Kelvinator.

PRATT L WHITNEY
HIGH-ALTITUDE
EMGINIS

NASH-BUILT ENC/INES W/LL BIAZE A ROAD 70 V/CTORY

NAYTS GLaNT

Look again in the far-lung reaches
of the sky—

Soon there will be fleets of great,
four-engine flying boats carry-
ing the Navy'smenand cargo. They
will ecome from Nash-Kelvinator,

Look farther—thousands of planes
are already flying to hattle fronts on
propellers from Nash-Kelvinator.

This is our job—and we are init o
win—with all the skill we can muster.

And when that great day finally
comes—when the last Nazi swastika
is shot out of the sky—then you will
find that from the crucible of war we
have brought new skill into build-
ing the automobiles and refriger-
ators for America at peace.
NASIH-KELVINATOR CORPORATION

KELVINATOR

HAMILTON
STANODARD l

PROPELLERS

YOUGHT.SIKORSKY
FLYING BOATS

Aviation influence

during war vears.

(1942)



The leading-copy in Vauxhall's 1983 campaign for their
executive model was "Fly in luxurious comfort" and 1like
the De Soto ad of 1957 also uses aircraft jargon ""Check

yvour local Vauxhall dealer for a preflight JnsSpection. e

Even over the past six months the theme is Saal JLL
continued. Porsche featured an ad. in Jan 1986 with the
Sillogan sy sains s heMfacesotathe competition'" and Saab
continue their use of their jet-fighter photograph with

the copy "Its a pity other cars aren't built this way

reiterating the fact they also manufacture planes.

Even in the past month aviation appears again, this time

in the form of a helicopter shadow for the new Peugot 309.

As 1long as the airplane has desirable qualities such as
speed, power and elegance and continues to remain a modern
symbol of progress and technology, we can expect to see
its reoccurance on the car advertising pages, as the
advertisers seek to imbue their products with these

desirable qualities.
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ADVERTISING COPY

Up until the late forties and early fifties the emphasis
in advertising was on the written content or 'text' of the
advertisement (known as advertising ‘'copy'). It was
considered that the image only served to attract the
viewer and that the copy did all the persuading and
selling. Little effort was therefore put into the visual
image apart from a supertficial attempt to make it pretty
and pleasing. It is not surprising therefore to find that
almost all the key advertisements in the early years were

based around their slogans and copy.

The great French 'art posters' of the late nineteenth and
early twentieth century have to be judged in a difficult
context. They fulfilled a public expectation and demand;
the better the quality of the artwork, the more
collectable the poster and the more highly the firm was
thought of as a patron of art. The motivating or selling
power varied widely depending on the artists' ability to
capture the ‘'essence' of the car. Atthehturnesofias the
century the advertising can be clearly categorised under
two headings:

' Artposter Advertising' and 'Press Advertising'.

2L



As the ‘'artposter' advertising followed no particular
rules or guidelines, most artists were given quite open
briefs and the results depended largely on the artists
insight into people and motoring. More often than not,
the posters were done out of tradition rather than 1in a
belief of their motivating or 'persuasive power'. It was
in the 'press advertisement' that the manufacturers
expected to be able to persuade or convince people about
their products, and with the art director and designer
still as yet ‘'unborn', the persuasive power of the

advertisement was the responsibility of the copywriter.

As 1is the case with any new product, there are always
people who are sceptical or prejudiced against it, often

for undefinable or irrational reasons.

In the case of the automobile where its safety was very
questionable, it was noisy and dirty, and it looked set on
destroying the whole tradition of the horse, the number of
people who held prejudices against it were extremely high.
This bitter resentment ('motorphobia') was the first major
obstruction which the car manufacturer had to overcome in

order to popularise his 'invention'.

o< SRR ha e liccie N of | social prejudice  that the
copywriters of the 1880's had to address themselves. They
had to persuade the general public that this new
'invention' was a definite improvement on the horse and

+hat its advantages out weighed its disadvantages.
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The copy of Harry Lawson, the infamous British
entrepreneur typifies the somewhat naive but successful
methods of persuasion used to convince the public that the

car had merits :

"Horses work for a few hours only, Motors Kkeep on
incessantly.

Horses shy and take fright, Motors cannot.

Houses fall down and run lame, Motors never slip

anywhere.

Horses sicken and die, Motors can be renewed 1in any

(- A theme which Daimler later borrowed and improved upon
(See Fig.44). Unbridled as this was by professional codes
of conduct or any Trade Descriptions Act, copywriters

pursued their respective aims with wild enthusiasm, which

when read today, (almost a hundred years later) with the
benefit of hindsight, often appear hilarious - (despite
the fact that they never meant to be). The 'leading copy'

from the Oldsmobile ad (c. 1895) is a good example of this

"Nature made a mistake in giving the horse brains.
Science did better and made the Oldsmobile mechanically
perfectl (See. Eig. 43 ). (Fortunately for the above

copywriter the ephemeral nature of advertising has ensured

him anomymity!).
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Sur Ote Sandwirthjdhaft:

—~

Put your trust in a
**Riker " and you will not regret it
—the most expert and critical Auto-
mobilist cannot choose better.
RO
The best possible designs, work-
manship and materials are combined
with many exclusive advantages In
running and steering gear.

| .‘ '(( e B A -~
Ein ”I]ﬂlll[lﬁl it cn autes Thier, S
. feid y Perfect control of motive power &
Bicht ic cin Pdys, du ficht's alllicr; under all circumstances — no know- q
Er frift nidits, wenn im Sfall e feht ledge of electricity required. No
gnn fauft mur, wenn die Arbeit geht; DRSOt nojodor: L
#

WE ARE PREPARED TO MAKE -
UNUSUALLY PROMPT DELIVERY. 4

Cr blifd)f und fagt und pumpt div andj,
®em's Woos dir fehlf, was off ber Braudj;

€ keiegt midit Daul neer Klanenfeud
Jind madit dir heinen dummen Sfreid).

Er nimmi im 3orn did; nidit aufs Born,

Prrehet dir nidit dein gutes Rorn.

Prum kaufe mur cin [oldjes Ehicr,

Pann bif perforgt bu fir und fir.

@annfiatt
sum Dolsfeit 1897.

Daimler-Hotoren-Gefel .

———t o

Pennington said it. but Daimler said it better 1n 1897: “Prier Victoria."

*A Daimler is a handy beast

It draws like an ox — you can see it here -
It doesn’t eat when in the stall

And only drinks when work’s done.

It also does vour threshing. sawing and pumping
When money’s short. as often happens.
It can’t catch foot and mouth disease,
And plays no wicked tricks on vou.

It won't 10ss you on its horn in anger.
Nor eat up your good corn.

So buy vourself a beast like this

And be equipped for good and all.”

| THE .
RIKER MOTOR VEHICLE ©
WORKS
ELIZABE'I'HPORT,N.J.

Hiagowdd " Car v's Horse Fig. 45. Directing copy
at the reader

Daimler (1897)
Riker (1900)




Misleading advertising was a characteristic of the early
yYears of the motor car the culprits being the
unscrupulous manufacturer and the mechanically ignorant
copywriter, who both frequently made totally injustifiable
claims for their products. Nobody could be more guilty of
this than the Indiana-born salesman E.J. Pennington, who
tried to convince the public that his car could jump a
sixty-five foot river travelling at a speed of only 35

mph. (and to give an indication of the gullibility of the

public, many believed him!).

Pennington was one of those rare individuals who combined
the talents of technical invention, vision and
salesmanship with trickery. In the early 1890's he formed
a partnership with Harry Lawson (England's closest
equivalent!) in London and their 'Emancipation Run' to
celebrate the new 12 mph. speed-limit was a thinly-guised
advertising campaign that milked the investing and buying
public in Britain of over two million pounds sterling -
reducing Britains' embryonic motor industry to a state of
chaos and disrepute. This resulted in the introduction of

laws controlling the copywriter's claims.

Having convinced the general public by the turn of the
century that the car had many definite adwvantages over the
horse, 1t was now a competition between the manufacturers
to convince the public of their products' superiority.

The early key-words were 'safety' and 'reliability' ; two
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' When F FORD ) Speaks tyie "World Listens— “-

% For In All The World No Car Like This

s Car of Catablished Quality—ELatablished Value ahd Low Prices—Backed by a Company worth Millions
The ch Car In the worid 1 by and and 10 Oper -
Thae lightest weight Car in the —dlo. power and £
T he atrOTIgeat Meds Car in the -—ACA?o!\
=T he onilty 4 Cylinder c«u in \fu 9” salling a1 thess low pr

Model T Model T T 80
e Touﬂng Cor Rondu:er 6
by o Bt T A B W, Sao—y "'"-...-...”-
= e T S e Lo ot St i s e i 12

L $7oo For This Same FORD Car For This Se.me FORD Car
Without the Above Lquipment Without the Above Equipment

The reason why is told in = few words: “c aro In a position to do business °
on = small profit

We Have Sold 30.358 of This Sams MODEL T r—We Wi Bulld 30.000 More in 1911—Thersiors, Don't \
E. Buy a FORD i

e T e e
| =]

FORD MOTOR COMPAM. Detroit. M.ic.h.

.;,-—‘--—

(§1.9.1°07)

Fig. 46. Best-selling copy-only Ad. for Ford
1,200 words!

' Natura Made A Mistake In Giving The HDRS

o T D00

FOR SALE BY

* | Mississippi Yalley Automabile Co., g

3928 OLIVE ETRLET.

Fig. 47. American banality (1900)
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attributes of the car that the public were obviocusly not
convinced of. As an example the Oldsmobile ad in 1897
came out with the claim "Practically noiseless and
impossible to explode", (which presumably was in response
tc a genuine public fear). ByStherturnof s the ‘century
'safety’ and 'reliability' were no longer important issues
and were duly replaced by 'comfort', 'strength' and
'silence'. Aylesbury's car the 'IRIS' is said to have got
its name from the company motto "IT RUNS IN SILENCE".
Many other firms expanded on this theme such as Stoddard-
Dayton in 1907 "a practically noiseless car ..... Some
motorcars in motion sound like a boiler shop on a busy
day. They creak, pound and groan with rheumatic
regularity" - There is a hint of "knocking copy" in the
above ad, a predecessor to the real knocking copy of the
seventies. (KNOCKING COPY - Derrogative comments aimed at

discrediting other manufacturers).

By 1900 advertisers started to address the reader rather

than just announce their advertisements : "Put your trust
Asnal Rallce =l (CIN0NE = Fig.‘45 B lYoulican see it here ..."
(Daimler 1897) - a first lesson in consumer psychology

which became more marked as the century progressed and a

technique which is still widely used today.

In the early 1900's the argument between Ford and the
association of licensed Automobile Manufacturers over the

validity of the Selden patents, found its way into the
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advertisements. Selden, a lawyer, had managed to obtain
the patent rights to the automobile for the whole of the
U.S.A. in 1895; before the manufacturers thought of it.
Ford, however refused to pay the royalties and a 1legal
case ensued, meanwhile the verbal battle continued, much

to the publics delight, eventually to be won by Ford.

Verbal battles became more common in the years before the
war as the automotive market became more competitive.
Napier cars were a good exponent of this in their
advocation of the supremacy of the six cylinder engine (a
configuration to which they were addicted) : "The first
six-cvlinder and still the best", "six-cylinder cars by

many other makers are in the experimental stages" (See

Fig.49).

Human nature being what it is - it wasn't long before
people started to challenge each other to races and very
soon the first organized race was held (Paris-Bordeaux-
Paris), in June 1895. These races and trials gave the
manufacturers and advertisers a unique opportunity to
announce the supremacy of their cars without fear of
infringing any Trade Description Act (assuming of course

that they had been successful).
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NAPIER
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$#”~ THE FIRST SIX-CYLINDER
AND STILL THE BEST.

40 Motor Manufacturers have already copied the principle introduced by the *“NAPIER."

SIX-CYLINDER CARS BY MANY OTHER MAKERS
ARE IN THE EXPERIMENTAL STAGES.

THE 6-CYLINDER * NAPIER.”

A FEW OWNERS OF SIX-CYLINDER NAPIERS.

H.R.H.THE DUKE OF CONNAUGHT LORD DE RAMSEY. CAPTAIN R. DUFF.

HIS GRACE THE DUKE OF FIFE. SIR HERBEFT ASHMAN. E. R. BACON, ESQ.

COUNTESS OF GOSFORD. SIR WILLIA 4 EDEN. J. B. LONSDALE, ESQ. M.P.
COUNTESS D GREY. SIR OSWALT MOSELEY. PIERPONT MORGAN, ESQ.
VISCOUNT CHURCHILL. 3:x vidARuLk> SCTLEY. 4/ DAME MTLRA

EARL NORTHBROOK. SIR CHARLIS TENNANT. J. S. PHIPPS, ESQ.

EAXL POULETT. RT HON. A. J. BALFOUR. LEOPOLD DE ROTHSCHILD, ESQ
LOKD HATTERSEA, °* GENERAL GLOAG. LIONEL DE ROTHSCHILD, ESQ.

LORD DERBY
LORD FARQUHAR,
LORE HILLINGDON

THREE YEARS' GUARANTEE.

£.20 a week penalty guaranl:c ngnmsl Iatc dellvcry with ¢v¢r'y 6-Cylinder " NAPIER.”

S.F. EDGE Ltd., 14, New Burlmgton $t., London V.

GENERAL S?PITZER. ARTHUR SASSOON, ESQ.
COLONEL COLIN CAMPBELL. PARIS E. SINGER, ESQ.

Fig. 48. 'Knocking copy'

: and prestige advertising.
Napier (1906)



This led to the beginning of 'competition' and
'performance' advertising such as the Stanley Steam car
advertisement in 1906 which boldly declared "The fastest
car in the world" - (and indeed it was, achieving a record
of 127.66 mph.). In 1908 Mercedes achieved their first
grandprix victory, promptly announcing it through their
advertisements, a tradition that has been continued by
almost every winner since in every aspect of racing from

the twenty-four hour Le Mans to the Paris-Daakar rally.

As the first few decades passed, the press advertisements
began to loose their bland 'technical 1look'. In the
earlier years most advertisements comprised of a simple
illustration surrounded by the basic facts about the
particular model, such as its weight, dimensions, speed
and technical data. Up until the 1900's very little was
actually said in the advertisements. The early 1900's saw
the introduction of a lot more copy extolling the cars
virtues and explaining its features. The copywriters
became more expressive and lyrical and the layout of the
ads became less cluttered - but the advertising had not
completely lost its Victorian 'nuts and bolts' appearance.
The Americans, still as practical as ever, continued to
cram their advertisements with as much advice and detail
as was possible, a feature that was characteristic of
their advertising until the thirties. There was, however

a number of notable exceptions, particularly in the
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/Aere 1S NO
Prohibrtive Grade

for the : CADILLAC

The Cadillac Automobile will go up any grade of any well-traveled
road, without balk—most-time without change of gear. The Cadillac
does more than overcome grades—it is 2 machine for all roads and all
seasons. Mr. I. L. Atwood, an auto novice, drove a Cadillac
containing three passengers from New York to

Waterbury, Conn., 93 miles, atan aver-

age speed of 13 miles an hour

without a stop. This

is a typical

s

against 10 or more in others ; interchangeable bronze bearings; mechanic-
ally operated valves. Model A, 1go4, with the Détachable Tonneau seating four
JSacing Sforivard, $350- Without tonneau, the smartest of Runabouts, $750. Our
free illustrated booklet G givep address of agency nearest you where the

Cadillac may be seen and tried.
CADILLAC AUTOMOBILE CO., Detroit, Mich.

Member Assoviation of Licensed Automobile Manufacturers.

Early example of 'performance advertising'

perforinance—

no accident, no repairs

perfect satisfaction. No

gaskets to burn or blow out ; new sparking

device endorsed by all gas-engine experts; same

copper water jacket as used in latest French machines;

peed range 4 to 30 miles an hour; only two places to oil—




advertising by some of the more expensive manufacturers

such as Pierte Arrow, Packard, Duesenberg and most

notably, Cadillac.

One of the great landmarks of this earlier period appeared
in January, 1915 in the 'Saturday Evening Post' in
America. The advertisement by Cadillac (Fig.42), printed
in a typeface that was similar to that found on triumphal
arches, featured no illustrations and didn't mention the
automobile once. The advertisement, as the leading copy
implies ("The Penalty of Leadership"), deals with the
problems that faces anyone who achieves world recognition
for their work - the unstated implication being that
Cadillac was a world Ileader in automobiles. The
advertisement was a great success and achieved for
cadillac what must have been the ultimate in brand-imagery
at the time. The timelessness of the ad is reflected in
the ads continued appearance over the vyears. This
approach in advertising was highly original at the:time =
it was one of the earliest ads to advertise the automobile
without any direct reference to it ; no illustration, no
enthusiastic claims and no technical details - The ad

marked the beginning of the more evocative advertising

style.
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Four vyears later another highly innovative ad appeared,
this time from the pen of Ned Jordan, the owner of the
Jordan Car Company. Jordan was an entrepreneur rather
more than a manufacturer, who had an uncany gift for
sensing what the public wanted - before it knew it - and
then providing them with it. His evocative and innovative
copy which was both lyrical and poetic appeared in up-
market magazines such as 'Vanity Fair' and the 'Saturday
Evening Post'. His advertising campaign, which lasted
until the late twenties shook the whole advertising scene
and boosted the sales of the car to a figure out of all-
proportien te its merit. The most famous of the Jordan
ads was "Somewhere West of Laramie" which appeared on June

23rd 1923 (Fig.5®) and describes the type of girl who buys

the 'Jordan playboy'. Like the earlier Cadillac ad, there
is no hint of technical talk or product claims - just
alliteration, assonance and evocative copy. Jordan 1s

advertising the customer (the girl from Laramie) as much
as the product and selling this package (image) to the
consumer. This, advertisement was the first to 'hit the
bullseye' on consumer motivation appeal - what woman would
not be envious of the "broncho-busting, steer-roping
girl.... whose face is brown with £he sun..."? This was
one of the first ads to vividly depict the character of
the customer and to market this to the potential
purchaser, rather than the product itself - a technique

that is used freguently in much of todays advertising.

39




Somewhere West of L.aramie

busting, steer-roping girl who knows what I'm
talking about.
She can tell what a sassy pony, that's a cross between
greased lightning and the place where it hits, can do with
eleven hundred pounds of steel and action when he’s
going high, wide and handsome.

The truth is—the Playboy was built for her.

Built for the lass whose face is brown with the sun when
the day is done of revel and romp and race.

She loves the cross of the wild and the tame.

There’s 2 savor of links about that car—of laughter and
lilc and light—a hint of old loves—and saddle and quirt.
It’s a brawny thing—yet a graceful thing for the sweep
o’ the Avenue.

Step into the Playboy when the hour grows dull with
things gone dead and stale. i

Then start for the land of real living with the spirit of
the lass who rides, lean and rangy, into the red horizon
of a Wyoming twilight.

SOMEWHERE west of Laramie there’s a broncho-

\

Inc.. Cleveland .

Obio~

as the car.
Jordan. (1923)

Another classic. Evocative imagery and poetry
which sells the 'steer-romping' girl as much




Like Cadillac and Jordan, Packard was another American
firm that advocated simplicity. Their simple, classical
approach (see pagel?) seems to have influenced many of the
other prestigious manufacturers such as Rolls Royce and
Duesenberg. Packard's slogan '"Ask the man who owns one'
which was coined in 1902 was very reserved for its time
and the advertisement (Fig. 5! ) used no other copy except
Eor S thibis): The success of the slogan can be measured by
the fact that the campaign was still running twenty years
later. The strength of the ad lay in its honesty ;
Packard weren't making any brash claims - and the
suggestion that their future customers ask a 'current
owner' gave the car a higher percieved value in the eyes

of the purchaser.

If the War years were notable only for their patriotic
claims and severity, this was more than compensated by the
flamboyance of the twenties. People were intent on
"closing their eyes" on the past and enjoying themselves.
Copywriters were busy entolling the virtues of the social
motoring scene. Words such as 'freedom', 'forgetting',
fexploring’ fandiftunSfiguredthighly in the ads of the

time.
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and women and motors
rough canyons of the town —* =
erc on the top of the world
"l ther a peak which dull care has
+7 ‘neverclimbed.” A et

Or the girl who loves to take the open road withtop
“down, in'the summer time. -~ fbbmpes £ S A T
Lighter than any on the road, for -
its wheelbase, rare'in beauty and
St balanced, as a fine car P
must be - distinctive as only a car of :

personality can be — the Playboyis an -

companion for all Americans who
Rnever o grow qld. g

_Slun'gélgowe have alwa
~ the Playboy demand. :
.- . We have never built enough.
* But we never will - you may be
Basiured.’ RS aseE
There's too much real fun in building
: a few Iesf than the pq_:p!_c want.
* . Itsfriendly, human - you know - to
- wanl to have something the other _
fellow can’t get. = e
“Frankly, the Playboy is built for those
~ admirable pmJﬂe of good taste, who
know how to distinguish high quality
‘from extravagance — those rare individuals
to whom experience affords possession of the
pride of economy, which is just another name for
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Simplicity and lack of copy claims and trademarks
Packard (1902)




The early twenties saw the real birth of the Art-Director
and layout artist and subsequently the first advertising
'teams' in the modern sense. The most notable 'team' in
Britain in the twenties was that of E. McKnight Kauffer
(artist), Saxon Mills (copywriter) and Ashley Havinden
(art director) for Crawfords Ad. Agency in London. They
were highly influenced by constructivist thinking and the
work of the Bauhaus which is reflected in their bold
asymmetrical designs and new typefaces. One of the most
influential aspects of their work was their use of 'copy'
as an important design element in its own right, rather
than as a seperate entity (Fig. ). This teaming up was
not however a universal thing and it wasn't until the late

fifties and sixties that advertising teams became a

universal phenomenon.

This period of flambovance rubbed off on even the more
down-to-earth manufacturers such as Morris and Austin, who
were previouslv noted for their simple-honesty and low key
approach. Austin whose earlier slogan had been "Britain's

dependable car" began to get pretentions of grandeur

"The aesthetic eye is equally pleased with the grace and
line of the Austin 20 as with the pearliy shimmer of the

Taj Mahals ... "
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Austin also ventured into the 'conversation piece' (a

favourite style with contemporary advertisers at the

time)

Hostess to departing guest : "I really cannot allow you to
walk. It's awfully wet outside, and to send you home on
foot would spoil a jolly visit. I'll ring for James and

get him to phone for the Austin 20".

The social implications of this ad were well above the
cars true standing such as the "Baby Austin'" image of
earlier years. Fortunately Austin managed to 'return to
earth' again, regaining their straightforwardness and
honest approach with the campaign "You buy a car but vyou
invest in an Austin" which dates from the early thirties
(Eilga 539t Tn a5 simidlar wein, to Packards slogan ("Ask the
man who owns one" - 1902). The Austin slogan also gives
added perceived customer value. Appearing as it did (only
a few years after the 1929 Wall Street Crash) the choice
of wording showed a good deal of customer understanding.
The words 'buying' and 'spending' were taboo for most of
the public - an issue which Austin neatly side stepped
with their choice of the word 'invest'. The public were
being reassured that the decision to purchase a car made
sound financial sense. Austin gave the public
justification for buying and the campaign was a resounding
success. The advertisement (Fig.53) is a typical example

from the campaign and dates from 1933.
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THE AUTOCAR.

B RYL T A I IN:*§

“You young

fellows never look
two days abead

“'ve just looked a

good few years abead,

Major—invested in
an Awustin,”

== e
357
READ THE AUSTIN

MAGAZINE: 4d. every
month.

For list of Austin
Dealers see following

ADVERTISEMENTS. AUGUST ITTH, 1033. 2§
DMEREIE) NADRA BEIAEE:  ~.tRiE A D

"H'M, there's hope for your generation, after all.”
“We're not 8o crazy as some would make out,
Major. Notice the men I had lunch with? Both
my age and both Austinites. One by nature and
one by nccessity!”

[ didn't thirik your lot could tell a good invest-
ment from a gamble.”

“Some of us couldn’t till we had to. Take one of
the two men you saw at my table. A rich uncle
gave Millington a car for his twenty-first birthday.
Unfortunately, Rich Uncle never had to consider
running costs. Imagine what tbaf meant!”
“Shouldn’t have got cars out of his elders! Ought
to have changed to one he could afford to run.”

“He did. Invested in an Austin. Same horse-
power, ‘all-in’ bills twenty per cent down.”

“And t'other fellow? ”

“Qh, William’s one of your Austinites by nature.
Wanted a car without trouble—and got it. Said
his car must run smooth while he treated her
rough. Now he’s done 20,000 in his Austin without
so much as dirtying his trouser-knces.”

“Like my niece, pesterin’ me for an Austin
because it won’t need tinkering with.”

“All comes round to investment—in time or

money. Might as well invest ’em both well,
= don’t you think, Major?”

THE LIGHT TWELVE-FOUR DE LUXE SALOON
A spacions g-5 seater.  Selected hide wupholstery
Pytchley sliding roof. g-speed Twin-Top gearbox.
11.9 h.p. g-cylinder engine developing 26 b.hp. at
2,600 r.p.m. Engine insulation at 3 poinis by rubber
bushes,  Semi-elliptic springing; zinc inierleaved.
Silentbloc shackles. Hydraulic shock absorbers. 12-rolt
electric lighting and starting. Chromium finish,
Dunlop tyres.

YOU BUY A CAR—BUT YOU INVEST IN AN

AUSTIN

The Austin Motor Company Limited, Birmingham and 479 Oxford Street, London. London Service Depots: 12, 16 & 20 h.p.

{

Jl-u]!..lnrd !'zrk, W.11. 7 & 10 h p. North Row, W.1.

Fig. 53. Dependable and economic Austin. (1933)




Meanwhile Rolls Royce were putting themselves firmly at

the top of the luxury class and firmly consolidated their
standing in 1929 with the slogan '"the best car in the
world" which couldn't be reputed by rival firms - thus
justifying the claim. The superlative 'best' was the
definitive status branding and Rolls Royce subsequently
came to symbolise the ultimate in automobile perfection
and has been used as an expression to describe the best
example of any type of product. i.e. "Rolex, the Rolls

Royce of the watch industry'.

The advertisements by Rolls Royce (in the late twenties
and early thirties), 1led to a short-lived revival of the"
'copy-only' style of advertising, of which the examples by
Jowett cars (The Bradford firm) are the best known. Their
style of advertising appears to be based on a variety of
earlier campaigns : The tight floral boundary harks back
to the press advertisements of the 1905 period, the
lyrical copy seems to be based on the adverts by the
Jordan car company (see page.>®a) and the overall 'honesty'
was probably influenced by firms such as Austin or Morris.

Despite this ecletic mixture the ads were refreshing and

very successful, greatly improving the cars 'sale-
figures'. Like the Jordan campaign it gave the car great
character : "It sings a symphony of comradeship, this

adventurous hill-loving car for two ol
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“At 60 miles an hour the loudest noise in this

new Rolls-Royce comes from the electric clock”
the best car in the world? “There is really no magic about it—

attention to detail,” says an eminent Rolls-Royce engineer.

What mukes Rolls-Royce
it is merely patient
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54. Award-winning (and very successful) Ad. by
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Jowett also advertised using other technigques such as the
visual 'knocking copy' - depicting a Jowett pulling a Ford
car from a ditch, and the almost Biblican announcement
"Jowetts never wear out ; they are left to the next of
kin". Along with Morris, Austin, Citroen and Ford here

was the epitomy of 'motoring for the masses'.

The depression of the thirties caused a biltter taght * for
survival in the car manufacturing industry. Firms such as
De Dion Bouton, Clvno, Locomobile and Durrant being some

of the more notable 'deaths'.

In America the continuing saga of 'cramming' their
advertising reached new heights as photographs and small
illustrations were added to already-cluttered pages. The
Dodge advertisement (Fig.55)shows this competition for
space, where value for money in terms of space-utilization
seems the advertisers only concern. This form of
advertising epitomises the worst of American car
advertising and shows little awareness of the psychology
of consumer motivation in the advertisements content ; the
reader is met with a barrage of copy and different images
with no focus for attention and no 'emotive appeal'. The
copy doesn't arouse any consumer desire and even the
guestion posed by the female figure is already answered by

the ad itself.
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MODERN AS TOMORROW:

Bl s cilluttered
Dodge ad. (1939)

Al A

Can I Get A ]no (dl lh.\ls
Lasy On Gas And 0il 27

/’———\'\
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TAKE A LOOK gg,
...Thats all DODGE .
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TAKEL A LOOK: *
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TAKL A LODR®

Fig. 56. Flattering
rhotography and
Chrome. (1959)

GOOD TASTE IS NEVER EXTREME

Certain people have i Certam things. as well—that sense of right-  neither stodgy nor bizarre, It is not conspicuvis. Nor is il anony-
ness we call good taste. You recognize it at once when it is there.  mous. 1t does stand out. yes—but handsomely,

It is there in the "59 Plymouth. in the look. the lines of a car This year, so many people of good Laste are responding to the

deliberately designed with flair, and with restraint. For good taste s car fashioned most particularly for them—the 59 Plymouth,

i



The War years of 1939-45 once again threw the world of
manufacture and advertising into a state of chaos. No new
models of cars were being produced and in 1945 when the
war was over the advertisers and manufacturers had nothing
to offer but the pre-war designs. There was a mad frenzy
of activity to develop new themes and new designs. The
post-war years were ones of restructuring and there was a
rapid development in business technology. Advertising
agencies knew they had to become more involved in their
clffentsMNpreductst "and’ inl the image that the product
displayed to the consumer. They were also becoming aware
of their need to know more about the things that motivated
people to choose and buy (motivational analysis), prompted
by the work of phychologists such as Dr. Ernest Dichter,
who had published some of the results of his 'depth
studies' on consumer motivation. This commitment by the
advertising agencies and manufacturers led to a huge boom
in the marketing and research departments, who now
featured psychoanalysts and psychologists as key figures
on their staff. Dr. Dichter had surprised the motor
industry with his theories on the human-product
relationship : A man looked on his convertible, he
suggested, as his mistress and on his saloon as his wife.
It followed therefore that he would use a completely
different set of criteria in choosing a convertible than

he would for choosing a saloon. Automobiles, according to



Dichter, were an extension of the owner, either as a means
of self-reflection (the 'mirror effect') or as a means of

projecting the type of person you would most like to be.

Car manufacturers began to realise the huge significance
and possibilities of these 'discoveries' and urgently
required to know more about the human-car relationship so
that they could design and advertise: their cars to nurture
and develop aL1E o This sudden awareness of the
psychological aspects is very evident in the advertising
of the mid-fifties. Much of the copy referred to the car

as male or female:

"Seeing that beauty on the street" - Aero Willys 1953
"The girls get dated. The Triumph Herald doesn't" -
Triumph c.1959

"Every woman needs a second love ...'" - Dodge 1955

This 'new-style' copy was radically different to the
traditional method of choosing and magnifying some
physical or technical difference, which was then held up
as product benefit. Compare the copy above with some
examples from the 1900's

"For °© speed, safety and solid strength the Northern
surpasses all other gasoline runabouts'". - Northern Car
Company c. 1900

"The first six-cylinder and still the best". - Napier 1905
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"There is no prohibitive grade for the Cadillac" -

Cadillac 1905

These examples clearly show the universal shift away from
the more mundane 'technical copy' to the more evocative
and symbolic style of copy used in modern advertising.
Instead of 1looking ‘'outward' from the product, the
advertisers started seeing the products from the consumers
eyes. Cars were given personalities, identities and
emotive appeal. Chevrolet used the word "Perky" and in
another instance "Frisky" on their billboard advertising

to describe different models of their cars.

The late forties and early fifties were still vyears of
'glamour advertising' - where almost all the
advertisements depict the cars in a flattering way and
were accompanied by flattering copy. 'Taste', 'style' and
'action' were some of the key words. 'Flashy' chrome cars
were the order of the day and "bigness" was the most

important word in the States.

The Plymouth ad, which appeared in the United States in

1959 (Fig.56), epitomises all the aspects of American
motoring and advertising of this period. The copy
contaimsEE gl the  init words ‘good taste!, Jgilentiz U
"handsomely’ and 'fashioned' and the angle of the
photograph emphasises the car's large physical size. The

'body copy' is a good example of flattering the reader by

making him feel special. Initially it states that only
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"certain people have it .... that sense of rightness we
call good taste". By stating this, 'taste' has been made
iﬁto a rare, elusive quality. The reader 1is then
reassured that he has this sense of taste - "You recognise
it at once when it is there'". If the ad is read again it
is noticed that the advertisers are the ones who have
defined what 'taste' is and it is the advertisers that
tell us that the Plymouth car has this taste. Therefore
if we wish to be endowed with this 'elusive quality' we
must agree with them - a form of verbal blackmail or
'bartering’ ; In return for being 'given' taste, the
reader 'gives' the manufacturer a favourable opinion
(which it is hoped will become his/her 'real' opinion, and

thus influence purchase).

This period is characterised by a '"a consumptionist
society vigorously chasing up the social 1ladder 1in an
effort to keep up with the Joneses" (Ref.©). Ads of this
era stressed social acceptance, style, luxury and success
until there were so many Iimitations that consumers
couldn't take any more - and, as if sensing this, the
style began to change rapidly. 1959 and 1960 were
revolutionary in their advertising content; The rules and
principles were rewritten and new possiblilites were
explored. Glitter, glamour and flattery were replaced
with honesty, wit, self-mockery and invention.

Volkswagen's American agency set the trend (Doyle Dane
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ARE YOU IN THE MARKET
FOR A HARDTOP?

Every Volvo has six steel pillars holding up the roof. Each one is
strong enough to support the weight of the entire car.

Of course, this kind of strength isn't built
into a Volvo just so it will hold up
a lot of cars.

Volvos are built strong so
they’ll hold up a lot of years.
Exactly how manywe can’t
guarantee. But we do know
that in Sweden Volvos are
driven an average of eleven - :--
years. ; ;

~ market for a hardtop? Oris™"
“- what you really wanthhar&i

op?
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Fig. 5 . Characteristic Volvo image based on copy claim.
This form of image must use photography to work.
Vallazen i (1974 1) 7




Bernbach) - but firms such as Volvo, Renault and Citroen
were very quick to follow with ads equally as good. It is
however the Volkswagen images and copy that are best
remembered as the trendsetters, enjoying widespread
acclaim, popularity and effectiveness until Volkswagen

ceased production of the 'Beetle' in 1979.

(Fig.>5®) "If gas pains persist, try Volkswagen" is a very
clever parody (and equally clever pun) on the ubiquitous
ad campaigns for stomach and head-ache tablets.
Volkswagen capitalise on this familiarity with great
effect, producing a striking, witty and original piece of
work. This is also an example of self-regeneration where
the content of one advertising campaign become the
material source 1in the next - showing how thoroughly
advertising has become a product of our social environment

‘

- i.e. a product of itself.

(Figs. 30-33 6o ) are other examples from Volkswagens
campaign, all notable for their simplicity, honesty and

wit with brief to-the-point copy).

‘Negative Advertising' was another technique that was born
in the éixties with the Volkswagen campaign and refers to
advertisements which highlights negative aspects of the
product. "Its ugly but it gets you there", "Ugly is conly
skin deep'", "If he (Marty Feldman) can make it so can
Volkswagen'" are some of the examples from the Volkswagen

campaign. The Citroen Ad (Fig.5+) is another good example
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ifgas pains _p'@rﬁist, tryVolkswagen.

h

A VW goes a long way in relieving gas
problems—by getting terrific gas mjleage.

It also relieves those little headaches—by
needing pints of oil instead of quarts. And not
needing antifreeze.

Plus it gets rid of nervous upsets due to 4

e —

R

©TOLXIWAG LN OF AMLRICA, Inve

owning a new car. With Volkswagen's Owner's
Security Blanket, you're provided with the best
care any car can have...ih sickness and in health.
The fact is Volkswagen con cure lots of
problems that most cars can't.
Maybe you should take two.

Fig. 59



i he can make it so can Volkswagen.

No disrespect intended, Mr. Feldman.

But no-one would ever mistake you for
Gregoxy Peck. Ye you've mode it right 1o
the top.

On talent.

And that’s kind of reassuring when you
make o car that looks like ours.

The Volkswagenisn' pretty, McFeldmon

But ifs go! 1alent.
It hos on air<ooled engine that con't

VOLKSWAGIN MOTORS LIMITED

boil over in the summer.

Or Ireeze up in the wintet

Ifs the kind of engine that can go on
ond on aond on.

We know one person who wenl right
on lor 248000 miles.

And for o litle cor its got o greol
talent for fiting people in.

There’s more headroom thon youd
expect [Over 37/ Irom seat 1o roof

If you were 6" 7" Mt Feldman you still
wouldnt hit the roof.

And because theres no engine in the
front, there’s room to stretch your legs in
the front

We've even got o space behind the
back seat where you con sleep a baby.

In a carrycol.
So you see, Mr. Feldman, looks
arent everything are they?

VOLKSWAGEN HOUSE PURLEY SURALY TELEPHONE: 01-668 4100

Fig. 60.
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of this technique. What at first would appear to be a

disadvantage, is turned into an advantage through clever

copy : '"No wonder it's so reliable, there's nothing to go
wrong".
The chief characteristic of the seventies was the

'knocking copy' advertisements - where the manufacturers

aim was to damage or destroy competitors reputations

through direct comparison or by just highlighting
their disadvantages. Renault, Volvo, Saab and Volkswagen
all produced advertisements which 'knocked' their
competitors. The 1970 Volvo ad. (Fig.6%A) which is aimed

at the American market and seeks to discredit the ''gas-
guzzling'" cars such as the Lincoln, Cadillac and Buick
(mentioned in the ad): "It holds more than a Lincoln

more front leg room than a Cadillac. More rear leg room
than the biggest Buick made'". The leading copy "Fat cars
die young"" is very strong and arresting due to its
pbrevity and the choice of words, which would normally
appear in a human context (Fat people die young). The
ijdea of cars suffering in the same way as humans from
overburdening or excesses conjurs a very strong visual
image which aims to rid the American buyer of the "Big is

beautiful ideology that had lasted for years".
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FAT CARS
DIE YOUNG!

Some cars destroy
themselves in the mere act
of carrying themselves
around.

Burdened with tons of
chrome and huge expanses
of sheet meral, it doesn’t
take long for a car to
collapse under the strain.

Soin building a car
that will live a long time,
vou must begin by
acknow ledcmo one basic

fact. Fat on cars, as on people, can be fata.  Weusea smaller engine, chop off the hood
and move the wheels out to the corners of

VOLVO. THE FAT-FREE CAR. the car for better handling. Like on aracing car.
That way we can also make the passenger
When we designed the Volvo, a lot of compartment bigger. And end up with more
superfluous stuff was dropped. front leg room than a Cadillac. More rear leg
A Volvo doesn't have five feet of trunk  room than the biggest Buick made.
hanging out behind the rear wheels.

(Iinstead of along, low trunk, it has a short VOLVO LIVES!
eep one. It holds more than a Lincoln.

Do vou think vour car has to be that Unfettered by fat, Volvos live to ripe old
wide? No. It’s only that wide because a ages. We don’t guarantee exactly how long
designer wanted it to look that will be.

But we do know that 9 out of
| every 10 Volvos registered
here in the last eleven years are
still on the road.

If you don’t believe us, look
around. You can’t miss an
eleven yvear old Volvo. Itlooks a
lot like a 1948 Ford.

Only not as fat. ViU

low. We make a Volvo wide
inside. By curving the sides
of the body, including the
windows.

A Volvo doesn’t need a
six-foot hood because it
doesn’t need a gigantic gas-
guzzling engine to push all
the fat around.

Fig. 60A fKnocking copy' by Volvo to break "Fat car -
is best" image which was the vogue in the U.S.A.

at the time. (1970)



One of the most obvious examples of this technique of
competitive advertising appeared in a Saab 99E ad in 1972,
where the Saab was directly compared against its biggest
rival the Audi 100 by means of its specification which
showed its positive advantages. This 'competitive' aspect
is highlighted by the 'Vs' in the main copy - "Saab vs.

Audi - Before you buy theirs, drive ours". (Fig. 6! )

Another clever use of 'knocking copy' appears in the
Renault ad. by Lois in the mid seventies (Fig. 63 ). Here
the 'knocking copy' comparison has been represented
visually to give an unusual but striking, and very graphic
effect to highlight the Renaults advantage over its
competitors. The 'leading copy' : '"Renault runs rings
inside other cars'" ties in beautifully with the visual
image to create a strong, single impression. This ad.
appears to have been the inspiration for the Volvo ad from
1984 (Fig. 62 ) - another example of using the visual
image to make a point. This brilliantly executed
typographical joke, refers to the Volkswagen Golf by name
in a effort to rid the Volvo estate of its cumbersome,

'tank-like' image.
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1972Saab 99E, 4-door. . ... .............. Model £ ST 1972 Audi 100 LS, 4-door
4 cylinders, in-line, watercooled. . .. ... ...... .EngineDesign . .. ... .. ....... 4 cylinders, in-line, water-cooled
YOS T e s e s Overhead Cam. ... .. AT )
95 hp (SAE) at 5200 rpm. . . . Maximum Engine Output . . . .90 hp (SAE) at 5200 rpm
113.1 cubic inches. . ... ... . .Displacement . ... .. . . 114.2 cubic inches
Yesil o .Electronic Fuel Injection .. ... ... ... No
4-speed manual/3-speed qugwnlic ........ e Gearbox . . . . 4-speed manual/3-speed E.I.JEIZTDHC
Yes il v ...Front WheelDrive . ... . ... .. ..Yes
Oto60ini25scconds. ... ... ... ..... Acceleration oo TN 0 to 60 in 12.7 seconds
197 fect. . . . . Stopping Distance Maximum Load at 60 mph. ., . 222 feet
99imph s e oy i Top Speed L L s 105 mph
T inches) e WheelbaSE L. L o it e s 1053 inches
I72finches: /i ol . Overall Length. . ... . ... .. . 1826 Inches
G6:Siinches: . o e Overall Width e - 68.1 inches
Sdifeet IS . . Turning Circle Diameter. . . .. ... .. 36.7 fect
3.5. ... ....Steering Wheel Turns, Lock to Lock , . . .. . ..3.94
D 3cubicleet. ............... Trunk Space. . ... ............ 23cubic/feet
2550 s G o e s CurbiWelght RS AL oo 2467 Ibs.
VER o snan 60 Electrically Heated DriversSeat ......... No
Yesiu e Heating Controls for Rear Seat Passengers ... .. No
Yes . Fold-down Rear Seat. . . ... .. ....No
Yes...... .... Impact Absorbing Bumpers .. .. .. ....No
Yes o meis o e Rack and Pinion Steering. . ... .. ... Yes
Yesipioo, .. Disc Brakes On All Four Wheels .. ... No
Yes, e - . . . Dual-Diagonal Braking System . . . . - ...No
Between rear wheels. ., . .. ... ... Fuel Tank Location . . .. ... ... ..Behind rear wheels
1 year/unlimited mileage. .. .. ...... .. .. FactoryWarranty. . ............. 2 years/24,000 miles
el e ot Bace Price’ ). 2l uohe L ..$3,855
° °
Before you buy theirs, drive ours. Saab 99F.
Pt i e drkr. ey, e . i+t ke 8 os o e mom ot e 4 B oo e e st o Chants bt e

Eilgiaiol B e ctMliknock ing COPVNSsabe " ( 1.972)

When sswrning round APT e ‘-“fq,;? -
et boger than the Gallthe Vo 4 g2y 5,2 |
carcle i sewn unches smallet & o
2inchus bet ween kerbs Pariing aVaive
40 Eszenslilepetmingaqurtino
3 punt pot Only witiout the
anggie IS power-ass:
steenng makes the car is
Lghtodriveasthe Gall
But we don't want
0 pick on the Goll
The Ford Excort,
Talboe Horzon and
Fuat Strada all have
a beger rurnurg
curcle thanthe'vlvo.
And when you
wmpareihe Grwith
uther big estates,
the 3 NG COM parnson
The Peugeot SO5 Estate.
for snstarece. reeds 2 feet
Zsnches muee io e rourd in
The Mercedes 200 Estite, 3feet
buahes moee The Ford Granada Estice,
4 leet 2 inches imore. Of Lourse. s(s ot
just feet youre vieresed i, €3 cubsc feet And the
Voo .:ﬁblu has seventy five of tem, with the rear r
seat folded down. Both your and your pass travel :n ted comiGn.
You, the drrver, have ﬂtwg:mh]' kﬂtﬁm aum;::ﬁ; heaed seat

(It swinches isell on as scon as Uie tem
Theconstructionof the Gr isequallycom&

ING-CIRCLE STORY EVER TOLD.

ture drops below 14° Centigrade)
ing Like all Volvos.the 240 Extate
15 built 2round 3 nigid safety cape of welded box steel pillirs
Each wrld 15 strong enough o support the weight
of U entire cac There are impact-absorbu
crumple zones front and rear, and stee!
bars tn U doors.
The 240 Estate protects your
investment.as well asyourlife.
I through 2 19-sige
xmpunuag and rustprocl-
ing process. APVC
coatirg is applied not
b onlyw the under.
bodybut o the sills
and sidepanels wo
Allvidnerable ind
inaccessible parts of
the body are made
of double -sided, hot-
dipped 2inc plae.
And the exposed parts
ol the exhaust sysiermn
haie 3 special rus resising
auminium finish
Happily, the Volvo 240 Estate 15
T£4 43 expensive as il sounds.
Itcan be yours foe pust 299, budirg car tax
and VAT (Nok o mention central lockirg, rear seat
belts and internally adjusiable door murors)
Ay way you lock 3 1, that’s icd kot of money for an estate car Especiallyanestate
ar % €an turnon 4 sixperce. THEVOLYO 240 SERIES ESTATES, FROM £7996.

Fig. 62. Clever typographical knockin

(1984)

g copy ad by Volvo.
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RENAULT Aupnmwﬁ‘—“
SIMCA ARONDE-33FEE!
FIATI100-34 FEET

TVOLKSWAGEN-36FEET

VALIANT-37) FEET IEEES= :

FALCON-37.7FEET
RAMBLER 6-38 FEET

CORVAIR-39FEET

RENAULT RUNS RINGS INSIDE OTHER CARS

he turning circle of cars is measured
-om a point on the outside of the right

ront bumper.
. Renault Dauphine, for example, turns

| a circle whose diameter is 32 feet.

Renault 4CVs need only 30 feet. Little
ugs!) It can do tight U-turns, escape from

Higes 6355

narrow driveways, slip through traffic, run
rings inside other cars.

We don’t know of a car that handles
easier. The engine in the rear takes the
weight off the front; when parked, you
turn the wheel with a finger. Natural
power steering.

'knocking copy' ad.

Your Renault Dealer will demonstrate.
He may even mention other talents.
Uncanny traction on ice and snow. Up
to 40 miles to the gallon, regular gas.
Things like that.

Suggested retail prices are: Renault
Dauphine $1645; Renault 4CV $1345

Total integration of copy and image by Lois to
make a great

(1960)



Today's copy, whilst clearly distinguishable from the copy
of the mid-fifties, is unrecognisable in terms of style
and technique from the ads of the sixties and seventies
thus clearly highlighting the effect that the work from
the sixties has had on the 'look' and copy of 'modern
advertising'. The main change has been only in the
'watchwords' with the recent emphasis on 'versatility',
‘economy', 'safety' and 1low 'Cd. coefficient'. As
products and social behaviour become more entwined and
mutually dependant, it can safely be said that if there is
a marked changed in either one of them that the other will

also be affected.
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NO WONDER IT'S SO REUABLE,
THERE'S NOTHING TO GO WRONG.




SPORTS AND LEISURE

The strength of sports or leisure as continuing
advertising themes lie in their cross-class appeal
particularly suited to when an advertiser wishes to broach
a number of class-sensitive brackets. Sports in general
have always had a good clean and strong image. They are
exciting, healthy and invigourating and seldom, if ever,

provoke a negative response.

The use of sports and leisure as an automotive advertising
theme dates back to the turn of the century, but it was

the "fun-loving" twenties that popularised the theme.

At the turn of the century, the automobile was still very
much an aristocratic possession, closely linked with the
weekends and leisure pursuits. In 1902, motoring and golf
were so closely linked that the magazine "CAR ILLUSTRATED"
changed its name to "GOLF AND CAR" to accomodate for the

mass of people who enjoyed both pastimes.

The Pierce Arrow ad, dating from 1910 (Fig 65 )
incorporates a tennis racquet as part of its appeal to a
younger, more athletic market. Tennis in particular

enjoyed increasing popularity in the early 1900's.

The carefree, happy-go-lucky attitude of people in the
post-war years led to the widespread use of the '"outdoor"

and '"fresh air and fun" themes by many advertisers. Life






in general was depicted by the advertisers as one long
enjoyable public-holiday. Gaiety and laughter were the
words fostered by the ad campaigns. Tennis, squash, golf
and cricket enjoyed widespread popularity and outdoor
leisure activities such as picnics, camping and touring
became the source material for many of the campaigns at
the time. Car Advertising History books have tended to
over-emphasise this "open-car", fun and leisure attitude
and it is worth remembering that the smaller "closed" car,
with 1its more down-to-earth attitude was outselling the
traditional open car in such numbers, that between 1925
and 1935, there was a complete reversal in the percentage
proportions of the vehicles (In 1925 there were ten times
as many "open'" cars than "closed"; by 1935 this had been
reversed) . Nevertheless, the sports theme was a popular
one and enjoyed continuing interest. The 1920's saw the
widespread introduction of sports models which emanated

from Europe but quickly found itself spreading across the

Atlantic.

If the 1930's were an economically depressed period in the
history books, the advertisers didn't appear to realise it
(or chose not to), and clutched onto most of the 1920
themes. Dunlop started their sports and leisure campaign
in the early thirties featuring tennis players, beach
scenes, and outdoor views of castles and landscapes,

perhaps inspired by the popular "See Britain by Rail"

54



campaign that Frank Pick started in the London Underground

in the late 1920's.

Even the more classically reserved and traditional £firms
such as Mercedes, commissioned a few sporting-based
posters in the 1930's such as their skiing poster by
Cucuel (Figé¥). This poster shows the sports theme at its
best. The emphasis is on the speed and graphic power of
the figure and the image crosses all social boundaries.
This poster has much more strength and vitality than most
of the fun-loving sports and leisure ads generated in the

campaigns of the 1920's.

Although the sports themes ended abruptly with the advent
of the second world war in 1939, they have revived
themselves gradually since, although they have never

reached their former glory.

The most important sport with respect to car advertising
must without gquestion be motor racing and rallying, a
sport which dates to the first real automobile race in
June of 1895 (which was from Paris to Bordeaux and back).
Motor racing as a theme has many sides and virtues from an
advertisers point of view; not only does it enable
manufacturers to appeal to a broad market but if their

car/products are successful it allows them to extol their

merits and virtues. Racing also can be used to promote
a "forward-thinking", technically developed image for the
company. Success in motor sport or rallying also serves
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to iv : :
give the car a certain pedigree and background that

helps to quickly establish the car in the eyes of the

consumer.

Mercedes have advertised their racing victories since
their first win in 1904; other firms such as Alfa-Romeo,
Ferrari, Porsche and Renault, etc., have added greatly to
their reputations by their consistent successes in motor

racing over the vears.

If formula one and motor racing helps to improve company
image and provide good "fodder" for the advertising
campaigns, motor rallying achieves more direct results.
The cars that rally look essentially like the show-room
version with livlier colours and one or two extras. With
formula one cars the consumer cannot relate it in any way

with his own, whereas the rally and saloon car look quite

similar.

Cars such as Fords MK.l1 Escort were helped immesurably by

the success of the car in international radilies - this
gave their advertisers some great "ammunition'" for their
campaign (Fig 6°). Clever use of ''megative advertising"

(apologetic or self-derogatory comments), gives the ad its

strength and intrigues the viewer into reading the

explanatory COPY at the top of the page where Al s

revealed and'the cars success is left to stand for itself.
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More recently cars Such as the Opel Kadett
r

Audi quattro,
Opel Manta

!
e wally car that is so successful it has
Scooped itsg fourth British oOpen Championship

years'" - oOpel Ad) ,

UsnEEtve
have all used their rallying success E(0)

good effect inp their advertising. Rallying and racing

also enables the manufacturers to introduce new and

lnnovative features into their car more easily, wusually

accompanied by the "proven in rallying/racing" slogan

which is Presumably meant to €ncourage the "if it works

for them it'll work for me" syndrome with consumers.,

Apart from the "competition'" or "performance advertising"
of racing, sports and leisure pastimes have provided a
wide number of more transitory themes for the advertising
agencies. Talbot produced a very striking ad for their
Samba Trio based on the recent fitness and workout craze
both in Europe and the States. The leading copy borrowed
the fitness jargon '"The body beautiful" and the ad
incorporated a number of little animated drawings of
figures doing press ups and weights, aimed at both the
male and female market. The ad appeared in a wide variety
of magazines including the Feburary '85 edition of

Cosmopolitan.

There pfSE-ilisof S the dual benefit in this type of
advertisement of not only giving the car a fit and sporty

image, but also in giving the company an '"up-to-date" and
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"in-touch'" image. The earlier a trend can be identified
and an advertisement produced to match it, the greater

this effect will be.

Although the sports and leisure theme has the advantage of
a healthy consumer image and broad appeal, its
disadvantage is that it doesn't induce strong consumer
motivation appeal - a key point for effective sales in
todays competitive market. Images of wealth, social
status, superiority and self-improvement are some of the
main "triggers'" for motivation appeal and these cannot
easily be depicted through sport and leisure themes. Thus
it is 1likely that while racing, rallying and the
occasional "fad" will remain in the diet of the car

advertiser, sport for sports sake will become more and

more uncommon.

58



THE FEMININE INFLUENCE

Wwomens role in advertising is a particularly complex one
because they are not just consumers, but also symbols,
themes, desirable 'objects' and influential figures. The
way in which they affect advertising, either directly or

indirectly can be categorised under a number of different

headings:
(&) Women - as an artistic theme
() Women - used to sell the product (i.e. as symbols

or desirable 'objects')
(iii) Women - as consumers

(iv) Women - as 'hidden persuaders'.

While in no way complete, this categorisation defines the
many different roles that the female plays and will serve
as a reference when discussing specific ads or campaigns

throughout the chapter.

The 'feminist movement' is a recurring and often maligned
topic of conversation in these continuing days of 'womens
lib', wunisex, equal opportunities and male chauvinism.
From all of this one would be excused to think that women
previously exercised 1little or no influence over thé
advertising of the motor car. The truth in fact is quite
the opposite and womens influences can be traced back to

the beginning of car advertising history.
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Fig. 7] . Part of Ford's "aim at all markets seperately"
campaign - In this case the middle class working

female. (1924)



Womens earliest appearance was in an artistic role, as the
innocently half-clad nubile maiden depicted in the car and
bicycle posters of the 1880's. Inspired by Art Nouveau's
adulation of the female form, they appeared as symbols of
artistic grace and beauty and only a bigot could have
taken offence at the way in which they were depicted.
Although it is difficult in more recent years to clearly
distinguish between what is 'art' and that which is
exploitation, these early advertisements clearly fall
under the category of art, as the term 'art poster' would

imply.

Almost all of the examples of this kind of work came from
the many small French manufacturers, particularly those
nearest Paris, the home of both Art Nouveau and the 'art
poster' at the time. Opel, the big German manufacturer,
was one of the very few non-French firms to indulge 1in
this form of advertising, producing a large number of very

pleasing artistic posters in the Art Nouveau style.

The advertisement by the French firm Diort (Fig.72)
clearly shows a strong Art Nouveau influence particularly
the depiction of the female figure on the right-hand side.
The motif-adorned costume, stylised hair, ornate waistband
and lacing are all very reminiscent of the poster-work by
Alphonse Mucha, one of the leading Art Nouveau artists of
the time, who was particularly well-known for his posters

of actress, Sara Bernhart.
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Fig. 72 . Bold colours and Art Nouveau influence
make this ad. particularly distinctive. Diort 1902.

Lty

ol |

Fig.73 . Early example of specifically
female-orientated ad. Toledo (1903)



The women portrayed on the left hand side are in marked
contrast to the lady on the right. Here they are used as
'props’' to paint a scene, which in this case looks like 'a
Sunday jaunt in the park'. Parasols frequently appear in
the ads of this time as fashion accessories for the female
passengers. They symbolise the leisure, tranquility and
peacefulness associated with the quiet Sunday walks in
which they were normally used. The peacefulness that the
'parasols' symbolise was in direct contrast to the cars of
the time; which were noisy and unreliable and (due to the
poor roads) also extremely dirty. This image was one that
the manufacturers were obviously very Keen to rid
themselves of and this point is raised in a large number
of advertisements during the 1880's and 1890's which
depict glamourous females in beautifully clean, ornate
dresses, enjoying a chauffeur-driven trip in the park - a
far cry from the reality of motoring which involved
dressing in a range of unflattering bonnets and dust
coats, scarves, boots and gloves, which gave a rather
military apperance to the female passengers courageous

enough to engage in this pursuit.

During the 1880's and 1890's the female enjoyed a very
popular position as the central figure on much of the art-
poster advertising, particularly in Paris, where artists

such as Jules Cheret were busy covering all the boulevard
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kiosks with pretty posters of women which advertised
everything from perfumes to night clubs, - all of which
can be categorised under the 'woman as art' theme.

The earliest cars available to the public in 1885 were
little more than 'experimental inventions' and were only
bought by wealthy aristocrats and the occasional

enthusiast as toys for hobby interests or amusement.

The wunreliability of these vehicles allied to the dismal
quality of the roads, particularly in Britain did not
endear the automobile to the feminine population. These
two drawbacks were not, however, womens biggest obstacle;
All the earliest cars required manual cranking to start
them and had difficult and awkward gear shifting. Thus it
is not surprising to find that motoring was still very
much a male dominated pursuit at the turn of the century
and subsequently all the advertising was directed at the
male purchaser. In 1903 one of the earliest examples of a
specifically female-orientated ad appeared in the United
SEaces b VMRREE omie qillilled” UToledo!’. The advertisement
depicts a 'Stars-and-Stripes' adorned woman behind a
Toledo car (Fig.7?3). The Americans, in general, were much
more practical and 1less worried about the social
implications of the 'owner-driver' than their European
counterparts, where (particulary in Britain) the chauffeur

was still 'de rigueur', and the owner-driver definitely of

lower-class.
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The advent of mass production by Oldsmobile (1903) and
later by Ford (1908) saw the automobile ridding itself of
its upper-class image but it was still, however, a male

orientated pursuit.

The widespread introduction of the safety crank in 1911
followed by Cadillac's universal fitting of Kettering's
'self-starter' to all its models in 1912 removed the main
obstacle to women-drivers and provided the advertisers

with another 'feature' and a new potential market.

The ad for the Star Starter Company (1911) clearly shows
that the manufacturers knew the relevance of the 'safety
crank' to the female population (Bdg.75)

"The next time you start to crank your engine in the old
fashioned way just stop and consider how much trouble you
could save vyourself, how much freedom from danger of
accident vou could enjoy if your car was equipped with
this equal and necessary engine Starter". Other
manufacturers such as White were also advocating the self-
starter: " ...Its White electrical starting makes it
possible for the first time in motor car history to reach

the driving seat, start and light the car without stepping

into the roadway.'" (1911).

De Dion Bouton, the French manufacturer, was one of the
earliest European firms (along with Fiat) to consider the
female consumer market. In 1903 it is mentioned that they

got their artist to make the girls in their poster less
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e THE CRANK—

kil A Last Relic of Crudity and

First Invention on the Other-
wise Highly Perfected Modern
Automoblie and Motor Boat.
THE CRANK—
An  Automoblie Vermiform
Appendix., Useleas and Dan-
£erous to Life and lLimb—A
Waster of Gasoline and the
Cause of Unnecessary \Wear
and Tear on the Engine—be-
cause the feliow wha gets his
engine going by means of thi=
primitive device is usually glad
enough to let It go at that.
THE CRANK—

That Causes Discomfort and
Profanity when the FEngine
Falis {n Sleet. Snow, Rain and
Mud. You know the cid-fash-
ioned crank!

The Star Safety Crank

positively removes every pos-
2ibility of injury while crank-
ing the car.

1f your auto ls equipped with
o Star Safety Crank vou need
have no fear of breaking your
arm or wrisl. or hurting ¥our-
self in any of the many u
20 familiar to all auto driv
In case the engine ‘"backfires.
The Star Safety Crank Insures
you against every king of acci-
dent that might arise whlie
using the crdinary oid-fash-
ioned crank.

Send today for our fllustrated
literature on this Indispensahle
device.
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Send today for our illustrated booklet describing the
Star Starter—a device which cranks your engine from
the seat and one which is now largely doing away with
the old-fashioned and dangerous methods of cranking.
We offer in the Star Starter a safe and thor-
oughly dependable method of cranking the car.
It is not necessary to leave the seat, and you can start and stop
your engine at will, thus avoiding much loss in the items of
gasoline—of engine wear and tear.
The whole thing is so beautifully simple and so convenient that
no car owner should hesitate to investigate it and find out for
himself exactly what it will do.
The Star Starter climinates all danger of broken arms, sprains
and injuries which frequently arise from the premature starting
of the car—and we need not tell automobilists that these ac-
cidents are very frequent and scrious.
The next time you start to crank your engine in the old-fash-
joned way just stop and consider how much trouble you could
save yourself, how much freedom from danger of accident you
could enjoy if your car was equipped with this equal and neces-
sary engine starter.
Do not delay, but send for the booklet io-day. You can then possess
yourself of full information, not only concerning the Star Starter,

but also concerning the Star Safety Crank. another useful and very

convenient device manufactured by us.

We want every car owner who is inter-
ested in an easy. efiective and absolutely
sure way of starting his engine, to zet this
illustrated literature on the subject.

The Star Starter Company

GCaeperal Offices: 170 Broadway, New York City Factory: Rochester, N. Y.
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Tapping the female market by removing the
obstacles star.




beautiful, so as not to offend their female customers! 1In
1913 they incorporated an easy to use gearbox to attract a
larger share of the growing female market, thus further

reducing the females 'obstacles' to driving.

An interesting recurring theme that appears in a number of
advertisements between 1890 and 1910 is that of 'female
acceptance'. These ads show a female or a group of
females looking at or examining a car. The ads do not
appear to be aimed at selling to the female market, the
aim of the ads seems to be to solicit womens approval of
motoring. Perhaps the implication is that if it (the car)
doesn't live up to their expectations, that they would not
allow their husbands to buy - the earliest example of the
woman as "hidden persuader'. The poster-show
advertisement (Fig. 76 ) is a good example of this
particular theme - it would appear that the wifes approval

was gquite a significant factor in the choice of the car,

even at that time.

If the implementing of technical changes (i.e. the starter
and gearbox improvements) were the first major step
forward for women drivers, the next real boost came with
the advent of World War I. Females who up until 1914 had
piayed the more submissive role suddenly assumed the
responsibility of running the house, keeping the family

budget and driving herself around in the family car.
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Suddenly the number of women-drivers increased
dramatically, becoming a very important market for car
sales. Manufacturers were quick to respond at both ends
of the social scale and a large number of ads were

produced aimed specifically at the female market.

Ned Jordan, owner of the Jordan car company in the States
and somewhat a visionary in these matters, remarked in
1917 that "while men buy cars, women choose them'". Jordan
was one of the very first people tc realise that the
average buyer (and particularly the buyers wife) was not
in the least bit interested in the 'nuts and bolts' or
workings of the car. He realised that the female
(particularly) saw the car as much more than just
transport and said:

"There i1s just as much reason why a woman should want to
see herself in a mirror when she appears in a new car as

when she appears in a new gown'". (ng‘SL)

The complexities of the car as a possession were beginning
to be realised, as was the increased importance of the
female. Steinback, another car manufacturer shared

Jordans views (but expressed them differently):

"Wwatch the womens face. If the woman likes it, we can
screw the old man'". (RQ{'4)

Their opinions were proved correct by a number of quotes

from women of the time.
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Never Before Such An Instantaneous Success

Never before has an automobile success been
s0 rapid, so definite and so sweeping.

The $615 Overland has made history. It
marks the entrance of a new automcbile value
—a car complete in every sense of the term
at a price which was hitherto thought im-
possible.

Yet here it is—a powerful five passenger
touring car complete for only S615.

It is large enough for the whole family —
moderately priced, within the reach of the

Catalsg on request.

majority — economical 1o maintam — buile of
the best quality materials — snappy, stylish and
speedy—and complete it every sense,

In shore, it 1s just another striking example
of how our large producuon enables us o build
a bigzger end bewer car and sull keep the price
within reason.

You'll want one, so order it now.

Then in a few days you and your whole
{family will Le dniving your own car.

Remember it comes complete—only 3615

Please address Dept. 617

The Willys-Overland Company, Toledo, Ohio

“Madeia U. 5. A

women - a growing potential market. Overland (1916)




"T am not interested in the exterior ....
neither am I concerned with the motor ...
my only interest is in the interior

it is my sun-parlour on wheels" (Ref.©)

Manufacturers began to realise that (to the woman) the car
was an extension to her wardrobe and, 1like any of her

personal fashion accessories, it had to look right and

match her clothes.

Jordan was quick to put his revoluntionary ideas into
practice and produced a set of ads which clearly show his
great understanding of human psychology. The ads which
started in 1918 and continued throughout the twenties
portrayed the evocative side of motoring, allowing the

prospective purchaser to fantasise (see page39aa.

With the success of Jordan's ads, manufacturers made even
more a concerted effort to sell to the female market and
firms such as Fiat, Sizaire-Berwick and Willy Overland
regularly took spaces in womens magazines such as Vogue,
McCalls, the Ladies Home Journal and Vanity Fair, to
advertise their cars. In these ads the colour and
'fashion' aspects of the car were emphasised to increase

the appeal of the car. (See Fig.72, and 0)

Car adverts can still be found in Womens magazines today.
The ads emphasize the aspects of the car (and indeed, of

motoring,) which most interest the female purchaser.
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ODRSERVES “"MAJOR
INNOVATIONS® IN THE
KAISERR AND THE FRAZER

et

Fredrica is the designer-name chosen by the fourth
generation of illustrious couturiers—a family

once famed as designers for members of the Imperial
Hungarian Court. Today Fredrica stands out as
designer and producer of furs for the world’s

most discrilninnling clientele. 5

Fredrica says about the KAISER and the FRAZER,
“a rich and harmonious use of colors and
fabrics unique in the field of transportation—
major innovations that add new zest and

pleasure to motor car ownership.” {

Fredrica joins more than a dozen of the world’s

Ve

foremost designers in acclaiming the truly

functional design and exclusive style features

Ea)

of the KAISER and the FRAZER.

"

EAISER-FRAZER CORI"ORATION « WILLOW RUN, MICHIGAN

Fig. 79 . High-class fashion imagery
female market (1948).
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chevy chic

Fashion’s ¢lunor is an end in itself. Rome's
Simonctta and Paris Castillo have
caprured it in these lovely reflections of Chevrolet
stvle. Chevrolet colurs—Simonetta,
with i shon silk hall gown
in Chevy's Tropic Turquoise . . .
Castillo, \\ilil a daring cucktail dress featuring
billows of Arctic White peau de soie, a silk taffeta
Ixlero-with-stole in vivid Rio Red.
But in cars, beauty is only as beauty does.
That's why the lovely 1958 Chevrolet
is built 1 do just as vou bid it. You'll
love its eflortless steering behavior, iu
obxedient parking manners. Sce your
Chevrolet dealer for the key. . .. Chevrolet Division

“of General Motors, Detroit 2, Michigan.

7 i R

Fig-go . Fashion imagery to lure female market.
Chevrolet (1958)



Colour still plays an important role in most females
choice of car and is therefore still featured widely but
'consumer motivational analysis' is much better known
today and thus the objectives, images and symbolism have
altered markedly since the first fashion-concious ads of

the twenties.

One of the most notable and best remembered ads from the
1920's was the female-influenced Mercedes-Benz poster
(Fig. 7F) 1like the Jordan ads, this also plays on the
evocative aspects of motoring. Here the joys of ownership
and possession are given a new meaning over conventional
ads of the time. The ad is not a social statement, not a

bold claim, just a personal comment.

The car depicted in the ad is depicted as a 'lovable
possession' - a feeling which is exaggerated due to the
diminutive size of the car. She clutches the car in much
the same way as one would hold a child; the car has become
a 'companion' rather than just a mere possession. The
comment, which 1literally means "My Benz", gives one the
feeling that the woman is very attatched to her car, a
bond of extreme friendship or perhaps love. The car has
been given a character of its own and this ad anticipates
many aspects of the Volkswagen campaign of the 1960's.
Compare the ad with the VW ad (pagezpa). In both cases
the manufacturers wish to give the car appeal and

personality. The car and van become personal friends or
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partners. Again the size of both vehicles in the
advertisement, means that they do not dominate you; they
will not own vyou or dictate to you - you possess and
control them. The Mercedes ad anticipates many of the
'discoveries' of the psychologists in the 1940's and
1950's with respect to what appeals to, or motivates the

purchaser,

Women have never been very far removed from the more
controversial aspects of advertising and car advertising
is no exception. One of the earliest ads to 'raise an
eyebrow' (but surprisingly, no comments) was the ad by
Wilhio for De Dion Bouton in 1889 (Fig.ﬂ'fES) In the midst
of this curiously-cluttered scene (which looks as 1if it
should be a poster advocating the dangers of motoring!) is
a woman breastfeeding her child. Presumably this
advertisement escaped criticism because it was not
obviously an ‘'advertisement' and because it was painted
under the 'art theme', thus releasing it from traditional

advertising censorship.

Dudovich's poster for Fiat in 1934 (Fig.8l) was less lucky

While it escaped comment from the advertising censors,
it involked the disapproval of the Vatican in Rome, who
declared that the womans buttocks were too deliciously-
proportioned to be in good taste and asked that the figure

be made less-revealing, which Fiat duly did!
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Fig. &l

Dudovich's poster
for Fiat, later
censored by the
Vatican! (1934)

Fig.®Z ., by
Rene Vincent
(Female +
Fashion +
Automobile)
Simplicity and
detail. (1922)



The early advertising receipe of MAN + GIRL + STATUS
SYMBOL (CAR) which the English illustrator Rene Bull had
conceived in 1896, was modified in the twenties to WOMAN +
FASHION + CAR by the French artist andEcasIiilstator
Rene Vincent (see Fig. 82.). This gave readers of both
sexXes something to loock at and study, and remained
effectively unchanged up until the fifties. The
increasing drive by manufacturers to become aware of the
motivational reasons for the publics buying decisions led
to a vast number of "depth surveys" by psychologists and
psychoanalysts in the late forties and fifties. The net
result of these surveys was that advertisers became more
aware of the woman-attracting, egocentric and irrational
reasons for car buying and the 'formula' changed again,
this time it became STATUS SYMBOL (CAR) + SEX OBJECT
(WOMAN) - where the woman was almost considered as a 'free

gift' if the car was purchased.

With the slackening of traditional moral codes with the
'cultural revolution' of the early sixties this form of
advertising appears in abundance with a multitude of
sexually-orientated ads and double-meanings, particularly
in the copy : "You can do it in an MG" or USHNp. S iinto
something hot this summer" (Hillman Hunter) etc. Like
anything that is too blatant and repeated too often the

public got tired of it and the advertising of the late
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Sixties became more clever and more subtle. The woman
draped over the car became a tiresome visual cliche and

was superceded by more imaginative and creative ideas.

The advertisement by Lois, for Renault (Fig.®3), although
still sexually-implicative is much more clever, striking
and amusing than the blatancy of the Hillman or MG ads of
earlier vyears. For comparison of styles it 1is worth
comparing this ad with the Dodge ad of 1932 (Fig.B4), both
of which advertise the same main feature (the easy
gearshift). The directness, simplicity and strength of
the leading copy and photograph in the Lois advert makes a
marked contrast with the typographical clutter and
singular lack of interest in the Dodge advert. Despite
the fact that the Lois advert was done about twenty vyears
ago it still looks extremely modern today, showing how

much the advertising work in the sixties has influenced

'modern' advertising.
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wanted: adventurous women
who can shift for themselves _

Fig.83 . witty ambiguous
copy by Lois for Renault.

(c. 1965)

The Renault Dauphine is the easiest car we know of for a woman to drive.
When parked, you turn the wheel with a finger. Natural power steering.

* Its shift floats from gear to gear (“phenomenally simple and certain”

says one critic). Its Ferlec clutch eliminates pedals. .
You park (and unpark) in tiny places with a single swing. You turnon a

frane. You do tight U-turns (the Renault runs rings inside other cars).
You have a sense of pleasure and control that has almost been lost in a
push-button world. Driving is fun again.
And the Dauphine is beautiful. The word means “Princess.” Your hand-

some Renault dealer wants women like you.
Suggested retail prices: the Renault Dauphine $1645; Renault 4CV 51345/
4

B



THE SATURDAY EVENING POST March 26,1932

Pe(/ﬂ/liee
()'ea.f b ”uftlng

- awholly 3 ;
S uew Hmzc//zng
'_L q

1? | LE

- -;-"\

= 2; = =
?fﬁ‘ i SR

=oith DOD G E Floating Power.
Auwutomatic Clutch, Silent Gear
Selector and free Iiﬁee/uld"*‘ g o g o Bk e

il mover be sanendd

3 § o ; llJl'l kel o Lot i LR wizh dnattenye bess o the var v buy
(A w VT E
sL i Wl ~ | NP LQia PR
| Tr 13 I N ™ I g By
g \ R . s Trite T e soe
Y i | 15 ’ i 1]
it T i W A . O A oA
o Ve S i boshe shiat b g AR | P
Floating Poicer. Vom0 Ui b Fesaion AE s | A r b 3
Sefbiert e o 2 Y E e e Vi : i) Hyduub Brakes . Silent Second
Vvt M Hisx T el e e e s e T e M F Crear . Lo Ceuter of Grazity
o I l. o s e e Duuhle-Divop Bridge - T\'/nr' Frame
Pt " e O R T R e | 2
- . (A R i Larmys Viono-Prece Steel Bodies
' N Limisfiad weed® i y A SR REE,
X
— - <

Fig. 8% . cluttered and busy copy advocating easy gear-
SN din gt (1193 90)
Compare and contrast with Lois Ad. (Fig. )




SYMBOLISM AND IMAGE BUILDING

If you were to ask someone what he/she would buy if they
wonRT: 2 000N Ehel poolis, . vou.weuld be. safe. in the
assumption that, amongst other things, a car would be
mentioned, whether the person already had one or not. The
car is pretty close to being the most desirable product in
our economy and although it is essentially just a
complicated piece of machinery, the car has attracted to

itself a wealth of other meanings far, far beyond its

functional qualities.

Why is this so? Why does the car mean so much? What
intense gratifications does it provide to create this
remarkable desirability? - How has it achieved it's

current status?

The fact that the automobile is a means of transportation
isperfectilyvieobuious E8but it thilsiwerefallithat it was,
we would buy cheap, simple, plain, functional vehicles and
drive them for many vears; instead of which we buy
vehicles that look attractive, appealing and modern, in a
multitude of colours that cost considerably more than they

might, and then only drive them for a few years.

The car as just a means of transportation does satisfy
many. practicalmsaoal sl iandneeds whichitarel  motives in

themselves. These are the sensible reasons why people
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Chauffeurs,
Rolls Royce high-status symbols. (1934)

porters,

top hats and opera houses.



EhatEEra NS poltat vonm i s btteradilivial key, factor in our
physical and social life. This sensible reason for buying
a car cannot alone justify the cost of most cars; Why do
thousands of businessmen spend up to £20,000 on a BMW?
Why do people buy the best car they can afford (and in
some cases buy a car they can't afford)? What does a
person get when he spends £50,000+ on a Rolls Royce or

Ferrari when he could buy a functional car for £6,000?

In this case the old aphorism "The more you pay the more
you get'" holds true. The businessman won't pay more for a
car unless he gets more. What he gets when he pays more
is partly performance, partly features, but mainly an
image and symbol, the nature of which depends on the
choice of car; for each car has a different image or
"personality" of its own which characterises it. It has
been found that the car's "perceived image" is one of the
most important factors in choosing a particular model.
From a mechanical/engineering standpocint there is 1little
to differentiate between most models, yet one person will

buy a Ford and another Peugeot, mainly on an image basis.

It is through advertising that the bulk of this imagery is
made. Through a selective choice of background, props,
personality time and copy, any number of different images

can be portrayed for the same model of car and the success
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or failure of any car depends largely on the choice of the
cars 'personality' or image in relation to its appearance

and cost.

In the words of Pierre Martinean "The automobile tells who
we are and what we think we want to be...It is a portable
symbol of our personality and our position. (In buying a
car) you are saying in a sense, 'I am looking for the car

that expresses who I am'".

N ctudy, madel s for ™ The W Chicago’ ‘Tribune Dby Social
Research, Inc. found in their survey that automobiles are
heavily laden with social meanings and are highly esteemed
because they "provide avenues for the expression ... of
the character, temperament and self concept of the owner
and driver ... The buying process 1is an interaction

between the personality of the car and the personality of

the individual."

In the earliest advertisements the car was present without
any imagery or symbolism. There was no hint or clue as to
the type af 'personality' that the car had or to whom it
was directed - it was simply presented as a new product,

without frills, without persuasion. (See Fig.1&13).

Tnitial public fears about the motorcar were ones of
safety and reliability and general usefulness. It was up
to the manufacturers to persuade or show that their

product had all the virtues. Many of the advertisements
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In Warner Bros.’ "GOLD DIGGERS OF 1935, Buick is featured with Dick Powell
and the Berkeley Girls. Warner Bros. comistently choose Buick for shots of lavish
rausical revue display, and for those depicting people in the modern manner. Today's
Buick is exquisitely styled. 1t barmonizes perfectly with the advanced and newly
created styles which Warner Bros. productions display.

Hollywood- Creator ?/JZ/&,-—
€ BUICK/@J/E @,

In brilliant Hollywood —where picture
directors and stars create the styles for a
nation — Buick plays the star style part. A

world once ruled by Paris now looks to Hollywood; and

there Buick is the fearured car. In production after produc- -

tion, for the hit pictures of the year, Buick is chosen . . .
just as it is favored by those who value the prestige of

modish, modern design. § All you have ever known

or heard of Buick sizc and roominess . . . of s; 95

and wp, list prices
it Flint.

Buick quality and dependability . . . luxury, per-

]
(-]
L}
-
-
-
-
“w
T
-

formance and economy . . . is now surpassed. To see
Buick today is to feast your eyes upon aristocratic, spar-
kling style. To drive it is to gratify your enthusiasm for
unsurpassed performance and to enjoy the unprecedented
easc and simplicicy of the newest automatic operating
features. To ride is to know the finest of all fine mororing.
§ Twenty-five beautiful models, in four serics. Four
popular price groups, $795 to $2175, list prices at
Flint, Mich. Prices subject to change without notice.

Special equipment exera. Favorable G.M.A.C. terms.

WHEN BETTER AUTOMOBILES ARE BUILT=BUICK WILL BUILD 'I'HEM

Fig.d®% .

Hollywood glamour and status.

(BIEGRI5E)

Buick



depicted people in elegant clothes enjoying a drive in the
car, frequently in their 'Sunday best' with the 1ladies
sporting parasols. This 'manufactured' image helped to
rid the car of much of its 'dirty and dangerous image',
making it more socially acceptable. This is imagery at

its most basic and fundamental level.

The first real signs of significant symbolism and imagery
came with the advent of mass production. Large scale
production had brought a new dilema to light; Before the
advent of mass production the car had universally been a
symbol of wealth (since only the aristocracy could afford
them) . When the Oldsmobile and Model T appeared in the
U.S.A. manufacturers could no longer assume that their
products were going to be associated with the upper class
market, thus forcing them to include 'props' and signs
that made it clear to the reader to which bracket they
belonged. The dwelling (or part therecf) - depicting
large mansions, country houses, pillars, gateposts etc.
became a common technique for indicating status. A
chauffeur.was also another symbol of the higher class, as
was a selective choice of location: Ascot, Monte Carlo,
High class salons and restaurants were all things that
were associated with the wealthy and thus became 'symbols'
to represent wealth. Hispano-Suiza, Pierce Arrow,
cadillac, Rolls Royce, Locomobile and Buick were among the

upmarket names to adopt these wealthy images and symbols

in their ads.
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As the public became accustomed to associating a house
that had a pillared-porch with the wealthy, the
advertisers gradually removed parts of the house finally
ending up with just a hint of a fluted column being the
symbol which identifies the social status of the car (and
proved just as effective as the full symbol). As symbols
became recognised they become abreviated and simplified
and the reader recognises the symbol without even having

to interpret it.

Another technique for portraying an upper-class image was
'Prestige Advertising', such as the advertising of Voisin
and Napier where they listed their more notable clients.
The Voisin ad (Ref. 8® ) lists an impressive array of
Princes, Presidents, Sultans, Barons and Ministers leaving

us in no doubt as to the pedigree of the car.

In each class braket the advertisers obeyed the customers
ideas and etiquette of its consumer and the upper-class
were no exceptions. The advertising for the wealthy
market was-refined, subdued, elegant and sophisticated -
nothing overly ostentatious or flashy! In this market
segment Rolls Royce, Cadillac, Pierce-Arrow, Duesenberg
and Mercedes produced the most notable offerings. The
Duesenberg campaign "He/she owns a Duesenberg" which
depicts the 'owner' in very upper-class locations shows

'social snob' at its height in the 1920's.
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HEER I R thE MR I8 B0 SPEE et car was' limited) only. to the
aristocracy ; it had become a thing for the people by the
end of the First World War. Mass production techniques
developed during the war vears further increased

production rates, so much so that new methods of selling

were necessary to maintain the turnover. New market
selling techniques were developed such as 'Blanket
advertising' and 'high pressure selling'. it is

interesting to note that in 1921 one in ten advertisements
that appeared were for cars and that by 1927 the ratio had

increased to one in five.

Manufacturers began to aim advertisements more and more at
specific market segments such as the young
businessman/woman, the marrried couple, the executive, the
farmer etc. Fords campaign for the Model 'T' highlights
this approach and emphasis for each market area - thus
reliability is stressed to the farmer and practicality is
stressed to the businessman etc. Fords marketing policy
paid off and the Model 'T' sold over fifteen million cars

in their nineteen years of production.

Some manufacturers such as Chevrolet aimed at one specific
market area and concentrated on it. Chevrolet's 1920
campaign was aimed at achieving the two-car family and

subsequently found a new market niche for themselves with
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“I don’t drive the car for the prestige.
I drive it for my own feelings
of satisfaction” Robert Orr, D.O.

¢ el

Dr. Robert C. Orr, osteopathic physician and “I don’t drive the car for the prestige. I
surgeon in Detroit, Michigan, talks about drive it for my own feelings of satisfaction.
how he feels about cars in general and  And there's another big factor, and that is I
Cadillacs in particular. He presently owns a  feel that a Cadillac is worth the price. To
Fleetwood Brougham. figure it out statistically, I'm in the car
“I like a big car. I like the style of the  between 12 and 157; of my waking hours.
Fleetwood. I've had friends of mine who had  And my feeling is that I want to drive a
Cadillacs mention that they are good riding  comfortable car.”
cars, and I find this to be true. I believe in On the question of age, he said, I see no
buying a big, substantial car that also has  differentiation between a young person or an
weight to it, because, on a trip I want to be _ older person driving a Cadillac—whether it's
in a car [ feel comfortable in. a Fleetwood Brougham or an Eldorado.”

“I've had some long distance rides with (
1l
s

the car and it’s very satisfactory. I've been ~

down to Florida with it, with the whole (il
—
il

family in the car, and I couldn’t expect a
nicer trip.

4

Caaitlac Meier Car Division

MARS OF CRCTLLENCE

Fig.B2 .

Gadiallac trying to rid themselves of their status
- only i1mage. (1974)




some memorable slogans '"Do you maroon your wife during the
day" (1921) and later on with "Your wife needs a second

love' (1958 .

'Family Motoring' became a popular theme in the 1920's
reaching its peak, in the late thirties and forties. The
'happy family', united in their automobile became such a
strong symbol in America that it came to represent the

'American way of life' and the American dream.

One of the most wunusual and notable examples of
advertisers creating a brand-loyalty and product-character
identity was 1in the advertisements for the cyclecar (a
plywood, wire and bobbin vehicle which became known as the
'wheeled coffin'). The adverts used a form of inverse
snobbery and 'dangerous heroes' spirit to achieve a
product loyalty amongst their customers. Aimed at the
ultra-cheap market they turned the vices of danger,
unreliability and discomfort into positive virtues in much
the same maner as Volkswagen turned the ugliness of the

‘beetle' into a product virtue in the sixties.

Other manufacturers such as Calthorpe and Templar were not
so 1lucky in establishing a market niche. While their
middle market rivals were appealing to the class-concious
masses with a conservative image of dependable
respectability (firms such as Humber, Rover, Morris and
Austin in Britain and Oldsmobile and Hudson in America),

Calthorpe and Templar changed their strategy and aimed at
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 (from MG with love).

“He pockets the Walther PPK,
toes the accelerator and in
seconds loses the Maserati in
the convolutions of the Grande
Corniche. Once again, MGB
triumphs over SPECTRE ... and
every other marque in Europe!”
There's a Double-O Section in
this country, too: men who dream
of action and excitement — and
find it in MGB. Excitement in
mastering the thoroughbred that
thrashed all other GT entrants at
Monte Carlo. Actionina 1798 c.c.

Fig.®® . Macho,

|
|
f

engine {110 mph top) braced by

an all-steel unit-construction body
Your MGB fairly begs to be

driven Aard and skillfully. No
push-button job, this! Four-speed
stick shift keeps you in control,

up and down hill, mile after mile. |
Aviation disc brake< on the

front wheels impose ‘ast,

fade-free stops. (Very useful when
there are road-blocks.)

Comfort? Convenience? Just look:
English leather upholstery. Bucket
seats. Snug space for two hangers- |

'James Bond'

S

on in back. Padded dash. Trunk
room. Tight-fitting convertible or
stowaway top —take your choice.
Economy? Low initial cost. Up to
30 mpg. Obstinate endurance.
Invisible maintenance

Pipe dream? Not at all. Your MG
dealer wants you!

AT LFERVI Y ARD OTack B
S IR TETS M

Al MuL, #ital

imagery. MG (1964)




the luxury light-car market, only to find to their cost it
didn't exist! (and subsequently went bankrupt) - The small
car didn't have the right product image for the market
sector which they had aimed at, and subsegently failed.
The marriage between cost, advertising, image and the
car's appearance is vitally important to the success of
any new model and must achieve the correct balance if the
product is to become successful. Chrysler made a similar
blunder in the early 1950's. Based on the assumption that
people bought cars on a rational basis, they produced a
! o=atiesl L LS Y car that was sturdy and easy to park.
Unfortunately they suddenly found out that the consumer is
an 'irrational beast' and their market share dropped from
265 niint 11952 tel about 13% in 1953. The 'big fat car' was
'in' in America and the Chrysler car proved to have an

unacceptable social image.

After the Second World War manufacturers were once again
in disarray with the halting of their production lines
during the war vyears. Immediately after the war they had
nothing neﬁ to offer except for the 1939 models, now six
years out of date and were forced to produce these whilst
they retooled for the new models (which eventually
appeared in 1948-49). With all this reorganisation and
restructure came the realisation that an increased
awareness of the factors that influence the customers
buying decision could prove to be a very effective sales

weapon. The advertising world looked to the psychoclogists
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Eigy 21 Royota use Grace Jene's masculine, dominating
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Fig.92 . Clever visual pun on 'James Bond' motto to make a
worthwhile point. BMW (1984)




and psychoanalysts for studies into consumer psychology
and 'motivated analysis'. Alvas tEnunbe rrotamiinSsde pthi
studies were carreid out and the results handed back to
the advertising agencies. The conclusions astounded
everybody in the advertising world ; the reasons behind a
particular choice of car were not as logical as they had
previously thought - in fact in most cases they were
totally illogical. A vast array of complex personal ideas
surrounded each purchase. Social status levels were only
one contributing factor that influenced purchase. The
markets did not breakdown neatly into income brackets
instead they were all subdivided and effected by different
age groups, different sexes, social classes, urban and
rural distinctions, income and occupation levels,
geographic viewpoints, racial and religious backgrounds,
even hobbies and pastimes. But even these ‘'ordinary
criteria' couldn't explain the reasons for the success oOr
failure of many models of cars. The researchers began to
realise how much the personality of the buyer and the

'personality’ of the car affected the purchasing decision.

By 1955 the Agencies were spending almost $9 billion on
research and development; a fact that led the
psychologist, Dr. Dichter, to say that ad agencies were
fone of the most advanced laboratories in world
psychology". Many agencies sent their staff 'back to
school' to learn and understand the new realisations about

consumer motivation. This reawakening is highlighted in a

9
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These are the 7 best made cars in the world.

One of them costs only $2250 complete.
Its name is Peugeot

*JoHN R. Bonp, editor, RoAD & TRACK: “One question that seems per-
ennial these days is which country builds the most or best quality into
its automobiles. ... In our opinion, there is no appreciable difference in

the over-all quality of cars, whether they come from the U.S., France,
Germany, England, Italy or Sweden....We choose these cars as being

the best made in the world and of approximately egual quality, making

some allowance for first cost in terms of value per-dollar...."”

The Peugeot “403” is equipped with $350 worth of free accessories.
These range from whitewalls and overdrive to a silent electric clock. The
Peugeot is a thoughtful car (its 4 doors, for example, open a full 90 de-
arces; it seats 5 adults in comfort). It is so well made it costs next to noth-
ing to maintain; owners averaged 97¢ on new parts last year. You get
30 miles to the gallon and you own one of the world's great cars,

(PS. Going to Europe? See us first and save the cost of your plane trip.)

25

Fig.93 . 1960's ad. by Lois that suddenly doubled Peugeot
sales by increasing its status.




quote from Vance Packard (author of 'The Hidden
Persuaders').

"Thus it was that merchandisers of many different products
began developing a startling new view of their prospective
customers. Peoples subsurface desires, needs and drives
were probed in order © tol find their points of
vulnerability...Once these points of wvulnerability were
isolated, the psychological hooks were fashioned and
baited and placed deep in the merchandising sea for unwary

prospective customers".

Thus 'subliminal-perception advertising' came into being.
Subliminal advertising is aimed at the unconscious of the
customer. Through the clever use of 'hidden' words,
images and symbols the advertisements were given another
meaning - a meaning that could only be read by the
unconscious mind. The consumer was not meant to be aware
of these secondary aspects, he was not aware that he was
being manipulated by his unconscious - If he was he might
well be able to surpress their messages, something that

the advertisers obviously didn't want.

Apart fremthis 'subliminal level' symbolism and image
building became much more apparent at the obvious level.
car manufacturers sought to build 'personalities' for
their cars and became aware of the 'meanings' of the car,

highlighted below by Pierre Martineau (author of

'Motivation in Advertising').

80



Toronado
The all-carcar

for the
al-man man.

The line of demarcation that brawny, broad- Rocket V-8, biggest ever

is drawn. Men on one shouldered look. And - built. And that masterful
side. Boys on the other. that responsive 3 ride and handling,

Cars fall into place. No performance thanks to the superior
question which side from a 455- traction of

FRONT-WHEEL DRIVE

and torsion-bar sus-

pension. Like we

say, Toronado is all

man—right down to
that man-sized

trunk.

Toronado fakes. Not with  cubic-inch

: B The front-wheel-drive
i youngmobile from Oldsmobile.

e O EaCHLLINCH

Rig. abe ALl macho 'man v's boys image'. Oldsmobile (1968)




o) The car as a mechanical object (technical aspects

and transportation).
ii) The car as an investment.

iii) Social meanings (social status, companionship, family

and work implications, feeling of being somebody) .

iv) Symbol of self control (self-mastery, self-
assertiveness, rivalry, competition, desire for

authority, self importance).

v) Self expression (what we want to be, what we think we

are).

The reason why this area of consumer psychology has been
emphasised is because of its effect on the image of
advertising and the techniques and symbols that were used.
In many books the changes in the fifties and sixties
advertising have been attribute solely to changes in

social attitudes which can at best be only slightly

responsible.

The advertising by America firms such as General Motors
reflects this shift in emphasis. The ad by Chevrolet
(Eigoe oo ) iisEallgood example of this 'new' advertising
image. when read initially the ad would appear to be
directed at the 'abnormal' person, the individualist - "a
most unusual car for people who enjoy the wunusual". But

if we look at the ad it depicts a very ordinary looking
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A most unusual car for people
who enjoy the unusual

¢ Zamvar M- ConverliDie —with

i Ze rears ea ourror and Dack up
$~i5 among "=2 jafely assisis that
:°2 =ow slanza+s 2quipment.

If you perked up when you turned to this page,
our research computer says you’re probably
well informed, earn above average income and
have more or less “in’ type tastes. That’s the
kind of person who usually drives a Corvair.
But then you can’t always go by research.
The fellow who turned all this up on our com-
puter, for instance, was a frugal soul who read
nothing but technical stuff and drove the same black

sedan for 15 years. Then one day he showed up in a Corvair
convertible a shade redder than the one above. How did he square
this with his research? He didn’t. That was the same day he asked
to be transferred to a job that would get him out on the road

more...driving his new Corvair.

.
i7s

’66 Corvair by Chevrolet

Craerz et Diwn o= of General Mofors, Detrot M

The unusual car for normal people?

Fig.95 .
chevrolet (1966)




man in the driving seat, which appers contradictory to the
first statement about 'unusual people'. I'f we read the
copy Wwe find that the man is indeed ordinary - or was,
that is until he purchased the Chevrolet which transformed
his character making him adventurous and unusual. This ad
is directed at ordinary people who wish to fantasise to be
different, it is not aimed at the person who is already
different. This ad hinges on the knowledge that most
people are (to varying extents) Walter Mitty's. Almost
everybody has dreams and aspirations of what we would like
to be - This advertisement milks this internal desire.
The woman in the ad is obviously not his wife. Her age,
alluring pose and attire suggests that she is unattached
and available. Her presence in the ad suggests that she
has beenMatEtracted » tof Vour » 'ordinary man' since his
transfiguration and yet she look out seductively at the
reader. Egotistical as we are we assume ourselves to be
more appealing than the 'ordinary man' so perhaps if we

bought a Chevrolet she would become interested in us ...?2!

The ﬁmwﬂﬁ'ﬁd (Fig. S6 ) gives us another chance to examine
some motivational aspects behind car purchase. This ad is
directed at both the husband and wife and offers them both
rewards for purchasing the car despite the fact that the
car is to be bought for the wife's use. Although it
offers practical reasons for purchase. "Its styled to
turn the eye...", '"lots of room', '"the youngsters can't

mark the upholstery...' and also good parking, visibility,
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Every woman needs a second love!

A busy homemaker . . . and how she
travels! School in the morning, the
store, Juncheon with {riends, the church
guild. school again and, perhaps, tea.
And what makes hers the best taxi
service you ever saw? Her second love
—a car of her own.

And doesn’t this smart new Chev-
rolet Bel Air convertible fill the bill
hand=omely? It's styled to turn the
eye. and there's lots of room inside.
Even the youngsters can’t mar the
Lright two-tone vinyl upholstery.

She can see to Jrive and to park

through the Sweep-Sight windshield.
With its new low center of gravity, the
car nestles right down on the road for
safety and comfort, and Ball-Race
steering even makes parking as easy as
she always wanted it to be. Any one of
four new engines gives her plenty of
power when she needs it.

If the man in her life is extra good,
she lets Chevrolet’s extra-cost optional
power assists take over, making driving
as easy as she always knew it could be.

He’s delighted, too. No more broken
plans because he can't have the car,

no more grocery stops on the way
home. He has his new Bel Air sedan,
she has her convertible. The price
makes sense Loo, See vour dealer. . . .
Chevrolet Division of General Motors,
Detroit 2, Michigan.

The rneoloraric

Chevrolet

Stealing the th:under fiom the higl-priced cars!

motives.

,_;;I___r_m_

r—.'n.
- »
» .

Chevrolet using unstated suggestions as
(1955)

purchasing



safety and comfort, it also offers a lot more.

To the woman it offers a "second love" - the caL oL
perhaps the chance to go out with another man? The
''chance to meet friends for lunch" - what friends, perhaps

a male companion?

To the husband it offers "no more broken plans" - what
plans, another date perhaps with a mistress? enthe
surface the ad appears to epitomise the American happy-
family dream, the ideal husband unselfishly buying a car

for his wife but underneath it offers other possibilities.

These ads offer a glimpse at some of the ways that the
advertisers have imbued secondary meanings into their ads.
There are obviously hundreds df other examples that could
be analysed in a similar manner in the search to
understand the ways by which the advertisers are able to
persuade and manipulate ocur unconscious desires. TEin s

hoped that you, the reader, will begin to disembowel them

for yourself.

The numbef of symbols used in modern advertising is
endless. Since every product has an image character and
significance of its own, it too can become a symbol. Thus
we find that symbols sell products that then become
symbols to sell products and the process builds on itself
and regenerates. Thus modern advertising comprises of an
accumulated mass of symbols and products which

simultaneously dictate and reflect our social environment.
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In any car advertisement it is the props., backgrounds,
environments and accessories which play the most important
role in setting the car's image - thus we may find a pair
of sportglasses, expensive SLR camera or leather jacket
telling us about the cars image. An expensive shop,
opera, house or possession may indicate wealth and status;

Mountains, deserts or open terrain may imply freedom,

power, even danger; An airport, bowler hat or Financial
Times may be used to indicate, thus symbolise, a
businessman. A clever choice of 'props' can very

specifically isolate and relate to a very narrow market
segment, perhaps as part of an overall campaign. Because
of the inherent expense of car manufacture and investment
costs the car must be sold to a mass market. The
advertisers therefore have an enormous problem. The more
specifically an ad is directed to a narrow market segment
the more effective it becomes yet the fewer the numbers
that it reaches. The advertisers aim is to try and appeal

specifically to a number of market segments without

loosing effectiveness, a feat that can only be achieved

through imagery and symbolism.
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CARWITH
A TOUCH OF CLASS.

camera, sports glasses and Cote d'Azur map
indicate status and personality of the owner

(1986)




CONCLUSION

It 1is hoped that the reader will now be aware of the main
developments in the history of car advertising and the
factors that influenced these changes. It is also hoped
that the reader will now be more conscious of the symbols
and ideologies behind car advertising and therefore be in
a position to 'disembowel' and examine car advertisements
(and indeed advertising in general) more knowledgeably and

more thoroughly.

It will have been noticed how the car as it developed has
managed to create a 'personality' for each of its models -
achieved through a complex miture of styling, price,
colours and advertising symbols. Cars are now designed to
appeal to specific perscnality types, rather than just
income brackets (as was formally the case). The extremely
bas lclchakt t(see Eig. 2B ) ¥cerves as a rough indication
of personality types, each of which could be further

subdivided a number of times.

The personality breakdowns all have different parameters

for <choosing a car - which the advertisers must be aware

of in order to market successfully.

Apart from having its own personality the car has been

given many other ‘'properties' and symbols:
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MARKET BREAKDOWN

1. CONSERVATIVE

2. AVERAGE

3. ATTENTION
GEER

Substantial Youthful
Brightness Impulsiveness

Conspicuous Sophisticated
~Reserye Flair

Fis S8



i) Mechanical Object

L)) Sizeable Investment

1ii) Social Meaning - i.e. Symbol of Status
iv) Symbol of Self Control

V) Symbol of Self Expression

As Pierre Martinean remarked "The car has become a

portable symbol of your personality and position".

As the car assumes more and more properties its effect on
the consumer society becomes more and more complicated as
does its advertising which now has to juggle all these
symbols simultaneously and tailor them to give the car a
marketable personality. Because the car involves large
investment costs to manufacture, overheads are high
therefore 1t must be sold to a mass market to make it
economically wviable. At the same time the advertising

campaigns must be able to 'home in' on specific market

segments in order to be effective. Many modern campaigns
(such as Fiat Panda and Peugeot 205 Fig. 99& loo )
illustrate this theme - but in a different way. The Fiat

Panda ads are tailored individually for specific markets
and together form the basic for the campaign whereas the
Peugot 205 advert appeals 1n a more general way to
'specific markets' hoping that each market will see the

car from their own standpoint.
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Based on the knowledge that the 'properties' and symbols
of the car have become more complicated and involved by
the year - as the car becomes more inseperable an element
of the structure of our society - it seems o¢bvious to
conclude that this trend seems set to continue wuntil it
reaches a stage where it can no longer assume any more
roles or properties. Perhaps when it reaches this stage
it will mark the beginning of the cars decline - Meanwhile
the advertisers have to juggle and sustain an increasing
variety of ideologies, symbols and attributes untill
'saturation point' is reached - A far cry from the plain

engraving and copyless ad that Benz produced in 18867 Gﬁ9ﬂ)
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